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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

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

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
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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.
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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
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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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12
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12
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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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—IMHRLTHO T HHO2A PDLZFERIE LTLRDH 2R T E o TO T3, 2o DERHCEFEEL S N TR O T, RIERDTDIS BT LT
bOIBILTIE, *EIBffLE LT,
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

EVIFEZTTE. T E TR T3,
KELTHARI T o BUHHTT— M2
oM TPrys8nTLE- oAb L
TVEd,

IHULIE AL RESDEATE S 7Y
WZHAZEHIREBEL TV 37 T4l - Y
TIL—L I REZITHE ST AD DY
To WEHDOHARTY 5 TF, Wik 3]
YRRIATDDARTIEDH D 2 CA. P EA
7L {2 L2 HNE LTV 2T
1004074 Y &Ml R T, 74Y
L TOBEE A0 TIOEmIEE 5 3E-
Tdh, TAVECOREEIZEST, HA
BREO 3500 T 2 OB 3 1o T 3
Wb, Lot BRIl LT Bli%
WL T2 A1 O BURT O BT D IZD
TITD AR Ao FEFITIEA L, FEH

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

72o GHOTUOURRIC, T2 LBl
ACTAL 2—4y b ETRU & BRIOHEH
YRR DD 2 LIzuric{on
EEADIE S PHIGAAMTEFFEAD, 2
NETHATLE 74 Y E U BRE SR DAL
T, HichDETRFa A 2Y) — b BHE
L. DVDIcLT&$L1, MDD 7y 7 —
PALRT2—WYRBZE A, 3DCGT=A—
La b ANz, EEEONE DM
FFaA L) =T,
EBE  WUHOBE AP ERTAE 0
IGDERICOVT, MASAY O BB
o BIh LIS 0,
WA BEORYISEFABFEL LI -T
VET. 19804 Yy s - LT
75 2OALKED, EOEKDAERE
772140 [HEFE] (1956) 2HA
AYH8EE Lo BRI R AR L Thk
W TALIE, BEIMEAEATAL
VIR, 2O RECHLELL,
21 HACU I AYH OB OV TD T
FHUREADIHE AL, Wl
IR BRI U IR SRS D3 ithe
DB OT, BRFEEV LI, 2l

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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EIGA

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
directors in the region into an omnibus film series, we strive to
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.
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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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