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Introduction

ARCHIVE PRISM # 15 .

Published quarterly, each winter issue of Archive Prism is
subtitled “Film Archives Today,” dedicated to exploring the
contemporary challenges faced by film archives across the
globe. The inaugural issue, released in Winter 2021, focused
the role of film archives and their adaptive strategies in an
evolving landscape characterized by digital transformation
and shifts in film consumption patterns following the pan-
demic. The subsequent edition focused on “restoration”—the
process of rejuvenating our shared cultural heritage—to high-
light the tactics and philosophies adopted by film archives
worldwide to preserve and revitalize film culture.

The third edition of “Film Archives Today” concentrates
on a critical function of film archives: circulation. Fundamen-
tally, the essential duty of a film archive is to protect film
history. This role might occasionally suggest that film archives
are exclusively preoccupied with the past and the preservation
of film heritage. However, film archives are not merely guardi-
ans of history; they are vibrant institutions capable of creating
new narratives in film history. This is achieved by presenting
both film and non-film materials to contemporary audiences,
thus continuing to underscore the importance and trajectory
of their collections. The process of curation and programming
is central to a film archive's mission. Similarly to how the focus
and priorities of restoration efforts mirror the distinct identity
of each film archive, the selection and contextualization of
films for public exhibition act as a practical approach to histo-
riography. This curatorial endeavor eloquently expresses
the past, present, and projected future of each archive, pro-
viding deep insights into their evolving narratives more effec-
tively than any other activity.
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In “Film Archives Today Vol. 3,” we highlight film archives

that are notable for their inventive curatorial and programming
efforts. These archives demonstrate a political and aesthetic
commitment to altering prevailing narratives, not only in the
realm of film history but also within contemporary historiogra-
phy and aesthetic discourse, through their bold and detailed
curation. Providing profound insights into the development

of film, these archives depict the dynamic relationship between
the past, present, and future of cinematic art. This edition
features a range of archives, from those established or funded
by nations, such as the Taiwan Film & Audiovisual Institute
and Singapore's Asian Film Archive, to smaller, independent,
and alternative archives in the United States, France, Aus-
tralia, and elsewhere. These organizations are bound by a
collective dedication to film, fueled by a strong belief in its
significance and a passionate commitment to its preservation
and dissemination.

One of the most challenging issues continually confronted
by archivists and curators in film archives, both large and small,
is contextualization. It is the responsibility of archivists and cura-
tors to place films within contexts that elucidate how these films,
as cultural artifacts and artistic expressions, resonated with or
differed from the expectations of their contemporary audiences.
They investigate the social, historical, and aesthetic factors that
connected audiences to films and the broader industry, shedding
light on how these relationships both facilitated and misrepre-
sented those connections. Through this endeavor, archivists and
curators rejuvenate the history of cinema by forming, dissolving,
and reforming links, as well as reinterpreting the continuum of
film history.

Seen in this light, curation within film archives serves
as a nuanced essay on film history. We invite you, our readers
and viewers, to engage with the third edition of “Film Archives
Today.” Join us in discovering the experiences, challenges,
and visions that we, as archivists and curators, encounter in
our profession.

Finally, we extend our deepest gratitude to the film
archivists and curators, as well as to the director and the film
scholar, who embraced our mission, generously took time
from their busy schedules to participate in our interview, and
contributed their articles. This special issue could not have
been realized without their invaluable assistance and support.

FILM ARCHIVES TODAY VOL.3 .



ARCHIVE PRISM # 15

#15

=
=]

ool )




17
31
47
95
109
125
139

61

73

86

ot7lo| =2 E Fe|o|Elst7]:

7|de| A8, 2dAte| R

“o|AXQl ofFto|&” ‘Ald|2C|of 70: 7}SE BE
Al Z2H E(2018-2022)0] Est E

ALE Felo|Elstn 7|2 g oFto|Hsiot= A:
Ot opHI 20| A3t LR E[EE RALRSH=
gkAlof| ZksH

N
2A U Z Qo] s Z2HE

of

mn

2% olrhol B Erlo] Vol. 3 o

17
31
47
95
109
125
139

61

73

86

Film Archives

Deutsche Kinemathek

Taiwan Film & Audiovisual Institute
Arsenal - Institut fir Film und Videokunst
Asian Film Archive

Harvard Film Archive

Artist Film Workshop

Non-Aligned Film Archives

Talitha

Curating Archives: Recalling Memories,
Reconstructing Histories

“An Ideal Archive”: Notes on the Zinemaldia 70:
All Possible Histories Project (2018-2022)
Curating Histories, Archiving Memories:
Annabelle Aventurin's Journey in Reframing
Cinematic Narratives

Loss Angles about dead projects

FILM ARCHIVES TODAY VOL.3 .
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Deutsche Kinemathek

The Deutsche Kinemathek in Berlin, established in 1962
and opened in 1963, is a leading German film archive. It
plays a vital role in preserving and promoting German and
international film heritage. Renowned for its extensive col-
lection, the Kinemathek houses around 26,000 titles span-
ning various genres and styles. It also curates the Berlinale
retrospectives, showcasing newly restored film master-
pieces and significant rediscoveries. These efforts not only
preserve film history but also actively reintroduce it to the
international film festival circuit, revitalizing its place in the
modern context. Our discussion explores their initiatives in
reshaping film history to align with contemporary perspec-
tives.

Interview with Rainer Rother

The front view of the Deutsche

Kinemathek.

(Artistic Director of Deutsche Kinemathek)

Deutsche Kinemathek may not be a familiar name to our
Korean readers. Could you provide a brief explanation of
how Deutsche Kinemathek was founded and its early activ-
ities?

The association ‘Deutsche Kinemathek e.V.” was founded in
1962 with the aim of establishing a film museum. Its first film
history exhibition, ‘From Skladanowsky to Caligari,” opened in
1966. This event not only showcased films but also involved
the publication of brochures. Subsequent exhibitions followed.
From the outset, there has been a close relationship with the
German Film and Television Academy Berlin (dffb), established
in 1966. The ‘Friends of the Deutsche Kinemathek e.V.,” found-
ed in 1963, have also collaborated with the Kinemathek. In
1966, the Cinematheque became a full member of the FIAF (In-
ternational Federation of Film Archives). The first two volumes
of the ‘German Silent Films’ catalogue, which eventually com-
prised ten volumes, were published in 1967.

FILM ARCHIVES TODAY VOL.3 .
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. DEUTSCHE KINEMATHEK .

Deutsche Kinemathek’s collection is extensive, encom-
passing not only physical films but also movie costumes,
props, posters, TV show episodes, and more. Could you
describe the size and breadth of your collection?

The German Cinematheque’s non-film collections are catego-
rized into various specialized archives:

Personal Papers and Company Archives:
This section comprises over 600 institu-
tional archives, including notable collec-
tions such as the Werner Herzog Archive,
the Marlene Dietrich Collection, and the
Ken Adam Archive.

Document Archive: Primarily consisting of
materials created to support films,

this archive houses nearly 70,000 files for
specific film titles. These files typically
include marketing materials, press kits,
and documentation of critical reception.
The archive is enriched with over 20,000
screenplays, dialog sheets, and other
film scripts, as well as almost 6,000 cen-
sors’ documents, which are vital sources
for historical research.

Graphics Archive: The Graphics Archive
contains tens of thousands of drawings
related to costume and set design. It also
holds more than 25,000 film posters, as
well as exceptional storyboards, frames
from animated films, matte paintings, and
caricatures from film and television.

4. Photo Archive: Housing over one million

analog photos, slides, negatives, placards,
and digital images, the Photo Archive
vividly chronicles Germany’s film and tele-
vision culture from its earliest feature films
to the present.

. Technical Archive: This archive includes

a wide array of cameras and projectors,
materials related to the history of film
laboratories, viewing and editing tables,
and peripheral devices like lighting and
sound technology, and camera trolleys.
It focuses on the equipment and devices
used in film production, editing, visual
review, and presentation.

3D Object Archive: Since its inception in
1963, the Deutsche Kinemathek has been
collecting 3D objects such as props, priz-
es, models, and mementos. The collection
also features masks, matte paintings,

and other artifacts significant to the field
of special effects.

. Textile Archive: Established in October

1993 with the acquisition of the Marlene
Dietrich Collection Berlin (MDCB), the
Textile Archive now possesses over 5,500
individual objects, including 3,200 from
the MDCB.



Deutsche Kinemathek’s collection
encompasses films and posters, along

with costumes, movie props, and film
equipment.
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The Marlene Dietrich Exhibition
Hall installed within the Deutsche
Kinemathek.

Masha Matze (left) and Julia
Wallmdiller (right), restoration staff at
the Deutsche Kinemathek.

DEUTSCHE KINEMATHEK .

Since the 1970s, the Berlinale has entrusted Arsenal with
the organization of the Forum section and Deutsche Kine-
mathek with the organization of the Retrospective. How did
you come to be responsible for organizing the retrospective
section?

Since its inaugural edition, the Berlin International Film Festival
has presented retrospectives on varying scales, collaborating
with different partners and curators. In 1977, Wolf Donner, a
film journalist, succeeded Alfred Bauer as the new director.
Donner’s vision involved a novel approach to engaging the
public, such as employing new advertising methods, opening
the film festival to the general audience, and working closely
with his selection committee. He was also committed to finding
a permanent solution for the retrospective. Consequently, the
Deutsche Kinemathek assumed curatorial responsibility for the
film-historical section. This collaboration commenced with a
film program dedicated to Marlene Dietrich, followed by a sec-
ond installment in 1978. Film exile remained a recurring theme
in the Berlinale retrospectives, which also featured series fo-
cused on the works of famous directors, themes like ‘The Year
1939,’ or technical aspects such as Cinemascope, 70mm films,
or Technicolor. The retrospectives also highlighted significant
periods in film history, such as Weimar Cinema, or the first gen-
eration of female filmmakers in Germany.

For the Berlinale Retrospective, how are themes chosen,
and how do current trends and historical significance influ-
ence these selections?
The Retrospective is the Berlinale’s film history programme.
It brings works from international film history back to the
big screen. Selected on the basis of thorough research, the
film program captivates with cinematographic rediscoveries,
high-quality film prints and digital screening formats. The Ret-
rospective topics are devoted to central periods of film history,
aspects of film aesthetics and film technology as well as indi-
vidual genres. In selecting themes for the Retrospective, we are
guided by both current social influences and inspirations rele-
vant to film history.

The Retrospective has been complemented since
2013 by the Berlinale Classics presentations. In view of the
increasing number of high-quality restorations and reconstruc-
tions offered by the new possibilities of digital processing, Ber-
linale Classics provides a forum for premieres in this area. New
restorations of film classics and rediscoveries are screened in
brilliant picture and sound quality. The films are usually intro-
duced by a high-profile festival guest or the restorers.
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The restoration staff is comparing
films frame by frame.

The Retrospective is the film history program of the Berlinale,
designed to bring works from international film history back to
the big screen. The film program is selected based on thorough
research and captivates audiences with cinematic rediscover-
ies, high-quality film prints, and digital screening formats. The
Retrospective’s topics focus on key periods in film history, film
aesthetics, film technology, and individual genres. In selecting
themes, we are guided by current social trends and relevant in-
spirations in film history. We also consider which target groups
are likely to be engaged by specific topics.

Since 2013, the Retrospective has been comple-
mented by the Berlinale Classics presentations. With the
increasing number of high-quality restorations and recon-
structions made possible through digital technology, Berlina-
le Classics serves as a forum for premieres in this field. The
section showcases new restorations of film classics and re-
discoveries in brilliant picture and sound quality. These films
are typically introduced by a high-profile festival guest or the
restorers themselves.

For the Berlinale Retrospectives, what criteria guide the se-
lection of films from the extensive global restorations?

The selection process for the Berlinale Classics, a key part of
our Retrospectives, is primarily influenced by the range and
quality of submissions we receive each year. Films are submit-
ted through the Berlinale’s official film submission process. Our
focus for the Berlinale Classics is on celebrating the premieres
of digitally-restored film classics and rediscoveries. Thus, we
prioritize new restorations of film classics and rediscoveries
that have not been screened in this format before.

The decision-making process involves not only as-
sessing the quality of the restoration but also considering the
historical and cultural significance of each film. We aim to pres-
ent a diverse range of restored films from various parts of the
world, ensuring that our selections resonate with contemporary
audiences while honoring the cinematic heritage. Factors like
the film’s impact on film history, its relevance to current societal
trends, and its potential to engage a wide audience play a cru-
cial role in our selection. By carefully curating this selection, the
Berlinale Retrospectives have evolved into a dynamic platform
that not only showcases film restorations but also rekindles the
appreciation for classic cinema in a modern context.

How do you select films for Deutsche Kinemathek’s regular

screenings, and could you highlight some of the standout
programs?

FILM ARCHIVES TODAY VOL.3 .
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An exhibit on the film restoration
process installed within the Deutsche
Kinemathek, covering not only film
restoration but also the ethics involved
in the restoration work.

DEUTSCHE KINEMATHEK .

At Deutsche Kinemathek, our approach to selecting films for
regular screenings mirrors the meticulousness of curating ret-
rospectives for the Berlin Film Festival. We adhere to guiding
principles that emphasize the showcase of a diverse film range,
aiming to make cinematic heritage accessible to a wide au-
dience spectrum. This commitment involves organizing local
events, providing online programs, and engaging in festivals to
foster collaborative discourse and social interaction.

Our primary focus is ensuring diversity in access and
demonstrating the vast expanse of film heritage. To this end,
we’ve established long-term programs characterized by con-
sistent output and themes that regularly vary, catering to differ-
ent audience interests and trends. This strategy not only main-
tains audience engagement but also keeps our programming
fresh and relevant.

Among our notable regular offerings, ‘Filmspotting’
features a selection from our collection on the last Monday
of every month. ‘Selects,” our streaming service, refreshes its
programming quarterly, bringing new themes and cinematic
explorations to viewers. ‘Film Restored’ stands out as a unique
hybrid, blending film premieres with forums that bring togeth-
er filmmakers and restoration experts. The themes for these
events, like this year’s ‘Film Restored’ theme ‘Absence’ and
‘Selects”s current theme ‘Cinema on Cinema,’ are chosen for
their dynamic appeal and cultural resonance, offering audienc-
es diverse and meaningful ways to engage with film.

Our programs delve into various thematic and chrono-
logical layers of film history, akin to crafting scholarly essays or
stories. They don’t just showcase films; they reintroduce them
to audiences and scholars, adding new layers of significance
and context. Each screening is thoughtfully curated to resonate
with contemporary viewers, enriching their understanding and
appreciation of film history. This careful curation is central to
our mission, ensuring that each selection not only honors cin-
ematic heritage but also contributes significantly to contempo-
rary film discourse and understanding.

Could you discuss the genesis of the ‘Lost Films’ project,
an archive for films now only traceable through archival
materials?

In the ‘Lost Films’ project, Deutsche Kinemathek and our pro-
ject partners have embarked on a unique mission to resurrect
the essence of films that have become invisible or lost over
time. This project is not just about acknowledging the loss of
these audiovisual materials; it’s an active endeavor to retrieve
and document their existence through available film-related



20| L7} o|O| X7t HstEl ZBIE.

The staff is inspecting the audio track of the film.

materials. By doing so, we aim to fill gaps in film history and
pay homage to these once-forgotten works.

£dE AFoh= ol 2XA| 21, HESh= B3t AU ARE S ‘Lost Films’ is structured as a participatory and col-
off 2 EXE =& T EAESIE= HIHQl HLC 0| & laborative venture, emphasizing community involvement in the
5ff 295} ciAlo| ZEdS o1 SHi QUSIE =0 ZHolE Bl archival process. It’s a platform that encourages and welcomes
X} S|} ‘2AE T='S ofzlo|= TR0 HEL|E|o| ZHof contribut.ion.s.from a global commur?ity. By registerilng as a
member, individuals from all walks of life can add new informa-
E Z=x5h= #0{N, s EMECE T JUSLICH ol E tion or materials they may have, enriching the project’s data-
ZHZ 2 X M|A| HELIE|Q] 7|0{E ZEt2{5t EHdsh|ct. ZkHA|zt base and aiding in the reconstruction of lost film history.
Zo| AJRHE0| 3|02 SE25 2L HEL RAI2E =750 Despite being one of our older initiatives, launched in
=a m2FEo| Hlo|E{H0|AS EE5tH 541 910{H2l oist 2008, ‘Lost Films’ remains dynamic and evolving. It has been
-/ —=°T -+ = = e revitalized in recent times, notably through integration into this
AAE AT ESH= O E2S & 5 JUEE FH8RSLICH year's ‘Film Restored’ festival. In this festival, we’ve expand-
‘ZAE LIZ2'2 2008H0f| A|ZHEl @&l ZEME J} ed upon the theme of ‘absence’ in film history, exploring new
S| slLfo|X|Tt, 0iX3| AERMO= ABEtT YBLICH E5 methodologies and per.spectives to gdglress .the concept. This
has opened up fresh dialogues and insights into the ways lost
=t ‘HE B|AE0E etxoff S HS 2dStE AS films can still impact and inform our understanding of cine-
L|C}. O|HH HStA|oM= HEtAle| ‘BAl'el= F=A|1E &H&tsl o ma’s past, its cultural significance, and its narrative evolution.
JHES CE= |22 g ED BIMS SMSHALIC 0|2 35 Ihr?ugh ‘Lost .Films,.;hw.te’lga lno’f on'lty [l:?rehstetrr\llingthifstory zmr?c-
ively re-engaging with it, bringing to li e stories and artis-
SOIEE S2bvt Hste| 4, 23HH F24d, Li={E[22] Tt tic eﬁdeavc?rsgthgt might othe?\Nige ha\?e remained unseen and
ol gk 22| ofafjo] 0{X3| AekS x| HES MIE & unheard.
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Das Filmerbe-
Festival

The Film Heritage
Festival

Deutsche
25.-29.10.23 ——— Kinemathek

deutsche-kinemathak. da

The program book for the 2023 “Film
Restored” film festival, with the theme
of the year being ‘Absence.’

DEUTSCHE KINEMATHEK .

How does Deutsche Kinemathek approach presenting mar-
ginalized films in the digital era, and what are your plans for
their circulation and recontextualization?

Deutsche Kinemathek is dedicated to showcasing films that
have historically been on the fringes of film history. Our aim is
to highlight the overlooked moving images and footage from
both fictional and documentary films, recontextualizing them
for contemporary audiences. With the rise of digitization and
digital archives in the 21st century, there has been a significant
increase in video essays and archival films that utilize these
marginalized images.

Our archive’s identity is heavily influenced by our
extensive collection of independent films, often spotlighting
works that have existed outside mainstream cinematic and
commercial spheres. For example, the ‘Film Restored’ festival
in October 2023 was a key platform for this. The festival fo-
cused on exploring gaps in film history and the use of ‘absence’
as a narrative and aesthetic tool, amplifying voices that were
historically absent from major film productions and dominant
historiographical narratives.

We aim to transcend traditional archival boundaries and
initiate global dialogues. The ‘Film Restored’ festival brought to-
gether films and scholarly contributions from various continents,
creating a conversation about the nature and implications of
these ‘lost’ films and their impact on society and archives. This
approach not only showcases these unique works but also en-
courages strategies for engaging with them, ensuring their con-
tinued relevance and appreciation by modern audiences.

Deutsche Kinemathek developed and share the AR app
that overlays Berlin’s film locations with their on-screen
representations in the renowned films. Could you please
provide more information and insights into this initiative?

Berlin serves as the backdrop for many groundbreak-
ing film productions, and our interactive app ‘On Set — Film in
Berlin’ extends the experience of visiting our exhibition into the
city’s urban landscape. To tailor this app, we engaged directly
with young people aged 20-35, gathering insights about their
preferences and user behavior through numerous tests. The
app now allows users to explore Berlin’s film locations at three
specific sites. Narrated by actress Almila Bagriacik, the appli-
cation begins with short film trailers that highlight the unique
aspects of each film location, complemented by film historical
backgrounds and behind-the-scenes material.

Utilizing augmented reality, the app brings to life film
sets from classics like Metropolis (1927), Der Himmel (ber



The view of Berlin’s cine-scene through the app ‘On Set - Film in Berlin’ developed by Deutsche Kinemathek. The app
overlays the expressionist futuristic city from Metropolis (1927) onto the current view of Berlin’s cityscape.
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DEUTSCHE KINEMATHEK .

ol %] 7|ulubel 2 o 5

= Y3 Zant MA| 2zt ZEE HIERIS EA BEeE =E Berlin (1987), and the series Babylon Berlin (2017 and onwards).
AlZ17] 2Isl 2t= AALICH H IHLS fIoH F2 AFERIS| L= It invites users to discover from which angles scenes were shot
- - - and why certain locations were chosen, while also reflecting
Off 5652111 20-35M 0] HE B3 M LB $US HAE on the historical division of West and East Berlin as depicted in
£ Solf 252 ME ot ALAL S0l CHSt QUALO|EE X3! these films. Additionally, flmmakers such as production design-
SL|Ch AF2A= o] HE &6l M 7He] ooz L H|E2I9| ers, actors, and location scouts are brought into the experience
g3t 2AXE S E = USLICH v Lt B2 2|oFX[ 27} as holograms, sharing insights into the film proc.iuctlon process.
N oo P frod — = o Moreover, the app features three different camera
=2 =2 =2 st = ol EX|IA DO = P . . . . . .
Lol S B2 o WE Zr A3t BAX|of SHFH URE 2= filters, transforming smartphones into historical film cameras.
oh= E|X ol nH o= Al=tsl 2t A5te| AAMR v AL} H[stel= Whether it’s in the style of a silent film, Super-8, or video, users
AER| X2E £ £ i} can create film clips in various aesthetics and share them with
. _ _ others. This interactive approach not only educates users about
0| e =ZsAl2 25| (HEEZEE|A H ] . B
| 22 Szas &8l o |22(1927), <l film history, technology, and aesthetics in a playful manner but
2 MAL2] A[(1987)2t 22 A=}, J2|1 (HILE HIERD also sparks curiosity for a museum visit through the fascinating
(Babylon Berlin, 2017-) A|l2|=2} &2 TV EztOte| HjZAO| =l superimposed objects.
a0 MEZIS 2o{daL|ch 25} & &0 ofm ZHZ ol A See https://www.deutsche-kinemathek.de/en/online/apps
ElodoH o XEA A EHE oralb L = ois Rainer Rother, the artistic director of
YA, A O FA7F MEFER] 2otEs Sl G=tof Deutsche Kinemathek, explainingthe  Lastly, could you highlight memorable exhibitions at
SAE MU E2I3F SHIE2Io| AN 2L AS 2 EEotE & restoration process. Deutsche Kinemathek that showcase its vast collection
Q&L|CH st TEEHM RO, iR, 2H|0|M AFIRE = and adapt to contemporalities?

_ _ _ _ In the last two decades, the Deutsche Kinemathek has suc-
A5 NZAIS 0| EROEo = S &Gl A5t A= ofAof| cist A ’ o . .
B2 _PE | & Saoll P2t A= 2Fof ozt E cessfully opened over 80 exhibitions and presentations, with
HE ™esct our permanent exhibition alone attracting more than two million

EESE O] Qo= M| ZHX| ZHoi2f ZE{7} 2101 ADIEEZS visitors. These exhibitions, often with an international focus,
Zt Al E ti=35hs 2E Fioilet AEN =2 v = 20E ¢ 5 have been featured in venues spanning from Buenos Aires to
) Los Angeles and from Paris to Stockholm to Hong Kong and
T QBLICH AFBRHS BN %63}, £1 8 e H|C|Q ARIY S Molb
— - 3t Bgtzo| Al2El2E 2tzas| e elbourne.
st Oats E40| M 22 Y5t S IH=0{ CHE AtgtEat sh=o 19274 o3t (He|Tye] Hal Our special exhibitions typically draw directly from the
S5 & AELIC o|2{8t IE{ZE| 25 M BHAI2 ALEXt0] ol cifst Al Kinemathek’s archives, making our extensive collection acces-
_ _ } _ sible to the public. For instance, exhibitions like ‘Bigger Than
7| A5t AL 7|& 4l ojetof| cHsl| RHO|QY= HiAloz Sk B ) . . ’
| &=t I-’_ I _I | EH3H A l’_"‘ °n = Life - Ken Adam’s Film Design’ and ‘Werner Herzog’ showcase
ot ofL|et BHEMQI ZHE REXE Solf Jatet=2 22| oy specific aspects of our archives, while others like ‘Things to
St S7Ae 2oy st QSLICH CHS 21=30iA 4ol Come - Science - Fiction - Film’ offer new perspectives on
cheh ot AAISE HEE steletd 4 SlguE tpsi/ww e ach sxnibition s cistinet n ts cramtorgy and
deutsche-kinemathek.de/en/online/apps rative, targeting specific audiences with diverse and innovative
staging. We emphasize immersive, installative experiences,
=0|x| F|d|o}E| 3= 215} Aleit ofL|a} MA|E &HatstLCt. Of coupled with reflective areas, collaborating with various sce-
= - nographers and agencies. This approach ensures participation
HE22, ool Ro] Trizh HUHE HESITUM SAIHH £ ang inclusion witg moving images taking center stage along-
HEE st 7|4F 2het MAIE 2705 FAIZI02? side documents and artifacts. We invest in elaborate media in-
Xt 204 S0 T 0|X| 7|H|O0E|F = 80717 U= FAIE 7HF| stallations to enhance these presentations, sometimes creating
ool 2 B4S el OTSIch 44 HAIR Ghe 20001 ol 21 A - Storyboards from itchooek 1o Spiclberg, which -
- i i .’ whi -
He= migkzio| HE23isL|ct =0|X| Z|H|olE|=Z e EY MA|= A visitor listening to an explanation of tures loans fr(?r;] both film and fine art P 9
. - = o I — the restoration process for Gerhard T .
S HE2 THE= FRE A0M Roflc2otolzA, 2 Lamprecht’s 1927 film Der Katzensteg. One of our most expansive exhibitions to date is ‘The
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German Cinema — 1895 to the Present Day,” presented in an
industrial monument. Additionally, our most internationally suc-
cessful exhibition has been the one featuring the work of direc-
tor Martin Scorsese. In all our exhibitions, we take into account
the current social discourse and incorporate new museum
communication formats and forms of presentation, ensuring
that each exhibition is not only a display of our collection but
also a platform for cultural and cinematic dialogue.
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The special exhibition on film

restoration, “Frame by Frame,” held
in 2022.

A comparison video before and after
the restoration of Ewald André
Dupont’s 1923 film Das alte Gesetz.

Rainer Rother

Dr. Rainer Rother, head of Berlinale’s Retrospective since 2006, oversees Berlinale Classics and Homage film series. Born in
1956, he completed his doctorate in German literature and history in 1988. He lectured at the University of Hanover (1989-
1991) and directed the German Historical Museum’s cinematheque (1991-2006), curating major exhibitions. An esteemed
author, Rother has written extensively on film history and published books like Time Pictures. Films of National Socialism
(2019), Leni Riefenstahl. The Seduction of Talent(2000). He served on the Berlin International Film Festival’s selection com-
mittee (2001-2019) and co-curated Berlinale series Selling Democracy. In 2006, he became artistic director of the Deutsche
Kinemathek.

FILM ARCHIVES TODAY VOL.3






£k AlelOfAloll IXI3H CHEF I SHA| HZHE SHIE|(TFAN S
10794 18 199 HAALLHT|Z2| Mote| YstEMBOE
MATCH 01F H X2lo| WY UHS HA Faat ofL|zt TV
ZEOW, BC|e TEOW S chete] AIYZ GALE EBEHE

7|22 ™ ESCL TFAIS CHRE AJHZL 2312 EED MAIE
o

Ssi chatel 23t WANS B
B|D 3 EEE UM 2ls Cerst ols &2
ojciof, MEY HAIE 71&stn, CiXE J|&S

CHEk= 2l ASIA| - ZE2SHMIE|(TFAN 2| 2|20l 22 HEtE Sto]
SEL|ct dstoll S £ olFto|EoiA ok A|HZE 23e|
HUHZ O 2= O}7|0| 2 & &75H A|7|2} v A2 FAQUIIR2?
TFAIS| 2|4t HEt= ol #2| DFoM Z28H FHO| US|
Ct. M0l TFAI= 43t 2to|=E2{2|AX| T 23t 2Hdo| walat
of 2t Bt E52 M2 2Alo| ZLestA sELct. PsheEot
ofL|zt 2 E HEfo| A|HZt EEIXE Zlst= Wsto=z MElst
A2 235t7) oA e HAHE =sich= olAlof mE ZdL|Ct
zZ ¥ A S0t Q3 Hejd|™, 2te|22] ZAAI7F M 2S5l
HAM Z3tRA EES Solfsty| fIst 271 "R o| visrt Zusy
SL|ct ACh7E 20200 = AT oloAM S5 A EoIe2 X
SHSHHA At #510} AJSLICE O|2 2lsH TFAI Zld =2
ME2 33 d™ 781t 2 2s{offt stch= SHst otx|
£ otA| f&LIch o|A| TFAIE sl Heflu|H™, 2le|2 S ofx|
of 2six 2, 22l dF, EHE TSt dsts palish|Ct

5 opztol B T o] Vol. 3

Taiwan Film and

Audiovisual Institute

Founded on 19 January 1979 as the Film Library of the
Motion Picture Development Foundation, the Taiwan Film
and Audiovisual Institute (TFAI) in New Taipei City now en-
compasses a wider range of Taiwan’s audiovisual history,
including television and radio. TFAI’'s mission is to preserve
and exhibit Taiwan’s audiovisual culture, contributing to the
nation’s cultural identity. It organizes interactive exhibitions
and uses digital technology to make Taiwan’s cinematic
history more accessible. As a guardian of national audio-
visual heritage, TFAI engages the public, ensuring Taiwan’s
unique cultural story is both preserved and shared with fu-
ture generations.

TFAIE 1999 98l 210 # 2
7.62| CHEk CH x| =l oh, 3002+ o

Following the magnitude 7.6 earth-
quake in Taiwan on September

21, 1999, TFAI successfully salvaged
nearly three million film prints.

Interview with Lee Chih-Jen
(Head of Taiwan Film and Audiovisual Institute)

What led to the Taiwan Film & Audiovisual Institute’s (TFAI)
identity changes, and why did it expand its focus from sole-
ly films to encompassing all aspects of Taiwan’s audiovis-
ual culture?

The evolution of the Taiwan Film & Audiovisual Institute (TFAI)
reflects significant shifts in both structure and scope. Initially,
TFAl was primarily a film library, but with the changing cultural
landscape, a broader approach became necessary. The shift
towards including all forms of audiovisual content, not just
films, was driven by a recognition that culture transcends me-
dium boundaries. In recent years, the lines between film, televi-
sion, and radio have increasingly blurred, prompting a national
policy change to expand the preservation of cultural heritage.
Moreover, the transition from an incorporated foundation to a
public administrative body in 2020 marked a substantial change.
This required TFAI staff to adapt to new public administration
regulations and practices, posing a unique challenge. TFAI's
role now encompasses archiving, restoring, researching, and
promoting cultural assets in film, television, and radio, position-
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The front view of the Taiwan Film & Audiovisual Institute (TFAI).
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TFAIS| ! 0194 TFAIZ}

3@,

H|ZHeh cHRHE2| (FEHE M= ALz
BEEHA)| 2.

\

TFAIS| L& &= 0bd. 2019
TFAIZ} M| &HEE CHTHIE 2| (H2HE
|

M= Atzhe| A8

The film vault at TFAI. A still
from the documentary Archiving Time,
produced by TFAl in 2019.

The film inspection process at TFAI.
A still from the documentary Archiving
Times, produced by TFAI in 2019.

ing it as the sole national institution in Taiwan dedicated to this
comprehensive cultural preservation. This evolution reflects an
understanding that cultural heritage is multi-faceted and requires
a broad, inclusive approach to preservation and promotion.

Could you kindly provide information on the volume and
types of materials that have been archived at TFAI up to the
present day?

The collections at TFAI are categorized into seven types, in-
cluding film reels, poster, photography, objects, audiovisual
materials (video and cassette tapes), and digital files. We house
over 19,000 Chinese-language fiction and non-fiction films,
2,900 foreign-language fiction and non-fiction films, 15,660 col-
lection posters, 35,000 printed stills, over 100,000 paper and
photography artifacts, and 70,000 audiovisual archival materi-
als. The collection is continuously growing.

What strategies and considerations were involved in de-
veloping TFAIl’s classification and search system to make
it user-friendly for both the general public and professional
curators?
Managing the Taiwan Film & Audiovisual Institute’s (TFAI) ex-
tensive collection required a sophisticated classification and
search system, designed to be navigable and user-friendly for
diverse users, including both the general public and profession-
al curators. Initially, the archival search system was developed
for internal use, focusing on professional needs and specific
terminologies. However, recognizing the growing public interest
in accessing our catalogue, we embarked on a journey to adapt
and expand this system for broader use.

The transition involved integrating inspirations from
various international institutions, which helped in developing a
more inclusive and intuitive system. The key challenge was bal-
ancing the intricate needs of professional curators with the sim-
plicity required for general public use. To address this, we’ve
been enhancing the user interface (Ul) and user experience (UX)
design, particularly focusing on using familiar vocabulary and
intuitive navigation to accommodate users who might not be
familiar with specialized archival terms.

This development is part of our ongoing commitment
to enhance the accessibility of cultural assets. By providing a
system that caters to a wide range of users, TFAI aims to make
its vast collection of audiovisual materials more approachable
and engaging for everyone, ensuring that our cultural heritage
is not only preserved but also actively explored and appreciat-
ed by a diverse audience.

FILM ARCHIVES TODAY VOL.3
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Tqiwan
Cinema

Toolkit

DCP & Blu-Ray
Showcase, 2016
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The showcase poster for the 2016
Taiwan Cinema Toolkit.

How does the Taiwan Cinema Toolkit curate films for an in-
ternational audience, and what understanding of Taiwanese
cinema does it aim to foster?

The Taiwan Cinema Toolkit, an initiative by the Taiwan Film &
Audiovisual Institute (TFAI), plays a crucial role in showcasing
Taiwan’s cinematic heritage to an international audience. The
curation process for this toolkit is rooted in a strategic blend of
diplomatic and cultural objectives, primarily aiming to connect
overseas Taiwanese with their homeland’s cinematic culture. This
approach ensures that expatriates remain in touch with Taiwan’s
traditions and languages, regardless of their duration abroad.

In terms of film selection, the focus is on themes that
resonate with the memories and experiences of overseas Tai-
wanese. For instance, the Wuxia (martial arts films) program,
featured several years ago, struck a chord with this audience.
However, the Toolkit’s scope extends beyond just evoking nos-
talgia. It has evolved into presenting mini-projects that highlight
not only the renowned works of Taiwan New Cinema but also
films from lesser-known yet significant directors and restored
classics by TFAI.

This curated selection is presented thematically, ac-
companied by discourses that make it easier for both over-
seas Taiwanese and the global audience to engage with and
understand the nuances of Taiwanese cinema. By showcasing
a diverse range of films, from well-known masterpieces to hid-
den gems, the Taiwan Cinema Toolkit aims to foster a deeper,
more nuanced understanding of Taiwanese cinema among
researchers and film enthusiasts worldwide. This initiative is
not just about film exhibition; it’s about cultural communication
and heritage preservation, ensuring that the rich tapestry of Tai-
wan’s cinematic history and its interplay with global trends are
illuminated and appreciated globally.

What motivated the creation of the ‘Open Museum’ online
exhibition, how are its exhibit topics chosen, and are there
plans to incorporate new formats like video essays?

The Open Museum is a project of the Academia Sinica, and
one of our collaborative projects. Initially, the Open Museum
had a primary focus on films, but it has since expanded to in-
clude oral history, exhibitions, collections, and a cultural map.
This expansion allows us to faithfully present the entirety of
TFAI's consolidated efforts. We showcase collections exclusive
in our institution, which is a crucial curation approach.

While one might perceive the information as objective and su-
perficial at first glance, it is the curator’s intention to present
these contents to the public in an objective, authentic and com-
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One of the online exhibit items at
the Open Museum, “The Story of the
Movie Camera.”

prehensive manner, leaving the interpretation to the readers.
This curation principle has been upheld by our colleagues over
the years. Take this year’s newly added oral history section as
an example. You will discover that each interviewee had been
interviewed more than once, and every oral session brought
forth new information. We categorized these recordings chron-
ologically to provide a clearer presentation. This compilation is
very helpful for the accumulation of visual education materials,
aligning with the mission that our museum should undertake.

Finally, it’s worth mentioning that the Open Museum’s
current status as a “digital museum” is not only because it’s a
collaboration with the Academia Sinica but also because TFAI's
own physical museum is not yet established. We are in the pro-
cess of building a national film and audiovisual museum. The
valuable contents displayed online will come to life in the phys-
ical space, and the synergy between the physical and digital
exhibits, along with the distinctions between the two formats,
will deliver a captivating experience both online and offline.

Could you elaborate on the planning and execution process
for the Edward Yang retrospective exhibition, including how
materials were accumulated and catalogued?

The retrospective exhibition of Edward Yang’s works, a collab-
oration between the Taiwan Film & Audiovisual Institute (TFAI)

wH RS2 BRI 3

TAIWAN FILM &
AUDIOVISUAL
INSTITUTE
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Promotional material for A Brighter
Summer Day (1991) during its screen-
ing at the 1991 Tokyo International
Film Festival from “A One & A Two:
Edward Yang Retrospective,” present-
ed by TFAI.

and the Taipei Fine Arts Museum, was a monumental project,
marking the most comprehensive exhibition of Yang’s career to
date. The planning phase for this exhibition dates back to 2019,
when Edward Yang’s widow, Ms. Peng Kai-li, signed an agree-
ment with TFAI to deposit over 10,000 archival materials from
Yang'’s collection. From the initial planning stages to the 2023
exhibition, organizing and cataloging these artifacts posed sig-
nificant challenges.

One of the key tasks in preparing for the exhibition
involved deciphering Yang’s manuscripts. This meticulous pro-
cess required interpreters to determine the meanings, identify
the films referred to, and translate the director’s English notes.
Meticulous reviews were essential to ensure accuracy and pre-
vent errors in the exhibition.

The curatorial concept for the retrospective was inno-
vative, focusing on the idea of “re-membering” — breaking down
the word “remember” into “re-member.” This concept aimed to
shift the focus from simple recollection to a more dynamic pro-
cess of reassembling the past. The exhibition was divided into
seven parts, each representing different stages of Yang’s life,
from childhood to adulthood, thus creating a narrative of reas-
sembling memories.

Furthermore, the challenge of incorporating Yang’s
moving images into the Fine Arts Museum was addressed
through a second methodology. The curators employed mon-
tage techniques to present segments from Yang’s films, creat-
ing an immersive experience that stimulated diverse interpreta-
tions and reflections. This approach was not only a testament
to Yang’s cinematic legacy but also a means to engage the
audience in a deeper, more experiential understanding of his
work. This retrospective thus stood as a significant effort in pre-
serving and promoting the rich legacy of Edward Yang, offering
a unique insight into his life and works.

Could you describe the criteria for selecting materials for
the Edward Yang Retrospective, the collaboration with Kaili
Pang, the curators’ roles, and the innovative exhibition de-
sign approaches?

The Edward Yang Retrospective, a collaboration between the
Taiwan Film & Audiovisual Institute (TFAI) and the Taipei Fine
Arts Museum, was guided by distinct criteria for material se-
lection and innovative curatorial approaches. The key was to
avoid duplication between TFAI and the Taipei Fine Arts Muse-
um, thus providing a diverse yet cohesive experience. TFAI, fo-
cusing on Edward Yang’s cinematic contributions, showcased
film-related documents and artifacts, complemented by a com-
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A multi-channel representation of a
scene from A Brighter Summer Day
(1991) as part of “A One & A Two: Ed-
ward Yang Retrospective,” presented
by the Taipei Fine Arts Museum.

SIZEAN(1986)2] FHE HE|ZHL =
MMt o=/ ¥ ZE 51N

Eto[H[O]A| D& 2 & Al

A multi-channel representation of
scenes from The Terrorizers (1986),
presented by the Taipei Fine Arts
Museum

prehensive film program. Conversely, the Taipei Fine Arts Muse-
um concentrated on hosting an archive exhibition, emphasizing
different aspects of Yang’s works.

The division of responsibilities was clear-cut, with the
Taipei Fine Arts Museum focusing on the archive exhibition and
TFAI curating the film program. This delineation allowed each
venue to leverage its strengths, with TFAI utilizing its cinemas
for film screenings and the Museum focusing on artifacts. The
curatorial approach differed for each, creating a synergy that
yielded intriguing highlights.

Kaili Pang, Edward Yang’s producer and Chief Crea-
tive Counselor, played a pivotal role in this collaboration. Along-
side lead curators, Pang contributed significantly to the overall
vision and execution of the project. Their collective expertise
and understanding of Yang’s works were instrumental in shap-
ing the retrospective.

In terms of exhibition design, the retrospective ventured
beyond conventional methods, integrating cinematic elements and
performative art to create immersive experiences. For instance,
the fusion of a bookcase and video installation in the Museum of
Modern Art’s exhibit on A Brighter Summer Day and the recrea-
tion of the hotel space in TFAI's exhibit for Yi Yi: One and a Two

FILM ARCHIVES TODAY VOL.3 .
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o 2 sljAsljof st= 72t TN 7| F=01Zl Mo|pL&L|Ct. SR Tt demonstrated innovative approaches to exhibition design. These
Z835| Aot HAlof| CHEH 50| L2 o= SIBHRIE| k| 2t decisions were driven by a desire to creatively repackage tradi-
- - - tional content and engage audiences on multiple sensory levels.
BES d3H0l sEa Brel 232 oloM 2lude| Haky Amidst the ongoing evolution of visual arts, all artists
Ql A S5 2tEASLIC are pursuing innovation, not only in technology but also in many
other aspects, such as innovative mediums like AVMR. Our col-
OlESIE QF 3|T Mol C}2 ZHESo| A3} Alelo| ke Q= Igboratlve efforts with artlsts. and institutions frorr.1-d|verse fields
o E=a Mol i AR X £y Dol of aim to explore how to creatively repackage traditional content,
A2 S50 ZLICH o] HAIE ZEe S71= FAdoln, & whether it be an old film or a silent film. The collaboration with
o2 0|2} fAlSE =g M E THE|E AH|Elo| QorlTIe? artists from various fields, such as art, theater, and cinema, was
TFAIS] O EQIE F 3|1F AlQl mzaie ofF ZHEo| of| &K integral to the success of these multifaceted exhibitions. While
- - - - - - presenting cinematic materials was a familiar territory for TFAI,
o A™of| st 2tMstD clzk& ol o|sHE F|&35H| 25l 7|&sEs \ . . ;

120l thet 2hHstal o ISHE HMZ3t7] 213l 7| =S the involved artists faced the challenge of interpreting Yang’s
Lch AHzEoll= oF Zh=2| ™MEbot gbH melofct s|2Ft= 2 films in new and creative ways. The cross-disciplinary collab-
ZE9| c}RHE 2| (H5}7} AILHE H|E U—5| SAFRAMIT} o =) oration, supported by ample resources and a shared commit-
C HMENBREETE - REBEIRT— K- v, 1993)7} 2 ment to innovation, resulted in a successful experiment and ex-
—_ O - ’ = . . . . .

o A recreation of the iconic image ploration, enriching the overall experience of the retrospective.
=2 %k ?:nl"—":TO” I-_-|'|°I' ?349—|', 1El—_'L EI|£5’|- _O_A|-_'?_9_| Dod& OH I_||:I{|O| from The Terrorizers (1986), presented
M (TFALE OLE)BT b A FEOEE, 1964)2f Eaf|H| 7K by the Taipei Fine Arts Museum. What motivated TFAI’s decision to include films by other
Zahsl QF ZH= 9| JHolMol =AM {oMe mTEkeSL|CE 9 directors in the Edward Yang retrospective, and are there

- . - plans for similar comprehensive retrospectives in the future?
Eo|A AlpHtAlZ =} 210] @11 H2tof| 2HA| o5l St AL = ) . o ] .

SolH AnTAS b0l 2la1 S=ol] S olshstaxt st The Taiwan Film & Audiovisual Institute’s (TFAI) screening program
oM HIZE ALt (DBTIAAIAIZN(1991)2] PALS for the Edward Yang retrospective was designed to offer a com-
LE|= ToAO| MO HAIS EHGHAL|CH Bhed| QF ZH  EMYE FAlsl ¥ste plete and multifaceted understanding of Yang’s artistic journey.
Eo| o512 AJNSH= O XX &1 0| LHmmb o] RHEof| 272 MLt EloHof AR The decision to include films by other directors alongside Yang’s
-l o=I= — —_ LS —_ — —_— . . . .
c:ﬂo i ——" ch = = L: o1 Ol&2 & HAlL complete works, including his television dramas and personal top
dakg & 2ES BHotAE WOIUE. 0| & =01, 1992 A= 10 picks from world cinema, was driven by a desire to provide a
24518 5| (British Film Institute)of|A] &tZH5H= TAIO|E oHE AL deeper, more contextualized understanding of his creative mindset.
= ZHX|of]| 2= a7} 2o 100 U5tE ZShA|F A S0 o i This corr:(prehensive falpproach was aboult more than
= - . _ just showcasing Yang’s own films; it was an exploration into
ZH=o| sk} dZto| 2Xof| CHsl SESH A|Zte = Higtg £ J_ . ) T . .
a5l Flg dael | et 55 = l2hs his inner world and influences. For instance, the inclusion of
UEE HELCE ol2{st HZ WAlg Solf H#UHES L USS his top 10 film picks, as compiled for the British Film Institute’s
ZIEFSH| BHEH A3LE A& st o|2{st ZHEE0| 19| &H& 11y Sight and Sound magazine in 1992, offered audiences a unique
off of BtS n|H=x| ElEtS 2 4 Ql= 7|52 daL|Ch O perspective into Yang’s tastes and inspirations. This approach
iy BHES A= SIEHO| Kol s LIzl & oo allowed viewers to experience the films Yang admired and con-
= = < X! o= . .
A BASE M2 Yol Zoi2h thstE ofof L =+ UL template how these works may have shaped his own creative
&Lct process, providing a new form of engagement and dialogue.
oloz TFAI= E35| M| B2 2 2tz 1} 7| of| EQE 2k Looking to the future, TFAI plans to continue with simi-
= P = = = - lar comprehensive retrospectives, particularly in tandem with the
sladat mAret Fetel SeHel 2lIWE AlS A A completion of the new museum Recognizingy the debates around
LICt TFAIE= CHRES| ‘BTt o'E S8 =82 & &1 U7, “auteurism” in Taiwan, TFAI acknowledges the need to honor and
CHO AZIALOIA F=2E Olst ZHEEES| =S5t BdS 7|2l & promote the significant contributions of notable directors in Tai-
25fjoF & LA w5l olAlsIT UAL|C) HfEtM & SALS A wanese cinema history. Therefore, plans are underway to organ-
. 7“:_"_ 7':: cui sh=o o5t 5 1R I = Amu'ti'fha”;e";epf:esegta“O” OfD ize retrospective exhibitions for renowned directors such as Hou
= o =2 o5l & x| A= ight . . S .
AolTE, 2o #=0 2= 7E ASS ol 210H HE A= (S1C969n1e)sprr(:e?entegiy fr:e %?F:r;?'r:inzy Hsiao-hsien, Tsai Ming-liang, and Ang Lee. These retrospectives
o X1 ZiL|ct. o|z{st 31N ol=2{Et Z==2| SdE 7| Arts Museum. will not only celebrate these directors’ contributions but also aim to
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The ID cards used by Edward Yang
when attending international film
festivals. as part of “A One & A Two:
Edward Yang Retrospective,” present-
ed by TFAI.

provide a clear exposition of the fundamental pillars of Taiwanese
cinema. This initiative reflects TFAlI’s commitment to preserving
and promoting the rich heritage of Taiwanese cinema, both through
the lens of individual auteurs and the broader cinematic landscape.

Could you discuss the benefits of the collaboration be-
tween TFAI and the Taipei Fine Arts Museum in the Edward
Yang Retrospective, and are there plans for future collabo-
rations with other cultural institutions?

The collaboration between the Taiwan Film & Audiovisual Insti-
tute (TFAI) and the Taipei Fine Arts Museum in organizing the
Edward Yang Retrospective was instrumental in its success,
leveraging the unique strengths of each institution. This part-
nership highlighted several key synergies, enhancing the depth
and reach of the retrospective.

Firstly, the collaboration allowed for the incorporation
of diverse observations and discursive designs, showcasing
Edward Yang’s multifaceted prowess in film, theater, literature,
and comics. This multidisciplinary approach enabled a broader
audience to appreciate Yang’s extensive contributions and the
colorful facets of his life.

Secondly, the cross-institutional collaboration, bridging
two distinct cultural systems, brought about its own set of chal-
lenges and rewards. It necessitated a mutual understanding in
terms of presentation, interpretation, and exposition, leading to a
rich, thought-provoking process. This partnership ultimately struck
a balance, enriching the retrospective’s content and presentation.

The third synergy was geographical. With the Taipei
Fine Arts Museum located in Taipei City and TFAI in New Taipei
City, the two venues created a dynamic interaction. Visitors
could engage with different aspects of Yang’s work at each lo-
cation, fostering a comprehensive exploration of his oeuvre.

Looking forward, TFAI is considering collaborations
with literary entities like the Museum of Taiwan Literature. Rec-
ognizing the multidisciplinary talents of many Taiwanese literary
figures, such collaborations could offer unique experiences by
juxtaposing textual descriptions with visual arts. These poten-
tial partnerships would not only diversify the presentation of
cultural content but also deepen the public’s engagement with
it. TFAI remains open to exploring opportunities with various
cultural domains, aiming to create exhibitions that bridge differ-
ent artistic expressions and historical perspectives.

Could you detail the development and significance of the
TFAI Film Culture Map, and explain how it integrates geo-
graphic information with film history?

FILM ARCHIVES TODAY VOL.3
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One of the cinemas at TFAI.

The TFAI’'s Film Culture Map project represents an innovative
approach to exploring film history through the lens of geo-
graphic information. Initially inspired by the creation of a Music
Culture Map, the Film Culture Map was developed to annotate
film locations, key historical events, and facts, thereby creating
a multidimensional understanding of film history.

The project owes much of its success to specialist Liu
Hsin-Mei, who dedicated significant effort to its development.
Rather than simply mapping popular filming locations, the Film
Culture Map provides a more nuanced narrative. It includes
metadata about the films shot at each location, offering insights
into why certain places were chosen and their significance in
the context of the films. For instance, it reveals surprising facts,
like the filming of Dragon Inn (1967) on Huoyan Mountain in
central Taiwan, contrary to popular belief that it was shot in
a desert. This level of detail not only illuminates the physical
setting of the films but also fosters an emotional connection
between the viewer and the film.

Furthermore, the map allows users to observe trends
and patterns in film locations over time, highlighting the histor-
ical and cultural significance behind these choices. The map
tells stories of why certain areas, such as Jinguashi, became
popular filming locations during specific periods. It also dis-
sects the connections between filmmakers and these places.

A notable aspect of the map is how it resonates with lo-
cal residents, especially in the case of Edward Yang’s Taipei film
map. By featuring locations that are no longer present, like the
TGl Friday’s Dunhua branch or the Great Taipei Gas giant gas
tank, Yang’s films capture a specific time in Taipei’s history. The
Film Culture Map thus serves as a bridge between the cinemat-
ic narratives and the evolving landscape of Taiwan, enabling a
deeper understanding and appreciation of both the films and the
locations they depict. This innovative approach not only enrich-
es the experience of film enthusiasts but also contributes to the
preservation and interpretation of cultural heritage.

As the new director of TFAI, what are your key visions and
projects for the institute’s future in terms of material utiliza-
tion and curation?

As the new director of the Taiwan Film & Audiovisual Institute (TFAI),
my vision is centered on the paramount mission of discovering
and fostering cultural identity. | believe that when the members
of TFAI align with a shared cultural identity, our work becomes a
sacred endeavor, crucial in helping the Taiwanese people forge a
connection with their nation and land. This sense of identity is nur-
tured by connecting people with time and space, a goal achiev-
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. TAIWAN FILM AND AUDIOVISUAL INSTITUTE .

able through the archived films at TFAI that transport audiences
back to moments in the past. The institute’s roles in preservation,
restoration, research, and promotion are vital in reviving these cul-
tural memories, distinguishing our brand and mission.

Further, | view cultural memories as the cornerstone
of a nation’s cultural heritage, essential in developing industries
that resonate with warmth and emotional depth. TFAI's central
role is to recover and share these memories, laying the founda-
tion for rediscovering our cultural DNA through the promotion
of cultural assets and engagement in cultural activities.

This vision extends to the appreciation of cultural assets
in various forms, whether they are from mountains, seas, cities, or
towns. The restoration of historical houses in Taiwan, for example,
reflects the significance of building upon cultural memories. These
sites, though altered, still hold importance as they embody the es-
sence of cultural spirit, which is the source of cultural creativity.

Integrating brand marketing and visual education is
also pivotal in my approach to reinventing TFAI. The upcoming
new museum represents the physical infrastructure, while the
core principles I've outlined are the software that every TFAI
colleague should embrace.

Looking ahead, TFAI’s development blueprint includes
exploring exclusive collections and items of resonating quality
to establish a unique cultural essence. We plan to expand our
cultural path in film and audiovisual culture using “people,”
“affairs,” and “trends,” with curation as one of the methods.
This approach will construct a cultural map of Taiwan’s film
and audiovisual landscape, aiming to achieve “culture-driven
regional revitalization” and “international dissemination of cul-
ture.” This vision for TFAI is not just about maintaining a trajec-
tory but about navigating the future with clear, steadfast steps,
upholding our cultural mission.

As the new director of TFAI, what are your key visions and
projects for the institute’s future in terms of material utiliza-
tion and curation?

For me, the paramount mission of TFAI is to discover cultural iden-
tity. When all members at TFAI embrace a shared cultural identify,
you realize that your work is sacred because your efforts play a
pivotal work in helping Taiwanese people forge an identity tied to
their nation and land. Connecting people with time and space is a
way to cultivate such a sense of identity, and TFAI’s archived films
can achieve this by transporting audiences back to moments in
the past. Through preservation, restoration, research and promo-
tion, TFAI is able to revive these cultural memories. This mission is
not only our calling but our distinctive brand.
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Secondly, | believe that cultural memories are the
foundation of a nation’s cultural heritage (see Figure 1), and de-
veloping industries without cultural heritage would lack warmth
and emotional depths. Cultural memories should be a shared
asset for the entire population, therefore TFAI's central role is to
recover and share these memories with everyone. With cultural
memories as the foundation, we can then facilitate the redis-
covery of our cultural DNA through the promotion of cultural
assets and engagement in cultural activities.

Cultural assets can come from mountains, sea, cities
and towns. Consider the restorations of historical houses in Tai-
wan in recent years as an example. Even though the buildings
may not look the same as they appeared in films, they still hold
significance because they are built upon cultural memories.
You might wonder, what can these restored historical houses
do? Recently, many cultural activities are returning to form, and
the Matsuri in Japan has provided us with great inspiration.
When cultural activities reappear in cultural assets or fields, the
cultural spirit is rediscovered. The essence of such spirit serves
as the source of cultural creativity.

Throughout this process, it is also crucial to integrate
brand marketing and visual education. This fundamental princi-
ple guides my approach in reinventing TFAI. If the upcoming new
museum is the hardware, then | believe the aforementioned core
principle is the software that every TFAI colleague should embody.

| believe TFAI’'s framework has already found the right
trajectory and operational model. Looking ahead, we also have
a clear development blueprint. Firstly, by exploring collections
exclusively owned by TFAI or items which have a resonating
quality, we can establish a cultural essence unique to TFAI.
Secondly, we will use “people,” “affairs (types) and trend” to
expand our cultural path in film and audiovisual culture, with
curation being one of the methods. The closely interwoven
paths will construct a cultural map of Taiwan’s film and audio-
visual landscape. The ultimate objectives of this map are
“culture-driven regional revitalization,” and the “international
dissemination of culture.” This is the brand map in my mind (see
Figure 2). TFAI shoulders a cultural mission, and we shall follow
this map and navigate the future with steadfast steps.

Dr. Lee Chih-Jen (Louis C. Lee)
Head of Taiwan Film and Audiovisual Institute (TFAI), holds a Juris Doctor and has a diverse background in finance, law, and
cultural industries. His roles include advisory positions in Taiwan ICDF, directorship in Taipei Financial Research Foundation,
and significant contribution to the Taiwan Creative Content Agency (TAICCA). As TFAI CEO, he is dedicated to revitalizing
Taiwan’s film and audiovisual heritage.
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==t 015t Al HIC|© : ¥
Of2X|'E-Hzl H H|E|=2 Arsenal-Institut fur
OfE i A Film und Videokunst
o2 X|t-235 A HIC|20IE A7 A = 19634 38 300 ‘= The Arsenal - Institute for Film and Video Art, established
U Ald|olE|= e XITE'R MBIST 2008WH0)| xf 7|BHO on I\':Iarch 30, 1963, as;he z‘zzgngs of the Germa: Cine-
- matheque,’ was renamed in . Drawing its name from its
Hi{Z4EHC 4 15t M2 Arod T} ‘ol A|=F ol A Ll
£ HZECL 19700 726 HE &P SZHol=Aol|M cinema, ‘Arsenal,’ opened in 1970, the institute showcases
2 o|So|ct. of=x[t2 oiY AWstE AAstT, MEZX|Ant 2 daily film screenings, organizes symposia and workshops,
35 JNE5tH, oF 10 T o| Yl st HME B350, boasts a vast collection of about 10,000 films, and has dis-
2000T 2| W3S HHZ5H 24T, 1971 HEE] HIS 22 x| sH2 trlbu.ted 2,000 t|tles.. Since 19?/‘!, it has managed the Forur.n
_ _ ) . section of the Berlinale, a critical component of the festi-
=Y MM =7, 295t S CiYct 2SS X U} ol=H| val for over 50 years, focusing on political, aesthetic, and
o] =X|stn =2 e ekt HE2IZN|ASIAe] = historical perspectives. Additionally, the Forum Expanded,
2 Mx|, o|st, AL Sof Qo] EHois|A| BBl BME 71 starting in 2006, pushes the boundaries of cinema, incor-
_ _ porating installation art and performance, thus redefining
Eal MA{o 7F 2L735| H|=22 ol Me =
=2 MMoE 50uZt 2715| HIZAZHYsAI0l THAS Fof cinematic ontology.
St1 lonq, 2006 E = AME EY AAWE|IE MM AHA| Notably, from 2011 to 2013, the Living Archive pro-
ciolsl] Qi5), MR|Dje, TEMHA S Wslo| ojoie Yo st ject reyitalized t_he film archive by grar_1ting access t(_) its
o] ExjEe RyMelste TR IMS M o|T Uc} 22Tt of5} exterfswe materlal§ t_o _rfes?archers, phlloso_phers_, artists,
_ ) and filmmakers. This initiative opened new dimensions and
oy Z2XELC U, £35| 2011 AFE 2013 ANX| Yy expanded the horizons of curatorial practices, offering a
St o}7lo|H RI2 E ALK}, S|, ol &7}, U= S Clkst counterpoint to potential homogeneity. In this interview,
o= olzdo| 20] Z=0{ 245} O}F}0|HO| M2 &g Sofwy| we explore Arsenal’s ongoing challenges and remarkable
_ o _ achievements in archiving and curatorial work.
ist Z2HE ‘2| of7to|B'E ZIW5to{ Fa|o[E! 2l A
22 Aglg ¢, AT &8l F v} Uch of=xo] of7|u|2
Eo|xt FaflolE{2AM 2iglo] ojof 2t nniat D= HE K
22 =584 MIIE 50| BEE 5AL
Interview with Stefanie Schulte Strathaus
QIE{R: frE|TtL| H| fFE2IESIRACOIEXN Y dl&HS) (Artistic Director of Arsenal)
ol2x|t-23t U HIC|20}E o174 0| MElnl S ESI 7|20 Could you elaborate on the establishment of Arsenal - In-
£47] oiZtol| CHaH A7H BEF=2IL|C} stitut fiir Film und Vldeokuflst, (_ieta_alllng |ts_fou_nd|n_g h_lsto_ry,
_ _ early endeavors, and the inspiration behind its distinctive
CHEES| ZEAFBILICE. QIEIS Q&S W LA, 74 i A|7| ame?
2t O|x|oF QUEIRE St RELICH T&2k 24l JiX|T A& Thank you very much. Thank you for your invitation, your inter-
7|Cted Z=MAM ZAFSIL|C} FH|8l Al 22 =2 Sn|27| At est and your patience. We are in a very busy time right now and
sl (o) | apologize for the delays. But now we have finally met and |
e ' have received all your interesting questions.
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A commemorative photo of the Arse-
nal staff from 1976.
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A commemorative photo of the Arse-
nal staff from 1999.

ARSENAL

Now to address the first question: How and when
was Arsenal founded, what are the first activities and what is
the story behind the name Arsenal? The name of the cinema
was actually inspired by the film Arsenal, which was shot by
the Ukrainian director Alexander Dovzhenko in 1929. However,
the term “Arsenal” not only refers to the film, but also means
“collection” or “arsenal.” The association, which at the time
was still called “Friends of the German Cinematheque,” was
founded in 1963, opened its movie theater in 1970, and named
it “Arsenal.” It was the time of the student movement, in which
militant cinema played an important role. Strategically, the “A”
in “Arsenal” also contributed to the fact that the cinema was
listed first in program announcements.

| see that Arsenal was founded in 1963, the same year the
Deutsche Kinemathek was established. What was the initial
vision of its founders?

Arsenal was inaugurated in 1963 alongside the Deutsche Kine-
mathek, an institution aimed at creating a German film archive
from a private collection. Founders Erika and Ulrich Gregor,
along with Gero Gandert, Helmut K&utner, Friedrich Luft, Ka-
rena Niehoff, Hansjlirgen Pohland, Reinold E. Thiel, and Carl
Wegner, championed the idea that films should be actively
showcased, not just preserved. At that time, Germany lacked
alternative cinemas like those in New York, for example, Amos
Vogel’s Cinema 16. To fill this void, they formed an organization
initially named ‘Friends of the German Cinematheque.’ This
group not only supported the archival initiative but also strongly
advocated for the need for a cinema. It wasn’t until 2008 that
this association was rebranded as Arsenal - Institute for Film
and Video Art, a name already popularly associated with its cin-
ema, Arsenal.

In Arsenal’s early years, how did they manage to screen
films in Berlin without a dedicated theater, and what was
the focus of their film selections during this period?

For its initial seven years, Arsenal operated without a dedicated
movie theater, instead showcasing films at various locations
across Berlin, predominantly at the Akademie der Kiinste. Their
interest extended beyond the newly established German film
archive to encompass international cinema as well. This peri-
od saw a significant focus on films from Eastern Europe and
other continents. Notably, militant cinema from Latin America,
including works by Santiago Alvarez, was brought to West Ber-
lin through sometimes challenging routes from Leipzig in the
former GDR. These films were often featured at festivals and
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Arsenal began operations in 1970 on WelserstraBe in
Berlin's Schoneberg district and relocated to Potsdamer
Platz in 2000.

The film vault of Arsenal.
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Lobby of the Arsenal cinema.

ARSENAL

then kept with the ‘Friends of the German Cinematheque’ as a
safeguard against censorship. Thus, cinema, archival work, and
political activism were intricately intertwined.

After seven years as ‘Friends of the German Cinematheque,’
Arsenal took on organizing the Forum section at the 1971
Berlin Film Festival. Can you describe how this opportunity
arose and its significance?

In 1970, a controversy erupted at the Berlin International Film
Festival over Michael Verhoeven’s O.K., a Vietham War parable
seen by some jury members as anti-American. Their attempt
to exclude it sparked protests, leading to the festival’s cancel-
lation. To secure the festival’s future, Berlin’s officials enlisted
Erika and Ulrich Gregor to curate a program of independent,
political, and experimental films. This initiative birthed the ‘In-
ternational Forum of Young Cinema,’” which became an integral,
independently organized segment of the Berlin Film Festival.
Starting that year, German-subtitled versions of international
films were created, allowing screenings at Arsenal and other
venues post-festival. This model of integrating cinema, archive,
and distribution proved effective, fostering enduring connec-
tions with filmmakers and films across festival showcases, dis-
tribution, and archiving.

I understand you’ve had a long involvement with the Berlin
Film Festival’s Forum. Can you describe your journey from
starting at Arsenal to eventually leading the Forum?

| began my journey at Arsenal in 1991 as a student and was
appointed a full-time programmer in 1994. From 2001 to 2019, |
served on the Forum Selection Committee. In 2006, | co-found-
ed Forum Expanded with Anselm Franke and led it for 17 years.
My role evolved over time; | became a board member in 2004
and was appointed artistic director in 2022. Since assuming the
directorship, I've stepped back from programming for both Fo-
rum and Forum Expanded, though Arsenal still organizes them.
Barbara Wurm now directs the Forum, while Uli Ziemons and
Ala Younis lead Forum Expanded.

In your view, how have the Forum’s foundational principles,
especially showcasing groundbreaking cinema, evolved
over time? Also, how does this align with your approach to
filmmaking diversity and expanding cinema through Forum
Expanded?

Our core ideas have remained steadfast while evolving. A key
aspect is showcasing innovative, contemporary films that bring
fresh perspectives to cinema, society, and politics. Emphasiz-
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ing diversity and various viewpoints is essential to us. We prior-
itize the ideas and contexts conveyed by a film’s language over
its country of production. At our core is the belief in innovative
filmmaking that aims to make an impact or change the world.
Forum Expanded takes this further, pushing cinema’s bounda-
ries with formats like installations and performances.

Could you discuss the evolution of Forum Expanded since
its 2006 inception, focusing on the blend of film, perfor-
mance, and visual art, and how it has adapted to reflect the
real world, everyday life, and politics in recent years?

When it was founded in 2006, Forum Expanded initially fo-
cused on the intersection of film, cinema and visual art. In the
early 2000s, we saw filmmakers moving into gallery spaces and
artists using film and video. The boundaries between these me-
dia became increasingly blurred. Our goal was to explore the
relationship between the “black box” of cinema and the “white
cube” of art galleries and to go beyond traditional cinema
spaces through exhibitions, performances and more.

Over the years, as the boundaries between film and
art became more fluid, our focus shifted to how images relate
to the real world, regardless of whether they were created for
cinema or art galleries. The aim is to reconnect cinema with
real experiences, everyday life and politics. In the last decade,
this has become increasingly important and reflects our current
times, where we need to think about how our work in culture
and cinema relates to global events.

Could you describe some of the unique exhibitions you’ve
organized at Forum Expanded?

Over the years, we have organized numerous exhibitions, in-
cluding both solo and group exhibitions. One particularly mem-
orable event was an installation by the late Brazilian artist Hélio
Oiticica. He created a series of interactive cinema installations
that required physical participation, such as walking on soft
surfaces or touching objects.

In the installation Cosmococa/CC4 Nocagions (1973),
viewers were placed in the water to view slides from there. They
showed magazine covers with a trail of cocaine running across
them. We recreated this installation by renting a spa with a spe-
cial saltwater pool. The visitors had to bring bathing suits. They
lay on their backs in the pool, ears underwater, with music play-
ing, and watched the slide projections on the ceiling. This immer-
sive experience was quite extreme as it moved the movie expe-
rience into a swimming pool, taking people out of their comfort
zone and making them an active part of the movie event.

FILM ARCHIVES TODAY VOL.3 .
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(AR AFH/CC4 LIFIX|2A)(Cosmococa/CC4
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HMH EL0f So0{7tof i|ct. £20|EE &6l 2712l EF0|
Lo} 9= RHX| EX|7} HlL|C} RE|= E4 slj4eZ=0| ofzd= Arsenal spent several years restoring the work of the Indian
9= ALIE Wi 0| MX|2S AHHMAL|C) WUMES 2oj= feminist video collective Yugantar, which premiered in the
- o N SEIHES = ololA =2 C o - Forum Expanded at the 2019 Berlinale. In 2023, the films
= 9| SHA =Eo = =2 . e .
S 7tMefof ELIC HAAMSS 2 A0M SS L T2 M, were shown again as an exhibition at the art gallery, includ-
S40] FE o 22 o0 ME| BALE| = &2o|lEE Z ing a newly produced documentary on the collective.
AlSAL|C)H Q5] Azl fQxloz 27 2 o] 29F HEe ngantar was exceptional in that the collective’s work was ex-
M= BHorst 27holA BOjL} 25t oHIE] Ao A h|b|t§d a.t SAVVY Cf)r?tlemporary, an art space that had been

showing its own exhibitions for years as part of Forum Expand-

ofsi7 st o 2 AEB HElo|BLIch

ed in dialog with us. Otherwise, we do not focus on individual
artists or collectives. Instead, we invite a broad and diverse
range of artists and filmmakers from around the world.

Our focus is on group exhibitions, but we also try to
create dialogues through joint discourse programs, which is
very important.

OIE2ML2 Q= Ho|L|AE Y FEel {RZHEKYugantan)2| =}

H o

= % Holl ZX S5l 2019H0]| H|IE2ITHM QA ZH 2

Do you have any memorable experiences programming Fo-
rums Expanded for over 15 years?

| remember being in Cairo during the Arab Spring to find new
works for Forum Expanded. | had many appointments with art-
AVVY ZHElZa{2|7} 28 ists and filmmakers in one day. But suddenly there were very

ol =izt 2y of Al ol om 2ol S7iel HEo Photographs of Grace Ndiritu's Black  vijolent riots outside, so | couldn’t leave the house. | couldn’t

2r @l £ L =22E & El &E= Beauty: For a Sh: ic Ci e . .

Esel 2E HAUMOES] SR EOR WO, RUE HES eauty. | oré S1amanic Linema meet with filmmakers and artists as arranged and stayed in a
o

at the 2022 Berlinale Forum Expanded . : .
by photographer Corinna Mehl. room where a new movie theater was being built. There was



The 2013 Berlin International Film Festival Forum Expanded
featured a reenactment of the prominent Brazilian

artist Hélio Oiticica's 1973 installation Cosmococa/CC4
Nocagions.
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The interior of the Arsenal Cinema
lobby.

We began inviting artists, filmmakers, musicians, and
experts from various fields to explore our archive, allowing
them to discover and highlight interesting aspects. The idea
was that these researchers would not only extract from the
archive but also contribute their knowledge. For instance, they
often identified unique copies of films through prior research—
a crucial piece of information for us. Knowing this imparts a
different level of responsibility.

We realized that restoring an obscure or lesser-known
film doesn’t automatically spark public interest. A contemporary
context or framework is necessary to make these films visible.
People who enter the archive—be it artists researching for their
work, curators planning exhibitions, or scholars writing books —
bring this contemporary perspective, aiding the films’ visibility.

This approach also aids in securing funding for resto-
rations. In Germany, as in many countries, funds are typically
allocated for the restoration of national film heritage, but our
archive is notably international. We anticipated that collabo-
rations on contemporary projects might open up new funding
avenues. Viewing archive work as a creation of something new,
with a contemporary context, offers fresh perspectives and
makes films more visible.

Our concept involves restoring films in partnership
with external collaborators, often for specific projects like exhi-
bitions. This is our fundamental approach. Regarding the crite-
ria for film selection, it’s a collective decision, grounded in our
curatorial practices.

Given Arsenal’s curatorial and archival endeavors, it ap-
pears there must be significant cases of international col-
laboration and networking among archives.

And | would like to add something else: We always work to-
gether with the filmmakers, or rights holders, in the respective
countries. This revives old connections but also creates new
networks. There are so many films lying around in the world
that are not properly archived. Occasionally, filmmakers, artists,
or researchers come across old film reels somewhere while
doing research and then ask us what they should do with them.
Often, we see connections to our own archive, and then we
realize again that our archive is just one piece of a puzzle in a
much larger archive that is spread all over the world.

So, we all need to work together, and sometimes we
help others to digitize or restore films that are not from our ar-
chive for that reason. Or we support structures; for example,
through training programs for employees of the National Film,
Video and Sound Archive in Nigeria; together with the Uni-
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A photo from the inauguration of the
Master of Arts Degree Programme in
Film Culture & Archival Studies,

a collaboration between Arsenal and
the University of Jos in Nigeria, in
October 2023.
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versity of Frankfurt (which initiated this project), the Nigerian
Film Corporation, and the University of Jos, we have set up a
master’s program in film culture there. We work a lot with the
Cinematheque in Cairo, which is currently setting up compre-
hensive archive structures. So, we see the need for internation-
al cooperation. For example, when we see films from the time
of decolonization in Guinea-Bissau, it helps us to historically
classify a Portuguese film that we have in our archive about the
decolonization struggles. This helps us to understand our own
role in a broader context.

Have you experienced a moment where a film, once lost to
history, was revived through the global archival network? I’'d
be interested to hear about such instances.

Guinea-Bissau is a good example. Filipa César, a Portuguese
artist, brought this project to our attention in 2012 and has
been working closely with us on it ever since. She was the one
who discovered the Portuguese film on the subject in our ar-
chive: When she researched the Arsenal archive she found a
16mm positive print of the Portuguese film Acto dos Feitos da
Guiné by Fernando Matos Silva which premiered in the Berlina-
le Forum in 1981, a chronicle of the fight for independence in
Guinea-Bissau (1963-1974). The film uses archive material from
other Guinean films: Filipa recognized an image of statues that
she remembered seeing in Flora Gomes’ Mortu Nega (Portugal
1988) and Chris Marker’s Sans Soleil (France 1983).

She told us that she had met the filmmakers Sana
N’Hada and Flora Gomes in 2011. They showed her an aban-
doned archive of primarily unedited film and audio material
from the period of militant cinema in Guinea-Bissau. She
learned from Sana and Flora that the footage testifies to the
birth of Guinean cinema as part of the decolonizing vision of
the liberation leader Amilcar Cabral. In 1967, the two of them
were given the opportunity to learn film-making at the Cuban
film institute ICAIC. Upon their return in 1972, they started film-
ing the independence struggles. Their activities resulted in the
foundation of the National Film Institute INCA in the aftermath
of Independence in the mid-1970s. But most of the material
was destroyed in the civil war of 1998/99.

Filippa saw the film in our archive, which contained
images she recognized from these films in Guinea, and made
a connection. We applied for funding from the German Foreign
Ministry and we got it. We planned to bring the films to Germa-
ny for digitization, but just before they could be sent, there was
a coup in Guinea. The situation escalated and the films had to
leave the country very quickly due to the political uncertainty.
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Filipa César transforms her intense
experiences in Guinea-Bissau into

a new narrative by merging them with
film aesthetics. A scene from

Filipa César's 2017 work, Spell Reel.

Filippa was in Guinea-Bissau to pack them and be-
cause it had to be done so quickly, she hastily glued them
together, sometimes upside down. In this way, the films were
digitized, with some sequences upside down or backwards.
Filippa has written beautifully about what it means to see imag-
es like this for the first time. It becomes very clear how different
perspectives on history can be.

It wasn’t until much later that we were able to digitize
the sound. Filippa therefore had the idea of showing the films
without sound and inviting Sana and Flora to speak publicly
about the images and tell their own stories and memories. The
screening of the films thus became a direct dialog both with the
audience and with the past.
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ARSENAL3

WEEK 2

An early photo of the launch of Arsenal
3, the online platform. Initially,

weekly programs were prepared and
screened online.

ARSENAL

Could you talk about the challenges in archiving, particu-
larly in politically complex areas like Guinea-Bissau, and
how you handle contract negotiations, censorship, and the
placement of archival materials?

After everything had been digitized, we brought the material
and the digital copies back to Guinea-Bissau. In principle, we
do not assume that we have the rights to the films after we
have digitized them; on the contrary, we are convinced that
the rights should remain with the flmmakers in the respective
countries. However, we do offer distribution contracts as we
can help spread the films through our distribution structure. In
the case of Guinea-Bissau, this was made more difficult by the
coups that took place later, as it was unclear whom we could
sign contracts with. It showed once again that our archival
practice is political. Nevertheless, we found a solution; today
we have a contract with the filmmakers.

An important aspect of our work with regard to
post-colonial archive practices is that we discuss with our part-
ners where the material should ultimately remain. It should be
in the country of origin, but in some cases, it can’t be stored
well there or is subject to censorship. It’s about transparent
cooperation, exchange, and finding the best solution for each
individual film or archive. As an institution, it is always easier to
have a set of rules for everything, but the world is not like that.
The situations are different in every country and also change
over the years.

Arsenal also operates a digital platform called Arsenal 3.
Can you share its original purpose and how it has evolved
since its inception?

We set up this platform shortly before the pandemic. Back
then, in 2019, we were just experimenting with the idea of on-
line cinema because we thought it would become more and
more important in the future and we wanted to be prepared. We
hadn’t fully established the idea yet; it was more of a trial and
error. But when the pandemic broke out, we already had the
technical structure in place and were able to go online just one
week after the lockdown began. Arsenal 3 helped us to stay in
touch with our viewers and filmmakers. It worked very well and
was very successful.

It’s been three years since the launch of Arsenal 3. Have
there been any changes in its operational direction or cura-
tion principles during this period?

When the cinemas later reopened, we realized that we need-
ed to rethink our approach. An online cinema is different to an
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Arsenal - Institut 1Gr Film und Videokunst

The "Living Archive" project was an
experiment to explore the fullest
curatorial possibilities with 8,000 films
collected over 50 years. From 2011 for
two years, around 40 artists, filmmak-
ers, film scholars, and curators partic-
ipated in freely designing programs,
which led to the screening of about
300 films starting from June 2013.

° .

in-person cinema, and we had to consider how it related to
Arsenal 1 and 2. Our first idea was to use it as a ‘footnote cin-
ema’ and show films on Arsenal 3 that related to the programs
shown in our real cinemas 1 and 2, either to explore a particular
theme in more depth or to show films that didn’t make it into
the program.

However, this approach did not work as expected.
People seemed to be tired of the streaming platforms. So we
had to think about our next steps. We realized that after the
first screenings at festivals and cinemas, our digital restorations
were in danger of being forgotten again and decided to use Ar-
senal 3 as a kind of public library for them.

At the moment - and | want to emphasize this - we
are showing Sudanese short films made by the Sudanese Film
Group in the 1960s, 1970s, and 1980s. Eltayeb Mahdi, Ibrahim
Shaddad, and Suliman Elnour were very important in Sudanese
film history, they ran a film club, published a magazine, and
made many films. Since the outbreak of war in Sudan, howev-
er, they were suddenly forced to leave the country and are now
living in exile in Cairo. We restored their early short films years
ago, and now the majority of Arsenal 3’s income goes direct-
ly to supporting their work in exile. So, at the moment we are
using the platform to support the Sudanese Film Group. Every
viewing of the film helps them to continue their work, especially
as an entire archive in Sudan has been lost to the war. This is
another way in which such a platform can be used.

How do you define your concept of a ‘Living Archive’? How
did artists and filmmakers contribute to this approach dur-
ing the project, and how did it affect Arsenal’s perception
of the past, present, and future?

Actually, the ‘Living Archive’ is essentially what | described at
the beginning of the interview; | just hadn’t introduced the term
‘Living Archive’ yet. The first project we carried out under this
name took place from 2011 to 2013. Back then, we invited 40
artists, filmmakers, and others to research our archive and de-
velop projects based on their findings in the archive. This pro-
ject in particular was crucial for the development of a multi-per-
spective approach to archive work. It is based on the idea of
seeing every researcher in the archive as a potential archivist.
The idea of the Living Archive is essentially that the archive only
comes to life through the people who use it. An archive is not
just about the past, but at least as much, if not more, about the
present and the future. Every restoration in our institution is part
of a larger project, a curatorial or research project in the pres-
ent. That is the essence of the concept of the Living Archive.

FILM ARCHIVES TODAY VOL.3
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ARSENAL .

The Living Archive currently seems to lead to summer
school and the like. I’'m curious about the purpose of this
summer school and how it works.

The Arsenal Summer School takes place once a year in August
and is open to anyone who registers, although the number of
participants is limited. The basic idea is to spend three days in
close exchange with a limited number of people and to delve
into the subject matter in depth. The projects that we usually
rush after rarely leave us time for this, which is often frustrating
and not very sustainable.

The topics we choose for the Summer School come
from our daily work. They are topics that are on our minds any-
way, so we also look for input for them, the Summer School is
a school for the participants, but also works like a think tank for
all of us. In the feedback rounds, we usually hear that it is very
much appreciated to be able to spend so much time with those
who do the work of an institution. Summer School participants
often apply for internships or jobs at Arsenal later on.

Lastly, could you share your vision and future plans for Ar-
senal? In what ways do you hope to see Arsenal evolve and
expand going forward?

In February 2025, the rental contracts in the Filmhaus at Pots-
damer Platz will expire and Arsenal will move to a new location
for the second time in its history. In the silent green Kulturquar-
tier in Berlin-Wedding, where the Arsenal archive has been
housed since 2015, all departments (cinema, Berlinale Forum
/ Forum Expanded, archive and distribution) will be united in
one place for the first time in its history. In the west hall of the
former crematorium, which has been transformed into a flour-
ishing, interdisciplinary cultural center with international appeal
since 2013 thanks to the initiative and commitment of Jérg
Heitmann and Bettina Ellerkamp, a 180-seat cinema hall will be
built for the Arsenal, which will continue to offer all analog and
digital screening options. A separate entrance and a small inner
courtyard for events will be created on the north side of the
building.

The new location offers Arsenal synergy opportunities
with numerous cultural institutions and initiatives. Although the
location is somewhat less central than Potsdamer Platz, it is
much livelier and more integrated into the neighborhood.

Of course, we will use the opportunity to do on an
even larger scale what is actually our daily task: to constantly
reinvent the cinema. For us, the cinema is a place of social ex-
change. Especially in times of international crisis, such as the
one we are currently experiencing, it is important to maintain
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spaces that enable this exchange, that offer a safe place for

AHSENA L a diversity of perspectives. Film is a very enriching medium for
this.

FOREVER

Stefanie Schulte Strathaus (Artistic Director of Arsenal - Institute for Film and Video Art)
Stefanie Schulte Strathaus is a film scholar and Artistic Director of Arsenal - Institute for Film and Video Art, where she has
worked since the early 1990s. From 2001-2019 she was on the selection committee of the Berlinale Forum. Together with
Anselm Franke, she launched the Forum Expanded in 2006, which she directed until 2020. Most recently, she established
archival work as an essential area of the Arsenal’s work and coined it “the Living Archive.”
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Asian Film Archive
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Asian Film Archive

Established in 2005 in Singapore, the Asian Film Archive
(AFA) started as a non-governmental organization focusing
on Asian film heritage preservation and joined the Nation-
al Library Board in 2014. AFA has run diverse screening
programs, collaborating with other Asian archives and cin-
ematheques, and conducting international screenings to
broaden its transnational curatorial experience. It actively
engages in curatorial work, showcasing lesser-known films
to recontextualize them historically. The notable “Mono-
graphs” series extends AFA’s scope beyond programming
and curation into production and exhibition. This interview
explores AFA’s journey in enhancing the preservation and
promotion of Asian cinema, shedding light on its various
curatorial initiatives.

¢ ¥
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The front view of the Asian Film
Archive office on the first floor.

Interview with Karen Chan
(Executive Director of Asian Film Archive)

Established in 2005, the Asian Film Archive in Singapore
has played a pivotal role in preserving and studying Asian
cinema. Could you shed light on the founding and historical
journey of the Asian Film Archive?

The Asian Film Archive (AFA) was conceived in 2005 based
on one man’s dream (founder Tan Bee Thiam). This audacious
notion of a film archive that crossed national boundaries and
saving the cinematic gems of Asian cinema galvanised the film
community, audiovisual archivists, film scholars and cinema
enthusiasts, and even government agencies. This was despite
the many uncertainties of how the institution would be funded,
could it be sustained, would it continue to find support, what
would its archival philosophy be, and the list of endless ques-
tions continued. To the credit of the vision and tenacity of Tan,
the faith of the members of the first board and the international
advisory panel, the trust from leaders of various partners like
the National Archives of Singapore, the Singapore Film Com-
mission, and the National Library Board, the AFA was officially
constituted, laying the ground to start preserving films.
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The front view of the Asian Film
Archive office on the second floor.

S

The collection zone of the Asian Film
Archive, located inside the National
Library of Singapore.

ASTAN FILM ARCHIVE

To ensure the archive could cope with the volume
(should there be an avalanche in response), an open invitation
for films to be deposited and archived was made within South-
east Asia. Filmmakers answered by submitting hundreds of
titles in this one call, with many of the films being sole surviving
copies and not preserved. There was clearly a need to be met
and it was an honour and a huge responsibility that the film-
makers were willing to put their belief in the AFA as the home
for their precious works.

In the ensuing 10 years, the two-man team and a
handful of interns and volunteers kept focused on developing
the archive. AFA won the New Non-Profit Initiative Award at the
2007 National Volunteers and Philanthropy Awards (Singapore)
for original, sustainable, impactful and best practices. It found
new outreach programmes for youth, educators, seniors, while
establishing a public reference collection. The AFA is now a
subsidiary of the National Library Board with a team of 12, that
continues the work of saving Asian cinema and developing av-
enues to facilitate access.

How does the Asian Film Archive curate its extensive col-
lection, representing diverse Asian and Southeast Asian
cultures and histories, and what role do these films play
in illustrating the region’s interconnected cinematic land-
scape?

The Asian Film Archive (AFA) distinctively serves as both a
guardian of film history and a curator of diverse narratives that
extend beyond national borders. Our approach diverges from
typical public archives, which often concentrate on materials of
national significance. Our unique collection encompasses an
extensive range of films from across Asia and Southeast Asia,
representing a broad spectrum of cultural, historical, and social
contexts. These films are not merely cinematic treasures; they
are cultural artifacts that narrate stories transcending their ge-
ographical origins. By housing such a diverse array of films, we
highlight the rich diversity and interconnectedness of the Asian
and Southeast Asian cinematic landscapes. Our collections of-
fer insights into shared experiences and themes that resonate
across different cultures in this region, fostering a deeper un-
derstanding of our collective cinematic heritage.

Given the AFA’'s commitment to preserving unique and rare
films, could you elaborate on the specific strategies you
employ to identify and restore these cinematic treasures,
and how you ensure their accessibility to a global audi-
ence?
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A still from the cult classic martial arts
action film They Call Her...Cleopatra
Wong (1978), directed by Bobby
A.Suarez, restored by the Asian Film
Archive in 2021.
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The interior of the Asian Film
Archive’s second-floor office, also
utilized as a film research

and digital conversion workspace.

ASTAN FILM ARCHIVE .

We are acutely aware of the vastness of Asia and the excel-
lent work of established film archives like KOFA in preserving
a myriad of stories. This awareness drives our commitment to
avoiding duplication by focusing on films that are either sole
surviving copies or were previously not archived in their home
countries. Many titles in the AFA collection are unique, making
it a treasure trove for future audiences. Examples include Bam-
baru Avith (1978) by the late Sri Lankan director Dharmasena
Pathiraja and Batch ’87 (1981) by Filipino director Mike de
Leon. These films would have remained inaccessible and po-
tentially lost over time if not for our restoration and digitization
efforts.

Furthermore, AFA is dedicated to facilitating the
screening of these films globally. For instance, ‘Batch ‘81’ has
been translated for French-speaking countries, and ‘Bambaru
Avith’ was featured on the online platform MUBI, making these
films accessible to international audiences. Our inclusive and
expansive approach not only defines our collection but also
positions the Asian Film Archive as a key player in the broader
dialogue on film preservation and appreciation in Asia.

What motivated the #SaveOurFilm initiative’s unique public
engagement approach, and how has it effectively mobilized
community involvement in film preservation?

#SaveOurFilm is a step beyond mere restoration; it underscores
the crucial role of preservation. We've always held that pres-
ervation is fundamental—without it, there’s nothing to restore.
The initiative serves to demonstrate how restoration, while es-
sential, is just a means to revitalize films that were meticulously
preserved. It’s about showing the journey of a film from being
safely kept to being revived on the big screen.

Our approach with #SaveOurFilm, breaking from
state-supported archives’ private restoration practices, was to
heighten public awareness about the urgency of preservation.
We’ve shared personal stories of filmmakers’ triumphs and
losses to reach a wider audience, including fellow filmmakers,
private collectors, and anyone aware of existing collections.
These narratives, we hoped, would strike a chord and spur ac-
tion, especially in the absence of a legal deposit mandate. Our
goal was to engage the public directly, demonstrating how their
involvement is crucial in the preservation process. This public
engagement has been key to the campaign’s success, resonat-
ing with the community and encouraging a proactive approach
to safeguarding our cinematic heritage.

For the Asian Film Archive’s ‘Releases’ program, which
spotlights contemporary Asian cinema, what are its core goals
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The Oldham Theatre at the Asian Film
Archive during a test screening.

An online promotional advertisement
for the Asian Film Archive’s ‘Releases’
program screening.
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and guiding principles, and could you highlight some notable
aspects of its most recent edition?

People often have a misconception that a film archive
focuses solely on old and classic films. However, the Asian Film
Archive (AFA) challenges this notion by not only preserving but
also presenting new and contemporary films. Our ‘Releases’
program is a testament to this, emphasizing the importance
AFA places on current Asian films and the unique perspectives
they offer on society. This program provides audiences with a
platform to watch films that might not be screened in commer-
cial theaters.

In 2023, ‘Releases’ showcased a total of seven titles
produced between 2021-2023, covering a wide geographical
range from Iran, India, Indonesia, Thailand, South Korea, to the
Asian diaspora in the United States. The program featured a di-
verse array of genres, from drama to comedy and experimental,
offering something for every viewer. This aligns with our com-
mitment to not only preserve but also to promote and highlight
the evolving landscape of Asian cinema.

Through ‘Releases,” we aim to capture the current
pulse of Asian cinema, offering insights into the latest trends
and styles emerging from the region. By providing a platform
for these films, we ensure they are recognized and celebrat-
ed for their artistic and cultural significance. The variety in the
program represents the dynamic nature of contemporary Asian
cinema, underscoring the talent and creativity flourishing in the
region. Our goal is to contribute to a deeper understanding of
the diverse cinematic voices and stories that define Asia and
Southeast Asia today.

For your ‘Reciprocal’ program, which exchanges films with
overseas archives, what inspired its inception and how
does it function?
‘Reciprocal’ is AFA’s annual collaborative film programme, a
brainchild of our Senior Archivist, Chew Tee Pao, spotlighting
AFA’s archival collections along with those of our partner ar-
chives. This initiative was born from the desire to showcase
AFA’s collections and explore the creative intersections be-
tween various archives. The concept involves two collaborating
archivists curating a lineup from their respective collections,
which resonate with them in unique ways - be it through theme,
experimentation, era, or genre. This results in an organic flow
as the selected titles juxtapose and interact with each other,
highlighting similarities and differences.

For instance, in our first edition in 2022, we partnered
with the Thai Film Archive, and in 2023, we collaborated with the
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The trailer for the 2023 “Reciprocal”
program, “Asian Film Archive x Eye

Eye Filmmuseum in Amsterdam. The differences and similari-
ties between the Thai, Dutch, and AFA collections brought forth
fascinating insights. Each edition of RECIPROCAL opens up op-
portunities to learn about national, regional, and international film
materials, offering new perspectives on archival challenges and
topics relevant to contemporary archivists. This initiative, promis-
ing insightful dialogues and Q&A sessions post-screenings, has
enabled us to not only exchange films but also ideas and knowl-
edge with overseas archives, enriching both our collections and
our understanding of global cinematic heritage.

What inspired ‘Off the Catalogue’s’ inception to explore
lesser-known films, and could you describe the research
and curation process involved in this unique project?

‘Off The Catalogue,” or OTC, was conceived to highlight less-
er-known titles in AFA’s collection that often don’t make it into
curated programs. It showcases our diverse collection, distinct
from typical national compilations. The programming of OTC

FILM ARCHIVES TODAY VOL.3 .



i
|0
hu
m

[ | N
rx
to
o
4 0 o0z

2
]
=
ret

T Hoq)

R
S oo

HO M
2
o
k]

30 22 Ho [E
Coue o m

0 1z I I 0
n

_I"I_
2
2 FI_F
0_>A
k=]
30
2
Q
N
o
|'O
m 4
o
on
i
iel
H 24

Ju
r
n
o
L h
0> 4
T
N
= Hor
fo to
]
-1
0z 12
=g
> mo p
02 M J
o A
2
= 02
> H
rot l—:‘-'—
TR
I
¥
o mn

BN e 30
S 0 In
o &
nr 2
|5 og
t tok
4 o
111] =
= 10
Y
n o
rir J;;
l_| -
w1
v 0
mo .
okl
on ut
L
30
rr
10
o

7|82} o|o| S AJHsH F3 AL ZEIU0| YUCHH ATHE £

@ ]
L
n
i

1
min
10
0ok
=]
(TR
Mz
o
e
[0
]
fjo
it
o
r
o
H
0x
3
n
Pal
B[

T
o
o
[El
[l
|d
11
2
x
rr
0>
N
H:I

ok

1—r K1I°'A Ll
1973)= t'|%3H/\‘I, —%-3— A F E)(2# Black
974), (& El2)(They Call Him Chop Suey, 1975)
o| &l Za|tl A3Z= 2| otz AT}F &=t
O|§2.. 2al2utEe}t |)(They Call Her...
ong, 197 ) il 0|E7|77PII 1970ACHol 2HEO{TI 2
b 1970HALCH E[AFRE(O|AE) A
2 AIZHRE Z27HK]

[> d0 oy @ i ogm
[H
fu
|
o
|0

L)
58 g
i S op
ro . o re
i ~
ek
Rl
rlok
=
=3
ot
ia
Y]
>
(o]
9.,

]
H

o
o

3o

tr

Q
@
e}
XS,
Q

02
fob
un
~
01

2

OII

fm 12 fob K
ooz lo

EEEw

&EEEEFEEEHOH

or w3
mn -
ra

mn o
23

F

o
rr
lo
10
)
07
[0
Hu

February
Screenings

07 - 28 February 2024

An online promotional advertisement
for the Asian Film Archive’s ‘Off the
Catalogue’ program screening.
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depends significantly on the programmer’s familiarity with the
collection. It requires watching and understanding the films in
the context of their creation, a task made more complex by the
films’ varied cultural and linguistic backgrounds.

OTC is a response to our ambition to go beyond tra-
ditional boundaries, seeking to rediscover and recontextualize
films that have remained on the fringes of mainstream cinemat-
ic history. This initiative enables us to craft new narratives in
film historiography, offering fresh perspectives and dialogues.
The process involves rigorous research and discourse in topic
selection, ensuring each film’s historical and cultural context is
thoroughly explored and conveyed. The organization and exe-
cution of OTC require meticulous curation, with an emphasis on
creating a meaningful and depth-filled program that resonates
with both film enthusiasts and scholars.

Could you highlight any ‘Off The Catalog’ programs that
you believe would be particularly interesting to our Korean
readers?

There is a month of OTC programmes that was particularly fun,
yet poignant — a selection of 1970s martial arts films including
Singapore’s only kungfu film, Ring of Fury (1973, Tony Yeow
and James Sebastian), Black Dragon (1974), They Call Him
Chop-Suey (1975), and They Call Her... Cleopatra Wong (1978),
produced or directed by the late Filipino flmmaker Bobby A.
Suarez. The films are action packed, taking their inspiration
from the 1970s Bruce Lee films.

These campy films did not necessarily have the best
story narratives, but they were entertaining and did not take
themselves too seriously. Furthermore, Ring of Fury, They Call
Him Chop-Suey and They Call Her... Cleopatra Wong are three
titles restored by AFA and hold dramatic background stories
about either the rescue of the surviving film elements or about
what was thought to be lost and discovered in European ar-
chives. It was especially significant regarding They Call Her...
Cleopatra Wong as it took AFA years to locate elements of the
film that we thought was lost forever. Finding copies in Filmar-
chiv Austria and Danish Film Institute that eventually made
the restoration of the film possible is truly a celebratory story
of why archives should exist and must work together to save
more cinematic heritage that would otherwise be lost.

For the AFA’s Monographs project, which offers contem-
porary reinterpretations of archived materials, could you
share its genesis and underlying objectives?

In 2020, as the world faced lockdowns, including Singapore,
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A T-shirt designed in celebration of
the 2021 screening of They Call Her...
Cleopatra Wong.

The Oldham Theatre lobby during the
2021 screening of They Call Her...
Cleopatra Wong.

and AFA had to close, we initiated the Monographs project.
It's a series of commissioned videos and text essays on Asian
cinema, conceived during a period when film production and
screenings were limited. The aim was manifold: to maintain en-
gagement with the film community, promote Asian cinema, and
provide a platform for writers to discuss moving images within
the region’s context.

Monographs encapsulate the essence of curation,
pushing its boundaries by meticulously rearranging, recontextu-
alizing, and imbuing new meanings into archived materials. The
project’s creation involved drawing upon personal and regional
histories and archives. The works, produced in various states
of isolation and solitude, reveal new avenues of inquiry and the
essayists’ personal connections to cinema. In these challenging
times, Monographs stands as a testament to cinema’s power to
unite personal and collective narratives, combining textual and
experimental approaches, and bridging past and present. It’s
more than preservation; it's about breathing new life and inter-
pretations into these materials for modern audiences, enriching
their meanings in the process.

How does the 2023 Monographs series explore the inter-
play of memory and history, and what themes are being
highlighted in this iteration?

FILM ARCHIVES TODAY VOL.3
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The poster for the video essay com-
pilation project Monographs 2020,
showcasing cinematic time at the
intersection of history, memory, and
popular culture.

A= 70l H, FEtA LHRE|EE Ecte Qe e SUote &AL 719 tiEEste] nAtHoiM In response to changing ecological and socio-political land-
=717} SICHT MZFSIL|CH O|= Cias| BES o sicho| ot HECAE SR AIZLS 20 F= scapes, Monographs 2023: sinking, shifting, stirring reimagi-
WS olsf ola{st A2 S oIl SHAS SojdT 1 ol ?LEII_O_‘:I{HIOZIOZ;*?'Hlloli?E@!E nes. human and n(?n-human relationshlips to the climr.:lte and

== 1E= == environment. Evoking cycles of geological transformation, the
HollM 2|0l EF5H| sh= ALct. ol2{st 20204 === anthology acknowledges how cinematic representations of the
Eo| MZ 2 HIEtoZ 202340 & HA| (B2 Z) A|l2|= environment are mediated via cultural and contextual para-

digms that move through cycles of dissolution, transformation,
and rebirth. From meditations on a glacial Himalayan town to
speculative eco-fictions, the essays unearth how various strata
of personal, historical and cultural meanings are grafted onto
the multitudinous landscapes of Asia.

The works under “sinking” traverse across the diverse
terrain of contemporary vlogs, video art, travelogues, silent
cinema and state sponsored productions, grappling with the
weight of current environmental crises. As “shifting” in the en-
vironment is observed, the essays approach changes on differ-
ent scales - from the sensorial visuality of clouds and sand, to
the underground cinema networks, and migratory movements.
Other essays under “stirring” lean towards a political lens in
surveying territorialisation practices within systems of power,
hinting at spaces of subversion within their fissures.

Monogaphs 2023 is presented as an installation ex-
hibition where visitors can linger to watch the videos and read
the essays before deciding to watch any of the films that in-
spired the essayists. Amongst the screened films is a Korean
short film programme that includes the following: 20|X| &=
ZRH= ofQl, SRSl v 2|1 L] (nvisible Sleeping Woman,
Capsized Boat, and Butterfly, 2016) by Young Mee Roh; 2| =X
E{7} 3| ElLICH (The Red Filter is Withdrawn, 2021) by Minjung
Kim; and Island (2015) by Ellie Kyungran Heo.

As intended for Monographs, we hope the series will
generate new conversations and create imaginative possibili-
ties for those encountering the works.

How does the Asian Film Archive make its avant-garde ap-
proach accessible to a broader audience, and are there any
new curatorial projects in the pipeline?

The Asian Film Archive (AFA) is grounded in its mission to Save,
Share, and Explore the Art of Asian Cinema. Our steadfast goal is
to preserve Asian cinematic heritage, share the diverse gems we've
preserved, and delve into the creative diversity of this art form.
While these three cornerstones guide us, we remain open to ex-
perimentation and evolution, especially in responding to new gen-
erational perspectives. This awareness of our mission enables us
to effectively communicate our purpose and aims to a wide range
of audiences, from students to film researchers and enthusiasts.
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Monographs 2023, exploring audience-
created narratives through the

fusion of art forms like literature,
installation art, and cinema.

To engage a broader audience, we continuously in-
novate, bridging the gap between our avant-garde approach
and pubilic interest. Our diverse archives, expansive scope, and
agile programming aim to spark dialogues around archival ma-
terials that resonate with both film enthusiasts and the general
public. This involves curating accessible yet thought-provoking
exhibitions and events, focusing on storytelling and thematic
relevance to transform our collections from historical records
into vibrant narratives.

Looking ahead, AFA is planning several projects that
expand film archiving and curation’s boundaries. These include
collaborations with international film archives for cross-cultural
exhibitions, digitization projects for greater film accessibility, and
educational programs to deepen film heritage understanding.
The pandemic has emphasized the importance of collaborative
partnerships, and in 2024, we’re excited to work with various
organizations to achieve diverse objectives. Our programmers
are drawing inspiration from other art forms, and through collab-
orations with other creatives, we aim to grow new audiences and
expand artistic opportunities. Stay tuned for more updates on
these exciting programs at asianfilmarchive.org.

As Director of the Asian Film Archive and President of
SouthEast Asia-Pacific AudioVisual Archives Association
(SEAPAVAA), how do your dual roles influence the Archive’s
direction and impact your personal journey?

SEAPAVAA has been instrumental as a platform for networking,
sharing knowledge, and discussing best practices among ar-
chivists in the Southeast Asia-Pacific region, and it has served
as a training ground for many, including myself. In my dual roles

FILM ARCHIVES TODAY VOL.3 .
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at SEAPAVAA and AFA, | leverage my industry and business
experiences to benefit both organizations operationally and
directionally. While there’s much to learn from each institution,
applying these lessons appropriately requires a delicate bal-
ance.

Being at the helm of both SEAPAVAA and AFA has

been a continuous learning process, especially in observing the
unique boundaries, etiquettes, and practices of each role. This
balancing act is crucial to ensuring that the practices applica-
ble in one context may not always be suitable in another.
My journey as an ‘accidental archivist,” which began over 25
years ago, has been significantly shaped by my experiences
with AFA and SEAPAVAA. These roles have contributed enor-
mously to my personal growth, offering me the honor of effect-
ing positive change and activating constructive progress. This
journey has not only impacted the direction of AFA but also
enriched my personal and professional life, reminding me of the
importance of adaptability, continuous learning, and the impact
of collaborative efforts in the field of archival work.

Karen Chan
Karen Chan teaches about film literacy and preservation, exposing new generations to Asian cinema heritage and to appre-
ciate the urgency of archiving. She contributes to different publications, most recently in Keeping Memories: Cinema and
Archiving in the Asia-Pacific (2022). She presents at and sits on various committees in universities, industry networks, and
conferences. Karen is in her second term as President of the Southeast Asia-Pacific Audiovisual Archive Association and is
serving on the Singapore Film Commission advisory committee. She has previously worked at the National Archives of Sin-
gapore, National Arts Council, and the Natural History Museum in NYC, USA.
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“An ldeal Archive”:

Notes on the Zinemaldia 70:

All Possible Histories
Project (2018-2022)

Pablo La Parra Pérez (Elias
Querejeta Zine Eskola)

1. https:/artxiboa.
sansebastianfestival.com/en

2. Marijke de Valck, Film Festivals:
From European Geopolitics to Global
Cinephilia (Amsterdam: Amsterdam
University Press, 2007), 22.

In 2018, the San Sebastian International Film Festival (SSIFF)
and the graduate film school Elias Querejeta Zine Eskola
(EQZE) launched the research and archive project Zinemaldia
70: All Possible Histories. Our goal was to preserve, research, and
make accessible the festival’s historical archive. Established in
1953, the SSIFF has been the reflection and an active player in
major cinematographic, political, and social transformations,
and it is widely considered a significant player in the
international film festival circuit nowadays—and yet, until
the establishment of Zinemaldia 70, no serious institutional
initiative had been undertaken to protect and study its rich
archival heritage.

In 2022, coinciding with the celebration of the
festival's 70th anniversary, the project fulfilled its proposed
goals: the long-term preservation of the archive is now
guaranteed, and the collections are accessible in-person and
online through the digital portal Artxiboa.' Also, the initiative
has consolidated new work processes and critical narratives
unprecedented in the SSIFF’s history. In this essay, [ present—
necessarily in the form of succinct and selective notes—some
of the challenges, tools, and processes of the Zinemaldia 70
project, underlining the transformative potential of archive
work.

Points of Departure
As Marijke de Valck famously put it in her classic book on film
festivals, finding “extensive, well-kept, and accessible festival
archives”—what she terms “an ideal archive”—is rare.? Often,
festival archives are dispersed in different locations, lack basic
preservation, organization, and accessibility policies, or are
simply lost, either because they were not deemed worthy of
preservation or because of malpractice or accidents, often
avoidable if basic standards were met. We decided to launch
the Zinemaldia 70 project because we realized we had the
unique opportunity to create an ideal archive of the SSIFFE.
Any archival endeavor relies on a complex chain of material
transmission, however virtuous or problematic. In our case,
we could start our project thanks to the invisible work of
generations of staff who, over the years, were sensible enough
to keep a huge number of materials in a warehouse on the
outskirts of San Sebastian.

Preliminary on-site inventories revealed that the
archive was virtually intact: it included comprehensive
materials from the festival’s foundation in 19583 to the present.

FILM ARCHIVES TODAY VOL.3
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3. For an overview of the
characteristics and volume of each
collection, see: https:/artxiboa.
sansebastianfestival.com/en/visit-
and-use-the-archive/the-collection/

4. Eric Smoodin, “As the Archive
Turned: Writing Film Histories
without Films,” The Moving Image
14, no. 2 (2014): 96-100.
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These consisted mainly of paper documentation (exhaustive
administrative and press archives, festival diaries, posters),
photographic objects, and a small film collection (mainly
exhibition prints of awarded films).? The patrimonial interest
of the film collection, although not irrelevant, was secondary.
The SSIFF archive is a collection of international relevance
thanks to the exceptional richness and completeness of non-
film holdings (paper and photo), which were at the heart of
the work undertaken in the Zirnemaldia 70 project. In other
words, we faced the challenge of creating an archive of film
culture: a rare, extraordinarily relevant resource for writing
those “film histories without films” advocated by some of

the most sophisticated developments in contemporary film
studies.* With this observation—which would undoubtedly
deserve some further development beyond the limits of this
essay—I want to vindicate the crucial importance of non-filmic
primary sources, which often occupy a subsidiary position in
the hierarchies and strategic plans of film archives.

Interinstitutional Collaboration
Before developing some notes on the tools and methodology
of the project, it is essential to highlight the institutional
architecture of Zinemaldia 70.1In 2015, the SSIFF relocated
its headquarters to the Tabakalera building, a former tobacco
factory turned into an international center for contemporary
culture in which the festival coexists with a constellation of
different cultural institutions. This new environment
allowed for unprecedented developments, best illustrated by the
creation of EQZE in 2017. Also located in Tabakalera, EQZE’s
academic and research activity focuses on three areas connected
to three preexisting professional institutions also based in the
building: curatorship (in connection with the SSIFF itself),
archiving (with the Basque Film Archive), and filmmaking (with
Tabakalera cultural project, which comprises regular programs
of artist residencies, screenings, and exhibitions).

Zinemaldia 70, a joint initiative by SSIFF and EQZE,
was the first major project planned by the school’s new
Department of Research. Powerful as this unusual alliance was,
we understood that the challenges of the project were beyond
the capacities of a film festival and an academic and research
center alone. Therefore, our primary goal was to build, not
without difficulties, a solid, inferinstitutional federation of
Skills and resources, making the most of Tabakalera’s unique
environment.
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1. A still from the short documentary
;Cudles son nuestros afios? (dir. Clara Rus,
2021), capturing the archival organization
process of the “Zinemaldia 70’ project.
2-4. The accumulated records of the San
Sebastian International Film Festival's 70-
year history.

5-6. Tabakalera, a building that served

as a tobacco factory from 1913 to 2003
underwent five years of renovation to
transform into a contemporary cultural
center housing a media research institute,
cinemas, exhibition spaces, residences for
artists, a film graduate school, and more.
7. The facade of the Elias Querejeta Film
School (EQZE), which conducted the
'Zinemaldia 70' project.

8. A lecture session at EQZE.
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From (Postmodern) Theory to
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Science 2 (2002):181.

ARCHIVE PRISM # 15 .

The first agreement we reached was with the Basque
Film Archive to preserve all the materials in their archival
facilities, which are also located in the building. Guaranteeing
the integrity and non-dispersion of the collection was of
utmost importance not only for archival criteria but also
for symbolical reasons—given the SSIFF’s iconic stature to
San Sebastian citizens, relocating the collection elsewhere
was out of the question. Second, we reached an agreement
with Medialab, Tabakalera’s creation library and technology
and digital culture lab. Medialab’s archivists worked with us
to develop the archive’s classification scheme, description
protocols, and accessibility strategy in collaboration with
the SSIFF’s Department of Web and Digital Projects. Finally,
Kutxa Foundation, a private institution that owns the largest
photographic collection in the Basque Country, including
thousands of materials related to the SSIFE, joined the
project. This alliance allowed us to exchange knowledge and
resources on our respective photographic holdings, leading
to the joint presentation of both collections in the Artxiboa
portal .’ Additionally, the project attracted sponsorship from
the Spanish National Lottery. I point at this interinstitutional
cluster to underline how—in a moment in which archive
and cultural projects face increasing difficulties in attracting
funding and stability through traditional means—we must
imagine new alliances between heterogeneous actors well
beyond established institutional and disciplinary boundaries.

Archive work
One of the main concerns of the Zinemaldia 70 project—
and, given the results, arguably one of its most outstanding
achievements—was not to separate archive work from
critical research on the collection. Although for at least two
decades, significant contributions have warned of the risks of
perpetuating strict separations between practice and theory
as “archival polarities,”® a problematic division of labor
segregating “technical” work from “intellectual” or “artistic”
elaborations persists in many archival projects and discourses.
Archive work was carried out by a team of restorer-
conservators formed by Anna Ferrer Homs, Andrea Sanchez,
and Lorena Soria, all alumni of the Film Preservation
Studies program at EQZE. The materials were damaged
by the atmospheric conditions of the warehouse (high
humidity resulted in abundant fungal infections, among
other problems) and physical storage (overcrowded boxes
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with high acidity levels, massive presence of rusting metal
elements, photographic albums with adhesives, etc.). The team
cleaned, stabilized, repaired, and installed thousands of paper
documents, photographs, and posters, turning an inaccessible
and unusable mass of materials into a long-lasting collection
of documents ready to be cataloged, analyzed, and digitized.
We soon realized that, in addition to their expertise in
preservation, these technicians, through whose hands literally
the entire archive was passing item by item, were accumulating
a sophisticated (and comprehensive) qualitative knowledge

of the collection. For this reason, we entrusted them with the
cataloguing of important sections, such as the photographic
collection. Documentation tasks involved different research
strategies (from the use of secondary sources to the testimony
of senior members of the festival staff), but also the definition
of protocols aligned with the critical spirit of the project (for
example, to develop a non-sexist cataloging language). Rather
than a technical, allegedly neutral task, cataloging thus emerged
as a critical, collective labor involving a specific community
of practice and the accumulated knowledge that archive work
generated.

Even briefly, mentioning the development of the
digital cataloging tools themselves is relevant. This task had
to be undertaken from scratch since the festival had not
previously assumed professional archive duties. The critical
analysis of preexisting tools and resources was crucial, as
well as the collaboration between Medialab’s documentalists
and the team led by Blanca Marin, the SSIFF’s web specialist
and responsible for digital projects. Over the last decade, well
before the Zinemaldia 70 project started, Marin’s team created
a powerful database to manage a vast amount of information,
administrate the contents displayed on the SSIFF’s main
website, and develop applications used in everyday work
processes (from the inscription, selection, and control of
films to the distribution of photographers in different venues
during the festival event). We saw an enormous potential
in these digital tools for our archive project. For instance,
all the digital materials the festival generated yearly (press
conference recordings, photographs, daily newspapers, and
so on) were documented and stored on the database, although
using disparate and inconsistent criteria. We thus worked
to adapt this platform to archival standards and needs. We
have not used third-party cataloging software to describe
archive collections, but a native tool rooted in the database.

FILM ARCHIVES TODAY VOL.3 .



9. Marijke de Valck and Skadi Loist,

“Film Festival Studies: An
Overview of a Burgeoning Field,”
in Film Festival Yearbook 1: The
Festival Circuit, ed. Dina lordanova
and Ragan Rhyne (St. Andrews:

St. Andrews Film Studies, 2009),
179-215.

of7folH T a|= #15 .

AHEE = ol A o] & a7 fl3l A g Hlol e o] AE
T3t

S8 ofFtol B 2 A EoA o] e tAE =37t
A S w3l skt Az o5 Sof, dstA ol A uf sl
A" A2 (71 A H5, AR, AZHA] S AR
3 9 71ES AR EAEE AL, dl o] Bl o] Aol A )
o mebA -2l o] EHAEFS ofFtol B £F(SAD-G)
Aradel Bt 24 £ A EE =Yt opyfo] B AA A S

= X Eg o] & AHg-8kA] 98l

o}, w3t 23

ox o2

g

ol 44 32 L ox o
[

1 fo 30 g

fin}

=

o
An
oy
o
>
2
S
i
A
N
Z rjo
bt
4 M
it
>,
ofp
3

o g Eol 7t
7152 91915 AT D), SSIFF 4547} obshol v 2] & 73
Q7o) Anz FPAATE AL G237 A A ool
w907} vl 9 we. sl QukA o 2 FAAol 3 ArfHel
A ARl 557 A Soll A 2Bt FshAl: o8l
B} Qla] o]0 2 ehalel 3 4wl AAlel Aolch, i 2

AT 7 L4 HTetH o & A ATEE

S
ol
oL
_>|~l_‘

2] o] St
A AR MR 2okl 54, F2 S I UE
oFel 232 LA lof g3 2 W e =75
Al Z3WE wnt obueh, 52 )l J3HAI 7} 7HA 3| o T )l
545 Eoultt A2l @3l Azt A S| JALE ke
gl Qloj Al 2] gAl ek Ful A 542 vHo] HEL 34 S3E9
e 2 vebon], 7 &% stefdtolut A0 53} 2ol AbAndt
Zrlel 245 9 A7 RE G382 FdS 7 sk st Al
747k 71 A W3kl o] 271742 A A ek AES o™ Aoz
ol T, A eke] #AE A A BARRE AR A,

67

7. Marijke de Valck and Skadi Loist,
“Film Festival Studies: An
Overview of a Burgeoning Field,”
in Film Festival Yearbook 1: The
Festival Circuit, ed. Dina lordanova
and Ragan Rhyne (St. Andrews:

St. Andrews Film Studies, 2009),
179-215.
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(2001): 92.
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This grants full autonomy to design and improve it, adapting
international standards (ISAD-G) to ongoing necessities
detected by the cataloging teams. Also, by centralizing all the
festival’s data in the same database, complex connections and
web visualizations between disparate materials can emerge,
as is already happening with the ongoing implementation of
descriptors across collections.

The fact that the SSIFF has incorporated the care
of an archive as part of its institutional duties (unlike, for
example, Cannes, which delegated its archival functions
to Cinémathéque Frangaise) has far-reaching conceptual
implications. Film festivals typically operate in a peculiar
temporality, a radical and absolute present tense: the festival is
an event that is born and dies yearly as a hectic annual ritual.
On the contrary, an archive implies a pensive tempo, the
planning of processes sustained in time, and the conviction
that taking care of the past is a gesture with consequences in
the present. The adoption of these principles by the SSIFF is
one of the main legacies of Zinemaldia 70, one that I would
like to delve into by exploring the critical research component
of the project.

The End of Innocence
The emergence of the “burgeoning field” of film festival studies’
not only made available a whole new set of methodological
tools of analysis but also revealed the limitations and uncritical
nature of traditional festival genres, either in the form of media
coverage or official publications—from chronicles focusing on
trivial aspects of glamour and scandals to anniversary coffee-
table books. The result of these traditions is an uncritical
memory that can only establish a relationship with the past
in terms of nostalgia, detached from contemporary concerns.
The decision to constitute an archive, however, necessarily
entails a different, critical spirit. To recall an observation by
Stuart Hall that guided our work from the beginning, “the
moment of the archive represents the end of a certain kind of
creative innocence, and the beginning of a new state of self-
consciousness, of self-reflexivity.”® In other words, by activating
an archive project, our goal was not to perpetuate traditional,
uncritical representations of the SSIFF but to encourage
critical approaches and to shed light on lesser-known aspects
of its history.

This brings me to the concept of “living archive,” a
term that has become a cornerstone of many recent projects,
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books, 2013).

some of which inspired Zirnemaldia 70, such as those promoted
by Arsenal Berlin.? In our case, as a project co-organized

with EQZE—also known as “the school of the three tenses of
cinema,’ one that intertwines archive work with film curating
and filmmaking, as mentioned above—the notion of the living
archive was articulated through interdisciplinary strategies to
open critical dialogues with the present.

For the project’s duration, a group of graduate students
from EQZE joined a research team under my direction every
year. Their different trajectories and backgrounds contributed
to developing innovative approaches to the archive, always in
a dialectical and fruitful exchange with ongoing archive work.
Four research foci were established and developed between
2018 and 2022: the democratization of the SSIFF in the years
of the Spanish democratic transition in the late Seventies, the
functioning of film censorship at the festival during the first
decades of the festival’s history under Franco’s dictatorship, a
feminist re-reading of the visual archive, and the experimental
Video Festival that hosted the institution between 1983 and
1985.

As stated above, critical research inevitably intersected
with technical decisions. A clear example is the challenge
posed by the selection of materials to be digitized: assuming
that, due to the gigantic volume of the archive, the digitization
of all holdings was budgetarily and technically impossible, the
project had to adopt curatorial criteria. To just focus on the
photographic collection, we established two main criteria. On
the one hand, we prioritized materials from local photographic
studios (such as Fotocar) that we knew had destroyed their
negatives: we, therefore, inferred that the objects preserved in
our archive, mostly positive paper copies, might potentially
be unique images and granted them high priority for digital
restoration. On the other hand, our research teams undertook
several campaigns to review the photographic collection
object by object to define content-based, critical criteria for
digitization. This in-depth examination allowed us to conclude
that the traditional visual history of SSIFF (reproduced in
countless media, exhibitions, and anniversary books) was
limited to a minimal repertoire of images—great filmmakers
at iconic locations in the city, stars on the red carpet, and
exclusive parties with big names. This narrow imagery
obscured the diversity of people and stories the archive
preserved. Thus, our selection, digitization, and publicity
strategies prioritized images that deviated from the dominant

FILM ARCHIVES TODAY VOL.3 .
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histories: we expanded the “cine-geography” of the festival’s
protagonists beyond the dominant Euro-American axis,
highlighted the presence and activism of LGTBIQ+ artists,
and adopted a critical feminist gaze to honor the first women
filmmakers competing in the Official Selection, the diversity
of professional women who participated in the festival
(journalists, screenwriters, producers), and what we could call
the festival’s “care jobs” (the often invisible, and feminized,
work of hostesses, maids, and stewards).

In line with the interdisciplinary and expanded
conception of research promoted by EQZE, the dissemination
of research results adopted different formats, including
academic publications,'® conference presentations,!!
exhibitions," films," and public programs. The latter are
particularly noteworthy. In the programs organized yearly,
our own research teams and invited artists and researchers
discussed research concerns and presented rescued
documents. The warm reception that audiences gave to
these programs demonstrated that the work of archiving and
memory is not an obscure task for specialists but a space
for social activation in the present. For example, when, in 2019,
we invited three speakers who participated in a pioneering
feminist film series in 1978 —filmmakers Vivian Ostrovsky and
Cecilia Bartolomé and activist Ana Ureta—the public
program became a meeting point for all the feminist militants
who had participated in the organization of that event four
decades before, turning the film theater into a space of
sociability and celebration.

Archive-based, critical research in the Zinemaldia
70 project has made it possible to problematize some clichés
of what [ previously called “uncritical memories”—the SSIFF
has not been an exception to this tradition. One of the major
concerns of our archive project has been the accountability
for a past linked to the Franco dictatorship. In contrast to the
“myth of origin” that explains the festival foundation solely as
the initiative of a group of local entrepreneurs, our research
evidenced that its inception was the result of a much more
complex process, in which the international geopolitical
scenario of the Cold War intermingled with the need of
Franco’s dictatorship to have an “international showcase” to
whiten its image abroad. Something similar happened with
the (rarely discussed) problem of Francoist censorship in the
festival. Classic narratives looked away by simply stating that
the festival was always a space of “liberalization.” Archive
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research showed that things were not that simple. As a strategic
space of visibility for the regime, in San Sebastian, one could
access international films that were hard (or impossible) to

see on commercial screens elsewhere in Spain. However, such
a “controlled liberalization” coexisted with harsh censorship
practices: the festival not only complied with standard state
censorship but also developed repressive mechanisms of its
own, often stricter than the official ones.

Our archive-based, critical approach served not only
to shed light on these somber aspects of the festival’s history
(that we saw as a basic exercise in democratic memory and
institutional accountability) but also to give historical depth to
some of its contemporary features and concerns. For example,
our project connected the SSIFF’s efforts in the present to
promote gender equality with pioneering initiatives in the
festival’s history, such as the aforementioned women’s film
series organized by local feminists and hosted by the SSIFF
in 1978.* Likewise, we endeavored to document how some
of the festival’s contemporary identity traits (e.g., its strong
emotional connection with the San Sebastian citizens and
its audience-friendly approach, with theaters packed with
local spectators year after year) are nothing but the result of
democratic grassroots demands and spatial experiments that
the festival developed in the late Seventies to break with its
elitist tradition.'®

The research strategy consolidated throughout the
Zinemaldia 70 project has continued and expanded after
the public presentation of the archive in 2022: the Research
section of Artxiboa now includes documentation and original
contents from all the work and public programs carried out
to date together with new digital content,'® while the brand-
new José-Angel Herrero Velarde Grants have funded six
research on the collection with the aim to have an impact in
international scholarship. Now that the archive is a living
and open space, constantly growing and exposed to the
gaze and reinterpretation of all kinds of users, the promise
contained in the subtitle of the Zinemaldia 70 project in which
it originated makes full sense: now is the time to tell all ke
possible histories hidden in its boxes.
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Pablo La Parra Pérez
Pablo La Parra Pérez, an art historian with a PhD
from New York University, specializes in militant
cinema. He leads the research department at Elias
Querejeta Zine Eskola in San Sebastian and teaches
there. From 2018 to 2022, he directed "Zinemaldia
70: All the Possible Histories," a project in
collaboration with the San Sebastidn International
Film Festival, focusing on researching and
preserving the festival's archive. His work intersects
visual culture, history, and politics, often bridging
disciplines. Pérez has curated exhibitions and
programs, like "El festival ha tenido 24 ediciones:
No nos gusta" at Artium, and led courses and artistic
research projects in Barcelona and Tabakalera -
International Center for Contemporary Culture.
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Annabelle Aventurin, a film archivist and
curator, sharpened her skills at the University
of Paris VIII, focusing on film curation and
archiving. With a passion for postcolonial film
history, she has made significant contributions
to various archives, especially the Ciné-
Archives, which archives and restores the
films of the French Communist Party. Her

personal history with broader postcolonial
narratives. This interview sheds light on the
myriad aesthetic, philosophical, and political
considerations influencing Aventurin's unique
approach to integrating her personal history
into the wider context of film, offering an
in-depth look at the nuanced facets of her
archival and curatorial endeavors.

career highlight includes restoring the works
of director Med Hondo. This task extended
beyond mere restoration, delving into
postcolonial themes and bringing marginalized
voices to the forefront of mainstream

film history. Inspired by this experience,
Aventurin directed The King Is Not My Cousin
(2022), a film merging her grandmother's

The film scanner used by Annabel Aven-
turin for digital conversion of 8mm
films at Ciné-Archive. Photo by Rhodo
Tchokokam.

Interview with Annabelle Aventurin (Film Archivist, Curator)

You've established yourself as an archivist and curator of
film programs, having traversed a diverse range of back-
grounds to reach this point. Could you share with us the
journey that led you to your current role?

My development as an archivist and curator has been signifi-
cantly shaped by my academic and professional experiences.
Studying at the University of Paris 8 and training at INA pro-
vided a solid foundation in understanding and promoting cine-
matographic and audiovisual heritage. My tenure at institutions
like Femis and Ciné-Archives allowed me to engage hands-on
with archival collections, further deepening my understanding
and appreciation for these materials.

Additionally, contributing to French television and
various film festivals, notably FIDMarseille, and co-found-
ing the FLIMM festival at DOC in Paris, have been pivotal in
expanding my perspective. These experiences have not only
enriched my understanding of the historical context of audio-
visual materials but also helped me explore their evolving sig-
nificance in contemporary settings.

Considering your diverse background, how has it shaped

your archivist philosophy, particularly in balancing histori-
cal preservation with contemporary reinterpretation?

FILM ARCHIVES TODAY VOL.3 .
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La Filmotheque Quartier Latin. Par
ManoSolo13241324 — Travail
personnel, CC BY-SA 4.0, HYPERLINK
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Thank you for posing a question that encourages me to
thoughtfully consider my work, a reflection that isn’t always
a natural part of my process. My varied background has been
crucial in developing my approach as an archivist. I aim to
maintain a delicate balance between preserving the historical
context of materials and reinterpreting them in a way that res-
onates with contemporary audiences. Throughout my career,
I've navigated the intertwined realms of conservation and pro-
motion, firmly believing that one aspect cannot thrive without
the other. This belief has guided the multiple critical stages
involved in working with a collection.

Initially, the task involves identifying elements within
the collection, or even mapping them out if they haven’t been
consolidated previously. It’s important to note that a collection
is rarely complete. For instance, a film with substantial produc-
tion and distribution will have copies scattered across various
locations. The following step is indexing these elements, estab-
lishing a systematic listing approach to ensure easy retrieval,
often using a classification system that resonates with archival
researchers. After indexing, comes cataloging, which entails
not just a technical description of the item but also a compre-
hensive content analysis. This step is vital for adding value to
the film elements.

While promotion might not be an inherent part of
a conservation institution’s mission, as I mentioned, I find it
challenging to separate this dual focus. In this regard, my back-
ground and interest in programming significantly influence
my archivist practices, intertwining the roles of preservation
and active promotion of these valuable cinematic works.

In your career as an archivist, have there been any specific
curatorial or programming projects that played a pivotal
role in shaping your approach and perspective in this field?
I often reflect on how my early exposure to cinema was layered
and multifaceted. My initial foray into the world of films began
at a very young age, through actively renting video cassettes
and later DV Ds at a local video store. This experience was,
in essence, my first introduction to curation. The video club
offered a diverse range of films in various categories, allowing
me to explore different styles of cinema — from commercial to
European, Asian, and American movies.

Growing up in a household with older siblings, I was
also quickly drawn into the realm of more ‘serious’ films. The
video club was my first significant influence in this regard. As
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16° FESTIVAL
DES CINEMAS
DIFFERENTS

ET EXPERIMENTAUX

DE PARIS

EVENEMENTS
PERIPHERIOQUES :
11 - 19 OCTOBRE

Les volTEs
19, RUE DES FRIGOS
T8 013 PARIS

DU MERCREDI 22
AU DIMANCHE 26
OCTOBRE 2014

INFORMATIONS :
WWW.CICINEMA.ORG
01 80 60 19 83

The poster of the 2004 Festival of
Different and Experimental Cinemas in
Paris.

1. https:/www.cjcinema.org/
2. http:/www.khiasma.net/hors-les-murs/possessions/
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a teenager, [ had the privilege of owning a monthly pass, which
cost 20 euros, granting me access to numerous cinemas in Paris
and its suburbs. Although there was a cinema in my suburban
hometown, films there were predominantly shown in dubbed
French. Consequently, I would often go to Paris (it took me 15
minutes by train), specifically to the Rue des Ecoles in the Latin
Quarter, to watch films in their original language with French
subtitles. This included not only contemporary movies but also
older arthouse films.

This journey significantly broadened my cinematic
horizons. I continued to immerse myself in this diverse world
of cinema throughout my university years, frequently visiting
the Cinématheque Francaise film library and even resorting to
illegally downloading films to satiate my growing passion for
cinema.

Your early cinema experiences, from video club visits to
Paris’s diverse films, shaped your film understanding. How
did these shape your view of cinematic styles and genres,
and influence your film curation and archiving approach?
As I delved deeper into the world of cinema, film programs
and festivals played a pivotal role in shaping my cinematic
perspective. The Collectif Jeune Cinema and their Festival des
cinemas differents et experimentaux de Paris were instrumen-
tal in introducing me to the realm of experimental and mar-
ginal cinema. This exposure was further enriched by the 2014
retrospective of French filmmaker and university professor
Raymonde Carasco at the Cinema du Reel.

In 2018, a comprehensive retrospective of Dutch doc-
umentary filmmaker Johann Van Der Keuken at the Cinéma du
Réel, documentary film festival held at the Centre Pompidou
in Paris, increased my interest in documentary cinema. When
reflecting on my journey through various film genres before
this experience, I recall the Blaxploitation retrospective held at
the Arsenal in Berlin in 2012. This experience, especially after
watching Melvin Van Peebles’ Sweet Sweetback's Baadasssss
Song, ignited my interest in various forms of black rebel cine-
ma. This led to my discovery of the Black Audio Film Collec-
tive at the Possession Festival? in Paris in 2013, organized by
the art center Khiasma.

Another milestone was my visit to Videodrome 2 in
Marseille, where I first encountered Med Hondo’s Soleil O in
2016, screened in a low-quality digital copy. The film left an
indelible mark on me, and little did I know that four years later,
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The office library at Ciné-Archive, with
a prominent book featuring an inter-
view with director Med Hondo in the
center of the photo.
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I would have the opportunity to work on his collections. These
experiences, across various venues and events, broadened my
cinematic horizons and continually introduced me to films in
more alternative and diverse contexts.

Your work as an archivist merges historical accuracy with
cultural insight, and your curatorial role contextualizes
them for today’'s audiences. Could you explain how you
blend archiving, research and curation in your work?
Valorization is indeed a crucial aspect of working with film
collections. At Ciné-Archives, particularly while handling Med
Hondo’s films, an essential part of our work involves provid-
ing precise information for researchers. This documentary
research is driven by the need to understand various elements,
allowing us to develop detailed documentary content that com-
plements the films during screenings or presentations.

In the restoration context, establishing documentary
expertise around the films is imperative. It ensures we have
comprehensive information for the digital restoration pro-
cess. This involves meticulously mapping the location of key
elements necessary for digital restoration, such as sound and
image negatives, internegatives, interpositives, prints, and final
sound mixes. If possible, we also consulted original subtitles to
ensure accurate translation in current productions. For a film
like West Indies, where language plays a significant role since it
was shot in French and Creole, achieving as close to an accu-
rate translation as possible is crucial.

How has material from Cine-Archive or other archives shed
light on the production and distribution of Med Hondo's
films, such as The West Indies and Sarraounia?

An integral part of the work at Ciné-Archives, particularly
with Med Hondo’s films, involves understanding the contexts
in which these films were produced and distributed. This un-
derstanding is facilitated by the documentary archives, which
help us determine the venues and occasions where these films
were screened, essentially allowing us to trace the history of
each film.

For West Indies (1979) and Sarraounia (1986), both re-
stored in collaboration with the Harvard Film Archive, it was
crucial to comprehend their journeys and the challenges Med
Hondo faced during production. Sarraounia, the most expen-
sive film Hondo ever produced, had an interesting production
history. Initially planned to be shot in Niger, it was eventually
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Stills from Med Hondo's 1986 film
Sarraounia.

filmed in Burkina Faso, thanks to the significant support of
(then-President of Burkina Faso) Thomas Sankara. However, its
theatrical release faced sabotage, leading to an eight-year hiatus
before Hondo could produce another feature. This rich history,
including details like legal fees, financing files, correspondence,
and location scouting, is meticulously preserved in Med Hon-
do’s non-film collections, providing invaluable insights into his
filmmaking process and the hurdles he overcame.

FILM ARCHIVES TODAY VOL.3 .
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Stills from Med Hondo's 1970 feature
debut film Soleil O.
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At Ciné-Archives, you've focused on restoring Med Hon-
do’s films, perhaps unfamiliar to our Korean readers. Could
you highlight his cinema contributions and Ciné-Archives’
role in preserving these works?
Med Hondo, a renowned Mauritanian film director, was born in
either May 1935 in Ain Beni Mathar, Morocco, or May 1936 in
Matar, Mauritania, as evidenced by varying accounts in his ar-
chives and interviews. He passed away in March 2019 in Paris.

Throughout his illustrious career, Hondo directed a
total of 13 films, including 3 shorts and 10 feature films. Among
his most acclaimed works are Soleil O (1970), a poignant nar-
rative of a young immigrant’s encounter with racism and
violence in 1960s Paris; Sarraounia, an epic film highlighting
resistance to African colonization in the late 19th century; and
West Indies, a musical reflecting on the lives of enslaved popula-
tions in the West Indies four hundred years ago and their con-
ditions of the same population in the late 1970s. He was also
well-known and respected as a dubbing artist in French cinema
(for dubbing the Hollywood star, Eddie Murphy’s voice).

Med Hondo was not only a director but also produced
and distributed his films, with the notable exception of Soleil O.
He played a significant role in distributing works of other Afri-
can filmmakers, such as Haile Gerima’s Bush Mama (1979) and
Sankofa (1993). His commitment to African cinema extended
to co-creating the African Filmmaker Committee (Comite af-
ricain des Cineastes) in the early 1980s, aiming to foster and
contribute to the distribution of African films within the con-
tinent, thus countering the influence of Western cinema.

We are intrigued by the Cine-Archive's comprehensive col-
lection of Med Hondo's filmography and related materials.
Could you share insights into the organization’'s mission
and its journey in becoming involved with Med Hondo's
works?

In 2015, Med Hondo initiated the process of archiving his films
and related non-film materials at Ciné-Archives, the audiovis-
ual collection of the French Communist Party (PCF) and the
workers’ movement. His connection to the archive was facil-
itated through his friendship with Jacques Bidou, a film pro-
ducer deeply involved in FCP’s film production and militant
cinema during the 1970s and 1980s. Several technicians and
collaborators of Hondo, like Theo Robichet, with whom Hon-
do produced La Faim du Monde in 1978—a film about global
south starvation—and Jacqueline Meppiel, who worked on We
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A Still from Jean Renoir's 1936 film La
Vie est a nous.
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Director Med Hondo operating the cam-

era on set during a film shoot.

Will Have All Death to Sleep (Nous aurons toutes la mort pour
dormir) in 1878, depicting the struggle of the Sahraoui popula-
tion on the Polisario Front, were also involved with FCP films.
Notably, Antoine Bonfanti, the sound designer for West Indies,
was part of this group.

The French Communist Party has been producing,
distributing, and collecting a wide array of films since 1928.
This effort served various purposes, including supporting sig-
nificant social movements, propagating the Party’s theories and
orientations, and cultural work. The collection includes fiction-
al works by renowned filmmakers like Jean Renoir’s Life Is Ours
(La Vie est & nous, 1936) and Jean Epstein’s The Builders (Les
Batisseurs, 1938), as well as amateur films and materials from
the 1970s and 1980s, particularly from the suburban commu-
nist cities, known as ‘banlicues rouges. It also houses archival
footage covering demonstrations, strikes, funerals, communist
leaders, and international struggles.

In 1998, Ciné-Archives was tasked by the French
Communist Party with the vital mission of preserving and pro-
moting these invaluable film archives, ensuring that these cine-
matic works and their historical significance remain accessible
for future generations.

Med Hondo's cinematic legacy is remarkable, especially
his 1970 feature debut Soleil O, which won the Golden
Leopard at the Locarno International Film Festival. Could
you provide an overview of the film restoration project of
Med Hondo's works that you've participated in?

The restoration of Med Hondo's Soleil O was a significant un-
dertaking, initiated with the filmmaker’s agreement and com-
pleted in 2017. This project was a collaboration between The
Film Foundation, led by Martin Scorsese, FEPACI (Pan African
Federation of Film Makers), and UNESCO as part of the Afri-
can Film Heritage Project. Following this, in 2019/2020, Arse-
nal Institut fir Film und Videokunst undertook the restoration
of Mes Voisins, a medium-length film created in 1971. This film
had its debut at the Berlinale Forum, and Arsenal has preserved
several prints from the festival’s selection, including Mes Voi-
Sins.

In 2021, another pivotal restoration project was co-
ordinated by Ciné-Archives in collaboration with the Harvard
Film Archives. This involved two of Hondo’s most significant
films: West Indies, shot in 1979, and Sarraounia, produced in
1986. Over the years, Hondo had deposited these films at the

FILM ARCHIVES TODAY VOL.3
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Harvard Film Archive, a central hub for the distribution of
35mm prints in North America.

The original elements necessary for restoration, in-
cluding sound and image negatives and interpositives, were
located in Paris. For Sarraounia, these elements were stored
at LTC Patrimoine in France. Accessing these materials was
challenging due to the high fees required, a common issue with
films held by LTC. Eighty of these elements were utilized for
the digital restoration of Sarraounia. However, Med Hondo’s
collection still requires further digital restoration work to en-
sure its continued circulation and accessibility.

Beyond the works that have already been restored, what
other previously unseen films can we expect to be restored
and introduced to audiences in the near future?

For a special DVD edition this year, our team dedicated efforts
to editing previously unseen footage from the making of West
Indies. This 25-minute segment offers invaluable insights into
the film’s production process, showcasing everything from
the construction of the boat where all the scenes were shot, to
dance rehearsals, and extras preparing for their roles. Particu-
larly striking is footage of a 43-year-old Med Hondo interact-
ing with his crew, providing a rare glimpse into his directorial
approach.

Looking ahead, Ciné-Archives is gearing up for anoth-
er significant project: the digital restoration of Med Hondo’s
earlier work, Les Bicots Negres vos voisins (Arabs and Niggers
Your Neighbours). This film offers a critical analysis of neo-co-
lonialism from various perspectives, including political, eco-
nomic, cultural, and ideological. This restoration will not only
preserve Hondo’s legacy but also ensure the continued rele-
vance and accessibility of his thought-provoking work to new
audiences.

In researching Med Hondo's work, you must have collabo-
rated with various institutions. Could you describe manag-
ing and navigating this complex process?

The comprehensive mapping of Med Hondo’s filmography was
largely initiated by my predecessor, Clement Lafite. His me-
ticulous work involved identifying various locations housing
elements of Hondo’s films, particularly film prints. This task
required close collaboration with numerous conservation facil-
ities and cinematheques, as well as navigating storage facilities
which, in the era of physical film, often became transit or inad-
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Film fragments shot during the pro-
duction of Med Hondo's 1979 work
West Indies, not included in the final cut
but discovered during the restoration
process.

vertent storage locations for these prints.

Thanks to Clement’s foundational efforts, I could delve
into the complex task of discerning the different versions of
Med Hondo’s films. A notable discovery was made during the
presentation of his second feature, Les Bicots Negres vos voisins,
at the Age dor festival in Brussels. I uncovered a 16mm print of
the film that was a longer version than the official 35mm 1h40
version. A similar version is believed to be held at the Algiers
cinematheque.

For the DVD and Blu-ray edition of the restored Med
Hondo’s films, it was essential to consider additional materi-
als. I explored the unedited rushes from the shooting of West
Indies. This process involved identifying the complete rushes
to match the end-to-end magnetic sound tapes, cleaning them,
redoing splices, digitizing, editing, and synchronizing to re-
flect the various stages of filming. These stages included the
construction of the set, such as the boat where the film takes
place, rehearsals of dance scenes and dialogues, and Med Hon-
do’s interactions with his crew. Additionally, we focused on the
downtime of extras, whose presence is integral throughout the
film.

To further document the making of West Indies and
identify individuals on screen, I conducted interviews with
some of Med Hondo's closest collaborators. These included his
friend and associate, poet and playwright Abdoul War; Haitian
artist Mariann Mattheus; and Francois Catonne, the cine-
matographer. Their memories and insights provided invaluable
context and added depth to our understanding of Hondo’s crea-
tive process.

How does Med Hondo's work, a fusion of national French
cinema and a postcolonial Pan-African perspective, relate
to your 2022 documentary about your grandmother?
These films showcase a cinematic identity deeply anchored in
a specific country while simultaneously transcending interna-
tional boundaries. My 2022 documentary, Tke King Is Not My
Cousin, which focuses on my grandmother, strives to intertwine
both national and transnational narratives. To provide Korean
readers with a better understanding of the film’s personal and
historical context, I would like to introduce the central charac-
ter of the film: my grandmother.

I'm grateful for the opportunity to share about my
grandmother, whose life story indeed weaves through the com-
plex tapestry of transnational and pan-African issues. Hailing

FILM ARCHIVES TODAY VOL.3
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Stills from Annabelle Aventurin’s docu-
mentary film The King is Not My Cousin
(2022), featuring a poignant moment
where the book Karukera ensoleillée,
Guadeloupe échouée, once held by her
grandmother, is now in Annabel’s hands,
bridging history, generations, and mem-
ories.

ARCHIVE PRISM # 15

from a modest background in Morne a I'eau, a town in the
Grande Terre region of Guadeloupe, she broke barriers as the
first Guadeloupean to be admitted to the aggregation in philos-
ophy in 1958, according to her peers. Her academic journey led
her to author a doctoral thesis on “The place and significance
of belief in Bertrand Russell’s philosophy.”

Her professional career was predominantly based in
Africa, especially in Senegal. At the University of Dakar, she
held numerous academic positions, contributing as both a
teacher and a trainer. Additionally, she oversaw the General In-
spection of National Education in Senegal. Later in her career,
she was appointed Inspector of Philosophy in Toulouse and
also worked in the Caribbean and French Guiana. In 1980, she
published a book titled Karukera ensoleillée, Guadeloupe échouée
through Editions Africaines. The book delves into her child-
hood in Guadeloupe, exploring oral traditions and stories, their
transmission, and significance.

Her journey encapsulates the essence of the Black At-
lantic, a concept coined by sociologist and cultural studies Paul
Gilroy. It denotes the cultural history of the African diaspora
resulting from the slave trade and slavery, characterized as a
hybrid culture that stands in contrast to nationalist perspec-
tives. Her life and work exemplify this notion, bridging diverse
cultural and geographical landscapes.

Your short film begins with home movie elements, then
explores your grandmother's migration and writings. Can
you discuss portraying this blend of personal and historical
narrative?

The film is envisioned as a family narrative, unfolding a story
that is silently woven with shadowy areas, akin to the black
screens that punctuate it. It tries to delicately reveals the rela-
tionship between Elzea and myself, and our quest for traces,
connections, and transmissions, partially anchored in a secretly
written book by her. The utilization of diverse media formats,
including DV, Super 8, and 16mm, imbues the images with a
profound emotional resonance, in order to solidify their status
as intimate archives.

The editing is a reflective journey through memory,
transitioning from one sequence to another. It surfaces seem-
ingly random recollections that gradually interlace to form a
complex tapestry. This narrative web spans various territories
(Dakar, Guadeloupe, and my perspective from France) and
relational dynamics (grandmother to granddaughter, elder to
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Anabelle’s grandmother from Anabelle’s

The King is Not My Cousin.

young adult, knower to learner), eschewing a linear narrative in
favor of the abruptness and intensity of transmission. Thus, it’s
a tale that tries to intimately intertwine with greater historical
narratives.

The soundtrack further enhances this immersion,
flickering like a faulty radio transistor through music handed
down by my grandparents, featuring groups like Tabou Com-
bo, Les Loups Noirs d’Haiti, and Grammacks International.
The ambient sounds of the waves and the local sounds of Les
Abymes, where Elzea lived, drive the rest of the sequences.

In regards to the stylistic choices, especially the tran-

sition to black-and-white footage, I aimed to create a sense of
timelessness and to draw a stark contrast between past and
present. The ambiguity around the film medium was intended
to evoke a sense of nostalgia and historical depth. This visual
approach served to position her story not just as a personal
narrative, but as a critical reflection on the broader postcolo-
nial and Creole history, challenging the linear perceptions of
these narratives.
Crucial to the film’s creation was the support of a caring cir-
cle, including multidisciplinary artists Maxime Jean-Baptiste,
Mehdi Ackermann, and Christelle Canot. Their perspectives
allowed me to distance myself from the highly personal imag-
es, enriching the film’s scope beyond just a family story. Their
invaluable contributions have been instrumental, and I am pro-
foundly grateful for their involvement.

Thank you for this extensive interview. Your experience
and insights from your four years at Ciné-Archive will un-
doubtedly enhance your future as an archivist and curator.
| eagerly anticipate updates on your upcoming projects
through different platforms, and am excited to see them on
the big screen. Best of luck in your future endeavors.

FILM ARCHIVES TODAY VOL.3 ’
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early 2010s. Intrigued by the written and

visual records of these early modern female

travelers, Stephens embarked on a journey

to India to retrace the paths of women who

i A £ had ventured there a century ago. Immersing
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Loss Angles about dead projects
Text by Courtney Stephens

Well-meaning people will tell you not to

give up on your weird, overextended project.
But sometimes, you really should. It's a

fine line between dedication and wasted time,
but often it's only by giving up on one

set of attachments that the way forward is
revealed.

San Francisco Cinematheque
invited me to write about a project I worked
on for ten years that ended up becoming
Terra Femme, and the many failed films along
the way.

In 2011, I received a Fulbright to
India to research the history of women's travel
writing, and to make some kind of film on
the subject. [ was particularly interested in
late 18th and early 19th century writing.

I wanted to explore the overlap between travel
writing and Romantic-era poetry, and their
shared, fraught ideas around travel as time
travel. I was interested in pretty much any
written document generated by women of the
time, from letters and diaries to recipes and
household accounts.

The early mobility of Western
women was almost universally tied to
imperial interests, and entire genres of writing
arose from this. British women traveled to
foreign places as the wives of traders and
civil servants, and their perspective on those
places, politics, and their own situations were
interesting and varied.

[ rented a room in Kolkata on the
ground floor of an old house, which was built
up with balconied floors around an atrium
and occupied by an extended family with
whom I became close. My mornings were
spent over long breakfasts and adda, the
Bengali word for directionless chat. [ adopted
a kitten.

In the 19th century, Kolkata (then

ARCHIVE PRISM # 15

Calcutta) was a global center for trade and
exchange, and this is reflected in the city’s old
cemeteries: British, Jewish, Chinese, Greek,
Armenian, “Scottish and Dissenters.” I thought
maybe the cemeteries, their animals, and
grave inscriptions would be the main visual
component of the film.

On a trip to Chennai in early 2012,

I visited the Theosophical Society
headquarters, a sprawling compound of
overgrown temples and monuments to the
world’s religions, as well as a museum

of religious esoterica. I remember someone
telling me that at the turn of the century,
joining the theosophical society just
meant you were an interesting person.
People like Frank Baum, the author of The
Wonderful Wizard of Oz, was a member,

as was his suffragette mother-in-law,
Matilda Gage.

The origin of the Theosophical
Society in 19th century India was connected
to female travelers like Madame Blavatsky.

At that time, foreign women with an
interest in Eastern thought and religion had
begun traveling to India to become
disciples, or to start their own spiritual
societies.

I became interested in Annie Besant,
who converted to Theosophy in the 1880s
after meeting Madame Blavatsky. Besant,

a writer and political activist from London,
moved to Chennai (then Madras) and began
writing books about religion and spirituality.
Over time she became increasingly politicized
against British rule in India and joined

the Indian National Congress, eventually
becoming the organization’s president. She
helped launch the Home Rule League and was
arrested periodically by British authorities.

My interest started to shift from
the earlier period of merchant travel and
Orientalist writing to this later period of
exchange and political foment around the
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Reminiscences of H. P. Blavatsky and

the Secret Doctrine, first published

in 1893. A biography of H. P. Blavatsky.
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turn of the 20th century, and to the exchange
between female activists in England and
abroad.

I learned about an Irish-born woman
named Margaret Noble, who was a follower
of Swami Vivekananda. She came to India at
age 30 and was given the name Sister Nivedita,
wrote prolificacy about Hindu religion and
women's education, started schools for child
widows, and fought ardently against child
marriage. She risked her life to help treat
people when Plague broke out in 1906 and,
like Besant, she was active in anti-British rule
efforts. Her house in North Kolkata became
a meeting place for dissident groups. I was
interested in what [ perceived as her relative
anonymity, as [ had never heard of her.

June 5,2012: A sweet memory from
this time period is getting up before dawn
to watch the rare Venus transit across the sun
(next transit happens in 2117). We gathered
on the rooftop of Kolkata's science museum
and when the clouds cleared and we could
see the little dot on the face of the sun it was
thrilling.

[ knew a little about Swami
Vivekananda through the writings of
Christopher Isherwood. Vivekananda
spoke at the 1893 Parliament of Religions
conference (along with Besant) and made a big
splash in the US, subsequently founding the
Vedanta Society of Southern California. He
is responsible for spreading the gospel of his
guru Ramakrishna, a mischievous holy man of
the mid-19th century, who said:

"God can be realized through all
paths. All religions are true. The important
thing is to reach the roof. You can reach it by
stone stairs or by wooden stairs or by bamboo
steps or by a rope. You can also climb up by a
bamboo pole."

A network of thinkers and writers,
including Vivekananda, linked Kolkata to
Southern California in the early 20th century,

ARCHIVE PRISM # 15

figures like Isherwood and Aldous Huxley,
who would later influence the psychedelic
movement. The way Indian philosophy
entered the American counterculture

also seemed a worthy film subject, for
Someone.

Then a truly bizarre coincidence
occurred. A friend told me her uncle was
producing a Tollywood (Bengali film industry)
musical about the life of Vivekananda, and
asked if [ wanted to visit the set. The shoot
was in an old mansion in Alipore. [ was
introduced to the kind-eyed director, Tutu
Sinha, and told him about my project and
research. He suggested [ might play Sister
Nivedita in his film—they hadn't cast her part
yet—and I said: sure!

Once I tuned into it, I started to
realize how ubiquitous Nivedita's image was
in the city, particularly around North Kolkata
where she had lived. I met little girls who were
named for her.

Tutu, who was very generous,
suggested I follow the coincidence and make
a film focused on Nivedita, using the props
and costumes from his film. I, like him, am a
believer in signs, and so I did. I documented
the making of his film, the production of
which took us all over Eastern India and along
the Bay of Bengal, while also filming little
scenes from the life of Nivedita. I persuaded
Sandra, another Fulbrighter, to wear my
costumes from the main film and had her sit
pensively on doorsteps and balconies, hiding
the contemporary city all around us. I even
hired priests to perform funerary services on
Sandra. Both of us extended our visas.

I figured I would tie all these scenes
and layers of media and history together
through Nivedita's writing once I began
editing.

At some point, however, I started to
wonder what story [ would be telling with my
low-budget period piece, and why. Nivedita's
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story was so specific it was hard to link her
to my original research, and I suspected that
what [ was calling a research project had
simply become a way of mythologizing my
own experience, which is something I resent
in other films. [ started to wonder what I was
doing.

One day when we weren't shooting,
Tutu and I had lunch at the restaurant Peter
Cat. He asked me what medium had brought
me to filmmaking. He had previously worked
as a photographer, and felt that he had come
to film through his love of photography. I
said I thought what led me to film was an
interest in reading and language. He politely
disagreed and said he thought my medium
was "searching,"

After the film wrapped, I started
getting work as a voiceover actress for
educational and how-to videos, which allowed
me to extend my visa yet again. [ ran around
filming everything I thought I might need to
make any number of films.

During my last months, my cousin
came to visit and we took a train trip from
Kolkata up to Darjeeling in the low Himalayas.
Sister Nivedita had died there at age 43,
and I heard there might be a physical
memorial. After a lot of searching in mountain
fog, we found Roy Villa, the building where
she died, now occupied by posted soldiers,
many of whom were outside playing ping
pong. A plaque said, "Sister Nivedita breathed
her last in this house." We also found her
grave in a tiny cemetery down the side of a
mountain.

While hanging around the central
square of Darjeeling, I ran into the head
of the Fulbright program who was touring
with his family. He looked confused and
said "Courtney? What are you still doing
here?"

In 2013 my stepdad got sick. I gave
my cat to the Irish nun Sister Cyril, came back
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to the US and moved in for awhile with my
mom. With the occasional help of thoughtful
editors, a film began to take "shape" into a
sprawl of footage, quotation, and digression; a
collection of nearly every thought I'd ever had.
[ would later hear Rick Prelinger say, regarding
film editing, that "deletion is growth" but at
that time, [ only knew how to add. To with my
own mountain of footage, I began stitching in
archival footage shot in India in the early 20th
century.

In one university archive I came
across a beautiful reel, the author of which was
listed only under her second husband's name,
Mrs. John Dixon — an alumni of the school.

It was noted that this woman had traveled

the world between her two marriages. Wild,

I thought, that we could experience what she
experienced, but that she had somehow failed
to exist historically.

The project continued to expand and
by 2017 I felt I might have to give up. Time
had passed, my stepdad had died, and it
seemed like I should move on with life. That
year, | was invited to participate in an event
around film spectatorship, and I thought it
would be interesting to screen the films of
Mrs. Dixon and to talk about other amateur
travelogues—films that inscribe private
sensibility while intersecting with large
historical tides. These residues of women's
lives could have other equal forms it seemed,
in a quilt, or even a meal.

This thought helped me find a
different point of view: one less concerned
with historical participation than in
absence and presence itself. Rather than seeing
travel through the way one interprets the
world, I started to think about the unfamiliar
world as a medium for getting to know the
private self. Over the next few years, this
helped me complete my project, and freed
me a little from the bite of failure and wasted

time.
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In memory:

Tutu Sinha, film director, who always cheered
me on in my project and never forgot my
birthday up until he passed away from
COVID-19.

Aveek Sen, writer and critic, with
whom I shared delightful evenings in Kolkata,
gossiping and talking about books, films, and
life. He participated in the virtual panel that
followed an online iteration of Terra Femme
in 2020, before also passing from COVID-19.

Daniel Makover, my stepdad, who
believed in me with fierce loyalty even when
he didn't have much reason to.

Courtney Stephens, 2023

Courtney Stephens
Courtney Stephens is a writer/director of non-fiction and experimental films. The American
Sector, her documentary (co-directed with Pacho Velez) about fragments of the Berlin Wall
transplanted to the U.S., was named one of the best films of 2021 in The New Yorker. Her
essay film, Terra Femme, comprised of amateur travel footage shot by women in the early 20th
century, was a New York Times critic's pick and premiered at the Museum of Modern Art. It has
toured widely as a live performance. Her films have been exhibited at The National Gallery of
Art, The Barbican, BOZAR, the Thailand Biennale, Arnolfini Arts, Walker Art Center, The Royal
Geographical Society, and in film festivals including the Berlinale, the Viennale, IDEA, SXSW,
and the New York Film Festival. Stephens is the recipient of a 2022 Guggenheim Fellowship, a
Fulbright Scholarship to India, MacDowell fellowships, and grants from the Sloan Foundation,
California Humanities, and the Foundation for Contemporary Art.
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oilH{E Z!E o}7}0o|E Harvard Film Archive
SIHHECHE W LHol| 2|X|Et SHHE & & OofFI0|E(HFA)= 1979 Founded in 1979, the Harvard Film Archive (HFA) at Harvard
ol H2i=h chst Alchet X|jof| 22 28500001 Heo| H=t, University boasts over 25,000 films and film-related items,
- - - i i i .R for it ten-
IEI2 5 7|6 st 2Rl M2 E AFSER SICk Yrie HAM Sve cotteation. HEA sles fosuses fim restoration, partion-
O RUSIHFAE EE | €E BEES SMHCRSI=EHE B larly film-to-film preservation. Its collection features many
o= g8 &1 qlon, £35] Ysl AALE xiHols 2 S22t pivotal avant-garde films that have reshaped film history.
o722 W3t =E0| i S/E|D j&Etst= ol SSFUCH HFA’s innovative programming, in collaboration with ex-
= . — = = ternal experts, offers new insights into film historiography.
SHAXMO|D CHIE2S T2 U Fajo|M HAULS AsiA lograp!
e |3 EHHE 2 _é_ H°_ T2l _I HEE Fstatol These efforts place HFA at the forefront of redefining film
CHEl 22 2HEE MBSt GetAE S2X SRS R ChA history through diverse and innovative curation, ensuring a
M=o RHEA T ACE dynamic and evolving understanding of the cinematic past.
Interview with Haden Guest
QIE{F: 5ll0| E AHAE(SHHE & E of7to| 2 2ZF (Director of the Harvard Film Archive)
SHHE EE of7lo|E(HFA)2| ME S=n} thd IlFol| cHsl &  SHHECH FHHE] AlZtollE e of The Harvard Film Archive holds a fascinating history. Can
HEl= 2 #IXIk HFA. you share insights on its inception, evolution, and the origi-
7§ REFEZLC]

nal vision that sparked its creation?

o] ZAl M2l Ho|X|at T o|MEE stH{=CclHstm ) ) . .
HFAS] S4 === 1979H0IX[2H, 1 O] H2E St H_C_"ﬂ‘ Although the Harvard Film Archive was founded in 1979, fiims
= UE, A7, es S 2o Y it tiES tiade =2 st o} were collected at Harvard for many years before then, for the
oFst At m2 Ele X257 5l e £E6 2kSL|Ct purpose for teaching, research and study purposes, as well
HFAS Szl F}EIE| A|ZFO2AIE] LHOI| Q)= ‘A|ZF 2 3174 o7 as to support the diverse screenlpg programs orgam.ze.d both

N _ in Atelo| =1 . for classes and the general public. The HFA was originally a
ZHEA o, B3t H Al Aoy dstel g fAMREH . division of the department of Visual and Environmental Studies
HFAS| ZalM2 of2] HollM A2t U SHH oi7nte| M7 Aol (now Art, Film and Visual Studies) which is housed within the
7z|22d 1} MEIXle| H|ME HtedstT QlaL|c) ‘AlZt gl 51A Carpenter Center for the Visual Arts. In many ways the HFA

, = . - , collection mirrors the pioneering curriculum of the VES Depart-
AraroiM@slal stel oS, Sk R Al ATaroM) & ment and the vision of its founders. In VES, and now AFVS, the
3t Y G5} A 2 = 2EEeE AlZtollE 2 A2 25l study of film and filmmaking has long been intertwined with the
CHSE ool LR[S M2 adsl Al wrSL|Ct ofl&s st study of the visual arts and visual culture more broadly. Equally
M=} ChEOIE 2| A3}, S5 DIEX|SHE 25} X gHAl 70| important |§ the rich dialogue .between art fllmmaklng and d.oc—
N, _ ~ost Dl x| oisl= OLeC umentary cinema, and especially ethnographic modes of film-
S oSt fE5h 0EEA| 2 S8 o [IEA| S s making. Robert Gardner, the ethnographic filmmaker founded
A= ZHE JIELH = Y& 0|27} 2t B E2lX|, HetAt the HFA together with film theorist Vlada Petric and philosopher
= = = The Harvard Film Archive (HFA) lo- . . .
AEHE| D} 87 HFAE QE‘RAEU#, ZaEMdg 2 gsto cated at the Carpenter Center for the tSr;ta.nIey Ca\/t(?Z‘” an.d. we C?r;.lsee :?“;rored Ir; ::hf HFAI\ Ci[(:]|.|eCtI0n
- - - iversity. eir respective visions of film’s history and future. In this way,
oiAbe} O|2fol| CHEH O|S AZIXI7} =2 Zxpo| H|AO| HIIE Visual Arts, Harvard University. . . .
HARet Dlehol tigth OIS dRAE ZE kel HITO] BHs the HFA has especially deep holdings in such areas as docu-
U= AE 2 5 ASLICL I3 O|FE HFA= 55| ChRMEZ],

mentary, Soviet silent cinema, and classical Hollywood cinema,
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AH|O|E HE} I &2|RE A5 S 0] Ml He| MEXt7}F 2HA the areas of most interest, respectively, to these three. Shortly
S =9 o] M| BE0| Qisjof| £5| ZI2 AAS JIX|T USL| before my arrival, now almost twenty years ago, the HFA was
- moved administratively to the Harvard Library, recognizing that
O HM7b EZe2 fest] R, Aac2eE 712 204 © the needs to preserve and give access to the collection could
of oI, HFAZ ATES| BEZE Y T2 2 @7 E & 24 not be met by an academic department. This has allowed the
oM = £ QI22 QlAISIT X =EIAL SIH{ EZ A Z AFSH HFA to develop in important new directions, allowing for the
7F SHAL|CH o|2{st =X JHHS AH|7|2 HFAS 2HF S48k Af creation of a robust preservation program supported by a ded-
AAH . — — = —— - 2= O = . . . .
=2 "k A olojA . ERTES o x ° ° icated film conservation center, as well as allowing the HFA to
= A D2 uxe Molsl= o [=1E=1 . ) )

=2 &E + 2A2tGHH 48 2ES HEchs dH2 XS acquire not only films, but also the papers of filmmakers.
= 2 BE 20 20 o E0, P3te} deizs 2 Over the years the HFA has developed two closely
SN $TE & 2 9l
ALdofl 4% = = Jlo] ZILSIA| 945 REIS HEX|  SIX/EHHFA. >R _ , , A
A0 24 HFAS 7 72l ZIZsk| &8l =5E & " film) collections, and the HFA cinematheque, dedicated to the

=] S=N=x o2 =i curation and exhibition of original, cutting-edge programs open
X BEE FHMA0Lg MuEstE ofFlo|Eo|1, CfE SiLt= 7ML both to the campus community and general public.
9_I_I|;|I_L|E|9_I_ oE“n:I_I' I:H_yc'f_()”}” 7Htcl>|"|:|';l ——":T%I'&'?_' _;.-Eljé“_—_l_ EEZ%@J ' . A unllque featL.,lre of the HFA that | would like to hlgh-
= M O RMALZ MohSte S C T olztole AlUlElS light is our size— while the HFA boasts an extremely large
Teilold A MAIS HESh= 3t = EF ool HIokE = collection and ambitious programs, it also has a comparatively
ULt small size, with only six full-time and three part-time employ-
M7} Z=x5t0 Al HFAS| E4Me Hl2 RRolL|c} ees. This means we need to carefully prioritize and organize our
HFALS DS HicH3h ZaiMa) ofAl & m=2s Kj2bsiA|at :;i;k;nzitya;zzr;hgc ;(;rl?zeeof our more challenging projects can
M7 29 61} nhEEre 29 30| Ysts BTN FHe 7 '
Dol olzlo|EQIL|C) 0|2{st 12 HE AR SME=E Al Over the course of 40 years, the collection must have un-
57| ™5t =ZGteHof st YR NCIER Z2NMES Y doubtedly expanded and become more enriched. | am in-
et e A _ terested in learning about the current size and diversity of
d8ishs Hl ~dol 2|7 e the collection.
During my almost two decades as Director of the Harvard Film
40L42| AALE 0]0] 2= =0 2elgio| Ehxls] 242 HMo| Archive, the HFA collection has grown more than four times in
. - - size to now constitute the second largest university-based mo-
sl E1 Al&L|C] x| B85ln Q= ZHalMo| g} uig ) ) . ; . . . .
o S HSLICh H2feta 2ts 22 | 2ot Eel tion picture collection in the US, with print and pre-print materials
oil csh sl =AMl

for now over 40,000 titles. The HFA has especially rich holdings
in experimental/avant-garde cinema, documentary, animation,
The Harvard Film Archive (HFA) lo- European art cinema, Soviet silent film, Hollywood cinema from

M7t HFAS| ggez ZFEh oF 200f| 0|2 7|ZH S, HFA
0

o
le st eixf o|=ollM = Huj =

ZEMo| 2= Ul by 2

- _ - _ i o cated at the Carpenter Center forthe  the |ate 1940s through the 1990s. Over the past twenty years we
Cisr 7|eh ot A S st 2o, 2 Ak2 H AL, 2 Vieual Arts, Harvard University. have working to deepen the Film Archive’s holdings in important
M Rt2= 42 40| HELEL HFAE S9] A Y, ofgirt2E areas such East Asian cinema- especially Japanese and South
3}, CHROE{2|, oL 00| M, 83 of& s}, A8 2AM 2435] Korean film- Latin American and African cinema while continuing

to build our collection of 16mm avant-garde cinema and 35mm
exhibition prints in general. With the closing of photochemical
laboratories around the world, this collection development has
7t become all the more urgent. We work closely with individual film-
makers and production companies large and small, both in the
US and around the world, to strike new prints to add to the HFA
collection. Some recent acquisition highlights include partnerships
HA| Z2IE ZelM AA| A& FE5| ] taLch ™ MA & with both Shochiku Studios in Japan and CJ Entertainment in




CHbztat S AltRIche| Z2IEct #iefto| 74X UH
=Z2IE7F 223 702 2| felofA| 7I1S5H T, 320] BHA|

HFAOl| 7|15 =[0] 22t=j 2Act.

HFA collects films in various formats,
including 8mm, 16mm, and 35mm.

A print of Gone with the Wind (1939). The print, once
held by the White House, was donated to Mrs. Clark

Gable and subsequently gifted to the HFA, where it is
now preserved.

An inspection station for examining the condition of film.
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SFst AT S b SH= ARl o|2{3t M &2 o South Korea to create legacy 35mm collections of films from their
S Algst EX&LICH 2= 0/=2 HIES ™ MAHIel =21 important libraries. We have recently also been working to acquire
. o = the film print libraries of important distributors and have added
Zre JlH o5t AN|RHXF Al K| ZiALe) 71al5| SEdsl 2| HEIM . ) ) :
e H_E BB MZAE S MEAL} ZIhs] Tl el 2 major new 35mm collections from companies such as: Cinema
of Fr7tet Mz2 Z2IEE &Zsth AFHCL 222 F2 ¢ Tropical, a pioneering distributor of Latin American cinema; Icarus
2 AEEE 229 AXK|F ARLC|22} S| CJEE|RITIE Films, dedicated to political documentary; Contemporary Films,
olo| IEL{AIS E5H = 3|ALe| 2}0|=2{2|0flA 35mm A3} = an independent Lond.on—base.,d distributor of art C|n.ema, pr.|n0|—
SiMe TEAA - o ui=Alol WM wae pally European but with also important Russian, Latin American,
=2 Z=SHA = = o= 1T . . .
AUE FEAUSHCL F20ll= F2 vigAle] S Z2IE 2o and East Asian holdings. We have also acquired the papers and,
He{2|E Qlesty| o =25tn JT, Chgat 22 FAte F in many cases also the fims- meaning, the complete archive- of
2 35mm ZWAMNMES MEA Z=71eiaL|ct 2tEl ofol|2]| 7} Q5t vl filmmakers such as feminist director Joyce Chopra, pioneering
_ _ LBTQ filmmakers Su Friedrich and Jenni Olson, film diarists Anne
20] l0] AMFrXo| odst=2 6 2 Ao} E2n|zd. AX| Ct=o . ’ )
=0l 20l dpmel HES of = AWt E2ulZ, A oRA Charlotte Robertson and Ed Pincus, avant-grade animator and
2] E tiFAR! O7IRA LE, 2Hol| 2ALE & S8 ol filmmaker Lawrence Jordan, visionary documentarian Godfrey
A3l HiFAIZ == 3o 7|8tS 1 AX|3E 2{A|o}, 2El o} Reggio, and American indie director and writer Whit Stillman,
m2|7}, EO0tA|Ole] =98t RHEL HestT 9l ‘HElmzz| T among other's. Thg HFA.s' move to the lerar.y system was ak?so—
= o 2 ARl A _ A olal ot lutely essential to its ability to not only acquire paper collections
=2 = IT E CC SHZLS CCS} 1T E = = X .
5 S Z2EE sEBSUIC Lok HoL sta= = but to make them accessible to researchers who are able to con-
O|A ==z}, LBTQ Y3te| M7 AL ARl dotzts 4+ =2[=2(s sult and study HFA collections in the reading room of Houghton
ol ML 22, AstAT| AT Hfilm diarist) 91 AF2 2H{ELT} of| = Library, the home to rare books and manuscripts at Harvard.
ZiF{A, ofl7I= = ofL|0f|O|E{O|A} HEZHEQl BERA =H, M - s
E71Z, otz H-IeHlOlE| Ol A &=t ’ How does the HFA engage in interdisciplinary collabora-
Tl ChRAUE 2| 2= Em2| YX|L, O|= Q| ZFO0[AL A prac) aiaral. tions, and in what ways are these integrated with diverse
710l S|E AEIH S EJIEQ| EAMQ} TLE, = XA olFlo|EE academic disciplines?
BILISHAL|CH HFAZF EMTH A|ABIOZ o[RSt ZHS 2A{ Za Harvard Film Archive collections and cinematheque programs
Mo Shost {mn) S of 5|2 S Aol ol T= AR continue to be equally and dynamically enriched by our place
AS stEohs Awdh obat SiH =2 57| EAet A &% within the university. We have long-standing and extremely
511 Q= SEHEAMZTS datAlofAM 9 XI=0| HFA ZalME fruitful partnerships with a variety of area studies centers such
odakstp st 4 QU= & 517 QsME Tl4Mo|gaL|c) as the David Rockefeller Center for Latin American Studies,
the Korea Institute and the Reischauer Institute of Japanese
) ) ) ) Studies- in collaboration with them we regularly organize cin-
HFA7Z} StH{ECHStO|2}E Sh& 7|2 LHol| QAChs HS Zorg ematheque programs, often inviting Latin American, Japanese
oy, stN| ZF mBL} gl EHdls) Z and Korean filmmakers not only to present and discuss their

work but also to visit classes or give workshops/masterclasses.
In addition to its public cinematheque screenings, the HFA
also supports the curriculum of the Art, Film and Visual Studies
Department by making its collection available for classroom

15| o|RO{X| 1 U2
ofri st HEH 2 ofist EH 0| o|ROIX| I UAE=X]| 33
HFAS| AZHE D} A|H|OLE| 2 =2 0202 S| =Ll St Liol|A HFA
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L|C}. MjojH|E 2=z| 2}El ot|2|F7} HARME, 5+=25F A7 A screenings, which take place in our state-of-the-art theater.
. _ Classes in other departments also regularly schedule screen-

Z}O|AFR] 2 ESH oA = CFASE X|2d o3 ME|Q} @20 7|ZH ) . ’ .
FOIARR == T4 SO |24 & dIE P i ! ings at the HFA whose theater is equally active both as a public
02 Felsh TtEHMS S0 ASL|CE o= 7| 2kat s H7 cinematheque and as classroom. Today Harvard is one of the
Moz AlHolH|Z =2 X6l 28l otoi|2|7}, Y&, §H= few universities where students are able to study film in its orig-
ofs| M|EAIE XA ZHES wtgsin E=8F o ofL|a} & inal format- by viewing, for example original Technicolor release

prints, hand painted 16mm films, or silent films with live musi-
= cal accompaniment, to offer just some of the more prominent
2 ZIEst= AlU[olE=Z &4H 2 The projection room at the HFA. examples of format specific screenings.




o=, Z[AIAl Z2ZEH0|A O|RO0{X|= SHHE SHHEQ| £91 L AP 2023 HFAOIAM S2I5H = E&l|21 9| HFAS| ABH =7} £EIE LEO| HEfE
= = - 4 =tE (medh =0 A AL |
ofl ZAMS NTUCZM of%, Bt U PABtTfe| Zojg 980U HE (ETAM S0, Enbetn 2l
) ) 22 off vl ERI=A Astx| =
X|stn QULIch o5 B Bt AILDIEIZ M, = 22 o aroisict
AHEM O] F7IX] B2 LS| 8E1 A= HFA SFH2 o
= o Start ool = FI|H 22 0|83V | = Lt 25E
S ECHE2 SHS0| LE AStE 2l "Aloz HA7e
e I o Bl et B shtz, 1 WE =W vl chEel
OIS =XH 2a|X|d BT LZe| AY8 ZRIE, Saigio= 9l
gteh 16mm 2, 20|E Fof BtxIt A= 7 A3} S0l A&
= A

S o R O —

= = Sflol= 2l2m QlgLIcL S8 Z2HE
o| 2M#gle| 7|2 Rol0I7tR?
HFAE= 21M7| CiX|E3tet ME o LESHA A= =
35mm % 16mm LS ZeMe| 2EI 2 2fs M it
sl U&Lch 2elo] st +ue AZn s El xHgojats £y
apxlof e wf, f2l= Z2HMES| M5 H3IY| flsh
THHl 7|ES HEetL Tt
XA, L2l= HFA TRe| ZRIE} HalMe| Bz =
= = IR 3 HFA staff inspecting the condition of
212 SMBILICE 5|74, ALY Se4, SEsts Atz e A FYoduper and irodior 1y collected fims,
- 1 ntain: i
off et eM&27t ZAEls BTt BaLIc 22 28 g ffj‘;ﬁ;‘,"}__ﬂﬂ
= e
Ze|Qle| chRHEZ| (ZERF0[M £210{)(I Heard It Through F,Hi{i“ What criteria does HFA use to prioritize film restoration
the Grapevine, 1980)= (22 28 22siM 22 T2 = projects, partlcl:ularly in the con?ext of digital restoratllon?
BlEZ CjA| 225l) UE-E D= 2207} C|x|Y 292 s The HFA remains deeply committed tq the presgrvatlon and
restoration of both 35mm and 16mm film collections, a task
= o calEL o= Sls ulo = ofs
etEs] ME2 16mm ZZIE= & &+ =& 2|8t C|XH that has become increasingly intertwined with digitization in the
Ald|ot T 7| X|(DCP)E A|=HsH cHEX ol of| IL|Ch 21st century. When facing the challenge of numerous works
w5l 2] A3} MEAIST) s IS0 AHE £ requiring restoration and limited resources, we employ specific
28in £l ofax oz 3t JIAE XU Aslel BES |2l i notovs|  C'teriato prioritize these projects.
=EHH £ USROS S IS A Fete] 258 K ip oot Firstly, we focus on the preservation and restoration of
E|Ct of2{st M WAl Hof = o2= S/ TIEH Sl A unique HFA prints and collections. These are often prioritized
Atg] 2 E209| (514 27|)(Five Year Diary)2| C|X|E 2 =1} L tThheC1\980 W.°rkb' Hséfféf T?féugh based on their rarity, historical significance, and the condition
e Grapevine by DICI ontaine, T . . . _
MLI2! Z0{AT|2] & 16mm U3} A Ho| HE So| e restored by the HFA in 2023. It was of. the existing materials. The recent restoration of !chk Fon
| screened in the Forum section of taine’s documentary | Heard It Through the Grapevine (1980)
Lt the Berlin International Film Festival is a prime example, where we completed both a film-to-film

the same year.

22| dl C|X|E5lof| CHel R2|2| HZ glalo sHale = restoration and a digital restoration, resulting in new 16mm el-

235l 25 =z o| 2XEtn HAMES SX|5tei= aolL|c}. ements and prints, as well as a Digital Cinema Package (DCP)
o = = = e for future distribution.

HFA 1572 228t S35t MRS el B dEHo=M Additionally, we partner with independent filmmakers to

HFA= E&0 st 272t ofl &t I A[ZF X|efolat= SAle| # support the preservation of their work, particularly those films that
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A RXISIHM Gatrtol 7|18 El 2|0] U= A5tet SICH PEHE 2000 HI= EES[RIAE hold significant cultural or artistic value. This approach is evident
D= Ol MOHE 9l BESH 2 QI 2 Laisty QlaL|ch o] SFY SESA HRAS gEH = in our ongoing projects, such as the digital preservation of Anne

EEUS. Charlotte Robertson’s Five Year Diary, and the upcoming preser-
2{st Mz2k2e 2g|™ o|C|o{E 258 f8ot otL| 2} C|X|E& Zoie . ) ) ’ )

12 MER2 22X nleolE O_E b2t ERE 234 vation of Nathaniel Dorsky’s first three 16mm films.

Solf date| £Yut =2 M E ShEkel o E2 2ol o &7 Our approach to restoration and digitization is driven
HMast 4 Q| 0t=7| 9|5 Z4elL|c}, by a commitment to maintain the integrity and accessibility of
wEST |HDIES important cinematic works. By focusing on both unique col-

L i O = Mol xholo ASHALL ool BkxlD o lections and collaborations with filmmakers, HFA ensures that
HFAE XHIZ o2 52l g sdst= A7 BXI2H 27 : med both historic and contemporary films are preserved for future
22| 7|2in} &eds) HalMo| Q= ZES Bsl= HARE = s \ hondao generations, balancing the demands of preservation with the
ZHoZ ot QlaL|C} 02|53t ol of|= S0 TA|Z0{2? ag 2 ».:.,S-f: Fpiid 3 3 reafllities odf b:hdgethanfj t:me c;c?nsbtriintls,. This),[ st;atetiy r|1'(f)t onl(yj/

_ - - - 3y * . safeguards the physical media but also extends the life an
£ 20f| DE|EIL| 2] MPHO| WSZIE H= SCo| MEQ} A5 g & R . e )

2ol [Et-lo] d7x0l Stas M= 2=o] MRt St I e, : reach of these films through digital formats, making them more
£ SJst Aol I A7} E[ZELICL mh2lol 2= Ald|-0t710] 3i's s + : d L, accessible to a wider audience.

H(Ciné-Archives)et oS Eaff ZIgiEl Z2MEQIM, K= = IR s . |

= = oy : 1 i Could you share an instance of a restoration project where
=7t =7l MRet ASE Aldl-opol 2ot £B5 RIRlSH ety L‘" 2 5 ""J 2 the HFZ\ collaborated with external entities a:d :iiscuss its
C}. 2|= Ald|-Ol70|E8} & HlE E=2| A5} 72| CHE - ' significance?
ZHo|2tD & 4 Y= (YAE Qe AN (West Indies)2} (Al2tRL s Bullecin A prime example of our collaborative restoration work at the HFA
Oly(Sarraounia)® 4K A= 2 2 &LICt 0| Ust= M7 .:" - ; involves our partnership with Ciné-Archives in Paris, which hous-

m. . . . . . .
es the works of Med Hondo, a pioneering Mauritanian filmmaker.

0{2{ ZLoi|A{ o|O] A=l H} QT HEE 0|20 BHZE! o _ . . i .

121 XoliA ofn| = vt """"_2024‘—_'_ 1 Bl=oll e of Director Med Hondo visiting the This collaboration enabled the 4K restoration of two of Hondo’s
HelL|ch 2023 MEIHM LSO (IAE e|A)o| = HWFe‘;t‘j:g;ithe 2000 screening of most significant feature films, West Indies and Sarraounia. These
2lato] MAAE|7|E FHELICE o|2{st ZEMEE= ASIAOAM = restorations have had a global impact, with West Indies already
2% 3E0| 4518 Bol4S B ook LS MR B U s s

= = R {1300H O|X™ 2| Ald|opyof AEL -

H F A ol= 7|52 MlZs] HAMNS 2= ois|A ) . . S
HollAl et7k &= U= 71218 NS 2HMdE 28 et year. Such projects not only rejuvenate essential works in film

history but also extend their reach to new audiences worldwide,
enriching our collection and the broader cinematic landscape.

Are any of HFA’s programs available online? How active is
HFA in using online to curate films?
During the pandemic, we developed a significant project: the

2zlelolM MIBEl= HFA2] Z2 30| US7t2? HFAE 22}
g AE TFellol™al #83sh= Aol HIHAIIR?
Z

P S0t 227} AlZte S48 ZRME Jhed st

o AliS 2|5t HFA Z|X9| 7}AF Zai= nfzio|Y HFA’§ first virtual platform for on.line sgrggnings, pr.imarily to
R mome Ea ALS R ~xt provide remote access to our unique digitized holdings. | re-
=z = =2 = =2 = ==
5Lt Of SHZS Soll ALEANSO| CIAIE HEkel HFA 48 cently represented the HFA as a producer for ‘Cinema Before
Eof| fHe=z MEE £ ASLCH XM= 22 HFAS CH =3 1300, a digital film lecture by Jerome Hiler, exploring the con-
(130014 oM 2| A|H|O})(Cinema Before 1300)2H= £ X[ 25} nection between medieval stained-glass and cinema. This film,
I _ = available for free on our online platform, is attracting global
of| M|ZHXI2 =to{gH&L|Ct 0] YHgl= H|E &g Z2H=0| Ot= o ) . . o ’ g g
_” I5A= HORGHE. o & } I= 2 N | < viewers, showcasing its mesmerizing content and highlighting
steld|, SM AHQIEZ 240t Aol Zhrlof tieh 22l ' our unexpected yet fruitful collaborations with various organiza-
Q&L|CH SX| 22121 ZHZE0|M HeE F22 245t U2 tions and platforms in the digital era.
H, © A AHEAHS 0] o] S0|Zlzlst tiExel FotE 27|
} ) How does Harvard Film Archive’s programming reexamine
flsi 21215t st A === Ch= (o]

. ora A still from Jerome Hiler's 2023 work, cme:matlc history, especially in ways relevant to Korean
& 2 AELICH httpsy// Cinema Before 1300. audiences?
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The poster for the Ha Gil-jong retro-
spective held at the HFA in 2017.

A photo from the HFA’s 2008 screen-
ing of Secret Sunshine (2007).

From left to right: Haden Guest, Lee
Chang-dong, David Pendleton.

It's gratifying to see our work at the HFA being recognized, espe-
cially our efforts in re-contextualizing films and filmmakers in film
history. As the curator, ’'m tasked with presenting historical films
in a manner that’s meaningful for contemporary audiences, and
it’s often a delightful surprise to see how these films are received.

One of the initiatives I’'m particularly proud of, and
which | believe will interest Korean audiences, is our compre-
hensive program on Ha Gil-dong. This was the first complete
retrospective of his work in the United States, but it went be-
yond just showcasing his films. We placed Ha Gil-Jong’s work
within the wider context of 1970s Korean cinema, featuring
movies by other influential directors like Kim Ki-Young and Yoo
Hyun-mok. This approach offered a nuanced understanding of
the era and its cinematic movements.

Currently, I'm collaborating with a Korean-American
scholar and a Korean filmmaker on a project highlighting films
of the Korean diaspora. This upcoming program will focus on
films made by Korean-Canadian and Korean-American women
filmmakers during the 1980s and 1990s. It’s a unique opportu-
nity to explore the perspectives and narratives of this specific
community, shedding light on their contributions to cinema.

Additionally, HFA has been pioneering in bringing ret-
rospectives of Portuguese directors like Jodo Cesar Monteiro

FILM ARCHIVES TODAY VOL.3 .
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Pedro Costa (2019) and Claire Denis
(2008) after screenings at the HFA.

HARVARD FILM ARCHIVE

and Rita Azevedo Gomes to the U.S. audience. Each of these
programs represents our commitment to diversifying the cine-
matic narratives and offering new lenses through which we can
view film history. These initiatives not only challenge existing
narratives but also weave new threads into the rich tapestry of
cinematic history, making it more inclusive and varied.

How does HFA address the challenge of who writes film
history and from what perspective, particularly in contro-
versial or political contexts?

At the HFA, addressing the question of ‘who writes film history
and from what perspective’ is a critical part of our curatorial
approach, especially in the context of unrecorded cinematic
events and trends across world and national film histories. Our
strategy involves actively diversifying the voices that contribute
to this narrative.

The “New Thai Cinema” program from 2019 is an ex-
cellent example of this approach. For this program, we invited
Thai filmmaker and then-visiting professor at Harvard’s Art,
Film, and Visual Studies department, Anocha Suwichakorn-
pong. Anocha curated the program, bringing a deep knowledge
and unique perspective to the last decade of Thai cinema. This
approach is pivotal in ensuring that film history is not just a re-
flection of widely accepted views but is enriched with diverse,
authentic perspectives.

We regularly invite external curators to provide varied
viewpoints and voices in curating film history. For instance,
we plan to present a program co-curated by filmmakers Ute
Aurand and Luke Fowler, focusing on the works of Scottish
avant-garde director Margaret Tait. Additionally, next year, we
anticipate hosting Greg de Cuir Jr., which promises to be a re-
markable exploration of Black avant-garde cinema.

Through these initiatives, HFA acknowledges and
addresses the complexities involved in who writes film history,
especially in politically or controversially charged contexts. Our
strategy ensures a multiplicity of voices and perspectives, al-
lowing for a more nuanced and comprehensive understanding
of film history. This approach not only provides a platform for
diverse interpretations but also challenges and enriches the
conventional narratives of cinema.

How does the HFA leverage its international curatorial net-
work to curate avant-garde films from various parts of the
world?

We are also a part of a vital yet compact international network
consisting of film archives, cinematheques, and film festivals.
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harvard film archive 24 quincy st cambridge march 8 - april 13, 2019

The poster for the 2019 program “New Thai Cinema” at the HFA.
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Audience members waiting to enter
the theater.

HARVARD FILM ARCHIVE .

This network plays a crucial role in the circulation of new, redis-
covered, or avant-garde films across the globe. Our involvement
in this network is partly due to our programs being recognized
and studied internationally, alongside the contributions of other
organizations dedicated to organic and pioneering programming.

The HFA often collaborates with a select few inter-
national partners. These include the Cinemateca Portuguesa,
Cinema Ritrovato in Bologna, Italy, and the Viennale in Vienna,
Austria. In the United States, our frequent collaborators are
Anthology Film Archives and, on occasion, the Pacific Film Ar-
chive. However, it’s important to note that most of our program-
ming is conducted independently and is primarily showcased
at our own theater.

As a smaller organization, we face limitations in terms
of creating touring programs and extensive partnerships. De-
spite these challenges, we strive to promote and disseminate
our programs, along with the underlying scholarship and re-
search. We achieve this by making our film notes and print
sources accessible through our website and our printed calen-
dar, which is distributed worldwide.

This approach allows us to contribute significantly to
the cinematic landscape, not just by showcasing avant-gar-
de films but also by scripting what could be seen as the fu-
ture history of cinema. Our curatorial process is dynamic and
collaborative, often involving intricate international relations.
This ensures that we continue to present cutting-edge and
thought-provoking cinema, playing a pivotal role in shaping the
understanding and appreciation of film as an art form globally.

How does the Harvard Film Archive approach the presenta-
tion and interpretation of avant-garde films?

The HFA recognizes the complexities involved in introducing
avant-garde films, especially in terms of aesthetics and their
significance in film history. Our approach to these films involves
a blend of meticulous curation and fostering discourse, crucial
for both understanding and appreciating avant-garde works.

A key aspect of our presentation strategy is the techni-
cal aspect of screening. We are dedicated to screening films in
their original format, particularly 16mm, including those with spe-
cial requirements like expanded cinema that demands multiple
projectors or films needing non-standard projection speeds. This
dedication is significant, especially as 16mm projection becomes
increasingly rare worldwide, including in places like Korea.

In addition to technical considerations, we engage
directly with avant-garde filmmakers, inviting them to present
and discuss their works with our audiences. This format of live
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From left to right: Vlada Petric, Haden
Guest, Stanley Cavell, Bruce Jenkins,
Robert Gardner. Vlada Petric, Stanley
Cavell, and Robert Gardner are found-
ers of the HFA, Guest Haden is the
current director, and Bruce Jenkins is
the current curator of the HFA, Guest
Haden is the current director, and
Bruce Jenkins is the current curator.

Robert Gardner, one of the founders
of the HFA, alongside Stan Brakhage,
a prominent American experimental
filmmaker.

presentation and conversation is a tradition dating back to the
1940s, established by pioneers like Maya Deren, Stan Bra-
khage, Hollis Frampton, and others. These interactions not only
enhance the viewing experience but also provide critical con-
text and interpretation.

Furthering our commitment to accessibility and education, we
record these introductions and post-screening discussions,
making them available (with flmmakers’ permission) on our
website, complete with transcripts. These resources are invalu-
able for scholars and cinephiles worldwide.

Moreover, we produce original notes for each of our
programs, including those featuring avant-garde cinema. These
notes serve as another crucial tool, offering explanations and
contextual insights into the films and the broader movements
they represent.

Through these methods, the HFA not only showcases
avant-garde cinema but also helps shape the audience’s un-
derstanding and appreciation of these works, emphasizing their
role in the evolution and diversity of cinematic expression.

What is the HFA’s approach to the presentation and inter-
pretation of avant-garde cinema?

The HFA recognizes the complexities involved in introducing
avant-garde films, especially in terms of aesthetics and their
significance in film history. Our approach to these films involves
a blend of meticulous curation and fostering discourse, crucial
for both understanding and appreciating avant-garde works.

A key aspect of our presentation strategy is the tech-
nical aspect of screening. We are dedicated to screening films
in their original format, particularly 16mm, including those with
special requirements like expanded cinema that demands
multiple projectors or films needing non-standard projection
speeds. This dedication is significant, especially as 16mm pro-
jection becomes increasingly rare worldwide, including in plac-
es like Korea.

In addition to technical considerations, we engage
directly with avant-garde filmmakers, inviting them to present
and discuss their works with our audiences. This format of live
presentation and conversation is a tradition dating back to the
1940s, established by pioneers like Maya Deren, Stan Bra-
khage, Hollis Frampton, and others. These interactions not only
enhance the viewing experience but also provide critical con-
text and interpretation.

Furthering our commitment to accessibility and edu-
cation, we record these introductions and post-screening dis-
cussions, making them available (with filmmakers’ permission)

FILM ARCHIVES TODAY VOL.3 .
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A discussion with the audience
following the HFA’s 2012 screening of
Rabah Ameur-Zaimeche’s 2006 film
Bled Number One.

HARVARD FILM ARCHIVE

on our website, complete with transcripts. These resources are
invaluable for scholars and cinephiles worldwide.

Moreover, we produce original notes for each of our
programs, including those featuring avant-garde cinema. These
notes serve as another crucial tool, offering explanations and
contextual insights into the films and the broader movements
they represent.

Through these methods, the HFA not only showcases
avant-garde cinema but also helps shape the audience’s un-
derstanding and appreciation of these works, emphasizing their
role in the evolution and diversity of cinematic expression.

What is the purpose behind the recurring ‘Cinema of Re-
sistance’ program at HFA, and can you share highlights rel-
evant to Korean readers?

The ‘Cinema of Resistance’ program at the HFA is a significant
ongoing initiative, conceptualized by my late colleague, David
Pendleton. This program was initiated as a reflection on the
challenging times during the presidency of the 45th U.S. leader,
which David and | perceived as tumultuous and unsettling. The
program’s continuity under its unchanging title represents a
commitment to exploring and presenting the multifaceted na-
ture of resistance in cinema.

Our rationale for making ‘Cinema of Resistance’ a
recurring feature stems from the belief that resistance is an on-
going theme in both cinema and society. The program aims to
showcase diverse images and narratives of resistance, organ-
ized by issues, themes, or regions, thus creating a comprehen-
sive tapestry of resistance in film. This approach allows us to
continually renew and energize the program, keeping it relevant
and engaging over time.

Some notable screenings in this program that may in-
terest Korean readers include the classic film Medium Cool (1970)
and the lesser-known Yama - Attack to Attack (1985). These
films, among others, have garnered incredibly positive respons-
es, validating the importance and relevance of the ‘Cinema of
Resistance’ framework. Their selection illustrates the program’s
commitment to blending well-known and obscure works, provid-
ing a balanced and insightful perspective on resistance.

The decision to pause and eventually restart the pro-
gram reflects our ongoing commitment to addressing contem-
porary issues and the evolving nature of resistance in society.
The ‘Cinema of Resistance’ serves as a critical platform for
discourse and exploration, resonating with audiences who seek
a deeper understanding of resistance in its various forms and
contexts.



HIL=E2 dotol| =T oIt IS o, TE2 a2 202240 23 = #4= ofdt= What are the future plans and projects of the HFA, particu-
A DIK T oAl THElOM ELS 7=t Eataie xjma IERHel SEH ELE. larly regarding integrating its collection into film history?
Lict The HFA is continually looking towards the future, exploring in-
: - ] ] ] nu "' novative ways to utilize its extensive collection and intellectual
Olz{gt EEHE2 O X2t 2= A3IALe| S Fof 74 DNLT resources. One key area of focus is our expanding collection
Qlsh 1 ofL|z}, siie ZA=ES2| ZH=E0| HsIAl LY Z4AQl o= of unique materials that represent unwritten voices and untold
5t BEOo= xlg| 2| 5k o 2 23S o QL Ch 0|25t 2 IF chapters of film history. This expansion highlights the impor-
- ~ s o lT BUHHS tance of not just preserving but also showcasing these valuable
22| M| LIS =M Hstet Qs Lol ch3t ofshE = assefs.
25| stXt SLC 0|2 242 A== At HAALE B&Est WHEH A significant initiative we’re considering is to empha-
MIxoz 7|ojsto =M OFF0|EE ASHAH oM HEMo|D Yn“ size our holdings through publications, particularly focusing on
stei o/ y|mlO= DFEFCH Sa|o| SFATIE UX[SH|C]. DUH’T our collections of fillmmakers’. papersj. We belﬁeve there’s a tre-
mendous opportunity to publish writings by filmmakers whose
QO5IAHH, HFAE 222 P2t 3 2 Xfgol EZE ANAND complete collections are part of the HFA. For instance, a future
ot ofL|2} o|z{St X2 e| M= X0l HZ T} A E A|=E AzZtel PnTwnHDHAH’S project could involve publishing the writings of Anne Charlotte
LIch 22|o| 2E= SiAie} 0l Mche]| 215} MIAHA}, SHx}, OHE F".M Robertson, Su Friedrich, or Il_awlrence Jordan. These fiIrlnma.k—
B ers have made notable contributions to cinema, and their writ-
7 20l EE2E ATt dAE F= 2HUS Sl 23t ﬂETWISM ings offer invaluable insights into their creative processes and
b7, Ay, o[z Ato|2] S CHSHE BHE0] L= AL Ch the broader context of film history.

Such publications would not only serve as an inter-

HAHU“HB \ vention in the course of film history but would also allow these
LA ER F"_H works to become an ilntegral pgrt of it. By bringing these Yoices
i [ ‘»HBHI"E \ to the forefront, we aim to enrich the understanding of cinema
Pﬂjﬂ: - } i and its development. This endeavor aligns with our commit-
Nov. 2 [IET ?2 - Hﬂu ? ment to both preserving and actively contributing to film history,
2022 v making the Archive a dynamic and influential entity in the world

of cinema.

In summary, the future of the HFA involves not just the
preservation of film and related materials but also the active
dissemination and interpretation of these resources. Our goal is
to create a vibrant dialogue between the past, present, and fu-
ture of cinema, using our collections to inform and inspire both
current and future generations of filmmakers, scholars, and en-
thusiasts.

The poster for the special program

of Indian director Anand Patwardhan

held in 2022 at the HFA.

§lo|E HIAE
SiH = ZE o710 2(HFA)S| Y22, HFAS| A|U|OtE| 22t HFAZL &S A3t ALEl ZaiMo| Fajojgls & At 2= Haden Guest
iz, eusheH A3tH|, 2la=2e| FHF|QH REh 3 HhE 2ol M "Ald|of Cto|Z 2 T: ZHIT|tolM 2] SHHE'(2013- | As the director of the Harvard Film Archive (HFA), Haden Guest curates its cinematheque, motion picture, manuscript, and photo-
2015)2 H|Z3st ¥t =20 s J|&3iCt. §lo|& HAEE S8 dslel ofgdirt2E Ao SHS & HFAS 2 graphic collections. He has organized film programs for the Viennale, Oberhausen Film Festival, and the Gulbenkian Foundation
Z2OMS o|ZT on, £35| 201310 MUHE ZH{E Zafo{g|2| ojt{2l A3} (AER|HElo| Hhyg wEsH= o | and Museum in Lisbon, including the “Cinema Dialogues: Harvard at the Gulbenkian” series (2013-15). Guest leads the HFA's
710434C}. UCLAGIA HEIAF HIAl BH|2 HiQtoD], SIH{SO|AM M2l ZHALZ 2431A} U Of7jo|E AIRE Jj2X| T QiC). preservation program, focusing on independent and avant-garde cinema, and notably preserved the lost Robert Flaherty film A
_ _ _ _ o _ . _ _ Night of Storytelling, rediscovered in 2013. As a Senior Lecturer at Harvard, he teaches film history and archival practice and holds

1974 FR01E & ol T2 Yste| HIPALE TSI 2lon, Z2FL sl vl S28 Yot ZRFH a PhD in Film History from UCLA. Guest is writing a critical history of Portuguese cinema post-1974 Carnation Revolution and was
2EE FURRE RS2 S LUCh 20144 EIIELGSHOIM I EUYE XS Chol 45 U2 720 awarded the Medal of Cultural Merit by Portugal’s Secretary of Culture for his contributions to Portuguese cinema. He produced
A=l (EdofM 2 2 E M=t Soon-Mi Yoo’s Songs from the North, a multi-award-winning film including a Golden Leopard at the 2014 Locarno Film Festival.
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Artist Film Workshop

Founded in 2011 in Melbourne, Artist Film Workshop (AFW)
champions celluloid film through workshops on traditional
filmmaking techniques, including film development, print-
ing, editing, and projection. Emphasizing film’s unique ma-
teriality and the experience of expanded cinema through
film projecting practices, AFW fosters a creative environ-
ment. Here, members are both crew and curators, actively
producing films, organizing screenings, and pursuing op-
portunities to present their work at film festivals worldwide.

AFW encapsulates the essence of celluloid film, blending
artistic passion with the distinctive, hands-on experience of
traditional filmmaking.

Interview with Richard Tuohy
(Film Director, Head of Artist Film Workshop)

To provide insight for our Korean audience, many may not
be familiar with the Artist Film Workshop (AFW). Could you
share with us the founding year of Artist Film Workshop
and elaborate on its core mission and purpose?

Thank you for this opportunity for an interview! AFW was
founded in 2011. The principal purpose of AFW is to foster the
ongoing use of celluloid cine film in artist film practices. These
days, with the closure of many traditional film labs and servic-
es, it has become increasingly difficult to work with celluloid.
Working with film still remains an aspirational goal for many
people, yet the practical difficulties of accessing services and
equipment and, yes, screening opportunities for work finished
on film, are very real hindrances. There is also a significant
knowledge barrier for those aspiring to work on film.

The ambition of AFW was to help overcome all of
these, at least in our local context. Actually, the word ‘context’
is very important in understanding what a group like AFW is try-
ing to achieve. We hope to create a context whereby it not only
makes it possible for people to consider working on film, but
also where it is attractive to do so — we have always aspired
to make a ‘scene’ that people want to be a part of. AFW is not
unique in this regard. Indeed, AFW is part of a large internation-
al network of so-called ‘artist run’ film-labs. These are small lab

FILM ARCHIVES TODAY VOL.3 .
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ARTIST FILM WORKSHOP .

spaces, usually collectively organised by their members. Just
as each lab provides support and a context for working with
celluloid, so does the whole network of these little labs provide
support and a context for the work of each lab in the network.

You just mentioned managing the Artist Film Lab alongside
AFW. How do space and budget limitations impact Artist
Film Workshop?

Thank you for acknowledging the problem of space! Space is
certainly not a given. Real estate is a problem for all the artist
run film labs. As is typical of such a lab, AFW is on its third
space, having had to build and re-build its space serially over
the past 12 or so years which all saps energy and resources
and volunteer time that could be otherwise used.

And one of the problems of analogue is that it is, nat-
urally enough, a physical medium. It is space hungry. There are
machines, and these machines and devices take up floor space.
Further, these machines are not available new. They have to be
acquired second-hand, either through opportunistic purchasing
or by donation. In either case, equipment has to be acquired
when it is available, not when you want it. So inevitably, a space
like AFW becomes a kind of repository for heavy equipment that
the group may or may not use, but can’t afford to refuse.

Even the projectors are heavy and we continually have
to lug projectors around to different venues for screenings. The
physicality of film is part of its charm and its aesthetic value.
But it is also a problem. Every time you try something in the
lab, you make new artifacts which have to be stored. Searching
for lost film elements is also a not infrequent problem.

The principal thing that a film hub like AFW has to of-
fer, and needs to be able to offer, is first and foremost space. |
think space, rather than the money for individual projects, is the
biggest issue a group like ours faces.

One instance of that is that our current lab space does
not have an area for film screening. Screening films is pretty
much a core activity for a group like ours. But we currently have
to rely on other community spaces for public showings of our
work. And even during the process of making film, projection at
the lab always has to be of an improvised nature.

Our funding is almost exclusively from our members.
This has its advantages as it makes us completely independent
and free of the concerns and vulnerabilities of cyclical funding
grants. But if a government funding body was to make one
contribution to us, the most useful would be in terms of space.
As it is, we survive through the generous annual membership
payments.
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ARTIST FILM WORKSHOP .

AFW’s unique collection includes works by AFW artists and
films from other entities and individual filmmakers. What
are some other notable pieces in your archive?

Yes, while not a traditional film archive by any means what-
soever, there are still several ways in which the mission and
activities of AFW can be understood in archival terms. First off,
however, let me clarify the scope of our activity and interest:
first and foremost, AFW is concerned with experimental cinema
on celluloid. For us, experimental film is our core business. Yes,
many of us are interested in other forms of cinema and AFW
even engages with other forms periodically, showing film based
political, narrative, documentary or historical works, always on
16mm. But the thread which binds us is experimental celluloid.
Without that focus, our scope would be too big to handle.

With that said, we are delighted to be a conduit
through which our audience can access the history of experi-
mental celluloid. We do this by continually trying to make con-
nections with figures and moments of our own disrupted film
history in Australia. Too often, our history has been a history
of forgetting and reinventing. We aim to help heal this failure in
some way by creating bridges for our audience. We find con-
nections, trace people and dust off old prints. This makes con-
nections not just for the present, but for the future. And we try
to leave traces such that these links can be reactivated. For us,
this is important work. We are also always delighted to become
the custodians of film prints, to help carry these into the future.

And we aim to be the archive of our own work. This is
harder than it may sound. Again there is the problem of space.
But there is also the problem of duplicates. We are really only
interested in screening films on film. The collection of our
own films thus wants to be a collection of prints. While part
of the point of AFW is to provide the facilities and knowledge
for members to work with film themselves up to the finished
print stage, we don’t have the capacity to actually do this as
a service for our members. Rather, it has to be done by the
film-maker themselves. There are a few problems here. First-
ly, not everyone has already reached the stage of being able
to make reliable prints themselves; they may only be working
at a stage of ‘camera original’ film-making on reversal film for
example. And secondly, the demands on an archival lab are
somewhat different to those of an experimental film lab. At an
archival film lab, exactness of duplication is key. This requires
meticulous process control and maintenance. Naturally, this is
not what an artist run experimental film lab is about! Thus, cop-
ies made at a later date can be ... let’s say ... different works!
Thus from an archiving point of view, we really try to instill the
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A film cement splicer, a device that
uses a type of adhesive known as film
cement instead of tape to join films

ARTIST FILM WORKSHOP ‘

reduced due to its effective irreplaceability, but AFW continues
to be granted access due to our track record in film handling.
This is of great benefit to us and our mission. Seeing a video
copy is just not the same as seeing a film print, just as seeing a
photocopy is not the same as seeing an original oil painting. If
we were talking just about ‘content’ — as you might with a news
story — then that may not be the case. But where the medium
itself is part of what the work is, medium switching is not an
acceptable substitute. It would be like seeing Michaelangelo’s
David but just in plasticine — it just would not have the gravity,
the weight or the awesomeness, nor speak of the care, the skill
the artistry and the humanity of the maker. One regret we have
is that it is very difficult for us to work with other archives and
collections. Being in Australia, and being unfunded, the cost of
using couriers to transport prints internationally makes it im-
possible. We are working towards finding a solution to this as it
is a major problem for us.

AFW'’s decade-long workshop program teaches camera
operation, development, film editing, and practical filmmak-
ing. Can you share how these are organized and conduct-
ed?

It is certainly a priority for us to facilitate people making new
work on film. Yes, we also see value in workshops that will
give people an understanding of what film is and how it works,
even if they will never get the chance to work with it again.
But finding ways to help people finish films to the stage of
having a projection print is the standard to which we aim. In a
workshop setting, this is only sometimes possible. It depends
on several things, but mostly it depends on the individual par-
ticipant. They have to be quite motivated and willing to push
themselves. Not everybody who signs up is in that category.
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7} 2= olslo} Aeist LH2o|2tM T Zho|o| 1A= o|Xof| = or so weeks. There is a great deal to cover when starting from
_ _ _ scratch and it is kind of an inevitable requirement that the
043_|.9-IE L-|7EEE|EEQCIJ_I§3A ZB. EXEEEEJM% o ) . .
e 2R HZIE|= 28 B2 2lsisiiA 2 2XIE dst ) ) ) participants do their homework! Each week there is a learning
= Zdo| oM 2 FOo{E £ AGLICEH T2 Alo= S otA| 7| Ct A film synchronizer, an editor used objective and an assigned task that is to be done at the lab
for duplicating negative films into T )
S A2 AAE = AL positives. The synchronizer in the individually between sessions. Often these tasks are cumula-
< photo can hold up to four reels of film,  tjve: for instance, an assignment for one session might be to
ditMoz HAIINE2 IFER LIF 0 )1, S&§ Z including the original, at once. ’ 9 , session mig
L e = | =loi= _ ’ shoot and process a roll of colour negative film independent-
ol 2lofli= IEE=2 HaHM HHSIALE M2 712X B ly. The next session might involve contact printing, and the
20 2= o] LEHEALCE AXZ o] o|RIX|= 2 assignment of that session might then be to print that roll of
E & XA 2= 22| 29 diAlof 9lo] AlRlIMo =z T4 colour negative film and develop it as a colour positive. You
_ n how on ignment | n to another. As ther
&ol eaellch 22l ol # Talelolr olEHA 2E 4 oan see how one assignment leads on fo another. As there
are typically groups of participants, it is quite usual for them
(=} — — AL — . .
S ot 2 £ U= fAX[ol UX| et&LIc J2iM 2= =2 to collaborate with each other in the lab and teach or learn
&0| ORE|E|l= AlH0| 25 HAIES =S = A= HIuE from each other outside the official sessions. Indeed, this
JlEte| 9a LS Bay|s sHX|0F T2 BS RS 4 ¢lT, group Iearmng/shar'lng is a .p.ractlcal necessity to the way we
SIAN AlBE| Z e ObulL miClas sie XbE epadoll o operate. We aren’t in a position to overly depend on any one
24 delEls Az ofduot. J¥CH = s AE 2dof E member to do the teaching. As such, while we often have the
S+ A= S=2NMEESSIEM2 s EDQEL L O Z2 ambition of outcome-based workshops, this ambition cannot
HMEJL FME 42 3¢S0l ME o B2 X[ Lyuc & be enforced and does not always eventuate. That said, there
= = - = = is always enthusiasm surrounding projects that look like they
MEZ HE<| 283 Hsts SSH Fol Edsteial e 5 will come to completion. This can facilitate more assistance
UAMEH T from members. There is always a community spirit surround-
ing the completion of new work.
AFWS| 9|3£0| SIS 7t B ¥st HYOE olofH o, ZE
_ = - °° . e o =’ : AFW’s membership-based workshops lead to collaborative
€ o|gol-t SR E HtEo 2 Fedo| TYE=X|2. 2l@S0l ¥ films. Is there a common aesthetic or goal in these works?
ol 2t AstEo| M= otH 2 ofHIte? Examples of such films would help illustrate this.
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A still from Richard Tuohy’s 2016 film
On The Invention of the Wheel.

ARTIST FILM WORKSHOP .

Actually, formal collaboration is typically more of an exception
rather than the rule. AFW has undertaken a few formally organ-
ised group projects. Our Window project of 2022 which you
have seen was one. Another was a group of films made to the
theme of ‘intimacy’ back in 2015. Each participant aimed to
finish a work on that theme intended for a collective screening.
Hanna Chetwin’s contribution Hair in the Drain is one that we
still show from that project, as is my film On the Invention of the
Wheel. Another early group project was a “film baton’ — some-
what like an exquisite corpse. Each participant was assigned
a place and time to receive a camera, shoot a certain amount
of film, and then to pass the camera on again at a fixed place
and time for the next person. We showed this 30 minute film
in gallery settings with the one film roll threaded through four
projectors pointing in different directions. Another group project
was undertaken for the museum of contemporary art in Syd-
ney. For this project, | made a simple 3 minute film with about
15 different shots. | then duplicated this edited film to make 20
inter-positive copies and handed them out to the participants.
The task was then for each copy to be made into a new film
by somehow reworking the footage — either just by editing, or
more interestingly through optical or other printing methods, or
other experimental interventions. Callum Ross-Thomson’s film
Silver Slithers is a work that emerged from this that we still like
to screen on its own. Each year we also run a festival for our-
selves at a rural property — which we call ‘Nanofest.” We make
it an objective to make some group films at this mini festival
that we will be able to screen at the next year’s festival. Some
of these films end up having a life of their own, while others
don’t. More typically however AFW members will make infor-
mal collaborations between themselves, helping each other
with shooting or with sound or with lab work etc. This is indeed
pretty much the normal way our films are made.

The ‘Window’ project with 20 short films, had a unique on-
line presentation by AFW. Could you share insights into its
conceptualization and execution?

The driving idea for the Window project was to help keep the
collective spirit of the lab alive during the lock-down period.
Even if people could not leave their homes or visit the lab, they
could still shoot something out their window. This simple prem-
ise was the genesis of the project. | had a supply of film in my
film fridge which | could post out to the participants. They could
shoot either on their own cameras, or else make an arrange-
ment to borrow a camera from someone in their neighbourhood
(there was a 5km limit to travel at that time). They then sent the
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AFW Members shooting films for
Nanofest.

rolls back to me for developing in my lab, before sending them
to another AFW member who runs a film scanning business.
So the films were then edited or worked with digitally before
being re-submitted to the group. The original negatives could
then be edited for film printing at a subsequent date if desired,
though that wasn’t so much the point. But a collective film was
also made from all of the submitted footage. We allowed any
member of the lab to attempt an edit of the overall group pro-
ject. In the event one member volunteered and the final 20 odd
minute film was the result of that. We made a ‘film out’ (video
back to film) of the edit in 16mm ‘cinema-scope’ format due to
the aspect ratio chosen for that edit. The layout on the website
was done by another member, again where they had total con-
trol of the outcome. This all happened rather organically, with
individuals responsible for their own contributions. We find it is
necessary to allow people total control of what they volunteer
to do. That is part of the motivation for doing the work for the
collective!

As you mentioned, the ‘Window’ project has been reim-
agined as a 20-minute montage, transcending individual
short segments Could you elaborate on its curation, reali-
zation, and the message it aims to convey?

Context is everything! Especially with short films. Feature films
tend to create their own context ... but short film are very much
at the mercy of the other films shown in the program and the
order they are shown in. Curation can be an extremely pow-
erful force — it can both enlighten and destroy! Typically short
film-makers do not have control of this context. Perhaps that
is just as well as they would always highlight their own film.
But it cannot be denied that the work of curation is undenia-
bly creative work and needs to be treated as such. The most
generous acts of curation prioritises making the best space for
each film, rather than the curator using the platform to highlight
something of their own, but that is probably asking too much!
Returning to the Window project, there were two acts of cu-
ration involved there: the editing of the material into the single
work, and the presentation of all the individual contributions on
the website. The latter, being a click-able grid, really allows for
what might be called ‘auto-curation,” much like in a gallery set-
ting. In the gallery, you the viewer get to decide just how long
you will look at a particular screen or painting or whatever. You
then get to quickly skip over to another work (I see multi-screen
video work in galleries as also effectively working in this ‘au-
to-curation’ sort of way). This approach generates a kind of
openness, less demanding of the curation and of the individual

FILM ARCHIVES TODAY VOL.3 .
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dsko| YX[OF BHH Adsl= T2 O2H0j|AM A E|= CH2 Q5o (EE) Z2HE F=2Ltddee=z 2|ME F0|2f Clo|oliL} vi2| 2|
g_(g 4\—/\‘[0‘” =7 ?ggok% tllzl'ﬁl'll:l' 'I?I'E'”olﬁg 77H,_—é|_%% 2'c_7|5 oISt 34 Al7| HEE AXHZ St= 20214 = =HE (& otgho| A&l
o _ . cHH WES Zhx} i3t 5, AFWe)
3I'—T,— .I.LI-I'_|3I'7|_|,:_ =l E DH_?_ 7OI-E—:’|6|_I- |6:|IO| = _/F 9}1%"‘“‘:"' E—% E_I_I- gﬁ.{lolxloﬂ El_o}/q gl.Ll.Q_l a%‘.laél{
o dst ZSS2 olzfet 4ES SEXME 4 ELICh OlotE T Al ddsta Qict
70| ZE YUK = BELICL IS A Ao YBtE L
g E|LtR
J2{L} Feflo|M2 HuS| Folx{ol oo 1 Eo|
dE Ql™eotof sict= A2 B2 o AELICH Gt 7l
OlMeZ2RE J|HE & A= 7t EES tHRE Mzl 2t
™, Felo[E 7t AAs|Lt MA| ZZtolat= EMES AT 2
IIE A5t EMECSE &ESIV|20t 2 F3to| FH|of 5
= XMBISH Z72H2 PO T HOIHKD, o] ofRYE LS 2
23t 27 AL
(#2) Z2NE=2 SOUIM LSRN, CHHE 2
Of sttel 2HEo 2 HESH= 2iat gu|o|x[ol| 2= 7HE =E
- = L = = Lol ololA _ A still of Richard Tuohy and
2 SAlof| MAlsH= & 7HX| Feflo|M Zio] UAUSLICE =Xt Dianna Barrie’s 2021 film In and
o Fajlo|Me 22| 753 J2|= 2lof HiXIEl Zo|7| o Outa Window
nl& MAI3|o| 2ei2| T} OpR7 IR 2 BRI} MEtelA 2
= &=AM7} Fello|Mo| El= ‘' E-F|0| M’ (auto-curation)O| 2} works, but diluting the potential power of the creative act of
T B2 opst Z{0|UAL|C) Ze{2|of|As BRI} EX Bl0d curation. To an extent the ‘windowed’ format of the group edit
4 T= J2f K AAH - = — - = o — . . . .
Ll 8] == olnil oo 2 x] ZRE & ofAL — of the Window project does a somewhat similar thing. Atten-
E= oo = =2 21| cte . . . . .
ojLt 22 S ot 22 =X 2HE + 2AFHEL 22 HF ™ Windi 4d tion can flicker between window panes, allowing the viewer to
= c ject Wi , initiat i . o .
Ci2 ztZoz whad| AHE 4 USL|chze{zle HE|AT 2 s COVIDL oo e o do supply some of the creative act of viewing. To this extent, |
H|C|@ ZEZC o|2{st 'QE-Feo|M’ HiAloz snjxoz &t short films about windows made by find the Window project having some connections with a video
. _ . AFW members. Compiled onthe AFW  grt approach over experimental cinema. | don’t mean this as a
S3Ickn MzbstLch. of2i3h HE wAlS Fajlo|Mat i =t website, these fims are displayed ' app per ! _
and screened to mimic the windows criticism. It was merely, in my opinion, a mode of constructing
Eo“ EHé} HCole l:-|0.| = OIEF_OI 7HI:II-A-|2 x-”.T'.gI_xll:l} ='E*|| o ’ . . .
= o TasE 8Vl T 2ol JiseEw Mo =, T of a building, showcasing varied per- the work that is both generous to the film-makers an to the au-
olMolzt= Eo|xol el ZAA glg 3|MAIF|= MO A spectives on isolation. dience.
7| BiLICh (#2) ZEMEC| 2HES Dot BT CHE Y3}
of ‘HE SAIC Ol X H|ASH odEhe S so o W A What initiatives does AFW undertake to present the works
x _I_, =X —_ —_ =9 o= 9 T — = - - -
- = ENE o= |2t s mHn 222l S A by AFW workshop members in Australia and interna-
O|2 Ztalo| F7 7= AlO|, Z2HH2 A|Ho|2t= &eolxl & tionally?
o|Z st= Z{elLc}. We have an annual showcase of our films at the Australian Cen-
021 HMoflA] K= (B2 mEMET} AlS stmct b tre for the-IV.Iovmg Image (ACMI) in Melbourne. This is AFW’s
_ most prestigious event each year. Beyond that, we have a good
CI20E2| F YAln ol FE Aztyo| At W2igh|ct relationship with the flagship film festival in Melbourne: MIFF. It
0|zd& d|zte| o|o|= dt= 20| OfLlL|Cl X = O] HtAl2 T x| is not uncommon for there to be a 16mm film from AFW in their
RES IMBH= SHLFO| QFAIO|QICET AZFSH|C}. Chat oisbzt experimental program — often the only film showing on film in
ol o o= O rlo= HaEHElL x| = oto the entire festival. But there are also a number of festivals run
= =1 = SHCH= I=Xolk5 k= . . . i .
=2t 22 2500 B2 AR S £ ks Hol SOl by labs of the international artist run film lab network. There is
Prisme run by MIRE lab in Nantes, France, there is Aluud run
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A workshop conducted in Chile

by AFW.

Workshops with AFW members.

by Crater lab in Barcelona, there is Process run by BAL lab in
Riga, there is Back to the Future, run by Filmwerkplaats lab in
Rotterdam. Actually, that list could go on and on. There are also
festivals like Celluloid Now in Chicago, Engauge in Seattle, and
Mono-no-aware in New York. AFW films have screened at all
of these. And not to forget ExIS festival in Seoul where a film
or two from AFW is often present. But we also take the oppor-
tunity to tour our films. This is something individual members
are entitled to do if they find an opportunity while travelling.
There is quite the established circuit of micro cinemas around
the world that can make this happen. From memory, in the past
12 months members have screened programs of AFW films in
Yogyakarta, Montreal, Toronto, Portland, Santiago, Bologna,
Barcelona, Belgrade and | forget where else! These are often
opportunities we make for ourselves. But the reality is that peo-
ple are keen to see such work if it is screening on film. Film it-
self turns out to be part of the opportunity we have to show our
work!

Zero Pixel Experimental Film Festival seems a continua-
tion of our discussion. What motivated its start, how has it
evolved, and does it use unique screening methods?

Like everything AFW does, Zero Pixel is thoroughly independ-
ent. Of course, that has its advantages and disadvantages. The
disadvantage is that we entirely self fund the festival, much in
the same way we self fund our occasional publication Film Is.
This of course limits what we can do. We can’t bring in guests
and we can barely afford to borrow and return prints from art-

FILM ARCHIVES TODAY VOL.3 .
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16MM
ANALOGUE FILM
PROJECTION

ARTIST FILM WORKSHOP .

EXPANDED CINEMA

Trailer stills from the Zero Pixel Film Fes-
tival, which only allows film screenings.

ists based overseas. That is a real limitation. In an ideal world
we would run something like Zero Pixel at a public funded insti-
tution like ACMI or the NFSA. But as a plus, Zero Pixel has zero
bureaucracy! None! That makes it light and flexible. The pre-
vious iterations of Zero Pixel have focused on presenting our
own work in a festival format. One of the things about a festival
context is that it allows for longer narratives to be drawn and
bigger associations made than just what was seen in the one
program. This can be very productive in fleshing out a fuller
picture of a scene. It gives weight and gravity and a concen-
trated context that transcends any particular curation. Festival
audiences are also different. They have either made more of a
commitment than regular screening goers, or else feel they are
part of something bigger than just the one session. Once again,
context is very powerful in shaping experiences. With the next
addition of ZP, we hope to be able to broaden our curation to
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Stills from Hanna Chetwin’s 2019 work
Opagquing. The film features the

director’s fingerprints on the film,
projected simultaneously with three
projectors.

include more historical and more international work. | think this
is possible. Does ZP include expanded cinema work? Yes! But
| will leave that to the next answer.

With experimental film embracing expanded cinema and
merging with various arts, how does AFW maintain cellu-
loid’s distinct qualities? Are there any notable projects in
this vein?
Expanded cinema is, in my opinion, first and foremost a cel-
luloid based activity. Yes, some people refer to performance
works with video components as ‘expanded cinema’ but this
is in my experience an exception rather than a rule. Personally,
| think of performance film and expanded cinema fairly inter-
changeably. You could take the original spirit of film to be about
repeatability in the sense that, unlike a regular theatrical perfor-
mance, the film screening is in essence ‘the same’ each time.
In an expanded cinema performance, there is always a sense
of ‘not the same.” There is the ‘openness’ of an event which
people find attractive. These days, however, any cinema event
involving film projection has an aspect of this attractiveness,
be it expanded or otherwise. With a projector in the back of
the cinema, there is a certain ‘alive-ness’ to the screening that
makes it already having some of the qualities of a performance.
But further, expanded cinema typically explores and takes ad-
vantage of specific aspects of the cinematic apparatus - to do
with the act of projection, or to do with flicker, or bi-packing
projectors, or looping projectors or multiple projectors working
with and against each other, etc., etc.. Typically, the expanded
cinema artist is exploring the materiality of the medium and its
apparatus. Far from being a challenge to the medium speci-
ficity of a group like AFW then, | would say expanded cinema
is essentially a core activity. In general, an expanded cinema
performance tends to bring the audience closer to the medium
— closer to that which is essentially film.

Yes, AFW members also work with expanded cinemal!
At the Zero Pixel festival, we finished each program with an ex-
panded cinema performance. As with any performance, a ma-
jor difficulty is space to practice and space to perform. Ideally,
AFW would have a screening space of our own to enable more
of our members to work up such performances. But we do
what we can on that front. As an example | would like to men-
tion Hanna Chetwin’s three projector piece ‘Opaquing.’” Each
reel is its own exploration of simple graphic imagery made di-
rectly on film stock. There are fingerprints made using develop-
er and various ‘hieroglyphic’ shapes made with brush and de-
veloper, both on raw film stock. This material was then worked

FILM ARCHIVES TODAY VOL.3 .
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A still from Richard Tuohy’s 2018 film Cyclone Tracery, which employs two 16mm projectors
oriented horizontally and vertically to generate interference patterns.




ESE ZHd mfE Ol 2 s ALREE 286 THE A up in the colour contact printer to explore and exploit various

o WE| AUALY| HEMA A5} 3= o{Z5tT AlSL|CH O printing possibilities. Seen as a triple projection, the result is
_ L el = somewhat spectacular. | would also draw attention to my own

FHE SAHMEE AlUopol] £oh= FRSelH 25 MES expanded ci:ema work, notably a trilogy of multi projectc:,r per-
ASHASIH AE|HO|A T HA AHE ZHESQAL|CE X 38 formance films involving interference patterns and direct optical
o dg| Z2HEE B2 S5 ZIE2S 07 o] QALY sound that | believe all played at ExIS at one time or another.
=51 SAlof 012 Xt QAFSIZLI(HIO|THZ 02t Ea[s) These multi-proj.ector works. ofte.n involve threa.ding the same
) film through projectors multiple times (called ‘bi-packing’) and

0|2 CtE Z2HMEHS0IM Atstn T-FLICh. 22|71 Mo or through subsequent projectors. Flickering abstract patterns
o, 2oLt Afzbdnt 22 F4HRQl miE o] Zuo|HAM S such as lines or dots or circles or squares create manifold new
1, 0] TEI0| WAlY|Q| et AIRE F|=2 Enf5IHA CHF patters and notably manifold new sounds as they pass through

the optical sound path of the projectors.

Could you share with us what projects AFW is currently en-

Sixl| ZIgH Fol =2 gaged in? Additionally, | would be interested to know about
ol #|3l3} TEof| CH5HA thg long-term plans and asplratlonslof the orgamsatlon..
o | It is hard to know what the future will bring for an organisa-
ol Zzte XXIo . . .
AFWet 22 Zx 2| tion like AFW. We are to a certain extent vulnerable to the
fE|l= T ZE9| vicissitudes of the real estate market, as we are to the prices
=& Jl=Ma} opk from, and indeed continued existence of, Kodak. Right now,
- . our focus is on the next AFW screening at ACMI in February.
wZs] UBLICh SAZALE 20249 280 A4S ACMICIA 2 o ° oery
A new proposed project in Yogyakarta is, however, gaining a
2 Ot Aol &5t USLICL stX[2E QIZ Ao} Z0f7I2 lot of interest in the group and may yet be the main project of
ElOl|A AHE | F|2to] E0{2 22X ET} I0{A OE LHoj|AM & 2024. The suggested plan is for us to rent a house in Yogya for
2 TAlS 7|20|T QoM 202440 o TEEEJ| = L0 12 months. Install a simple dark room and take some simple
N _ C oo e o equipment over. This would then become a residency space for
&LIct O 7AHEolek= A2 |of7t2El| U= EE 1274 AFW for the year, with members being able to reside and work
S0t Qlcist= A L|Ct Zhast eHAlg MX|StT ZHEHSE ZHH| = there, engaging with artists from the city and creating new work
ZER7HA 2 Aot O35 =M 222 20244 $F of S¢t together. To my mind, this seems a most exciting opportunity!
AFWe| B|X|HA| Zzto| & Zo|1, 3|¥SE J20M HFSt
0 Ztish= HH, Z0l7LEEle| ofl&7IE2t RSt 2H A=
2 =Zg ats 4 g AU ch 25 B0j22 Zo| & ol
2 Mzkstn &Lt
Richard Tuohy
2|XE Fo| Richard Tuohy, an acclaimed Australian experimental film artist, operates the country’s sole Super 8mm film processing lab
2|ME Fol= EFo MWl AE U5l OlE[AER, 5F QUS| 4T 8mm HAAS 2¥stn 2o, ZFZx|AME | andis a co-founder .of the Au.strallian I.nternational Experimental Film Fe-stival. -His early career in the late 1980s arl1d early
oISiN|Z ZE 22/} 1980MACH T} 1990LCH X0l AT 83} 16mmE ZUSIE OrS D oI5 HBS A|RHICE 0| .19993 mvolve.d creating narrative f'|lms in Super 8 and 1§mm. After pursuing phllo.sophy studies, Tuohy returned to filmmak-
HotS MTak 5| 20054 CHA| S5 KEH0] B2 AlSl/EA o35 HIxto| ZIESCH 2006401 AT 8 Z2AAS 9|3k ing in 2005 with a focus on experimental and abstract cinema. In 2006, he established Nanolab, dedicated to Super 8 pro-
=T= e ‘—_T = sT o ﬁ_-r ° =siTe em o '=':6”‘ == T cTe= = cessing. Since 2011, he has been leading the Artist Film Workshop, fostering filmmaking using celluloid film. His experimen-
LS MRS, 2011HRE = HES AFSShe G2t MIZHS fIF OfE|AE L E A3 &(AFW)S 25t Utk J2/ &3 | ta) works have gained international recognition, being showcased at film festivals worldwide including the Experimental Film
Ast= MEIMAELSHAE[H S H| 25l M|7| 0] PatA|of| A AL El vt ot & Video Festival in Seoul.

. 5 olztol B Fro] Vol. 3 . 124 . FILM ARCHIVES TODAY VOL.3 .



of7tol B T2 F #15

Non-Aligned
H| S 5] of7o|= Film Archives



HISY A3t of7to| 2= AT Alch2] HISY 230ilM SHE
Z37H, EhAll EE oFlo|2 =2 ECL. O |H|AEO|X}
, Welo[E{Ql & &E717} FiHst

A £ dstEt AIRE
H-Sst "BRStE gEke| BAljel o|RFE YtAL fofl ChA|
MEE Chee| TR T2MEE J|Eol 7|2 oplo|2, A
3iA|, H=tetu, CFE Cigh of7to|2 St S Sl TIWsict.
1960'ACH2| HISYW SEXH SA{l HA} QlAlE 7|2 = AlW|
ot2| jAre} 2hlof| oM AMEtsHof 5t= X|2|Ho[0| A
2l Gzt AES0l chist M E ZY3S| 5= HISY Y3t of7to| 2
9| Z2HMES2 okdHo|1 Z0|FCh HRA 7F2d| g Hel &l
of 2zdo| =2 HE M| F|X|2} ¥ 22| Z20j chsl S2{=ct.

Non-Aligned
Film Archives

Non-Aligned Film Archives draws inspiration from the Non-
Aligned Movement of the 1960s, a time when the Cold
War’s bipolar world urged nations to align with either the
communist or liberal blocs. Defying this dichotomy, some
countries refused to join any bloc, rejecting structures of
exploitation and discrimination like imperialism, colonial-
ism, and racism. This project, not an organization but an in-
itiative by two archivists and film curators, aims to address
the reasons behind the ‘absent films’ in cinema history. Léa
Moren, a co-founder, shares insights on the project’s goals
and future plans.
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“For Another Voice.” CinemArabe
June-July 1978 issue.
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Interview with Léa Morin
(Co-founder of Non-Aligned Film Archives)

Could you provide some insights into when the Non-Aligned
Film Archives was established and its primary purpose?
Non-Aligned Film Archives is not a conventional institution,
physical archive, formal collective, or even a singular project; it
represents multiple endeavors. It’s best described as an idea, a
movement, or a collective commitment to preserving fragile film
archives at risk of vanishing. The French cinema critic Guy Hen-
nebelle once remarked about Third Cinema filmmakers, saying
they ‘deduced their aesthetics from the needs of their struggle.’
In a similar spirit, the Non-Aligned Film Archives seeks to con-
tinue this ethos. Our aim is to consider the preservation of cine-
mas that do not conform to dominant narratives and industries,
by developing working methodologies derived from the specific
needs of our struggles

As a film curator, independent researcher, and pub-
lisher, | share a commitment with many friends, allies, and col-
leagues worldwide to the preservation, restoration, and circula-
tion of film archives that challenge authoritarian narratives and
models, including colonial, state, capitalist, and patriarchal sys-
tems. This commitment aligns with the spirit of the 1960s non-
aligned political movement, born from decolonization, where
nations refused to side with the world’s major political blocs.
We use the term ‘non-aligned cinema’ to describe films con-
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S22 E1} g =35t &Lt o|z{st =3 Li=Z0o| & ceived and created outside dominant cinematic frameworks,
Alo| Bl M7l =2 ®MX| 2209 Hoj| A7|2 HEst= EtAlDl 2 often due to geographical positioning (in the Third World/Global
= _ = _ = - South). This cinema also becomes marginalized for formal rea-
7HSE BT 1960 HISY IR 22 YAt 2 sons, such as when filmmakers break from traditional norms
Lict ‘HISY AslEl=s 80{= T2 X2|H 2|X|(HBMAH|/ Lt A hi v resulting in hybrid, experimental, militant, amateur, animation,
T2 2lsl X[ujA QI A|H|OIE! =323 HPZHoi|M FAE (1T Ot 'gllnm.;g::gru;l ; transnational films, orphan films, and cinema school short films.
il . . .
= = == = == These fragile forms have fought to exist and continue to battle
S0{7l Wal2 x|HE mf AFRSILICE O] WEEL MEXQI 7 djcuhra abouda >e ragi 19 . .
_ o B against being forgotten, striving for preservation and recogni-
B0l Al Bio{Lb= QiEC| AlE £ 3t SAlo| 2xi|2 M| ¥t alain bonnamy fion.
AfOll M Z=wBtElL|CE sto|2als st A Wt Hat Asl, '“!‘g*q‘t" |
Qloer ayler L .
= 0] oi5| M =31d™ ofsl Tiof ods) odstElme Could you elaborate on the origins and key ideas of the
OP?P_ZOJ : . of LI_D”:J :tjsﬁ - OE:L kil o:i: L;l archie xhapp Non-Aligned Film Archives project, and could you share the
CHH 3tE0| 0[2{8t WEtE0|Z. o|HA| HiAR K| 7| E2 F[<! george qruntz strategies and approaches of the movement?
= = = < ! . ) . )
ot A2 Al EXME Z0 M2, LS|X| e47| flsh AL = J:glhl shi ﬂbl We advocate for a ‘non-aligned film archives’ movement, rec-
Mo EEE| D QNS 7| ol w25t SL|Ch " I0G: pOnty ognizing that, akin to political histories, there’s a geographical

eberhard weber
daniel humair

dominance in the history of cinematic forms and aesthetics
which we must actively oppose, as the Non-Aligned Movement

HISY Fst 2S2| 7| @zt X[l th3l F o xS EX HE ralah el mahd| did. This movement isn’t limited to the so-called countries of
L|C}. J2|1 H|SW 35 252 857159 siAla Loz Jelloul 6rman the South against Western powers but embraces all those mar-
XSE[T QU=r|, 2ol 9lo] MkD} BrAlo] CHsH 2S5 Al hmntkml.:nﬂr !Im“nn A ginalized and seeking justice and freedom. This includes queer
AL attab jouini ; ; and feminist cinema, avant-garde regional and amateur cinema,
ME ) o _ raliha _ _' i s and other cinematographic forms that struggle for preservation.
f2|= 'HlsY A3t otrto|E &2 FEELCE 0l= 19604 hamadi- laghbabi ' For these films to secure their place in cinema history,
CHe| MIZ| HX|ALS| aiEtofl A T Al H|SW 2E0| J2{3H=0], @ pecherche they need to be visible, shared, studied, and discussed, under-
= = = L=l & . ing the importance of digitization, restoration, re-circula-
i3} jAlT} O|ste| Al E RE|7 M2 o= x|StsHof & X| scoring ) )
OH B - ;F_l o °_';IM;F_| —I|—_|o ol < Eo = ncennes 70 72 | tion, and publication. This is a colossal task, often inadequately
2[X Alu{7t ExStch= 2E AN 2l0jiLEL of 25 ' addressed by national governments and heritage institutions
2 M7 2o chgkst= a2 HHt =71 5tol| gt I5HEl A preoccupied with their ‘official’ archives. However, it’s under-
o| ofL|2} AQI=l & oo} AIRE 9k BE 32 Z23} taken, frequently out of necessity or ethical and political com-
- - = _ mitment, by civil society, collectives of researchers and artists,
HIE 710 B2, HnjUE 2 or7I2E A% Hat, ofntE cinephiles, filmmakers, and film enthusiasts. Among these
S| o = = — =] = —
0] Y3}, Je|n BEES 2ol 2F5t= ZE V(e g3t HAlo| = groups and individuals engaged in a veritable ‘guerilla war’ to
SHEIL|C}, preserve fragile cinemas, I'd like to acknowledge the efforts
ol215t 2B 0| 2ABIAF OtO|M HIKFEIZ 7| 2fHA] of the As§00|at|9n Jocelyne .Saab (!_ebanon-France), Arch.lves
L g4 w3l e o5 Zmlo] ZoMe Zixs - Bouanani and filmmaker Ali Essafi (Morocco), Les Archives
= A" ge, =3, MRS, FUe S24S axMok 3, Numériques du cinema algérien (Nabil Djedouani), artist Zineb
O ™M o B2 AFRNS0| B, SR6t, d3tst, ER Sedira, Subversive Film for the Palestinian archives (Mohanad
&l 4 9l0{of SHL|C}. 0o]= Z+=2o| MEo} 251241 7|BE0| ‘2 Yaqubi and Reem Shilleh), les amis de Maldoror et Andrade,
- - . - Nadi Lekol Nas (Lebanon), Ciné Sud Patrimoine (Mohamed
Al ol7to| 202t 2552} ch7| HAE S| ChXsFX| 2t HiC ’ o i
&' Of7to|2oE S Fsh=at Cio HEs| tHRSHA] X2t U Challouf), Another Screen for feminist cinema, among many
= o = = — oy =
St =tdi|ct Teut 2ol 2lsl, E= g2A, HX[H A others. Therefore, we must act, invent methods, find tools, cre-
2 ZAAEID o] Ao SF5H= A|QIALE], AR L o =7 Z ate methodologies, and gather allies.
oF, AR, 215} ®|ZHR}, 233} ofSIFE0| BEALICH AlebA B This is the genes!s.of t.he N.on—Allgned Film Archl\./es
Al x|obst oislES x o x| siatx e b movement concept. The vision is for it to eventually evolve into
2loksl ofalES b= = ‘ o
27| 212 Florel FotE2 BESHY| flof d et & a transnational network, representing the collective struggles
O|1 U= EtA|et ZHRIE0| U&LICt 1 7t XM= 2llek=nt for our film archives. ‘Non-Aligned Film Archives’ is envisioned
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“Femme, arabe... et cinéaste” by
Heiny Srour, CinemArabe October-
November 1976 issue.

NON-ALIGNED FILM ARCHIVES

as an open idea, a movement especially conducive to inde-
pendent initiatives, capable of taking various forms.

Curating a program of ‘absent films’ involves a complex
interplay between film history, postcolonial contexts, and
contemporary audiences. Could you share the insights
you’ve gained from working on this intricate project?

For Annabelle Aventurin and myself, the inception of our ‘Non-
Aligned Film Archives’ film program was greatly influenced by
a discussion published in the Living Journal of the Open City
Documentary Festival, edited by Ana Vaz and Olivier Marboeuf
in 2021 and later featured in an extended version in FIAF Mag-
azine, 2022. Together with Nour Ouayda from Lebanon, we
focused on our intersecting practices of reconstituting and
circulating films and archives on the fringes of mainstream cin-
ema. As Annabelle Aventurin eloquently puts it, ‘Our discussion
centers on the concept of restitution rather than restoration, as
it often intertwines with economic structures that can be chal-
lenging to navigate, question, and circumvent. The notion of
reintegrating minority works into circulation becomes an act of
reassembling fragments of knowledge, histories, geographies,
and relationships, both small and large.’

A pivotal question we grappled with was: What can
be done with absent films - those that have no place because
they don’t exist, have been censored, destroyed, or were never
produced but are still part of history? How can we transcend
the phantom-like presence of these films and position them as
essential elements in the history of cinema? Our response was
to create a program that places these marginalized films at the
forefront, aided by other films and archival practices.

Our inquiries were fundamental: In the face of our in-
complete histories of cinema, what recognition can we give to
unfinished, lost, or non-existent films, to the fragmented cine-
matic journeys and orphaned traces of a potential cinema over-
looked by dominant narratives? How do we acknowledge and
restore the desire for revolution inherent in cinemas in struggle,
especially when these images are elusive? Our aim was to ad-
dress these questions through curatorial choices, while also
embedding them in a broader research context.

Could you share details about specific films you’ve re-
searched, restored, and selected for screenings at the Non-
Aligned Film Archives, highlighting their uniqueness com-
pared to traditional archival projects?

At the Elias Querejeta Zine Eskola’s research department in San
Sebastian, we have initiated ‘C3: Non-Aligned Film Archives,’ a
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research project focused on the preservation, restoration, and
recirculation of the fragile memory of militant and tricontinental
cinemas, including manifestos, conferences, reviews, and films.
Working with a transnational team of students - Deva Pereda,
Laura Alhach, Paul Bonnarme, and Mariana Torres - our goal
is to discover, collect, restore, archive, and disseminate less-
er-known stories and archives of ‘non-aligned’ cinema. We are
on a quest to uncover the delicate traces of the radical, trans-
national, militant, tricontinental cinema from the Seventies. Our
mission is to safeguard these cinematic treasures for future
generations, ensuring that these vital narratives do not fade into
obscurity and that the history of cinema is rewritten to include
these long-overlooked yet significant experiences, which have
been marginalized by the dominant cinema narratives.

One of the tasks we focused on in the C3: Non-Aligned Film
Archives project was to collect, digitize and make available
online the materials of the journal CinemArabe.

In the first year of our research at Elias Querejeta Zine Eskola,
we focused on the journal CinemArabe, which championed
a new critical approach to emerging cinemas. Established in
France in 1975 by a collective of young critics and filmmakers,
many of whom were students or exiles in Paris, CinemArabe
was dedicated to Arab cinema as well as films from Asia, Afri-
ca, and Latin America. The bilingual (French-Arabic) magazine,
which ran from 1975 to 1979, featured a plethora of contribu-
tors, offered exclusive interviews with African filmmakers like
Ousmane Sembeéne, covered tricontinental festivals, reflected
on new cinema criticism, tracked the journeys of filmmakers

FILM ARCHIVES TODAY VOL.3 .
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CinemArabe January-February 1978 issue.
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The initial phase of our project involved collecting,
documenting, and digitizing all issues of this rare magazine to
share them online on the EQZE website and with partner or-
ganizations dedicated to preserving cinematographic heritage,
such as the Bouanani Archives in Morocco.

Concurrently, we conducted interviews with the jour-
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A lecture performance scene from
Léa Morin’s About Some Meaningless
Events. It's a performance that fills

in the context of Mostafa Derkaoui’s
film About Some Meaningless Events
(1974), which only remains in records
and whose film has disappeared. It
tracks and reconstructs a transnation-
al network of absence, populated and
filled with related materials, articles,
documents, etc., related to About
Some Meaningless Events.
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at the time - that traces the genesis of the founding of the Arab
Workers’ Movement.”

We are currently working with the filmmaker on the
first stages of the restoration project, identifying film elements
and carrying out research. Many other partners are involved in
the project, both in Tunisia and in France. It’s a time for us to
experiment with other ways of approaching a restoration, nota-
bly by working with partners who share the same interests and
visions.

For this reason, we would like the digital restoration to
be carried out in collaboration with the teams of the Jocelyne
Saab Association, who over the last few years have been work-
ing on the restoration of a dozen of the filmmaker’s films.

I’m curious about the construction of ‘Non-Aligned Film
Archives’ in terms of ‘absent films.” Could you discuss the
process of uncovering lost or unfinished films and the im-
portance of presenting their historical significance?

In our work with film archives, we often encounter unique his-
tories that have ‘disappeared,” marginalized due to their geo-
graphical origins or the contexts of their production. These are
films often created in militant contexts or during decolonizing
struggles. It’s during our research phase that we sometimes un-
cover incredibly stimulating and crucial unfinished film projects.

In collaboration with archivist and film curator Anna-
belle Aventurin, we began in 2022 to curate a film program for
the Open City Documentary Festival in London, and other loca-
tions worldwide, forming a kind of constellation. This program,
entitled ‘Non-Aligned Film Archives,’ is specifically focused on
‘absent cinema.’ Our curation is the result of extensive research
into undone or unfinished films in the history of cinema, with a
particular emphasis on non-aligned cinemas. The project’s goal
is to create a platform for sharing films that have been over-
looked and marginalized from dominant cinematic narratives.
Each session is centered around a single lost work, which is
then invoked through other surviving films, offering a unique
perspective and experience for the audience.

In our journey through the archives, we’ve encountered a
variety of films that were unfinished, lost, or never realized. These
include Tibelkachoutine by Mohamed Zinet, Insurrectionnelle by
Farouk Beloufa from Algeria, Regards Inversés by Med Hondo
(France-Mauritania), Caméras dans le combat by René Vautier and
Nicole Le Garrec (France), Notes for a Fictional Television Series
on the History of Black Africa by Abdoul War, Unknown Suriname
by the Loson collective, and the unrealized cinematic aspirations
of Reunionese filmmaker Madeleine Beauséjour.
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A still from the remaining film of About
Some Meaningless Events.

Throughout our sessions, we have endeavored to re-
store these films, all of which have been affected by political
histories, by ensuring they have a rightful place in the cinematic
narrative. This has been made possible with the support of
guest researchers, thinkers, and filmmakers, including Ali Essafi
and Saad Chakali, who have contributed their invaluable in-
sights and expertise.

In your curatorial work, you focus on ‘absent cinema,’ en-
compassing unshown films and overlooked aspects of film
history. How do you approach this task, and what impact
does rediscovering such works have on our understanding
of cinema’s broader narrative?

Curating non-existent or absent films compels us to envision a

FILM ARCHIVES TODAY VOL.3 .



u 5 s} ofrtoln

Pl
=
_?E
il
°
3%
X
i
_?E
£
r
Pl
=

ol

=)
Ral

u]
Ral
Pl
=
_O'L

o Ir
2
o
i

Moo
0z
4y

[l

2

l'%
19 HE oj

™ rlo
o 4

r

L]

I: o2

=
4
0z
ofr
X
°
T

o
>
=
1>
2
hy
r
=2
52
i
02
_kgj
ro
I

%
o
-]
rr
i

s
0
L
n
o
o

N
°
=2
=
r
B
Rl
12
rir no
i
rob et

0
Z ooy
o
m ru 22 rjo

oin
lo
ne o
4z 4
e
r
a
fiT:
x
40
i}
rir
[kl
fu
[J
Iy
ok
_|'-J_
2
_|"I_

30
Rl
_(')ﬂ
ol
uj
(!
Jal
0
[nf]
b
I
gk
r
inl
o
mn
10
Bl
=2
rr
k
=
4
L]

0 rjo o2 Ho |4
l(')j
_\-'g
=
=
2
oL
X
al

NG

d
4
Pl
==
_QL
rr
02
l(')L
o
[ok
il
2
=)
A}
_\-'Q

N
<
Ko
To
il
i
=
n
AL]
i
[

B (Insurrectionnelle, 1972)
I

t

\
s
¢}
i
n

7 ojghaol

r
2
ot
N

NS O

0.
ir 3@
|_

1
Fl
10
o
a
e o
0z
2
x o
o
02 m
toh
0
X
L}
an
u
ol
21
o

0 o
I
rr
02
0
o

= o
it}
il
pau)
o
r
n
|d
o
M
2
for
kel

R
2
20
e
rot
rx
ot
12
e
2
|
|4
>
I
1o
2

_(')k
L]
HH
e
r
M
|4 o
10
Jin
FH
Ir
me
i)
0
:cl)l__l
0z
- 10
Q
Jok
Kl
N

2
I>
T
n
4 1
T
]

H

mju
|n
)
=
EOHow
>
)
>
=
1o
4m
0>|
mjo
oy
B
_QL
i
o »y
o

>
=

o %
T oo
oF!
N
40
r

]
2
l'@
1o
o =
[
|
[>
A
lo

[TIA )

1z
0
I
gI:
il
L
Anl
(o]
2

Hlzts Wt

NES I =

> N
)
rm
T
B
2
Jal
o
anl
kl

H N oop
:oll;-
0L I
gl
2

Wy mo ofk

ro
o
02
for
o
ol
kl
rr 7|
gz
0L
[}
0
=
0
@
5
o,
.
o}
@
o
=
=2

=l
L]
rir
X
o
10
H X
ofn
N
I
bl

ro o
bl
HH
ok
ofn
mjo
EL
pal
il
bt
i)
r
n
[J
rir
o )
ok
o
|El

0

2 N
02
for
lo
N
bal

P
[

2h(Nahla, 1979) $F HIIZ O 2tde 4= UAS #L(Ct.

otF3 WRnlel gEst Z2 32 BAT ASIARLE Zhs)
2 2[0|& 7Ix|1 U= He 2 HL|c}

HE2nt= AE o= X2 2A2]9] o Mool g=t
A= AU R0 €2 deS n|IRELIC ol= 12 Bxi5h=
JIOM = EMZEE XL 2 JASSE AAFRILIEE 29| 2|5
A= 2 ASELICE olE S0, €H[2[2| ole7t Lu|et FIt
EE= gHE[o] HAL MEE UESE WHO R 0| £Alsh=s d3t
o SX|2f ofsts AmEL(CH

felof =z 'gigh2 WRntol 0|ty AHES &
g5t AT dsts Al=Lnh 2= ol Z2OME F5t

o &

(oftH 2oj|gh Afzdof| Ztshye| 2|A{X|
Znj2 Mo = 9l ru Jpx| Rojo|st

_—= 7= =

A T4 51715(2023).

wot> EVENE-
@é-l N&. MENTS

> SANS
WS o

De quelques événements sans
signification a reconstituer (2023),

a book compiling the research findings
on About Some Meaningless Events.
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history of cinema not confined merely to films that were made,
but also to those that remain unshown. This is an endeavor to
integrate into cinema’s history those films, figures, aesthetics,
and forms that, despite their seeming absence, have indeed
existed. They were envisioned by their creators and are part of
a collective movement transcending time and geography. Thus,
in our programming, we search for traces, echoes, and similar
forms in other cinematographies and eras. Their very absence
is constitutive of these histories of cinema marked by gaps,
omissions, and erosions.

Take, for instance, Insurrectionnelle (1972), a censored
documentary by Algerian filmmaker Farouk Beloufa. This unfin-
ished essay film by Beloufa (1947-2018) compiled hundreds of
hours of footage from around the globe documenting the Alge-
rian War of Independence. It was a pioneering Marxist interpre-
tation of the Algerian revolution through film archives. His goal
was to expose the less visible dynamics of the Algerian libera-
tion and highlight the struggles of the Third World. However, his
vision and the film’s Marxist orientation clashed with the newly
formed Algerian state’s official stance. Algerian critic Mouny
Berrah notes that Beloufa faced criticism for ‘desacralizing the
war of liberation.” The authorities re-edited the film, crediting
it as a ‘collective work’ under the title The War of Liberation.
Beloufa was subsequently banned from filming. He would only
complete one more feature, Nahla (1979), a masterpiece of Afri-
can cinema.

It seems that the program related to Beloufa holds signifi-
cant meaning in relation to the history of post-colonial cin-
ema. Could you elaborate on this?

Beloufa’s influence has been profound on subsequent genera-
tions of filmmakers and cinephiles in Algeria, despite his limited
output. This suggests that even his absent film has an operative
presence. It acts. Algerian artist Soufiane Zouggar, for instance,
examines this absent film and the mechanics of prohibition as a
way to contemplate the writing of history in Algeria.

Our program ‘INSURRECTIONNELLE’ is an attempt
to invoke and reconstruct Beloufa’s unfinished work. Films by
Santiago Alvarez (Now), Ahmed Bouanani (Mémoire 14), Assia
Djebar (La Zerda), and Nadir Bouhmouch (Apartheid Casablan-
ca) are brought together, each speaking out against colonial
or capitalist violence. They strive to reclaim identities and nar-
ratives in opposition to an exoticizing colonial gaze, sharing a
commitment to presenting the people’s perspective. These ex-
perimental essay films serve as poetic and political audio-visual
pamphlets, combatting authoritarian states that impose a



Stills from Moroccan director Ahmed Bouanani’s
1971 work Mémoire 14 (1971).
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Stills from the first chapter, “chant de
I'insoumission,” of Algerian director
Assia Djebar’s 1982 film La Zerda et
Les Chants de I’Oubli.

NON-ALIGNED FILM ARCHIVES .

unified narrative, the persistent colonial gaze, and the resultant
social injustices. In the face of this violence, the filmmakers of-
fer a cinema of evocations, sensations, and audio-visual expe-
riences that conjure the traces of a silent popular memory and
the spirit of potential insurrection.

The story of these prevented films is not unique to
countries with notorious authoritarian regimes. No country, no
cinematography, no desire for a different kind of cinema - be
it militant, experimental, amateur, scientific, fringe, feminist,
queer, regional — is immune to the standardization imposed by
dominant cinema.

Could you share plans for expanding your Non-Aligned Film
Archives’ methodology and fostering solidarity among pro-
fessionals, like seminars or publications?

All our actions come under the heading of militancy, and our sole
aim is to continue multiplying allies, sharing methodologies and
tools, and reactivating the transnational solidarities of the 1960s.
That’s also why we work in groups, and why we favor transna-
tional collaborations. For us, it’s a question of working, in the
present and for our future, to share the tools needed to rethink
and rewrite a truncated history, the (unfair) history of the victors,
the colonizers, the dominators. So it’s also a fight for justice and
freedom, which we are waging with our means and our con-
victions. And this fight is more necessary than ever when racist
crimes continue, when the violence of colonization continues,
when the Palestinian people are oppressed and massacred. We
act in solidarity with Palestine, which we wish to see free.

We would like to have the means to organize regular
meetings to implement these collaborations, but in the mean-
time, to share our ideas and actions, we participate in seminars
and collective publications, when we are invited. And thank you
for this opportunity to share our project with your readers.

Could you share plans for expanding your Non-Aligned Film
Archives’ methodology and fostering solidarity among pro-
fessionals, like seminars or publications?

In the Non-Aligned Film Archives, we view our work as a form
of militancy, aimed at multiplying allies, sharing methodologies,
and reactivating transnational solidarities reminiscent of the
1960s. Our focus is on collaborating transnationally and work-
ing collectively to rethink and rewrite a history often dominated
by the narratives of victors, colonizers, and oppressors. This
approach is a fight for justice and freedom, particularly perti-
nent in times of ongoing racist crimes, colonial violence, and
oppression, like that faced by the Palestinian people.
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to resource constraints, we currently participate in seminars
and contribute to collective publications when invited. These
R e E i platforms allow us to share our ideas and actions, fostering
& a sense of solidarity among film archivists, researchers, and
T curators. Our work in showcasing research, excavation, and
"I restoration efforts in global film archives and at film festivals, as
well as through media like Blu-ray, DVD, and online platforms,
is part of our broader effort to disseminate our unique archiving
techniques. We hope these efforts inspire others in the field and
thank you for this opportunity to share our project with your
readers.

Erse waEw
*

Given that the projects at the Non-Aligned Film Archives
have traditionally been independent endeavors, with a deep

Stills from Cuban director Santiago interconnection between research and restoration, do you
Alvarez’s 1965 film Now. . R . R .
envision continuing this unique approach in your future
projects?

| think Non-Aligned Film Archives can become a transnational
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network. We’d love to have the opportunity to organize col-
laborative workshops, or even publish a manifesto book, to
continue thinking about all these issues necessary to building
our futures, especially in a world where the most brutal domi-
nation and colonization, based on racial inequality, continues to
claim victims as is currently the case in Palestine. The fight to
preserve the memory of cinematic radicalism and revolutionary
cinema cannot be waged without supporting the Palestinian
struggle for justice, equality and freedom, and for an end to
colonization.

The 1976 publication La Palestine
et le cinema by Guy Hennebelle and
Khemais Khayati.

Léa Morin
Léa Morin is a film curator and researcher. She is particularly interested in the circulation of ideas, forms, aesthetics and po-
litical and artistic struggles, and committed to the preservation of film archives of fragile cinemas struggling against authori-
tarian narratives. She is active in several associations and collectives, including the Bouanani Archives: A History of Cinema
in Morocco (Rabat), Talitha (www.talitha3.com), an association engaged in the re-circulation of sound and film works through
editing and restoration (Rennes), the editorial project Intilak (with Maya Ouabadi and Touda Bouanani), as well as in the Re-
search Department of Elias Querejeta Zine Eskola (San Sebastian).

. FILM ARCHIVES TODAY VOL.3 .
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Talitha

Talitha, meaning ‘three’ in Arabic, not only symbolizes the
concept of ‘Third Cinema’ but is also named after a star
in Ursa Major, which appears singular but is actually a bi-
nary system. Talitha’s focus is on restoring and circulating
projects that are unfinished, unpublished, or forgotten,
with a particular emphasis on those marginalized in the
third world. This focus on ‘works in potential’ is aimed at
uncovering the structures that lead to the marginalization
of these overlooked texts, giving them both context and
recognition. Talitha’s work in restoration and circulation
expands the boundaries of film history, historical and social
criticism. Let’s explore Talitha’s distinctive restoration and
curation process, which melds cinematic and academic el-
ements.

Interview with Talitha

140
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Could you introduce how Talitha was established, what its
mission and activities are, and the reason behind naming
the archive after a star in the constellation Ursa Major?
Talitha is an association based in Rennes (France, Brittany),
dedicated to the research and re-circulation of marginalized
sound and film works and narratives. Our research specifically
focuses on marginalized attempts at formal experimentation,
lost, unfinished, or unpublished works, forgotten political and
aesthetic struggles, and little-known transnational circulations.

We are deeply interested in “doubles,” or “works in po-
tential” that exist alongside so-called “finished” works. This in-
cludes unfinished, incomplete, marginalized works, or those left
in the raw state of “rushes,” incomplete projects, thwarted utopi-
as, and artistic (and political) attempts that have been prevented
or forgotten. These works deserve to be rethought and contrib-
ute to new material for contemporary thought and creation.
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Frante Fanoi

Cinima3 is a research project highlighting the “Polish life” of Moroccan filmmakers at £6dz Film School, focusing on their
political activism and global solidarity amidst the African independence era. It juxtaposes their experiences with international
films and archives, embodying the tri-continental struggle and the quest for a national cinema in newly liberated nations.
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A still from Julius Amédée Laou’s 1985
film Mélodie de brumes a Paris.

and reactivating images, sounds, and stories rendered invisi-
ble by dominant narratives. Our activities, such as publishing
books, offering collective workshops, accompanying contem-
porary creation, programming film cycles, and other gestures,
position Talitha as a shared archive. We (re)circulate what is
absent and draw from oblivion the narratives necessary to build
our present struggles and participate in inventing our futures.

Additionally, Talitha is an associative publishing house
that reactivates texts from the past in dialogue with contem-
porary writing. We cover a range of topics, including cinema
histories, research, archives, documentary narratives, social
criticism, and poetic and hybrid writing.

Our name, Talitha (which means “three” in Arabic), is
inspired by the “Cinema 3/Third Cinema” movement and the
double star Talitha, a pair of binary stars orbiting each other,
symbolizing the ‘Astronomy of the Invisible.” We advocate for
the sharing and transmission of fragile knowledge and tech-
niques, particularly linked to the analog chain and to books.

I’m interested in learning about the nature, types, and vol-
ume of materials that Talitha holds in its archive.

As far as films are concerned, we work on a very limited cor-
pus, due to the commitment and intensity of work required to
care for each work. We are not an archive: we don’t keep any
original elements (negatives), only digital files for distribution.
We can in no way substitute ourselves for a preservation insti-
tution, as our precarious situation does not allow us to ensure
the necessary long-term preservation of the works. We do own
a few copies of the 16mm films of filmmaker Mario Marret, on
which we are conducting a research project, and which we our-
selves screen during our lecture-performances on the filmmak-
er and his many lives (Marret was, among other things, an an-
ti-colonial activist, a resistance fighter, a radio operator, a polar
explorer, a militant filmmaker and a psychoanalyst). We are cur-
rently working on the films of filmmaker Julius Amédée Laou:
Meélodie de brumes a Paris (Melody of Mists in Paris, 1985) and
La vieille quimboiseuse et le majordome (The Old Woman and
the Butler, 1987), for which we would like to find a conservation
space (archives, cinematheques) for his negatives, which to
this day are still kept in development laboratories. Our role is to
ensure that these works are preserved in good conditions for
future generations. And to do this, we must first and foremost
identify them, take them out of the margins in which they are
kept, give them a context, visibility, recognition and, quite sim-

FILM ARCHIVES TODAY VOL.3 .
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ply, a life (by projecting them). For us, it’s a way of contributing,
acting and working to make this possible.

Could you elaborate on how your projects aim to bring
marginalized films into the spotlight and the impact you be-
lieve these films can have on addressing social, racial, and
gender inequalities in society?

All our projects aim to (re)circulate and make visible films that
we feel are missing from our Histories of Cinema. In particular,
we are campaigning for the wider distribution and recognition
of cinema that fights, opposes, proposes, and experiments. A
cinema that is all too often invisible. This seems to us abso-
lutely unfair, particularly for films that could enable us to take a
different approach to society, and perhaps even contribute to
rethinking, or confronting, the social, racial or sexist inequalities
that keep recurring. There’s a shortage of such films.
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What challenges have you faced in the process of increas-
ing the visibility of those films?

We have been working to identify, digitize, and circulate cin-
ematographic works that have long been marginalized. While
some French cinema classics have benefited from several
(necessary) restorations in recent years, some essential films
have never been digitized and remain in laboratories in boxes
of negatives. But why? Because they aren’t programmed, and
therefore aren’t wanted or valued, or even archived within an
institution. To this end, we are working with the filmmakers and
rights-holders on long-term projects, including research into
the film elements, documentary research, numerous interviews,
inventory, organization and digitization of their archives, books
and any related documents, in parallel with the processes of
digitization, restoration, and release of the films.

The aim is also to produce new subtitles, in several
languages, so that they are finally visible and available to all
programmers of festivals, cinemas, etc. All this effort is aimed
above all at bringing the work into contact with the public,
which is why it is so important for us to circulate the films. And
that means putting them into context. These films don’t appear
out of nowhere. They are certainly not “gems” discovered by
cinema “explorers” (a “colonial” vocabulary often used to de-
fine restoration projects for “forbidden” works, which distorts
the reality of the reappearance - and also of the long invisibility
- of these works and their creators). Their invisibilization is the
result of a long and systemic process of invisibilization. And
these works have always been there.

Can you describe your collaboration process with filmmak-
ers and how their experiences and methodologies influ-
ence your approach to preserving and disseminating their
works?
Above all, this work is a long period of sharing with filmmakers
whose sometimes wounded journeys give us their trust to open
up their archives, their unfinished projects, their most intimate
accounts of creation, or their worst memories of impediments.
They are the ones who struggle to overcome all this, and allow
us to see their films, even though we sometimes arrive very
late. Each of these archives carries with it a desire, an aesthetic
and political power, but also a series of wounds that we don’t
want to erase in the various stages, but on the contrary wel-
come and accept as part of the history of this work.

All the films we propose to circulate are therefore
works for which we have carried out the necessary research
prior to their distribution and preservation, and given them spe-
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A still from Djouhra Abouda and
Alain Bonnamy’s 1976 film Ali au pays
des Merveilles.

TALITHA

cial attention. | think this is what makes Talitha so special. And
we ask ourselves these questions at every stage. How can we
approach people who have suffered the injustice of marginali-
zation, racial inequality and domination? Each step is part of
a research and commitment to tools and methodologies de-
signed for these archives of “non-aligned” cinema.

And we invent our methodologies by watching and
listening to filmmakers and their films. We learn a great deal
from filmmakers like Mostafa Derkaoui, Djouhra Abouda, Alain
Bonnamy, Mario Marret, Jocelyne Saab, Assia Djebar, René
Vautier, and Sarah Maldoror, and in our work we try to borrow
from their methodologies, aesthetics and political and formal
cinematographic choices in our gestures of preservation and
dissemination. Our greatest tool is the hundreds of films we
watch every year to design our programs, or to understand the
bodies of work in which the works we’re working on fit.

How do you think the broader recognition and understand-
ing of these films could have changed historical perspec-
tives on racism, police violence, and anti-immigration laws?
It’s all there. Take, for example, the project to restore Djouhra
Abouda and Alain Bonnamy’s Ali au pays des Merveilles (Ali in
Wonderland, 1976), which led us to view about a hundred films
- including shorts, TV programs, documentaries, amateur, and
experimental works. These films were largely produced within
the context of the Vincennes cinema department. However,
what stands out most are the numerous and largely invisible
films of so-called immigrant cinema in France. This includes
works by Portuguese, Senegalese, Mauritanian, Greek, Turkish,
Algerian, Moroccan, Tunisian, and other filmmakers.

Beyond the films themselves, documents such as re-
cords of meetings, flmmakers’ committees, conferences, and
proceedings from events like the Cinéma Militant in Rennes in
1975, serve as precise and valuable tools. They help us think
about production and distribution in contemporary terms, en-
lightened by their experiences. These filmmakers have left us
with materials that enable us to reflect on the present and cur-
rent events, which resonate deeply with their work. It’'s some-
times disheartening to see films making the same observations
and denouncing the same situations that are repeated every
day. It’s particularly challenging to acknowledge that the racist
crimes, police violence, and anti-immigration laws denounced
in the 1970s are merely echoes of a situation that remains un-
just, years after the end of French colonization in Algeria.

But as cinema thinker Nicole Brenez suggests in a
remarkable text about Abouda and Bonnamy'’s film, would the
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A still from Djouhra Abouda and
Alain Bonnamy’s 1976 film Ali au pays
des Merveilles.

situation have been different if the programmers of the time,
critics, and other influencers had acknowledged these films
and worked to make them the cinematic classics they deserve
to be?

Can you share an example of a significant project that
exemplifies your approach to film restoration and distribu-
tion?

Our objective is to democratize knowledge and techniques,
crafting a unique financial model for each project. For instance,
at Talitha, we recently worked on restoring Ali au pays des
Merveilles (1976), an experimental film by Djouhra Abouda
and Alain Bonnamy, about the exploitation of Algerian immi-
grant workers in France. This project, supported by partners
like Eclair Classics / Image Retrouvée Laboratory and Centre
Pompidou, involved 4K digitization and digital restoration. We
aim to circulate this film at festivals, universities, cinemas, and
on VOD, to secure its place in both national and international
cinema history. Through this project, we’ve learned that each
phase of rediscovering and restoring images affected by polit-
ical history or neglect poses technical, aesthetic, and political
challenges. Restoration is an investigative process, a way to
bring films back to life. By restoring films, we are reviving sto-
ries, wounds, journeys, and lives.

I understand that Talitha operates independently, not under
any specific government or organization. Considering that
funding is crucial for your activities, how do you manage
and sustain your operations?

In reality, we operate as a micro-structure without any operat-
ing funding. Our platform is associative, established to facilitate
projects that otherwise couldn’t exist due to their non-con-
formity with the dominant criteria in film heritage. This means
we have to piece everything together, doing so modestly and
at our own scale. We embrace imperfection and constantly
re-evaluate and critique our methods.

Our initial fight was to democratize access to filmmak-
ing tools. We strive to reestablish films’ rightful place in cinema
history, a mission shared by many researchers, activists, and
film enthusiasts like Nicole Brenez and Federico Rossin. Visibil-
ity is the first step, which involves identifying elements, digitiz-
ing, restoring audio and visuals, creating subtitles, and ensur-
ing distribution. Undertaking such a project without a budget
meant we had to train ourselves in various skills. We organized
collaborative training courses in subtitling, film projection,
editing, and film restoration. Our goal? To control tools that

FILM ARCHIVES TODAY VOL.3 .
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TALITHA ‘

shouldn’t be monopolized by the industry. We invited freelanc-
ers, associations, and collectives to benefit from these courses.
Now, we have a group of translators and subtitlers and even
offer subtitling services at association rates for allied projects.
Our budget comes from services provided by our team in pro-
gramming, training, projection, subtitling, film distribution, and
book sales.

How does your organization approach film preservation to
address the challenges of national biases, ensuring a more
inclusive representation in global cinema history?

Most institutions responsible for film archives are state entities
focusing primarily on national or regional cinematography. This
focus naturally influences the creation of an ‘official’ cinema
narrative. Key decisions like which films to preserve, showcase,
present to researchers, and prioritize for restoration, especially
those requiring significant funding, are shaped by this per-
spective. We believe this ‘nationalistic’ approach to preserving
global cinematic heritage leads to inequalities and reinforces
patterns of domination between cinemas. We advocate for a
transnational vision in preservation, valuing the circulation of
ideas, forms, aesthetics, films, and skills across countries.

This nationalistic view in cinema preservation can
cause essential films to fall into oblivion. Consider student
films, short works made during study years, which | categorize
as non-aligned cinema because they aren’t recognized by the
mainstream industry. An example is the films made by Moroc-
can filmmakers at the Lodz Film School in Poland during the
1960s-70s. When Poland digitizes its films, these aren’t prior-
itized, overshadowed by works of renowned Polish filmmakers.

Similarly, in Morocco, the Centre Cinématographique
Marocain prioritizes its own archives before considering films
made abroad, like these student films. Consequently, these
films, straddling two nationalities and made in a hybrid format,
become marginalized and invisible, despite their significance
for Moroccan cinema and beyond.

Could you share how your organization helps bring margin-
alized films, like Moroccan filmmakers’ works, to wider au-
diences, and the strategies used to emphasize these keys
but often ignored parts of film history?

These films are not only aesthetically beautiful but also crucial
for understanding the history of Moroccan cinema. Some are
the only remaining works of certain filmmakers, like Moroccan
director Idriss Karim. He fought for a national cinema in his
newly independent country and faced significant challenges,
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Moroccan film critic and media en-
trepreneur Noureddine Sail published
Morocco’s first film review magazine
Cinéma 3 in the 1970s, influenced by
the Third Cinema movement.

including censorship, loss, and destruction of his work. Today,
only his Polish shorts remain, reflecting the aesthetic and cine-
matic potential he could have realized.

To share these stories, I’ve organized an exhibition
with partners in Morocco, like the LE 18 art space in Mar-
rakech, and a reading-performance that brings this narrative
and the missing images to life. Additionally, | created a digital
platform, www.cinima3.com, for sharing and activating archives
collected from research on the circulation of ideas, aesthetics,
and radical cinematic forms in the 1960s and 70s. This project,
titled ‘Becoming a Moroccan Filmmaker in Poland: Artistic Ex-
perimentations, Political Struggles, the Tricontinental, and Cin-
ema at the £6dz Film School during the Sixties and Seventies,’
was initiated before Talitha but is now a part of its ongoing
promotion and sharing. It exemplifies our methodology: how a
research project can give rise to multiple forms like exhibitions,
publications, programming, and reflections on transnational film
preservation issues.

Could you describe ‘Kino Oukho,’ a unique project by Tali-
tha that diverges from its usual decolonizing focus, for our
readers?

In our Kino Oukho series, which focuses on musique concréte
and cinema, we adopt a decentralized, transnational, and
transgenerational perspective, breaking down barriers between
different disciplines. This approach allows us to explore the re-
lationship between cinema and musique concréte in depth. Our
Kino Oukho events are designed as a collective exploration of
this relationship. They serve as both an introduction to musique
concréte, tracing its history and fundamental concepts, and a
contemporary examination of the questions it poses, especially
in relation to visual imagery.

During these events, we invite audiences to listen to
works of musique concrete through an acousmonium, an or-
chestra of loudspeakers that creates a unique auditory experi-
ence. We also host concerts featuring contemporary musicians,
such as Jérdbme Noetinger, and screen films in their original for-
mats, including 16mm and 35mm. Additionally, we offer work-
shops in improvised and/or electro-acoustic music. Our focus
in all these activities is to remain faithful to the original formats
and tools used in these works. This fidelity ensures that our au-
diences experience the music and films as closely as possible
to how their creators intended. Our ultimate goal is to share this
rich and multifaceted experience with the public, fostering a
deeper appreciation of the intricate relationship between sound
and image in cinema.
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Acousmonium by the Motus Company.

AE wolin|el 3ol 2.

A performance by Jérdme Noetinger,
photographed by Christian Gnass.

Could you tell us about the ‘Intilak’ project, which focuses
on reviving overlooked films through publication?

The name ‘Intilak’ symbolizes both ‘departure’ and ‘emancipa-
tion,” capturing our goal to collectively reconsider the writing
of cinema history in its full complexity and diversity. Intilak is a
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2022 reissue of Wassyla Tamzali's
1979 seminal work En attendant Omar
Gatlato, featuring the new addition
“Sauvegarde.”

TALITHA

research and publishing initiative focused on rediscovering and
highlighting neglected and marginalized texts in cinema - in-
cluding manifestos, essays, interviews, collections, and screen-
plays - from avant-garde filmmakers, theorists, and critics. This
project emerged from a collaborative group of editors, artists,
and researchers dedicated to reshaping narratives in art and
cinema, with a commitment to accessing hidden archives and
disseminating knowledge. Our collection arose from a collective
desire to give a voice to the historically silenced, complement-
ing our efforts to restore and promote long-neglected films by
making crucial texts about these cinemas accessible. For this
initiative, Talitha has partnered with Editions Motifs in Algiers,
Algeria, and Archives Bouanani in Rabat, Morocco.

Our initial publications primarily feature the works of
Algerian, Moroccan, and Lebanese women filmmakers and
thinkers, who have been critically analyzing their countries’ cin-
ema since the early post-independence period.

This year, we published our inaugural book, En at-
tendant Omar Gatlato, Sauvegarde (Waiting for Omar Gatlato,
Backup) by Wassyla Tamzali. This book originated in 1979 when
Tamzali, a lawyer and feminist activist, decided to compile her
meticulously taken notes from screenings at the Cinématheque
d’Alger. The remarkable journey of this book, which nearly van-
ished, mirrors the ethos of our editorial mission. It represents
a cinema embattled yet resilient, narrating societal tales, high-
lighting both the achievements and the adversities - discour-
agements, setbacks, improvisations, and traumas - inherent
in their creation. Published initially in 1979, En attendant Omar
Gatlato assembles Tamzali’s documentation, reviews, and in-
terviews of the earliest Algerian and Tunisian films shown in this
iconic cinema. It focuses on the pivotal role of the film Omar
Gatlato (1976) by Merzak Allouache in Algerian cinema and so-
ciety. The reissue is augmented with ‘Sauvegarde’, a profound
new composition by Tamzali in 2022, exploring the unique fate
of her first book and reflecting on the period between 1967
and 1979 when global cinema converged at the Cinématheque
d’Alger. This narrative also encompasses Tamzali’s experienc-
es accompanying Algerian films to international venues and
comments on contemporary Algerian cinema and its emerging
filmmakers.

Could you discuss how Talitha’s ‘(Re)Reading’ project re-
vives non-film archives, particularly through the ‘Rencontres
De Rennes’ presentation?

Talitha’s ‘(Re)Reading’ initiative is more than just an archive; it’s
akin to a library, serving as a vital resource for contemporary
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researchers and enthusiasts. It provides access to a wealth
of historical documents, including records of film movements,
aesthetic manifestos, and magazines. A standout example of
our work was the presentation ‘The Rencontres De Rennes
(1977, 1978, 1979): For a Cinema of Contest’ at the 2022 Fes-
tival Obskura. This event showcased our unique approach to
revitalizing non-film archives and integrating them into contem-
porary discourse.

In addition to the ‘(Re)Reading’ project, we have es-
tablished a documentation area specifically for researchers.
This space houses books, documents, and film reviews with
a particular emphasis on new cinema, including post-inde-
pendence, alternative, experimental, and activist cinema. Our
resources, albeit modest, comprise donations from esteemed
film libraries like those of Jacques Chevallier and Monique
Martineau Hennebelle, as well as acquisitions from Mokhtar
Ait Omar. These are supplemented by purchases made during
our ongoing research projects. Our collection, currently under
inventory and partial digitization, features notable magazines
such as CinemAction, Jeune Cinéma, and CinemArabe.

Our archival work has led us to explore innovative
ways of sharing these non-film archives with the public. A
prime example is our work on the Rencontres du cinéma
militant, held in Rennes from 1977 to 1979. These meetings,
organized by Guy Hennebelle, Robert Prot, and René Vautier,
were a platform to discuss the emerging trends in disruptive
cinema following the 1968 revolts, particularly focusing on
alternative and militant cinema. At the Obskura Contemporary
Silver Film Festival, we were given carte blanche to revisit
these historical discussions and share our methods and in-
terests in the militant cinemas of the 1970s. This event was a
perfect alignment with Obskura’s mission to highlight rare and
fragile cinematic forms.

In our performance reading led by Guillaume Launay,
Wiame Haddad, and myself, we re-enacted potential scenes
based on our archival research, covering a range of topics like
the ownership of Dziga Vertov’s legacy and the role of Super
8 in militant cinema. We shared reports, manifestos, and lists
documenting this encounter, highlighting the rich, yet often
overlooked, facets of political cinema. This performance was
complemented by the screening of Zone Immigrée by Collec-
tif Mohamed (1980), a film depicting the forceful narrative of
a neighborhood’s struggle, resonating with current issues in
France like racist police crimes and the rise of extreme right
ideologies. The film, a rare document of its time, has gained re-
cent attention thanks to curators like Olivier Marboeuf and An-
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A still from Rabia Teguia’s 1980 film Ya
franca, Ya franca’.

TALITHA .

nabelle Aventurin, reflecting our commitment to bringing these
powerful, marginalized stories to the forefront.

Lastly, after learning about how Talitha’s restoration and
programming efforts combine, are there any other projects
you’d like to introduce to our readers?

Programming presents us with the chance to expand our re-
search and collaborate with partners to showcase films that
have rarely been seen, often by adding subtitles in various lan-
guages. But more importantly, it’'s a moment for direct interac-
tion with our audience.

Recently, we curated a collection of short films by
Breton filmmaker René Vautier, titled ‘Pellicules et cicatrices:
inachevés, rushes, marges, censures et destructions’ (Films
and Scars: Unfinished, Rushes, Margins, Censorship and De-
struction). However, what we truly relish is narrating the stories
behind the films, archives, and works we present to the public,
openly sharing the research phases.

In this vein, we create film-conferences and perfor-
mance readings. For instance, drawing from our research and
digitization of Mario Marret’s long-forgotten liberation film Nos-
sa Terra (Our Land)—shot during the independence struggles
in Guinea-Bissau—we arranged a performance investigation
using 16mm films, documents, photographs, sound archives,
and videos. Through 12 fragments of a deliberately fragmentary
narrative, we explore the life of Mario Marret: an anarchist, then
communist activist, radio operator, resistance fighter, polar ex-
plorer, militant filmmaker, and psychoanalyst. He traversed the
20th century, engaging with its various movements. Through
his words, voice, films, writings, wounds, places, and the trac-
es we’ve collected, we aim to rethink and rekindle the dreams
he pursued. Marret, ‘originally a construction guy,” who experi-
enced a disconnect with the camera, didn’t just want to show
the world as it is but sought to ‘change it, and fast.’

Some of our programs stem from extensive research
and restoration processes, like the ‘YA FRANCA, YA FRANCA’
program, conceived from the corpus viewed during research
into the restoration of Abouda and Bonnamy’s Ali au pays des
Merveilles. At Berlin’s unique Sinema Transtopia cinema, we
showcased films by Med Hondo, Nora Seni, Djouhra Abouda,
Alain Bonnamy, Rabia Teguia, Anne-Marie Lallement, Naceur
Ktari, Julius Amédée Laou, Sarah Maldoror, Sidney Sokhona,
and the Collectif Mohamed. This program, featuring a liberating
monologue, anti-colonial tale, cry of rage, political cine-poem,
accusatory collage, sociological portrait, feminist manifesto,
guerrilla choral film, and anti-racist comedy, offered a journey
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through the political and social tensions in France from the
late 1970s to the mid-1980s, marked by post-colonial racist
crimes and the fight against ‘colonialism at home’. We gathered
filmmakers who assert the power of displacement, struggle,

tumult, detour, cunning, and piracy, challenging the dominant
discourse.

A still from Mario Marret’s 1966 film
Nossa Terra.

Talitha
Talitha (talitha3.com) is an alternative archive dedicated to the (re)circulation of marginalized cinematic works and alternative
film historiographies. Talitha researches, programs, curates, preserves and restores films in order to reconstruct a postco-
lonial and decentralized film history and to share and promote such processes and works with and to the public. Talitha is
particularly interested in transnational and cross-cultural projects beyond the borders of specific countries and actively or-
ganizes research, performances and exhibitions of non-cinematic film materials.
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