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Introduction

In celebration of the 50th anniversary of ASEAN (Association
of Southeast Asian Nations), the Japan Foundation Asia Center
organized “What's Next from Southeast Asia” featuring notable
works which were recommended by established filmmakers of
Southeast Asia. This was held at the 2017 Tokyo International
Film Festival (TIFF) and marked the fourth edition of CROSSCUT
ASIA.

As a subsequent TIFF-CROSSCUT ASIA tie-up event, the screen-
ing “What's Next from Southeast Asia: Old Masters, Masters,
and the Young Blood"” presents a genealogy of Southeast Asian
film through the remarkable works by masters such as Brillante
Ma Mendoza (the Philippines) and Riri Riza (Indonesia), classics
by the old masters such as Lino Brocka (the Philippines), short
films by rising directors such as Kirsten Tan (Singapore), and an
omnibus film by 10 independent filmmakers such as Tan Chui
Mui (Malaysia) and Phan Dang Di (Vietnam).
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[Director] Thavi Na Bangchang (“Marut")
[Cast] Poonpan Rangkhavorn, Rayvadi
Siriwilai

Santi-Vina is the first Thai feature film
shot in color 35mm. It features a gentle
blind boy named Santi and Vina who is a
cheerful girl, protecting Santi from bullies.
Santi's father sends him to stay with a
renowned monk, hoping that he over-
comes his difficulties. As grown-ups, the
two become lovers, but a rival who also
loves Vina appears. At a time when films
were generally shot in low-budget 16mm

format in Thai cinema, Santi-Vina was the
first feature produced by Hanuman Films
Company that Ratana Pestonji founded
to make world-class films (Pestonji also
worked on the film as a cinematographer).
In 1954, Santi-Vina won two awards in the
first edition of the Asia- Pacific Film Fes-
tival in Tokyo. Since it was the first Thai
film that won international recognition, it
has been regarded as an important film
in the history of Thai cinema. For a long
time the original 35-mm materials were
considered lost, but in 2014 they were
discovered in the UK, China, and Russia.
A digitally restored print screened as part
of the Cannes Classics program in 2016.
Like Manila in the Claws of Light that will
screen in this program, it was restored by
L'Immagine Ritrovata (Bologna).
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Veteran stage director Thavi Na
Bengchang debuted as a film director in
1950 with Pan Tai Norasingh. In 1953 he
directed a successful melodrama, Soa
Krua Fah. Santi-Vina is his third film. As
this film was long (considered) lost, he
was engaged in its remake in 1976. Many
of his films are still lost, while the afore-
mentioned Pan Tai Norasingh and Forever
Yours (1955) are confirmed to exist.

CINEMA ENLIGHTENS

Film Archive (Public Organization),
Thailand
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[Director] Lino Brocka
[Cast] Rafael Roco Jr., Hilda Koronel,
Lily Gamboa Mendoza, Tommy Abuel,
Joonee Gamboa

A young provincial man called Julio now
lives in Manila. As he works in a con-
struction site, he wanders around the city
looking for his lover who had run away.
The film begins with a calm monochrome
introduction but ends with a fierce
denouement. Through the protagonist’s
dramatic journey, it vividly exposes the
absurdity and injustice in Manila society.
It put Brocka on the world map. The orig-
inal is Edgardo M. Reyes' Sa mga kuko
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ng liwanag, a Tagalog novel that created
a great sensation when it was published
in 1966. Mike De Leon, the film's pro-
ducer and cinematographer, suggested
to Brocka that he adapt the novel to the
screen. In 1974 Brocka founded Cinema-
nila, a production company to produce
independent films, but the company went
out of business due to a lack of funds a
year later. Manila in the Claws of Light was
his first film after this setback. There is an
episode of Kidlat Tahimik who pretended
to work for the second unit of this film but
was actually filming Perfumed Nightmare
(Mababangong bangungot, 1977) in a gue-
rilla style. A digitally restored print with
new Japanese subtitles will be shown for
the first time in Japan.
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Born in 1939, Lino Brocka studied English
at the University of Philippines. During
his student days he belonged to a drama
club. He was close friends with Tahimik
who also studied at the same university.
He began his career as a stage and TV
director and made his debut film, Want-
ed: Perfect Mother in 1970. His filmog-
raphy includes approximately 70 films on
various genres of commercial entertain-
ment films; but also contains radical films
that expose social problems like Manila
in the Claws of Night and Fight for Us
(Orapronobis, 1989). He was a leading
figure in the “Second Golden Age” of
Philippine cinema in the 1970s through to
the '80s and was highly acclaimed both at
home and abroad. In 1991 he was killed in
a car accident.

WORLD CINEMA PROJECT

L

FILMMAKERS FOR FILM PRESERVATION

Restored in 2013 by the World Cinema Foundation
and the Film Development Council of the Philip-
pines at Cineteca di Bologna/LImmagine Ritrovata
laboratory, in association with LVN, Cinema Artists
Philippines, and Mike De Leon. Restoration funding
provided by Doha Film Institute.
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[Director] Slamet Rahardjo Djarot
[Cast] Christine Hakim, Ray Sahetapy,
Nani Vidia, Slamet Rahardjo Djarot
Though born into a well-to-do family,
Ponirah is unkindly treated by her father
who blames her for the death of his wife
and son. Ignoring the advice of her maid,
Trindil (played by Hakim) who is on her
side, she goes to Jakarta only to live a
hard life in the city. This is the third film
by Slamet Rahardjo Djarot who took the
world by storm as actor. The film closes in
on the inner life of a vulnerable girl against
the backdrop of social disparities such as
the gap between city and countryside. It
was highly regarded in Indonesia and led
to the director’'s fame. Teguh Karya who
taught filmmaking to the director plays a
mafia boss. The director himself appears
as a high school teacher. His younger
brother, Eros Djarot who supervised the
music directed Tioet Nja’ Dhien (1988)

in which Hakim played the female leader
in the Free Aceh Movement. In the late
1990s he entered the world of politics.
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Born in 1949, Slamet Rahardjo Djarot was
discovered by director Teguh Karya and
debuted as a film actor in Ballad of a Man/
The Face of a Boy (Wajah seorang laki-laki,
1971). InKarya's First Love (Cinta pertama,
1973) he played opposite Christine Hakim
who made the first appearance on the big
screen. Since then the couple has been
most popular in Indonesian cinema. In
1980 Slamet Rahardjo made a debut film,
The Sun and the Moon (Rembulan dan
Matahari). This and My Sky My Home
(Langitku rumahku, 1990) were released
in theaters in Japan. He directed Mirage,
the first episode of Southern Winds
(1992), an omnibus film organized by
The Japan Foundation. He has been also
active as actor in recent years, appearing
in When the Storm is Over (Badai pasti
berlalu), which was originally directed by
Karya in 1977 and then remade by Teddy
Soeriaatmadja in 2007, Ifa Isfansyah's The
Dancer (Sang Penari, 2011), and many
others.
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[Director] Riri Riza
[Cast] Nicholas Saputra, Sita Nursanti,
Lukman Sardi, Indra Birowo, Wulan
Guritno, Tutie Kirana

In the turbulent times when Sukarno
was ousted and replaced by Soeharto,
there existed a youth who remained
as a dissident and continued to expose
socio-political corruption: a Chinese-
Indonesian student activist, Sue Hok Gie
(1942-1969). He was killed in an accident
at the age of 26. This film depicts the dark-
est era of modern Indonesian history along
with the activist's adolescent days. Based
on Gie's posthumous writings, Catatan
Seorang Demonstran (Annotations of a
Demonstrator), which was published in
1983 but was soon banned, the filmmak-
er himself researched on the activist for
over three years to produce this ambitious
film. The lead actor, Nicholas Saputra rose
to stardom after first starring in the block-

buster movie, What's Up with Love? (Ada
Apa dengan Cinta?) by Rudy Soedjarwo
in 2002. He won the Citra Award for Best
Leading Actor for his role in Gie at the
Indonesian Film Festival. He also works
with young talented Indonesian filmmak-
ers such as Edwin and Mouly Surya.
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Born in 1970, Riri Riza graduated from
the Jakarta Arts Institute and went on to
study screenwriting in London. In 1998 he
directed Kuldesak, collaborating with Nan
Triveni Achnas, Rizal Mantovani, and Mira
Lesmana. This marked the emergence
of a new generation of filmmakers after
the collapse of the Suharto regime. He
established domestic and international
reputation with his first feature, Sherina’s
Adventure (Petualangan Sherina, 2000)
followed by Eliana, Eliana (Pesawat
pertama, 2002). He continued to direct
remarkable films like Gie and 3 Days to
Forever (3 hari untuk selamanya, 2007).
Rainbow Troops (Laskar Pelangi, 2008)
broke the record in Indonesian box-office
history. His latest film, Emma’ (Mother)
(Athirah, 2016) screened at CROSSCUT
ASIA #03: Colorful Indonesia during the
Tokyo International Film Festival. He is
one of the leading figures in modern Indo-
nesian cinema.
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[Director] Brillante Ma Mendoza
[Cast] Jiro Manio, Jaclyn Jose, Coco
Martin, Kristofer King

In Holy Week when the national elec-
tion begins, people brave poverty and live
strong, active lives in a slum area in the
Quiapo district, in Manila. This is a film
with an ensemble cast. Drug trafficking,
lifting, and pickpocketing are widespread
as if nobody can live without drifting into
crime. Politicians, on the other hand, are
busy getting votes this way and that. The
film was shot in the actual slum, giving rise
to a documentary-like realism. It is one of
the earliest films by Mendoza who made
a debut film at 45. It won the Caligari Film
Award at the Berlin International Film Fes-
tival. Since 2005 when Mendoza began
filmmaking and the Cinemalaya Philippine
Independent Film Festival, the biggest
indie film festival in the Philippines was
first held to provide an entrance into film
for young filmmakers, Philippine cinema
has entered the so-called “Third Golden
Age," and continues to fascinate us with
diverse films.
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Born in 1960, Brillante Ma Mendoza
began his career as a production designer
and became an active commercial direc-
tor. In 2005, he directed his first feature
The Masseur (Masahista) that won the
Golden Leopard — Video Award at the
Locarno International Film Festival. Since
then, he has energetically made films. He
gained acclaim in international film festi-
vals with Slingshot and Kinatay (2009). His
latest feature, Ma’ Rosa (2016) won the
Best Actress Award at the Cannes Inter-
national Film Festival and was released in
theaters in Japan. He participated in Asian
Three-Fold Mirror 2016: Reflections, an
omnibus film co-produced by the Tokyo
International Film Festival and the Japan
Foundation. In 2015 he founded the Sinag
Maynila Film Festival to support and edu-
cate young independent filmmakers.
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[Directors] Kan Lumeé, Nawapol
Thamrongrattanarit, Neang Kavich, U-Wei
bin Haji Saari, Lav Diaz, Wesley Leon
Aroozoo, Phan Dang Di, Sherman Ong,
Lucky Kuswandi, Tan Chui Mui

Celebrating the Asian Film Archive's
10th anniversary, Fragmentis an omnibus
film to promote the strength and diversity
of South Asian independent cinema. Ten
different generations of filmmakers gath-
er for this film from Singapore, Malaysia,
the Philippines, Indonesia, Thailand, Cam-
bodia, and Vietnam to create his/her own
cinematic universe.
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In 2005, Kan Lumé made his first feature,
The Art of Flirting. His features, includ-
ing Solos (2007), Dreams from the Third
World (2008), Liberta (2012), and The
Naked DJ (2016) have been screened at
international film festivals. He is a vigor-
ous director, belonging to a new genera-
tion of Singaporean filmmakers.
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Bornin 1984. Nawapol Thamrongrattanarit's
debut feature 36 (2012) won the New Cur-
rents Award at the Busan International Film
Festival. It also screened at CROSSCUT
ASIA #01: Thai Fascination during the 2014
Tokyo International Film Festival (TIFF). His
second feature film, Mary is Happy, Mary
is Happy was shown as part of the “World
Focus” program at the 2013 TIFF. The
Master (2014) screened at the 2016 Osaka
Asian Film Festival (OAFF) and the Focus
on Asia Fukuoka International Film Festival
2017. Heart Attack (Freelance, 2015) was
also shown at the 2016 OAFF. He actively
works in both major and independent Thai
cinema.
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Born in 1987. Recommended by Rithy
Panh, Kavich Neang's short feature film,
Three Wheels (Kong Bei, 2015) screened
at CROSSCUT ASIA #04: What's Next
from Southeast Asia during the 2017
Tokyo International Film Festival. In the
same year his Where | Go (2013) was
shown at the Yamagata International Doc-
umentary Film Festival. He anticipates a
new generation of post-Rithy-Panh Cam-
bodian filmmakers. He participated in Tal-
ents Tokyo 2016.
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Born in 1954. U-Wei bin Haji Saari's
first film, Woman, Wife and Whore
(Perempuan, isteri dan jalang, 1993) won
five awards at the Malaysia Film Festival.
His The Arsonist (Kaki Bakar, 1995) is a
film adaptation of William Faulkner’s short
novel, Barn Burning. It was invited to the
Un Certain Regard Section at the Cannes
International Film Festival. Hanyut (2012)
is a screen adaptation of Joseph Conrad'’s
Almayer’s Folly.
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Born in 1958, Lav Diaz was so inspired
by Lino Brocka's Manila in the Claws of
Light that he decided to become a film-
maker. In 1998, he made his directorial
debut. In the 21st century he made one
super-long film after another. His recent
films such as Norte, the End of History
(Norte, hangganan ng kasaysayan, 2013),
From What is Before (Mula sa kung ano
ang noon, 2014), and A Lullaby to the Sor-
rowful Mysteries (Hele sa hiwagang hapis,
2016) screened at the Tokyo International
Film Festival and won awards at interna-
tional film festivals. His The Woman \Who
Left (Ang babaeng humayo, 2016) won the
Golden Lion at the Venice International
Film Festival and was released in theaters
in Japan. He is one of the leading figures of
the “Third Golden Age” of Philippine cine-
ma. As in many of his films, he also worked
as a screenwriter, cinematographer, and
editor in The Day Before the End....
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Wesley Leon Aroozoo is a member of 13
Little Pictures, a film collective based in
Singapore. His | Want to Go Home (2017)
is a documentary film that focuses on a
Japanese who lost his wife to the 2011
Tohoku earthquake and tsunami. It pre-
miered at the Busan International Film
Festival.
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Born in 1976. His first feature film, B,
Don't Be Afraid (Bi dung so!, 2010) won
two awards in Critics’ Week at the Cannes
Film Festival. His second film, Big Father,
Small Father and Other Stories (Cha va
con va..., 2015) was selected for a compe-
tition at the Berlin International Film Festi-
val. This film also screened at CROSSCUT
ASIA #04: What's Next from Southeast
Asia during the 2017 Tokyo International
Film Festival (recommended by Tran Anh
Hung). He organizes Autumn Meeting, a
workshop to educate young filmmakers.
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Born in 1971. Besides being a filmmaker,
Sherman Ong is also a visual artist and
photographer. He is a founding member
of 13 Little Pictures, a film collective. In
2007 he stayed in Japan to produce a film
called Hashi. His work was shown at the
SUNSHOWER: Contemporary Art from

Southeast Asia 1980s to Now exhibition
held in Tokyo in 2017.
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Born in 1980. Lucky Kuswandi's debut
feature, Madame X (2010), screened at
the Fukuoka Asian Film Festival 2011
and his second feature, In the Absence
of the Sun (Selamat Pagi, Malam, 2014),
was shown as part of the Asian Future
program at the Tokyo International Film
Festival. His short film, The Fox Exploits
the Tiger's Might (2015) received much
attention in Critics’ Week at the Cannes
Film Festival and was also shown at “Col-
orful Indonesia 2,” the 2017 tie-up event
of the CROSSCUT ASIA program during
the Tokyo International Film Festival.
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Born in 1978. Tan Chui Mui's first full-
length film, Love Conquers All (2006),
won a few awards, including the Tiger
Award at the International Film Festival
Rotterdam. This film screened at many
film festivals such as “Winds of Asia”
during the Tokyo International Film Fes-
tival. She is one of the noteworthy film-
makers of the Malaysian New Wave.
Since 2017, she has organized SeaShorts,
a short film festival.
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[Director] Pimpaka Towira
[Cast] Chontida Praton, Wanlop
Rungkamjad

At night, a dead girl is buried in a silent
funeral home. The camera follows the
disturbing exchange between men and
the girl's mother in a long take. The men
apparently have something to with her
death and the mother is suspicious of her
daughter’s death. This is a recent short
film by female Thai director, Pimpaka
Towira, one of the leading figures of Thai
independent cinema. It was selected for
the Ammodo Tiger Short Competition at
the International Film Festival Rotterdam.
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Born in 1967, Pimpaka Towira made a
number of experimental short films. In
2003, she made her first feature, One
Night Husband (Kuen rai ngao). Her sec-
ond feature, The Island Funeral (Maha
samut lae susaan, 2015) won the Best
Asian Future Film Award at the Tokyo
International Film Festival. She is also a
film critic and producer. She is a program
director for the Singapore International
Film Festival.
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[Director] Kirsten Tan
[Cast] Li Hwa, Siti Nurul Huda Bte M.
Azahary

On a remote island (Pulau Ubin) in Sin-
gapore a girl strays into the home of an
old woman. The girl who is a Rohingya
refugee has a short exchange with the old
woman. Based on a true story that took
place in 2012, the film approaches the
“Rohingya crisis” from a different per-
spective from Edmund Yeo's Aqgérat (We
the Dead) that won the Award for Best
Director at the 2017 Tokyo International
Film Festival.

Hh—2RFY « &> |

1981 E£45Fh. IREEIRYT -71]
(2017) FHERFOMRER T LEBRIN, BR
ERERREBISR [CROSSCUT ASIA #04 272K

RE7Y7| TldT)vy - 7—#HBEEELTR
NNz, PVHR—IZEENES, BETL
ITVRTATILIZBIL. ZO®RIA DB
FERTC REF=2—3—7%REtT5, &
bt HEHSNE IV HR—IILDEFLZIEEE,
Born in 1981. Kirsten Tan's first feature,
Pop Aye (2017) screened at film festivals
around the world. Recommended by Eric
Khoo, it was also shown at CROSSCUT
ASIA #04: What's Next from Southeast
Asia during the Tokyo International Film
Festival. Born and raised in Singapore, Tan
took part in an artist-in-residence program
that specialized in film in the Republic of
Korea and then moved to Thailand. She is
now based in New York City. She is now
one of the most remarkable young Singa-
porean female directors.
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[Director] Yosep Anggi Noen
[Cast] Yosep Anggi Noen, Mila Rosinta
Totoatmojo, Astri Kusuma VWardani
Though both Ning and Martha are
prostitutes, they have no common back-
ground. But their lives crisscross through
Erik played by the director. Produced by
Babibutafilm that involves Edwin, a lead-
ing Indonesian independent filmmaker,
and his producer, Meiske Taurisia, this is
the latest short film by Yosep Anggi Noen.
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Born in 1983, Yosep Anggi Noen pre-
miered his first feature, Peculiar Vaca-
tion and Other llinesses (Vakansiy yang
janggal dan penyakit lainnya, 2012) at the
Locarno International Film Festival. His
second feature, Solo, Solitude (Istirahatlah
kata-kata, 2016) screened at film festivals,
including Locarno. He is now one of the
young, edgy filmmakers in Indonesia.
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[Director] Pham Ngoc Lan
[Cast] Minh Chau, Vi D6 Quang Minh,
Thuy Anh

A middle-aged woman is blow-drying
a wet wig, looking out of the window. A

young man is pouring out his heart in tears
at a karaoke bar. A young bride is listen-
ing to a gynecologist. Each has different
anguish but their stories are slowly inter-
woven at the end. This film premiered at
the Berlin International Film Festival.
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Born in 1986, Pham Ngoc Lan stud-
ied urban design and urban planning at
Hanoi Architecture University. He is a
self-avowed “urban life observer” with
a unique career story. He is also a fresh
filmmaker in Vietnam cinema, acknowl-
edged by Phan Dang Di. He participated in
Talents Tokyo 2017. Currently, he is mak-
ing his first feature, Cu Li Never Cries (Cu
Li Khong Bao Gior Khoc).
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[Director] Carlo Francisco Manatad
[Cast] Angeli Bayani

A gas station is shutting down. A
woman who is always selected as the
“"Employee of the Month” begins to
behave like a punk. Is this her first and last
rebellion? Leading actress, Angeli Bayani,
starred in Lav Diaz's Norte, the End of
History (2013) and Anthony Chen'’s /lo llo
(2013). Jodilerks Dela Cruz, Employee of
the Month premiered in Critics’ Week at
the Cannes Film Festival.
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Born in 1987. Besides being a film editor,
Carlo Francisco Manatad directs short
films. Junylin Has (2015) screened at the
Locarno International Film Festival. Fatima
Maria Torres and the Invasion of Space
Shuttle Pinas 25 (2016) was shown at the
Singapore International Film Festival. He
is currently preparing his first feature, A
Wrong Season (Diri Maupay na Panahon).

EBTOSIY—  BIEETF
Film Programmer: Takasaki lkuko
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outheast Asia is bounded by the sea and comprises hun-

dreds and thousands of islands. Despite differences in
ethnicity, culture, religion, and language, a new generation
of Asians are crossing borders to create exciting works with
each other. They are avid travelers and grew up straddling
cultures East and West. Their films reflect their journeys that
leap over geographical, social, and psychological boundaries.

A perfect example is Pop Aye, a charming road movie fol-
lowing a sad-sack architect’s adventure to take his long-lost
elephant back to his hometown. Writer-director Kirsten Tan
is a Singaporean who spent 2 years selling T-shirts in Bang-
kok’s Chatuchak market, and backpacking all over Thailand,
giving her a feel for quirky, provincial people. The film was
shot by a Thai cast and crew, under supervision of Thailand’s
top independent producer Soros Sukhum, and executive-pro-
duced by Anthony Chen, director of the Cannes Caméra d’or
winner 7o Ilo.

Master Singaporean director Eric Khoo celebrates the
fusion of cultures through food. Ramen Teh follows a half-Jap-
anese ramen chef, played by Saitoh Takumi, and his journey
from Takasaki to Singapore, where he learns the secret recipe
of his uncle’s bakut teh (pork rib soup).

Malaysian Edmund Yeo’s sophomore feature Agérat (We
the Dead) depicts border-crossing of a dangerous kind. A

Chinese-Malaysian girl who joins a human trafficking ring
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starts to empathize with the harrowing ordeal of Rohyinga
Muslim refugees who escape to Northern Malaysia. The
Waseda University PhD graduate won Best Director at last
year’s Tokyo International Film Festival.

While Yeo shows concern for the plight of foreign refugees
in his own country, fellow-Malaysian Bradley Liew found his
footing in the Philippine independent film industry first as a
cameraman then as director of Singing in Graveyards, a med-
itative swansong of an aging impersonator of rock star Pepe
Smith. In fact, Pepe Smith, the “Pinoy Mick Jagger” who also
played in the Japanese rock band Speed, Glue & Shinki, per-
formed as himself and his impersonator in the film.

For years, Rithy Panh was the only dominant figure in
Cambodian cinema, but a new energy was unleashed in 2014
by the formation of a filmmaking collective, Anti-Archive. Its
founders hail from all over the world, spearheaded by Davy
Chou, a French-Cambodian who directed Golden Slumbers, a
surrealistic tribute to the lost history of Cambodian cinema.
The group is creating a more internationalized infrastructure
for local talent.

Four features, all shot in Cambodia, have been made by
Anti-Archive: Dream Land by Taiwanese-American Steve
Chen, Turn Left Turn Right by Korean-American Douglas
Seok, Waxing Moon by French documentarist Adrien
Genoudet, and Diamond Island which is Chou’s luminous



PELHELT, ARZA N —OHEEL S FE 3L IOMHEE, Y
HWOFREAPHOLDLL, EHNIZLEEOWA LT 5B L O
2hhbo

Anti-Archive |2 &> THIfE S - BREMIETTIL4R, 207
NRTDPHROTTIEE SN TS, [Dream Land] ($3RERT A
INAATA—T - Fro, [2=2L T 2= T4 0] BEEER
TAINNDEY 52 )7 [Waxing Moon] ($77 2 ANFFa4
DAY —ERDTRYT > - DaXThene BB P, La—
DR LT 7o a AR [ZATEN - TAF0F] Tl B
FHELOT) RN OB P B, ARG RIEAZE
DR 2D LD A EORME LTI T A, (72, L —
THTHE—=AL RO TAEINTHL=T > - B4y F b, [White
Building] ¢ [Last Night I Saw You Smiling] &9 2ADER
T4 a AR EET THAL D,

WRE £ S A 74 E LBl VAL, ThEiTEv=7%
WHELE [BERELO] D4 A—DUhHd o 12h3, TR, #Hi7:
WYREDA A% LTHARERE R b b LB, [
FEOBEELLTEA A TE2 L {OBEXERLTERTY I
T ACF=HEL AL [7O7 ZH$2016: Y7L )
varX] O—fE [SHINIUMA Dead Horse] TAtHEE~=7
DB Il . B HARZERG & LBl of (1%
HED TS, FUEEREBER T3 EOREEP OV - 7L
2 7 bIEETOIRE L2 T EL TR, HLRTERE S, 749
EoTHOB YTy P oo =Yy B - L — PR O
{LBBRA T [F4%4] 0L khlbdb, Solzvrrl -
ZAvob, SIHRETRTa—H—tEblis, RIRTHEICR ST

fiction debut set in a suburb of rampant construction, where
crossing a highway bridge in Phnom Phen symbolizes moving
up the social ladder. The collective’s sole local-born member
Neang Kavich is developing two feature projects: the fictional
White Building and Last Night I Saw You Smiling.

Throughout the years, the image of Philippine cinema
has been colored by Manila-set “slum movies” at festival cir-
cuits. Recently, many directors are discovering Japan as a fer-
tile ground for new stories. Brillante Ma Mendoza, the most
awarded Filipino in Cannes, contrasted horse-racing between
Hokkaido and Manila in the omnibus Shiniuma (Dead
Horse) for Asian Three-Fold Mirror 2016: Reflections. Now,
he’s developing a feature film set in Japan. Jun Robles Lana,
who’s won three awards at the Tokyo International Film Fes-
tival, is planning a shoot in Saga, Kyushu. Sigrid Bernardo’s
cross-cultural romance Kiza Kita, shot in Sapporo, became a
sleeper hit domestically. Sheron Dayoc is collaborating with
producer Imai Taro to develop a drama about a nurse caring
for an old invalid in Osaka.

However, the one film that’s making waves well beyond
film circles is Baby Ruth Villarama’s Sunday Beauty Queen. A
documentary supported by Tokyo Docs, it chronicles over-
seas domestic helpers in Hong Kong who find empowerment
through beauty contests. Honoring how OFWs (Overseas

Foreign Workers) overcome cultural and interpersonal barri-
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ers, it held outreach screenings around the world, and moti-
vated NGOs, embassies, and politicians to lobby for better
treatment of OF Ws.

Propelled by a powerful resurgence in Indonesian cine-
ma, female filmmakers are pushing boundaries in their best
works yet. Mouly Surya’s Marlina the Murderer in Four Acts,
pioneered the feminist “satay western,” while Kamila Andini’s
The Seen and Unseen, an original children’s story drawing
from Balinese arts, blurs lines of dream, myth, and reality.
They became co-winners of the Grand Prize at TOKYO
FILMeX 2017. Riri Riza, whose What’s with Love 2 and
Mother gained domestic popularity in 2016, is preparing a
project in Sumba with echoes of Cinema Paradiso. In reverse,
Fukada Koji, Japanese director of Harmonium just completed
a film about tsunami in Aceh with the help of Indonesian

producer Meisuke Taurisia.
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Film Critic. Maggie Lee is Chief Asia Film Critic for US entertainment industry
publication Variety, Artistic Director of CinemAsia Film Festival, Amsterdam,
Programming Consultant for Tokyo International Film Festival, Programmer of
Japanese Films for Vancouver Film Festival and curator of Asian retrospective
programs. She was Asia Chief Critic for 7he Hollywood Reporter.
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mbiguity surrounds the English title of Lino Brocka’s

Maynila: sa mga kuko ng liwanag. Although the recent
restoration of the film goes under the title Manila in the Claws
of Light, a number of trustworthy commentators who are flu-
ent in both Tagalog and English have given the English title
of the film as Manila in the Claws of Neon. The film has also
been screened, or at least mentioned, under the strange title
The Nail of Brightness. Even stranger, perhaps, is that the film
has often been called Manila in the Claws of Darkness, though
this is not so strange if we consider that neon is most prom-
inent at night. Taking all these titles together, perhaps the
light (/iwanag indeed means light or brightness) referred to
by the title is one that should be understood to be in force
both by day and by night. The ambiguity surrounding the
translation of the title strengthens a contradiction posed by
the film: light, by tradition a symbol of hope and clarity, can
trap us and rend us.

The first word of the title, “Manila,” was added by Brocka;
the source novel by Edgardo M. Reyes is titled Sa mga kiuko
ng liwanag. Lengthened by the place name, the title declares
that the film is about the city, perhaps more than it is about
any individual characters. Brocka confirms this at once in the
magnificent black-and-white prologue, in which the city at

morning, shown as a group of discrete spaces that gradually

10 | RET7YT.EENSHHET

CAHALDENATZAIZERRL T A, LoS L ZhAhT¢s83Eo
A5 7nyhld,. RELE/ /nTiivhsTno—4 T, 1
DHLIHILTEATE AL DL TOFHD RS 2O F O F LU
T o WUHDPIRERMAANS THE B L TLAS KD ILh- T,
F0d, Zhdolfizd—HEOIR VKOS ER LT 40D &
912,

Ty AGERTI R, FORUELFIEICL LI AT TEHD
DL, NAIRHEALEZEOO L3 OTuR 0, Gk
dHht, BARIZEAWEDUEDGZ 2oL Il 2 O8I,
bbb oF, FELLZDMTE CELAEE LIRS 01, FIHAD
WFPHATOBE SHKRADON TV b, BFTAV AV RE-TD
oty o= 1l LU T EALRDEHEHETY AL,
FERMPT 2R TL IR LTHATADONED, OGP T oy
hig, BIAL LTI, HATIEOWOHERFD LS I2h-
0L EFTLES. 22 TOADPHEDMR I, Vi
AEIORMBEALNI . FARIELRIDIAHEMELTTRY
HHH ZOHHI T, 2ATEND I AEL TG TA A=
HPREAENONTIUADH R THA»D LI, BALLID
COEI—HECZO DD, QOO A= ThHAD
DEI o

[v=7 - KA DFHETHI LI LA EhADIE. 7Y
F DELEDHIEANA A — DB LT ALY 2L 7S, T

fill with people, seems to be preparing for the long journey of
the day, even as the film prepares to host a narrative.

The city Brocka depicts is not the unintelligible, hostile
force familiar from many melodramas of urbanization. This
city is full of danger and marked by omnipresent signs of the
depredations of capital, and yet in its very mess and sprawl
it contains promise and a certain intimacy. When, against
all odds, Julio, the young hero of the film, is at last reunited
with his beloved Ligaya, whom he has followed to Manila
from their native rural idyll, Brocka films their meeting as an
inevitable, almost ordinary occurrence and directs the two
actors to refrain from any expression of surprise. Within the
city as Brocka depicts it, as a space of infinite possibility, the
lovers’ meeting takes place as though it were an effect of the
progression of images through the film—as if it were itself a
pure image.

Earlier in Maynila: sa mga kuko ng liwanag, Brocka has
made us aware of Julio as someone whose existence depends
utterly on the image. Alone at night after a visit to the water-
front shanty where his construction-worker friend lives, Julio
resumes his perpetual vigil at the corner of Ongpin and
Misericordia streets in Manila’s Binondo district. Brocka uses
dissolves, instead of direct cuts, to link Julio’s intent face with
the dark window and the storefront at which he stares. The
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dissolves establish an equivalence between the watcher and
what he is seeing, placing them both inside a continuity that
transcends historical time. This extraordinary use of dissolves
shows that Maynila: sa mga kuko ng liwanag, a vividly phys-
ical, material film, is also an lyrical composition of mental
images.

The flow of these images has its own compulsive rhythm,
distinct from that of the social and political movements that
the narrative encompasses. Near the end of the film, Julio
and a friend encounter a left-wing street demonstration. Julio
crosses the street, cutting across the demonstrators’ path. The
scene is similar to the moment in Naruse Mikio’s Ukigumo
(Floating Clouds, 1955) when Mori Masayuki and Takamine
Hideko observe and then slowly fall in line behind a march of
people singing the “Internationale;” but in Naruse’s film, the
two characters have no clear destination and know only that
wherever the marchers may be headed, they themselves are
not going anywhere, whereas Julio is very deliberate about his
choice of direction. For Brocka’s hero (unlike James Joyce’s),
history is not a nightmare from which he is trying to awake
but rather an imaginary world whose brightness he outshines
with his own obsession.

2YZR « 775 | 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. Publications 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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The Fragments” Cry: A Reflection on Fragment
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\ >< Je are all compartmentalized and isolated from each

other by language, ethnicity, economic disparity,
generational gaps, by history. An anthology composed of
10 short films, Fragment precisely illustrates this isolation;
each short film depicting people fragmented by many social
factors, the images of which, in themselves, flash in front of
our eyes as fragmentary footages. Each short film demon-
strates the many factors that distance people from each other
and prevent them from uniting. If these impediments were
removed, would it be possible for their nations, societies, and
communities to completely (re)unite? This seems unlikely. A
literal reading of the title Fragment, suggests that these frag-
ments cannot be simply gathered and reorganized to form a
complete, unified whole.

As is the case with many omnibus works, each of the short
films in Fragment does not present, in detail, the particular
backgrounds of the issues they depict. One rather extreme
example would be Lav Diaz’s The Day Before the End... (Ang
araw bago ang wakas...): while the synopsis states that the film
is set in 2050, who would understand this just from watching
it? Although they are not as extreme, the short films in Frag-
ment all similarly refer to backdrops that cannot be depicted
in their entirety, ranging from the most large- to minute- or

personal-scaled issues. Sherman Ong’s The Warm Breeze of
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The Day Before the End...
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Winter deals with Malaysia and Singapore which were once a
united country. In Lucky Kuswandi’s Serpong, there is a new
shopping mall that suddenly appears in the suburbs. Good-
bye Phnom Penh by Neang Kavich suggests the changes of
romance between different generations. And Tan Chui Mui’s
The Beautiful Losers is a sequel to the short film she herself
made 10 years ago. Each short film exists as fragments that
happened to break off from such large or small backdrops;
fragments which, once are detached, can no longer be put
back together.

The basic unit for which to serve the many different sizes
and scales of the fragments is not even the individual—the
smallest unit within a group or community—but is rather
things that have been shattered and isolated into even smaller
and finer pieces. It is no longer the solitary individual that
confronts the gigantic structure of society; it is the even
smaller, more miniscule units that have undergone further
fragmentalization. Thus, the challenges the characters in
each short film face are not even regarding the desire to lead
more fulfilling lives as humans, such as better human rela-
tions within a society, employment, or rich artistic activities.
Instead, their challenges concern the more fundamental, the
basest forms of everyday life. In Serpong and Rain by Phan

Dang Di, for example, to excrete is even a dangerous act, and
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behind such danger is the thick shadow of capitalism loom-
ing in the background. The circumstance in which the male
protagonist in U-Wei bin Haji Saari’s One Note One Frag-
ment (Satu Nota Satu Fragmen) is placed seems like the end
of the world at first glance, but is, instead, simply an outright
exposure to irrational hatred. The challenges the three per-
formers in The Day Before the End... also face is not in having
to individually perform different texts in different languages
and different voices. Their challenge is that their recitation is
amidst all the hustle that swallows up every sound and noise;
a recitation that, in other words, must contend with the nat-
ural threat of, say, torrential rain that absorbs all sounds and
immerses all images. The digestive system, amygdala, and
vocal cords—fragmented components which cannot be inte-
grated as one in the body of the individual performer—each
scream their hearts out against the colossal other.

However, their cries, alienated and isolated from each
other, do not converge into one voice or direction; they, by
nature, cannot be coalesced or represented by one logical
alternative. What we are required to do is not to offer our
aid in solving the problem; instead, we are asked to simply
listen. The extras’ trivial conversations in the background
that viewers are made to hear over the probably very roman-

tic events happening in the foreground of a scene in Scene
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Scene 38

38 by Nawapol Thamrongrattanarit. One male extra utters a
puzzling statement that he is an expert on eggs; a statement
which, despite it being too fragmentary to imagine the entire-
ty of his lifestyle, still is as captivating as the scenes of love
and intimacy in the foreground. Compared to the finished
film, the role of the extras is miniscule, not to mention the
wage they receive in exchange for their participation. But
who can say that their fragmentary words, uttered completely
independent of the film’s scenario or plot, are less valuable
than the script emitted by actors?

I must repeat here, that the true (and possibly unintend-
ed) hand in the title of this film Fragment, made by a total 10
films by directors selected from all over the Southeast Asian
region, is not in gathering all the fragments to compose an
alternative, unified, all-encompassing Southeast Asia. Rather,
Fragment suggests a Southeast Asia that is, in itself, an accu-
mulation of fragments which unequivocally resists any and
every kind of whole.

#IWFE | Yuki Hidetake
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Film Critic. Yuki Hidetake was formerly the Chief Editor for Nobody, a maga-
zine on film criticism and he has also contributed essays to many other maga-
zines and journals.
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Where the Old and New Both Shall Meet
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n 2015, when the Asian Film Archive (AFA) celebrated its

10th anniversary, it commissioned 10 Southeast Asian short
films for the first time. Out of it was born the omnibus film,
Fragment, showcasing 10 accomplished and up-and-coming
Southeast Asian works in one collection. The filmmakers were
given the interpretative space to creatively include within their
films the recurrent motif of various notions of what a “frag-
ment” can mean. A limited Blu-ray edition of Fragment is also
available on the AFA’s online store. The commission present-
ed an opportunity for the AFA to advocate for the urgency of
preservation to prevent films from being lost forever, provid-
ed a platform to showcase new works, and introduced more
audiences to these Asian filmmakers. It is an honor for this
collection of short films to be screened in Tokyo.

The AFA was founded single-handedly in 2005 by a
young engineer, Tan Bee Thiam. His vision was to establish
a Pan-Asian institution with a repository for all Asian films.
A charity based in Singapore, the AFA is now a team of 6,
assisted by many volunteers. As part of its vision to save and
promote the cinematic treasures of Asia, the AFA is current-
ly preserving over 2,100 Asian titles dating from the 1950s
to the present. Amongst these films are the award-winning
works of directors like the Philippines’ Lav Diaz, Mike De
Leon, Malaysia’s Amir Muhammad, U-Wei Haji Saari, Tan
Chui Mui, China’s Xu Tong and Singapore’s Eric Khoo,
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Kirsten Tan, Anthony Chen, and Jack Neo. The AFA is also
home to the works of young filmmakers of Indonesia’s Lucky
Kuswandi and Edwin, Taiwan based Malaysian Ho Wi Ding,
and Thai filmmaker, Nawapol Thamrongrattanarit, to name
a few. The AFA’s legacy film and analogue video collections
are preserved in environmentally controlled repositories and
it has a robust infrastructure to archive born-digital, digi-
tized, and restored materials.

To be more than a mere repository of film, tape, and dig-
ital data, the AFA is promoting a wider critical appreciation
of film as an art form and nurturing new audiences. An inac-
cessible collection would defeat the purpose of preserving. As
such, the AFA’s online catalogue is constantly being updated
and a physical public reference collection is available. Since
its inception in 2005, the AFA has organized a wide range
of activities from talks on film literacy for students, educator
workshops on introducing film into the curriculum, to film
preservation talks for film students and filmmakers. Carefully
curated screenings and film discussions are organized at com-
munity spaces like public libraries and commercial screen-
ing venues to introduce Asian films. The AFA also facilitates
loans to various organizations like the Museum of Modern
Art in New York, film festivals like Memory! International
Film Heritage Festival, and curates different programs with

partners or on its own. These events help to generate public
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conversations amongst film industry professionals and the
cinema-going crowd, from the young to the young-at-heart.

In recent years, the AFA has developed some signature
programs to further its work. One such program is the Asian
Restored Classics (ARC — arc.asianfilmarchive.org). This was
conceived as a platform where people could catch screenings
of restored Asian films. Restoration is an expensive, laborious,
and high-expertise process that gives films another lifeline by
providing access that was previously unavailable whether due
to deterioration or format inaccessibility. However, resto-
ration would not be possible without the preservation of the
original film elements from which to work from. Every ARC
event gives audiences a chance to learn about the challenges
and efforts that went into restoring the Asian cinematic trea-
sures being screened.

Another signature event of the AFA is State of Motion
(SOM - stateofmotion.sg), a cross-disciplinary event involv-
ing an exhibition, screenings of old films, guided bus tours to
film locations, and commissioned new artworks responding
to specific film(s) and the film location(s). The events within
SOM effectively marry both the old with the new, but more
importantly, participants and visitors from the visual arts and
film communities are brought together, exposing them to
both genres of art forms.

These efforts are part of the process of building the AFA’s
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TYTETME S Z v 22017 | Asian Restored Classics 2017
Photo courtesy of Asian Film Archive.

identity as an Asian film hub while making its collection of
cinematic heritage relevant through contemporary and inno-
vative programs. The AFA wishes to develop and engage with
a critical thinking audience who are willing to commit to the
preservation of Asian heritage through its films. In galvaniz-
ing new generations concerned about Asia’s culture, the AFA
has a renewed sense of purpose to become an archive for the
future while fulfilling its mission to Save, Share, and Explore
the art of Asian cinema.

ALy« Fv> | Karen Chan
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Executive Director of the Asian Film Archive. Karen Chan is a pioneer staff
since 2006, and has led the Archive from its beginning as an independent orga-
nization to its transition as a subsidiary of the National Library Board in 2014.
Chan teaches courses on film preservation, film literacy, and Singapore cinema
history. She contributes regularly to different professional networks and indus-
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try publications.
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For more information about the work and programmes
of the AFA, visit:

asianfilmarchive.org
facebook.com/asianfilmarchiveorg/
instagram.com/asianfilmarchive/
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The Drama of Ordinary Lives in Southeast Asia

B | Satoh Shiori
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f truth is stranger than fiction, drama can be latent in the

ordinary. Sometimes, a prominent film can rise from sim-
ply capturing people in their everyday, ordinary lives; lives
which are not necessarily accompanied by a great specta-
cle or glamour. The Mother, Dahdi, and Love Story Not are
short stories bringing out contemporary female figures from
Southeast Asia. Clearly, the directors of these three short films
attempt to reflect the real lives of their native societies, por-
traying characters who would be no different to people living
ordinary lives—eating, sleeping every day and suffering some-
times—namely, to us, the audience. Despite the (semi-)fic-
tional-style plot, in all of the stories, there is no deus ex machi-
na to improve the situation or salvage the characters from their
harsh realities. Their lives continue outside the film.

The Mother, directed by Pimpaka Towira, is set in Thai-
land at the funeral of a young girl whose mother can’t accept
her daughter’s mysterious death. The mother rejects an offer
from the final visitors who try to pay off their guilt. The entire
film is masterfully shot, depicting the tense atmosphere that
surrounds the characters in a silent night. The mother’s reac-
tion is rather tolerant to the “Director,” one of the visitors, but
at the same time, she pressures him to “pay for their sin.” She
insists that they reveal the truth and/or pay the money. The
emotions of a mother who lost her daughter, more of agony
than sorrow, are expressed by the remarkable camera work:
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it keeps panning steadily to capture the figures, then gradu-
ally sways, recording the eerie background noises of animals,
insects, and the fluorescent lights. In the end, when every-
one disappears from the frame, the camera begins to wander
alone outside the funeral home, as if representing the mother’s
unbearable feeling and the daughter’s unrestful spirit that will
be both swallowed up, together with the truth, by the dark-
ness of the night.

Coinciding with the current Rohingya crisis, Kirsten
Tan’s short film Dahdi in 2014 had already took up this topic.
The film tells a story of a widowed “granny” encountering a
Burmese refugee girl, based on the refusal of Rohingya asylum
seekers at a Singapore port in December 2012. One day, the
granny’s daily routine is interrupted by an uninvited visit by
the girl. The granny’s initial decision was to report her to the
police as is expected by the law. However, it poses a dilem-
ma for her: of following the law or her morality. The issue of
immigration seems quite a significant setting when you recall
that Singapore has been known as a state aiming for a peaceful
coexistence of a diverse range of ethnicity and faiths. With the
symbolic scene of an unattended boat on the sea, Tan reminds
us that the majority of nations, especially those in Southeast
Asia, are separated yet connected by the ocean, suggesting to
us an alternative view to apprehend international problems
taking place all over the world.
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Yosep Anngi Noen’s Love Story Not tells the love-triangle
between two female prostitutes and a young gigolo. Despite
being a womanizer, the protagonist Erik, performed by the
director himself, is the marginalized; he is the one sexually
objectified by the two prostitutes, Ning and Martha. While
implying a difference between their social backgrounds, the
film projects a familiar image of the contemporary young
woman, holding toughness together with vulnerability, seek-
ing someone else to be with her. In some transitions of the
scenes, we hear the characters’ voices which ought to belong
to the following shot: this sort of interval between images and
sounds seems to metaphorize, somehow, a gap or an estrange-
ment inside the emotions of the characters. Last but not least,
the subject of sexuality plays a key role in the film to challenge
the standard of cinema in Indonesia. Here, Yosep Anngi Noen
successfully created a risqué mise-en-scéne without explicit
depictions of, say, kissing or nudity.

What is ordinary to someone, is extraordinary to another.
In order to win the hearts and minds of a wider audience,
I believe exoticism is not as important as indigenousness.
Film, as a medium, is crafted to form a seamless narrative, one
which is interwoven with sound and light and which conveys
sensory perceptions including smell and touch. As such, it has
the power to transcend and reach different regions and differ-

ent generations.
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Satoh Shiori is an equestrian currently based in London. Satoh was born in
Tokyo, and had lived in Beijing and Glasgow. She earned her MA (Art His-
tory) at the University of Glasgow specializing in 20th-century avant gardes
art. She participated in “Film Criticism Collective” workshop that Yamagata
International Documentary Film Festival and the Japan Foundation Asia Center
organized in the Philippines in 2016.
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A Quarter Century of Screening Asian Films
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The current programming director of both
the Asian Future and CROSSCUT ASIA
sections of the Tokyo International Film
Festival (TIFF), Ishizaka Kenji brought
the wind of Asian film to Japan through
myriad film festivals from 1990 to 2007
(see chart on pages 27 to 29) at the Japan
Foundation. Even after his move to TIFF,
he has continued to introduce a whole
spectrum of films from the great masters
to rising directors of Asian countries. In
this interview, he spoke to us about his
work as a film-festival programmer, a pro-
fession he has built for over 25 years.

— Can you talk about the time when you
first started at the Japan Foundation?

I started working at the Japan Foun-
dation ASEAN Culture Center’s prepa-
ratory office in the fall of 1989. I was a
graduate student and had a student card
for the first half year I worked there.
At that time, upon establishing the
ASEAN Culture Center, I heard from
a friend that the Japan Foundation was
accepting applications for specialists. So,
after applying and being interviewed, I
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became a staff member. In those days,
it was rare to be hired as a specialist
especially since the staff members were
basically generalists, and hiring experts
in each field—film, art, and perform-
ing arts—was quite a novel thing. The
Japan Foundation was located in Kioi-
cho in Tokyo then, and an office was
newly established in Shibuya to house
its ASEAN Culture Center. I think the
Japan Foundation managed to change
its image by establishing an event hall
and engaging in various types of cultur-
al activities, as well as creating a space in
Shibuya, the center of youth culture.

At the young age of 29, I suddenly
found myself in the position of planning
and managing muldiple film festivals
each year, which was interesting work.
Around that period, “film festival direc-
tors,” as a professional position, was not
yet common in Japan. Even the Tokyo
International Film Festival didn’t have
a director system in place back then. I
was already a film writer, contributing
essays to Image Forum, a monthly mag-

azine, and other publications, but my
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only experience of screening films was
a self-organized one at university. So, I
learned the job from scratch. There was,
of course, no way I could do all of this by
myself, so for nearly all of our events, I
worked with PIA who cooperated in the
planning. The Pia Film Festival (PFF)
office completely backed me up, manag-
ing the events as well as supporting me
with the catalogues .

— How were Asian films being intro-
duced to Japan back then?

A Panorama of South Asian Films of
1982, organized by the Japan Founda-
tion, was, I think, a pioneering festival. I
had the opportunity to go to this festival
as I was a student when there were very
few people paying attention to Asian
film: Sato Tadao who led A Panorama
of South Asian Films, and others such
as Yomota Inuhiko, Ono Kosei, and
Udagawa Yukihiro. Japanese film had
already been introduced abroad from
years back, but introducing Asian film
to Japan was a movement that sudden-
ly became active in the second half of
the 1980s. The Yamagata International
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Documentary Film Festival (YIDFF)
started in 1989, the ASEAN Culture
Center was established in 1990, and
Focus on Asia Fukuoka International
Film Festival (FIFF), for which Mr. Sato
was the director, started in 1991.
Nevertheless, Asian films were still
only introduced individually, as separate
“dots,” and we were very unaware of the
lines that joined them up or the overall
constellation. Once I became involved,
I looked over all kinds of material—
the literature on film history and year-
books of the various countries, and so
on—but there was a limit to how much
you can understand from them. There
was so much more that I learned from
actually visiting the different locations
instead of reading about film. At these
locations, I frequented the previews, the
film theaters in town, and also spoke to
people I'd met. And, squeezing as many
VHS tapes as I could in my backpack, I
returned to Japan.
— The Thai Film Festival, held in March
1990, was the first film event you orga-
nized at the ASEAN Culture Center.
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The Japan Foundation’s office in
Bangkok was one of the first ones to be
established among its overseas offices so,
to start, | visited them. It already had
fairly strong ties with the film world,
and, with the help of mainly 2 large stu-
dios, we quickly decided to screen 15 or
so films for the Festival. In Thailand,
artists create really beautiful film post-
ers; we've built quite a large collection of
these. We actually included, in the cata-
logues, A3-insertions listing the posters
in full-color.

For the Thai Film Festival, we
invited Chatrichalerm Yukol (Prince
Chatrichalerm) who is a member of
the Thai royal family and a pioneering
director on social film. There are actu-
ally many members of the royal fam-
ily in Thailand’s film history—some
directors, other actresses. We went to a
Thai restaurant located at the back of
Kabukicho, commonly known as “Little
Thailand” in Tokyo then, and I clearly
remember how everyone there, the staff
and customers, kneeled on the floor and

welcomed Prince Chatrichalerm. We
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Program Director of the Asian Future and CROSS-
CUT ASIA sections. Served as the film coordinator
at the Japan Foundation between 1990 and 2007,
organizing public programs of Asian and Middle
Eastern film. Joined the Tokyo International Film
Festival in 2007, and, since 2011, also teaches at the
Japan Institute of Moving Images. Author of Do-
kumentari no umi e—Kiroku-eiga-sakka Tsuchimoto
Noriaki to no taiwa [Amidst the Sea of Documentary:
Dialogues with Tsuchimoto Noriaki) (Gendaishokan,
2008) among others.

also invited Dome Sukwong, the legend-
ary archivist who has, with his extraor-
dinary effort, established the National
Film Archive (present-day Thai Film
Archive). His article on the founding of
the Film Archive for the Festival’s cata-
logue still is a wonderful read.

— You organized the Malaysia Film
Week half a year later.

We held a special feature on P.
Ramlee, a star and filmmaker who was
active in many aspect of and genres of
film around the 1950s. I guess you could
say that he was like Charlie Chaplin
and Kurosawa Akira, and, because he
was also a singer, he somewhat reminds
me of Ishihara Yujiro, too. I went to the
Show Brothers in Singapore in search
of his films, which were made prior to
Malaysia and Singapore’s separation as
independent countries.

I worked on putting the Malaysia
Film Week together with a network of
friends in the industry, such as the Sin-
gaporean film critic Philip Cheah whom
I’d met at the Hong Kong Internation-
al Film Festival. But actually, we had a
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tough time finding more contemporary
films to screen. When I first went to
Malaysia, during our dinner in a restau-
rant in China Town, I asked the owner
what he thought of Malaysian film. He
replied, “I don’t watch that; Jackie Chan
is better.” So Malaysian films are shot
only by Malays and the people enjoying
these films were also Malays. Likewise,
Hong Kong films were popular in China
Town, and Indian films were popular
in Little India. I think that was when
I truly experienced multi-ethnicity in a
country. And precisely because of this,
I truly admire Yasmin Ahmad for cap-
turing this diversity in a film. Although,
Yasmin only started filming more than
10 years after Malaysia Film Week.

— You then moved onto the Philippine
Film Festival in 1991.

I was able to meet the two giants
of Philippine film while they were still
alive—Lino Brocka and Ishmael Bernal.
This was around the end of the second
golden period of film in the Philippines.
The subtitle for the festival was “Fiesta of

the Filmmakers,” which is not altogether
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wrong; masters Marilue Diaz-Abaya and
Mike De Leon—a restored edition of the
latter’s Kakabakaba Ka Ba? (Will Your
Heart Beat Faster, 1980) was screened in
CROSSCUT ASIA #04: What's Next
from Southeast Asia at the 2017 Tokyo
International Film Festival—who are
a generation younger than Brocka and
Bernal were also there. In my opinion,
Philippine Film was more interesting
during the Marcos Dictatorship; when
I visited the Philippines, it was already
the Aquino era and the country had
undergone democratization, so I felt that
film was starting to lose its momentum.
Nevertheless, masterpieces of the 1980s
were not at all screened in Japan; watch-
ing them now, I still think they really
are great works of film. As for indepen-
dent films, there was, of course, Kidlat
Tahimik, and I put together a special
feature on him in 1994. The Philippines
really does have a large stack of master-
pieces, and has been and still is really
difficult to choose ones to screen.

— The 1992 Southeast Asian Film Festi-
val seemed like quite an ambitious project
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in terms of its scale.

The Japan Foundation held the
Southeast Asian Festival in celebration
of ASEAN’s 25th anniversary, and the
film festival was a part of it. At that
time, the economy of regional munic-
ipals was relatively good, so Osaka,
Hiroshima, and Fukuoka joined Tokyo
to take part in the film festival, result-
ing in a sizeable budget. Just before the
Philippine Film Festival was held, Lino
Brocka sadly passed away in a car acci-
dent, so we decided to program a film
screening featuring him and his films.
The film screening was “The Legacy of
Lino Brocka and Southeast Asian Mas-
terpieces.” Araki Keiko (current Direc-
tor of PFF) coordinated the ASEAN
Young Cinema Festival which was
competition-based and mainly screened
short films. Singaporean filmmaker Eric
Khoo applied when he was starting his
career and so did Philippine filmmak-
er-historian Nick Deocampo.

— The Southeast Asian Film Festival
also toured the cities across Japan.

Other than that, we also organized
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tours of special screenings featuring
Thai, Malaysian, and Philippine films
at local spaces that weren’t necessarily
movie theaters using the Japan Foun-
dation’s 35mm-films. Domestic tours of
film screenings, which the Japan Foun-
dation began to organize after A Panora-
ma of South Asian Films, is an initiative,
I think, that the Japan Community Cin-
ema Center has inherited.
— Southern Winds was also produced
as a part of the Southeast Asian Film Fes-
tival.

As 1 said, we had the budget so the
idea of making a film naturally came

up. As an omnibus of 4 films we invited
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Slamet Rahardjo Djarot, Cherd Songsri,
Mike De Leon, and Kokami Shoji, from
Indonesia, Thailand, the Philippines,
and Japan respectively. Kokami’s seg-
ment, Tokyo Game, was actually actor
Omori Nao’s debut film, and it was the
first film in which he co-starred with his
father, Maro Akaji. Southern Winds trav-
eled to a large number of overseas film
festivals, and, in Japan, the film distrib-
utor Argo Project helped us to release it
in its public theater in Shinjuku (Tokyo)
and Umeda (Osaka). Omnibus films are
also being produced now between TIFF
and the Japan Foundation under the
project Asian Three-Fold Mirror. The
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initiatives haven’t changed #bar much...
maybe [laughs].

— Your then ran the Indonesian Film
Festival in 1993.

Indonesia was, I think, lacking a
bit of energy back then. At the Indone-
sian Film Festival, we mainly screened
retrospectives of Christine Hakim, the
actress, and Sjuman Djaya, the director.
I think Garin Nugroho was about the
only one who stood out. We screened
his short film around the time he had
just made his directorial debut and
had released 1 or 2 films. His first fea-
ture film, Love in a Slice of Bread, was
screened at TIFF in 1991 which was also

What's Next from Southeast Asia: Old Masters, Masters, and the Young Blood | 21
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his first time visiting Japan. Now, he is
a good-natured, reputable man, but as a
young, rising director he had a particular
edge, a certain tension as if he carried the
future of Indonesian film on his back.
Christine Hakim was relatively well-
known by then in Japan because films
with the famous actress were already
being screened at Iwanami Hall. A few
years later, she also appeared in Sleeping
Man (1996) directed by Oguri Kohei.
She actually began her career as an idol,
though. Christine Hakim worked a
lot with Slamet Rahardjo Djartot, the
director we invited for Southern Winds
who was initially an actor, and they kind
of became a usual pair; they remind
me of Yamaguchi Momoe & Miura
Tomokazu, the Japanese celebrity couple
who did get married and were Hakim’s
and Rahardjo’s contemporaries.
ASEAN was an association of 6
countries back then—now there are 10
member states—and we were able to
organize special features of most of the
6 countries by the time of the Indone-
sian Film Festival. During my first 3
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years at the ASEAN Culture Center era,
I just really continued to learn a lot and
build my knowledge, organizing screen-
ing events here and there all toward the
large-scaled Southeast Asian Film Festi-
val of 1992.

— Then the ASEAN Culture Center was
renamed and reshuffled as the Asia Cen-
terin 1994.

We moved to Akasaka from Shibuya
and also had a new building with a larg-
er space. It’s now a vacant lot, but it was
initially a venue for fashion shows locat-
ed in the Akasaka Twin Tower which
we refurbished into an event forum and
named it the Japan Foundation Forum.
We held all kinds of events there—film
screenings, art exhibitions, and perfor-
mances. We included more countries
for the film festivals, too; we included
Sri Lanka, Mongolia, India, China, and
South Korea so now there was a wider
variety of countries. I continued to orga-
nize a series of film lectures which were
smaller-scaled screenings with additional
lectures for the audiences. We wanted to
deepen the content of our screenings by
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focusing on individual filmmakers, too;
the film festival on Lino Brocka was part
of that intention to dive into the works
of particular figures in film. The number
of projects that featured Southeast Asia
decreased from around the mid-1990s,
but even during that period, TIFF cre-
ated their Asian Film section, FIFF and
YIDFF continued their engagements. So
I think Southeast Asian film continued
to be introduced in Japan. From 1995,
NHK began a biannual collaboration
with Asian filmmakers called Asian
Film Festival where they produced films
with filmmakers of various countries
and, before they broadcasted them on
television, they organized screenings
for the public. They collaborated, if I
remember, with production companies
in Thailand, Malaysia, and Vietnam.
— Film screening specifically featuring
individual countries began with the 1990
Thai Film Festival and ended with its
2003 edition.

There was a new wave of tal-
Pen-Ek
Ratanaruang, appearing in the Thai film

ented filmmakers, such as
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scene then. We screened a bunch of short
films by Apichatpong Weerasethakul too
in the 2003 edition. His debut feature
film, Mysterious Object at Noon (2001),
won an award in 2001 at YIDFF, and his
following film, Blissfully Yours (2002),
also won Grand Prize at TOKYO
FILMeX in 2002. He was already intro-
duced in the art scene, but, compared to
now, very few people—only people in
the circle— knew of him in Japan.

— Starting with the 1994 Kidlat Tahimik
special feature mentioned a moment
ago and through to the Apichatpong
Weerasethakul special feature, you've
organized a series of screenings which
focus on individual directors. You orga-
nized the Lino Brocka Retrospective
twice, in 1995 and again in 1997.

Brocka was like a ball of energy; I
think there is still so much more we can
introduce of him. Brocka is also com-
mercially astute, and he only shows his
personal side in 1 out of every 4 films.
The rest are basically more box office,
entertainment films: action, comedy,

horror, gay film, and so on. He made
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films of all kinds of genres, and then
he sometimes shoots protest films like
Manila in the Claws of Light (1975). So
it’s quite difficult to get a full grasp of
his filmography. We could only screen
a small portion of his works back then;
there were so many films which we had
to give up because of the lack or poor
condition of prints or negatives. And
this applied to many other filmmakers
and films; it wasn’t just Brocka. Obvi-
oulsy, Southeast Asia’s high humidity
and temperatures don’t work well with
preserving old film.

Intense, revenge tragedies appear
quite frequently in Brocka’s work—
Manila in the Claws of Light, Insiang
(1976), Bona (1980), and so on—which
are traits that Brillante Ma Mendoza and
Lav Diaz seem to have slightly inherited.
The latest films by these two directors—
Ma’ Rosa and The Woman Who Left both
produced in 2016—were released this
year in Japan as well, and I think that
now is an interesting time to look back
at Philippine film. Another master who

definitely deserves more attention is Ish-
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mael Bernal. City After Dark (original-
ly titled Manila By Night) of 1980 and
Miracle (1982)—films which shed light
on “outsiders” and the latter which was
screened at CROSSCUT ASIA #02:
The Heat of Philippine Cinema during
the 2015 TIFF—are both magnum
opuses of this under-studied director.

— You've continually introduced direc-
tor Kim Ki-young since “Korean Masters:
Kim Ki-young & Kim Soo-yong” in 1996
and even after your move to TIFF.

It really was a privilege to become
family friends during Kim Ki-young’s
later years; it’s had quite an impact on
me. I had a tough time trying to screen
his film for the first time in Japan in
1996; his other films didn’t bother him
too much but Kim Ki-young had said
that he didn’t want to show The House-
maid (1960), his representative work, to
Japanese people. I still have a stack of let-
ters from him; in beautiful calligraphy,
in Japanese—coming from a generation
that used Japanese—he wrote how ter-
ribly discriminated he was during his
study abroad in Japan during the war.

What's Next from Southeast Asia: Old Masters, Masters, and the Young Blood | 23



JRUUTHF E 2 Lo [EFO” b b
$7, ThimmiAwy [T 2HA
FENLIZ0DTT ] LTI H00
TT, Mo d 350 [TF
2] KGR, B3 HETC O WIS EIARA
I LERZLT{MELT— L b H

R TRETHOTHRLUTE
$oTo BT [M] o Tie
DIRZICHIFETT . BRI 720 T
S

T, Po¥Thootzo kbt &l
R O Sk R 8 3 2 D BEE TS,
ZIUNE T3 —my SOy S G128
98 4RIz~ LY IR 2R TR 2HLU O
TTH, ZO~ILY DAL ERTI B3
BRE—FEICKETTLHTLEN T ENT
bR OB & (31l 2 5 FIHRL. 2008
RLEh o RS T [T 2] oYk
THDSv—T1> - 2%y L OMFIDORT
T RS h b, S TIREEMLIR T b1
&P TS 2015 4RI 43 LI BR MY 4%
HIEMLT [7 2 7WliF —u 24 L2 b
100 (Asian Cinema 100) | &9 O % [H
BRI N DB ZETIRD I E F12, 1613

Japanese films were not even screened in
South Korea back in 1996, so friendships
between people in the film industry, like
the ones that exist today, were very rare.
And, in the midst of such circumstanc-
es, we had the generous help of figures
such as Sato Tadao to persuade him.
All we could say was, “We understand
how you feeling. But 7The Housemaid is
an extraordinary film, and we want to
introduce it to Japan.” We ended up
having to organize the screening with-
out The Housemaid, but 3 days prior to
the opening, he actually brought the
film with him with an amazing bonus
of the manuscript for Japanese subtitles
written in calligraphy brush. That’s why
The Housemaid isn’t included in the cat-
alogue; it was very last minute.

We screened it in 1996, and it
spatked attention: the Busan Interna-
tional Film Festival devoted a retro-
spective on Kim Ki-young the following
year. This caught the eyes of European
film festivals who were visiting Busan,
and there was another special feature
at the 1998 Berlin International Film
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Festival. Unfortunately though, right
before leaving for Berlin, Kim Ki-young
and his wife passed away in a fire acci-
dent. Despite this immense loss, a
re-evaluation of him and his works only
accelerated, and, in 2008, the restored
edition of The Housemaid was screened
at Cannes Classics thanks to the efforts
of the World Cinema Foundation led by
Martin Scorsese. His films are now held
in very high esteem in the South Kore-
an film world. The Busan International
Film Festival organized Asian Cinema
100 for professionals in the Asian film
industry, a poll to decide the 100 best
Asian films: Tokyo Story was first place,
Rashomon second place, and The House-
maid was the highest among South
Korean film coming in at tenth place.
This would have been inconceivable a
while ago. Among those who voted for
The Housemaidwere Hasumi Shigehiko,
Ichiyama Shozo, and myself—a lot of
Japanese! He’s definitely well-recognized
now, but back then, he was a bit of a
recluse, a hermit.

With every Kim Ki-young film

RO F S A E—HElZ IHE- T
B LTV 2 LD, A4 rEHFH DY
DY RENIEIATEO, HH LTIV
HH o E0dHb 2 LI, TFELITRITL
HlD7ESTHRC 3T,
—— 20047 TR I —DIRELTD D
CEZRILI-eETLHYES CREOERE
RREETITEry—3 2014 FITHTIC
B SNIBIER) . 737 Er 7 —DRRE
FIZFE7ST7ETT. PERIGEVETH S,

AZo 911D, A 27 LBHRLILE 0
CUBOEOI 0L, 2000480, 412
IZb7:5 [T7ITWIER] 23U, IR
Wi DORFEE Al H A L & Lz, TIFFIC
BoTURED, ol - 7 o7 I3k L 2L
720 LY L o132 Thindtiofe
IO, 31103k 2EpRE L, 22T
fIBHDIE VDD DD LItk 24D
HoTo 91T LA LHET LT
AREERFFTHATTUE, 31185158
AU,
— Q0 ENSEEELT. HE7ITRED
BHEIZEIFRERCONETD,

Wl 7 7 > b3 7 2 7B b 3B L > T

screening, the number of audience
grows. It was said that prints for
Goryeojang (1963) and The Sea Knows
(1961) did not exist, but fortunately were
screened at TIFF later. He has made
many films, but there are two in par-
ticular that I haven’t managed to bring
to the public which are Woman of Fire
(1971) and Killer Butterfly (1978). These
really are superb films.
— Looking back at your time at the
Japan Foundation, which projects do you
feel the most deep emotional connec-
tion? You can give us 3 if you'd wish.
Thats difficult. I would say Kim
Ki-young’s which we just spoke about;
the inaugural Thai Film Festival, too,
because it was when I was doing my best,
trying to figure out everything; and my
third choice would be the 3rd Arab Film
Festival of 2007 which was a survey of
the film history of Egypt. The Egyptian
Film Center is located in a place that
looks out over the three great pyramids
of Giza, and I spent time there holed up
with Sano Mitsuko, a researcher on Arab

film, selecting works. Cairo is consid-
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ered the Hollywood of the Middle East,
so there have been many great films over
the years. I think that was a very con-
tent-rich film festival.

— In 2004, the
closed, and you could say that the Arab

initial Asia Center

Film Festival was made possible partly
because of this; because the Asia Center
only covered projects and collaborations
up to West Asia, and not the Middle or
Near East. (The current Japan Foundation
Asia Center is newly established in 2014.)

Indeed. After 9.11, 1 felt a deep
responsibility to try to understand Islam,
so, throughout the 2000s, I organized 4
editions of the Arab Film Festival and
also several special features on Middle
Eastern film. After entering the TIFF
team, Middle East and West Asian film
was very much on my mind. But that
kind of had to change, though, especial-
ly after 3.11; that made a big impact. 1
got lost, in a way; I was less sure of the
types of screenings we should organize.
After 9.11, I felt there was a strong sense
of connection with the world, but after

3.11, I was somewhat troubled.
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— Have you felt a change in the types
of people viewing Southeast Asian film
between 1990 and the present?

I think film fans seeking out and
watching Southeast Asian films is a
recent phenomenon. It perhaps start-
ed from the 2000s, around the time
Apichatpong and Yasmin appeared on
the scene. It’s also these recent few years
that Philippine film is experiencing a
golden age again. When I was organiz-
ing film screenings at the Japan Foun-
dation, it seemed like, each time, the
fans of each country would come to
watch one after the other; the audience
demographic was completely different
depending on the country, too. Relative-
ly-speaking, there is a larger number of
fans of Indonesian and Thai film. It was
much clearer in the 1980s, apparently;
Sato Tadao said that around the time of
A Panorama of South Asian Films, there
were many Asian fans who came. I think
this trend continued in the 1990s. We
didn’t really curate film screenings for
cinephiles or do presentations according

to auteurism.
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I think people got excited—in

Southeast Asian film, specifically—
when Apichatpong appeared on the
scene, and TOKYO FILMeX and
YIDFF really contributed to this. In
the past dozen or so years, I think that
a number of film festivals, including
TIFF, have come together to organize
talented new directors from various
countries such as Thailand, Malaysia,
and the Philippines. Mouly Sulya and
Kamila Andini, for example, the 2 Indo-
nesian directors who won the Grand
Prize at the 2017 TOKYO FILMeX, had
previously showed their films at TIFF.
It’s exciting to see how their careers and
films will evolve.
— TIFF's Asian Future section, which
started in 2013, is a competition for
up-and-coming directors. | imagine that
working with younger filmmakers is
becoming more common, but have you
seen any changes in them?

Filmmakers now really have a grasp
of how to sell themselves at internation-
al film festivals, and there are improve-

ments on governmental and/or munic-
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ipal levels to offer support for their
projects. Before, it used to be the Euro-
peans who came to discover new talent,
but now, everyone properly applies to
take part in film festivals. The young-
er generation of producers in Southeast
Asia is competent. In contrast, this
means that there are fewer opportunities
to find or come across hidden talent.
Obviously, another big change has
also been the increase in female direc-
tors and producers. There’re more films
by social minorities too such as ethnic
minorities and the LGBT communities;
I think Asian film will continue to be
quite interesting for a while. I'm a bit
worried about Japan though. The under-
lying motivation of my introducing good
Asian films to Japan is, ultimately, to try
to stimulate the world of Japanese film.
Well, that may be wrapped in idealism
a little too much It’s not really a sense
of duty or responsibility; my work at
the Japan Foundation and now at TIFF
has basically remained the same. It’s just
that I really enjoy interesting things. So I
do feel grateful that I can continue doing
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what I do in this very interesting age
when Asian films are coming out one
after another.

— To conclude the interview: as a film
festival programmer, what is the most
important thing to you when selecting
films?

I tend to put my own taste or pref-
erences to one side. I think I'm the type
who considers overall balance. From cre-
ative, artist-specific films to pure enter-
tainment, film really does cover a vast
range of genres so I try not to be biased,
focusing on a particular genre and not
another. I do sometimes think that
festival selections would probably be
completely different depending on the
programmer: as a programmer myself,
looking at the programs of TOKYO
FILMeX and the Osaka Asian Film Fes-
tival, I do see the unique individualities
of each of the programmers—Ichiyama
Shozo and Teruoka Sozo, respectively.
Of course, what matters is to enjoy each
of the films themselves.

We live in an age where information

is freely available to everyone, and, rath-

er than film programmers finding and
screening films, people now can order
DVDs from abroad. There are also peo-
ple who are already quite familiar with
films of particular countries. In a way,
to be “broad and comprehensive” is
somewhat the position of film festival
programmers, so I do sometimes won-
der how long film festival coordinators
and programmers, as a profession, will
continue and whether our line of work
would even be necessary. Having said
that, though, programmers are required
to be open and not settle with a narrow
knowledge. I don’t mean to suggest that
we should systemize everything, but it
won’t be a film festival if you don’t pres-
ent a cross-section of the subject in ques-
tion. So I do try to present a blueprint
or overall sketch of the issue I'm dealing
with; that’s something I always keep in

mind.

Interviewers: Nishikawa Aki and Takasaki Tkuko
Conducted at the Japan Institute of the Moving
Image on November 27 , 2017
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A Panorama of South Asian Films

ASEAN Film Week

ASEAN Culture Center established in Shibuya

Introducing Southeast Asian Cinema Series No. 1
Thai Film Festival: A Perspective through the 1970s and
1980s

Introducing Southeast Asian Cinema Series No. 2
Malaysian Film Week: From P. Ramlee to the Present

Screening & Lecture on Asian Cinema Series No.1
Saturday Film Lectures *

Introducing Southeast Asian Cinema Series No. 3
Philippine Film Festival: Fiesta of the Filmmakers

Screening & Lecture on Asian Cinema Series No. 2
Conversation with Four Directors *

Screening & Lecture on Asian Cinema Series No. 3
Southern Impact *

Southeast Asian Film Festival: New Horizon of Creation
and Discovery

(Organized by Southeast Asian Festival *92 Exective Committee)
— Pre-Event: Special Screening 7he Japanese Descendant
— Part 1: Southern Winds—a four-nation omnibus film
— Part 2: The Legacy of Lino Brocka and Southeast Asian
Masterpieces

— Vietnamese Film Retrospective

— Part 3: The ASEAN Young Cinema Festival

— Special Program: Raymond Red Retrospective

Screening & Lecture on Asian Cinema Series No.4
Southeast Asian Film Festival Encore *

Southeast Asian Cinema Series No. 4
Indonesian Film Festival: Christine Hakim and Friends

ASEAN Culture Center moves from Shibuya to Akasaka

Asian Filmmakers Series No. 1

Special Feature: Kidlat Tahimik *

Asian Cinema Series No. 5

Sri Lankan Film Festival in Tokyo
Asia Center established

Screening & Lecture on Asian Cinema Series No. 5
Central Asian Film Special Screening *

Asian Filmmakers Series No. 2

Special Feature: Slamet Raharjo Djarot *

Asian Filmmakers Series No. 3

Lino Brocka Retrospective Part 1

Asian Classical Cinema Series No. 1

Symposium on Gerarde de Leon 7he Dawn of Freedom
and Noli Me Tangere

Asian Film Festival *95
(Co-organized by NHK)
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Asian Filmmakers Series No. 4
Special Feature: G. Aravindan Indian (The Legend of
Indian Film) *

Asian Classical Cinema Series No. 2
Korean Silent Film and “Benshi” Performer
(“Discovery of Korean Cinema 1946-1996” related project)

Asian Filmmakers Series No. 5
Korean Masters: Kim Ki-young & Kim Soo-yong
(“Discovery of Korean Cinema 1946-1996 related project)

Screening & Lecture on Asian Cinema Series No. 6

NHK / BS1 “Documentary from Asia” *

Philippine Film Week in Tokyo

Asian Filmmaker Series No. 6

Lino Brocka Retrospective Part 2

Philippine Film Week in Tokyo

Screening & Lecture on Asian Cinema Series No. 7
Philippine New Cinema

The 2nd Asian Film Festival 97

(Co-organized by NHK)

Asian Cinema Series No. 6

Mongolian Film Festival 1998: Beyond the Grass Steppe
Asian Filmmakers Series No. 7

Tribute to Kim Ki-young *

Asian Cinema Series No. 7

The Indian Film Festival in Japan 1998

China Film Studio Series No. 1

Masterpieces Made in 1930s Shanghai

Asian Filmmakers Series No. 8

Special Feature: Garin Nugroho with Actress Christine
Hakim—Commemorating the Release of Leaf on a
Pillow in Japan *

Asian Cinema Series No. 8

Chinese Film Week 1999

The 3rd Asian Film Festival
(Co-organized by NHK)

Screening & Lecture on Asian Cinema Series No. 8

Subtitles Translator Talk 1 *

Joint Asian Film Festival
— Part 1: Focus on Asia: Best Selections 1991-2000
— Part 2: Guru Dutt Retrospective

Asian Filmmakers Series No. 9
Guru Dutt Retrospective

2001 Korean Cinema Project [

Screening & Lecture on Asian Cinema Series No. 9

Subtitles Translator Talk 2 *
2001 Korean Cinema Project II

Screening & Lecture on Asian Film Series No. 10

Urgent Program: Films in Islam, Islam in Films *

Korean Film Special Week *

Asian Cinema Series No. 9

Sri Lankan Film Festival in Tokyo 2002
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China Film Studio Series No. 2
Golden Age of Hong Kong Cinema I
Asian Cinema Series No. 10

Indian Film Festival 2003

Asian Cinema Series No. 11

Thai Film Festival in Tokyo 2003
Southeast Asian Film Festival in Tokyo 2003

Screening & Lecture on Asian Film Series No. 11
Films on Afghanistan

Asia Center closes

Screening & Lecture Series 2004-1
Zionism in the Movies

Screening & Lecture Series 2004-2
Arab Film Festival Pre-Event

Screening & Lecture Series 2004-3

Screening and International Symposium: Children in Asia *
(Co-organized by NHK)

International Symposium: Southeast Asian Cinema, Now *
China Film Studio Series No. 3

Golden Age of Hong Kong Cinema II: The Legend of
Cameraman Tadashi Nishimoto, the Man Who Filmed
Bruce Lee

Screening & Lecture Series 2005-1
Arab Film Festival Pre-Event 2
Arab Film Festival in Tokyo 2005

Screening & Lecture Series 2005-3
From the Japan Foundation Library: 10 Asian and Middle
Eastern Films *

Asian Filmmaker Series No. 10
Apichatpong Weerasethakul, Enfant Terrible of Thai

Cinema
Arab Film Festival in Tokyo 2006

Screening & Lecture Series 2006-1
Mongolian Film Retrospective 1945-1987 *

Film Malaysia: Truly Asia
(Co-organized by the 19th Tokyo International Film Festival
“Winds of Asia”section)

Arab Film Festival in Tokyo 2007

Screening & Lecture Series 2007-1
Yasmin Ahmad and the New Wave of Malaysian Cinema

Special Program: Ritwik Ghatak
(Co-organized by the 8th TOKYO FILMeX)

Arab Film Festival in Tokyo 2008
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This chronological table is composed of the film-related events which were held by the Japan Foundation ASEAN Culture Center (1990-1994) and former Asia
Center (1994-2004) including some relevant events before and after the years indicated. The titles of each event are taken from the catalogues and printed materials

from that time. However, those which do not have the original English titles have been translated and are marked with an asterisk.
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The Role of Film Screening in the 21st Century
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Conversation between Nick Deocampo and Matsumoto Masamichi, moderated by Tochigi Akira
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Documentary filmmaker and film histo-
rian Nick Deocampo and Athenee Fran-
cais Cultural Center Director Matsumoto
Masamichi, jurors for the Japan Founda-
tion Asia Center's Spirit of Asia Award for
the "Asian Future” section at the 30th
Tokyo International Film Festival, joined
Tochigi Akira, Chief Curator of the Nation-
al Film Center, a friend of Deocampo’s
during their years at New York University,
for a candid but insightful conversation
on film. Led by Tochigi, the dialogue cov-
ered ideas on the production, screening,
research, and education of film. One a
filmmaker-researcher, one a film program-
mer, and another film archivist; how do
they each see the potential of film screen-
ing and archiving in the 21st century?

Tochigi: Mr. Deocampo, you have done
so much work in various fields relat-
ed with film that the phrase “a man of
many faces” springs to mind. Since we
are here today with Mr. Matsumoto,
who has programmed film screenings
at the Athenee Francais Cultural Center
for almost 40 years, I would like to ask
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about your views on the possibilities of
screening films.

Deocampo: I think I see film screen-
ing in a pretty different perspective
from others. During my younger days I
regarded film as art, but right now, for
me, film is what produces knowledge
and every screening provides an oppor-
tunity for that. Artistic and aesthetic
aspects are only a part of film. There are
times when I’d like to think that there is
something wrong with the system that
we have for screening and consuming
films. It’s good and OK to think of film
as art, but that, however, should not be
dominant. Sometimes [ feel that art has
hijacked cinema.

My being a teacher has strongly
affected the way I think of film. I've
written a book on film literacy. It’s a
film guide for teachers but not just about
knowing what film is. Its designed
to use film to produce knowledge. It
lists 100 Philippine films to consider,
for example, why a particular film is
important in discussing martial law in

the Philippines. What new light does
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that film shed on the country’s history?
Why is that one important in terms of
discussing about science? The reader
acquires a good knowledge of gender,
politics, or environment through films.
So it’s practical knowledge, not aesthet-
ic. Now, in the 21st century, I want film
to be more practical. For whom does
film exist? There are two great film
fronts: entertainment and art. But in the
21st century, I want to see a third film

front where film becomes necessary for
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education. Film studies has pretty much
become standard in Japan and the Unit-
ed States, but, from now on, I think it
will become very important in the entire
Asian region.

The Philippines and Indonesia have
a large population of young people. In
the Philippines there are approximately
30 million students and maybe in all of
Southeast Asia, there are 300 million.
I am beginning to sense a disconnect
between films those young people watch
and what they actually find useful. I am
thinking of how to use film in a way that
will become valuable to young people.
What I am trying to say here is that this
young population is potentially a large
market; not that I want to profit from it
[laughs].

In 1439, Johannes
invented the printing press which had a

Gutenberg

huge impact on how knowledge was pro-
duced; the industry for knowledge grew
tremendously after that. In the present
day digital era, I wonder if we can do the
same thing with the use of digital tech-

nology; to also produce knowledge on
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the Internet, for instance. Compared to
this question, my attempt is very mod-
est; every time [ wrote a book on the his-
tory of Philippine cinema, I also made a
documentary of it and made them into
DVD:s. Each documentary is composed
of film footage, interviews, and 3DCG
animation to supplement the book.

Tochigi: Mr. Matsumoto, could you

please tell us your thoughts on this dis-
cussion regarding emphasizing the edu-
cational purposes of films.
Matsumoto: [ agree that education
is very important. In the 1980s, then
Culture Minister of France, Jack Lang,
suggested that Night and Fog (Nuit
et Brouillard, 1956) by Alain Resnais
should be screened in all high schools
in France and, after seeing the film, the
students and teachers should have a dis-
cussion on it. Mr. Deocampo’s ideas on
films for education reminded me of that.
I am intrigued by Mr. Deocampo’s
thoughts regarding the role of films in
the 21st century because they encompass
a wide vision, including the general sit-

uation of films. In comparison, I must
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Associate Professor at the University of the Philip-
pines Film Institute. Nick Deocampo is a prizewin-
ning documentary filmmaker and film historian.
He received his MA (Cinema Studies) from New
York University and his Certificate in Film at the
Centre de formation au cinéma direct in Paris. He
has received international fellowships and grants for
film production and film research, including from
the Japan Foundation and Sumitomo Foundation.

say my work seems relatively small in
scale. Firstly, the over-200 film screen-
ings every year at a cinématheque called
Athenee Francais Cultural Center in
Tokyo. Secondly, support for indepen-
dent filmmaking at the Film School of
Tokyo. And, thirdly building networks
to preserve the local, unique cinemas as
opposed to the large cinema complexes,
at the Japan Community Cinema Cen-
ter. In each stage of producing, distrib-
uting, and screening films, I have tried
to incorporate my personal opinions,
or “objections,” which come from my
conviction to push for the re-evaluation
of classic films but also identifying the
frontiers of contemporary film.

To introduce a little of my personal
experience: when I was a child and was
starting to watch films, it was the gold-
en age of filmmaking. After that in the
1960s, the film studio system started to
collapse, which, back then, I believed
was more of a “liberation.” However,
now, in retrospect, I believe that films
produced during the studio era were
far more beautiful and liberated. I have
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Cinémathéque Director. He has been the pro-
gram director of Athenee Francais Cultural Center
since1979, where he screens over 200 films from
across the world every year. Since 1998, he has
started serving concurrently as the co-director of
the Film School of Tokyo. Since 2009, as a mem-
ber of the board directors of the Japan Community
Cinema Center, he has promoted the establishment
of a system to secure screening locations with joint
cooperation of the government and private.

been thinking about what constitutes
contemporary cinema carrying this kind
of dilemma. There was a time when I
even thought that film might come to
an end in the 20th century. However
with the emergence of two directors,
Pedro Costa and Wang Bing, in the 21st
century, filmic expression was renewed,
I think. Films have an aura while still
being a reproducible art, and can sharp-
en and liberate one’s sensibilities. That is
one of the primary characteristic I attri-
bute to film. Maybe this is similar to the
aesthetical problem that Mr. Deocampo
mentions, but I think there is more to it
than that. However, I haven’t been able
to discover much new, talented cineasts
since Wang Bing, so we must continue
to search for the answers to both ques-
tions: “What is contemporary film?” and
“What role does film currently play?”

Deocampo: When it comes to the role
of cinema in the 21st century, I use the
phrase, “cinema of need.” This raises the
question of why we need cinema. In the
1950s André Bazin asked, “What is cine-

ma?” Now we have to ask the same ques-
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tion again. I'm not saying that we have
to go back to Bazin, but we need to come
up with our own answers in the 21st
century. I accept both entertainment
and art films, which is all very good. But
we've got to think of what lies ahead of
them. If we go to the peripheral islands,
we see that they have no cinema in the
first place, but they still have the urge to
learn. What then is the most important
need that cinema should attend to? We
are hit by typhoons all the time in the
Philippines. So, for example, you make
a film of the aftermaths of a typhoon in
the Philippines with such realism that
you win an award at Cannes. But how
does this meet the actual needs of those
affected? How is it relevant to the little
kids on the street? There is a disconnect
between art and reality and that’s what I
mean by being “practical.”

Pedagogy of “cinema of need”—
here cinema is not just art. By “practi-
cal” I don’t mean people simply get tools
like a hammer, either. We need to invent
new aesthetics, new production pro-

cesses, new political economy, and new
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ethics. Ethics is particularly important.
Someone is suffering and you film her
just because you are an artist—I suspect
this is where an ethical problem lies. Or
you give an award to a film on poverty
or environmental disasters. If you just
grant an award without discussions on
why the film deserves the award or how
it relates to the question of poverty or
environmental disasters, you will face
an ethical problem. I believe film screen-
ings in the 21st century must be more
attentive to such questions.

Tochigi: I have been working at a film

archive called the National Film Cen-
ter, archiving and restoring films for 15
years. We are always asked why archiving
films is necessary and questioned to
what end we use and release archived
films and film documentations. It is gen-
erally said that archives should be mate-
rials that meet one of following 3 values:
artistic, cultural, or historical. However,
these are not constant and each under-
go change. Thus, we must ask ourselves
how these materials can continue to

be valuable for the current and future
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generations; in other words, we have to
question their value for potential viewers
or users. In my position, I feel the need
to perceive the role of archiving in the
most broadest and flexible sense, and so
I can really sympathize with this point.

Deocampo: Both film screenings and
archiving are important. Archiving in
the Philippines has a severe problem.
How can we screen films if we don't
have the films themselves? Who is going
to watch these old movies? This is where
education plays a significant role. I'm
more concerned about archiving dig-
ital films. The analogue films of the
Lumiére Brothers will last for ages, but
digital films can disappear in a moment.
Tochigi: Mr. Deocampo, in your previ-
ous publications on the history of Phil-
ippine film, you traced the early Spanish
and American influences on them. Fur-
thermore, your latest publication was
on the history of Philippine film under
the Japanese Occupation during World
War II. Both of these topics deal with
the issue of colonialism. Are there any

links between your viewpoint as a film
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historian and the previous discussion
regarding the significance of film in the
21st century?

Deocampo: To answer that question, I
need to write another book [lazughs]! Its
a difficult question to answer. First of all,
let me say that the cinema was a prod-
uct of colonialism. It was its vehicle and
tool. 'm going to generalize quite a bit
here, but colonialism ended after World
War II and we entered the age of nation
states. The idea of “national cinema” is
much younger than colonialism, which
is centuries old. And now, we have again
entered a new era: the age of globaliza-
tion. So cinema still has a long way to
go and what I am trying to record as a
film historian is the many ways cinema
changes its identity.

The deliberation and selection of the
Japan Foundation Asia Center Spirit of
Asia Award was very interesting for me.
I was very happy that Mr. Matsumoto
agreed with some of my ideas that cin-
ema now is not just owned by a nation;
Philippine film does not belong to just
the Philippines. What exactly does
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Chief Curator at National Film Center (NFC), The
National Museum of Modern Art, Tokyo. Earned
his MA (Cinema Studies) at New York University.
After serving as Chief Editor of Image Forum and
also working as a freelance writer, joined NFC in
2003 to work on the acquisition, preservation, and
restoration of film.

“Spirit of Asia” mean? What is “Asian
cinema”? Providing an answer to such
questions, in this age of globalization
and digital diffusion, is very difficult.
To conceive a new paradigm in the era
of globalization, we need to go beyond
a kind of Hegelian dialectic—binary
opposition between thesis and antithe-
sis—so we can acquire a “multi-lectical”
perspective, because the world in which
we are living is very complex. The oppo-
sition between the United States and
the Philippines, its former colony, is a
Hegelian sort of dialectic. Now we live
in the era when it’s not easy to identify
our enemy or friend. All of us interact
with one another and are connected.
From the very beginning, film, really,
was the first global commodity. It cir-
culates across national borders. Taking
into account where it reaches and how it
is received, we know that it is not limit-
ed to a single nation; for it is individual
viewers who receive it.

Matsumoto: When thinking about
films and national borders, I recall the

words of Jorge Sanjinés, founder of the
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Cine: Spanish Influences on Early Cinema in the Philippines (2003)
Film: American Influences on Philippine Cinema (2011)
Eiga: Cinema in the Philippines during World War 11 (2016)

production group Grupo Ukamau of
Bolivia. According to him, since film, as
a medium, was created in the West it is
also based on a Western-type of cogni-
tion. So what Sanjinés claimed was that
they needed to create a new syntax that
would better articulate or represent their
community. I think this resonates with
what Mr. Deocampo was saying earlier
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about redefining cinema and film. I do
hope that this materialize in the near
future; a future which may involve using
means and methods of newer and differ-
ent media.

Tochigi: Finally—and this is a bit of a

big question—how do you think the
future of film screenings will evolve?
Matsumoto: Toward the ending of
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CINEMA IN THE PHILIPPINES
DURING WORLD WAR II

Truffaut’s Fahrenheit 451
(1966), which is set in a future society

Francois

where all literature are forbidden and
destroyed, characters try to memorize
books in order to later scribe them into a
text and pass them on to future genera-
tions. I chink it’s a little like that. Maybe
that sounds a bit over the top [laughs]!
But to be honest, 'm afraid I don’t have a
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clear vision for the future of film screen-
ings and programming. What I can
say, though, is that film has achieved in
becoming a highly sophisticated, high-
ly immersive form of art which can be
understood by the viewers concentrating
their visual and auditory senses on the
imagery projected onto the large screen
in a darkened room. For me, screen-
ing films itself is very much concerned
with the idea of thinking about “what is
cinema.” I may sound a little old-fash-
ioned, but I want to continue promot-
ing and sharing the wonders of film, the
excitement of watching films on screen,
with future generations by pursuing my
work of screening films at the Athenee
Francais Cultural Center and the Japan
Community Cinema Center.

Tochigi: Some of the important factors
in film archiving are not only storing the
object of motion picture films; it is also
passing on the skills, techniques, and
actually screening films too.

Deocampo: Film, as a concept and
object, has become such a large entity

now; it actually extends beyond our
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comprehension, I think. Film, now,

lives a very complex ecology. But that
is precisely why we need intellectual
tools. I think that’s my role as a teacher,
author, historian, and, first and fore-
most, a researcher. What we need is a
new Bazin; to revisit the question he
raised and to discover our own answers.

Even smaller communities—such
as those in Bolivia Mr. Matsumoto
mentioned or Mindanao in the Phil-
ippines—deserve representation and
without film maybe no one will become
aware of them. But precisely because they
are made into film, their films are shown

here at a film festival in Tokyo. Similarly,
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they have a chance to encounter viewers
in London or New York City. That’s a
“multi-lectical” environment in itself
where small communities get connect-
ed to a major metropolis like New York
City. We are no longer merely talking
about the “French-ness” of a French film.
Now that a larger array of communities
and even the world are woven into a sin-
gle fabric, we need to accordingly keep
inventing a new consciousness and new
perspectives. What I have said so far has

such a goal to reach for.

At the Japan Foundation Asia Center
on October 31, 2017
Interpreter: Yoshida Miyako
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The Japan Foundation Asia Center and the Tokyo International
Film Festival (TIFF) co-organizes a series of projects in film to gen-
erate further exchange among Japan and other Asian countries.
From CROSSCUT ASIA that features Asian film in TIFF to Asian
Three-Fold Mirror that brings together established and rising
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deepen understanding among Asian countries through film 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.

EERRERT7S 7> Y— The Japan Foundation Asia Center
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T 160-0004 EREBHEXEA 4-16-3 4-16-3 Yotsuya, Shinjuku-ku, Tokyo 160-0004

Homepage: http:/jfac.jp [ jfasiacenter

Tel: +81-(0)3-5369-6025 Email: acinfo@jpf.go.jp

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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Focus on Asia Fukuoka International Film Festival
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