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About BEFF

Gridthiya Gaweewong
BEFF Director and Co-founder

The Bangkok Experimental Film Festival (BEFF) was founded in
1997 as one of the first major projects undertaken by the non-profit
artists and curators initiative Project 304, with the aim of rectifying
the lack of local platforms for experimental film.

In the festival’s first year, 50 experimental film and video works,
from local and international artists, provided fresh alternatives to
the mainstream cinema experience. In 1999, the second BEFF at-
tracted over 150 entries from Thailand and abroad. BEFF3: Digital
Orgy, in 2001, focused on collaborations with international cura-
tors. BEFF4 took place in 2005 at Lumphini Park under the theme
Democrazy. The Singapore-based art theorist David Teh curated
BEFFS5 in 2008 around the theme “The More Things Change...,
with major funding from MAAP — Multimedia Arts Asia Pacific
(Australia). Responding to a politically fraught climate in Thailand,
BEFF 5 focused on the cycles — political, economic, spiritual and
aesthetic — that shape contemporary life.

This catalogue is an archive of the festival’s sixth edition. Or-
ganised with research funding from the Asia-Europe Foundation,
BEFF6 opened in 2012 over a year after the massacre of protestors
in Bangkok and amidst a profound crisis of sovereignty. Curated by
the London-based film theorist May Adadol Ingawanij under the
theme of Raiding the Archives, BEFF6 explored various ways in
which moving image practices engage with the politics of memory

at moments of danger.

8 | BEFF6



Opver its six outings to date, BEFF has organically assumed a
pivotal role in linking the independent film and art communities
of Thailand with sympathetic organisations, independent moving
image and artists groups in the global and regional network. BEFF
has also been playing a central role in transforming and invigorating
burgeoning independent and experimental moving image com-
munities in Bangkok, as well as, increasingly, beyond the capital.

Known throughout Asia and beyond for its strong support
of independent and experimental moving image practices, BEFF
has helped to give a platform for giving international exposure to
local artists. BEFF4, BEFF5 and BEFF6 have been particularly
strong in this respect, with invitations to the US (Redcat, Walker
Art Center, Harvard University), Ireland (Pallas Studio, G126),
the UK (University of Westminster, TAIL), Poland (Kino Lab),
Germany (Asian Hot Shots), Croatia (Video Vortex 4), South
Korea (Experimental Film and Video Festival), Malaysia (Bombay
Sapphire Art Project, KLEX), Indonesia (Arkipel International
Documentary and Experimental Film Festival), Singapore (Future
Perfect), Australia (Judith Wright Center for Contemporary Art,
MAAP, Australian National University), New Zealand (City Gal-
lery Wellington, University of Auckland) and beyond.

Leading the future edition of the festival, BEFF7, will be the
curator Mary Pansanga. Please visit our website at www.beffbeft.
com or www.facebook.com/bangkokexperimental FF for details of
BEFF7 and our other long-term projects to facilitate the interna-
tional and regional profile of Thai artists including a web database

of Thai experimental moving images.
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Introduction: The Time of BEFF6
May Adadol Ingawanij

Gridthiya Gaweewong invited me to direct the Bangkok Ex-
perimental Film Festival’s 6th edition in the middle of 2009.
It was nearly three years after the coup that would, despite
itself, begin to demystify the royalism that has been Thailand’s
dominant political ideology since the reformation of the Thai
monarchy during the Cold War era. The sense of emergency was
pervasive. The machine for killing demonstrators who took to
the streets to resist government by non-electoral means, and for
silencing critics of the myth of the monarchical guardianship
of national unity and democracy, was kicking into action once
again. This time round the crackdown combined brute military
force with the reactivation of the lese majesté law and a rafter
of new security legislations. The eruption of street politics for
reactionary ends operated in tandem with web surveillance
and social media trolling in the wild zone of new media; and
Thailand’s mediatised surfaces grew more hyperbolic still in
the scale and pitch of state and industry-sponsored royalist
spectacles. A film festival couldn’t turn a blind eye to its own
time and place, and especially not this festival. The previous
two editions of BEFF, Democrazy (2005) and 7he More Things
Change... (2008), had already signalled the necessity of finding
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creative ways to respond to the politics of the time and place in
which each edition of the festival had chosen to happen. Taking
up the BEFF baton at that moment, I was presented with the
challenge of thinking through what an independent-minded
experimental film festival should do in this interval in which
the god of national sovereignty was entering the twilight zone
and dust clouds were gathering in the mortal realm. At the time
of BEFFG’s gestation the shadowy thing that beckoned was the
inchoate feeling that time was beginning to move out of joint,
that this moment, with its sense of foreboding, its black fumes
and blood spill, its hoping against hope, may be the beginning
of an epochal shift.

Whether such a movement would play out as change in
the sense of the liberation of collective horizons, or as merely
more of the same, would partly depend on the forces at work
shaping collective imagination and producing meaning from
collective memory. In the modern era the apparatus of official
Thai nationalism had been highly adept at manufacturing the
nation’s biography and inculcating collective amnesia. The work
of forgetting since the Cold War has excised flashes in the past
during which the royalist conception of sovereignty became
severely imperilled. It has banished from the realm of the think-
able the notion that previous royal leaders were collaborators
with western colonisers and were themselves colonisers within.
As a consequence of these ideological manoeuvres there were
no flesh-and-blood people in the official historical narrative,

no wanderers, no unrepentant communists, no harridans, no
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anarchistic descendants from animism’s ancestral trees. There
could only be disciplined, loyal and dependent subjects. Reali-
ties which exceeded this work of forgetting: the flux and flow
of the everyday; political and market upheavals experienced
within the domestic realm; ordinary people’s loss, displacement
and survival in turbulent times; anonymous tales of flight and
personal struggle for freedom, have yet to figure as the thread
and texture of a shared, still present past.

Within the academic disciplines of Thai history and politics,
critiques of the master narrative of national identity had been
made, most visibly by the 1970s generation of student leaders
and ex-radicals. Over the past three decades they have been
writing and voicing such critiques as academics and public in-
tellectuals, and are now teaching their students to do the same.
Yet the more important question beyond that: what comes next
after critique, has, up to this point, seemed too much to ask.
And yet right now the moment for another kind of burrowing
deep and overturning the existing ground is beckoning, one
in which the act of reclaiming the past is less valuable for its
deconstruction of the dominant ideology than for its imagining
of shared futures and transformed horizons. Would it be now or
never? The banally murderous consequences of the 2006 coup
and the crisis of sovereignty that it finally laid bare were making
that question unavoidable, however tentatively it may be felt
or posed. The potential of cinema and art to contribute to a
turning of such magnitude by making perceptible the presence

of the past, its unfulfilled promises, dreams and yearnings, with
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the means available to the making, circulating and collective
spectatorship of moving images, had to be registered at this
moment of BEFF’s life.

Responding to the moment’s wavering between this sense
of urgency yet uncertainty towards the future, I came up with
the theme of Raiding the Archives as a conceptual fulcrum con-
necting each strand of BEFF6’s activities. During the Bangkok
event we screened old footage, personal and amateur films, and
documentaries, drawing on the curatorial team’s research in
archives across Asia and Europe. From our international call for
submissions we put together four themed programmes. We were
extremely proud to be able to present screening programmes
sent to us by international experimental moving image groups,
artist-run initiatives, and artist moving image distributors, hav-
ing invited contributions from those whose ethos we felt was
comparable with BEFF and making firm friends as a result.
We didn’t want ours to be a festival that focused on showing
a maximal number of films without accompanying discussion,
and so we organised workshops and conversations exploring the
festival’s core ideas, and we paid attention to how we introduced

the works and the programmes.

Archival Ragpicking

Since the archival programmes are at the conceptual heart of
BEFF6, it’s worth mentioning the thinking that gave rise to
them. It’s precisely here, in the idea of using an experimental

film festival as an impetus for digging anonymous footage and
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forgotten films out of archiving institutions (including ones
whose resources and holdings may at first glance seem irrelevant
to this sort of an event), that the desire to face the moment and
act within a context of crisis intertwine with a certain disposition
oflooking. BEFF6 would make as if to raid archives in the way
a ragpicker might go about doing so. We would explore vari-
ous ways in which the moving image and their creators engage
the politics of memory by applying the look of cinephilia as a
curatorial principle.

The figure of the ragpicker comes from Siegfried Kracauer,
whose image of film’s relationship to thought as one of rum-
maging along “paths that wind through the thicket of things”
inspired the idea of making the archival programmes the cen-
trepiece of the festival.! Kracauer’s theorisation of the material
aesthetic of cinema emphasises the capacity of the film image to
make perceptible the small, the transient and the discarded.? The
starting point of this realism is the recognition that the camera’s
automated function destabilises artistic or didactic intention. Its
power of recording makes visible within the entire area of the
frame imprints of things in time which exceed any individual
consciousness. In so doing, in the subsequent moment of spec-
tatorship the film image gives us the sensation of experiencing
that which otherwise slips past our grasp. Cinema carries the

potential to spark insights as yet un-thought in this sense, through

! Siegfried Kracauer, Theory of Film: the Redemption of Physical Reality
(Princeton, NJ: Princeton University Press, 1997), p. 309. Sce also Lesley
Stern, ‘Paths That Wind through the Thicket of Things, Critical Inquiry,
vol. 28, no. 1, Autumn 2001, pp. 317-354.

* Kracauer, Theory of Film, pp. 46-59.
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its capacity to reveal a physical world in constant motion, which
thereby invites us to make associations and create ideas from
lowly winding paths and thickets of otherwise imperceptible
things. The look implied is one of cinephilia — the constantly
roving glance of one who treats the frame as a panorama and
whose vision strays irresistibly from the foreground of action
to fugitive, peripheral zones.?

This was the spirit that took members of the BEFF6 team
to view a variety of moving images in archival institutions that
are widely divergent in terms of their age, types of holdings,
preservation capacities, access policies, stages of institutional
consolidation, and not least the politics of the territory in which
cach archive operates.” In the process of making inquiries we
were also directed to generous individual artists who gave us
access to their personal archives. Our research and selection
departed from the ‘treasures from the archives’ programming
style of well-funded, mainstream film festivals in the sense that
we didn’t solicit recently restored films, neither ones firmly
entrenched in established canons nor forgotten gems. In some
programmes our selection method overlapped with acommon
mode of exhibition making in contemporary art’s archival turn.
In ‘Street proto-politics’ we featured a personal film showing

the mundane bustles of Hanoi’s streets in the early 1950s, a

3 Christian Keathley, Cinephilia and History, or The Wind in the Trees
(Bloomington and Indianapolis: Indiana University Press, 2006).

* Film and audio-visual archives that the BEFF6 team extensively consulted
include Eye Film Institute (Holland), Thai Film Archive, Hong Kong Film
Archive, Chinese Taipei Film Archive, National Archives of Singapore, and
Imperial War Museum (London). In addition BEFF6s curators visited five
other archives in Vietnam, Indonesia and Malaysia.
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film now suffused with a sense of loss, from Vietnamese artist
Tran Luong’s own family archive. In ‘Hong Kong bohemia’
we selected early or little known works made by the filmmaker
Ho Fan and photographer Law Kar from the holdings deposited
at the Hong Kong Film Archive. And in “Thai experimenta
history one: a mass of light, and “Thai experimenta history
two: beginnings, we began constructing the history of Thai
experimental film practices through disinterring and selecting
works from disparate, widely scattered sources. These ranged
from amateur films deposited at the Thai Film Archive to found
footage works made by filmmakers and artists such as Paisit Pun-
preuksachat and Surabongse Binichkhah that hadn’t been shown
for years. In these latter programmes we featured a film that its
own maker no longer had a copy of. In the subtly interventionist
programme ‘Men at home’ we took a detour from the norm
of art exhibition making by juxtaposing personal films made by
an acknowledged independent film artist with experimental
home movies made with love by Charles Ong Cheng Yam, a
lifelong employee of the Borneo Company in Singapore who
probably wouldn’t have seen himself as an artist of any sort in
his time.

There was another important reason for setting out cu-
ratorial cinephilia as the parameter for the team’s archival
research. My own foray into the Thai Film Archive’s small but
expanding research and viewing facilities brought home the
realisation that there exists a considerable gap between the
range of materials deposited at the archive and the perception

of its users, shaped by nationalist mythology, concerning what
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kind of images and historical materials the institution exists
to safeguard and to make publicly accessible. Such restrictions
are compounded by the archive’s own (albeit understandable)
tendency to present its institutional self-image in conformity
with the dominant narrative of the country’s past.’ From this
observation grew my curiosity to explore whether a roving cine-
philic look might have the potential to brush a given national
archive’s holding of eclectic and even incendiary materials
against the sort of archival discourse that the institution itself
is content with, or restricted to, producing. Within contexts
shaped by authoritarian rule and censorship, whether as a factor
ofa given territory’s recent history or its ongoing crisis, ques-
tions surrounding what can be stored in public archives, and
what tensions or contradictions are at play between archival
holdings and institutional structures of archival enunciation,
would seem to be a fundamental one arising in relation to
any archival turn in curatorial practice. These tensions were
brought home during one of the workshops that BEFF6 held
at the Thai Film Archive, in the form of a question posed by an
astute member of the audience, which hung awkwardly in the
air when no clear answers could be given. What does/would
the Archive do with deposits of ‘private’ video footage of the
recent Red Shirt protests, demonstrations and massacre, show-
ing incidents and images banned by laws that exist to normalise
impunity such as l¢se-majesté, computer crimes, internal security

or other national security laws?

5> See my ‘Home Movies, Our History’ in this catalogue.
y y g
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Partial Visibility,
Provocative Obliqueness

Photo by Jamie Maxtone-
Graham

Most of the Bangkok screenings of BEFF6 took place at the
Bangkok Artand Culture Centre (BACC), the city’s showcase
space for art exhibition funded by the metropolitan authority
which opened about five years ago. BACC is situated in the
shopping district that subsequently became the site of massacre
of protestors in 2010. In early 2012 when BEFF6 was granted
permission to use its auditorium, the large outdoor area leading
up to the art centre’s main glass and marble entrance boasted
a curious sight. Prominently parked there was an olive green
military truck, to the side of which hung a banner displaying
the following bi-lingual message: Royal Thai Army, assisting

the people. Situated in a strangely knowing fashion amid the
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colourful cute-art sculptures that were meant to pull passing
shoppers into the BACC building instead of the surrounding
malls, no one in the BEFF6 team quite had a definitive answer
to satisfy the curiosity of several of our international guests. Was
this truck accidentally parked or deliberately installed there?
Wias this satirical art or plain old politics? Is contemporary Thai
art a pliant bedfellow of propaganda?

A few days into the festival one of our guests returned
from a stroll in one of the upper floors of a mall connected by
awalkway to BACC mulling over the challenges of describing
the fractured, shifting ground that BEFF was being held on.
There to his right was the military truck, and there to his left
was the digital bazaar.® This disorganised, distinctly unglam-
orous transnational marketplace towards the back of the fifth
floor of a shopping mall that royalty no longer frequented was
the place where upcoming filmmakers, artists, or independent
publishers would drop by at trusted vendors’ stalls and pick up
whatever software suites were currently essential for their trades
at a fraction of the licensed price. A mall that had been the
biggest, most cutting edge of downtown shopping emporiums
during the globalisation boom of the 1980s had long been left
behind in the competitive cycle. In this moment of seeming
obsolescence it now lives as one among those countless piracy

bazaars so crucial to the media urbanism of cities in Asia and

¢ See the blogby Mark Williams, director of CIRCUIT Artist Film and Video
Aotearoa New Zealand, ‘Bangkok Experimental Film Festival 6: Raiding
the Archives, http://circuit.org.nz/blog/tags/bangkok, posted February
24,2012.
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beyond,” and without which the informal spheres of art and
creative practices in Thai cities would not subsist. This informal
sphere of art practice and the piracy bazaar shadow each other
in their dispersive, adaptive nature. Where they overlap is the
everyday ordinariness of practices of circulation, exchange,
production and display that elude, without overtly resisting,
legal structures and official control measures. Partially visible
rather than invisible, both the piracy bazaar and the informal
sphere of art and culture are zones that exist at a tangent from
dominant control and market infrastructures.

When it came to thinking through what level of visibility
and what kind of publicness BEFF6 should aim to stake out,
we took some cues from these overlapping spheres. Informality
in this context implies the evasion of, or differentiation from,
the dominant sphere of public culture whose practices are
policed by an idea of image etiquette, especially concerning
the projection of the appearance or ‘face’ of the nation, com-
bined with the boundary enforcement and pervasive presence
of law.® The public display of moving images is contained by
the current Film Act, which was revised and passed in 2008
with the grand claim of improving the system for scrutinising
films by introducing an age ratings system. In reality the Act s

a hotchpotch that gives the Ministry of Culture’s censorship

7 Ravi Sundaram, Pirate Modernity: Delhi’s Media Urbanism (New Delhi:
Routledge, 2010).

¥ See also May Adadol Ingawanij, “The Thai Short Film and Video Festival and
the Question of Independence; Glimpses of Freedom: Independent Cinema
in Southeast Asia (Ithaca, NY: Southeast Asia Program Publications Cornell
University, 2012), pp. 165-181.



board both the power to rate films and to ban films deemed a
threat to national security and public order — a clause left de-
liberately ambiguous and far-reaching. The current Act defines
film (Mweuas/ 'phapphayon) as moving images, and it defines
cinema (159 wauas/ rong phapphayon) as sites, both indoor
and outdoor, that display moving images. The two definitions
combined means that the Act potentially encompasses any and
every context of display and spectatorship of moving images.
In this respect it is an Act that serves to bolster the symbolic
power of censorship law to be everywhere at once. But in terms
of its day-to-day operation the censorship board can only veta
small proportion of moving images being produced and circu-
lating in the country. The scenario is therefore one whereby the
board’s routine procedures of film classification and censorship
institutionalise the dominant conception of cinema’s publicness,
including the discourse concerningits threat to the social body.
According to this institutional and operative (more so than the
legalistic/symbolic) notion of film as entertainment and social
threat, phappayon, implied to be feature-length films, cannot be
shown in public (as130ue/satharana) without prior classifica-
tion by the censorship board. In this context public/satharana
is implied to be the ‘public space’ of commercial cinema ven-
ues that charge ticket entry, thereby admitting any and every
member of the ‘public’ who act as market agents (rather than,
for instance, as citizens or members of institutions and clubs).
This satharana space plays the royal anthem before the start

of every film programme, and the film commodities displayed
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in it are publicised in the publicity and entertainment slots of
the mainstream press, television, radio or internet media. The
upshot is that the gap between the Film Act’s all-encompassing
symbolic reach and its routine oversight leaves a grey zone to be
occupied by informal exhibition practices. The gap, in effect,
opens up a bazaar-like sphere of ambiguous legality and partial
visibility in which it becomes possible to claim other forms of
interaction between moving images, openly accessible space,
and spectators, and where other conceptions of publicness may
perhaps be explored and temporarily made imaginable.

To distance BEFF6 from the dominant definition of a
satharana/public space of film screening was one of the many
factors accounting for our decision to avoid charging ticket
entry. The other strategy was, as far as possible, to avoid courting
publicity within a mainstream media that delivers works and
events to the eyes of the censors, and that itself is hungry for
entertainment news and eager to feed conservative nostalgia
by reproducing the aesthetics of pastiche and the discourse of
Thai heritage. Rather than playing into these institutionalised
structures of publicity, publicness and state control, our tactic
was to almost exclusively promote BEFF6 through social media.
Thailand, and especially Bangkok, is characterised by a relatively
high degree of social media use.” In the informal spheres of
culture and in the independent arts sector, Facebook network-

ing, sharing, liking and commenting is regarded as an essential

? Newley Purnell, ‘Bangkok Tops Global Facebook City List, The Wall Streer
Journal, http://blogs.wsj.com/searealtime/2012/05/23/bangkok-tops-global-
facebook-city-list/, posted May 23, 2012.
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part of practices of production, circulation and spectatorship.'’
With news censorship and the surveillance of web board sites
that accommodate critical discussions of royalty, being active
followers, likers or virtual soapbox orators on the Facebook
network have, especially since the 2006 coup, emerged as the
main mode of sensory immersion in the politically stimulating.
This ambiguous mode of taking part in the spectacle of political
engagement can neither be easily thought of as contributing
towards the formation of an alternative public sphere nor as
acts of political resistance. The status of Facebook in relation
to the existing control apparatus governing broadcast media
or mass communications entities remains unclear in Thailand.
Partly for this reason participation in its network becomes, in
this context, a key dynamic for proliferating a new media sphere
whose speed, intensity and chaotic combination of surveillance,
elsewhere censored information, rumours, panic-mongering,
trolling and threats, carries the political charge of that which
must be, yet cannot effectively be, controlled. It was within this
not-quite-public network that we focused on making BEFF6’s
activities visible in order to reach potential audiences. In so
doing the festival took on the character of an openly accessible
yet not-quite-satharana event.

To call the event a film festival yet one which evaded the
culture and entertainment news desks of broadcast media and

the mainstream press resulted in a few amusing incidents. We

' For an overview of a contemporary shift to this performative mode of
spectatorship see Francesco Casetti, ‘Back to the Motherland: the Film
Theatre in the Postmedia Age, Screen, vol. 52, no. 1, Spring 2011, pp. 1-12.
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were criticised for being the most media unfriendly film festival
held exclusively for our pals. Since Thai media hacks nowadays
getstory ideas (and quite often content) from the instantancous
spikes of likes and shares on Facebook, the festival in any case
caught their attention. One afternoon a glamour puss presenter
of an entertainment programme on one of the TV channels
turned up with her crew looking for dignitaries, stars and or-
ganisers to stick her mic under their noses. Upon failing to find
such personage she demanded to be let into the auditorium to
shoot footage of entertainment, any entertainment, as one of
our esoteric archival programmes was being screened. We spent
a morning dodging telephone calls from the military-owned
TV channel inviting a BEFF organiser to give an interview in

its early morning programme celebrating Thai heritage.

o

At the races in Bangkok,
1947, Frank Outram Hodg-
kinson’s amateur film from
the Imperial War Museum
archive.
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Aligning BEFF6 with the characteristics of an informal
event we could curate screening programmes and select works
as if film censorship didn’t exist in Thailand. This principle of
pretence gave the festival greater scope to claim experimental
cinema’s longstanding function of alterity. There are of course
many ways in which this value — as the critical, the minor, the
threshold or the outside-yet-within — has been claimed in known
histories of experimental cinema and in its contemporary in-
carnations."" Each instance of doing so manifests a specific time
and place of experimental cinema, giving flesh and bone to its
general definition as a cinema of other and at times adversarial
practices of production, circulation and display. Although I
wasn’t consciously aware of acting on this influence at the time
of conceptualising and programming BEFF6, it later dawned
on me that another crucial, quietly shaping force informing my
curatorial thinking is the one realised across the oceans some
half century ago at Amos Vogel’s film society Cinema 16. Vogel’s
programming ethos, his pedagogical commitment to variety
and to juxtaposing an expanded, often incongruous range of
films within a series or a specific programme, which I had read
about and been fascinated by many years ago, had crept into the

festival’s own programming efforts. BEFFG’s sense of its alter-

" See, for instance, David James, The Most Typical Avant-Garde: History
and Geography of Minor Cinemas in Los Angeles (Berkeley and Los Angeles:
University of California Press, 2005); Scott MacDonald, ‘Introduction; 4
Critical Cinema 4: Interviews with Independent Filmmakers (Berkeley and
Los Angeles: University of California Press, 2005), pp. 1-15; Akira Mizuta
Lippit, Ex-Cinema: From a Theory of Experimental Film and Video (Berkeley
and Los Angeles: University of California Press, 2012).
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ity as a context for displaying moving images and facilitating a
not-quite-satharana public was in many ways close to Vogel’s
politics and pedagogy of programming, implicitly endowing film
exhibition with the potential to contribute to the creation of a
critical public through the dialectical juxtaposition of moving
images."”” Given the political atmosphere in Thailand it wasn’t
surprising that Vogel’s precedent would have spoken more
strongly to this edition of BEFF than, for instance, the idea of
organising an experimental film festival as that space primarily
for showcasing reflexive explorations of cinema’s ontology and
current medium or intermedial tendencies in an age of cinema’s
fragmentation and spatial or experiential proliferation. Although,
of course, neither was ours a politics of exhibition that threw
out the belief in the necessity of formal experimentations and
in looking to the filmmaker-artist to educate spectatorial per-
ception regarding the aesthetic capacities of the moving image
and the historically shaped vagaries of its essence.

In particular, we wanted the ‘Open call’ strand of BEFF6’s
screening programmes to showcase present-day works that
embody provocative approaches to politicised filmmaking. By
the latter I mean works that are capable of demonstrating how
moving image artists use the formal means available to them
to enunciate counter-hegemonic discourses or to construct
combinations of sound, image and other elements that stimu-
late connections yet to be imagined, sense impressions yet to

be perceived (or remembered), and ideas yet to be articulated

12 Scott MacDonald, ‘Introduction; Cinema 16: Documents Toward a History
of the Film Society (Philadelphia: Temple University Press, 2002), pp. 1-35.
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about collective existence. A few considerations came into play
in deciding the thematic emphasis of the call for submissions
and the subsequent curation of this programme strand. The
aim to solicit artworks created out of politicised sensibilities
and which are attentive to struggles over collective memory
was, in the first instance, an intervention against the still com-
monplace notion in Thailand that artistic creations should strive
to transcend the profane realm of politics. The persistence of
this default position among some artists and filmmakers partly
derives from the influence of Buddhist conformism. At the same
time we were keener still to avoid constructing programmes
that end up echoing the didactic literalism of the speaking posi-
tion of avowedly political modern Thai art, and perhaps even
more so of politically engaged contemporary Thai literature
and poetry. In the open call strand we decided against putting
together programmes consisting of all Thai or almost exclusively
Thai works. There would, of course, be other contexts in which
the most appropriate curatorial method, in attempting to in-
sightfully explore the relationship between contemporary Thai
moving images and the present political interregnum, would
be the one of presenting programmes of Thai works."* But for
the Bangkok part of BEFF6 we came to the position that it
was essential to ‘de-provincialise’ Thai works by juxtaposing
those selected for the programmes with an international range

of formally or thematically comparable ones.

13 See my introductory note for the ‘Songs of rising smoke’ touring programme

in this catalogue.
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The ensuing call for submissions drew inspiration from Wal-
ter Benjamin’s note on the necessity of seizing hold of memory
at moments of danger.’* To give a rough idea of the networks
and circuits through which the 24 works selected from the
programme found their way to the festival, we largely relied on
Facebook sharingamong domestic and international followers
of the BEFF page linked to our website. We also used the email
lists cultivated by the festival’s founders and the curators of
some of its previous editions and as well as the ones individu-
ally kept by members of the team organising BEFF6. For the
task of putting together this strand of screening programmes,
focusing on archival aesthetics and the politics of memory
had two key strengths. Firstly, since these themes continue to
reverberate widely in regional and global terms we were able
to secure strong submissions from far and wide. Secondly, as
mentioned above, given the tendency towards either politi-
cised literalism or a-political inertia within Thai moving image
discourse, the conceptual orientation towards the allusive and
the oblique created an opening to explore the senses in which
certain seemingly abstract, non-partisan or ambiguous Thai
works are nevertheless highly political.

Certain aesthetic and thematic patterns stood out among the
works selected for the four ‘Open call’ programmes, made by
artists based in Asia, Europe, the Middle East, Australasia and
North America. The strategy of reassembling archival footage

against the grain continues to be a fertile one for contesting

' See the Open call section of this catalogue for the full text of our call for
submissions.
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mythic representations of the past and questioning the amnesia
of the present. Notable examples in the programmes are Kim
Kyung-man’s An Escalator in World Order,” Dirk de Bruyn’s
Oz@1950, and Hyewon Kwon’s Untitled#3. Another striking
feature across the programmes is the use of fictionalisation in
presenting actual past events, thereby inviting another kind of
engagement with experiences and memories under erasure. Chris
Kennedy’s Lay Claim to an Island, Nadav Assor’s Coms Device,
Eija-Liisa Ahtila’s Where is Where?, along with Kwon’s video,
together demonstrate that the power of this formal strategy
often lies in the combining of narrative fragments, documen-
tary footage, performative gestures and conceptual abstraction.
Elsewhere in the programmes, such as in The Propeller Group’s
Fade In: EXT. Storage-Cu Chi-Day, we featured works explor-
ing the potential of the obviously false, or the evidently staged,
to reconsider ambiguous aspects of past conflicts. Some of the
most emotionally powerful works in the ‘Open call’ strand
took as their thematic point of departure the personal and
intimate dimensions of human experiences in turbulent times.
Chulayarnnon Siriphol’s A Brief History of Memory and Alyssa
Grossman and Selena Kimball’s Memory Objects, Memory Dia-
logues both combine visual abstraction with the textures and
surprising details of stories told by ordinary citizens of their
survival, suffering, or absurdist moments experienced during
times of crisis or repression of which they played no part in

making. The attentiveness of these videos to the evocative power

15 See Wiwat Lertwiwatwongsa’s review of the film in this catalogue.
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of things and to the palimpsestic qualities of space is echoed in
other works, such as Tan Pin Pin’s The Impossibility of Knowing,
Taiki Sakpisit’s 4 Ripe Volcano, or Raya Martin’s Ars Colonia,
which in different ways explore cinema’s relationship to his-
tory through spatial presentation as well as evocation of the
sense of touch. Combining the physicality of the rhythmically
intense with conceptual abstraction, Taiki’s extraordinary video
exemplifies a deliberately oblique approach to political context,
a tactic which he shares with other artists in the programme
such as Ukrit Sa-nguanhai (Ghosts in the Classroom) and Pieter
Geenen (Pulsation). What is fascinating in this respect is the
potential of provocative obliqueness to stimulate thoughts
about that which lies beyond established discourse concerning
the impasse or crisis to which the artists are responding.’® We
felt very honoured to be able to programme such strong and
varied examples of how filmmakers and artists use the senso-
rial, formal and documentary capacities of the moving image
to perform remembrance and to partake in broader struggles
over collective memory."”

Beyond its potential as an aesthetic strategy, provocative

obliqueness was also highly suggestive for us as an ethos for

!¢ For a detailed discussion of Taiki Sakapisit’s work see my articles ‘Again,
and this Time, Cinémathéque Quarterly, Jan-Mar 2013, pp. 36-47; ‘@igtn
AN (nang paak naak] Aan (Read) Journal, forthcoming 2013.

17 See Dirk de Bruyn’s article for an insightful discussion of other works
shown during BEFF6, ‘Raiders of the Lost Archive: the 6th Bangkok Ex-
perimental Film Festival, Seznses of Cinema, issue 62, http://sensesofcinema.
com/2012/festival-reports/raiders-of-the-lost-archive-the-6th-bangkok-

experimental-film-festival/, posted March 17, 2012.
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juxtaposing works in the screening programmes and for fram-
ing other activities within the festival. It very much guided
my decision to invite Ida Aroonwong, the editor of a leading
radical Thai-language arts journal, to start off a post-screening
conversation in response to Duncan Campbell’s astonishing film
Bernadette. In terms of its subject matter a film about British
impunity in Northern Island during the early 1970s, consist-
ing largely of archival footage of the Irish republican activist
turned Westminster’s youngest MP Bernadette Devlin, is very
remote from the preoccupations of present-day Thailand. After
all, Campbell’s work deals with a political conflict and a public
persona that almost all of our local festival attendants would
not have previously known about. Yet the sense of Bernaderte’s
strong relevance to BEFF6’s place and time surfaced from the
way in which Ida watched and spoke publicly about the film.
Or more accurately she spoke to Campbell’s film as an angry
citizen of Thailand and an inhabitant of Bangkok who is moved
to act in this local context of political crisis, a context otherwise
unrelated to the film’s original subject matter. Another discursive
space thus ensued, a space inviting a conversation all at once
about the aesthetic strategy and specific thematic concern of
Campbell’s film and about the relationship between art and

politics in this moment of emergency in Thailand.'®

'8 For responses to this screening see the text of Ida Aroonwong’s talk in
this catalogue; George Clark ‘A View from the Bangkok Experimental Film
Festival 2012, LUX Blog, http://lux.org.uk/blog/view-bangkok-experimen
tal-film-festival-2012, posted May 4, 2014; Mark Williams, ‘Bangkok Ex-
perimental Film Festival 6: Raiding the Archives’
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Regional Network
What of BEFF’s long-term plans? In the near future its past
custodians and current volunteers hope to put into action many
initiatives alongside festival organising, which will facilitate
the domestic and global circulation and historicisation of Thai
experimental moving images. Accompanying the organisation
of BEFF7, which will be directed by curator Mary Pansanga,
herself a veteran of BEFF5 and BEFF6, we aim to construct a
database of Thai experimental and artist moving images. This we
hope will be one way of contributing to the long overdue work
of creating archival resources of cinematic and artistic practices
in Thailand. Such vital archival work cannot realistically be
left to state institutions alone even if pressure must continue
to be applied to change state funding of the arts to serve civic
agendas, and to shift away from the authoritarian-modernist
modes of funding propaganda production and creating surface
appearances deemed appropriately nationalistic by officialdom.
The other key area of the festival’s long-term aim, which
we were proud to be able to substantially extend in BEFF6, is
to play a part in consolidating a regional network of exchange
and circulation between experimental, independent, artist and
collaborative moving image groups. We invited programme
contributions from Hanoi DOCLAB (Vietnam), Experimenta
(India), KLEX (Malaysia), LUX (London) and CIRCUIT
(New Zealand), among others, and we were pleased to be able
to feature several works from Indonesia sent to us by Forum

Lenteng. Activities such as these are a building block towards
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constructing a sustainable infrastructure for disseminating
experimental moving images, and for generating intellectually
robust frameworks for thinking about such questions as their
histories of practice and their tendencies of production or
circulation within a global context. The network of exchange
and support that BEFF is playinga part in constructing has the
potential to rethink existing terms and methods of defining the
regionality of movingimages, and to begin the important work
of mapping histories and modes of artists’ moving image experi-
mentation across localities.!” The need to re-establish the terms
of inclusion of non-western moving images in exhibition and
distribution is now a commonplace notion in art and art cinema
discourses. Yet the hegemonic expression of contemporary art’s
globalism relies on canon formation within existing criteria of
western artistic value. Under this model large institutions tend
to classify work according to the geopolitics of the regional and
dominant notions of the national. What would constitute a
valid alternative mode of regionalising experimental practices?
What in methodological, conceptual and practical terms would
be involved in mapping regional connections, or the translocal
characteristics of experimental cinema? A research agenda I'm
very keen to try in relation to the network to which BEFF belongs
is to explore a comparative method for mapping experimental

practices across localities. The starting point of such a method

!9 BEFF is a founder member of the International Artist Moving Image
Network, along with LUX, Experimenta, CIRCUIT, Hanoi DOCLAB and
Moving Image Archive of Contemporary Art.
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would be to recognise that it is the local yet globalised activities
of non-state actors and unofficial or semi-official groups that
shape experimental cinemas at the global margins; and this
dialectics is the basis for conceptualising regional or translocal
connections. Beyond BEFF’s work of cinematic and political
intervention in Thailand, there is important work to do here.

2013
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A Chronicle Tape Recorded Over

Wiwat Lertwiwatwongsa
Translated by May Adadol Ingawanij

We could begin by romantically describing them as underground
workers! Actually, their office is located on the ground floor
of the Goethe Institute in Hanoi rather than in some secret,
subterranean location. In a sense, though, it’s quite appropriate
to describe the work they do as ‘underground’

They are a group of cinephiles and filmmakers who call them-
selves Hanoi DOCLAB, a group established over two years ago
with financial assistance from the Goethe Institute, which also
provides them with an office. The founder of Hanoi DOCLAB
is documentary maker and video artist Nguyén Trinh Thi. At
DOCLAB, she has been organising a range of activities with
her colleagues. They have been holding screenings, discussions,
and simple filmmaking workshops, and they also provide editing
facilities for filmmakers who are just starting out.

Lined up along one wall of their small ofhice are rows of
DVD shelves and compact TV screens. To the other side there
are computers for editing, blank CDs, hard discs and tangled
cables. People pop in and out all day — artists, academics, writers...

During DOCLAB’s workshops, the participants are taught
to write scripts, shoot and edit films. As a consequence, Hanoi
DOCLAB has acquired many new friends, some of whom are
upcoming filmmakers keen to collaborate with them. Most
of the work that DOCLAB produces are documentaries and

experimental films and videos.
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In Hanoi DOCLAB’s small
office. Picture by Wiwat
Lertwiwatwongsa
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When Hanoi DOCLAB holds screenings, they use the small
side room in the Goethe building. This room has hosted such
films as Jia Zhangke’s 24 Cizy, though it isn’t an auditorium as
such. It’s basically a multi-purpose space that can be transformed
into a gallery. When I went to visit DOCLAB in April 2011,
the space was being used for artist Nguyén Manh Hung’s
show, Living Together in Paradise. He had made an installation
consisting of model condominiums scraping the mock sky.
But rather than produce replicas of the modern condo, the
‘skyscrapers’ in the installation look like the crowded low-rise

buildings that populate the Hanoi urbanscape.

Material and Method

Because of state censorship, it’s almost impossible for a casual
stranger to discover home movies or amateur films by themselves,
or the early amateur works made by the upper classes in the dis-
tant past. State authorities exert tight control over filmmaking
through such measures as the compulsory requirement to apply
for shooting permits, or through the operation of the official
studio system. Up until recently, the majority of filmmaking
activities took place under the rubric of these studios. Feature
films, propaganda features or propaganda documentaries were
made by official filmmakers who received extensive training.
Thi told me about her experience of shooting the docu-
mentary Chronicle of a Tape Recorded Over. She had intended
to travel along the route that was used as a passage for troops
and supplies during the war, from the north to the south, and
during the trip she would record the stories and testimonies of
the ordinary people who lived along that route. On her trip to

one of the villages, she was arrested by the local police officer,
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and was charged with filming without permit. Thi was taken
for questioning and almost had to spend the night in jail. What
the police didn’t know was that she was secretly recording her
interrogation. After this incident, her documentary became
an unfinished, ‘tape recorded over’ chronicle. This is a shared
dimension of experience for Vietnam’s documentary makers
and video artists. They too can be taken in for questioning

simply for going out with a camera and shooting.

DOCLAB: Result

Filmmaking in Hanoi still carries a risk, though the situation
in urban centres is easier than in rural areas. In places where
everyone knows everyone, and news travel quickly by word of
mouth, the filmmaker and his or her documentary subjects may
run into trouble quite easily.

For this reason, making personal films, experimental films,
or home videos in Vietnam is not that easy. But, having said
that, Hanoi DOCLAB holds a collection of very interesting
work (and very brave work, considering the risks the film-
makers were taking just from shooting their films without per-
mit). There are films about a domestic argument with the film-
maker’s mother, films expressing an individual’s frustration,
and documentary records of an ordinary person’s everyday life.

Underneath It All (Do Van Hoang, Pham Thu Hang &
Nguyen Thi Hong Hanh) observes the life of a teenager who
decides to drop out of school, leaving her rural hometown, to
work in a construction site in the capital. She now lives in the
construction camp with all the other young men on the site.
The documentary observes her and her friends and records her
working. The filmmakers interview her male friends on the site,

who worry about her. (I was told that migrant labourers such as
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this young woman is a recent phenomenon in Vietnam. During
the war people would stay in their locality. With the liberalisation
of the economy many people have moved to urban areas to look
for work, and this has brought with it a number of problems.)

The film starts by following the girl into the construction
camp, which is separated from the main road only by a plastic
sheet which flaps in the wind. The construction workers sleep
on wooden beds behind this flimsy sheet. We watch the hard
physical labour extracted from this girl and her co-workers as
they carry bricks and shift concrete. As the documentary pro-
gresses, we build up an image of a 16 year old girl from a very
poor background, who has been forced to go to the metropolis
to find work, to find the kind of work that’s far too physically
demanding for someone her size. All the men interviewed say
that things usually end badly for construction site girls, and
they fear that she will be heading in that direction. At the
same time, the documentary observes the display of affection
between her and some of her co-workers. The way they touch
and hold hands leaves this viewer, at least, a little concerned
about what may come.

But the point is that the film doesn’t allow us to judge. Instead,
it asks us to watch carefully. To this extent, Underncath Ir All
reminds me of those contemporary independent Chinese
documentaries that show us, with great astuteness, the lives of
anonymous, ordinary people, especially the way that they turn
their backs on techniques for manipulating cheaply emotional
responses. There is no need to dramatise the difficult lives of
people such as this young construction worker. The closing shot
of the documentary observes her in dirty work clothes, resting
on the pavement in front of the construction site. She sits on

the pavement watching other well-groomed young women in
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short skirts and glamorous clothing walk past, one by one, and
we can't tell what’s going through her mind.

A few other striking documentaries observe the vendors
who ply their trade around the Long Bien bridge. In Section
No. 8 (Pham Thu Hang), the officials are constantly check-
ing the vendors on the bridge and trying to drive them away.
(Throughout this shooting process, the filmmaker was also
constantly being driven away, as the vendors didn’t want to be
captured on video. They feared that this would expose them
to the officials.) Another documentary called 7he Mouth Gets
Wet (Tran Thi Anh Phuong) is about a community of vendors
under the same bridge. They didn’t want to be filmed either and
were constantly shooing away the filmmaker.

Perhaps the most radical work in this group is the banned
documentary Az the Water’s Edge (Do Van Hoang). The film
observes a group of elderly men who strip off and swim in the
river around Long Bien bridge. These men believe that swim-
ming naked keeps them strong, and they want to honour this
old tradition despite the fact that it is now prohibited. Among
this group of elderly swimmers is a young woman who swims
with them in swimming costume. The film slowly reveals why
she hangs out with these elderly men. She is a mentally unstable
young woman who has run away from home, and now works
as a prostitute. Her one hope in her sad life is to appear on TV
to apologise to her mother for running away.

Like the other documentaries in the group, At the Water’s
Edge focuses on observing the texture of everyday life of these
swimmers, alternating with sequences interviewing them. This
group of people exists at the margins of society, and whatever it is

that they have to endure comes out slowly in the film — through
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silent observations, sequences showing small, incidental things,
or the little slips that people make as they are talking. The film
begins with an astonishing shot of the men swimming naked in
the river, before gradually building up a bigger picture through
the details that tell us that they are not mad. For them, this is
tradition, and although it is now a banned tradition, they will
carry on doing what they have been doing for decades. Then the
film introduces us to the friendly, chubby young woman. The
film observes her for a while, swimming with the men, before
cutting to an interview with her. She eventually reveals her per-
sonal tragedy, but, like Hanoi DOCLAB’s other documentaries,
the film doesn’t end by inviting us to judge. All we can do is
observe, look closely at the lives of these ordinary, anonymous
people, and perhaps take note of the way that their suffering or
fleeting happiness can ultimately be traced back to the bigger

system that’s weighing down on them.

Discussion

Hanoi DOCLAB members told me that screening films is no less
difficult than shooting films. The state also exerts tight control
over the exhibition side of things. In Vietnam, in order to screen
films in public, exhibitors must submit a copy of each film for
vetting before they can be screened. When Hanoi DOCLAB
tried to show the Long Bien documentaries, they were pro-
hibited by the censorship office with the reason that the films
represent ‘an inappropriate image of the country” The control
is less rigid if screening activities are held in collaboration with
foreign embassies or international institutions. (This is one of
the reasons why Hanoi DOCLAB organises screenings with

the Goethe Institute.)
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Hanoi DOCLAB’s momentum is tremendous. They current-
ly hold regular workshops and organise regular screening events
at the Goethe. Although the Goethe’s funding will probably
run out in a few years time, I sincerely hope that the group will
be able to continue their great work.

In my trip to Hanoi, I didn’t manage to come across old or
contemporary home movies and amateur films that would have
told me something about the lives of this city’s inhabitants.
(Having said that, at some point I will write another piece about
the absorbing, otherworldly experience I had watching un-
subtitled old propaganda films at the Vietnam Film Institute.) In
away, this piece feels to me a bit like a home movie — a montage
of fragments and re-recordings that evoke the richness of the
time I spent talking, exchanging ideas and enthusiasms with
the admirable team at the Hanoi DOCLAB.
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Dispatches from the Archives in Taiwan
and Hong Kong

George Clark

Part 1 : Taiwan

For my research for BEFF I visited the main film archives in
Taiwan and Hong Kong. These two regions have along history
of cultural dialogue but their film and art sectors developed
under remarkably different social-political contexts. As such,
the findings in their respective archives present fascinating
overlaps, differences, and stark contrasts.

In Taiwan I spent my time at the Chinese Taipei Film
Archive (whose very name is evidence of the still contentious
issuc of Taiwan’s nationhood and its relationship to China). I
watched numerous films including early films produced dur-
ing the Japanese occupation of the island between 1895-1945.
The films made by the Japanese administration, Japanese travellers
or residents and wealthy Japanese-educated Taiwanese, range
from early documentation of aboriginal communities to depic-
tions of the Japanese infrastructure in various travelogues which
sought to promote tourism to the region. As well as revealing
the important influence of Japan on the island, these films are
the only real glimpses of life there prior to the withdrawal of
the Republic of China (R.O.C) to the island in 1949 and the
declaration of Martial Law under Chiang Kai-shek, which in-
stigated a 40 year cold war with the People’s Republic of China.
Under these conditions, which lasted into the late 1980s, all

media was strictly controlled, especially during the 1950s and
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1960s. Therefore only a very small number of films made outside
of the state controlled film industry are known to exist.

Tony Wu, an established artist filmmaker and dynamic
curator in Taipei, who runs the city’s experimental media art
festival EX!T,' launched in November 2010, told me the fol-
lowing. When looking for a point of origin or beginning of
independent or experimental film in Taiwan people start with
the group of artists and filmmakers who introduced European
art and film theory to Taiwan through the magazine Theatre.
These included Chen Yao-qi, Qiu Gang-jian, Chen Ying-zhen,
Zhuang Ling, Huang Hua-cheng and Zhang Zhao-tang. From
this group only a small number of their films are still known to
exist. I watched two films by the photographer and documentary
filmmaker Zhuang Ling, in which he recorded his family and
pregnant wife in Life Continued (1966) and then a year later
filmed scenes from the first year of his baby in My Newborn Baby
(1967). Together these films present a rare image of life under
Martial Law, in stark opposition to the majority of images of
the time which, as ‘official’ productions, are generally regarded
as propaganda.” In the late 1970s the film culture became more
complex and also less historically defined. Not only was there an
increase in filmmaking during this period but there also was the
establishment of film schools and the advent of organisations
such as the Golden Harvest Awards in 1977, which aimed to
support ‘experimental’ and independent documentary film-

making. Prize-winning works from this festival were toured

" http://exit2010.blogspot.com/

*The history of state media and propaganda is fascinating and seems largely
unexplored. The archive maintains a large collection of government made
newsreels but I only managed to watch a few of them. They offer a marked
contrast to the limited instances of independent production in Taiwan, and
give an added weight to otherwise humble works such as Zhuang Ling’s films.
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throughout the country and now form

a valuable collection at the archive.
Among the fascinating films from

the late 1970s and 1980s in the Golden

Harvest collection, there were striking

examples of a variety of modes of film-
making, but more intriguingly they
constitute only a cross section of works
made during this time. As such the films

represent a tantalising suggestion of a

whole variety of alternative film practices
still to be explored (and currently not  Life Continued (Zhuang Ling,
part of the archive collections). The ~ 1969)
short works range from ethnographic
and documentary films such as Ruey
Jing’s Wang Yien The Puppeteer (1982),
aportrait of a traditional puppet master
commenting on his waning influence, to
carly surreal shorts by director I-Cheng
Ko, such as his folktale Labyrinthine
Forest(1981) and the Maya Deren-esque
psycho-drama The End of Flow (1981).

Place to Live, Place 1o Dieis a fascinating

materialist film, made using fragments

My Newborn Baby (Zhuang

of archival footage to evoke the fate of  Ling, 1967)
the generation of the filmmaker’s parents
and the massive social changes they lived through.

Some of the most interesting films were also those produced
at various universities. A particularly good example is the film
Art of 24 Frames which was produced by the motion picture

department at the National Taiwan Academy of Arts, where
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Hou Hsiao-Hsien and other established directors studied. The
film presents a taxonomy of experimental techniques, such asa
distorted view of the street, followed by an instructional image
of a woman moving a piece of molded plastic in front of the
lens. Made by the department as a technical exercise, this is a
literal experimental and collective film which provides an insight
into the pedagogical area of film practice within the context
of state run film training and production. In contrast Family
movie (1981), made independently by the photographer Liao
Shuzhen, is a remarkably moving portrait. The film follows the
build-up to the birth of the filmmaker’s child as well as providing
a glimpse of his life as a photographer. Shot on what looks like
super8, it intimately shows family and communal life among
friends and artists. Given the scarcity of independent depictions
of family life, it echos Zhuang Ling’s films of his family from the
late 1960s, as well as exploring the possibilities of developing
an independent life and culture during the 1980s.

As well as these works at the archive I was also able to visit
the excellent Taipei Fine Arts Museum which was holding the
first substantial retrospective of artist filmmaker Chen Chich-
jen in Taiwan. The works of this fascinating and internationally
celebrated artist reflect upon the unique socio-political context
of Taiwan and its history. His formally rigorous and historically
penetrating films explore the hidden ‘social reality and histori-
cal context of Taiwan.” Although active in performance during
the Cold War/Martial Law period in the 1980s, Chen stopped
makingartin 1987 and only resumed his practice in 1996 with
abody of work exploring the history of photography and those
whom it depicts. Starting at this point, the exhibition O zhe
Empire’s Borders, surveys Chen’s work from 1996-2010.
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Chen’s beautifully crafted films, mainly shot on 16mm and
then projected in HD video, revolve around specific sites in
Taipei related to his own upbringing and the repressed political
and social histories of the city. Military Court and Prison (2007-
2008) examines the Jingmei Detention Center which housed
political prisoners during the Kuomintangyears. Factory (2005)
invites former employees to occupy the closed factory in which
they used to work. Both films examine the history of Taiwan
through the Jingmei area in which the artist grew up. The Route
(2006) stages a symbolic strike with Kaohsiung longshores-
men, who in the 1980s had unloaded cargo from the Neptune
Jude, without knowing that the boat was being boycotted by
dockworkers across the world. In so doing it explore Taiwan’s
relationship with the global culture and economy. His most
recent installation, the three screen Empire’s Borders I — Western
Enterprises, Inc., explores the influence of America on Taiwan
through re-staging memories of his father’s involvement with
the Anti-Communist Salvation Army, initiated by the CIA and
the nationalist government of Taiwan.

Alternative film practice in Taiwan has been understood
largely in relationship to international film culture and the
history of cinema, especially with the international attention
generated by Taiwan New Cinema and the films of Hou-Hsiao
Hsien, Edward Yang and Tsai Ming-Liang. But looking at these
archival films in the context of such accomplished contem-
porary artists as Chen Chieh-Jen, who powerfully explores
repressed labour histories and the possibility of performance
and participatory practice to explore such histories, one might
suppose that alternative film practice in Taiwan also needs to

be considered in the broader framework of contemporary art.
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Part 2 : Hong Kong
Hong Kongs film culture is distinct from that in Taiwan in many
ways, primarily in the sheer diversity of productions enabled by
the former’s relationship to audiences throughout Asia. Largely
free from political interference or persecution, the film industry
was founded in the 1930s and 1940s by exiles from both China’s
political spectrums. The transplanted film industry and migrant
producers from Mainland China lead Hong Kong to produce
films for Mandarin speakingaudiences through companies such
as the Great Wall, largely supported by the People’s Republic.
The studio also made nostalgic Mandarin speaking pro-R.O.C.
films for Taiwan. On top of these were also a range of films for
local Cantonese speaking audiences in Hong Kong and the
Chinese diaspora throughout South East Asia and overseas,
not to mention films produced in other languages and dialects.
Given the large amount of freedom from government cen-
sorship or control, a wide range of independent production
companies developed in Hong Kong dating back to the 1930s.
Despite Hong Kong cinema’s reputation as a hyped up, anything
goes version of Hollywood, it has had an incredibly diverse
film culture. Different forms of alternative and independent
film culture date at least back to the 1960s through organisa-
tions such as the College Cine Club founded in 1968 and the
Phoenix Cine Club founded in 1976.

Experimental Films:

Film culture in contemporary Hong Kong is suitably well
served. The Hong Kong Film Archive (HKFA) has a cinema-
theque, book and video library, exhibition space and a range
of publishing activities. There are also the specialised video and

media art collections held by the arts organisation Videotage, the
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collection of short independent films maintained by the Hong
Kong Arts Centre, and the valuable collection of public records,
photographs, documentary and information films held at the
Hong Kong Public Records Office. During my trip I focused
mainly on viewing films at the HKFA. I also watched various
fascinating newsreels and public information films stored at
the Public Records Office.

Many of the independent works that are part of the HKFA
collection are due to the excellent i-Generation film series that
was organised in 2001 by video artist May Fung to survey this
area of practice from 1960 to 2001. The earliest independent
and experimental films known to exist were made by Ho Fan,
a photographer who worked as an actor in the 1960s and
later had a prolific career as a director in the Hong Kong film
industry. Prior to this he made the independent films Big Cizy
Little Man (1963 ), which shows the contradictions in the life
of a distracted business man living between his cramped apart-
ment and the commercial modern city. He also made the black
and white Home Work (1963), which shows the same suited
protagonist moving through nocturnal Hong Kongand getting
caught up in a psychedelic party. In comparison to these dream-
like allegories of modernity are the early minimalist films of
critic and former HKFA film programmer Law Kar. Across the
Broad (1966) is shot from the window of a taxi crossing Hong
Kong, the view is dictated by the stop and start rhythms of the
traffic and the camera’s maximum shot length. Reminiscent
of David Lamelas’s Time As Activity series, the film presents a
cross section of the city restricted by a particular point of view,
route and shot duration.

A fascinating collection I watched in the archive were a

group of super8 political films documenting protests rooted
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in the anti-colonial movement that emerged in the late 1960s
and 1970s. The British colonial administration’s move to raise
the cost of the Star Ferry in 1966, the sole route from the
Hong Kong peninsular to Hong Kong Island, sparked a series
of riots and protests about the administration’s disregard for
its population. A4 Place To Live: Boat People, an hour long silent
super8 film, chronicles what Lui Tai-lok described as the most
notorious and momentous social conflict in the late seventies,
following the campaign of the Yaumatai boat people to be re-
settled on land. Showing the development of the protest from
a localised issue to one which is supported and championed
by the broader student and anti-colonial movements, the film
provides a remarkable insight into the protestors’ attempts to
establish basic human rights.

A more militant protest movement, which was loosely
aligned with the Cultural Revolution in China, related to ques-
tions of the sovereignty of the Diaoyutai islands, a collection
of largely uninhabited islands in the East China Sea northwest
of Taiwan. Claimed by the Japanese during their occupation of
Taiwan, and administered by the US after WWII, the island
was controversially returned to Japan by the Americansin 1971,
which sparked the anti-Japanese ‘Defend Diaoyutai movement”
This movement shows the complexity of political identity in
Hong Kongand the region’s relationship with the People’s Re-
public. A super8 film by Lau Fung-ji presents a public meeting
of the ‘Defend Diaoyutai movement in Hong Kong juxtaposed
with May 1st protests in Hyde Park where we see shots of pro-
Mao campaigners marching through London streets. Posters
in Chinese and English, such as one which declares that “The
United Nations Is Not The American United Nations’ are

direct critiques of the foreign handling of the Diaoyutai issue.
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Home Movies:

As well as the collection of experimental films and docu-
mentaries, the HKFA has three main collections of home
movies that were available to watch during my visit. The Bray
Family collection consists of 16mm and 8mm films produced by
Dennis Bray and his father Reverend Arthur Bray, a Methodist
missionary in Southern China in the 1930s. Dennis Bray was
born in Hong Kong in 1926 and was involved in the colonial
government until his retirement in 1985 as Secretary for Home
Affairs. The film collection can be divided clearly between the
father and son’s work. The father filmed mainly in 16mm in
black and white, and his films have a discernibly more formal
observational aesthetic to the son’s more informal and intimate
8mm color films.

The father’s films, in particular Life of South China in 1930s
and Emergency Relief Services Provided to Victims of Shek Kip
Mei Fire in 1953, are remarkable records of life in Southern
China and Hong Kong. Featuring carefully observed scenes,
these two films attempt to document the people and places of
their time. The first film pays particular attention to the rural
agricultural workers in Southern China and throughout his work
there is a clear fascination with the local culture and people. The
second film depicts the aftermath of one of the most horrendous
squatter fires in Hong Kong, which led to the implementation
of the colonial government’s public housing programme. The
fire in Shek Kip Mei in North Kowloon destroyed the housing
for over 53,000 people, many of whom were new migrants from
mainland China. The film surveys the aftermath of the fire, and
portrays the relief effort, the organisation and distribution of
food rations, money, and medical supplies. The film ends with

bulldozers flattening the ground on what will become the new
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building site. The new tenement building on this site was the
first of the colonial government’s public housing projects and
as such laid the groundwork for the government’s vast hous-
ing programme that has come to define modern Hong Kong.?

In contrast to these films, the work of Dennis Bray who shot
with 8mm colour film, is more lively yet a little less focused. His
film Scenes of Hong Kong in 1950s includes acrial footage of the
island and the yet to be developed New Territories, filmed from
the air while he was a cadet officer. Dragon Boat Race on Tai
Po in 1950s depicts the famous boat race, but pays more atten-
tion to the colonial participants rather than traditional aspects
of the race. In contrast to his father’s films, Dennis Bray’s work
provides an insight into the life of the British colonists on the
island, with films depicting his lavish home on Hong Kong
Island, various family outings and house parties. In focusing
on family life, the gap between the colonial government and
local culture is starkly illustrated, with the only real presence
of people of Chinese origin being workers in the house. Yet
within these domestic films there are various striking sequences,
such as a nativity play performed by a cast of local Chinese and
British children, which gives a hint of the social and cultural
configuration of the island at this time.

In contrast to the Bray films, the collection of Ho Kom
Tong (1866-1950), described in the HKFA’s catalogue as a
“spectacularly rich entrepreneur, philanthropist and leader

of the Chinese community” presents the world of the island’s

* The government’s humanitarian response to the fire, it has been argued,
has been exaggerated over the years. The decision to build public housing
was slow even after the fire, and other factors such as the relationship to
China were more important in starting the government’s housing project.
Alan Smart critically discusses the government’s response to the fire in the book
The Shek Kip Mei Myth: Squatters, Fires And Colonial Rulers in Hong Kong,
1950-1963 (Hong Kong University Press, 2006.)
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Chinese elite. Currently out of the 27 sets of 16mm film recently
donated to the archive only three films are legally available for
viewing.* Pivotal figures in Hong Kong history, the Ho family
was the first Chinese family permitted to live on the mid-levels
of Hong Kong Island during the colonial period. Ho Kom
Tonghimselfhad 12 wives and reputedly more than 30 children,
one of whom was the mother of Bruce Lee. Kom Tong Hall,
built in 1914 is one of the major historical buildings in Cen-
tral Hong Kong. Since 2006 it has housed the Dr Sun Yat-sen
Museum.

Two of the reels are straightforward depiction of their
subjects, a Shanghai race track and a theatrical perfor-
mance, with little context or presentation of the surround-
ing social occasion. On the other hand the film referred to
as Politics is a truly fascinating depiction of a gathering of
Chinese politicians, community leaders and businessmen in
the 1930s. The film has some intertitles in Chinese and Eng-
lish, explaining who some of the guest are and dating the film
October 1931. Depicting many of Ho Kom Tongs associates,
the film includes shots of greetings and walks through the
gardens of a beautiful house, as well a great scene in which the
men assemble for a group photo. Fascinatingly the film also
features the men at play, drinking and swimming together. The
cameraman is not an impartial observer, as guests raise their
glasses or wave to the camera at various points.

The final collection I looked at, and the largest personal
collection at the archive, is that of Sir Lindsay Tasman Ride
(1898-1977), who was the Vice-Chancellor of the University
of Hong Kong from 1949 to 1964, and was born in Victoria,

* Due to the high profile of the people who appear in the films there are some

legal restrictions on what the archive can show at the moment.
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Australia. The collection consists of 59 reels of footage in 8mm
and 16mm formats (out of which 49 have been telecined). The
preservation of this material is shared between the HKFA and
the Hong Kong University, the development and expansion of
which is the subject of many of the films. The films date from
his time as a medical officer in Southern China in the 1940s
through his time at the University, presumably into the late
1960s if not also the early 1970s during the last years of his life.

A doctor of medicine, the films bare the traces of a scientific
sensibility. They are predominantly observational and rarely
depict Ride’s family or domestic life, except on his vacations or
trips outside Asia. Many of the films are dedicated to the local
wildlife and flora and fauna of Hong Kong, and studiously
depict the various flower and animal species in his garden or
surrounding his house. Some presumably rare species are even
filmed in front of a white board for study. These films relate to
the fascinating history of exchange between British and Chi-
nese scientists that has its origins in the early encounters dur-
ing the Qing Dynasty, when people historian Fa-Ti Fan refers
to as the trader-naturalists, or those who were employees of
companies such as the East India Company, also moonlighted
as botanical correspondents for Kew Gardens and other British
natural history institutions.’

His earliest films, made in southern China, document his
work as a medical officer and feature strikingly filmed interactions
with local Hakka communities. Later on, various films of his
also document the Hakka communities in Hong Kong. Many
of his films document his travels in Southeast Asia, with careful

studies of local architecture, ancient monuments, landscapes and

> See Fa-Ti Fan, British Naturalists in Qing China: Science, Empire, and
Cultural Encounter (Harvard University Press, 2004).
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the busy streets of Macau, Thailand and Indonesia. Some of his
most remarkable films extend his analytical eye to depictions
of the city of Hong Kong. Rigorously filmed, his clear-sighted
documentation of the city’s streets depicts the different social
configurations of Hong Kong that literally interpreted the class
system based on distance from sea-level. Filmingin clear static
shots and occasionally tracking down the streets, the films record
the densely populated lower levels filled with people, signage
and clothes hanging from windows up to the quiet and largely
empty higher levels occupied by the upper classes.

As well as his fascinating raw footage, the collection also
includes the 10-minute film The Launching and Trials of the
Hong Kong University Fisheries Research vessel M.V, “Alister
Hardy” that was produced for the University. With the help of
various cameramen (avid members of the local colonial cine-
clubs ¢) the film documents the christening of the University’s
new research boat. Beautifully filmed, it records the diverse
academic community at the University joyously launching the
boat and taking it on its maiden voyage. The film ends with a
shot of a man in a Scottish kilt, presumably Lindsay Tasman
Ride (who was of Scottish ancestry), dancing a jig on the boat

with a glass held in the air.

¢ There is a long history of amateur colonial filmmakers in Hong Kong, who
made films in their spare time. These amateur filmmakers seem to have been
most active in the 1950s and 1960s and their work provides a valuable record
of the region at that time. This area wasn’t my focus but I did watch various
works by the prolific Dutch filmmaker Michael IJsbrand Rogge (also credited
asJ.C.Rogge). He now maintains a youtube channel and has been studiously
uploading clips from his personal film archive - http://www.youtube.com/
user/MichaelRogge/featured. He was a member of the ‘Hong Kong Amatuer
Cine Club’ which produced various films such as an excellent documentary
on the Queen’s visit to the colony in the film Coronation festivities (1963)
that was collectively made by a team of amateur filmmakers including N.T
Assomull, W.T. Bushell, E.J.M. Churn, ].C.Rogge, K.A Watson.
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Southeast Asia in Kodachrome

Richard Lowell MacDonald

I came across this large collection of amateur films shot in Ma-
laya, Burma, Siam and India by searching the excellent online
catalogue of the Imperial War Museum, London (http://www.
iwmcollections.org.uk). The IWM’s emphasis on public access
meant that it was easy for me to contact them to make an ap-
pointment to view some of the films on site and free of charge.

Most of the material relating to Southeast Asia held at WM
is newsreel footage shot by film units attached to South East
Asia Command (SEAC), which was set up to oversee Allied
activities in the region during the Second World War. They fea-
ture militarily significant events such as meetings with political
leaders after the Japanese surrender and the hospitalisation and
repatriation of prisoners of war. But in amongst these films made
for official purposes are collections of privately shot amateur
films featuring public and military events, scenic/sightsecing
tours, and more personal and domestic material.

The largest of these amateur collections is the Colonel Frank
Outram Hodgkinson series, which comprises 167 catalogue
entries. This is a vast collection of footage dating from the mid
thirties to the early fifties. Most of the collection was shot on
Kodachrome, and although I am no expert on amateur film style
from the period these films have been shot with some stylistic
flair and ambition. There are frequent use of cutaways, close ups,

slow and reverse motion and the construction of short narra-
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tive sequences with hand painted title cards and cross cutting
between two lines of action. Hodgkinson was clearly a serious
film enthusiast.

The 16mm reels have been
transferred onto Betacam tapes,
so that one tape will often con-
tain multiple reels. Given that

the reels themselves contain some

abruptly spliced and seemingly

discontinuous footage, this com-

Frank Outram Hodgkinson’s end card

binatory act creates a further level
of disjuncture and disorientation. One beta tape will shift
abruptly from what could be described as ethnographically
inspired footage of costumed hill tribes to footage of the Brit-
ish naval fleet to close ups of SEAC commanders posing.
Some of these juxtapositions display an unconscious debt to
the subversive logic of Soviet montage, sudden cuts from the
beautiful bougainvilleas of the Hodgkinson’s lush garden to the
pumping black oil derricks of the Irrawaddy delta.

Born in Kanpur, India, Hodgkinson was (as far as I know)
a career officer in the Indian Army stationed in the Federated
Malay States in the early 1930s, then moving to Burma with his
wife and young son around 1935-6. During the war he joined
the SEAC Film Unit as a commanding officer, and his proximity
to the upper echelons of SEAC command including Supreme
Commander Mountbatten are suggested by some of the later
footage. After the war he appears to have remained attached
to Mountbatten’s staff and there are several reels of film that
relate to events surrounding Indian independence and partition

including Gandhi’s funeral, Nehru’s garden parties etc.
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Scenes from Hsipaw market,
Shan State, 1945

The earliest films in the collection date from around 1933.
This pre-war footage predominantly records domestic scenes
of the Hodgkinson family and the leisure pursuits of their
wider social circle hanging out at a swimming club in Taiping,
taking trips down the Perak river, fishing, camping and so on.
Swimming and diving was clearly a popular pastime for the
Europeans in Malaya judging by the many feet of film devoted
to recording high diving in Riefenstahl-like slow and reverse
motion. Where there are images of children there are nannies
and maids on the periphery of the frame. One sequence follows
agroup of toddlers, immaculately dressed in white dresses, shirts
and shorts as they emerge from a building, clutching a stuffed
toy, and following each child is the nanny. The children gather
in a circle and behind each one a nanny creating an outer circle.
The camera pans the circle of children taking in the nannies’
hands resting on their shoulders.

Perhaps the pick of the whole
collection is the footage of
two funerals, both huge public
events. One is the funeral in

1947 of the Burmese national-

ist leader Aung San and other
assassinated cabinet members,
the second is described as the
funeral of a chieftain ruler of
Hsipaw, one of the Northern
Shan States of Burma. Aside

from the historical interest of

footage of these events, these

films involve huge crowds and
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teem with incidental detail and visual interest. The Hsipaw
funeral reel, in addition to the astonishing visual spectacle
of the mass procession behind the coffin, also contains some
fascinating footage of Hsipaw market at festival time including
sequences of gambling involving a dice game and a large roulette
type wheel of fortune, and lots of festival food, kids eating sweet
desserts, ice puddings, vendors selling duck. There are also some
wonderful clothes in this reel, white wide brimmed hats, black
umbrellas and Shan highland troops parading with bagpipes.
The funeral of Aung San is similarly rich in the incidental
detail that comes from unstaged crowd scenes. Women with
black armbands are handing out sweets and clay cups of water
to mourners in the street. The funeral procession includes vari-
ous groupings, monks of course, but also jockeys wearing their
racingsilks, British and Indians in groups paying their respects.
Finally there are three or four reels of Bangkok, which the
IWM archivist has estimated date from 1947. These reels may
be useful for us partly because they show an unfamiliar view
of familiar city streets and monuments bereft of traffic. The
longest of these reels starts as a sightseeing film, following
one of Hodgkinson’s SEAC colleagues as he is shown around
the Grand Palace by two smartly dressed local women. This is
followed by panning shots of Democracy Monument and the
wide, utopian-futuristic, eerily traffic-free streets of Ratchad-
amnoen. This is also the location for another interesting film
I viewed at the IWM, of a Peace Parade in September 1945.
This film was produced by the SEAC Film Unit and features
Free Thai resistance groups, including Women’s Services, and
a shoeless Khon Khaen regiment marching past and saluting

Pridi Banomyong.
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News for home

Brigitte Paulowitz

For my BEFF6 research I chose to visit the Eye Film Institute
and Beeld en Geluid (‘The Netherlands Institute of Sound and
Vision). Both are currently involved in a huge preservation and
digitisation project called Images for the Future. The project’s
theme for 2010, the year I visited, was Indonesia, and its aim
was to catalogue and make many more footage accessible on
different channels by the following year. (Some of these are ac-
cessible on http://www.openbeelden.nl/) Another outcome is
a book/DVD publication by Janneke van Dijk, Jaap de Jonge
and Nico de Klerk on the films of J.C. Lamster (J.C.Lamster,
Een vroege filmer in Nederlands-Indie).

The Eye Film Institute holds all the films of the Nether-
lands’s Royal Tropical Institute, which started commissioning
films in the colonies from around 1910. The Institute has also
been accepting holiday and other family films from the colo-
nies, material taken at any time throughout the existence of the
Dutch East Indies, but also from later periods. It also has footage
and films received or taken during the war years, between 1942
and 1945. These include some Karaoke-like Japanese propa-
ganda films in both Japanese and Bahasa Indonesia.

Many of the early films were shot to convince people that life
in the tropics was simply marvellous. Interesting images were
generated from the early days of the camera’s presence, detail-

ing the daily lives of the Europeans, school scenes, Indonesians
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at work on plantations and getting
paid, people doing the housework,
including the much-repeated scenes
of people drinking tea on their
terraces.

In general there is a big differ-
ence between the earlier footage,
which tend to show colonial fami-
lies in clichéd images symbolised
by huge shiny cars and copious
amounts of servants. Towards

the 1930s, as filmmaking became

more accessible to a broader strata

From the DVD J.C. Lamster an early

filmmaker in the Dutch East Indies, .
Eye Film Institute modest houses, with fewer servants,

of people, we see families in more

those who seemed to be living a
much more urban lifestyle. There is, for example, footage from
the family Kerbert showing a Dutch woman doing the dishes
beside two servants.

One of the favourite films of a colleague of mine who works
at the Institute, Nico de Klerk, is called The Servants of the
Sanders Family. This film shows the family participating with
enormous pride in the wedding of their cook. It is evident that
the scenes are staged for the camera and that there is a great
sense of familiarity between all involved. What makes these
films interesting for us is that they don’t necessarily show the
kind of clichéd colonial images on human relationships that
we might expect to find.

Another great family collection held at the Eye Film Institute

is that of a Chinese-Indonesian-Dutch family by the name of
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Kwee, whose films were shot by a family member called Kwee
Zwang Liang. They were a very rich family that owned a sugar
factory near Cirebon in Java. They were, in fact, so rich, that
when the Siamese king Rama VII and his queen visited Java
and Bali in 1929-30, Dutch officials asked the Kwees if they
would host the royal couple in their very fancy mansion. The
officials could think of no other place grand enough for a king.
The family agreed, and Kwee Zwang Liang was able to film
the visit. In this footage we see Rama VII arriving, sitting for a
group photo (while smoking), and filming some dance in the
garden of the house.

Another film in the Kwee family collection shows some of
the following random scenes of everyday life. We see the Grand
Hotel Bandung, traffic scenes, the family shopping in Bandung
for hats and jewellry, and at the spa. We also see the funeral of
Njio Swie Lian, which was a big event and drew huge crowds.
The funeral footage is particularly striking given the amount
of people and the details captured in the frame. Another film
shows beautiful images of people working in the fields, including
poetic shots of buffaloes. It starts with a Kwee family member
inspecting work in the sugarcane fields, going across in norry
trains. We see the irrigation system and the factory building in
Djattipiring from 1922. We also see people carrying household
items, and there are monkeys eating durian and rambutan on
the side of the road.

Another collection Ilooked at was interesting from the point
of view of what might be called survival history. Apparently,
amongst the ‘war goods’ the Dutch brought back were large
collections of home movies. They didn’t know what to do with
them, and so exhibited them all over the Netherlands, hoping

some families would recognise the people in these home movies
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and claim them. This actually worked in some cases. Then the
Dutch authority gave the material to the private collector Mr.
Zaalberg, who made compilation films and showed them all
over the country. I don’t know what became of this collector,
but what is left of his compilation films at the Eye Film Institute
is avery Russian-like montage of footage of unrelated families!

The collection at The Netherlands Institute of Sound and
Vision that I was interested in is called the smalfilmmuseum.
Its curator spent 15 years collecting home movies with the help
of volunteers. The project became stalled due to the sudden
death of this collector, but the archivists here say that all the
material from this collection will soon be available for view-
ing. An interesting film from the 1930s shows the eruption of
Mount Merapi in Java. We see the destruction and devastation
in the surrounding area, refugees walking in long lines, a thief
being arrested, and food and assistance being provided for the
refugees. Then we sce a flight on an airplane, a portrait of the
pilot, with the last sequence being scenes at a pool. Another film
I found interesting, mainly because I didn’t understand too well
what was going on, shows an engagement party in 1936 with
some Japanese and Indonesian people present. An Indonesian
woman is shown signing a paper, but she never appears again
afterwards, and I couldn’t figure out who were meant to be
the couple getting engaged. The film ends on a military boat
with both Japanese and Dutch military present, some sumo
presentations and a Japanese war plane at the side.

The most interesting collection for me from this Archive is
the Wouter Kuyck private films. Like many of the amateur films
it was made for close ones back home — and in this respect quite
unlike officially commissioned advertisements extolling the

good life in the colonies. This aspect of shooting home movies
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becomes very clear when one reads the letters, that Rien Kuyck
sent back to her parents on a weekly level, including detailed
description of what is seen in the films. The films have explana-
tory intertitles (in Dutch). Recently a DVD of their films has
been issued, whereby Wouter Kuyck’s footage is combined with
(Dutch language) texts from these letters to give contemporary
viewers a sense of context; and a book publication is provided
with the DVD. What is interesting about this collection is that
it actually implies a very different way of capturing footage from
filmic recordings for personal viewing — for yourself, in other
words — which is usually the function of home movies.

On both my trips to archives I was relying heavily on the
help of the archivists, who were very welcoming, resourceful and

really supportive, for which I wish to thank them all very much.
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Home Movies, Our History

May Adadol Ingawanij

What you see isn’t what you get is the phrase that comes to mind
once you get to know the Thai Film Archive. I've brought enough
visitors there to recognise the mild look of alarm as they take
in the landscape of abandoned fields and half-finished condos
along the lorry-dominated Phutthamonthon Sai 5 Highway,
in a province neighbouring Bangkok, leading to the Archive’s
front gate. The Cinematheque Thailande this is not.

Nervous feelings about the place do subside once you be-
gin to separate the idea of film culture from the image of chic
urban location. In my case, once I'd gotten used to riding out
to the Archive on the surprisingly reliable bus no. 515, 1 began
to like that it was situated somewhere so...surprising. Walking
through the gate past the resident dogs to the film museum
building, painted cheerful saffron, I learnt to adjust my ears
to the quietness that envelops its modest cluster of bungalows
and porta cabins. As far as atmosphere goes, this incongruous
place is actually far more conducive to the dreamy work of film
viewing and tracking down historical material than the techno-
dystopian screech of Pathumwan-Ratchaprasong.

The Archive has been around since 1984, thanks to the
quiet tenacity of its founder-director Dome Sukvong. Judging
from the volume of phone calls its staff receives from people
looking for footage of the two defining images of Thai national

identity: royalty and 14 tula (the 14th October demonstra-
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tions and overthrowing of the military government), I'd say

much remains to be done in terms of raising awareness about
its rich and varied collections. The Archive says it houses all
sorts of moving images and cinema ephemera: feature films,
newsreel footage, documentaries, propaganda films, home
movies, recordings of interviews with film luminaries, stills,
posters, film magazines and so on. Right now storage remains
an issue, along with accessibility. Until one of its many works
in progress is up and running: a project to provide a publicly
accessible computerised cataloguing system, you need to think
a bit laterally about how to get to relevant material. I made do
with the Archive’s old-fashioned catalogue: several hardback
account books filled with Thai-language entries, kept in a box
in the container cabin that doubles as a makeshift library. The
librarians there do have access to an internal computer database,
and they will search things for you on request. Bump into Khun
Dome on a less busy day and chances are he’ll come up with
something off the top of his head.

Things should get easier in the next few years. Having recently

won the long fight to change their institutional status from a mi-
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nor bureaucratic department to that of a public corporation, the
Archive now has greater autonomy and a substantially increased
annual budget to work with. (You didn’t misread the container
part. We're waiting to hear if the government will release the
budget to build a proper print storage and research facility.)

I decided to focus on the home movies holdings, as it seemed
unusual for a collection of this sort to feature so prominently
in a national film archive. For some years now the Archive has
been runninga campaign to encourage people to donate home
movie reels and tapes, and the project is clearly paying off. Flick-
ing through the entries in those handwritten books threw up
interesting clues about the transformation of daily life in Siam,
especially from the Cold War period. The great theme of home
movies was (and remains) the holiday trips. The beach resort
of Bang Saen, a few hours’ drive to the east of Bangkok, came
up very often. The dating wasn’t always clear, but I would guess
these were mostly footage from the decades before Bang Saen
fell out of fashion, which occurred some time towards the end
of the 1980s.

The entries on foreign holidays reminded me that there was
atime when Hong Kong, Singapore and Penang featured as the
top three most fashionable destinations. I got the impression
that most of the holiday footage from Europe came from a later
period, possibly the 1980s. It would be interesting, too, to track
more closely the dates from which footage of holiday trips to
Mainland China began to appear. Given the country’s large
ethnic Chinese population (especially in Bangkok) and the his-
tory of their enforced cultural assimilation during much of the
twentieth century, fuelled by the fear of communism, a closer

look at footage of this sort should provide food for thought.
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With amateur films it’s usually the flash of something that
stays with you — a puzzling detail or a glimpse that somehow
stimulates personal memory. I watched an old compilation film
shot by an Australian called Warren J. Parsons, who worked in
mines in Phuket between the 1930s and 1950s. He shot black
and white footage (largely from the 1930s) of mine structures
and labour, including child labour. There are scenes of flooded
streets, with Europeans in huge cars, and a local man wading
through the water carrying a bicycle. Suddenly, between the
domestic scenes and shots of Chino-Portuguese style shop-
houses, there is a shot of Europeans on a boat. But curiously,
in this shot, the camera catches sight of a swastika pendant on
the boat’s prowl. Does this tell us anything about Phuket during
the interwar years?

A silent black and white home movie I fell in love with
belonged to a Sino-Thai man called Chuan Sapsoonthorn. On
the compilation tape dated 1986 the credit title says all of the
footage were shot by Khun Chuan 30 or 40 years prior to the
insertion of this text, with the rest of the editing completed in
that period. Although the copy I watched wasn’t in great shape,
I still loved the wonderful stillness of his images. Here was
someone who had a real instinct for the intimacy, the magic,
of the time machine he was experimenting with. Some of the
scenes take place in a shophouse in what appears to be Yaowarat
(Bangkok’s Chinatown). The camera looks out across the faint
threshold from which the front room becomes the pavement,
capturing the passing rickshaw, traffic and pedestrians. Close ups
of men and women, presumably friends and family members,
appear one after another in a dreamy rhythm of gently laughing
faces — hovering between self-consciousness and abandonment.

A man lights a cigarette, poses, takes a drag. Cut to a women
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with permed hair taking a drag of her cigarette. She shifts out of
the pose, laughs, chats to the person behind the camera as if to
reduce pangs of self-consciousness. Inside a room, a young child
rides round and round and round and round on his tricycle,
and the camera patiently holds its gaze, capturing the repetitive
rhythm of the child’s world of play.

The experimental film scene in Thailand often assumes a
very short history for itself — conceiving itself as a mode of film
practice that emerged some time in the 1970s, but which only
began to gain momentum with the appearance of Apichatpong
Weerasethakul. Watching Chuan Sapsoonthorn’s film brought
to mind the realisation that a longer history of experimental
practice probably lies buried here among forgotten home movies.

The videotape copy of Khun Chuan’s film isn’t fit for public
screening. The images were actually recorded on video from a
projected print (presumably 16mm), and so they are of low qual-
ity. The Archive doesn’t hold the film print. We'd need to find
out whether the family still has it, and if so, what state the print
is now in. Much as I'd love to show this precious illumination
of a world when people still strolled in Bangkok and urbane
young men of no particular class distinction felt the magic of
the gleaming metal eye in their hands for the first time, 'm not
making any assumptions. Celluloid strips embalm time but are

themselves fragile material.
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At the National Archives of Indonesia

Brigitte Paulowitz

Indonesia has two main film archives: the Sinematek, which
holds only fiction films and the ARSIP National Archives of
Indonesia, which holds a large collection of audio-visual mate-
rial produced by government agencies. In total the latter holds
70,000 reels of film and 30,000 video elements on magnetic
tape. I decided to focus my research trip for BEFF in 2010 on
finding out what’s currently accessible at the ARSIP.

The Archive’s cataloguing system is quite complicated and
anyone wishing to research its large collection would need to
spend a decent amount of time there. But even from my rela-
tively short trip I came across several interesting strands, such
as material about the Chinese-Indonesian population, the age
of the factories, and the history of filmmaking in the country.

The materials at ARSIP consists of three collections as
follows:

1) Newsreels shot by the Government Film Company
Perosahaan Film Negara, consisting of propaganda films from
1952 to the 1980s. Most of the materials I watched from this
collection were footage of politicians opening buildings and
sports centres (often they were of a previous governor of Jakarta,
Ali Sadikin). Most memorable from this collection was a film
entitled Tamasya ke jakarta/Picnic in Jakarta, which gives a nice
sense of the modernisation and urbanisation of Jakarta in the
late 1950s or early 1960s. (The cataloguing entries tended not

to include information about dates.)
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On my last day I decided to watch some of the films cata-
logued as industrial, and concentrated in particular on foot-
age of sugar factories. I wanted to see if I could get a sense of
comparison with the Chinese-Indonesian home movies I saw in
Amsterdam, which were shot by a member of a family of sugar
factory industrialists in Java.! One of the films at ARSIP had
a great 1960s soundtrack; another showed the life of the wives
and children of factory workers; and one combined footage
of factory work with a sort of carnival with costumed animals.
Interestingly there isa clip one can find on YouTube about steam
trains shot at the very same factory.

2) The other collection held by ARSIP is Wordende Wereld,
or Newsreels produced by Multifilm Batavia between 1947
and 1950. The archivist told me that this collection came from
the Netherlands i.e. there is (or ought to be) a Dutch archive
that holds the same material, and which made the copies for
ARSIP. I haven’t been able to find out which archive in the
Netherlands holds this collection. There were some great items
in here: one item shows how a newsreel item is shot, complete
with laboratory editing and quality control. Another footage
shows the making of one of the earliest Indonesian films, Djauh
Dimata (Andjar Asmara, 1948, 92min). As I understand it,
the Sinematek holds a 16mm copy of this film. Other themes I
came across were of refugees (Chinese Indonesian), and footage
concerning the radio.

3) The third collection is called Rijksvoorlichtingsfilm.
This is a collection partly commissioned by the Dutch (if my
understandingis correct). It contains all kinds of materials, from

silent documentaries to the newsreels mentioned above. ARSIP

! See my other catalogue piece, ‘News for Home.
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holds 48 U-umatic tapes, a wild mix of disparate material made
by the Dutch TV archive, which holds this collection today. The
cataloguing in Jakarta is a little difficult to work out, but some
of the items on these tapes were really interesting. There are
shots of an internment camp for the Dutch during the Japanese
occupation; the signing of the treaty between the Dutch and
Indonesian on New Guinea under the supervision of the UN.
There is a mixed reel (or at least this is what I assumed) show-
ing the results of a drought, tanks being sent around, and then
people rejoicing when it started to rain. The film then cuts toa
camp for the poor, which was set up by the Australians, show-
ing the work carried out there including footage of a doctor at
work and in the communal kitchen. Another interesting entry
shows the funeral of a Chinese Indonesian, with people wearing
banners that read “Please save the ethnic Chinese.”

The ARSIP footage is not cheap and official permission is
required for any subsequent usage. During my trip I also had
the pleasure of holding some consultancy sessions on archive
matters, which even extended to a fun training session on film
conservation principles. I am talking to the archivists there
about the possibility of acquiring a decent new film scanner,
and how to handle storage problems. A really great thing would
be to develop some kind of collaborative conservation project

with a Dutch archive.
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* BEFF6 invited Ida Aroonwong, the founder-editor of Thailand’s leading
radical arts journal Aan, to give her response to Bernadette (Duncan Camp-
bell, 2008) and 7wo Coronations (Stephen Connolly, 2011). These two works
engage with a time and political context far removed from Thailand. Yet we
were curious to find out what connections, what nuances might be articulated
from the experience of watching them in a location a stone’s throw from the
site of bloodied bodies and black smoke, and at this moment of the country’s
crisis. Ida rose to the occasion. Her response led to a conversation on archival
film and collective memory with the renowned historian Benedict Anderson

and BEFF6 director May Adadol Ingawanij.
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The angry young girl and the twilight era*

Ida Aroonwong

Translated by May Adadol Ingawanij

I’ll start with my personal response to these two films, and then
I'll reflect on my viewing experience at BEFFE. This festival got me
thinking about what possibilities exist for recording the histories
and memories of certain issues here in Thailand.

'l start with Bernadette as I was especially struck by it. The
film reminds me of a certain mood that’s been simmering here in
Thailand during these years of political crisis.

The film doesn’t seem to pay much attention to narrating the
story or explaining the background of events. We only grasp certain
basics: As a student Bernadette Devlin got involved in political
activism in Northern Ireland. At 21 she became the youngest MP
at Westminster. There was a famous incident when she punched a
home secretary duringa parliamentary session on Bloody Sunday
at Westminster. Campbell’s film ends by imagining Bernadette’s
retrospection, unleashinga complex current of feelings under alarge
and too empty sky. It’s an ending that leaves viewers disoriented.

W sce her hands and feet, those eyes, those lips. We sce them
in silence and when she is speaking. Her voice is angry, authorita-
tive. She doesn’t tone down her words and gestures, doesn’t conceal
her rage. We don’t see someone trying to come across as “media
friendly” It’s the rage of an “angry young Irish girl” against the British

whose political and economic power of domination disgusts her.
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It’s the kind of rage that reminds me of a recent interview with

Abhisit Vejjajiva [ prime minister of Thailand between 2008-2011]

by a BBC journalist. The journalist asked Abhisit why, a year on
after the massacre in April and May 2010, the man who was the
prime minister of that killing field still couldn’t say who killed the
people and under whose order.

Showing off his Eron+Oxford credentials, Abhisit shot back,
how long did it take you to find out about Bloody Sunday? Quick
as a flash the journalist replied, without concealing his disgust, ’'m
Irish, I found out pretty quickly.

It must have been that kind of rage which impelled Bernadette
to march up and punch the home secretary as he told parliament
that the British government had nothing to do with the death
of 13 people on Bloody Sunday. We don’t see any footage of the
notorious blow she dealt to this home secretary. The absence of
this particular image gives ample reign to my imagination.

(Frankly I'd like to say that I'm fuckingjealous of Bernadette.)
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The film isn’t interested in presenting Bernadette as an all-round
heroine. Allit does is to give an impression of her performing her
“role” in front of the camera. We perceive what Bernadette is about
not only when she speaks, but also when we hear the sighs, the
gaps between the words and phrases, and the silences.

Most importantly we see from her expressions and her eyes
that she knows she’s speaking in front of the camera. She knows
she’s being watched, and she knows that part of the struggle is to
know how to use it to her advantage: To know that people know

that she knows she’s “being” in front of the camera.

Two Coronations is shorter and quite modest. We sce parallel

images of a family’s leisure activities and two coronation parades.
I wonder if this film makes British people think of the past.
Somehow, it makes me think of the future, the coming change,
with its repeated images of things in motion: a hobby horse, a
bike, a boat, a plane, a jet ski. Having said that, what makes me
think of the coming change most of all are the crowds watching

the “change of reign.”
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Everyone knows they’re being filmed. The people captured in
the home movie certainly know that they are the stars of the family
show. The people who come to watch the coronation parades are
captured looking up at the camera. That shot seems to me far more
wondrous than the ritual itself: the camera, situated at a high angle
above people’s heads, captures the crowd looking up directly at it.

At the same time we see images of soldiers on stretchers, and
soldiers receiving food handouts. Everybody knows that an army
marches on its stomach, but we don’t usually see such images
during a ceremonial parade. And we don’t see it at all in a country
that has invented an activity that goes by the name of the Televi-
sion Pool of Thailand. This “special live broadcast” of this or that
royal activity forces all the television channels to show the same
thing. It’s the ornate invented tradition that can do everything
except reveal the humanity of those who embody the ritual or
those who carry it out, and even less so the crowd of subjects that
take part in the ceremony. Everyone’s job is to make the spectacle
look spectacular, to emote and to turn on some tears. During the
ceremony, you act as if others don’t know that you know that you're
in front of the camera.

These are just some thoughts from someone who'’s long past
the age when she can call herself an angry young girl. But she’s still
angry. Angry like an angry Thai, or perhaps angry like an angry

Thai woman.

... When I think back from these films to the prospect of doing

something similar in Thailand, the word “luxury” comes to mind.
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How can we speak of artistic truth in a place that’s still struggling
to establish truths that are much more mundane, much more
crude? For example, soldiers really did shoot protesters. There
are so many clips and footage that provide evidence. Why can’t
the TV channels broadcast them? Why can’t the people in power
watch them and accept the truth? There are also very many film
and video clips that successive governments are obsessed with
censoring. They do that not because the clips are true or false, but
because governments don’t want the truth to be demonstrated.
That’s because such truth has to do with the monarchy.

But let’s not concern ourselves with that. After all, we're talking
here about archives and old film footage. So let’s pretend we’re now
in the future, in an age beyond this “interregnum.” In the future,
however things turn out, we will go to archives to look at all these
clips, these footage of the past.

There’s bound to be a lot of video clips, but the question is
how to use them to tell a truthful story. The clips already claim to
record true events. How can we narrate the truth out of something
already true? How can we retell that truth again?

What disgusts me right now is the current misunderstanding
in this country that artistic truth equals holding yourself above
political conflicts. The artist must take the middle path. Each side
in this conflict has good and bad elements. The artist shouldn’t
romantically over-identify with either side. If the artist is to incor-
porate existing footage into his or her art, then correct distance
from both sides should be observed. If the aim is to enlighten then

the work must point to the errors and misplaced attachments of
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cach side. Or the artist can take the philosophical route and show
us how absurd both sides are.

This is as far as aesthetic complexity gets over here. The sort
of complexity that makes something so close feel so very far away.

Can filmmakers and artists in this country do more with exist-
ing footage? Can they make art that lives up to its responsibility
of letting us perceive certain truths — certain imprints, certain
moods — that’s not already there in the footage? Perhaps the way
to do so is not to neglect the way that images often contain details
that don’t yield meaning so readily. In this respect, Bernadette is
an example of a film that knows how to stay silent. This is a point
quite similar to the one made by BEFF’s Richard MacDonald at
a previous screening, that the silence of 8mm films asks that we
watch with intense concentration.

A youngboy remembers the last day he saw his father’s face. He
has no recollection of anything as grand as his father’s “prepara-
tion to die for democracy.” More vivid is his memory of watching
his father change his shirt a few times. At first his father put on
a red shirt, then changed to army fatigue, before changing again
to a grey long-sleeved top. Then his father left their rented room
taking with him his mobile phone.

How strange is the vividness of this small, seemingly meaning-
less memory. And stranger still is the fact that I now carry this
young boy’s memory inside me. Of all the memories recorded
in a book of biographies commemorating the people who were
killed on the big avenue at the heart of the capital city nearly two
years ago, this memory of his is the one that has left the strongest

impression on me.
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What would be the point of making films in our current context?
For personal gratification? To win an award? In the hope of shift-
ing the boundary of art? Of course it all depends on each person’s
motivation, and where they place themselves. T haven’t come here
to make ethical demands. This isn’t possible, not practically, not
theoretically. And to do so would lay me open to the charge of
being “leftwing,” “romantic,” “uncool’.. Believe it or not, in intel-
lectual circles in this country, these are the charges that can shoot
somebody down.

Right now, some filmmakers are probably figuring out what
sort of films they should be doing. Others distract themselves by
making retro films using old footage, the sort of thing so beloved of
the dreadful Thai “public broadcasting service.” While we're gearing
ourselves up for the big stuff; there are also little things we can be
getting on with. For a start, we can try to deposit censored video
clips with the Thai film archive. And in the meantime I can try
to do something with the memories in my own head. This fragile
fabric made up of absences and intervals that then acquire sudden
clarity. There is silence, and noise, there’s a slowness of pace, then
a quickening of pulse.

It’s like a film — the same private experimental film as the one
that’s been playing over and over inside the heads of the people
of this wretched country. A film more silent than the silent 8mm

which has been looping round and round for a long time now.
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World Without End (Paul
Rotha & Basil Wright,
1953)
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! Siegfried Kracauer, Theory of Film: the Redemption of Physical Reality
(Princeton University Press, 2005), p. 205.
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World Without End (Paul
Rotha & Basil Wright,
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World Without End:
The World and Siam in the 1950s

Richard Lowell MacDonald

BEFF6 is very grateful to UNESCO for the rare opportunity to
show a feature-length documentary made sixty years ago in Siam and
Mexico to promote the ideals and work of the United Nations and
its agencies. World Without End was made for UNESCO by two
acclaimed documentary filmmakers, Basil Wright and Paul Rotha.

Wright and Rotha made a formative contribution to the de-
velopment of the documentary film movement in Britain in the
1930s and 40s, a tradition of sponsored, public service filmmak-
ing in which an interest in creative aesthetic experiment (most
notably Soviet montage editing) was harnessed to a notion of
social purpose: the use of film to promote citizenship education.
Basil Wright who has been dubbed the ‘humanitarian poet’ of this
tradition is best known for the extraordinary documentary Song
of Ceylon (1934) which can be viewed online at the useful Colonial

Films website, along with his eatlier films Windmill in Barbados
(1933) and Cargo from Jamaica (1933).

Wright’s films possess a quality of limpid observation focused
on the movements and gestures of the body that has influenced
later generations of ethnographic filmmakers like Robert Gardner
(The Birds, Forest of Bliss) and David MacDougall (Photo Wallabs).

Paul Rotha, a committed socialist and author of 7he Film: Till
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Now (1930), one of the first English language film history books,
was a filmmaker of a different sensibility. His films, including
Land of Promise, World of Plenty and The World is Rich, address
contemporary social and economic problems combining polemi-
cal argument, (often using three or four debating voices on the
soundtrack), didactic diagrams and emotive imagery and editing
to make a persuasive case for rational redistribution of national
and global resources.

In the post-war period both Rotha and Wright pursued com-
missions by the newly created UN agencies prior to working on
World Without End. Rotha’s film The World is Rich promoted
the work of the Food and Agriculture Organisation (FAO) and
Wright worked as an advisor planning UNESCO film projects
with his mentor John Grierson.

According to an article published in Sight and Sound in 1953
Wright and Rotha were commissioned by UNESCO to make a
film on UN supported social and economic reform programmes
in two countries on different continents, East and West.

Wright relates that he spent a month travelling around Siam by
train and jeep making contacts and preparing a shooting script that
would trace a journey around the country documenting forestry
initiatives near Chiang Rai in the far north, then a mobile library
programme in Chachoengsao in the east and the daily rounds of
UN trained health visitors in Bangkok.

During the four months of location shooting three Thai men,
one of them a graduate of a US programme in audio-visual educa-

tion, were assigned by the ministry of education to assist Wright’s
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crew. Several years earlier Wright had written on the importance

of filmmakers from the developed world using documentary film
projects such as this to build up skills and train local filmmakers.
One wonders if this commitment was observed in practice and if so
what became of the three Thai assistants who worked closely with
Wright and his crew. Rotha meanwhile travelled to Patzcuaro in
Mexico all the while staying in contact with Wright by telegram.

Beyond promoting specific reform programmes World With-
out End aims to highlight the underlying commonality of human
experience and in so doing it secks to extend the geographies of
our care and responsibility so that distant strangers are considered
our neighbours. As the arresting openingline of the narration puts
it: “Tam a man myself and I think that everything that has to do
with human beings has to do with me also.” The commentary
continues: “We are looking at human beings and we are seeing
something of two countries where they live...different languages,
different religions...yet in both places people get their living from
the carth and from the water; in both places people feel pain and

hunger, and people enjoy health and the good things of life.”
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One of World Without End’s early admirers was the great

German film theorist Siegfried Kracauer who was living in exile
in the United States when he wrote about the film in his seminal
Theory of Film, first published in 1960. Kracauer was less per-
suaded by the “sententious” narration as a vehicle for the film’s
message than by the counterbalance offered by the visual cinematic
style. He admired the way deft editing spanned the 10,000 miles
that separates Thailand and Mexico in a fraction of a second, es-
tablishing human commonalities through graphic and thematic
resemblance. He also discerned in the film’s patient exploration of
its subjects and the context of their everyday lives that: “Wright
and Rotha seem to have fallen in love with the people they picture.
Their camera lingers on cured Siamese children aglow with hap-
piness and visibly hesitates to turn away from a group of old and
young Indian faces.”!

World Without End exemplified what Kracauer regarded as

cinema’s unique vocation to provide us with intimate experiences

! Siegfried Kracauer, Theory of Film: the Redemption of Physical Reality
(Princeton University Press, 2005), p. 205.
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of distant strangers and their lifeworld so that we might better
understand the large areas of daily existence that we share.

The world that World Without End came out of and docu-
mented has long since passed, though its legacies are of course
still with us. It was a world still reeling from the after shocks of
catastrophic global conflict, giving the newly formed UNESCO
mission to promote mutual understanding between peoples and
nations a sharp sense of urgency. But it was already also aworld in
which Cold War geopolitical allegiances were hardening.

The years immediately preceding the filming of World With-
out End witnessed the ascendancy of military leadership in Thai
politics whose mobilisation of anti-communist rhetoric was a con-
sequence of the emerging US foreign policy interests in Southeast
Asia. Needless to say that this domestic political reality remains
absent from the film’s treatment of social and economic reform.

This rare screening of World Without End, perhaps the first
in the country in which it was made, allows us to look backwards
over our shoulders, to be confronted by this other world, to reflect
on the vision of affirmative internationalism the film propagates and
experience the work of two experimental pioneers of documentary

filmmaking at the height of their creative powers.
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An Escalator in World Order
(Kim Kyung-man, 2011)
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The Korean church will rise again
towards future of our nation.

v A a

Lm‘nwmwmaaﬂizmm‘ﬁuﬁaaoﬂi:mﬂmm@ﬂ'm:?ag'Lﬁm@jﬁ'u
A a a a A
Us29afudagaiAnsgdnasddn MwUeInaInanuiaunigal
LL@ia:ﬂszmﬂmﬂqﬂmaﬂﬁa WA WY R T BUA InTrn
A a A A & & o v A 2 <
anfilmwanuiaIodula e To T awlaseyldanudsnadn
Wimwledudafingslos wianmidnanizrinmadunaly
%’fuLﬁaummwmwnam’%ﬁ'umaamaﬁmLﬁ'ﬂmﬁauua:ﬁ'ﬂuj
Y lfmaasonsnIwueIlIeng Lasuunan wingazina
AARAUAWNITLAUIVINYDIRNAN BN m@;mitﬁﬁamwgluﬂ

A A [ A PR —— &
1980 M1138IN2193 FOALNTN IWIIRIENANZLINLN DL R U I
1 =3 1 A =1 a
AINATIANNTITIVBIE BN AL
AILRAVDINIT I NINTITOUS ITIRIN Y RIS AIRTI
Iﬁﬁﬂﬁmﬁfaﬁlﬂmaﬁauﬁml@lumamaﬁ'uﬁmaaha The Auto-
biography of Nicolae Ceausescu (Andrei Ujica, 2010) )
ffenananizanailinivasiilala ey giuedans
é’aﬂwﬁﬂmaﬂsmtﬁmaa@alqﬂmmwmﬁu NIINIIT9UsTnaU
& e e . .
PUNNWANINEIIUT UL PANAALDIBNIZLAN TN L% 131
A a ' v & A A
mumalmﬂiﬂﬂummm’lmgmaamwmag Gufissanda
LLa:mnauﬁvl,@Tmmmﬁaaumurmmag AanFInITIna!
lu The Autobiography of Nicolai Ceausescu Wi NINUAE

a [ 04 =3 = A al a 1 A
Lﬁ&lx‘]l‘!d @liﬂvl,ﬂ EIU LA WLALIN AN TUFAINTWY amiﬂvlaau‘gcl £384d

Raiding the Archives | 179



'
Aa o

mv\mmemwﬁquﬂamal,ﬁummvh"li 98U INUTTT TURTD
dihdaydeuivimnanninly imbadiladssluagarholudia
1 Tuguzvesd ldesdhlatianiieasiinuinasaadia
MEATMIALINWIWLEY An Escalator in World Order 'léiTla
v & o a dl ] 1 = =l U tdl ] L ~ A
LwUleﬁuaﬂummaaamemmagmuammﬂm AUI2UNAB
lwumzﬁ The Autobiography of Nicolai Ceausescu “wuian
“V;I(ﬂmamadﬁdﬂauﬁaﬁaﬁﬁgﬂﬁﬂﬁ%adwLﬂumWmea\‘imi
Imwmﬁmuﬁaﬂdauﬂimmgﬂu IINRUNUININE T An
Escalator in World Order %wnaunIiUszansniwluiunnn
1 o t% o 9/4{ = a a a 6 4‘
lunmandewvigden lunsiliizetsnvaenialiad 1welu
anuislnguasanssiaensm (luwmuvasdiasdsema) sl
~ = =l dl =Y =)
muuaummgmwmaammmlugﬂuuwaaﬂmu w3a9sln wIe
£ ' a 6 o =3 AA a a 6
W AITIAN & Lo d wazilsana (fusTenshe HARITUNR Lo d
LRILIDITOIDAIAMNAIIUAILRININY) RIBUTUATLIUNKT
= Qs =l U g: dl = £ 1 v
luraidoinunnuesnmuildaaaaniisas (n3atnaznan v
£ = =1 I a 1 lﬂl =
Qﬂ(ﬂmﬂaLmJaumu%mmﬂmwmmuma) AamnuaInINw
daulun 'S'suuﬁiiﬂmwmimm anuanaaslnilasaly il
A & a Ao ' A Y '
W WUFING8INITITILAGS I@U"Lugm AUAIANY
I = 1 I a ﬂl dl ) =
lag naadwRssmwisuuuanudundy wdansiumas
aaaglyle LLaziaﬂﬁé:umaamnmm’%m@‘ﬁmmmﬂ%mm’%'
' e ° A ad . A v A
R SIVKLT mﬂi:mmmaqm’maﬂﬂﬁﬂgagmaﬂﬂ WhUN
= =4 o o dl ~ = =3
TAVDIFA Iyt A B NWNININNLIIFARA DN TLFAIVDILAN
= g: =3 1 Q I v £ Q a =
LAZEAT NILAN 9 UedaTunm1ITaawasdanIulsemusud
Taluautsanniagfivsiawnshluradedimaihuiaanag
God Bless America!
' < AN 9 . A o a Y I
a9 l5nenN BN EINNTFo BB IMINATNRIAULIAT Wi

A A e v do o an & a
Liaauvl,uv[,@]ﬂﬂ%uﬂﬂm(ﬂuﬂi:’m@’]a@lﬁlmﬂﬂﬂmwm’]‘murﬁa

180 | BEFF6



wufiensie mﬂﬁmLLmﬂmmmﬁiuﬁmiﬂﬂlu%ﬁhgﬂw
HuE UMW ATINT AUSITAUT I AT Wed N3 lanLEeIni
mayj’iumwmﬁu FaTumslaesliidssasmaasaanToam
ausmazfiawtoslulwnmwinlunafuaasmsonanyinses
psnes wiatdssdudvianlunistnaness luduniwns
ﬂi:‘ﬁawaaﬁfﬂﬁﬂmﬁi@mﬂﬁuﬂﬁmzha':;uLLia

Tuamuetdodnu MIlEAINYN 8T UNNTEINAITLARE
"liJiU“?'iL’immmﬁia?a:%aq‘ﬂ'ﬁmam'ﬂumi@ia;fﬁ'ummﬁmﬁa
vﬁamim"l,ﬂmewmﬂmiﬂﬁviamﬁmmmﬁﬁﬁﬂﬁaammﬁ
NUPBLBURD AT BE UG 0ILEN VD ITEIEN NN TUS T
Avnlwenudedmasmadunininaatiisssnmuaananas
Vl,ﬂgimil,ﬁmmﬁﬂﬁq@LLauﬂszé'ﬂﬂi:a’qulugm:maamiﬁaumaq
navntiagin

ienvaznan i desiidumionnsiuiwlaiton
%d"l&ig”ﬁmﬁau%u Fauas wnaenlUdemimionasnss nwana
udazgullsznaviwludnuavesinmissSamansninaon
i) mwssasssanuduludssmaivninase
frunm Tanan lavniiureautussasinluienouiledua
uan ez DuawNTINTG LazalTMoawiaIad L
gowmyniwesmuagesnnnaulildifvinfiuandoiuiag
wiuavas sufouveslanlnifmanefewlldent wazisiu
nasnnasstluguzasauuuinlaiien Alimuisnuiudas

YHUVI IFAILET LNDITO RN RON LR [ AL

Raiding the Archives | 181



vt 10 et e o e

182 | BEFF 6



An Escalator in World Order
(Kim Kyung-man, 2011)

Wiwat Lertwiwatwongsa

Translated by Vera Pansanga

Kim Kyung-man’s film begins with old newsreels footage of the
Korean War, of women gathering up their children and grandchil-
dren and fleeing the dangers of war. We see images on the 38th
parallel north and shots of railroad tracks. Then the film cuts to
pictures of planes dropping bombs and that important picture
of the nuclear mushroom cloud. Whether they are connected or
not the pictures creep slowly towards present day South Korea,
a picture of the 60th Anniversary celebrations of the end of the
Korean War, a concert stage, a military parade, a statement by the
Christians asking that North Korea halt their nuclear programme so,
as God is a witness, they can live in peace. Even though the North
Koreans are starving they are still developing their nuclear arms.
Almost all of An Escalator in World Order is constructed from
footage of old newsreels and documentary films. The assemblage
crosses time, countries and borders. Soundtrack originating from
one footage bridges another. A flattering footage is juxtaposed
with an unflattering one. The rearrangement of bits of propaganda
footage turns the idea of the propaganda film on its head. We geta
sharp and cutting picture of what the world saw as a Korean civil
war between brothers of the same country but, in fact, it is actually
a picture of a miniature battlefield of the Cold War. This was an

actual war with actual casualties in which North Korea was sup-
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ported by Soviet Russia and China, and South Korea was supported

with money and soldiers by the United States, spearheading free
democracy. In this respect Korea stood for a scaled down model
of the world order during the Cold War.

Yet the pictures that we see are not North Korean propaganda
praising Kim Il-sung. The pictures we see all come from South
Korea, or to be more specific from propaganda showing America
asa great ally and friend of this small country up until the present
time. The Korean War ended after three years but, as we know,
it is still a divided country today. The images in the film cover
several decades, from the time of the war up until the speech in
contemporary times of the South Koreans asking America not to
withdraw from their country.

W see pictures of the past, of Korean families flecing as refu-
gees. The English-language commentary tells us of how America
was helping them while the image cuts to a picture of American
soldiers with guns, standing guard over surrendering Koreans who
are crouching on the ground with their hands over their heads. We
see an image of the South Korean President who is moved by the

kindness of America; a visit by the South Korean president to the
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The Korean church will rise again
towards future of our nation.

United States; and a parade during the visit of President Reagan
to Korea with giant images of the two Presidents together as if it
were Kim Il-sung with Kim Jong-il.

Then there are images of the First Ladies of each country talking
together, and even footage of the President calling his child from
the plane Air Force One. From footage of political leaders we see
those of the Olympic Games in Seoul. Kim Kyung-man incorpo-
rates a promotional film showing a young Korean girl travelling to
the airport to greet an American pen pal who is coming to learn
about the country’s long history. Of course, every now and again
his film cuts to pictures of marches by protesting students. Footage
of the Kwangju massacre in 1980 is cuttingly interspersed with
soundtrack telling us of the prosperous growth of Korea.

The use of montage reminds me of The Autobiography of Nicolae
Ceansescu (Andrei Ujica, 2010), a film that, at first glance, seems
formally identical to 47 Escalator in World Order but whose message
couldn’t be more different. Ujica’s film threads together propaganda
extolling the progress brought by Nicolae Ceausescu, the leader
of the socialist dictatorship in Romania during the Cold War. His

film almost entirely consists of propaganda footage idolising the
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great Ceausescu with the exception of the scenes at the beginning
and the end, which show the trial before his execution. The more
we see extravagant pictures of the pageantry, of the parades of
the people and world leaders greeting the President, the more we
understand the final words of a man who never understood what
he did wrong,

Yet while Ujica uses the archive of communist propaganda
footage for his film, we find that the newsreels used in Az Escalator
in World Order are just as efficient at indoctrination. The original
purpose of these propaganda films were to convince the public of
the dangers of communism, and the greatness of the American
empire as South Korea’s great ally. We see the military might of
America in the symbolic forms of the army and weapons such as
the artillery, the fighter planes and even nuclear missiles. (In the
shot showing the missiles we even get a caption saying ‘these mis-
siles are the light of hope of freedom’!)

At the same time the images of South Korea through the whole
film are images of gentleness, of a rich traditional culture that
needs protecting. South Korea becomes a helpless victim, like a
beautiful woman who responds eagerly to America’s protection. A
motif in Kim Kyung-man’s film is the constant appearance of the
Korean national dress, especially the women’s dress. We also see
performances by Korean children and women, such as the chorus
of children dressed as soldiers singing a song to welcome the US
President, and the important scene of the dancers in national dress
singing God Bless America.

I should note that 4% Escalator in World Order is not a chrono-

logical account of pro-American propaganda. Humour is inter-
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posed through the editing of contradictory images and the shifting
between image and sound. The voice of the Christians praying
for America’s help persists in the next shot showing old newsreel
footage of marching American soldiers. Elsewhere the voice of a
celebrating crowd accompanies the image of protesting students
being violently suppressed. The performance of newsworthiness of
propaganda newsreel is undercut by such formal strategies as the
insertion of confounding and at times mind-boggling footage. The
story of the two female pen friends adds an absurd note. Newsreel
footage such as that of South Korean soldiers being sent to fight
in the Vietnam War to somehow gain leverage in the conflict with
North Korea makes for an uncomfortable viewing. We remember
a small historical detail which now seems so ridiculous.

We could say that this film is like taking the escalator. We just
don’tknow if we are moving up or down or forwards or backwards.
On this escalator ride the assemblage of propaganda footage and
newsreel presents history to us in terms of a fast moving view.
The passing of time has turned the conceptual model of Korea as
symbol of Cold War conflicts into an absurd anachronism. The
USSR had long disintegrated. China had long opened up its
country. Vietnam long became reunited. American superpower
is now diminishing. Yet the situation on both sides in Korea is
still the same. Kim Kyung-man’s film tells us that the world turns,
the new world order is moving into place, but we can only look at
it as if standing on an escalator. Unable to even move our legs all
we can do is wait for the escalator to shift us along. We’re moving

and we're going nowhere.

Raiding the Archives | 187






MWNYWIYD

51150 latoa wualaluas
wialag a1aNaa dInzItLT

TUNNAMITNEVRIOAIAR DIALITAT NANDIRANINYUAT
Uszmnelnginlaaduluwininanunsanusneniaiu b laun
LA on o o = d
WORNANT' LUaTIRINTING 2554 Wy ld lUvatBauTNaadnUFe
o 6 ' a 6 @ % Qs 6 A =
Taanient 2-3 wisluasalusnumanauiles Wasraisvasuaiby
TowaslanazaasSausunamwenasuas e lwinusantn
dl a = Qs [ ~ v 1 = ]
aug lunfimaidoanu uasild WiSeuiinianadodening
AV A & o v A= o ¢ A =
anaft ifinanmeuainihwihniiueyindmwiadenlwidunu
wan Al ifea g 3-4 amuifushsnmneRewin
LIz 1T WaFYALAITA, Filem Negara (Bih891%
FLETNAUMNEUATVBITF), 7OIAMINBAGUAITA UAZ Finas
A o a o o ' P’
FITUUITENFIRTU M INAI A WATNEIUATERITIA RUIDAINN
' ~ A A A o A o o A
INdyrdirmamitessaadofe daodulnunviinig
a . @ & & A & o ad o XA
WOUWNNUM T URa WO RATWAITIA DIkN T FEDNTUAN
& o ¢ A e A o o A °
dinauingnwiafenlna udf lifismiulwuiufiarenrinnu
W RILETNIARTTTUN WO UATHI DN ULWINIANATWLA T B 112
' a Aa o
K699 Nillaglundazaw

a 6 1 = aa 1 Aa & 1
] ﬂIﬂ‘iLL@]ﬂ(ﬂ’N’fD']ﬂN'] LaLg (ﬂ’i\‘l‘ﬂllﬂaﬁllq@ AT wruae

= o ¢ a o
Oquﬁu\?'ﬂ'ﬂ’]\ﬂuu%')ﬂu‘ﬁﬂﬂ'ﬂ’]WLﬂﬂauvL%'ﬂ@]ﬁlLﬂqu I@Ua’]ﬂﬂ

v o Aa = A a Ye a a a 6
ﬂQV\N']Uﬂﬂ’]UﬂUﬂNIuNWLaL‘ﬁUL%NQ%ﬂ% 'SZHSLWNNE‘W]@\‘]WNW

U

a @ & v ' a & v &
LLﬂzﬁaIa(ﬂ‘ﬂﬂu mwa\‘nuvlﬂslm%aasg}mmammﬂuwmmﬂmm’]

U

v
=1

1 g S ) » :
9 YT A EATRINIIN 1‘1«I>LE‘13J‘1A>

Raiding the Archives | 189



v Y = a 6 = A a 0
e lunstiwasrenlys UBNINIAVHANUARIAFIHGN
ABITUTULE 'vmmamLMamaﬁvlﬁoﬁﬂLﬁﬂm\amiﬁuﬁulﬁﬂﬂu
M USINAFIVOIEINAD K NWENY IARNTY a&;@ﬁuﬁﬂ "8
a o o o ' A o . ' =2 e Aa
RIazauWUazbaed 9 Nidualagrenaniliariaay
dul/luedavasdealds Winlhfvlinnesyaurimadan

a ) A A ea o v A& o & A
aﬂamuwm‘lumaiﬂiﬂm%mﬂmumpﬂwmwmaauvlm
Q’ 1 a né o v
wilaununasyauiIT dfenasananoing seilnikidiuues
wialaaduliifenoyldaugadudany Ae nikirazed ivan
Polunin #13789 Ronni Pinsler WazWIHTaIWITITAR 889 LTI
Q/A o o v U
874 (Charles Ong Cheng Yam) fisfiflfavinistinuleun
A A o o A ' K
FurNTINN AINKNITNAIDI6e 1)
di v a o 6 wé 1 a 3 qzn'
Warngulnen woT3as 889 ;dsmmmu"l,ﬂum 15w
LAUWNABITNERIN 8 NI, HATNHIIRWLWANATNTIaa N 1
Tdluasauasrvasan fanssuasnadlanatoiduwadian
NMNAAG N UIIIWIWTFUT TIIFAINAITTHAINAIINV LG
Tuinnwasauaswadanlutslans
Are Wlrnndiadsziniwluiuwnsan
B9 Lm'Lﬂumwﬁuﬁniamamgﬂamu
TUSI W INBLRUIIWLAANRIDIURRDI

a 6 d‘d A v A a a a
AIRaNIENINa R urIe g Aainias
FRUNIIINARDINANDWNITALTUS wazA
finwnamasanldiiswuads luden

o € 6 =1
FIURAT FIUWONBANEAT FABEUN w3l

Wgmewanuens wansFuldasn anme

{ o o o &
VAIWBTITAR TaIWTUA HTIRTBLAN g

O TUUNLT WNIZLE N RN LA WNI AN L1

e o . A o Photo acknowledgement:
AWIUTUTBINARALEIBI LASIULATIAIIN vVincent Ong

190 | BEFF6



mﬂmlumid’mgﬂmaawamash{u,ﬁmm AlauTananiiarinn
' oo A & A A a4
maawmlaaLmﬂmﬂumawmﬂm@;aaﬂiﬂi MIasunlasn
ma@ﬁumﬁnﬁ%ﬁhﬁmmﬁ wirnudalanmaliainaunsssn
. @ v & ' A [N &
FIUAIVINTALATIW LB INM D I UR IV IRMAT
gy lulasdSeny
PIIUW 8 VY. INRIDEIINTL ﬁammmwwwaﬂmﬂug}
ﬂé'uvlﬂ;jam'a:ﬁ'qu‘fué'mﬂuma:é'aLammmwm@ﬂﬁ AN
A A oA ' A o I a
mﬂaauvl,mvl,@ﬂanﬂammwm 8 uaulwnmu@ CERPUSET

Y I 8 VY. 3uNTIlRINTaINaININALITFNNT TN

o @ @

ada o QFQ Af dl 1 A I3
ﬂ’]ﬂ{lL“lJ’]i’]NsLuWﬁﬂiiN?lﬂ(ﬂﬁﬂﬁ LNBVLNNLﬁﬂdﬁiJﬂ’Ju Lﬁ’?ﬂu(ﬂﬂ

v
o a

dasasaddanasatefuiiududu waninngujnwouasye
ynidniaedisuiandivesmibiBoud analiidevasdmitass

HasIniliAananauanuRiandAYv0ITouIIdARLIAE

'
A A

LﬁaLﬁUuﬁ'u%wmﬁa%iﬁamauinmﬂmgwﬁ ANNITIUADRI

'
o @

' 0o o & ' o v do § oea A od
UauLsﬁqzaqﬂU‘lﬁuLL%\jﬂjqwaqﬂIy“/lﬂ@l%EduLﬁﬂ\‘l RIDNNNINI

2

dmﬁmwﬂmgj aﬁmg}ima@umaﬂaﬂuma wantadul San
' o L AlEf & & ' = o o A
vesgauunuruianinsedud uniizesinsnaduloy
wlldn uanlial5ifes anwauliaunauginnnizdueis
= o a ' A A | A
nnasTnisniadanlnald nnaemnatnninfanlmatnfidmoe
ﬁl 1 | v U L =1 v A 3
azlan uazillannatuduld ndasduiinnwlsifes s wu. A
Tuinfsazawinaztasnuluiulaswiziduarnauvad
‘nﬂa:L'é'ﬂ@Lﬂ%aa@mLL@idﬁmsLﬁﬁmmI@@L@imﬁﬂumwﬁugﬂu
mﬁfaﬁm‘g@ﬁmwﬁﬁaa 209 LRUDNMNTINATOUATIONNIHISI
1 ‘al U ~ a) = 1 v =Y s o
1731 WamnudazaewzGudinfoaida Aeuruudslaidaddu
o 6 o = ' Y 9 o A
808 LI ENTIUDI M ELAIANUNRITIN Tt B wIULAG
ATl SaanInssaNNa®Ie AAWIWA 1 lWiNean Woina

<A

v =& & & a o o €o o
LL@@NI%L%%ﬂGﬂ’N&ILﬂ%ﬂizLW‘mﬂdU%‘Ilﬂddﬁ%uﬂ“ll@ﬂﬂ‘]ﬂﬁ']ﬂmu6]

Raiding the Archives | 191



VNATDUAIIN gﬂmwaa LANIWLNAB13LR EJ%VL‘].]‘]J’]\‘)SLW]J’N

ld I ' I 1 o
lama Tndadugianae DdaldduzlFe udnng Y azliawi
wnTwAauuuldzasina iWwgesullufaaiidudies
TwAasensaulddsuwuniugy sslinwleasawidalali
£ v & v v o A = <3 a &
g ldidunianvaadnda gl uaznng I idnmoiumud

v & o a W& v v
2843 NLﬂ%WizLaﬂlu\‘i']%’J%LﬂWﬂE]GL‘IJ’] WitLaﬂﬁd"ﬁGﬂmﬁE}UvLﬂﬂ'Jﬂ

U
@fias Aezdnanlngidszindinminfiduauaaidn Jau

A A

a @ A A o 9 a & a v A
HULAIDIN I%L"ﬂf]ﬂauﬂﬂﬂl,ﬂﬂ Edﬂiuu%mmdﬁ’mﬁﬂ@]id@’m&lﬂ

FUTUAWNETUUNAR bOTINAIAIVIN Ay o199 u,am;&”

) 4

TR ARNMWLINTUIT AU 081aITL LSIRBNIWIITUG

o (2 '

daenaguiridingiindimmnuilunueridalad  nneg

D

PAsnssnaadniazlasumstuinely wazuaasdneuly
& o J { 1 = ~ U
AN TIANNLU R U ULURIL1IBE Liwﬂug]aammv\uvlmw

a & A P & & .
InTudladinizay g ﬁ]’lﬂ‘Y]LﬂEJBI’JﬁJﬂ’l\‘iLﬂd"ll’]ﬁul%dﬂiln‘iﬂﬂi:@nﬂ
ﬁl,ﬂﬁﬂummi,amm's chuvlﬂﬁmﬂﬂLﬂminwrﬁﬁmﬁnﬁgﬂddm

v v =3 ~ A 1 I

TRnUte I 828 9N A LA NI BLALLS Tanauazd L unszion
fnaidnnaasanua lugiusdniasdwenzuazdzuiliznaien
wingrumibinugaibduaunidulalufals awiduiin

A A LAY va e & o
UFTANFEDIRALAZ LU TUA TN LA W LA TUNTURANNIWNR B

YBIWLDDINUIIZWRD Uﬂiz@:f%lﬁa%ﬂ’)'] ANTIIF NIV

192 | BEFF6



lalavauiden  lasteolddiadudnluainlusasazinlans
mmqmﬁ%”lﬂlﬂmmumgﬂ Wonderland Amusement Park
w01 9 LwanansuuuNAtesasauniiaadlaesludminaaan
o o A A < o f va o
lunammqumiﬂaua@u mavl,ﬂmiaﬂuaQ‘Lu@‘nmmmmmn
F91187336 Laue Wi iduundaun g senaBitisungu
o R v a v = Qs dldta =4
2199z lafavnsasnRuA lsduauiifsv lansaamiang
wE R ausTLa1% 1IN auAALAET Il aRLIAINT
A A .4 a oA A o o A A &a
wazENRaNag N nﬂﬂuﬂoumwmnmwmmLuamaﬂiﬂi‘n
A o o Aa ' v R & v o
Lﬂawuﬂm"[ﬂnm;nqﬂaumumiﬂamﬁmﬂawwsmuuwmg
I L [ lﬂl 1 =1 v Qs [ U
\uddaass uwFaadidoansad 291U INTOLUATIDDIN bA
tufinnmwinsuulidis lasawzniaiuntdufingng vas
wismiaaiaaduiuagluaanasilngg thu Ainasunas
& = A ' o o A o
W RATWTWANAM UL R UL 890819 RUNI UV BININ AL L1
faalufya 1060ldplanlildasla
=3 v s K £ o A [ 1 ai A
muumwwLm'cn:vlugaanqumﬂﬂumﬂiﬂs WANINFDNUNRID
a AV ea o = o o o & o o
f92097 lasunstiuwin Blunisinuuesnseuaiioad Avinwww
aanuianduiuluanuudanaldldadndsznaia nngd
TITUASRANE ATOUATI0DIVNAUASRANFTITNGIIWAFAN
Q v A A a g; d®I =3 =1 Q U a 6 dl ] ]
NUNITAN BRI LIANGAAT TINAN o UNUAUASFANIRNW LN
Y =1 [ 2 o £ 6 v 6
YasuNgIaannu i luiasldnata assrriansauivag
ATauATIaasAaMWWIIgRamNazu Tadudgidunw
= Q lﬂl a = Qs a > ~
RUINUNADAATWTIS U URB U FUWITUNA T I LA NVBINA
< o A A R K o & A o =
AN URAINHUANHN DI T ED WRZATULALIN® ATNLAN
°mU’imﬁnu@ﬁm:m:mwﬁamawi’mu%ﬁmadLduﬁamﬂ'\iﬁu%q
A o . ¥ a 6 | A I3 v K
£va Scalextric 8anuNQLE TUATRANNFTA AT RN IR
& A A o = A &2 XA | a o
ATIR RN TULE N NN IR UMV ILAUTUREININRIL WNNL
'3ul,snu<§7mmw?mimﬁ'uﬂuamguIaﬂ LANILNUDUVDILIIFDY

a7z ldnanwyinlns

Raiding the Archives | 193



= Qs a6 a6 =
PUIALINY 21N IWVBINAY super 8 Tugnusisy nddu
aziwmnlumsm:éjumwuma'ﬁﬁdﬁunuﬁuwmwé’wﬁmu
= U lﬂl 1 ' lé =) o a = Q
v lUusn Wanansdananuaudsdaiia luneaIsmasIny
tdl v Q o a =3
NBIATOUAIIULDDI VLN’J’VH:L@IUI@IIWHE]HH&JVL‘HM?IE]\‘]Iaﬂ f
=1 o s =3 ldldd Qs %] 139’ v Qs "
AT MW LANNAFFULAANBILBONINARIY § N1 {1
o <R 1 6 v o a a6 A
mMItunnrwasEninndedlsEnUaIuULDUNANFTU super 8
o o o = A A ' & [ v A A
Whias mwinisandsanellGes g 39 fainedn uiiediaad
deg  mMwdaedewlmi ladenszlannszan dsdaisda
< o v o A o . oA o a
Lﬂmam:mqﬂmanmﬂmmmd@muaaummuwmﬂmmﬂiﬂam
Aada luaINa DI "bj'u'nL%aiwLﬁamwé'uﬂi:ﬂauﬁammamm}}u
anaunauowiuenanwalyasilandszinnwnil aziwainszdu
LHOUANNTIIN LA IFIINA RN A uAINa12 beannie Ay
MANAILE?  NIWLARAU I FDALDE23A19 N AR NI
8 1y, Tam InTuud? wWwlduinnninuaeiatnsuaIn NG INEe
lasinalulafanga
A a4 o A o ° o A A A
NN FINRIUNAUARINNUANINTII W lsanunlanvi
1 d! . dtdq’ =} > 1 AI tdl v o A
uetdunn1zlan 1z wlunItih WNaunUINFRIN leNauAk
mmﬂmig%ﬁfqﬁwmadmzlaa\‘lﬁann:%’uflw,muauﬁmﬁﬁ'ﬂﬂ
AWINTUEN WITHEN 6-7 TIa9VBITIS AT 889 Nanmm
I@m@'uﬁamﬂmauﬁﬂ@a’auﬁﬁuﬁnma‘%’ufmumm%'mi’mm:
mMaefawlniveadng aninaniasduagiuinuns
' °/ < 6 1 =3 <
anauamﬂuﬂizaumsmmsagluiammumﬂumaa WLD8I
TuAinnWan g sunawunIaninagumaTadsudng g luau
=) (=3 1 dl o v dl tdl
FUNVIDFIWLANIAL Al N BTaININIWA B9 A B3N
WHUA Lwnszunn aé’uﬁ'ummqmmﬁaé’fu%aﬁ"lﬁl,t,@ﬂui'mﬁﬂ

' g; dl [ [ [ = a [
LY]’]%%“HMtY]W?]LL?JE‘]‘NE]%Jllu’NLL“IJ‘LL ﬂiﬂNWﬂLLNLﬂuﬂ%gd

194 | BEFF6



= 1 tﬂl L v o k3 1 ld‘ v = =y =
AnagnINMIIT U aIM LI laaganuIwrRaLinAe
TufinanugRiaga 9 104160 9 sruiwann ldiduin 1
~ 3 laq’ =1 : g’ ] tg’ ] ] v
WA 9 Laniafiadnasih lutadesdamesadsaalabila
A REIZINUINANIILTINN IR UL ATH AN U RO A D
a = Aa Ao, A ,
WL HUNENULANETE A nziasundvininduasn Wihnszlaa

saawihduasnids uaziAwnwen g mauasendassnaauiala

Bue gjﬂumm

NuSEnWgeaIIndunniininaass
I&agnaduin feudingrefiwnsedisa
ot natlild@adnenduauiniiumw
W Aandmatesnaslanvasidnuaian
Lfluéhaﬂ'ﬁwﬁwamawq\aﬁ"umaaﬂuﬁw
wihifiuiwiduamunsianaulanases
Lm:%ﬁ%ﬁwﬁmﬁhLﬁani:@jumi%'u;?@ia

Tanlud@Nnesnazdnts wastiudas?

ﬁUﬁﬂﬁﬂ%ﬁd@:’Jadﬂﬂir@sL%EJﬂi_JﬂLﬁﬂMaﬁﬂ
daransAnnradlrnaluniInassstauwny
auannudulyldvasniwauaslugag

NETIMUIN 9 e luladuasdaszususd

a lg/ v g 1}
HALaTuAN WinldTaiiwseasnalaun
v v = = ﬂ‘ d‘ dl v [ | v
mﬂ*ﬁﬂaaauu'ﬂﬂmwnﬂmiwmmﬂaauvl,m"l@ Y9zt )

1&3\4% iTﬂmg‘u LLﬁGVLWﬁI’JI’Ju %%ﬂW’JilLLﬁ{]WQLLG]ﬂ

Raiding the Archives | 195






Studies of a Singapore Childhood

Richard Lowell MacDonald

A previous BEFF curatorial research diary noted that the Thai Film
Archive was in a relatively unusual position having a significant
number of home movies in its possession.! To find out how unusual
this is for a film archive in Southeast Asia, in 2011 I visited audio-
visual collections in Kuala Lumpur and Singapore. Unlike Thailand,
Malaysia has no national archive dedicated exclusively to film.
Films are collected and preserved by three or four institutions: the
National Library, Filem Negara (State Film Agency), the National
Archives and the National Film Development Corporation (Finas).
None of these institutions exercises a role equivalent to a national
film archive, which is to say that although they keep and collect
films they don’t assume broader responsibility for promoting film
culture and heritage through their archive.

Like its Malaysian counterpart, the National Library of Singa-
pore has alegal deposit requirement which covers non-print mate-
rial in public circulation. In addition to these published materials,
the public have been encouraged to donate private materials like
photographs, letters, diaries and other ephemera related to the
island’s heritage to the National Library. The National Archives
of Singapore also have at least three significant collections of

amateur footage and home movies: the Ivan Polunin collection,

! See May Adadol Ingawanij’s ‘Home Movies, Our History’ in this catalogue.
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Ronni Pinsler collection and the Charles Ong
Cheng Yam collection.

Fifty years ago Charles Ong began to
make short movies of his young family on
an 8mm camera. For nearly twenty years he
recorded his family, not as it went about its
routine daily business of school and work
but on its special occasions: birthday and
Christmas parties, when the apartment was
teeming with friends, neighbours and relatives;

holidays to Malaysia; outings to the zoo, the

botanic gardens, amusement parks and the Vincent Ong
beach. Decades later Charles’s son Vincent,

the star of his father’s films, an impish and self-possessed child
with his dad’s love of photography, donated twenty-six of these
home movies to the Singapore National Archive, turning private
memories into public history.

The 8mm home movie returns us to cinema’s primal state of
muteness. Here the visual image is everything for us. In silence it asks
us to watch with an almost sacred attention, to engage in intense,
concentrated seeing without the dissipating effect of sound. As the
great theorists of the silent film pointed out, the absence of speech
has a levelling effect on the relationship between humans and the
objects that surround them. Silence tends to undo the hierarchy
that elevates the speaker. Instead, the human subject becomes part
of asilent universe in which what claims our attention is everything

that moves, that possesses tempo and rhythm. The fabric of the
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home too, its patterns and textures are equal with its inhabitants

in the eyes of the silent cine camera.

The films in the Charles Ong collection represent the high
points in the yearly cycles of family life. Their colourful animated
title cards announce a succession of birthdays, Christmas celebra-
tions and outings. These celebrations are shown to have a set of
durable traditions. The shape of the birthday cake changes over
the years, from a rocket one year to a ship the next, but every year
the cake is placed at the centre of a semi-circle of onlookers and
lovingly framed in close up. Each year the birthday boy, Vincent
Ong, surrounded by a gaggle of cousins and friends, takes centre
stage for the main event, the cutting of the cake. A knife with an
auspicious red ribbon tied neatly to its handle is presented for the
job. Nibblingat the cake icing, Vincent theatrically blows out the
candles to applause and then cuts the cake like a magnanimous
ten-year old surgeon. Each year this ritual is repeated and captured
on camera, and as the years pass we notice Vincent growing up,
trading in his neat boy’s bow tie and shorts for their full length
versions. In time the cake cutting ritual is passed on to Vincent’s
younger brother Kenneth, glimpsed in an earlier reel as a toddler

covered in talcum powder.
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To aviewer who grew up in Singapore the places and itineraries
documented in these films will have a particular meaning, no doubt
evoking their own memories. Wonderland Amusement Park at
Kallang where the Ong children sit expectantly in a giant Ovaltine
cup or gently rock their ferris wheel compartment in anticipation
of lift off. The Robinsons department store where Kenneth rides
amournful coin-operated lion. The MacRitchie reservoir with its
jagged walkways and monkeys. And of course the changing skyline
of Housing Development Blocks from the Ong family’s balcony.
One reel shows the Ong children playing on an industrial building
site near their home, obliquely witnessing the rapid transformations
of the Singapore landscape through the sixties.

Unfamiliar with this specific landscape, the places and props
that feature in many of the films nevertheless possess an uncanny
familiarity to me. Each Christmas the Ong family brought out an
artificial tinsel green tree just like the one my parents still keep in
their loft. On the wall there is a picture of a winsome Jesus that I
recognise from long-forgotten Sunday school classes. And among
the toys unwrapped by Vincent on Christmas morning is the
scalextric toy I always yearned for. Geographically distant perhaps
but socially our backgrounds seem not so far apart.

But it is also the very nature of the 8mm image itself that stirs
up such subterranean recollections. Many born in the same decade
as the Ong children carry within them a grainy, colour cine image
of their childhood, an image occasionally flooded with light or
cloaked in darkness. An image that moves in leaps and bounds,
disjointed by the flashing jump cuts of the home movie maker’s

in-camera editing. The grain of the image invites our memories.
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Colour that has faded from the 8mm home movie cannot be
registered neutrally as a technical fact.

For me the destination of the memories evoked is a state rather
than a place, the liminal state of childhood itself. In fact, the sig-
nificant achievement of the six or seven hours of film material in
this collection could be seen to lie in its intimate exploration of
the tactile and kinetic sensations of childhood play. The pleasures
of being suspended, swung, rotated, rocked by
the varied apparatuses of the playground and
the fairground, which follow the primal plea-
sures of being carried, held by parental hands.

And childhood’s particular affinity with
water is also faithfully documented. The gold-
fish ponds in which the children instinctively

dip their fingers. A packed outdoor swimming

pool churning with bobbing children. The
lake where the jetty serves as a launching pad
for the perfect dive. The sea where kids wedge

themselves into inflatable rubber rings and

drift without a care.

Having viewed a small part of this collection it is not difficult
to see Charles Ongas an experimental filmmaker, though he may
not have thought of himself that way. His ability to explore and
reveal childhood experience suggests a filmmaker who ploughed
his own furrow in pursuit of his subject. And like cinema’s first
avant-garde his eye is repeatedly drawn to a world of motion:

spinning tops, merry-go-rounds, neon lights and falling fireworks.
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BEFF6 Programmes

* From the Archives
 BEFF Presents
* Open Call

* Conversations



From the Archives

1DNDA | Street proto-politics

4 qumﬁuﬁ’ 2555 14.00 %. (98 W1fl)

4 February 2012 14.00 hr (98 mins.)

CARUTE Maﬁaﬂfwuﬁ‘ﬁuLtmﬂgdmwumuﬂs
Venue: Bangkok Art and Culture Centre

WamaauFuARFuRUTUAZ T oA WRIR UM NTBIDUUUATNI9N
wmmmsmm"l@ﬂmstmmuwsmmmmﬂswmm LAZNTLEAIAL
lugawdimanafiadsauaivlnl anniniuesnsauaiivesdalu

a [ 4 6, .
TIIYAUIN Tran Luong #an1wgual EYE (FaaLlaua) Lae Imperial
War Museum (89n1%) @asewniiizaddusasawinniimaassluaiil
289713 BEFF6 Iwiy Wugwnnwind

Footage of strolling and encounters highlighting the nature of the streets as
the space of transient interaction, self-expression, latent confrontation and
mobilisation in modernity. From the family films of Viethamese artist Tran
Luong, EYE Film Institute (Holland) and Imperial War Museum (UK). The
programme ends with an outstanding work by BEFF6’s favourite filmmaker
Paisit Punpreuksachat.

Spring and Festival

shot by Nguyen Van Vinh, 1953/54

edited by his grandson Tran Luong, 2012,
17 mins.

0%

Aok Tran Luong @aTluslidunanume il BEFF6

UG
Watslwaaian Gt -
Note by Tran Luong:

My grandfather Mr. Nguyen Van Vinh was a
self-taught artist. Before 1954 (during French colo-
nisation), he was one of very few Vietnamese who
wanted to make documentary film.

1925: opened the “ANH PHOTO” (a photo shop) at No. 7 Hang Cot
street, Hanoi.

1948: moved to No. 2E Quang Trung street, Hanoi.

At that time, the ANH PHOTO was a photo shop specialising in making
reportage photos of society and family life in Hanoi.
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1953: founded the “ANH Film” company, located at No. 6 Trang Thi
Street, Hanoi.

From 1945 to 1954 there was strong fighting between the Communist
Vietnamese troop and French military troop. But Hanoi was still under the
control of French troops.

After 1954, all private film companies, publishing houses, theatres
etc. were closed. The Communist government wanted to form joint state
and non-state enterprises, but the fact was that they appropriated all the
private properties and controlled both the content and finance of the com-
panies’ activities...

So my grandfather’s film company was closed after two years of activity.

No. 6 Trang Thi street is the place where | grew up, and learnt a lot
about photography and film from family members. My grandmother (Mrs
Dang Thi Thanh Quy - Mr. Vinh’s wife) is the earliest Vietnamese female
photographer-journalist.

Mr. Vinh and his family’s lives were hard in later decades. During the
American War (bombing & fighting all the time), he took photographs for
funerals and weddings. His wife ran a small restaurant. He passed away in
1975 and my grandmother die in 2003. Many of their descendants are artists.

The original 16mm film roll of Spring and Festival and another roll in black
& white are the last two rolls belonging to my family. They show family life,
society and lifestyle in Hanoi. Both rolls are in very bad condition.

Selected extracts from films shot by J. C.
Lamster, approx. 20 mins. from EYE Film
Institute, Holland

J. C. Lamster 1Juunan#13lunadvin Dutch East Indies 1iatl a.4.1912

NUF19 Colonial Institute tnawmIkaznwatszIaanuulyln
A A & I 3 &

ananay ek lansluwisasuaudisznaunisiaaas

J. C. Lamster was a captain in the Dutch East Indies army. In 1912 he was
hired by the Colonial Institute to shoot films and photographs of life
in the colony that could be shown in the Netherlands accompanied by
explanatory lecture.

The Lamster films have recently been released on DVD by the EYE Film
Institute and the Royal Institute of the Tropics.
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Selected footage from Colonel Hodgkinson
Collection, approx. 17 mins., from Imperial
War Museum, London

Frank Outram Hodgkinson Lyt asiasta lasmanmin s lunadnm
Indian Army faa1anilaeINg trazsaulanasinaad 1 ldie
ldnaagnuniieniinas South East Asia Command nadfaszed
89nn NNSATM Imperial War Museum uiiusninmikidiudivas
wmaeisey dulngiiavihlasisuilnanlasy

Colonel Frank Outram Hodgkinson was an amateur filmmaker and officer in
the Indian Army who joined the South East Asia Command Film Unit during
the Second World War. The Imperial War Museum holds a large collection

of amateur films, many shot on beautiful Kodachrome, made by Hodgkinson
in Malaya, Burma, Siam and India before, during and after the war.

wu"'ﬁ fﬂﬁ"ﬂdﬂ( ﬁm"'uwﬁdﬁnuumumum,
WRg Augwanum@, 2551/ Manus Chan-
yong: One Night at the Talaenggaeng Road,
Paisit Punpreuksachat, 2008, 38 mins.

A o A4 ] & & 9 o
Autwniaflanimluwugnnazunnnaznuaunyunauaaidas awan'ld
azgidin awaodoezlannadng wikmasasmnndiGasidednaniemsd
209IWF3 AALUAINITDITUDAINTE 93389A

Feverish imagining of a night when the world is about to be turned upside

down. Adapted from a short story of leading twentieth century modernist
Siamese writer Manus Chanyong.
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analannaaouus:nalunddssy 2490
World Without End: the world and
Siam in the 1950s

4 NUANWUT 2555 18.15 U,

4 February 2012 18.15 hr

FOUT: mﬁaﬂ’?@uuﬁsiuLL‘ﬂ'on?dmwumuﬂi
Venue: Bangkok Art and Culture Centre

BEFF6 ﬁmmﬁuﬁL‘TJuasmﬁaﬁvlﬁ%umwamgmﬁzﬁﬁnﬂaaﬁmigmﬂﬂ
fIMIIENINAE09872 Gatnevinlusenunudnglniiiosn g 60 Tnawan
T¥ane ’130@309 World Without End thavihlasaasinyinniiiansad
7112890 1H1A89T8 Paul Rotha U Basil Wright

BEFF6 is very grateful to UNESCO for the rare opportunity to show a feature-
length documentary made sixty years ago in Siam and Mexico to promote
the ideals and work of the United Nations and its agencies. World Without

End was made for UNESCO by two acclaimed documentary filmmakers,
Basil Wright and Paul Rotha.

World Without End, Paul Rotha and Basil
Wright, 1953, 58 mins.

§13AG1389 World Without End u@18813289finnng unineuas
118830% Siegfried Kracauer Hadwinfaminnzuasnnauas sude
anumETaRAnUaIRI N s s wERd T avasauulanni Ny
I lndganuan lﬁ%'ujuaatﬁmmauﬁﬂmﬁﬂ 9 %a8 9 1nlanfian
. A Mo o @ vad = « eda i o

ot LLazL;Javl,@g‘mmﬂm%:mlﬂmmummmLﬂuwwmagmmu

World Without End exemplifies what the great German film theorist Siegfried-
Kracauer regarded as cinema’s unique vocation to provide us with intimate

experiences of distant strangers and their lifeworld so that we might better
understand the large areas of daily existence that we share.
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goonvludidy | Hong Kong bohemia

5 NUAAUD 2555 14.45 U. (100 w1fl + nauuzib)
5 February 2012 14.45 hr (100 mins. + intro)

CARUTE Maﬁaﬂi’muﬁssuLLmnEamwumuﬂs
Venue: Bangkok Art and Culture Centre

IﬂiLmswﬁTaEas:qﬂLLiﬂL‘%uluaiaaﬂaﬁaqwﬂasiw 1960 04 70 d89N9
ﬁ%aLﬁmimﬁamnq@mﬂﬂﬁwﬁhﬂa@ﬁw waw waziwadllad ud
Isunswihziauafifsnduvasdains Ndpiausismiusaiujas
FIAUNTZLERAN ﬁﬁaluiﬂmnwﬁmuamwgﬂuwmmummuﬁaﬂ
R vAA o A A o o v o v A o &
Tnilumslifialudsauliosdamasganiiam wisidaduiuiin
o o o a o A o o a

M3UseIdad U niaN wasrITITaINaIRNATIANIIREN
URTWINAWLY 9 aE9FANTALTE AAFITIlALABTY AA13A

This programme presents a selection of early independent films made in
Hong Kong in the 1960s and 70s. Known throughout the world as a centre
for international trade and manufacturing, Hong Kong’s image has rested on
its commercial popular industries, from movies to fashion to Cantopop. But
this programme seeks to present the vibrant counter-culture of Hong Kong,
exploring alternative ways of inhabiting and traversing the rapidly modernising
urban environment, protest films showing the anti-colonial movement and
intimate portraits of alternative life styles and hipster parties. Curated and
introduced by George Clark.

208 | BEFF 6



Xi zuo zhi yi | Home Work, Dir. Ho Fan, 1966,
40 mins., b/w, 16 mm>DVD, silent

Quan xian / Routine, Dir. Law Kar, 1970,
10 mins., b/w, 16 mm>DVD, silent

Dong dang de xiang gang yi jiu qi si / Riot in
Hong Kong 1974, Dir. Hou Man Wan, 1974,
19 mins., colour, silent, super 8 > DVD (copy-
right — Lung King-cheong)

)

— [ TK

)

Beggar, Dir. Law Kar, 1971, 10 mins., b/w,
16 mm > DVD, silent (to be accompanied by
Ravel’s Bolero)

Shin Wei / Demonstrate, Dir. Lau Fung Kut,
circa 1970s, 12 mins., colour & b&w, super8
>DVD, silent

Something About Five People, Dir. Lau Fung
Kut, 1973, 9.30 mins., colour, super8 >DVD,
silent
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Thai experimenta history one:
uoalidy | A mass of light

28 NUMWUE 2555 15.00 . (65 W1fl + nauuzi)
28 January 2012 15.00 hr (65 mins. + intro)

CARUTE m?{aﬂi’mumsmtﬁan;amwumuﬂs
Venue: Bangkok Art and Culture Centre

ﬂ@;uﬂ%éﬁkﬁﬂ’ﬁﬁdﬁﬁ@] LWIZVBIANUNTIAN N"]uﬂiiuffﬁ‘ﬂUi'J&Ill’J 8-
o= & ' % o { '
]1ILNLNY LLa:ﬂﬁgﬂLﬁﬂﬂm‘luLLﬂﬂ:igﬂaNU ﬂ@]aiihﬂﬂ LLN% s

A group of Thai works from the previous two decades which explore the un-
canny capacity of film and video to make the past present and elicit memory.
Curated by Mary Pansanga.

NI AU, WY UUUN FIHA, 2551, 5 Wl /
Chulayarnnon, Chulayarnnon Siriphol, 2008, 5
mins.

Using his own portrait to show a child who cannot
recall his childhood.

mikia, lay §1294, 2528, 2.0 w1l /
Nang Sod, Dome Sukvong, 1985, 2.09 mins.

Remnants from the editing room can create unique
charming abstract hand painted images.

nanuadLly, \wdg Wuswanum@, 2542, 24
WA/ Madang Bo sai, Paisit Punpreuksachat,
1999, 24 mins.

An early video from a true underground film and
sound artist. Paisit takes a discarded strip of ethno-
graphic film and creates a hypnotic dance of illeg-

ibility, transparency, concrete noise, primal sound.
The synthesised soundtrack and the slow, pulsing
pace builds up into a fresh take on the emulsion
decays of an old film and nostalgia for the medium.
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Boring Blinker, a;swaﬁ WHae, 2528, 2.40
w111 / Boring Blinker, Surabongse Binich-
khah, 1985, 2.40 mins.

A striking flicker film exploring the perception of both
the creator and the viewer.

& A a a
MAaAIVALY, N 813, 2543, 14 UM /
Once Upon a Time, Panu Aree, 2000, 14 mins.

Panu Aree brings back memories of a long lost
amusement park to his family home movie.

W@enaonnurany, Aant Redianhsn,
2550, 9.35 W11 / Loneliness is Everywhere,
Wiwat Lertwiwatwongsa, 2007, 9.35 mins.

Wong Kar Wai’s Days of Being Wild from a Thai
subtitles VCD version not only reflects on his real life
but as well the way cinema is experienced across
Southeast Asia.

Cutter, Trimmer and Chainsaw, Uguwa nei-
1527, 2554, 2.53 Wil / Cutter, Trimmer and
Chainsaw, Pathompon Tesprateep, 2011,
2.53 mins. (Excerpt from 59 mins.)

“Cutter, Trimmer and Chainsaw is my exploration of
the relationship between the process of filmmaking
and human activities in relation to power-driven
forces and various types of labour. As for the artistic
aspect, | am interested in the belief of reconstructing
fortified social structures.”
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Thai experimenta history two:
Isnisu | Beginnings

4 qumﬁuﬁ 2555 18.15 W. (Uszanmh 68 wifl + naauuzih)
4 February 2012 12.00 hr (approx. 68 mins. + intro)

CRUTE m?{aﬂi‘muﬁﬁmmnymwumuﬂs

Venue: Bangkok Art and Culture Centre

Tuganeasse 2470 ludsanalng ndasdnanwanas 8 Sadwas Gu
Enanunsrat e u aaLduﬂi:ﬁumiﬁmawu%ug&fﬁé’m:ﬁu Tagilifay
nuadumstunmiviasdsziriuvesnseunia oIk iudey ms
Gumsrissignanslszme
wiithuiulfiaeusadtedonndunesfiatufindsziamans
Ui la zlmfhjﬁdqt&ﬂmmmﬁuﬁﬁwLﬁ@%ﬂum g A omMIasy
Bhwnaaﬂizﬁﬂﬂam‘muﬁugiﬂﬁﬁﬁmam%hmm AMUNIIINd L §
ANUNTITE T 1T %’%aw‘.ﬂﬁﬂﬁwﬁd wiithueaTeuldnuunnssy
JonsasslidaueInuNnIs sz Easdn A5NeuIIBANINTINEUES
Tadtﬂ@lﬂﬁitﬁﬁgﬂﬂuﬁﬂ thﬂIaug%mwmaa‘iﬂumUm’uaapjﬂuﬁnmw
ﬁauﬁ%uﬂﬁuwhmmmmm"l,ﬂgjﬂmﬂmmﬂﬁau
SunaIsImInezna T iR R AN IR BILsUNTwinwIe
ﬂavl,n*'uaaﬂﬁL&imLiLLﬂsm@yﬂaammmaﬁ‘h m"lajgnﬁaaﬁ!,ﬁmﬁn NI
WINNBINUMBF8A1289AN 0T Ua1I89N3A RIITNULIRIW iR e
LAINIBABMTIATUNNANNUNTITUNBITNELRDY UASILEISUABTIIIHN
812891130 Ltﬂammmmnﬂavlajiw:étﬂaﬁaﬁwamuﬂaLaty aULAAN
mummsuaamam%mwUumfﬁﬁn"lﬂamad;jﬁuﬁﬂmw RIDUATUANTT
gaifinaynnasasiunwluyunasuane Sanagwitstnwdmasas
fhamaarsuisnanssnsultasUsnavssamnudnmnouasagng
o ddwa@iamsﬂi:@ﬂamé'uﬁmadg'ﬁwmrmmuﬁa UWNUNL
ﬁﬁfaﬁmluiﬂmnsuf:ﬁmumﬂﬁamﬂumnyuuaa@ﬁnma lasAmeming
fomazuoulanoosmia waifiefstuarananssiennududen
°naamww@l%ﬂmaa‘luﬂs:mﬂ%ﬂﬁﬁ;?\fﬁuﬁaumaﬁtﬁm
msn’aiwagimwﬂum'ifuﬁadmumsﬁugﬂﬁaﬂaadaaﬂ'ﬂi:nauﬁamw
uasLRed LmLaaﬁLﬂwﬁﬂuLﬂﬁwﬁﬂﬁLﬁmmﬁm?mﬁm%ﬂjﬁﬁaim
508789058951 U8: D UUNAIR BRI TWRIDLNINA DA 0N LREIUALTIINGN
Lma'aﬁwLﬁ@ﬁmmmaamﬂumm%mﬂu&gmaa@mamu
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youdasy UnuzRauun anonwaesansiiwiasaald HadyWidhduda
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L’gauﬁaLﬁﬁnﬁaammﬁalmﬂaaﬁﬁuﬂmmmjwuﬁ

Wit ug T Lga"glﬁma fioi3enldindu road movie FasuIng
1891Nny wiennazuedlumuaivesuysinaaas fdnannaia pre-
Apichatpong find litaeidialdsn AuMItUiinAMWASERNIIBTOENS
uaziedndn thonaarumMwunumBmMvaIauTuazElanm faagn
ﬂﬁumﬁg}amu:augamaa;jﬁzhuémlumstaumaLﬁhuammnv\mm‘%'aa
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HNg wazwisthufsnulasaniidedn Fim from Lampang @9liusng
%aﬁ%’mssﬁwamu muaaa%waaqmau%uwi‘maulﬂul,l,dnﬁmﬂLﬁu
At [S LR EeMIDEICRRNTR aaaL°u<ﬂmeuaaﬁaum@mﬁu@;mmmﬁa’a
ol Jiendoudyuna9nNATINGZANNRI nuflsrifindeunsasdu
awlna L%auimsamiamaamwmqmsrﬁaaiwﬂaunﬁu I ALRRUIER
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Home movies shot by Siamese enthusiasts between the mid to late twentieth
century. An curatorial exploration in selecting home movies from the collec-
tion held by the Thai Film Archive through an experimental lens. Selected by
Pathompong Manakitsomboon.

sy, a3duns WAQYEYNT / Duenbab (Modelling), Amarin Pajonyuth, 4.11 mins.
1en 9, axN3uns WIQYYND / Dek Dek (Kids), Amarin Pajonyuth, 4.11 mins.
Film from Lampang, Anonymous, 14.30 mins.

Lidde, 5t Lga"gLﬁf_lia / (Untitled), Wichai Euarchukiate, 15.00 mins.
wniatheanwifio, 358 L'ga*‘gLﬁma / Phithi perd pai Sahapanich
(Opening Ceremony of Sahapanich) Wichai Euarchukiate, 3.00 mins.

T4ifi5a 1, fia AyFazviunsl / Untitled#1, Nij Hinchiranan, 5.40 mins.

1450 2, s Anydaziuni / Untitled#2, Nij Hinchiranan, 3.05 mins.
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USANUDS: MUKIUNMKUODUTUKIUDYAUNIUN
On early women cinematographers

29 UNINAN 2555 13.45 W. (60 W)

29 January 2012 13.45 hr (60 mins.)

FOUT: Maﬁaﬂﬁ'wuﬁmu,mn?dmwumum
Venue: Bangkok Art and Culture Centre
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Yasamsdemsaenissuiias Hold Still (2006, 7 mins) 284
Rachel Shearer Saiflusinauaiaunitafinnsa Jadoud Byuniam
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An illustrated talk adapted from a paper by the late filmmaker and archivist
Kathy Dudding and presented by Mark Williams, director of CIRCUIT Artist
Film and Video Aotearoa New Zealand.

The research of the late filmmaker and archivist Kathy Dudding examines
a collection of 16mm home movies shot by New Zealanders in the 1930s.
Collectively, they document a journey through nature, domestic and urban
space. Unusually for the time, they were shot by women. In her paper, Dud-
ding asks, to what extent are these silent films able to speak for their roving
female cinematographers?

In the 1920s, models of 16mm cameras were developed to appeal to
women’s “decorative” instinct. A number of wealthy New Zealand women
took up the craft of amateur 16mm cinematography, leaving a significant
legacy of film collections spanning from the 1930s to the 1970s. By taking
up the camera, upper-middle class women were entering into an active role
in the colonial consumption of the world through images.

While these collections can be viewed as evidence of class privilege, on
close analysis they also give insight into women'’s relationship with public
space. Writing about “the invisible flaneuse” historian Janet Wolff maintains
that women were excluded from public space, “sentenced to containment
and silence.” The films, however, indicate the extent of the woman cinema-
tographer’s mobility within domestic, urban, rural, and tourist landscapes
— both locally in New Zealand and internationally. The camerawoman as
dandyess or flaneuse.

The images, along with biographical information about the women
operating the camera, tell a story of an amorous relationship between the
voyageuse and the landscape. The idea of flight and escape is also evident
in the images, evoking Giuliana Bruno’s term transito — a relation between
motion in space and desire. The women'’s films reflect a colonial gaze that
is complex and layered, but adding women'’s “voices” to a dialogue that
traditionally has been patriarchal.

Kathy Dudding was a film-maker and film archivist who passed away in
2010. Tracing the Flaneuse: On early women cinematographers was written
by Dudding whilst working as a cataloguer at the New Zealand Film Archive.

Tracing the Flaneuse will be followed by a screening of the film Hold
Still (2006, 7 mins) by artist and musician Rachel Shearer. Hold still re-uses
several of works made by the film-makers referenced in Dudding’s research
to portray colonial settlement in Aotearoa/New Zealand.
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uswoyiHen | Men at home

29 un3aW 2555 15.00 . (60 wifl)

29 January 2012 15.00 hr (60 mins.)

A0 1&aﬁaﬂ’?@uuﬁsmLMGﬂ;dmwumum
Venue: Bangkok Art and Culture Centre
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Life Continued (Zhuang Ling, 1966, Taiwan, 14 mins., B&W)
My Newborn Baby (Zhuang Ling, 1967, Taiwan, 10 mins., B&W)
6th Birthday and Merry Christmas to you 1962 (Charles Ong Cheng Yam,
1962, 14 mins., colour)
Vincent's 8th Birthday (Charles Ong Cheng Yam, 1965, 4 mins., colour)
Birthdays 1965 and 1967 (Charles Ong Cheng Yam, 1965. 1967,
15 mins., colour)
. & v o o o A & ' =
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This special programme features the work of two filmmakers from Taiwan
and Singapore who documented the rituals of family life in the 1960s from
birth to birthday celebrations.

Life Continued (Zhuang Ling, 1966, Taiwan, 14
mins., B&W)

My Newborn Baby (Zhuang Ling, 1967, Taiwan,
10 mins., B&W)

6th Birthday and Merry Christmas to you 1962
(Charles Ong Cheng Yam, 1962, 14 mins., colour)

Vincent’s 8th Birthday (Charles Ong Cheng
Yam, 1965, 4 mins., colour)

Birthdays 1965 and 1967 (Charles Ong Cheng
Yam, 1965. 1967, 15 mins., colour)

Photographer and documentary filmmaker
Zhuang Ling was part of a group of independent
artists and filmmakers who contributed to the maga-
zine Theatre which was a conduit through which Eu-
ropean art and film theory was introduced to Taiwan.

BEFF curator George Clark introduces two films
by Zhuang Ling, Life Continued (1966), in which he
recorded his family and pregnant wife, followed by
My Newborn Baby (1967) made a year later with
scenes from the baby’s first year. Taken together
these films present a rare image of life under martial
law and offer a stark contrast to the majority of film
images of Taiwan from that period which as ‘official’
productions are generally regarded as propaganda.

Charles Ong Cheng Yam was a lifelong employee
of the Borneo Company and a passionate amateur
photographer who admired the work of Henri Cartier-
Bresson. In 1962 he began filming the birthday
parties of his eldest son on his 8mm camera and
continued to document cyclical rituals of family life

for the next twenty years.

Richard MacDonald introduces a small selection of the Charles Ong
collection from the National Archives of Singapore. What stands out in these
films is a distinctive way of looking imbued with a love for and fascination
with the tactile and kinetic sensations of childhood play.

We would like to thank Zhuang Ling and Vincent Ong for kindly giving
their permission to screen these films.
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BEFF6 Presents

Experimenta India

5 NUAWUS 2555 13.15 . (42 Wifi)

5 February 2012 13.15 hr (42 mins.)

FOUT: ‘v\aﬁaﬂﬁ‘@uuﬁsmLwiaﬂgamwumum
Venue: Bangkok Art and Culture Centre

ldsunsuann Experimenta Moving Image Art in India Aaas3lag Shai
Heredia LﬁaﬁuLm:@j?ﬂﬁumwu%aa1wa‘lumsﬁwmmaawaanzﬁuﬁh
ﬁmﬁaﬁﬁngmmmtmmtm uawABsdnasmMaduinyinislu
WINBUNRAFNIAAYBITTTIIANAITTH 1060 1L 1970 %ﬁfmﬂﬁaﬂu
Tsunsuiiananaasazauuasmiagas Films Division of India

BEFF 6 presents a programme from Experimenta Moving Image Art in India,
curated by Shai Heredia, which celebrates the experimental impulses of a
group of radical filmmakers operating in the context of a state sponsored
documentary film unit in the 60s and 70s. The programme has been selected
from the archives of the Films Division of India.

And | Make Short Films, S.N.S Sastry (IN)
1968, B&W, sound, 16 mins. 35 mm on DVD

AWLEROLUIBNIWTITURFA IR N TEUINANT
niaanlasinyinnieas S.N.S Sastry #1729

ANWUTNINTZLIUANT ANNAA LAzUSUN2RINST
ﬁwﬁfamiﬂﬁluﬁmﬁmluqﬂﬁu WRzAIFDNNIN RADMINARIUARY

'
ado

wiematiufinanuiduese vauadfidusueluntadniain audu
Foaudy wazlidumey

An impressionistic portrayal of short film-making by a short film-maker. The
film explores the process, ideas and context of documentary filmmaking in
India at the time — art or documentation of reality. The views expressed in

the film are sometimes bitter, often humorous, at times satirical but seldom
complimentary.
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Abid, Pramod Pati (IN) 1972, colour, sound,
5 mins. 35 mm on DVD

a A A A a a
“CMWLERETIRIVBINAR O ML UAD GANRHERY
auaNUuITamamennn mniaununig
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m%@u FadumsTesSsanmwanaigunnedus
sUmweananrian lumandunu mwiuiinfvesnfagaisluland 4
wRew i ldsu inanmsaadedenisssdes lufiaziwsu dras5300@
Y904 Faneaanln ledinasnu aduvinuasingad mawefians
1een s1nudu pop art 1las” [Pramod Pati]

“Unlike a cartoon film, which is a rapidly moving series of photographed
drawings, in pixilation, a moving object is shot frame by frame, and then
through clever editing made to appear in motion. By its nature, this move-

ment is agile, energetic and unpredictable just like the pop art movement.”
[Pramod Pati]

Claxplosion, Pramod Pati (IN) 1968, B&W,
sound, 2 mins. 35 mm on DVD

AfantimaaadlyslunmIsniukuasauaT!

Using pixilation and electronic music, this is an
experimental family planning film!

Trip, Pramod Pati (IN) 1970, B&W, sound,
4 mins. 35 mm on DVD

a4 o A ¢ 2 9o A .
RIIAALNYINULNIUDNLLY ‘ﬁﬁl’ﬂlmﬂuﬂﬂ']w pIX-

ilation LﬁaLauamw%‘imﬂutﬁaa;js'fiavl,ﬁ”ﬂﬂm&’w
NRUNRIUGR BRIz naULWILAUFUaTA Wi
niInaaedudslasiiour

A film on Bombay, which uses pixilation to depict the transitoriness of daily

life in an urban context. This spectacular film with its abstract soundtrack
of tweaked city sounds is the quintessential urban Indian experimental film.
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Explorer, Pramod Pati (IN) 1968, B&W, sound,
7 mins. 35 mm on DVD

3295A NN o uLTITASIN LIV IBULAE &
MIRIATINLAZNNILRANRABS AUAT rock-and-roll

AufEanuLWY Bhajan Anenanaasilznzanau

Pati attempts to portray a country caught between a number of opposing and
diverging tendencies — between war and celebration, rock-and-roll and Bha-
jan, science and religion — in all its richness, convolutedness and madness.

Child on Chess Board, Vijay B Chandra (IN)
1979, B&W, sound, 7.46 mins. 35mm on DVD

RIHLAE0ILHINNDITY T nudund ns

ﬁ'@um@ﬁ"ﬂuq@a’mniiml,a:emmmam‘ Al el
Pa9iAnitas

This abstract narrative, dealing with the parallel themes of “Man with all
knowledge” and “Child the father of man”, is a psycho-social exploration of

nationhood, industrial progress and scientific development, as seen through
the eyes of a child.

Hanoi DOCLAB

28 UNTIAN 2555 17.00 W. (76 WITl + NENIUULIN WAz Q&A NUNNIH
Hanoi DOCLAB) // 28 January 2012 17.00 hr (76 mins. + intro and Q&A
with the Hanoi DOCLAB team)

FoNui: NAANIAUTTINLAINTINWINIUAT

Venue: Bangkok Art and Culture Centre

Tsunamiimsadnnughinnngufaluuazinnisdazanauay
Aaasslasdtant e danieem

Recent works from Hanoi DOCLAB chronicling everyday life and history
from below in Vietnam. With introduction and post-screening Q&A with

Hanoi DOCLAB team. Programme selected by Wiwat Lertwiwatwongsa.
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A Soldier’s Song Sample Experiment,
Nguyen Trinh Thi (VN), 2011, 5 mins.

State-sponsored feature films functioned as propa-
ganda during Vietnam’s war-torn past, and now exist

as an archive of problematic origin. By re-editing
fragments of emotionally charged moments from the 1973 film Song to the
Front, as an ambiguous homage to the skill that went into the making of
these films, the artist creates a paradoxical space for asking how one now
engages with the artefacts and aesthetics of war.

Chronicle of a Tape Recorded Over, Nguyen
Trinh Thi (VN), 2011, 26 mins.

Nguyen Trinh Thi 1@unnaldanevindindrvas

o { o ' v o v A g
mamuﬁmﬂﬂaguw,aumqmymmymmumo
lumsdudsasdoauazidmannmilasdldlugasiaia tdufinthnd
Uszdfmanidinizes dnlnuasadyruauanawioy wnindse
@umsdamueatldenangiudng 39 dmadssdmyiwianiunm
detamdunwsuaslaslifilueygia isagnwiedaluseuthnd
Wavazlduaugn uazsznienwassauautiuiinnwmssauaiuwen |y
For this documentary Nguyen Trinh Thi travelled along the Ho Chi Minh Trail
during the Vietnam War, recording the stories and testimonies of the ordinary
people who lived along the route used as passage for troops and supplies.
On her trip to one of the villages, she was arrested by the local police officer,
and was charged with filming without permit. Thi was taken for questioning

and almost had to spend the night in jail. What the police didn’t know was
that she was secretly recording her interrogation.

Hard Rails Across a Gentle River, Tran Thanh
Hien, Pham Thu Hang, Do Van Hoang, Tran
Thi Phuong (VN), 2011, 45 mins.

nguEIAALNEINLTIAN AR IZNaUNTAAY
agi‘l@?a:mu Long Bien un1tnedialszsniuuaininanaasauny
MRV L

This group of documentaries observe the vendors who ply their trade along
the Long Bien bridge, interspersing interviews with subtle observations of
the textures of people’s everyday lives.
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KLEX @ BEFF6
From remembering to rising

5 NUNTWUE 2555 17.00 1. (70 W1l + nAIuuzi UAz Q8A MU Siew
Wai KOK #riad3 KLEX) // 5 February 2012 17.00 hr (70 mins. + intro and
Q&A with KLEX director and programme curator Siew Wai KOK)

FoNui: MAANIAUTTINLAINTINWINIUAT

Venue: Bangkok Art and Culture Centre

mamaniiiuazidlonasasmmauides wie KLEX satula nauAaTn
URZBNEANAT I@] 830 L‘ﬂ%ﬂ%& LLiﬂLﬁE]ﬁE]Gﬂ 2553 Iﬂitmiuﬁﬂizﬂ auale
NUIMVALTY FoIN3 LLa:tﬁﬂu faasaiiie BEFF6 laziaws U3
Lﬁ%ﬁ’]i’ﬁlﬁadi’]’s’ﬂ 2331 Mﬂidﬁi’]ﬁ]’m%a’]ﬂﬁvl@]ﬁ% mqumJaa

The Kuala Lumpur Experimental Film and Video Festival (KLEX) is an artist and
volunteer organised festival founded in Malaysia in 2010. This is a specially
selected KLEX programme that consists of diverse work from Malaysia, Hong

Kong, and Japan that addresses the theme of memory from a wide range of
perspectives, styles and approach.

When the Time Without My Memories, Alison
Khor (MY) 2010, 4.55 mins.

For my parents. A time that never occurs in my
memory but were their most precious moments in
life.

Kolam, Chris CHONG Chan Fui (MY) 2007,
12.40 mins.

Kolam is a short documentary about a village pool
and the post-trauma kid’s swimming lessons.

The Butterfly (MY), CHAN Seahuvi, 2004,
0.35 secs.

....And this is living.
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Perhaps (MY), KOK Kai Foong, 20086,
8.50 mins.

Women in Love.

Passing Il, AU Sow Yee (MY), 2009,
6.30 mins.

Moving in city, as if chasing the speed of light but
was eventually pulled back onto the earth.

Di Bawah Bintang Mengerdip (Under the
Twinkling Star), Kamal Sabran (MY), 2010,
Malaysia, 3.30 mins.

Di Bawah Bintang Mengerdip is a collaboration pro-
ject between experimental musician, Space Gambus
Experiment with A. Samad Said, a national poet
Laureate. The inspiration for this poem was derived
from unfortunate living stories that he’d heard from
some dancer friends. He was deeply touched by their
stories and wrote this poem in 1960.

Sky Don’t Fall, Akiko Nakamura (JP), 2011,
3.11 mins.

I’m watching the sky

| wanna make sure the sky don’t fall

I’m gonna make sure that doves fly

Cause kids fly too

I’ll always make sure the sky don’t fall

Then | see the moon sets over the bank sign

iso, Katsuyuki Hattori (JP), 2011, 3.11 mins.

50 means “many” in Japanese language and some-
times pronounced “iso”.



Making of Tokyo, Yousuke Sano (JP), 2011,
3.11 mins.

Tokyotoka

How to make Tokyo in 3 minutes 11 seconds?

Star, Choi Sai Ho (HK) (alternative version),
2011, 8 mins.

Star is like a collage of news, banners and sound of
demonstration of the “protecting the historic sites —
Star Ferry Pier and Queen’s pier” event.

Morning, KOK Siew Wai (MY), 2010,
3.50 mins.

In the morning, very loud dogs’ barking woke me
up. | walked up to the window and saw a very
unlikely scene, not the usual morning breezes and
birds chirping.

anudade13, Whiteness In Darkness,
Koji Tambata (JP, TH), 2012, 8 mins.

An audio-visual collaboration with Malaysian im-
provised saxophonist Yong Yandsen, who has the
intensity and lyricism like the historical Kaoru Abe.

Flow, Chew Win Chen (MY), 2011, 3 mins.

w Humans leave traces in nature throughout their life.
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Poetics of longing

4 Qumﬁuf 2555 16.15 . (U200t 90 11 + naauuin)
4 February 2012 16.15 hr (90 mins. + intro)
OB %a?laﬂi’muﬁmLLﬁdﬂymWMmum

Venue: Bangkok Art and Culture Centre
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Modern communications has brought mobility and the conquest of

distance. Our digital networks promise even greater proximity and

immediacy. But can we live without yearning? Curated by David Teh.
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A8A7, THITY UTIANFANG, 2552, 5 W1N /
Lalita, Tanatchai Bandasak, 2009, 5 mins.

An experimental video portrait of Thai actress, Lalita
Panyopas. Found soap-opera footage is spun and
stretched into a haunting study of memory and
distance.

a3uil, Hansd (nnans) Auiwlng, 2552,
21 w11 / Now Showing, Nitipong (previously
Krissakorn) Thinthupthai, 2009, 21 mins.

At the fringes of the nation, the Spectacle has yet to
displace the rhythms of the Festival. A sentimental
glimpse of the enduring traditions onto which the
moving image has been grafted.

swidaenasin, TsTuun suguansd, 2552,
10 w11l / Four Boys, White Whiskey and Grilled
Mouse, Wichanon Somumijarn, 2009, 10 mins.

A candid sketch of the isolation underpinning a young
life, touched by untimely loss.



0016643225059, DATIANIA Tmareans,
2537, 5 W11 / 0016643225059, Apichatpong
Weerasethakul, 1994, 5 mins.

During a long absence from home, memory and
longing pervade the everyday space of an apartment.

Letter to Sri Moh, SUANN BUNB99N, 2554,
8 w1l / Letter to Sri Moh, Jay Santiphap
Inkong-ngam, 2011, 8 mins.

A letter, tracing the fine line between personal ex-
perience and official history, now retraces a path
travelled long ago.

mmgmﬁ, NDWT 11N, 2553, 29 w1l / Gala-
nusathi, Sittiporn Racha, 2010, 29 mins.

Distance seems to collapse in a tragic instant, as
civic strife is brought home to the periphery. Based
on a true story, a powerful x-ray of a broken polity.

Air Cowboy, 50igT Us3andinG, 2553, 3 W7l /
Air Cowboy, Tanatchai Bandasak, 2010,
3 mins.

An impressionistic collage of life on the move, far

from the bright lights of the metropolis.

Route 3, Patty Chang and David Kelley,
2011, 27 mins.

A multi-channel installation cum road movie, pro-
duced in northwest Laos on the new highway linking

China with northern Thailand. A rumination on the
road as channel, as stage, as a vein of economic
life and memory, bridging distant places and times.
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Archival film and collective memory

30 UNTIAN 2555 18.00 %. (53 WIf + FUNW)
30 January 2012 18.00 hr (53 mins. + conversation)
A0UN: KodmyaIniALy 2831% Venue: Willam Warren Library

FOINRIBIAAIEUIIN LUX aantufatzniwauasuwl artists cinema
Yasangw f1mainvesnsmlnlssiamanfmathwdesldage
TIYRANA mugﬂLn.mmuLﬁms:wiwwﬁomsﬂﬁ MIa BN Uaz
WHNAREY NAIAEWII BEFF6 (Haai@wnUenaananssiumany
wamaaidu uazlaan agmed ussanmanams u hidewains
Mwiuin wiks M3lad LazANUNTINEIUTIN

Cinematic works of excavation using private and public footage from the LUX
artists cinema agency, UK. The screening will be followed by a roundtable
conversation on archival film and collective memory with Prof. Benedict
Anderson, Aan Journal editor Ida Aroonwong, and the BEFF6 team. In Thai
with English translation as necessary.

eI INEUNIW:

¢ oA % a

windnyt uawaasaw iWuwallasrnlesuaud {8 T QA WaLT
ariusanidodld waznduindszifmansdadiSesmanen unana
vaanAniunisasaAmanad Aaziargna @Runlu Glimpses of
Freedom: Independent Cinema in Southeast Asia (May Adadol Ingawanij
and Benjamin McKay, eds, SEAP Cornell 2012).

laan a§maa?7 WuuIsanBdMINImT 8%

About the speakers:

Benedict Anderson is a Southeast Asia specialist, Irish citizen and his-
torian of nationalism. His writing on Apichatpong Weerasethakul appears in
Glimpses of Freedom: Independent Cinema in Southeast Asia (May Adadol
Ingawanij and Benjamin McKay, eds, SEAP Cornell 2012).

Ida Aroonwong edits Thailand’s leading arts and literary journal, Aan/
Read.
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Two Coronations, Stephen Connolly (UK),
2011, 14 mins.

Two Coronations ﬁ"nl,awj@l,mﬁmﬁwaamau—
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anndemainGesdmgsinnatulu enGeuilildquinam

Two Coronations reworks material from a family archive, using as a temporal

guide the two coronations of British monarchs in 1937 and 1953. The acti-
vity of ’procession’, for the camera, as part of public and private occasions,
features strongly in the archive. By cinematic montage, notions of social
collectivity and a relation to the display of power are placed in question.
A short introduction reworks the tale of Sleeping Beauty as suggested by
Walter Benjamin.

Bernadette, Duncan Campbell (UK), 2008,
37.10 mins.

Bernadette WenenuLa5a U84 Bernadette Devlin
Aa @ o & o AN e A &
wanAIRALATINIMIIAENsfun lasuiRanaan

8.8 aaduies 21 U lugrusinniailissuwn
faufloudhsmmanssfidasmazuenaanaindings sy a.q. 4
ﬁmqﬁauﬁq@lm:wﬂmﬁaaéTam]mi'NT] 1969 Twidngd lasuaud
wite luwiia3esil Duncan Campbell nanuBastn iU sadLiad
ﬁ%éﬁ@u‘uaamai‘uuﬁmLLa:EULLnuﬁamimaaé‘mﬁfaLaaﬁw “g1306
duasisnGesniinnudsmanalud Wumwaziaunnueiefisseia
finemanoadns wu wisa wiemawGesliasn Undudmisansad
ﬁ]:'hiﬂ'arJﬁWianﬂiaai’waﬁmuLaoﬁWﬁu@L’%Iaaﬂmué'uﬁuﬁi:mwapjmio
a9 pjﬁgmauamwlm%aa WAZALY fmsumiesil nudasmaane
MWAEIHY Deviin udfidasandunmnaowlniviarwdouisaiu
LﬁaﬁgnﬁwLauamriawﬁwﬁu,é”a AapneenuliniiGesiidwniion
§971 Samuel Beckett SumhgﬂLLuuﬁmu%'umwmjomﬁd" (Campbell)
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Bernadette presents an open-ended story of the dissident and political
activist, Bernadette Devlin, who became the UK’s youngest MP in 1969
running as a socialist republican in Northern Ireland. Duncan Campbell fuses
documentary and fiction in order to assess both the subject matter and the
mode of communicating it. “Documentary is a peculiar form of fiction. It
has the appearance of verity grounded in many of the same formal conven-
tions of fiction-narrative drive, linear plot, and closure. Yet, the relationship
between author/subject/audience is rarely investigated in the same way
as it is in meta-fiction. | want to faithfully represent Devlin, to do justice to
her legacy. Yet what | am working with, are already mediated images and
writings about her.. | am striving for what Samuel Beckett terms a form that
accommodates the mess.” (Campbell).

LUX Smoke gets in your eyes

29 UNTIAN 2555 18.30 W. (70 WIfl + NaLUIN)
29 January 2012 18.30 hr (70 mins. + intro)
Fouil: mﬁaﬂ’?@uuﬁﬁmmdﬂ?amwumuﬂi
Venue: Bangkok Art and Culture Centre

Wanuannuiumasumaiien Lm:q@]m%msmﬂqﬂgmumzflﬁl
\Fangarng IGULTIVWNAIN AAFTTIINFINTUARLzM WA R A7
Taqd LUX nnainnw

Looking back on the magic of capital from amongst its ruins. Two great works
from London-based artists cinema agency, LUX.

Sack Barrow, Ben Rivers (UK), 2011, 21 mins.

Sack Barrow ﬁuﬁnmimmﬂﬁ’;aq@ﬁmmaa
I3 o § , & X {
lssnusmalan 1ndg aounen T9naaidniiie

T a.¢. 1931 Lﬂuﬁqiﬁamﬂluﬂsam% U
NANTHIUANANNS LL@iLﬁaqﬂaﬁmmuﬁﬂﬂﬁﬁaq
Yavmsidlad 2011 flies suaiiaiiuzes Ben Rivers sU30981379
gnnaaslssnuuasiataIlsiinasannunnanfisinimainge
aglutrnfeugarie Fnanuazduaidng atnIaznauANAINFIAY
melulssnunwduiud shusssmedansmnudulaniu
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Sack Barrow explores a small family run factory in the outskirts of London. It
was set up in 1931 to provide work for limbless and disabled ex-servicemen
until the factory finally went into liquidation in 2011. The film observes the
environment and daily routines of the final month of the six workers. Years
of miniature chemical and mineral processes transform the space into
another world.

F

Make It New John, Duncan Campbell (UK),
2009, 55 mins.

Make It New John mm:ﬁnﬁamﬂizgmoﬂn
Tuiaafnlaaa9a1nnitsi3ad Back to the Future

A A a a =* & a 9 A vl A
iiFessedalienafianseaviu wasaFou ingiianoduddalalsnu
a & & & & A ' a a A
NAAInRUa3A Delorean luiuaniad lasuaudinitaatnsidninsniile
30 Uran uaudnauidslaiidunn lifresdAdaslarinn1s Duncan
Campbell finuauiuiIn DeLorean 118 AUAMNATINWE LA
laganzagnedsluiisingdlasuaudinile witswas Campbell Way
wmmw'mgﬂu;uwﬁamsﬂauaﬁmmmiﬂuﬁm 'l“ﬁﬁwjmmmm
wazananuvinlnddroWdy 16 wn. navldaunuinuanaiulssnn

DeLorean T3NMNAILTT LAUOANNITINUETDILANRIULAS

Make It New John remembers the DelLorean car - the winged door dream
car used in the film Back to the Future — and tells a troubled tale of its creator
John DelLorean and the workers of the Belfast-based car plant who built it.
The film deftly contrasts the DeLorean dream with its spectacular downfall in
the early 1980s, during a critical period in Northern Ireland’s history. Duncan
Campbell fuses a documentary aesthetic with fictive moments, using existing
archive news and documentary footage from the 1980s as well as new 16mm
footage which imagines conversations between DelLorean factory workers.

From sixpackfilm

2 NUNTWUE 2555 19.00 w. (96 W1l + nanIuuz)
2 February 2012 19.30 hr (96 mins. + intro)
F0uN: aANUULINBLE  Venue: Goethe-Institut

HaBlaALEUaANA sixpackfilm mjuLLammuLLa:éTm‘immwﬁomaaa
WasTannnyadouw AnarslaoUgamed susfasuysnl

A selection of great works by sixpackfilm, leading distributor of experimental
moving images based in Vienna. Selected by Pathompong Manakitsomboon.
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Oceano Nox, Georg Wasner, 2011, 15 mins.

Oceano Nox processes a 1912 newsreel that memo-
rialised the sinking of the Titanic.

Tranquility, Siegfried Fruhauf, 2010, 7 mins.

An image of a woman lying on her back in the sand,
next to her an abandoned beach toy and nothing but
sun and wind above, represents the point of depar-
ture for an adventurously long journey, one produced
by the film material to be found here.

Praxis-8, Dietmar Brehm, 2010, 25 mins.

Praxis-8 comprises twelve digitally altered scenes
numbered in succession, from 49 to 60. They
represent variations on found and original footage,
primarily from the seventies and eighties.

Endeavour, Johan Lurf, 2010, 16 mins.

Using NASA footage from a day and a night launch
of a space shuttle, Endeavour slides between
documentary, avant-garde film, and science-fiction.

Coming Attractions, Peter Tscherkassky,
2010, 25 mins.

“The impetus for Coming Attractions was to bring
the three together: commercials, early cinema, and
avant-garde film.” (Tscherkassky).

Conference (notes on film 05), Norbert
Pfaffenbichler, 2011, 8 mins.

No other historical figure of the 20th century was
portrayed more often in movies and by so many
different actors than Adolf Hitler. In Conference,
65 actors playing Hitler appear in an uncanny identity
parade.



CologneOFF 2012 seasons of memory

1 UMAUE 2555 19.00 U. (75 WAl + nauuzib)
1 February 2012 19.00 hr (75 mins. + intro)
F01ui: aaUWNaLE  Venue: Goethe-Institut

lusunsuAaassie BEFF6 laslamie 910 CologneOFF A3IN 7 Waa4
fansudtmadatzrannnansuwinsildzeioundaanannunssin
duswlas@alunilan aaasslag Agricola de Cologne

A selection of experimental videoart pieces from the 7th edition of Cologne-
OFF - Art & the City - compiled especially for BEFF6. These works show how
artists reflect and create their part of ‘collective memory’ using different visual
aesthetics and artistic processes. Selection curated by Agricola de Cologne.

142-143, Pablo Fernandez-Pujol (Spain),
2010, 2.10 mins.

Stop-motion animation presenting the story of a
character subjected to the strange force of a chair
which carries him through an old attic in Berlin. A
circular story, where the end may be the beginning.

2:48 Minutes With the Door, Andres Jurado
(Colombia), 2009, 3:01 mins.

A mash-up film made with fragments of a Mexican

and a Colombian horror movie. It is a confronta-
tion between two similar kinds of representation of
women, producing a strange effect of horror, fun
and anguish.

Winter’s End, Wrik Mead (Canada), 2010,
8 mins.

Combining live action and animation, this is a
psycho-drama following a man as he falls from one
state of grief to another.
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Not With A Bang, Alessandro Amaducci
(Italy), 2008, 4.30 mins.

A ghost fights her memories.

Moroloja, Manuela Barile (Portugal), 2008,
8.05 mins.

Inspired by Homer’s hymn to the goddess Demeter,
Moroloja is a reflection on the experience of pain.

Spaces, Signe Chiper-Lillemark (Denmark),
2010, 6.31 mins.

An exploration of the relationship between physical
and mental space. A duality is established by jux-
taposing a real space with its scale-model replica.

Nijuman no borei, Jean-Gabriel Periot
(France), 2008, 7.30 mins.

Hiroshima mon amour.

The Garden, Ann Steuernagel (USA), 2010,
10 mins.

A reflection on climate change created from found,
recycled film footage and presented in three parts.

The 7th of November, Yuriy Kruchak, Yulia
Kostereva (Ukraine), 2009, 3.36 mins.

The citizens of Switzerland and the guests are invited
to take part in a trip to Geneva. They are carrying
bags filled with newspapers, Swiss elite real estate
advertising. Where are they going and why?

Black Hole, Johanna Reich (Germany), 2009,
6 mins.

A person dressed in black digs a hole into snow. The
person disappears in front of the camera.



How to Clean a Puddle, Roland Wegerer
(Austria), 2008, 1.47 mins.

Jumping in a puddle is a continuation of time. What
in childhood was stopped after a few jumps is
completed here. Water, mud and the black clothing
generate sculptural images.

Noli Me Tangere, Masha Yozefpolsky (Israel),
2008, 6.20 mins.

Regulated and hypnotised, we are normalised into a
zombie state of being, order and uniformity. Reality
loses its coherence and certainty, and our selves are
being stolen from us.

Roghieh, Alysse Stepanian (Iran), 2009, 5.30
mins.

Iranian born Alysse Stepanian moved to the US after
the revolution of 1979. This video is based on her

early dream journal.

Without Windows, Mohammed Harb (Pales-
wiolly S 53¢
dip S B3¢ ko tine), 2009, 5 mins.

Gaza hurts me much
Gaza became Very Const

Without windows, The work of video art making in the
Gaza Strip Gaza captive between four walls

The City and The Other, Albert Merino
(Spain), 2010, 3.09 mins.

An isolated character transforms the universe
around him.

Space Drawing No. 5, Sai Hua Kuan (Singa-
pore), 2009, 1.02 mins.

Created in Russia in 2009. Through the simplest yet
most fundamental function of a line - to divide, sub-
tract and define a space — Space Drawing attempts
to capture a moment of transitory energy.
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The 6th Bangkok Experimental Film Festival
January 2012
Call for Submissions

Articulating the past historically does not mean recognising it ‘the
way it really was’. It means appropriating a memory as it flashes up
at a moment of danger.

Walter Benjamin

What is the potential of films and videos for the mobilisation of
historical memory at moments of intense struggle for change? BEFF6
invites submissions of films and videos that resonate with Walter
Benjamin’s sense of history as sudden illumination and potent force
against the oppressive weight of a mythic past.

Please send us your work, made between 2009 and 2011, and
a line or two suggesting how you see the relationship between your
submission and some of these ideas. We’re especially interested
in works that explore history through the use of home movies, archi-
val film, found footage and other strategies of historical reclamation.
BEFF6 welcomes experimental film and video, documentary, instal-
lation work (single channel), artists’ film, and animation.

The deadline for submission is 30 November 2011. If your work
is selected we aim to notify you by 31 December. Please submit a
completed entry form, additional enclosures (as specified in the entry
form), and your work for selection in one of these digital formats: DVD,
or by sending us links and passwords to access your work online.
The selected work will be programmed in the open call section
of BEFF6 Raiding the Archives, scheduled to open in Bangkok in
late January 2012. Raiding the Archives uses the platform of an
experimental film festival to pose the question: What histories of
Southeast Asia await excavation from audio-visual archives in the
region and beyond? Our emphasis lies in innovative programming, a
global historical frame, and creating a context for high-quality public
discourse on the social and aesthetic values of marginal forms of
moving images.
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An escalator in world order

28 UNTIAN 2555 12.00 %. (120 W17 + NaIUBI)
28 January 2012 12.00 hr (120 mins. + intro)

qoui: 1)1aﬁaﬂ’?@uu‘ﬁii&lLL‘Iﬁ'GﬂEOL‘YIW&JW]uﬂi
Venue: Bangkok Art and Culture Centre

Tygraluies . «/m, gnowal a9l 2554
/ Ghosts in the Classroom, Ukrit Sa-nguanhai
(TH), 2011, 2.19 mins.

AeA@ILEN g ARLULIEN 9 mesianssin 6
udanan luiaaSoundan lwunn

When the old is dying and the new can’t be born.

An Escalator in World Order, Kim Kyung-man
(ROK), 2011, 118 mins.

"l@ﬁm’m"aUaﬂﬁuuannﬂugiuLﬂﬂﬂwanﬂw HUAS
Jeonju 2011

Kim Kyung-man’s awesome film looks back at Korea
in an age of US domination. Re-edited newsreel and propaganda footage
present a parade of past leaders pledging one new dawn after the other —
the return of the same haunting an existentially homeless present. Winner
of the 2011 Jeonju International Film Festival audience award.

aw / 1dou | Was here, was now

29 UNTIAN 2555 16.30 H. (80 WIfl + NauuI)
29 January 2012 16.30 hr (80 mins. + intro)

Foufl: m?{aﬂi‘muﬁﬁuLMmymWNmum
Venue: Bangkok Art and Culture Centre

an A a = v o
Wﬁﬂii&lﬂQﬂNELLW‘I%@%LL@%YIVL‘SWNNYINM

Cinematic acts of remembrance in the land of the victors’ amnesia.
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Untitled#1, from the series ‘Eight Men Lived
in the Room,” Hyewon Kwon (ROK), 2010,
5.56 mins.

« eda X o P 9 o
lU53ndRisNIunaI N Wauwuniainalune
a@%ummqm’mﬁ‘lﬁ 9177 1961 ANNL1I 45 31 auiinsida

o A & A A ' a A
wannawnulunislea Slawnudislliled 1000 Ailluiassanidnad
éTmmmﬁaagiluanwﬁumaamqmimaomﬁnﬁ Untitled# 1 WEUNEW
o ' ' o A ) 1 A & a A A v
NwszwinWamnITNINUIREEUIN FudsulaudaFasfimaaunin
nLIRa NN
This project started with the discovery of news film footage in South Ko-
rea’s National Archive. The 45-second footage, filmed in 1961, reported the
completion of a workers’ dorm in Seoul which was demolished in 1999.
No other official records of this building exist except this clip. Untitled#1

combines original news footage with scripted news performance based on
facts found in newspapers and administrative documents.

The Impossibility of Knowing, Tan Pin Pin
(SG), 2011, 11.30 mins.

“The Impossibility of Knowing NANANNFIRE

Y2993 NRBITNLRIIAZENTAUUANLITTINMA
{ 4 a A [ . .
maumaaﬁmmmnﬂmqa:maumzyvlé”lmw” (Tan Pin Pin)

“The Impossibility of Knowing came into being because | was wondering
if the video camera can capture the aura of a space that has experienced
trauma.” (Tan Pin Pin)

By | Sutadi, Sudah Tak di Sini (Sutadi Ain’t Here
Anymore), Marthen Luther Sesa (ID), 2010,
17.54 mins.

b A a dl U 1 o 1 d‘l UV & 1 a
ﬂmmmiﬂ@ﬂhgﬂLawuumﬁaavlmﬂuamw
A A = 9 A ' & o o o
T oAuARITIT iRurI IaEunadns auduaIunIauduInseu
FU979%0 Sutadi No13vzFranaIINIe AR L6

Fabulous documentary use of dramatic conceit. An interviewer we don’t see
goes in search of a bike-taxi called Sutadi who may or may not really exist.
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0z@1950, Dirk de Bruyn (AU) , 2010, 4.11 mins.

Oz@1950 ﬁwﬂmmﬂnmﬁmia’lmjLﬁaﬁ‘m”w
qﬂumsniaamml,ﬁUﬁ'@’au%mwiﬂuﬁmn )
a o G a 1 a £ =1 a 1

tinezulufisuyinivesinnaiiiesiantiude

£ a v oA A ' W v 6
Anauniididaslande Mldlddsanaaumant
HANFIITY 1950 1168 ‘damiaTlaelna’ 1ag

0z@1950 re-performs the visual archive to expose the ideology of the
white Australian policy. The film suggests that contemporary Austra-

lian politicians’ attitude to illegal boat arrivals is not new but is traceable to
the 1950s’ idea of the ‘New Australian.’

UsziamansuIntavasnnunTIi, 'ngymuuﬁ
A3ua, 2553 / A Brief History of Memory, Chul-
ayarnnon Siriphol (TH), 2010, 14 mins.

ﬂi:i’?\ﬂmﬁmm@ﬂamaamwmaﬁwqﬁﬂl,l,@iglﬁm

FAnningansaimensiasadlng siaue

HwdssvasuiggyFeanmeldlwmgmaniumon 2552

Dedicated to the people who were killed during the political crisis in Thailand.
A mother who lost her son in April 2009 recalls that day. The resonance
between her voice and the abstract, eerie images create a communal space
of mourning.

W ﬁqgﬁ Lay Claim to an Island, Chris Kennedy (CA),
SN < 2009, 13 mins.

e |

wikilFnudouanninansizuiniiaseniinu
BWABYNINATOLATBINE Alcatraz LTl 1969
UszneunuaaninengaiUaRUNILIzINges
W WafmTaenulssamnnensiiios SyanuwoinesNwiuiems
' A v o A Ad a

Uaataas LLaz%llIYlLﬂﬂﬂ%mea’J NIAIDUATIDINUNDINAINNRNILN
o o ' & Ad ' o v a A

atyaﬂmﬁmﬂmw:Lﬂuwuﬂmawagmﬂﬂmsa &Iﬂ'J’]%J‘V\SJ']?JLﬁFNl@
Texts from the 1969 American Indian Occupation of Alcatraz and letters from
supporters propel an exploration of political yearning, emancipatory archi-
tecture and failed utopias. What does it mean to claim land that has more

value as a symbol than as a potential home? And how does that symbol
function beyond the boundaries of its geographic limits?
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iKuluifu | Now you see it

29 UNTIAN 2555 12.00 %. (75 WAl + nauuzii)
29 January 2012 12.00 hr (75 mins. + intro)
A0 MaﬁaﬂfwuﬁmLtﬁaﬂ‘gdmwumum
Venue: Bangkok Art and Culture Centre

A o [ o
Namu‘mauﬂumﬁugmmmg Ltazmswmnﬁawmmwaa
Adventures in perception and a timely return to the politics of looking.

Blur Luminous, n33nd fasuguns, 2554 /
Blur Luminous, Taweewit Kijtanasoonthorn
(TH), 2011, 13.45 mins.

WY + & + L8 + 39%22 Rhythmic dance of light
and city ambient sound. Gorgeous.

Phi, Jessica Mautner (UK), 2011, 14.35 mins.

iaiaé’ué’@@iavj@mwmaan%ﬂﬁuﬁdmﬂu 2554

%aﬁpﬁwaﬁu youtube uazuWasn uaaldides
Havhariuaidni wnafted1e g udlenaluud “ns
ﬁuﬁnﬂg’jﬁ%mmuﬁa@iamqmizﬁﬁé”uflﬁmuéaammﬁ 87” (Mautner)
A short video montage of the Greek riots in August 2011 with footage sourced
from youtube and eyewitness videos. The added non-verbal sounds create

an effective, complicating layer: “a close-up personal response to a highly
mediated event” (Mautner).

Re-banho, Tales Frey (PT), 2011, 11.24 mins.

%amwﬂﬂiqmmamﬁfqLLﬂa"L@i’aaaay'w a
T “FeaIBnun” wInazulain “Ha” Al
The original name of this work is “Re-banho” (Por-

tuguese), which means “wash again.” It also means
“herd.”

724 14th St, Ching Yi Tseng (TW), 2010, 10 mins.

A A o o & . A o
Vlma’mmsmmfJLmennaaosgLﬂas 8 T19Nandn
aglﬁsmuﬂmu%a‘[ﬂizmwﬂ 2550 NU 2552 “Iiju
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AUIALINUFDIUN NN AULaIUTZANTI LAz

#3m0enenits” (Ching Yi Tseng)
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A super 8 diary shot whilst living in San Francisco between 2007 and 2009.

“This film is about a specific location and a specific kind of light and life”
(Ching Yi Tseng).

avdv/zznavvasam: lulanlneviaw, gns
TN, 2554 / The Big Picture, Suporn
Shoosongdej (TH), 2011, 2:27 mins.

é’@vjmmmmmﬁqtﬁmsz”unaauaaul,ﬁﬂiﬂjmm
Aady o o A a a al v
ManTessnadaaw wioudsuui laae

Abroken record called Thainess goes round and round and round and round.

Coms Device, Nadav Assor (IL), 2011, 7.55 mins.

o a A I a
wnusasndsdunnenesadunwisdanieatin
'vivhﬂa”adLa'ﬂﬁmaul,ﬁwn‘sq@mmﬁmnﬂnaa—

€ v i a 3 a & A a
"L(ﬂu LLN'JLE\MWLiu‘ﬂiﬂiz@]‘h@Lﬂiad(ﬂi’ﬁm’ﬁxm@
ﬂu@LﬁuLﬁamuma:ﬁaulugﬂmmaomﬂﬁaa
A performer re-delivers in realtime an improvised version of a monologue
about an incident involving an invented digital scanning device in an Israeli

army checkpoint in Palestine. She is only visible through her reflection in the
cameraperson’s eyeball.

Pulsation, Pieter Geenen (BE), 2011, 14.30 mins.

m"l,sliﬂ%'al,%amsl@pﬁwm fnsnnib lisznivay

vfianiwmamiievesdszing auaasna

Wuihvesaranvin léTunmsesnuuuliifin
lagalithezaguinmlnuuwmelodis Sadudyansalzasaoan
i loliagem mn’éﬂﬂ’fiamﬁaagﬁnﬁwaawmﬁmu Pulsation iufin
fiviend anaaIWABILTTEINTMAENANAW NS
A Turkish Cypriot flag imprinted on the mountains of Northern Cyprus iden-
tifies the landscape and claims the land. As it is ever present and visible
from almost every part of the island, the flag is a continuous provocation to

the Greek Cypriots on the other side of the buffer zone. Pulsation shows a
nocturnal view from the Greek side.
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maasvkUL | Once upon a time

5 qumﬁuf 2555 12.00 %. (UT20N04 58 WIfl + NAIUULIN)
5 February 2012 12.00 hr (approx. 58 mins. + intro)

amuﬁ: ‘vxaﬁaﬂi’@uuﬁmLL‘ﬂ'aﬂj\imwumum

Venue: Bangkok Art and Culture Centre

& A A A v v A ad A o
AIWLEUNIY VAVIBUDLN A qﬂﬂua@@mmmﬂymmnu
Storytelling and poetic acts of love to celluloid excavate the past.

Ars Colonia, Raya Martin (PH), 2011, 1:13 mins.

a = o A4 & A A a
AUANTNDIRUINA IR BIA TN
An ecstatic fantasy on what films lost to history

might have been.

Vladimir Kempsky'’s Film, Ichiro Sueoka (JP),
2010, 8 mins.

) o o o o a o
’lwﬂmmwmmw‘uaamamnmasmﬁ?ﬂmmm‘m
\ N LY 4 o
729Ua8NAITIE 1970 MTVRWANATNNING

atvtlszmaszwindidunanugiaswas
Reworking home movie footage from a Russian family originally shot in the
late 1970s, this work considers the uncanny shift from father to observer
when Kempsky films his daughter in the park.

FEWIU, NUNWT WRAILTIERg, 2554
The Greedy Whisper, Kanokporn Maleesrip-
rasert (TH), 2011, 3.15 mins.

RUAZNAZLAKLING Lﬂdluéﬁ 8517 1309LE RN

Saﬂﬁ@i’umﬂ udiisn ldRaanaindugumiodu
What happens when a greedy dog confronts his own shadow reflected in
a running brook?

opidhe Haikus for Karaoke, Roberto Santaguida

S (CA), 2011, 4 mins.

naaulanuesainnidlasnlan:

Haikus fashioned from found Karaoke videos
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Memory Objects, Memory Dialogues, Alyssa
Grossman and Selena Kimball, 2011
26.10 mins.

AIIFI90NIALINY FBUINFNA BTN
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Two frames are projected side by side. On the first is a series of edited
interviews featuring Bucharest residents sharing their recollections of the
communist past stimulated by ordinary household objects associated with
the period before the 1989 Revolution. The second displays a series of 16mm
animations of these objects —everyday, domestic items, including an ice
cube tray, a porcelain figurine, an ink bottle, a set of miniature cookbooks,
a wooden darning mushroom, and a schoolgirl’s uniform.

Fade In: EXT. Storage — Cu Chi — Day, The
Propeller Group (VN), 2010, 5 mins.
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A Vietnamese television producer calls a Fedex agent in Ho Chi Minh City
to enquire about the status of a shipment of props from Holland, and ends
up debating strategies of historical representation.

Sukiharti Halim, Ariani Darmawan (ID), 2008,
10 mins.

winnuiaylau? wangiand andu i
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What is in a name? Sukiharti Halim ponders the effects of the 1966 presidential
decree that obliged all ethnic-Chinese to adopt Indonesian sounding names,
and wonders what it would be like to be called Julianne.
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Now-where?

5 NUANAUD 2555 19.00 . (75 Wil + nanauuzib)
5 February 2012 19.00 hr (75 mins. + intro)

FOU: vﬁaﬁaﬂi’wuﬁimLLﬁdﬂgamwumuﬂi
Venue: Bangkok Art and Culture Centre

WaANMNANUFDARIIDNIL LLa:quﬁmé'wTaﬂwaﬂiw NUNILA?

A nation holds its breath. A poet remembers the violence that another forgets.

pinlwilss, nf ﬁnéﬂauﬁ, 2554
A Ripe Volcano, Taiki Sakpisit (TH), 2011,
15 mins.
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A Ripe Volcano allegorises Bangkok as a site of mental eruption and an

emotionally devastated land during the heights of terrors, primal fears, trauma
and the darkness of time.

Where is Where? Eija-Liisa Ahtila (FI), 2009,
60 mins.

Fr9zenrusassufiodaudnen nmesn
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(589 Where is Where? 183fiaTwTa61 Eija-Liisa
Ahtila LﬂuL’%'aain"umn%nqT‘sﬂg&fwﬁa FsSuununnlag Kati Outinen
(ﬁmmmgiﬁtymaaﬁﬁao Kaurismaki) %ummmiﬁamqmsrﬂ%amuﬁu
Tufiliawenenuyinenudnlaiusiu lasfiftsfamnusanunis

Where Is Where? is a haunting and layered exploration of how history af-
fects our perception of reality. Fifty years ago, during the Algerian war, two
young Arab boys killed their French friend. In the present, a European poet
(played by Kati Outinen), seeks to understand and interpret this event with
the aid of the character Death.
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Conversations

JdUUU: KOMWYUGOSHDD:IS?
seminar: What is an archive (for)?

24 UNTIAY 2555 10.00-16.00 .
24 January 2012 10.00-16.00 hr

F0UR: MamWEnAS (aasnTuMTW) B e icmtens
Venue: Thai Film Archive
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Archive Treasures

BEFF6 curators and invited international guests discuss the historical func-
tioning of film archives and what their public role is in the digital age. The
event features presentations by Chalida Uabumrungjit (Thai Film Archive),
Brigitte Paulowitz (archivist), Mark Williams (curator), and Richard MacDon-
ald (film historian). There will be a roundtable discussion with representatives
of the Thai Film Archive and the BEFF6 team on the relationship of film ar-
chives to knowledge production and film culture, and a special screening of
treasures from the Thai archive.
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oUSWIBLUNUGMS: ‘artists cinema’ TuliBuIswn
workshop : Defining, curating and exchanging
artists cinema in Asia-Pacific

25 AN 2555 10.00-16.00 W,
25 January 2012 10.00-16.00 hrs
FOUN: RAMWEUAT (BIRNTUITW)

Venue: Thai Film Archive

Word Cinema

Holiywood | Commercia Cnera

Artists cinema faazls? Huaawdddfimdyinnienioslalunisia
I‘ﬂﬂmmmwwmﬁm:mmamﬂﬁuuwamu’lu{]ﬁmﬂﬁ"l,&ivlﬁ”ﬂu@iﬂs:mﬂ
lanaziuanadnaaldoudddn 2832 aansa AumInEninw
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What is artists cinema? Is the concept useful for curating and exchanging
work in regions such as Asia-Pacific? BEFF6 curator George Clark contex-
tualises the term and discusses how it has been circulating in the contem-
porary art world. The workshop features a double bill programme of artists
cinema from New Zealand and Thailand, selected by Mark Williams (CIRCUIT
Artist Film and Video Aotearoa New Zealand) and Chulayarnnon Siriphol
(independent filmmaker). Mark’s programmed is a collection of commissioned
work by New Zealand artists who were each asked to produce a moving
image work designed to consciously respond to, comment on, interrupt and/
or reflect on the cinema context. BEFF6 invited filmmaker and cinephile
Chulayarnnon to create a comparable programme by selecting Thai works
that explore what cinema is, now, and what it may become.
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Archival film and collective memory

30 UNTIAN 2555 18.00-20.00 %. 30 January 2012 18.00-20.00 hrs
F0IUN: KosmyaIaLaLL 2313w Venue: Wiliam Warren Library

BEFF6 .&ua Two Coronations (Stephen Connolly, 2011) AU Bernadette
(Duncan Campbell, 2008) §adKaNulaaE®IN LUX aantudays
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AIRATITYLULUANY LLOWLADIRY ITIRIT 874 LacNUINw BEFF6
BEFF6 presents Two Coronations (Stephen Connolly, 2011) and Bernadette
(Duncan Campbell, 2008) in a programme of outstanding works from LUX,
one of the leading international arts agency for the support and promotion
of artists’ moving image practice. The screening will be followed by a round-

table conversation on archival film and collective memory with Prof Benedict
Anderson, Aan Journal editor Ida Aroonwong, and the BEFF6 team.

msdalUsinsy artists cinema d@og1ls dalurmlu
Curating artists cinema

3 Qumﬁuﬁs 2555 18.00-20.00 %. 3 February 2012 18.00-20.00 hrs
A0UuN: Kasmyaialaun 2a3l3w Venue: Wiliam Warren Library
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BEFF6 curator George Clark will give a talk drawing on his extensive expe-
rience of presenting, teaching and writing about artists cinema. George’s
talk will be followed by a roundtable discussion with Southeast Asian inde-
pendent cinema groups comparing experiences of programming and show-
ing works.
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BEFFG6

Touring Programmes



GENERATION LOSS, Experimental Cinema, Video, Time-based Media
University of the Philippines and 98B ESCOLTA, Manila 20 — 21 July 2012 Curated by

Mary Pansanga

Programme one: A HISTORY OF THAI EXPERI-
MENTAL FILM AND VIDEO Films by Chulayarnnon
Siriphol, Dome Sukvong, Paisit Punpreuksachat,
Surabongse Binichkhah, Panu Aree,Wiwat Lertwi-
watwongsa and Pathompon Tesprateep

Programme two: THAI EXPERIMENTAL

Films by Tanatchai Bandasak, Taiki Sakpisit, Ukrit
Sa-nguanhai, Chulayarnnon Siriphol, Apichatpong
Weerasethakul and Krissakorn Thinthupthai

BEFF6 Regional Campus Tour Walailuk University, Nakhon Si Thammarat
21 — 22 September 2012 Curated by Mary Pansanga

Programme one: EARLY THAI EXPERIMENTAL
FILM Films by Dome Sukawong, Pasit Punpreuk-
sachat, Surabongse Binichkhah, Apichatpong
Weerasethakul and Pathompon Tesprateep

Programme three: IT'S NOT ALWAYS AS IT
SEEMS Films by Hyewon Kwon, The Propeller
Group, Kanokporn Maleesriprasert, Marthen Luther
Sesa, Roberto Santaguida, Jessica Mautner and

Programme two: MEMORY OF PLACES

Films by Chulayarnnon Siriphol, Chris Kennedy,
Ching Yi Tseng, Jay Santiphap Inkong-ngam and
Krissakorn Thinthupthai

Programme four: A CHRONICLE TAPE RE-
CORDED OVER: Hanoi DOCLAB Films by Nguy-
en Trinh Thi, Tran Thanh Hien, Pham Thu Hang, Do
Van Hoang, Tran Thi Phuong, and Nguyen Hong

Dirk de Bruyn Hanh
Programme five: HIDDEN TRUTHS Films by Ukrit
Sa-nguanhai, Taiki Sakpisit, Suporn Shoosongdej,

Sittiporn Racha and Taweewit Kijtanasoonthorn

Southeast Asia Film Series Harvard University Asia Center, 6 October 2012
Curated by May Adadol Ingawanij

Programme: SONGS OF RISING SMOKE These recent videos from Thailand capture the inten-
sity of a time that’s coming out of joint. Each is small in scale yet potent and allusive. Each is like the smoke
that rises from the charred rubbles of a shattered ground. The filmmakers and artists featured here are in
their mid twenties to mid thirties, which means that all of them belong to a generation that was fortunate
enough to learn to use film and video to make figures, shadows, motions, sounds, and spells, as the air
began to drain out of the shaky golden spire at the top of their country’s political hierarchy.

The coup of September 2006 and the suppressions and killings that ensued may well turn out to be
the last gasping act of violation of the royalist mythology of national sovereignty, and its unintended
achievement has been to deepen the cracks of a ground already rent with fault lines. But to the question
of what Thailand would be without that cement that had been passing itself off as the basis of collective
identification, there is, right now, a blank. Call it a state of suspension, the social context that the videos
respond to. This blank implies both the risk of things falling apart and the hope of a different future.

What should filmmakers and artists do at this moment? What is the role of art and cinema at this
extraordinary political juncture in a nation’s life? These videos have been selected for this programme
because their potency seems to come from a place of creaturely removal from the realm of that which is
expressible in current political terms. Their makers seem to know by instinct the necessity of crouching
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close enough to the ground to feel the tremor and haunting, and to hear the grief, the silent rage, when
those exposed to death in the name of the sovereign are pushed to the verge of their capacity to endure.
This vantage point signals a departure from the institutionalisation of the artist’s speaking position in
Thailand: neither the artist as the peace-preaching Buddhist sage nor the artist as the activist leader and
heir to the social realist stance of commitment. If pressed define what sort of an artist the filmmakers in
this programme are, | would probably settle for the artist as the mute, wandering seer — intensely reticent
yet somehow clairvoyant in their capacity to channel sensorial intensity from faded wallpaper, drifting in-
sects, and the flash of illumination of a fluorescent tube.
Films by Ukrit Sa-nguanhai, Sittiporn Racha, Chulayarnnon Siriphol, and Taiki Sakpisit

Highlights from the 6th Bangkok Experimental Film Festival
Media Art Asia Pacific (MAAP), Brisbane 12 October — 16 November 2012
Curated by Mary Pansanga and David Teh. Introduction text by MAAP.

The festival, titled Raiding the Archives, was first screened in Bangkok in January 2012. The programme
responds to Walter Benjamin’s idea that “articulating the past historically does not mean recognising it
‘the way it really was.’ It means appropriating a memory as it flashes up at a moment of danger.” Mediat-
ing on memory and nostalgia, the programme lines up contemporary cinema against a number of works
from the impressive Thai Film Archive, as well as archival features from across Asia, pointing to poignant
overlaps in political and personal histories from Hong Kong, Vietnam and Thailand, for example.

BEFF highlights the expansive context of experimental film in Asia; it’s a smorgasboard of cinema
ranging from political documentary, expanded cinema, video art, and amateur film. Since expanding its
borders in 2001 to include film from Asia, Europe and North America, the festival has attracted many in-
ternational curators and partners, including the UK’s LUX. Though foreign film has strong representation
in the programme, it is the local films that are the festival’s epicentre; it’s not a line up of international
blow-ins, but instead a carefully curated programme that selects international work to extend the themes
and issues generated by the local cultural and political context.

Thailand has a substantial film industry, however experimental or arthouse films rarely receive a local
audience (the same has been said for Thai contemporary artists, like Rirkrit Tiravanija); indeed it is likely
this fact that impelled international film-festival heavyweight Apichatpong Weerasethakul to support the
festival as a public platform in Thailand for the country’s experimental film activities.

Partnered with contemporary art gallery Project 304, the festival has long overlapped with the moving
image culture of contemporary art. To some extent it creates a shared context for film and video art in a
place where making such distinctions is a less urgent project than one of freeing artistic expression from
government control. In this sense, the festival also has significant political purchases in the Thai art world.
Where censorship is a real obstacle for many artists and filmmakers, the festival has unflinchingly pre-

sented works that make both veiled and naked criticisms of the highly sensitive government and monarchy.

Programme one: POETICS OF LONGING Programme two: THAI EXPERIMENTA

Films by Tanatchai Bandasak, Krissakorn Thin- Films by Chulayarnnon Siriphol, Dome Sukvong,
thupthai, Wichanon Somumijarn, Apichatpong Paisit Punpreuksachat, Surabongse Binichkhah,
Weerasethakul, Jay Santiphap Inkong-ngam and Panu Aree, Wiwat Lertwiwatwongsa and Pathom-
Sittiporn Racha. pon Tesprateep
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The Kuala Lumpur Experimental Film and Video Festival (KLEX)
16 - 20 November 2012, Curated by Mary Pansanga and May Adadol Ingawanij

Programme: AN ABC OF LOOKING

The frame is axe-shaped and the color of gold. When they nailed it to the earth two hundred years ago it
must have been made of teak and decorated with edible gold leaves. Ah well, Joni Mitchell sang as she
was hitting forty, nothing lasts for long. It’s spray paint and fibreboard they’re patching that thing with now.
Right now the blind man at the vanishing point of this perspective is rotting inside his robe, and cataract
claws at our parents’ eyeballs. Guess it’s poetic punishment of some sort for the generations that frittered
their gifts under His mantra of see no murderer’s evil. The kids would love to leave but globalisation tears
too big a hole in the pocket, and so they stay. Thank goodness their teachers come from the army of the
fatally blind. And so they teach themselves to look. Or maybe they’ve been quietly learning from Uncle
Stan. Some of them appear as if out of nowhere with the same infant eyes as his, that pure, rhythmic,
unbounded perceptibility. Others imbibe the impish all-seeing potency of the luk krok — the undead ghost-
guide-child that waits at the top of the stairs to lead you into the next adventure. Here’s their ABC of
looking - the better to see what’s around the corner with, my dear, as the wolf of Little Red Riding Hood
might say. Films by Tanatchai Bandasak, Taweewit Kijtanasoonthorn, Ukrit Sa-nguanhai, Krissakorn
Thinthupthai and Paisit Punpreuksachat

BEFF6 International Campus Tour The Australian National University

29 - 30 November 2012 Programme one: SONGS OF RISING SMOKE
Programme two: AN ESCALATOR IN WORLD ORDER

BEFF6 International Campus Tour Workshop on Asian Moving Images in the
Post-Cinema Era, School of Film and Television Art, Shanghai University, in collaboration
with the Asian Film and Media Initiative, Department of Cinema Studies, Tisch School of
the Arts, New York University, 21 — 22 December 2012

Programme: SONGS OF RISING SMOKE

BEFF6 Regional Campus Tour Mahasarakham University, Khon Kaen University,
25-26 December 2012, Curated by Mary Pansanga and May Adadol Ingawanij

Mahasarakham University Programme one: MEMORY OF PLACES
Programme two: AN ABC OF LOOKING
Khon Kaen University Programme one: Films by Marthen Luther Sesa and

Chulayarnnon Siriphol Programme two: Hanoi DOCLAB
Programme three: Film by Paisit Punpreuksachat

Moving on Asia: the 6th Bangkok Experimental Film Festival
City Gallery Wellington, 20 April 2013, Curated by May Adadol Ingawanij

Programme one: AN ESCALATOR IN WORLD ORDER
Programme two: SONGS OF RISING SMOKE
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Programme three: STREET LABYRINTH Disjunctive montage and moving view highlight the nature
of the street as the quintessential theatre of modern experience — the space of transient interac-
tion, latent tension and sudden reversals of fortune. Films by Pramod Pati, Taweewit Kijtanasoon-
thorn and Paisit Punpreuksachat.

The After Station, Thai Art Initiative in London, The Old Police Station,
London, UK 30 March 2013 Programme: SONGS OF RISING SMOKE

BEFF6 at FuturePerfect, Singapore 12-14 July 2013
Curated by Mary Pansanga

Special Programme (on loop) AN ESCALATOR IN WORLD ORDER

Programme one: THAI EXPERIMENTA

Programme two: MEMORIES OF PLACE Places have physical persistence yet the people and events
that pass through them are ephemeral. With conflict and rapid change the questions of remembrance
and erasure become intensely political. This programme features works that create spaces for re-
membering past lives, experiences and struggles, through a poetry of objects, texts, footage and
sound. Films by Hyewon Kwon, Ching Yi Tseng, Alyssa Grossman and Selena Kimball, Apichatpong
Weerasethakul and Chulayarnnon Siriphol

Programme three: TRACK and TRACE What can a storyline tell us? How do we follow it? This pro-
gramme explores the act, the aesthetics and the tactics of storytelling, as an exercise in the re-framing
of social reality. Films by The Propeller Group, Santiphap Inkong-ngam, Kanokporn Maleesriprasert,

Marthen Luther Sesa, Jessica Mautner and Sittiporn Racha
Programme four: HISTORY - WHOSE TRUTH? History can be more than just a capsule of some

specific time or story. As Walter Benjamin said, ‘there is no document of civilisation which is not at
the same time a document of barbarism.” Films by Ariani Darmawan, Pieter Geenen, Dirk De Bruyn,

Chris Kennedy, Ukrit Sa-nguanhai, and Nadav Assor
Programme five: DAMAGED UTOPIA REVISITED New works by leading Thai moving image artists,

made in response to writer and BEFF6 curator Wiwat Lertwiwatwongsa’s book Damaged Utopia.
Films by Chulayarnnon Siriphol, Ukrit Sa-nguanhai, Paisit Punpreuksachat and Taiki Sakpisit

The Arkipel International Documentary and Experimental Film
Festival, Jakarta, 24 - 30 August 2013, Curated by May Adadol Ingawanij

The 6th edition of the Bangkok Experimental Film Festival took place in Thailand last year under the theme
of ‘raiding the archives.” We wanted to show how moving image artists from around the world, both in
present and past times, use the formal, documentary and sensorial capacities of the moving image to
engage critically and imaginatively in the politics of memory. This touring programme, featuring artists from
Australia, USA, Thailand, South Korea and Canada, highlights their cinematic acts of remembrance in the
land of the victors’ amnesia.

Programme one: ACTS OF MEMORY Films by Dirk de Bruyn, Alyssa Grossman and Selena Kimball,
Chulayarnnon Siriphol, Hyewon Kwon and Chris Kennedy

Programme two: AN ESCALATOR IN WORLD ORDER
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IN@MAaKULN@ADONSLINW
THE BANGKOK EXPERIMENTAL FILM FESTIVAL

ngé'm’mmiLmz;jﬁaéta / Director and Founder :
n9AEN N394 / Gridthiya Gaweewong
%Tﬁaév'a / Founder :
AT ANIA ﬁi:mswgqa / Apichatpong Weerasethakul

1191% BEFF6 / THE BEFF6 TEAM

Amm3n / Curators :
210108 83azathr (May Adadol Ingawanij)
Richard MacDonald
David Teh
w3 tuad (Mary Pansanga)
ik e i@siaeen (Wiwat Lertwiwatwongsa)
George Clark
ﬂg&l‘waﬁ muzﬁﬁlawyirﬁ (Pathompong Manakitsombon)
Brigitte Paulowitz

aanuwuy / Designer :
Yguwa inevseAy / Pathompon Tesprateep

Auled / Website :
2396 g IWyag / Warong Lupaiboon
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fiast unkallozide / Niwat Manatpiyalert

Auuinaiia / Technician :
Unyal ﬁngg@ﬁw\‘iﬁ / Pakorn Julputtipong
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Uououqnu / ACKNOWLEDGEMENTS

Bangkok Art And Culture Centre

CIRCUIT Artist Film and Video Aotearoa New Zealand
CologneOFF

Experimenta | Moving Image Art in India

Goethe Institute, Bangkok

Hanoi DOCLAB

Jim Thompson Art Center

Kuala Lumpur Experimental Film and Video Festival (KLEX)
LUX

New Zealand Film Archive

Public Records Office (PRO) of Hong Kong
sixpackfilm

Thai Film Archive

Videotage

William Warren Library

Agnes Lim (Osage)

Benedigt Anderson

BRAN Lﬁaﬂﬁigdﬁ@ (Chalida Uabumrungijit)
Chris Chong Chan Fui

Christine Carbonnel Saillard (UNESCO)
qwmwmuuﬁ @INa (Chulayarnnon Siriphol)
Diana Miu (Hong Kong Film Archive)

vLﬂi’g@ ANIADT (Graiwoot Chulpongsathorn)
Hassan Muthalib

Helen Chiang

Jade Enge (Osage)

Jamie Maxtone-Graham

Joseph Chiang

DINT ANWIINT (Oraporn Laksanakorn)
g ﬁuﬁjqumwa (Paisit Punpreuksachat)
ity ludssiasdl (Sanchai Chotirosseranee)
ﬁtﬂfg“ﬁ'ﬂ Uii@ﬂﬁné (Tanatchai Bandasak)
Teresa Huang (Chinese Taipei Film Archive)
Tony Chun-hui Wu

Tran Luong

Tuck Cheong Wong

Vera Pansanga and family

Vincent Ong

Wendy Hau (Hong Kong Film Archive)

Wenjie Zhang

Juasai agmiiﬂﬁiﬁﬂz (Wimonrat Aroonrojsuriya)
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