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MEMORY!, a festival dedicated
to film heritage, a premiere in Asia
“There is no such thing as an old film!”
The first edition of the MEMORY! International Film
Heritage Festival will take place in Phnom Penh from
June 1 through 9, 2013.

- Enable meetings and conferences to reunite
cinema and film archive professionals, including
students and public officials.

In the spirit of cinema heritage events and festivals
highlighting film heritage like Cannes Classics, Il
Cinema Ritrovato in Bologna, Lumière festival in Lyon
or All the memory of the world at La Cinémathèque
française, a new festival dedicated to film heritage
will see the light of day in Phnom Penh. MEMORY! will
be the first project of this kind in Asia.

- Discuss the means available for heritage
preservation, share experiences in this field, create
new strategies and encourage joint efforts to save a
common heritage; but most of all, make this heritage
accessible to all.

Around 40 classics from around the world, two
exhibitions, a special tribute to films by His
Majesty Norodom Sihanouk, a cine-concert with
Dengue Fever, conferences and encounters with
international cinema heritage experts, a large
program for young generations and a sustainable
35mm screening equipment at Chaktomuk Theater,
compliant with international cinematheque
standards: this is what MEMORY comprises in its first
edition. It will last nine days, with free access for all.
A special attention will be given to young generations
through university, school and NGO partnerships.
MEMORY! is organized by two non-profit entities
acting in the field of film heritage: the Bophana
Center and the Technicolor Foundation with the
support of the Cambodia Film Commission (CFC).
The festival will take place under the High Patronage
of His Majesty the King Norodom Sihamoni.
This festival has various goals:
- Screen classics from several countries and share
them with a large audience in Phnom Penh, in a
country where there are special efforts put towards
the preservation of cinema and audiovisual heritage.

- Put forward the cultural and economic challenges
linked to heritage to professionals as well as the
public. Cinema is a space for exchange and dialogue:
we can’t have a dynamic cinema industry without
heritage.
- Have people discover real images on big screen:
since today people rely mainly on new technologies
(tablets, mobile phones), we wish for them to be
exposed to another aesthetics, another type of
lighting and sound.
The motivation for creating such an event relies
on the importance to preserve memory and enable
access to this heritage.
Films are endangered everywhere in the world if
they are not well preserved (notably by respecting
humidity and heat control). Over 90% of films around
the world made before 1929 are lost forever, as well
as half of all American films made before 1950.
As films are part of the memory of a nation and
humanity, they need to be taken care of. That means
collecting them, searching for them when they are
considered to be lost and preserving them in safe
locations. Some films may benefit from a digitization
and —for the few lucky ones— from a full restoration,
but this is a long and expensive process. However all
films should be looked after, no matter if they are

minor or major works, fictions or documentaries,
newsreel footage or rushes. This memory is our
heritage and future generations should be able to
have access to it.
Beyond preservation aspects, there is a key point, a
backbone to the creation of MEMORY!: enable access
to film heritage and share this with the largest
audience possible. Since its early age, cinema has
always been an international language and films
have travelled a lot. It is a source of entertainment
but also of development, education, enrichment: in
particular for young generations who seldom have
the means to access such a memory.

filmmaker and founder of the Bophana Center,
Séverine Wemaere, head of Technicolor Foundation,
and Gilles Duval, expert in film preservation. They
decided a few months ago to make this happen and
built up a multicultural team, not only from Cambodia
and France but from several countries of Asia, Europe
and America !

This was the major motivation to create such an
event in Cambodia, by proposing a large panel of films
and setting up several entry points to this heritage:
screenings, exhibitions, conferences, cine-concert.
MEMORY! was also the occasion to set up a
sustainable venue for film heritage screenings in
Phnom Penh by shipping dual 35mm projectors and
sound installation from France and install them at
Chaktomuk Conference Hall. In our digital era, it is
key for theaters to be able to screen 35mm as we are
far from being able to get all films in digital format.
Last but not least, MEMORY! is also entirely free and
open to all, in order for people to realize that cinema
—especially classic films— is accessible to all and
not reserved to an elite. The event’s ambition is to
reach the widest possible audience, in particular
among younger generations. This is why schools
and universities, Cambodian institutions and NGOs
working in the fields of Child Welfare and Education
were specifically sollicitated prior to the festival.
MEMORY! is also the result of an encounter between
three people acting in different ways in the field of
cinema and audiovisual preservation: Rithy Panh,
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SCREENINGS
40 films from around the world
and about dance

EXHIBITION at Chaktomuk
Birds of Paradise

CINE-CONCERT
Dengue Fever performs
with VJ Elkouby
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EXHIBITION at Bophana Center
From Shadows to Silver Screen

MEMORY!
AT A GLANCE

FORUMS : Preserving
and sharing film heritage

A TRIBUTE to the Cinema
of H.M. Norodom Sihanouk

MEMORY Kids
Heritage for young generations…
and adults !
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FILMS!

During nine days, in the frame of this festival dedicated to world film heritage, at Chaktomuk Theater and
Bophana Center, it will be possible to see around 40 movies, about dance, from various countries such as India,
Japan, Argentina, France, United States, Germany or even from Sri Lanka…

LONG FEATURES
12 All That Jazz (1979) by Bob Fosse (USA)

25	Lewat Djam Malam - After the Curfew (1954) by Usmar Ismail (Indonesia)

13	Apsara (1966) by Norodom Sihanouk
(Cambodia)

26 Lola (1961) by Jacques Demy (France)

14	The Band Wagon (1953)
by Vincente Minnelli (USA)

27	Modern Times – (1936)
by Charlie Chaplin (USA)

15	Chi Tu Hau - Ms Tu Hau - (1963)
by Pham Ky Nam (Vietnam)

28	L’Oiseau de paradis - Dragon Sky (1962) by Marcel Camus (France)

16 Fantasia (1940) by Walt Disney (USA)

29	The Red Shoes (1948) by Michael Powell
and Emeric Pressburger (UK)

17	French Cancan (1954)
by Jean Renoir (France)
18	Gamperalya – The Changing Village (1965) by Lester James Peries (Sri Lanka)
19	The Gold Rush (1925)
by Charlie Chaplin (USA)
20	Jalsaghar - The Music Room - (1958) by
Satyajit Ray (India)
21	La Joie de vivre - The Joy of Living (1969) by Norodom Sihanouk (Cambodia)
22	Jour de fête - The Big Day - (1949)
by Jacques Tati (France)
23	Kalpana - Imagination - (1948)
by Uday Shankar (India)
24	Karumen Kokyo ni Kaeru –
Carmen Comes Home - (1951)
by Keisuke Kinoshita (Japan)
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30	Singin’ in the Rain (1952) by Stanley
Donen and Gene Kelly (USA)
31 Sobasith (1965) by Ly Bun Yim (Cambodia)
32	Top Hat (1935) by Mark Sandrich (USA)
33	Les Vacances de Monsieur Hulot
Mr Hulot’s Holidays - (1953)
by Jacques Tati (France)
34	Vesyolye Rebyata
Jolly Fellows - (1934)
by Gregori Aleksandrov (Russia)
35	West Side Story (1961)
by Jerome Robbins and Robert Wise (USA)

Cambodian Cinema is given pride of place within the festival, starting with a tribute to H.M. Norodom Sihanouk.
Two of the films of His Majesty will be shown on the large screen of Chaktomuk. Also at Chaktomuk, people will be
able to see L’Oiseau de paradis (Dragon Sky), directed by Marcel Camus in Cambodia in 1962. Yvon Hem, who later
became one of the major Khmer filmmakers, worked as a handyman on the shoot. Another masterpiece of Khmer
cinema, Sobasith, will be shown, in the presence of its director, Ly Bun Yim.

SHORT FILMS
36	Danse Serpentine The Serpentine Dance – (1896)
by Lumière Brothers (France)
37	Entr’acte (1924) by René Clair (France)
38	Little Tich, parodie d’une danse
de Loïe Fuller - Little Tich, parody
of Loie Fuller’s dance - (1899)
by Gaumont (France)
39	Niew Phetr - Diamond Finger - (1958)
by R.D. Pestonji (Thailand)
40	Les Raboteurs - The Planers - (1988)
by Cyril Collard (France)
41	Le Voyage dans la Lune - A Trip to the
Moon – original color version - (1902)
by Georges Méliès (France)

CONTEMPORARY DOCUMENTARIES
42	Aurélie Dupont, l’espace d’un instant
(2009) by Cédric Klapisch (France)
43	La Danse - Le ballet de l’Opéra de
Paris
La Danse - The Paris Opera Ballet - (2009)
by Frederick Wiseman (France)
44	Eldorado (2007) by Olivier Assayas
(France)
45	Le Fantôme d’Henri Langlois Henri Langlois : Phantom of the
Cinematheque – (2004)
by Jacques Richard (France)
46 Pina (2011) by Wim Wenders (Germany)
47	Sleepwalking Through the Mekong
(2009) by John Pirozzi
48	Le Sommeil d’or - Golden Slumbers (2011) by Davy Chou (France, Cambodia)
49 Tango (1998) by Carlos Saura (Spain)
50	Vivement le cinéma - Pictures in Motion
- (2011) by Jérôme Prieur (France)
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All That Jazz
by Bob Fosse
USA - 1979
Feature Film – 123mn

Synopsis Director and choreographer Bob Fosse
tells his own life story as he details the sordid life of
Joe Gideon (Roy Scheider), a womanizing, drug-using
dancer.

Color
English
Screenplay Robert Alan Aurthur et Bob Fosse
Cinematography Giuseppe Rotunno
Music Ralph Burns
Cast Roy Scheider, Jessica Lange, Leland Palmer,
Ann Reinking, Cliff Gorman, Ben Vereen
Format 35 mm – 1.85 :1 – Dolby
Genre Drama – Musical
First release December 20, 1979 (USA)
Awards Oscars 1980: Best Design, Best Costume,
Best Editing, Best Musical Adaptation - Cannes
Festival 1980: Palme d’or
Production Columbia Pictures Corporation,
Twentieth Century Fox Film Corporation

About Robert Fosse was an American actor,
dancer, musical theater choreographer, director,
screenwriter, film editor and film director. He won an
unprecedented eight Tony Awards for choreography,
as well as one for direction. He was nominated for an
Academy Award four times, winning for his direction
of Cabaret (beating Francis Ford Coppola for The
Godfather). His wife, Broadway legend Gwen Verdon,
helped to define and perfect his unique and distinct
style simply referred to today as «Fosse.»
Bob Fosse once said: “The time to sing is when your
emotional level is too high to just speak anymore,
and the time to dance is when your emotions are just
too strong to only sing about how you feel”
Selective filmography of Bob Fosse
(1927 – 1987)
1953 - The Affairs of Dobie Gillis (actor)
1954 - White Christmas (choreographer)
1969 - Sweet Charity (director/choreographer)
1972 - Cabaret (director/choreographer)
1974 - The Little Prince (actor/choreographer)
1979 - All That Jazz
(screenwriter/director/choreographer)
1983 - Star 80 (screenwriter/director).
With the courtesy of BFI and Park Circus
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Apsara

by H.M. Norodom Sihanouk
Cambodia - 1965
Feature Film – 135mn
Color
Khmer
Screenplay Norodom Sihanouk
Cast Norodom Buppha Devi, Samdech Nhiek Tioulong,
Sisowath Chivanmonirak, Norodom Narindrapong
Format Mono - 1.37:1
Genre Drama
First Release 1965

Synopsis The rich and powerful General Rithi,
who has for mistress a young widow, Rattana, falls
madly in love - but for good reason - of a ravishing
star of the Royal Ballet Corps, Kantha Devi, whose
very pure strokes reminiscent of celestial dancers,
the “Apsara” adorning the bas-reliefs of Angkor.
The mother of our ballerina, an ambitious widow,
agrees on the marriage without consulting even
her daughter. But she has a young and very dear
companion of childhood, lieutenant Phâly, to whom
she promised that “nothing would separate them”.
Regrettably, she does not want disobey to her
mother and she marries general Rithi.
Selective filmography of
H.M. Norodom Sihanouk (1922-2012)
1965 - Apsara
1967 - Le petit prince du peuple
1968 - Ombre sur Angkor
1969 - Rose de Bokor
1969 - Crépuscule
1969 - Tragique destin
1987 – La cite mystérieuse
1988 – Adieu mon amour
1993 – Revoir Angkor et mourir
1994 – La fleur Champa de Battambang
1995 – Les derniers jours du Colonel Savath
(short film)
2005 – Le Cid Khmer (short film)
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The Band Wagon
by Vincente Minnelli
USA - 1951
Feature Film - 111mm
Color
English
Screenplay Betty Comden and Adolph Green
Cinematography Harry Jackson
Music Arthur Schwartz
Cast Fred Astaire, Cyd Charisse, Oscar Levant,
Nanette Fabray, Jack Buchanan, James Mitchell,
Robert Gist
Format 35 mm - 1,37:1
Genre Musical comedy
First Release August 7, 1953
Awards Oscars (1954): Best script - Best music Best costume
Production Max Gordon

Synopsis Tony Hunter, a famous singer/dancer
movie star, is feeling washed up and old hat (old top
hat, tie and tails to be exact). The reporters are out
for Ava Gardner, not him. But his old friends Lily and
Les Martin have an idea for a funny little Broadway
show and he agrees to do it. But things begin to
get out of hand, when bigshot «artistic» director/
producer/star Jeffrey Cordova joins the production,
proclaims it’s a modernistic Faust and insists on
hiring a prima ballerina, Gabrielle Gerard, to star
opposite Tony, and it’s hate at first sight. And her
jealous choreographer isn’t helping to ease the
tension. The show is doomed by pretentiousness.
But romance, a «let’s put on a show» epiphany, and a
triumphant opening are waiting in the wings.
About Born Lester Anthony Minnelli in Chicago on
February 28 1903, his father Vincent was a musical
conductor of the Minnelli Brothers’ Tent Theater.
Wanting to pursue an artistic career, Minelli worked
in the costume department of the Chicago Theater,
then on Broadway during the depression as a set
designer and costumer, adopting a Latinized version
of his father’s first name when he was hired as an
art-director by Radio City Music Hall. The fall of 1935
saw his directorial debut for a Franz Schubert revue,
At Home Abroad. The show was the first of three, in the
best Florenz Ziegfeld Jr. spirit, before receiving Arthur
Freed’s offer to work at MGM. This was his second
try at Hollywood - a short unsuccessful contract at
Paramount led nowhere. He stayed at MGM for the next
26 years.
Selective filmography of Vincente Minnelli
(1903-1986)
1944 – Meet me in St Louis
1951 – An American in Paris
1952 – The bad and the beautiful
1958 – Gigi
With the courtesy of Hollywood Classics and BFI
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Chi Tu Hau

Ms Tu Hau
by Pham Ky Nam
Vietnam - 1963
Feature Film – 90mn
B&W
Vietnamese with English subtitles
Screenplay Bui Dac Ai
Cinematography Nguyen Kanh Du
Music Tran Ngoc Xuong
Cast Tra Giang, Ba Du, Tran Phuong
Format 35mm – Mono
Genre Drama
Production Vietnam Feature Film Studio
First release March 5, 1971
Awards 1963 – Silver Medal at 3rd Moscow
International Film Festival, 1973 – Golden Lotus at
the 2nd National Film Festival
Synopsis Ms Tu Hau tells the story, as the narrator
explains, of a “simple but exciting life of a genuine
South woman.” Not so simple really, but exciting
nonetheless. Tu Hau is a common woman from
a fishing village whose husband has gone away
to fight in the revolution. She takes care of her
young daughter as well as her aging father-in-law.
Soon, her peaceful village is attacked. From there
a series of tragic events would befall Tu Hau. Each
one would challenge her will. She survives so she
can continue to raise her child. As a midwife, she
puts aside her own grief to assist in a neighbor’s
childbirth. Eventually her hardships drive her to join
the resistance and ultimately makes the difficult
sacrifice of leaving her child behind so she can help
lead the front. Tu Hau personified the strength and
conviction of the Vietnamese woman of the era.

About Considered a masterpiece of Vietnamese
cinema, Pham Ky Nam’s enduring classic, Ms Tu Hau,
is a product of the country’s fledgling film industry
which took rise during the war years. While screened
in various festivals since its release in 1962, Ms
Tu Hau has not received the proper international
attention that it deserves as a gem of world cinema.
Once easily dismissed as war time propaganda that
extol nationalistic virtues, the film should now be
seen and enjoyed as a harrowing tale of the sacrifices
made by a selfless hero despite great personal
losses. At the onset of the Vietnamese film industry,
director Pham Ky Nam was one of the few to have
trained in France. Influenced by contemporaries,
imbuing European film sensibilities that recall works
from Renoir’s Grand Illusion to Bergman’s The Virgin
Spring, his masterpiece still radiates an authenticity
and ageless visual style. Beautifully and intimately
photographed, grounded always by the austere
beauty of Tra Giang, who portrays Tu Hau. Themes
of survival, community and sacrifice for the greater
good are universal, as is the story of a mother’s
lasting bond with her child. Include with that, thrilling
suspense, heartwrenching drama, and a keen look
into the heart of a hero and how she overcomes
unbearable hardships to help lead her people in a
time of great despair. There should be little doubt
as to why Ms Tu Hau is a timeless work of art and an
entertaining motion picture achievement
Selective filmography of Pham Ky Nam
(1928 – 1984)
1959 – The Same Rever
1963 – Ms Tu Hau
1979 – Chom and Sa
With the courtesy of Vietnam Film Institute
and Singapore Cinematheque
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Fantasia

by Walt Disney
USA - 1940
Feature Film – 125mn
Color
Screenplay Walt Disney
Cinematography James Wong Howe
Music Interpreted by the Orchestral of Philadelphia
(except The Sorcerer’s apprentice) supervised by
Leopold Stokowski
Cast Leopold Stokowski, Deems Taylor, Walt Disney,
Julietta Novis, James MacDonald, Marcel Tabuteau,
Paul J. Smith
Format 1,37:1 - Mono
Genre Animation
First release November 13, 1940 (USA) –
November 1st, 1946 (France)
Restored 2000
Awards New York Film Critics Circle (1940)
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About Disney animators set pictures to Western
classical music as Leopold Stokowski conducts the
Philadelphia Orchestra. “The Sorcerer’s Apprentice”
features Mickey Mouse as an aspiring magician who
oversteps his limits. “The Rite of Spring” tells the
story of evolution, from single-celled animals to
the death of the dinosaurs. “Dance of the Hours”
is a comic ballet performed by ostriches, hippos,
elephants, and alligators. “Night on Bald Mountain”
and “Ave Maria” set the forces of darkness and light
against each other as a devilish revel is interrupted
by the coming of a new day.
With the courtesy of Walt Disney Company

French Cancan
by Jean Renoir
France - 1954
Feature Film – 108mn
Color
French with English subtitles
Screenplay Jean Renoir
Cinematography Michel Kelber
Music Georges Van Parys
Cast Jean Gabin, Françoise Arnoul, María Félix :
Lola de Castro, Philippe Clay , Anna Amendola,
Jean-Roger Caussimon
Format 35 mm - 1.37:1 - mono
Genre Drama
First release December 27, 1954 (Italia) – April 27,
1955 (France)
Restored version 2010
Awards 1956 : Grand Prix de l’Académie du Cinéma
Synopsis Set in 1890s Paris, Henri Danglard, owner
of the fashionable (but bankrupt) cafe Le Paravent
Chinois featuring his mistress, belly dancer Lola,
goes slumming in Montmartre where the thenold-fashioned cancan is still danced. There, he
conceives the idea of reviving the cancan as the
feature of a new, more popular establishment,
Le Moulin Rouge… and meets Nini, a laundress and
natural dancer, whom he hopes to star in his new
show. But a tangled maze of jealousies intervenes.

About Jean Renoir made more than forty films,
from the silent era to the end of the 1960s. He is
one of the most famous and influential French
filmmakers, and his pictures La grande illusion
(Grand Illusion, 1937) and La règle du jeu (The Rules
of the Game, 1939) are often cited by critics as
among the greatest films ever made.
Starring French actor Jean Gabin, one of the
greatest stars of European cinema at that time,
French Cancan belongs to Jean Renoir’s last period
and is his first film to be shot in a French studio
after his postwar exile in the USA. As part of his
trilogy of Technicolor musical comedies, the film
is not only a tribute to the show business and
the world of the Moulin Rouge, but essentially a
vibrant celebration of life, beauty, art, movements
and colors, notably with its magnificent and
accelerating 10-minute ending sequence of a
performance of the cancan. French Cancan,
with its portrait of La Belle Epoque, the glorious
19th century era, can also be seen as a moment
when Jean Renoir, at the end of his career, comes
closer to the universe of his father, Pierre-Auguste
Renoir, leading painter of the Impressionist style.
Selective filmography of Jean Renoir
(1894-1979)
1933 – Boudu sauvé des eaux
(aka Boudu saved from downing).
1933 – Madame Bovary
1936 – Les bas-fonds (aka The lower depths)
1937 – La grande illusion
1938 – Le bête humaine
1939 – La règle du jeu
(aka The rules of the game)
1946 – Le journal d’une femme de chambre
(aka The diary of a chambermaid)
1951 – Le fleuve (aka The river)
With the courtesy of Institut français
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Gamperaliya

The Changing Village
by Lester James Peries
Sri Lanka - 1963
Feature Film – 108mn
B&W
Sinhala with English subtitles
Screenplay Regi Siriwardena
Cinematography William Blake
Music W.D. Amaradeva
Cast Henry Jayasena, Punya Heendeniya, Wickrema
Bogoda, Trilicia Gunawardene
Format 35mm – Mono
Genre Drama
First release 1965
Restored Version 2008
Awards 1965 : Golden Peacock at the Grand Prix
International Film Festival in India Golden Head of
Palenque in Mexico, Best Director and Best Film
awards at the Sarasaviya Film Festival
Production Anton Wickremasinghe

Synopsis Piyal is a handsome young teacher who is
hired to teach English to Nanda, a member of a high
class family. They fall in love, but can’t elope because
Piyal is of a lower class. Nanda’s parents instead
push her into a marriage with Jinadasa who is of the
same class as them. With economic downturn in Sri
Lanka, both families lose their status and Jinadasa
leaves to try to make a better life for himself; he
never achieves his goal and dies penniless. Piyal and
Nanda can now finally come together. They have
changed however, and the earlier idylic nature of
their relationship is not recaptured.
About Lester James Peries admired Martin
Wickramsinghe’s work and was inspired to attempt
an adoption of Wickramasinghe’s novel Gamperaliya
into a movie in 1964. Wickremasinghe was initially
reluctant thinking it wouldn’t make a good movie,
but eventually agreed. Scholar Regie Siriwardene
was asked to script the film. Playwright Ediriweera
Sarachchandra championed the film writing “At last
a Sinhalese film has been made which we could show
the world without having to hide our heads in shame.
I want to say a great film has been made of a great
novel.”
Selective filmography of Lester James Peries
1956 – Rekava (Line of Destiny)
1965 – Gamperaliya (The Changing Village)
1967 – Ran Salu (The Yellow Robe)
1970 – Nidhanaya (The Treasure)
1978 – Ahasin Polawata
(White Flowers for the Dead)
1983 – Yuganthaya (The end of an era)
2002 – Wekande Walauwa (Mansion by the Lake)
With the courtesy of
Mr Lester James Peries and Mrs Sumitra Peries
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The Gold Rush
by Charlie Chaplin
USA - 1925
Feature Film – 95mn
B&W
Silent Movie
Screenplay Charlie Chaplin
Cinematography Roland Totheroh
Music Charlie Chaplin
Cast Charlie Chaplin, Mack Swain, Tom Murray,
Georgia Hale
Format 35mm - 1.33 :1 - Mono
Genre Comedy
First Release June 26, 1925,
October 9, 1925 (France)
Restored version 2010
Synopsis A lone prospector ventures into Alaska
looking for gold. He gets mixed up with some burly
characters and falls in love with the beautiful
Georgia. He tries to win her heart with his singular
charm.
About Charlie Chaplin, considered to be one of the
most pivotal stars of the early days of Hollywood,
lived an interesting life both in his films and behind
the camera. He is most recognized as an icon
of the silent film era, often associated with his
popular “Little Tramp” character; the man with the
toothbrush mustache, bowler hat, bamboo cane, and
a funny walk. Chaplin began his official acting career
at the age of eight, touring with The Eight Lancashire
Lads. At 18 he began touring with Fred Karno’s
vaudeville troupe, joining them on the troupe’s 1910
US tour. He traveled west to California in December
1913 and signed on with Keystone Studios’ popular
comedy director Mack Sennett. In 1919, he and
Douglas Fairbanks, Mary Pickford and D.W. Griffith
formed United Artists (UA).

Chaplin’s film The Great Dictator (1940), which
was his first “talkie”, also created a stir. In the film,
Chaplin plays a humorous caricature of Adolf Hitler.
Some thought the film was poorly done and in bad
taste. However, it grossed over $5 million and earned
five Academy Award Nominations. Another scandal
occurred when Chaplin briefly dated 22-year-old
Joan Barry. However, Chaplin’s relationship with Barry
came to an end in 1942, after a series of harassing
actions from her. In May of 1943 Barry returned to
inform Chaplin that she was pregnant, and filed a
paternity suit, claiming that the unborn child was
his. During the 1944 trial, blood tests proved that
Chaplin was not the father, but at the time blood
tests were inadmissible evidence and he was ordered
to pay $75 a week until the child turned 21. Chaplin
was also scrutinized for his support in aiding the
Russian struggle against the invading Nazis during
World War II, and the U.S. government questioned his
moral and political views, suspecting him of having
Communist ties. For this reason HUAC subpoenaed
him in 1947. However, HUAC finally decided that it was
no longer necessary for him to appear for testimony.
Conversely, when Chaplin and his family traveled to
London for the premier of Les Limelight (1952), he
was denied re-entry to the United States. Chaplin
was one of the rare comedians who not only financed
and produced nearly all his films, but was also author,
actor, director and music composer of most of them.
Selective filmography of Charlie Chaplin
(1889 - 1977)
1921 – The kid
1931 – City lights
1936 – Modern Times
1940 – The great dictator
1952 – Limelight
1958 – A king in New York
With the courtesy of MK2 and Association Chaplin
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Jalsaghar

The Music Room
by Satyajit Ray
India - 1958
Feature Film – 100mn
B&W
Bengali with English subtitles
Screenplay Satyajit Ray
Cinematography Subrata Mitra
Music Vilayat Khan
Cast Chhabi Biswas, Padma Devi, Pinaki Sen Gupta,
Gangapada Bose, Tulsi Lahari
Format 35mm – Mono
Genre Drama
First release 10 October 1958 (India), April 1962
(UK), 15 October 1963 (US)
Restored Version 2011
Awards 1959 - All India Certificate of Merit for the
Second Best Feature Film and National Film Award
for Second Best Feature Film in Bengali
Production Satyajit Ray
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Synopsis Biswambhar Roy is a zamindar (landlord)
and the last of his kind. With the title, he has none
of the perquisites, inheriting diminishing lands that
are being eroded by the neighbouring river. But he
must maintain the lifestyle of his heritage. This
ostentation is most apparent in the grandest room of
his mansion, the music room.
About Jalsaghar was based on a popular short story
written by Bengali writer Tarasankar Bandyopadhyay.
After the box office failure of Aparajito, Ray
desperately needed a hit film and decided to make a
film based on both a popular piece of literature and a
film that would incorporate popular Indian music. It
was the first film to extensively incorporate classical
Indian music and dancing. Ray began shooting in May
1957.
Selective filmography of Satyajit Ray
(1921 – 1992)
1960 – Devi (The Goddess)
1962 – Mahanagar (The Big City)
1964 – Charulata (The Lonely Wife)
1970 – Pratidwandi (The Adversary)
1974 – Sonar Kella (The Fortress)
1981 –Sadgati (The Deliverance)
With the courtesy of Aurora Films

La Joie de vivre

The Joy of Living
by H.M. Norodom Sihanouk
Cambodia - 1969
Feature Film - 66mn
Color
Khmer and French with English & French
subtitles
Screenplay H.M. Norodom Sihanouk
Cinematography Som Sam Al
Cast Kong Sam Oeun, Saksi Sbong, Nhek Tioulong,
Sieng Dy, Sisowath Kantanavong, Norodom Yuvanat,
Suy, Mandoline
Format 35 mm - 1.37:1 - Mono
Genre Comedy
Restored version French Film Archive
Awards Phnom Penh International Film Festival –
1969
Production Khemara Pictures
Synopsis Captain Siporak and Inspector Sam Baun
raid the gambling place at Kirirom owned by Prince
Chantavong. This place is disguised as an orchid
shop. As soon as Prince Chantavong is detained in
jail, his wife, princess Sulpra, spends her time having
a love relationship with her nephew. Then she meets
Okhnia Sneha Sambat, a great hotelier. Okhnia takes
her to a big island at Sihanoukville for their holiday.
After being released from prison, Prince Chantavong,
armed with guns, tries to look for her everywhere…

About How is she going to use her freedom?
Very badly, or very well, according to the point
of view where we take place. 6th feature film of
H.M. Norodom Sihanouk, shooted in Cambodia in 1968
and presented to the public in 1969, La Joie de vivre
is not only “a crazily cheerful movie”, to quote Jean
Barré (in Réalités Cambodgiennes – May 1969),
on music of the sixties.
Selective filmography of
H.M. Norodom Sihanouk (1922-2012)
1965 - Apsara
1967 - Le petit prince du peuple
1968 - Ombre sur Angkor
1969 - Rose de Bokor
1969 - Crépuscule
1969 - Tragique destin
1987 – La cite mystérieuse
1988 – Adieu mon amour
1993 – Revoir Angkor et mourir
1994 – La fleur Champa de Battambang
1995 – Les derniers jours du Colonel Savath
(short film)
2005 – Le Cid Khmer (short film)
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Jour de fête
The Big Day
by Jacques Tati
France - 1949
Feature Film – 70mn
B&W
French with English subtitles
Screenplay Jacques Tati
Cinematography Jacques Mercanton,
Jacques Sauvageot
Music Lyrics Jacques Tati, Henri Marquet,
René Wheeler
Cast Jacques Tati, Guy Decomble, Paul Frankleur,
Santa Relli
Format 35 mm - Mono
Genre Comedy
First Release May 4, 1949
Restored Version 2013
Awards 1949 : Best Writing at Venise Mostra,
1950 : Grand prix du cinéma français
Production Fred Orain, André Paulvé

Synopsis Jour de fête (The Big Day), tells the story
of an inept rural village postman who interrupts
his duties to inspect the traveling fair that has
come to town. Influenced by too much wine and a
documentary on the rapidity of the American postal
service, he goes to hilarious lengths to speed his mail
deliveries aboard his bicycle. Tati filmed it in 1947 in
the village of Sainte-Sévère-sur-Indre where he had
found refuge during the war
About In Jour de fête, several characteristics of
Tati’s work appear for the first time in a full-length
film. The film is largely a visual comedy, though
dialogue is still used to tell part of the story, at one
point using a background character as a narrator.
Sound effects are a key element of the film, as
Tati makes imaginative use of voices and other
background noises to provide humorous effect.
The film introduces what would be a key theme in
Tati films, the over-reliance of Western society on
technology to solve its (perceived) problems.
Selective filmography of Jacques Tati
(1907-1982)
1949 – Jour de fête
1958 – Mon oncle
1967 – Playtime
1971 – Trafic
With the courtesy of Les Films de Mon Oncle
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Kalpana

Imagination
by Uday Shankar
India - 1948
Feature Film – 160mn
B&W
Hindi with English subtitles
Screenplay Uday Shankar
Cinematography K. Ramnoth
Music Vishnudas Shirali
Cast Uday Shankar, Amala Shankar, Lakshmi Kanta
Format 35mm – Mono
Genre Dance-Drama
First Release 1948
Restored Version 2009
Production Uday Shankar

Synopsis Autobiographical narrative of a dancer who
dreams of establishing his own academy (starring
Uday Shankar and his wife, the great Amala Shankar –
the film also marks the debut of Padmini, who was 17
years old at the time).
About The plot is autobiographical. Uday Shankar
ran his famous dance academy in the Himalayas. He
closed the academy in late forties and started work
on this film that took four years to complete. His
assistants included Guru Dutt and sitar maestro Ravi
Shankar while famous writer Amritlal Nagar wrote the
Hindi dialogues. Uday Shankar plays the lead named
Udayan while his wife Amala plays the leading lady
Uma in the film.
The film has a very complex narrative structure held
together by many stories within it – Udayan and
Uma’s love story, Udayan’s dream to set up his dance
academy. This narrative structure is quintessentially
Indian where the story has other stories within it
and flow of the narrative is deliberately broken to
introduce characters and their stories. Kalpana was
shot at Gemini Studios over five years and inspired
the 1948 Tamil film, Chandralekha by S. S. Vasan,
which was shot at the same studio and featured
the song with dancers over large drum sequence; it
was a major success unlike Kalpana which did not do
well at the box office. In 2010, it was being restored
by the World Cinema Foundation directed by Martin
Scorsese.
Filmography of Uday Shankar
1948 – Kalpana (Imagination)
With the courtesy of World Cinema Foundation
and Cineteca di Bologna.
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Karumen Kokyo ni Kaeru
Carmen Comes Home
by Keisuke Kinoshita
Japan - 1951
Feature Film - 86mn
Color
Japanese with English subtitles
Cinematography Hiroyuki Kusuda
Music Chuji Kinoshita, Toshiro Mayuzumi
Cast Hideko Takamine, Shuji Sano, Chishu Ryu,
Kuniko Igawa, Takeshi Sakamoto
Format 35mm 1:37:1 - Mono
Genre Comedy
First release March 21, 1951
Production Shochiku Company

Synopsis A girl who had left her small Japanese
village for the excitement and adventure of the big
city, in this case, Tokyo, returns home years later for
a visit. However, scandal erupts when the villagers
find out what she has been doing in Tokyo all these
years, she’s a stripper
About Filmed using Fujicolor, this film is the first
Japanese color film. Keisuke Kinoshita begins his
career at the Shochiku Kamata Studios, where Ozu,
Mikio Naruse and other famous directors worked.
Throughout his career, Kinoshita made many
films which were both critically and commercially
successful. The Ballad of Narayama (1958) was in
selection as the Japanese entry for the Best Foreign
Language Film at the 31st Academy Awards but
this award was won by Jacques Tati with My Uncle
(France).
Selective filmography of Keisuke Kinoshita
(1912 - 1998)
1943 – Port of Flowers
1948 – The Portrait
1954 – Twenty-Four Eyes
1958 – The Ballad of Narayama
1961 – Immortal Love
1988 – Father
With the courtesy of Shochiku Company and
National Film Center of Tokyo
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Lewat Djam Malam
After the Curfew
by Usmar Ismail
Indonesia - 1954
Feature Film - 101mn
B&W
Indonesian with English subtitles
Screenplay Asrul Sani
Cinematography Max Tera
Music G.R.W. Sinsu
Cast A. N. Alcaff, Netty Herawati
Format 35mm – Mono
Genre Drama
First release 1954
Restored Version 2012
Awards Indonesian Film Festival 1955, Best Picture,
Best Screenwriter, Best leader Actor, Best Supporting
Actor, Best Artistic Direction
Production Perfini Production

Synopsis Shortly after the Dutch recognise
Indonesia’s independence in 1949, the military in
Bandung, West Java, establishes a curfew. Iskandar
(A.N. Alcaff) has been released from the Indonesian
Armed Forces and is almost shot when he arrives in
Bandung. He stays at the home of his fiancée Norma
(Netty Herawati) and her family. The following day,
Norma’s father sets Iskandar up with a job at the
governor’s office while Norma and her brother go
shopping for a welcome-home party. The job goes
poorly, and Iskandar is quickly fired.
Analyse Lewat Djam Malam was first screened
domestically in 1954. Lewat Djam Malam is generally
considered a classic of Indonesian cinema. Film
historian JB Kristanto writes that Lewat Djam Malam
was Ismail’s work which most showed Indonesian
history; he considers Ismail the first Indonesian
director to use film as a means of expression and
not simply as a way to make money, and opines that
no film in Indonesian history could match Ismail’s
achievements with Lewat Djam Malam. Karl G. Heider,
writing in 1991, noted that the film was a strong
example of early Indonesian films with an emphasis
on individualism.
Selective filmography of Usmar Ismail
(1921 – 1971)
1950 – Darah dan Doa
1951 – Enam Djam di Jogja
1953 – Krisis
1954 – Lewat Djam Malam
1955 – Tamu Agung
1956 –Tiga Dara
1960 – Pedjuang
With the courtesy of Singapore Cinematheque
and World Cinema Foundation
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Lola

by Jacques Demy
France - 1961
Synopsis Lola, a cabaret dancer, raises a son whose
father, Michel, left 7 years before. As she waits for
him, she sings, dances, and sometimes loves the sailors who pass through. Roland Cassard, a childhood
friend she runs into, falls head over heels in love with
her. But she is waiting for Michel…

Feature Film - 85mn
Black & White
French with English subtitles
Screenplay Jacques Demy
Cinematography Raoul Coutard
Music Michel Legrand
Cast Anouk Aimée, Marc Michel, Jacques Harden, Alan
Scott
Format 35mm - Mono
Genre Fiction
First release March 3, 1961
Restored version 2012
Awards The Grand Prix de l’Académie du Cinéma in
1961
Production Carlo Ponti – Georges de Beauregard

About Lola is Jacques Demy’s first long feature film
and was shot in Nantes (France) during the summer
of 1960 at the very time of New Wave. Anouk Aimée is
the legendary Lola who dances and sings the famous
song “C’est moi Lola” . “Jacques gave me Lola; he
gave me a magnificent gift… Lola… she is such a part
of me that I no longer know where she stops and
where I begin… We became such good friends that we
imitate one another” Anouk Aimée.
In 1969, the character Lola is back in Model Shop, so
is Anouk Aimée…
Selective filmography of Jacques Demy
(1963-1988)
1963 – La baie des anges
1964 - Les Parapluies de Cherbourg
1967 – Les demoiselles de Rochefort
1969 – Model Shop
1970 - Peau d’Ane
1972 – The pied piper of Hamelin
1973 – L’Evénement le plus important depuis que
l’homme a marché sur la lune
1978 – Lady Oscar
1980 – La naissance du jour
1982 – Une chambre en ville
1985 – Parking
1988 – Trois places pour le 26
With the courtesy of Ciné-Tamaris, Technicolor
Foundation for Cinema Heritage and Groupama Gan
Foundation for Cinema
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Modern Times
by Charlie Chaplin
USA - 1936
Feature Film - 87mn

Genre Comedy

Synopsis Chaplin’s last ‘silent’ film, filled with sound
effects, was made when everyone else was making
talkies. Charlie turns against modern society, the
machine age, (The use of sound in films ?) and
progress. Firstly we see him frantically trying to
keep up with a production line, tightening bolts. He
is selected for an experiment with an automatic
feeding machine, but various mishaps leads his boss
to believe he has gone mad, and Charlie is sent to a
mental hospital... When he gets out, he is mistaken
for a communist while waving a red flag, sent to jail,
foils a jailbreak, and is let out again. We follow Charlie
through many more escapades before the film is out.

First release February 5, 1936

About See the Gold Rush presentation

Restored version 2010

Selective filmography of Charlie Chaplin
(1889-1977)
1921 – The kid
1931 – City lights
1936 – Modern Times
1940 – The great dictator
1952 – Limelight
1958 – A king in New York
With the courtesy of MK2 and Association Chaplin

Black & White
Silent Movie
Screenplay Charlie Chaplin
Cinematography Ira H. Morgan and Roland Totheroh
Music Charlie Chaplin
Cast Charlie Chaplin, Paulette Goddard,
Henry Bergman, Stanley Sandford, Chester Conklin
Format 35mm – Mono

Awards 100 Greatest American Movies 1998 American Film Institute U.S. National Film
Registry - 1988 Library of Congress
Production Charlie Chaplin - United Artists
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L’Oiseau de paradis
Dragon Sky
by Marcel Camus
France - 1962
Feature Film – 117mn
Color
French with Khmer and English subtitles
Screenplay Marcel Camus, Jacques Viot
Cinematography Raymond Lemoigne
Music Maurice Jarre
Cast Meas Sam El, Nary Hem, Nop Nem, Saksi Sbong,
Bopha Devi.
Format 35mm
Genre Drama
First release 1962

Synopsis Sok, a young monk, left his monastery to
live the life of everyone. Taking one day the defense
of an orphan, Tith, abused by Khem, Sok meets the
bird of paradise, who comes to predict the young and
beautiful dancer Dara, a wonderful future. The bird of
paradise, who dies through the fault of Khem, allows
Dara and Sok to meet.
About Marcel Camus, mostly known as the author
of Orfeu Negro, which won the Palme d’or at Cannes
Film Festival in 1959, has played an essential role
in the emerging Cambodian film industry, when
he came in Cambodia to shoot L’oiseau de paradis
in 1962. Adapting the successful formula of Orfeu
Negro - amateur actors in a love story mixing several
tradionnal ingredients : dance, rituals, official
celebrations, beliefs… - the film starred actors who
became the first stars of the local film industry in
the 1960s, such as Nop Nem and Saksi Sbong. Young
Yvon Hem, who worked on the film as a production
assistant, and whose sister Nary Hem plays the main
role of the film, became one of the most important
filmmakers in Cambodia in the 1960s.
Selective filmography of Marcel Camus
(1912-1982)
1959 - Orfeu Negro
1965 - Le chant du monde
1967 - Vivre la nuit
1970 - Le mur de l’Atlantique
With the courtesy of Gaumont
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The Red Shoes

by Michael Powell & Emeric Pressburger
UK - 1948
Feature Film – 133mn
Color
English
Screenplay Hans Christian Andersen,
Emeric Pressburger
Cinematography Jack Cardiff
Music Brian Easdale
Cast Anton Walbrook, Marius Goring, Moira Shearer
Format 35mm - 1,37 :1 - Mono
Genre Musical Drama
First release September 6, 1948 (UK)
Restored version UCLA Film and Television Archive
in association with The British Film Institute, The Film
Foundation, ITV Global Entertainment Ltd and Janus
Films
Awards Oscar for “Best Music Score of a Dramatic or
Comedy Picture” in 1948.
Oscar for “Best Art Direction-Set Decoration” in 1948.
Synopsis Under the authoritarian rule of
charismatic ballet impressario Boris Lermontov,
his proteges realize the full promise of their
talents, but at a price: utter devotion to their
art and complete loyalty to Lermontov himself.
Under his nearobsessive guidance, young ballerina
Victoria Page is poised for superstardom, but earns
Lermontov’s scorn when she falls in love with Julian
Craster, composer of “The Red Shoes” the ballet
Lermontov is staging to showcase her talents. Vicky
leaves the company and marries Craster, but still
finds herself torn between Lermontov’s demands
and those of her heart.

About Based on the Hans Christian Andersen
fairy tale of the same title, The Red Shoes was not
immediately acclaimed on its release but grew in
reputation with the time and is today considered
as one of the very best films made about the world
of dance. Filmmakers such as Brian de Palma and
Martin Scorsese have named it one of their all
time favorite films. The film was the first film to
transcend dance’s theatricality and move into “pure
cinema”, and is famous for its moments of poetic
beauty and its unique way to plunge progressively
into an imaginary world. The Red Shoes underwent a
complete restoration as the result of a seven-year
effort. Martin Scorsese, who has been instrumental
in this restoration, wrote for the debut at Cannes
Film Festival in 2009 that “there is something about
the use of colour and the impact of the movement
in the frame. It is to do with the high drama, even
melodrama, within the lives of the characters”. “The
ballet sequence itself was like an encyclopedia of the
history of cinema. They used every possible means
of expression, going back to the earliest of silent
cinema.“ (in the Independent, 2009).
Selective filmography of Michael Powell
(1905 - 1990)
1943 – The life and death of Colonel Blimp
1946 – A matter of life and death
1947 – Black Narcissus
1948 – The small back room
Selective filmography of Emeric Pressburger
(1902 - 1988)
1941 – 49th parallel
1942 – One of our aircraft is missing
1947 – Black Narcissus
With the courtesy of Park Circus and BFI
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Singin’in the Rain

by Stanley Donen and Gene Kelly
USA - 1952
Feature Film - 103mn
Color
English
Screenplay Adolph Green, Betty Comden
Cinematography Harold Rosson
Music Lennie Hayton
Cast Gene Kelly, Donald O’Connor, Debbie Reynolds
Genre Musical Comedy
First release March 27, 1952 (USA),
Sepember 11, 1953 (France)

Synopsis Don Lockwood (Gene Kelly) is a popular
silent film star with humble roots as a singer, dancer
and stunt man. Don barely tolerates his vapid,
shallow leading lady, Lina Lamont (Jean Hagen), who
has convinced herself that the fake romance their
studio concocted and publicized is real.
One day, to escape from overenthusiastic fans,
Don jumps into a passing car driven by Kathy
Selden (Debbie Reynolds). She drops him off, but
not before claiming to be a stage actress and
sneering at his undignified accomplishments as a
cinema actor. Later, at a party, the head of Don’s
studio, R.F. Simpson (Millard Mitchell), shows a short
demonstration of a talking picture, but his guests
are unimpressed. Don runs into Kathy again at the
party. To his amusement and her embarrassment, he
discovers that Kathy is only a chorus girl, part of the
entertainment. Furious, she throws a pie at him, only
to hit Lina right in the face. Later, Don makes up with
Kathy and they begin falling in love.
About Since he was a child, Stanley Donen attended
dance classes and debuted on Broadway at age 17.
With the help of the producer Arthur Freed and the
actor Gene Kelly he got the chance to direct the
musicals Un jour à New York (1949), Chantons sous
la pluie (1952), and Love Is Better Than Ever (1952)
which revolutionized the genre. Another important
work of his own was the musical version of the book
of Antoine de Saint-Exupéry ‘s Le petit prince (1974).
As producer, he turned to the genre of comedy, with
Surprise Package (1960), but he also produced some
films of other genres.
Filmography
1953 - Charade
1954 – Seven brides for seven brothers
1957 – Funny face
1974 – The little Prince
With the courtesy of BFI and Hollywood Classics
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Sobasith

by Ly Bun Yim
Cambodia - 1965
Feature Film - 112mn
Color
Khmer with English subtitles
Screenplay Ly Bun Yim
Cinematography Ly Bun Yim
Music Ly Bun Yim, Sinn Sisamouth and Yong Chheang
Cast Kong Sam Oeun, Virak Dara, How Pich
Format 16mm
Genre Fantastic
First Release 1965 (Cambodia)
Production Runteas Pich

Synopsis In their previous life, Sobasith and Sovan
Kesor were a birds couple. Sovan Kesor, thinking that
her husband was cheating on her, threw herself in
the fire after swearing never to speak to men again.
Sobasith followed her, promising to see her again in
his next life. Later, he was reborn as the son of a rich
man, while Sovan Kesor became the daughter of a
king. Faithful to her previous life’s wish, she never
spoke to men; so the king decided to marry her to any
man who could get her to talk to men again. Everyone
failed, until Sobasith came along…
About Ly Bun Yim is one of the most important
Cambodian filmmakers and Sobasith is his first huge
success, making Kong Sam Oeun the new star of
Khmer cinema. Starring Ly Bun Yim’s muse Virak Dara
and based on a famous folktale, Sobasith contains
numerous fantastic Georges Méliès-like sequences,
where Ly Bun Yim joyfully reinvents special effects
from the early age of cinema : giants created with
the foreground and the background, apparition,
disapparition and multiplication of characters, and
this famous sequence where the girl crawls out on
the tong of « The Genie of the Lake ». Ly Bun Yim used
to say that he learnt those techniques by himself,
dismantling and putting back together the camera
to understand its possibilities. The film shows as well
a taste of experiment in storytelling, with its short
stories included in the film, that could be considered
as independent short movies.
Selective filmography of Ly Bun Yim
(born in 1942)
1961- Runteas Kroursa (aka Thunderbolt in the
Family)
1965 - Sobasith
1968 - Puthisen Neang Kongrey (aka 12 Sisters)
1969 - Ithik Sovann Chan Kesor
1972 - Orn euy srey orn (aka Khmer After Angkor)
1975 - Ses Samoth (aka The Sea Horse)
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Top Hat

by Mark Sandrich
USA - 1935
Feature Film - 101mn

Synopsis Showman Jerry Travers is working
for producer Horace Hardwick in London. Jerry
demonstrates his new dance steps late one night in
Horace’s hotel, much to the annoyance of sleeping
Dale Tremont below. She goes upstairs to complain
and the two are immediately attracted to each other.
Complications arise when Dale mistakes Jerry for
Horace.

Color
English
Screenplay Allan Scott
Cinematography David Abel
Music Irving Berlin
Cast Fred Astaire, Ginger Rogers,
Edward Everett Horton
Genre Comedy musical
First release August 30, 1935 (USA),
March 4, 1936 (France)
Production RKO Pictures

Analyse Top Hat was the most successful picture
of Astaire and Rogers’ partnership (and Astaire’s
second most successful picture after Easter Parade),
achieving second place in worldwide box-office
receipts for 1935. While some dance critics maintain
that Swing Time contained a finer set of dances, Top
Hat remains, to this day, the partnership’s bestknown work. The film ranked number 15 on the 2006
American Film Institute’s list of best musicals
Selective Filmography of Mark Sandrich
1934 – Gay divorcee
1937 – Shall we dance
1940 – Love thy neighbor
1942 – Holiday Inn
1946 – Blue Skies
With the courtesy of Aries and BFI
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Les Vacances de Monsieur Hulot
Mr. Hulot’s Holiday
by Jacques Tati
France - 1953
Feature Film - 88mn
Black & White
French with English subtitles
Screenplay Jacques Tati and Henri Marquet
Cinematography Jacques Mercanton
and Jean Mousselle
Music Alain Romans
Cast Jacques Tati, Nathalie Pascaud, Micheline Rolla,
Valentine Camax, Louis Perrault
Format 35mm – Mono
Genre Comedy
First release February 26, 1953 (France)
Restored version 2009
Awards Prix de la Critique Internationale, Festival de
Cannes 1953 - Prix Femina, Bruxelles 1953 - Prix du
Festival de Berlin 1953, Prix Louis Delluc 1953
Production Fred Orain / Cady Films
Synopsis As holidaymakers invade the Hôtel de la
Plage, the whimsical and offbeat Mr. Hulot, arrives
in his spluttering, antiquated Salmson motorcar.
Through his cheerful clumsiness, he keeps disturbing
the peace and quiet of the city dwellers on holiday.
In a kayak, on horseback, on the beach, at the tennis
court, in the hotel dining room, in a cemetery or
during a picnic, Hulot sets off gags and disasters.
His mere presence is an offence to the conventional
and the serious-minded. His elegant against the
tide buffoonery and a gallery of unforgettable
portraits make this summer holiday in the 1950s a
masterpiece of poetic visual comedy.

About Jacques Tati’s second feature gives birth to
its legendary character, Mr Hulot who will reappear
in its next films. “ That’s when I had the idea of
introducing Mr.Hulot, a totally independent and
disinterested character, whose absent-mindedness,
his main fault, makes him - in these functional times
of ours - a misfit.” (Jacques Tati)
In 1962 and then in 1978, Tati worked on new versions
of his film. And after seeing Steven Spielberg’s Jaws,
he decided to shoot more images in Saint-Marc-surMer to change the end of the famous canoe scene
shot in 1951-1952. So he continued the creative
process of portraying Hulot for over 25 years. The
version restored in 2009 and presented at MEMORY!
comprises this 1978 scene.
Selective filmography of Jacques Tati
(1907-1982)
1949 – Jour de fête
1958 – Mon oncle
1967 – Playtime
1971 – Trafic
1974 – Parade
With the courtesy of Les Films de Mon Oncle,
Technicolor Foundation for Cinema Heritage,
Groupama Gan Foundation for Cinema, Cinémathèque
française
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Vesyolye Rebyata
Jolly Fellows
by Grigori Aleksandrov
Russia - 1934
Feature Film - 96mn
Black & White
Russian with English subtitles
Screenplay Grigori Aleksandrov & Nikolai Erdman
Cinematography Vladimir Nilsen
Music Isaak Dunayevsky
Cast Lyubov Orlova, Leonid Utyosov
Format 35mm – Mono

Synopsis Yelena (Mariya Strelkova), a well-off wouldbe singer who can’t carry a tune, mistakes shepherd
Kostya Potekhin (Leonid Utyosov) for a famous
Italian conductor of a jazz orchestra and invites
him to an elegant party held in her house. Yelena’s
servant Anyuta (Lyubov Orlova) falls for Kostya. But
Kostya is attracted to Yelena, and when she turns
him down following the discovery of his real identity,
he is very upset. He leaves for the city to try himself
as a professional musician and he joins a jazz band
consisting of young “jolly fellows”.
About Jolly Fellows is the first Soviet musical film
with the first film of the star Lyubov Orlova (Grigori
Aleksandrov’s wife). Grigori Aleksandrov (1903-1983)
collaborated with Sergei Eisenstein on several
Eisenstein’s films : his first feature length film, Strike,
The Battleship Potemkin, October, Ten Days That
Shook the World... In the early 1930s, Aleksandrov
traveled with Eisenstein to Mexico for the filming of
Eisenstein’s unrealized project.. An edited version
of the footage, known as ¡Qué viva México!, was put
together by Aleksandrov in 1979. He taught directing
at VGIK from 1951 to 1957.

Genre Musical comedy
First release 1934
Production Studio Mosfilm
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West Side Story

by Jerome Robbins and Robert Wise
USA - 1961
Feature Film – 152mn
Color
English
Screenplay Ernest Lehman
Based on a book by Arthur Laurents
Cinematography Daniel L. Fappani
Music Leonard Bernstein
Cast Natalie Wood, Richard Beymer, Russ Tamblyn,
Rita Moreno, George Chakiris
Format 2,20:1
Genre Musical
First Release December 13, 1961
Awards Oscars 1962, Best Picture, Best Director,
Best Actor in a Supporting Role, Best Actress in a
Supporting Role, Best Art Direction-Set Decoration,
Color, Best Cinematography, Color, Best Costume
Design, Color, Best Music, Scoring of a Musical Picture,
Best Film Editing, Best Sound
Production Robert E. Griffith and Harold Prince

Synopsis West Side Story is the award-winning
adaptation of the classic romantic tragedy, “Romeo
and Juliet”. The feuding families become two warring
New York City gangs - the white Jets led by Riff,
and the Puerto Rican Sharks, led by Bernardo. Their
hatred escalates to a point where neither can coexist
with any form of understanding. But when Riff’s best
friend (and former Jet) Tony and Bernardo’s younger
sister Maria meet at a dance, no one can do anything
to stop their love. Maria and Tony begin meeting in
secret, planning to run away. Then the Sharks and
Jets plan a rumble under the highway - whoever wins
gains control of the streets. Maria sends Tony to
stop it, hoping it can end the violence. It goes terribly
wrong, and before the lovers know what’s happened,
tragedy strikes and doesn’t stop until the climactic
and heartbreaking ending.
Filmography
1944 – Mademoiselle Fifi
1951 – The day the earth stood still
1962 – Two for the seesaw
1965 - The sound of music
1966 – The sand pebbles
1979 – Star Trek, the film
With the courtesy of BFI and Park Circus
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Danse Serpentine
The Serpentine Dance
by Lumière Brothers
France - 1896
Short Film - 1mn
B&W and hand-colored frame by frame
Silent film
Screenplay Auguste and Louis Lumière
Music Silent
Cast Mary Louise Fuller (Loïe Fuller)
Genre Documentary
First release November 25, 1896 (France) –
June 19, 1899 (Italia)
Production Auguste and Louis Lumière

Synopsis A dance performance of pioneer modern
dancer Loie Fuller.
About Danse Serpentine, film by the Lumière
brothers n° 765. This “Serpentine dance” was
invented by Loie Fuller, an American-born
choreographer living in France. The invention of
electricity completely changed theater and dance.
The dance became artificially lighted and allowed
the discovery of the dancing body. Loie Fuller is the
first dancer to have used electricity and radium
for her shows. First attempt in making the body an
abstraction, this dance was filmed and projected
by the Lumière brothers, and is the first dance ever
filmed. This film was made in black and white and
colored frame by frame.
With the courtesy of Association des Frères
Lumière
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Entr’acte
by René Clair
France - 1924
Short Film - 22mn
Black & White
Silent film
Screenplay Francis Picabia
Cinematography Jimmy Berliet
Music Erik Satie
Cast Jean Börlin, Francis Picabia, Erik Satie,
Marcel Duchamp, Man Ray, Marcel Achard
Genre Fiction
First release November 27, 1924
Synopsis An absolute surrealistic movie : somebody
gets killed, his coffin gets out of control and after a
surrelistic chase it stops. The person gets out of it
and let everybody who followed the coffin disapear…

About Entr’acte is the first film of René Clair, which
premiered as an entr’acte for Relâche, a dadaïste
ballet, at the Théâtre des Champs-Élysées in Paris,
the November 27, 1924. Relache is a ballet in two acts
by Francis Picabia. Erik Satie contributed the music
to both the film and the ballet. In this way, we can
consider that Entr’acte is the first intervention of
the cinema on the stage of dance.
Of course, the film does not have a narrative
structure, and thus corresponded with Picabia’s
conviction that real sensual pleasures have nothing
to do with explainable logic. The connections, which
Clair carried out by means of recurring images,
are unobtrusive (e.g., the brief cut-in at the very
beginning of the film of an image from the later
pursuit sequence). The death theme is hidden
between fun and entertainment (closing the lid of
the coffin in the first part, resurrection from the
coffin at the end). The longest continuous passage
is devoted to the pursuit of a hearse hung with
sausages and being drawn by a dromedary. This
pursuit begins in slow motion and gradually speeds
up until, ultimately, all that one sees are treetops
flashing by which dissolve into blurred spots. The
music by Erik Satie (1866 -1925) entitled Cinéma,
is his last composition.
About this avant-guarde short film, Picabia has said :
« it respects nothing, if it is not the right to roar”
Selective filmography of René Clair
(1898-1981)
1925 – Le fantôme du Moulin -Rouge
1930 – Sous les toits de Paris
1931 – A nous la liberté
1952 – Les belles de nuit
1955 – Les grandes manœuvres
With the courtesy of BFI
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Little Tich, parodie d’une danse de Loïe Fuller
Little Tich, parody of Loie Fuller’s dance
by Unknow
France - 1900
Short Film – 1mn

Synopsis Little Tich performance : a parody of Loie
Fuller’s famous Danse Serpentine.

B&W

About We already paied our tribute to Litlle Tich
(his real name was Harry Relph), presenting the
irresistible film of his long boots act, the first
recorded comic movie (1900) and, according to
Jacques Tati “the root of everything is basic in the
art of the comic film”.
Always in 1900, Miss Loïe Fuller, has, with her Danse
Serpentine, revolutioned the concept itself of ballet.
The fast, modern dynamism of her variety specialty,
with elaborated light effects are a revolution for
photographers and painters like Cheret or ToulouseLautrec.
But, if Miss Fuller was a star, Little Tich was the king
of parody. They even happened to share the same
Folies-Bergères’ stage, the place where the most
famous artists works in 1900. So it was almost
natural for the great little comic (Little Tich was
a dwarf) to add in his repertory his version of the
Fuller’s serpentine dance.
This short film is presented with Danse Serpentine
by Auguste and Louis Lumière.

Silent Film
Screenplay unknown
Cinematography unknown
Cast Little Tich
Format 35mm
First release 1900

With the courtesy of Gaumont Pathé Archives
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Niew Phetr
Diamond Finger
by R.D. Pestonji
Thailand - 1959
Short Film – 27min
Color
Thai with English subtitles
Cinematography R.D. Pestonji
Music Nai Montri Iramote
Genre Classical dancing
Restored version
Cinematography R.D. Pestonji
Music Montri Tramote
Art Direction Savadi Kaesamran
Classical Dance Adaptation Paew Snidvongsseni
Sound Pong Asvinikul
Narrator M.R. Kukrit Pramote
Cast Dancers of Fine Arts Department
Genre Classical dancing
First release 1959
Production Fine Arts Department

Synopsis Diamond Finger is a documentary of the
traditional Khon masked dance that is adapted from
the Hindu Ramayana epics. It tells the story of the
ogre Nontuk, a gatekeeper in heaven who was given
a magical diamond finger by the Shiva that has the
power to kill when pointed at a person. Angry with the
angels who constantly tease him, Nontuk uses the
magical diamond finger to kill them one by one. News
of this soon reaches Vishnu, who is comes down to
earth reborn as a beautiful woman to stop Nontuk.
Pestonji used cinematic aspects to capture the
dance which you never seen on stage
About Diamond Finger directed by R.D Pestonji in
1959 bring a complete theatre stage to life on the
screen. It is the story of the ogre Nontuk, whose
duty it is to bathe the feet of the angels who dwell
on Krailart Mountain. Because the angels constantly
tease him, Nontuk wishes to get his revenge on them,
and so decides to ask for help from Shiva, who grants
Nontuk a diamond finger that has the power to kill
when pointed at someone. Some people might have
heard the name of R.D. Pestonji but never know his
contribution to Thai film history. The 50-minutes
documentary, The Signature, made in 2008, explores
his life and works through the point of view of his
family, his co-workers and his admirers.
Selective filmography of R.D. Pestonji
(1908- 1970)
1957 - Rongraem Narok (Country Hotel)
1958 - Sawan Mued (Dark Heaven)
1961 - Phrae Dum (Black Silk)
1964 - Namtarn Mai Warn (Sugar is not Sweet)
With the courtesy of Thai Film Foundation
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Les Raboteurs
The Planers
by Cyril Collard
France - 1988
Short Film – 7mn
Color
French
Screenplay Cyril Collard
Cinematography Daniel Barra
Music Thierry Lancino
Cast Angelin Preljocaj’s company
Format 35mm – Mono
Genre Dance
First release 1988
Awards 1989 : Canal Plus Award at Paris Film
Heritage Festival

Production Musée d’Orsay

Synopsis A contemporary couple in an empty
room in a Parisian. They talk of love, vision, points
of view and illusion. Is what these three dancers
on the wooden have frozen in space with their
choreographed movements and the positions of the
three workers in Gustave Caillebotte’s painting “The
Floor Scrapers” ?
About Cyril Collard a French author, filmmaker,
composer, musician and actor. He is known for his
unapologetic portrayals of HIV in art, particularly
his autobiographical novel and film Les Nuits Fauves
(Savage Nights).
Angelin Preljocaj is born in 1957. His choreographic
work is steeped in his writing of the history of
classical ballet, but is resolutely contemporary.
He joined the repertoire of the Ballet de l’Opéra
national de Paris in the early 1990s and has headed
the company since 1985. Preljocaj, subsequently
renamed Ballet Preljocaj, has been in residence at
the Black Hall of Aix-en-Provence (France) since 1996.
“I was attracted by the way that Cyril emerged from
the story. The script about a break up between
a couple in the painting is pure dance, there are
movements, the scrapes are there without bing there,
like ghosts, like stubborn witnesses of the couple’s
past. Their silent and active presence says a lot”
Angelin Preljocaj.
Selective filmography of Cyril Collard
(1957-1993)
1986 – Alger la Blanche
1990 – Le Lyonnais
1992 – Les Nuits Fauves
With the courtesy of Short Film Agency (Paris)
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Le Voyage dans la Lune
A Trip to the Moon
by Georges Méliès
France - 1902
Short Film – 16 mn
Color (original color version, hand painted)
Silent film
Screenplay Georges Méliès
Cinematography Georges Méliès
Music AIR
Cast Georges Méliès, Henri Delannoy,
Bleuette Bernon, François Lallement
Format 35mm - Mono
Genre Science-Fiction

About A Trip to the Moon was probably the
first science-fiction movie ever released and a
blockbuster at the time ! We all knew it in black and
white. It existed also in color, hand painted at the
time according to Georges Méliès’ wish. But the color
version had disappeared for almost a century. It
was miraculously found in Spain and meticulously
restored 109 years after its release. This film shows
how Méliès used the color to maximize its special
effects and tricks that he invented his films and in
particular for this superproduction A Trip to the Moon.
The restored version opened the Cannes Film festival
in 2011, a legitimate reward for on the fathers of
cinema.

First release September 1st, 1902 (France)
Restored version 2011 by Lobster, Technicolor
Foundation for Cinema Heritage and Groupama Gan
Foundation for Cinema
Production Georges Méliès / 1902 Star Film / 2011
Lobster Films–Fondation Groupama Gan–Fondation
Technicolor
Synopsis Six scholars, member of the Astronomers’
Club, set off on an expedition to the moon. They
travel in a bullet-shaped rocket fired into space by
a giant canon. After arriving on the moon safe and
sound, they meet its inhabitants, the Selenites,
escape their king and return to earth in their rocket
which, after falling into the ocean, is fished out by
a sailor. Applause, decorations, and a triumphant
parade for the six heroes of the first outer-space
adventure in the history of cinema.

Selective filmography of Georges Méliès
(1861-1938)
1896 – Escamotage d’une dame
1897 – Faust et Marguerite
1899 – L’Affaire Dreyfus
1901 – L’Homme à la tête de caoutchouc
1903 - Le chaudron infernal
1903 – La Lanterne magique
1904 – Voyage à travers l’impossible
1905 – Les cartes vivantes
1906 – Les 400 Farces du Diable
1907 – La fée libellule
1912 – Cendrillon ou La pantoufle merveilleuse
1913 – Le voyage da la famille Bourrichon
With the courtesy of Technicolor Foundation for
Cinema Heritage and Groupama Gan Foundation for
Cinema
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Aurélie Dupont, l’espace d’un instant
by Cédric Klapish
France - 2009
Documentary – 52mn
Color
French with English subtitles
Genre Documentary
First release March 2, 2010
Production Les Films d’Ici / Ce qui me meut motion
pictures

Synopsis A multi faceted and joyful documentary
portrait of glamorous and breathtaking ballerina
Aurélie Dupont, by a passionate and funny filmmaker,
Cédric Klapisch. Dupont performs worldwide, in Japan
she is the equivalent of a rock star. His films perform
world wide as well. He gathers moments of Klapisch’s
work, ballet stories, life stories, small problems, great
questions, creative breakthroughs.
A documentary film showing the supreme
commitment of an artist to expose herself.
The portrait of a divine woman by an enthusiast
and free minded filmmaker.
About Aurélie Dupont (born in 1973) is a French
ballet dancer who performs with the Paris Opera
Ballet as an Étoile. She began her career in dance
at the age of ten when she entered the Paris Opera
Ballet School (L’École de danse de l’Opéra de Paris)
after giving up her hopes of being a pianist. She
joined the company in 1989, and became a première
danseuse in December 1996. Aurélie Dupont was
promoted to star dancer (Étoile) in 1998 after her
performance as Kitri in Paris Opera Ballet’s revival
of Nureyev’s production of Don Quixote.
Selective filmography of Cedric Klapish
(born in 1961)
1991 – Riens du tout
1994 – Le Péril jeune
1996 – Chacun cherche son chat
(When the Cat’s Away)
1996 – Un air de famille
1999 – Peut-être
2001 – L’Auberge espagnole
2005 – Les Poupées russes (Russian Dolls)
2008 – Paris
With the courtesy of Les Films d’ici
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La Danse - Le Ballet de l’Opéra de Paris
La Danse: The Paris Opera Ballet
by Frederick Wiseman
France - 2009
Documentary – 160mn
Color
French with English Subtitles
Format HD – Mono
Genre Documentary
First release September 11, 2009 (Venice) October
7, (France)
Production Idéale Audience
Synopsis Besides aiming to reveal “how the
company functions as an organic whole”, the film
follows the production of seven ballets by the Paris
Opera Ballet. Dancers from the Paris Opera Ballet who
appear in the film include the étoiles Kader Belarbi,
Jérémie Belingard, Émilie Cozette, Aurélie Dupont,
Mathieu Ganio, Dorothée Gilbert, Marie-Agnès Gillot,
Manuel Legris, Nicolas Le Riche…
About The style of Wiseman’s films is often referred
to as the observational mode, which has its roots
in direct cinema. However, Wiseman dislikes the
term. Wiseman’s films are, in his view, an elaboration
of a personal experience and not an ideologically
objective portrait of his subjects.

Wiseman works only four to six weeks in the
institutions he portrays, with almost no preparation.
He spends the bulk of the production period editing
the material, trying to find a rhythm to make a
“movie”. Present in every Wiseman film is a dramatic
structure. Frederick Wiseman feels that drama is
a crucial element for his films to “work as movies”.
The rhythm and structure of Wiseman’s films pull
the viewer into the position and perspective of the
subject (human or otherwise). The viewer feels the
dramatic tension of the situations portrayed in
the films, as various environmental forces create
complicated situations and conflicting values for the
subject. Wiseman openly admits to manipulating his
source material to create dramatic structure, and
indeed insists that it is necessary to “make a movie.”
Selective filmography of Frederick Wiseman
(born in 1930)
1967 – Titicut Follies
1969 – Law and Order
1971 – Basic training
1974 – Primate
1980 – Model
1982 - Seraphita’s diary
1983 – The Store
1985 – Racetrack
1987 – Missile
1989 – Central Park
1989 – Near Death
1995 – Ballet
1999 – Belfast, Maine
2005 – The Garden
2007 – State Legislature
2010 – Boxing Gym
2011 – Crazy Horse
With the courtesy of Institut français
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Eldorado

Eldorado/Preljocaj
by Olivier Assayas
France -2008
Documentary - 90mn

Synopsis Olivier Assayas closely follows the process
of creation of “Eldorado”, choreographed by Angelin
Preljocaj.

Color
Music Karl Heinz Stockhausen
Cast Angelin Preljocaj, Karlheinz Stockhausen
Genre Documentary around the choregraphy work of
Angelin Preljocaj

About Olivier Assayas, who directs actors and
camera in his films as a choreographer would
do, was seduced by Preljocaj’s universe and the
challenge it represented : how to give his universe,
atmosphere of meditation instilled by the ballet. The
sweetness of gestures, the arms flapping like wings,
floating caresses and a new collusion with Karl Heinz
Stockhausen’s music, these were the elements
Preljocaj used to translate this “voodoo sound form”.
Selective filmography of Olivier Assayas
(born in 1955)
1989 – L’enfant de l’hiver (Winter’s Child)
1994 – L’eau froide (Cold Water)
1994 – Irma Vep
1998 – Fin août – début septembre
(Late August, Early September)
2000 – Les destinées sentimentales
(Sentimental Destinies)
2008 – L’heure d’été (Summer Hours)
2010 – Carlos
2012 – Après mai (Something in the Air)
With the courtesy of Institut français
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Le Fantôme d’Henri Langlois

Henri Langlois: Phantom of the Cinematheque
by Jacques Richard
France - 2005
Documentary - 212mn
Color
French with English subtitles
Cinematography Jacques Richard
and Jérôme Blumberg
Music Nicolas Baby, Liam Farrell
Cast Michel Ciment, Claude Chabrol,
Jean-Luc Godard, Robert Hossein
Genre Documentary
First release March 2, 2005

Synopsis Henri Langlois : The Phantom of the
Cinémathèque is a documentary which chronicles
the life, times, and passions of the legendary
archivist and includes interviews with his friends,
contemporaries, and colleagues including Claude
Berri, Claude Chabrol, Jack Valenti, and Daniel CohnBendit.
About Henri Langlois was, in many respects, the
ultimate film fan. In 1936, at the age of 22, Langlois
became (along with Jean Mitry and Georges Franju)
one of the founders of the Cinémathèque Française,
a theater and museum devoted to preserving the
history of the motion picture. Initially a tiny operation
financed by private funds, the Cinémathèque, with
time, grew into Europe’s most important film archive,
collecting and preserving prints of rare films from
all over the world and protecting many rare gems of
the French cinema from destruction during the Nazi
occupation of World War II. Langlois’ enthusiasm for
sharing the treasures of his collection with others
helped spawn a film-crazy generation who created
the French New Wave of the ‘50s, and in time, the
French government acknowledged the importance
of the Cinémathèque’s work by financing their
endeavors. In 1968, the French minister of culture,
André Malraux, responded to Langlois’ difficult
personality and sloppy bookkeeping by pulling the
government’s financing of his projects, which led to
an international outcry leading to the shutdown of
the Cannes Film Festival by activists and film buffs.
The Cinémathèque’s funding and Langlois’ leadership
were later restored, and in 1973, his work in film
preservation was honored with a special Academy
Award.
With the courtesy of Institut français
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Pina

by Wim Wenders
Germany - 2011
Feature Film - 106mn
Color
German, French, English, Spanish, Croatian,
Italian, Portuguese, Russian, Korean - English
subtitles
Cinematography Hélène Louvart
Music Thom Hanreich
Cast Pina Bausch, Dominique Mercy, Regina Advento
Format HD – Dolby
Genre Documentary
First release February 24, 2011
Awards Oscar 2012 - Nomination for the Best film
in foreign language

Synopsis In modern dance since the 1970s, few
choreographers have had more influence in the
medium than the late Pina Bausch. This film explores
the life and work of this artist of movement while we
see her company perform her most notable creations
where basic things like water, dirt and even gravity
take on otherworldly qualities in their dancing.
About Ernst Wilhelm “Wim” Wenders is a German
film director, playwright, author, photographer and
film producer. The film presents extracts from some
of the most noted dance pieces by Pina Bausch in
the Tanztheater (“dance theater”) style of which
Bausch was a leading exponent. The extracts are
from four pieces: Le sacre du printemps (The Rite
of Spring), Café Müller, Kontakthof, and Vollmond.
These are complemented with interviews and
further dance choreographies, which were shot in
and around Wuppertal, Germany; the film includes
scenes showing the Wuppertal Schwebebahn, an
elevated railway, and some dance sequences take
place inside its carriages. During the preparation of
the documentary, Pina Bausch died unexpectedly.
Wenders cancelled the film production, but the other
dancers of Tanztheater Wuppertal convinced him to
make the film anyway.
Selective filmography of Wim Wenders
(born in 1945)
1970 – Summer in the city
1974 – Alice in the cities
1982 – The state of things
1984 – Paris, Texas
1987 – Wings of the desire
1993 – Faraway, so close!
1999 – Buena Vista Social Club
2000 – The million dollar Hotel
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Sleepwalking Through the Mekong
by John Pirozzi
USA - 2007
Documentary - 68mn
Color
English and Khmer with English subtitles
Cinematography John Pirozzi
Music Dengue Fever
Format Digital
Genre Documentary
First release May 5, 2007 (USA)
Production Film 101 Productions, M80 Records
Synopsis Sleepwalking Through the Mekong
follows Los Angeles based band Dengue Fever on
their journey to Cambodia to perform 60s and
70s Cambodian rock n’ roll for the first time in
the country where it was created and very nearly
destroyed. The odyssey is a homecoming for singer
Chhom Nimol and a transformation for the rest of
the band as they perform with master musicians and
record new songs along the way.

About More than a rockumentary, the film serves
up a portrait of modern Cambodia as the band
tours through Phnom Penh and beyond, crossing
a great cultural chasm with the same spirit of
Cambodia’s original rock pioneers. Cambodia is often
synonymous with the brutal Khmer Rouge regime
that left millions dead and scattered refugees
around the globe. This tragedy overshadows the story
of Cambodia’s music scene in the 1960s and 1970s.
Cambodian musicians reinvented Western rock n’
roll with a distinctly Khmer flavor to create a sound
that is at once familiar and completely original.
Sleepwalking Through the Mekong celebrates this
vibrant but long-overlooked music and reveals the
power of music to weave a common thread between
extremely different cultures.
John Pirozzi has worked as a cinematographer
for over 15 years. While directing in Cambodia
the second unit photography on City of Ghosts by
Matt Dilon in 2001, Pirozzi discovered a passion for
Cambodian Rock and Roll from the 1960s and the
1970s. He is currently in post-production on Don’t
Think I’ve forgotten : Cambodia’s lost rock and roll, a
documentary about the history of Cambodian rock
music. Pirozzi will show a previously unseen trailer of
this film before Sleepwalking through the Mekong.
Selective filmography of John Pirozzi as a
cinematographer :
2007 – Broken English
2004 – The Hillside Strangler
2004 - Late Watch
2004 - Mango Kiss
2004 – Z Channel : a magnificent obsession
With the courtesy of John Pirozzi
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Le Sommeil d’or

Golden Slumbers
by Davy Chou
France - Cambodia - 2011
Documentary - 96mn
Color
Khmer and French with English subtitles
Cinematography Thomas Favel
Sound Vincent Villa
Editing Laurent Leveneur
Music Jérôme Harré
Format HD - 1.85:1 - 5.1
Genre Documentary
First release October 9, 2011 (South Korea),
September 19, 2012 (France)
Production Vycky Films

Synopsis Cambodian cinema flourished in the
1960s, drawing huge crowds to theaters around the
country, until the industry was destroyed by the
Khmer Rouge in 1975. Of the 400 films produced,
only 30 remain today. Almost all the actors were
killed during the reign of Pol Pot and only a few of
the directors were able to flee the country. Most
of the old movie theaters of Phnom Penh have
become restaurants, karaoke clubs or squats. Golden
Slumbers resurrects the myths and legends of this
lost cinema. Through survivors’ stories and the
search for remnants of their era in modern Phnom
Penh, the film reveals the vital importance movies
had for an entire generation, as well as the complex
legacy they leave today’s youth to inherit.
About Davy Chou’s moving investigation of this lost
cinematic heritage is an oral history with firsthand
accounts of the emergence and flourishing of
Cambodian cinema in the 60’s as described by
directors Ly Bun Yim, Ly You Sreang, Yvon Hem,
former actress Dy Saveth, (the first Cambodian
movie star), and two middle-aged Cambodian
cinephiles who wax lyrical at a café about the glory
years.
A heroic attempt to celebrate a chapter in film
history that has been literally erased, Chou’s film
is also an inspiring testament to the resilience
of memory in the face of heartbreaking loss.
Filmography of Davy Chou (born in 1983)
2011 – Le Sommeil d’or (Golden Slumbers)
With the courtesy of Vycky Films
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Tango

by Carlos Saura
Spain - 1998
Feature Film - 115mn
Color
Cinematography Vittorio Storaro
Music Lalo Schifrin
Cast Miguel Ángel Solá, Cecilia Narova, Mía Maestro,
Juan Carlos Copes, Carlos Rivarola
Genre Drama - Musical
First release 1998

Synopsis Set in Buenos Aires, Argentina, the film
tells the story of director Mario Suarez’s quest to
make the ultimate tango film. Lonely after his wife
(one of the film’s stars) has left him, Mario must
find the themes that will hold the film together,
while simultaneously permitting his musicians and
dancers the freedom of expression that is necessary
to satisfy the tango-hungry Argentine audience.
Things become complicated when Mario falls in love
with Elena, a beautiful and talented young dancer
who is the girlfriend of the powerful and dangerous
Angelo Larroca.
About There is less dancing than usual in Saura’s
films. Clearly, he has experts to work with, and the
focus on the foot tracing catlike its path on the floor
has the flavor of a point newly inculcated, and yet it
is appropriate, and not the amateur mistake made
by many dance filmmakers of concentrating the
camera only on the feet or legs, which misses the
whole point of the dance coming from the dancer’s
center.
Carlos Saura won many awards among which there
are the following ones: Silver Bear in the Berlin
Festival for La caza (1966) and for Peppermint
Frappé (1967). Special Jury Awards in Cannes for La
cousine Angélique (1974) and for Cría cuervos (1976).
Also, the film Maman a cent ans (1979) got an Oscar
nomination as the best foreign film, and it also won
the Special Jury Award at the San Sebastian Festival.
Tango was nominated for the Academy Award
Best Foreign Language Film and win the Grand Prix
Technique at the Cannes Film Festival.
Selective filmography of Carlos Saura
(born in 1932)
1966 – La caza
1975 – Cria cuervos
1981 – Bodas de sangre
1983 – Carmen
2008 - Fados
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Vivement le Cinéma
Picture in Motion
by Jérôme Prieur
France - 2011
Documentary – 52mn
Color
French with English subtitles
Cinematography Mathieu Giombini
Music Marc Olivier Dupin
Format 35 mm – Dolby
Genre Documentary

Synopsis This film endeavours to show how the
invention of cinema was in no way inevitable, and how
it may well have been a mere accident. To pinpoint
the start, it all began in the heart of Paris, in the
depths of darkened room, on 28 March 1798, when
Etienne-Gaspard Robertson gave one of his first
screenings of his “Fantasmagoria” - making ghosts
and spectres dance. But how did we move from
perfecting the magic lantern to the cinematography
of the Lumière brothers?
About The invention was born throughout the 19th
century, out of the unpredictable crossing of two
parallel research paths - that of philosophical toys
and the photography of movement. Originallynamed optical devices - such as the kinesigraph, the
zoetrope, the praxinoscope and the phenakistoscope,
without forgetting the photographic revolver or
gun - associated the realm of toys with the realm of
thought, reflecting both a fascination for the magical
effects produced by animation and speed, and a
desire to understand human anatomy, and analyse
the phenomenon of vision. All these pre-cinema
optical devices literally stemmed from a desire for
spectacle and the will to acquire knowledge.

Production Melisande Films

Selected filmography of Jérôme Prieur
(born in 1951)
1999 – Marcel Proust’s time regained
1999 – Paddy
1997 – Corpus Christie
With The Courtesy of Melisande Films
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Next page: H.M. Norodom Sihanouk shooting The Little Prince, 1966.
Collection of Dy Saveth

A Tribute to the Cinema of
His Majesty
Norodom Sihanouk
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The Cinematography
of Norodom Sihanouk
Rebuilding Khmer Identity
The Cinematography of His late Majesty the King
Father Norodom Sihanouk of Cambodia has,
mistakenly in my view, being the subject of criticism
and even ridicule by foreign writers. It is a matter
that has received a lot of attention but no serious
research has been dedicated to it. This is why it is
dreadfully misunderstood.
At the presentation of his film “Twilight”, at the
Casino of Grasse, on 18 February 1970, His late
Majesty explained that although cinema was for him
a hobby and his output did not pretend to compete
with those of the professionals his audience rightly
admired he could not devote to cinema but only a
small part of his rare leisure moments as allowed by
his work schedule as Head of State of Cambodia.
His late Majesty added that “I came naturally to the
cinema after having practiced, in my youth, painting
and theater. I must tell you that my family and the
entire Khmer people love the arts and practice them
willingly. This explains why I can have, unlike other
Heads of State, artistic and political activities at the
same time”.
In my view Norodom Sihanouk’s films were
not intended for a sophisticated and cynical
international audience. Nor were they intended for
the self-styled Cambodian urban elites. I believe, his
late Majesty, set himself from the beginning of his
reign, in 1941, the task of rebuilding Khmer Identity
and National Pride around the historic monarchy,
Khmer history and culture and Buddhist teachings.
And he soon realized that films could provide a
valuable tool in this process and there is no doubt
at all in my mind that he was right. His films were
fables or moral tales and they worked in the sense
that while being cinematographic productions
which provide entertainment they also include a
social message inducing the Cambodian audience to
behave, to love and be proud of their homeland; and
to think of the ancient traditions, the sovereignty
and the territorial integrity of their homeland.

In the film “Tragic Destiny” (1969) His late Majesty
did not try to enhance patriotism but showed the
monarch’s sensibility for justice and equity and his
profound love for the less fortunate of his subjects,
which in itself is a remarkable form of patriotism.
In the above-named film, His late Majesty showed
that Princes and Princesses are not without reproach
and that a peasant woman does indeed possess
virtues which some Princes and Princesses do not
have. Thus, by bringing forward the virtues and
qualities found among peasants, who constitute
at least 80 to 85% of the population of Cambodia,
His late Majesty presented the story of a peasant
woman, who refuses the crown offered to her by the
King and prefers to kill herself in order to remain loyal
to her fiancée, a very poor fisherman.
The theme of “Shadow of Angkor” (1967), which is my
favourite among His late Majesty’s films, conveys
a powerful message on how a small country needs
to be internally united but ready to defend its
independence and sovereignty, when confronted by
a more powerful country. I believe that “Shadow over
Angkor” was the most visionary of those made by
His late Majesty, as it foreshadowed the events that
occurred in Cambodia, following the Lon Nol coup
d’état of 18 March 1970.
Indeed, after the Lon Nol coup, several films of
His late Majesty –such as Preah Vihear”, “Thunder
over Koh Kong” and “Phedre Khemara”, in which the
central theme was the defense of the homeland’s
independence and territorial integrity, were
destroyed and future generations shall not have the
opportunity to watch them and to learn from them.
In 1994, I was commanded by His late Majesty to
gather together a group of foreign film makers
and individuals interested in cinema at the Royal
palace in Phnom Penh in order to appraise some
of His late Majesty’s films. My role was to facilitate
such gathering but I took the personal initiative of
suggesting to His late Majesty that we should also
invite a group of students from the Royal University

Previous page: Crépuscule (Twilight), 1969
From “Cambodge, la cinématographie de Norodom Sihanouk” magazine
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of Phnom Penh, as I wanted to ascertain their
reactions. I should add that all of the students had
been born after 1979 and had, therefore, never seen
any of the films made by His late Majesty.
After a week of watching some of His late Majesty’s
films made in the 1960s and some made after 1987,
the panel of films makers and students concluded
that:
1) The films of His late Majesty King Norodom
Sihanouk were historic documents of particular
importance for future generations of Cambodians;
2) And that as such they should be preserved as part
of Cambodia’s cultural heritage.
But what surprised most of the foreign film makers
was the reaction of the Cambodian students who
stated that for them to watch His late Majesty’s
films had opened the doors to a new Cambodia -a
Cambodia they did not know existed and about which
they had dreamed.

Each of His late Majesty’s films contains a social
message, be it about the behaviour of wealthy
Khmers, such as in “The Joy of Living” (1968), which
is a non-malevolent critique of the non-strict moral
standards of the Phnom Penh society of the 1960s,
or about the difficult lives of peasants as shown
in “Peasants in Distress” (1993-1994), or a strong
message against violence as shown in “An Apostle of
Non-Violence” (1996).
In conclusion, I would strongly argue that the
contribution made by His late Majesty the King
Father Norodom Sihanouk of Cambodia both to
the documentation of Cambodian history and to
Cambodian cinematography through his numerous
films is truly remarkable and has, over the years,
been one of the foundations of Cambodian cinema,
while preserving a national Khmer Identity and
culture.

H.M. Norodom Sihanouk shooting La Forêt Enchantée (The Enchanted Forest), 1967
From “Kambuja”, No.25, 1967
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Ambassador Julio A. Jeldres,
April 2013

H.M. Norodom Sihanouk shooting Apsara, 1965
From “Kambuja”, No.15, 1966

Premiere of La Forêt Enchantée (The Enchanted Forest), 1967
From “Kambuja”, No.25

Ombre sur Angkor (Shadow Over Angkor), 1967
© H.M. Norodom Sihanouk
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Premiere of Le Petit Prince du peuple
(The Little Prince), 1968
From “Kambuja”, No.45

La Joie de vivre (The Joy of Living), 1969
© H.M. Norodom Sihanouk

Tragique destin (Tragic Destiny), 1969
© H.M. Norodom Sihanouk
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EXHIBITIONS!

BIRDS OF PARADISE by Kun Sotha
Painted posters from the golden age of Khmer
cinema at Chaktomuk Theatre
The Cambodian film industry produced more than
400 films from 1960 to 1975, a time commonly
known as “the Golden Age of Khmer cinema”. To this
day, less than fifteen original film prints and only
around thirty films in VCD or VHS format have been
recovered. What remains from these countless lost
films are their music, which was sold in vinyl records,
and lobby cards reproducing movies posters, which
were distributed as advertisements. Using low
quality digital copies of those lobby cards, collected
by Cambodian movie buffs around the world, Khmer
artist Kun Sotha, continuing what he began in 2009
for the Golden Reawakening exhibition in Phnom
Penh, painted large reproductions of eleven film
posters from that era. This selection introduces the
main filmmakers, actors and music composers of
Cambodian cinema before 1975 and is a combination
of its greatest successes. The texts introducing the
lives and careers of those main figures are written by
18-year-old student Rin Chhoumvirak.

Birds of Paradise is curated by Davy Chou, with the
assistance of Lim Sophorn, archivist at Bophana
Center, and Sum Sithen, general representative of
Kon Khmer Koun Khmer.
The digital film posters, lobby cards and vinyl covers
were mainly collected by Huy Vathana, Hun Sovannet,
Pheav Phana and Donsaron Kovitvanitcha.
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The painter, Kun Sotha
Kun Sotha, born 1987, is a 2006 graduate of Batch 2 in painting from the
Reyum Institute of Arts and Culture. In late 2006, Sotha entered a oneyear workshop in that same institute. The results were an installation
in a collective exhibition and his participation in Cambodian Stories: An
Offering of Painting and Dance, a contemporary dance performance by
Japanese duo Eiko and Koma, performed in the US in 2006 and Taiwan
in 2009. Currently a member of Kon Khmer Koun Khmer, Kun Sotha
showed his first paintings based on classic Cambodian film posters at
the exhibition Golden Reawakening in 2009 in Phnom Penh. In 2013, he
has been commissioned to take part in ancient style mural paintings in
pagodas in Kampong Cham province. Sotha’s paintings have been shown
at Reyum Institute, Bophana Center, French Institute at Battambang, in
the US and in France.

The film researcher, Rin Chhoumvirak
Rin Chhoumvirak was born on 3 June, 1995 in Phnom Penh, Cambodia.
He currently studies at Royal University of Phnom Penh, Department of
Khmer Literature. His passion for Khmer cinema and music from before
1975 led him to research all kinds of information and archives (about
Cambodian past culture). Since 2010, Chhoumvirak has organized
and presented many events on the subject at Royal University of
Phnom penh, DMC, Meta House, Bophana Center, FilmCamp. He is the
founder and current manager of Preah Sorya Group, a group of young
researchers on pre-1975 Khmer films and music.

Other paintings to be exhibited:
Le Petit Prince du peuple (The Little Prince) by H.M. Norodom Sihanouk (1967)
Puos Keng Kang (The Snake Man) by Tea Lim Koun (1970)
Orn Euy Srey Orn (Khmer After Angkor) by Ly Bun Yim (1972)
Sdech Damrey Sor by Dy Saveth (1970)
Pancha Por Tevy by Chea Nu (1971)
Teav Ek by Biv Chhay Leang (1972)
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Sovannahong by Yvon Hem (1967) - © Kun Sotha

61

Tro Peang Peay (The Sacred Pond) by Ly You Sreang (1970) - © Kun Sotha
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Chamreang Eth Preang Tok by Sin Sisamouth (1974) - © Kun Sotha
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Peanorong Pongnorith by So Man Chhiv (1971) - © Kun Sotha
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Mouy Meun Alay (10 000 regrets) by Ung Kanthuok (1970) - © Kun Sotha
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From Shadows to Silver Screen:
A History of Cinema in Cambodia
at bophana center
The Bophana Center will be welcoming Memory! – the
very first international film heritage festival in Asia –
by transforming its hall into a café. This new space
will be brought to life through an exhibition on the
history of cinema in Cambodia.
The exhibition will start from the most ancient
and popular shows on screen in Cambodia: shadow
theatre. It will then trace the birth of cinema through
the work of a Lumière Brothers’ operator and silent
films produced under the French protectorate.
Next, it will present the portrait and work of the first
Cambodian film director, Norodom Sihanouk, and
display some glorious works from the 1960s’ and
1970s’ Golden Age of Khmer cinema. Following this,
the exhibition will explore how the Khmer Rouge
appropriated cinema by producing propaganda films.

This journey through film heritage will end in the
early 1980s’. At that time Cambodia didn’t have the
means to produce and show films. Books inspired
by previous Khmer blockbusters then replaced the
silver screen. Of course there has been a rebirth of
Cambodian cinema in the 1990s’ but this could be the
topic of another exhibition…
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Kong Sam Oeun in a scene from Sovannahong, directed by Yvon Hem, 1967. Collection of Donsaron Kovitvanitcha
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Soryun and the Princess Tep Thida, Cambodian film, at Phnom Pich theater, 1969. © All Rights Reserved

Women working in the fields, Khmer Rouge propaganda film, 1975-1979. © Department of Cinema and Diffusion
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Next page: Dengue Fever © Lauren Dukoff

CINE-CONCERT!

CINE-CONCERT : A GATEWAY TO FILM HERITAGE FOR
THE YOUNG GENERATIONS
Film heritage is not only for cinephilic audience. However, it is not always easy to reach audiences that are not
used to watch classics. The festival proposes an unusual gateway to cinema heritage through a cine-concert
performed by an international band, famous in Cambodia, and by a video-jockey known for his Classics mix :
Dengue Fever will perform on June 5th in Koh Pich (Diamond Island) with Alexandre Elkouby.
Dengue Fever is a Cambodian-American band from
Los Angeles that combines pop, Cambodian music
and psychedelic rock. Composed by five musicians
and one Cambodian singer, Chhom Nimol.
Up to now DENGUE FEVER has released four critically
acclaimed LPs, as well as a compilation of rare
Cambodian gems, Electric Cambodia, and the
inspiring documentary of its 2005 Cambodia tour,
Sleepwalking Through The Mekong directed by John
Pirozzi. Since the start of the band in 2002, their
creative output has led them through a multicultural
genre blend of psychedelia, surf rock, afrobeat, and
spaghetti western to name a few; while their bold
experimentations garnered praise from critics and
fans alike.
DENGUE FEVER’s inception began in the late 90’s on a
dusty, underdeveloped road en route from Siem Reap
to Phnom Penh. Ethan Holtzman was traveling with
his friend in an old, beaten pick up truck. He peered
through the window at his pallid companion who sat
in front, quietly suffering from a viral contraction
of dengue fever. Suddenly Ethan’s ears caught the
captivating melodies of 60’s Cambodian rock wafting
from the radio each time he poked his head to check
on his friend’s worsening condition. The driver’s
cassette tape was looped back to back for the entire
eight-hour drive to Phnom Penh; and as things go,
the bumpy road to the capital germinated a seed of
inspiration.
After a 6-month trek through Southeast Asia, Ethan
returned to Los Angeles with a suitcase crammed
full of Cambodian cassette tapes. At the same
time, his brother Zac Holtzman, who had discovered
the genre on his own while living in San Francisco,
returned to Los Angeles after the disbanding of his
country alt-rock band, Dieselhead. The brothers
soon reconnected over their love of vintage
Cambodian rock and founded the band, DENGUE
FEVER. With Zac designated as lead guitarist and
Ethan as keyboardist, the brothers expanded the
band with saxophonist, David Ralicke; drummer, Paul
Dreux Smith; and bassist, Senon Williams. Shortly
thereafter the members were on hot pursuit for the
ideal Cambodian chanteuse to complete their outfit.
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“We saw Chhom Nimol at The Dragon House,” Zac
recalled. “She was already a star in Cambodia and
made a living singing traditional music at Cambodian
weddings and parties.” Nimol came from a lineage of
popular singers for Cambodia’s royal court. As soon
as she reached of age, she emigrated to the States
looking for work, where she was quickly embraced
by the Cambodian-American enclave of Long Beach,
California.
When approached by the Holtzman brothers, Nimol
hesitated. After several missed band rehearsals, she
eventually signed on as DENGUE FEVER’s lead vocalist
when she realized the band shared a genuine passion
for the folk and popular culture of her native country.
As a child she was familiar with the golden era of 60’s
Cambodian rock and pop music, a cultural movement
headed by Sinn Sisamouth and Ros Sereysothea, two
musical icons whose lives were brutally cut short
by the Khmer Rouge’s draconian regime. Nimol,
who was born in Battambang, the same city as Ros
Sereysothea, did not want them to be forgotten after
their senseless deaths; she longed to shine a light on
their beautiful oeuvre.
“When we first witnessed the power of Nimol’s voice
filling the hall,” Ethan recalled. “My brother and I were
floored. We knew that she was the one.” The singer’s
impressive chops, aglow with luminous vibrato and
hypnotic stage presence befitted the band’s driving
Cambodian psych rock vibe.
DENGUE FEVER was an immediate hit, both in the
Cambodian clubs of Long Beach and LA’s rock venues
from The Echo to the Hollywood Bowl. Eminent
musicians from around the world took notice of the
band’s rise. After playing an inspired set on the Jools
Holland Show, Ray Davies, from the Kinks, touted
them «a cross between Led Zeppelin and Blondie.”
They won LA Weekly’s Best New Artist Award in 2002,
and actor/director Matt Dillon asked them to record a
Cambodian version of Joni Mitchell’s “Both Sides Now”
for his directorial debut City of Ghosts.
DENGUE FEVER’s musical sensibility has always
featured the members’ diverse and progressive
approach to songwriting and arrangement. Their
eponymous debut (Web of Mimicry) predominantly

© Chean Long

featured covers of Cambodian classics, a poignant
and rocking tribute to the singers and songwriters
who perished under the Khmer Rouge.
DENGUE FEVER’s uniquely accessible multicultural
sound has allowed them to transcend physical
borders as easily as musical ones. Beyond their
popularity in the United States and Cambodia, the
band has toured to hungry audiences all over Europe,
as well as Turkey, Vietnam, Brazil, Mexico, Laos, and
New Zealand.

In 2012, DENGUE FEVER announced the launch of
its homegrown label, TUK TUK Records. The band’s
newly established independence marks yet another
chapter in the continual evolution of a group unlike
many in the Los Angeles music scene.
Alexandre Elkouby is a French VJ and has performed
with several bands blending music and cinema
(notably “Tati Concerts” with Rachid Taha in Tangiers,
with Mathieu Chedid at La Rochelle International Film
Festival, or at the Berlin International Film Festival).

Real World Records Founder and musician, Peter
Gabriel described DENGUE FEVER as: «They’re
California-based but have taken ‘60’s Cambodian
pop as their main source of inspiration and it’s done
with style. It’s spirited, impassioned.» Two songs
from Venus, “Sober Driver” and “Tiger Phone Card,”
featuring Zac and Nimol’s humorous, lovelorn duets,
are instant crowd pleasers during live shows. Both
songs touch upon relationship difficulties ranging
from drunken callousness to the unbearable
loneliness of a long distance affair between New York
and Phnom Penh.
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Next page: © Technicolor Foundation

CONFERENCES
ABOUT
FILM HERITAGE

PRESERVE, RESTORE AND CIRCULATE FILM
HERITAGE: FORUMS
Beyond the screenings, MEMORY is also the occasion of reuniting cinema and film archive professionals,
including students and public officials to discuss the means available for heritage preservation share
experiences in this field, create new strategies and encourage joint efforts to save a common heritage;
but most of all, make this heritage accessible to all.
Films are endangered everywhere in the world if
they are not well preserved (notably by respecting
humidity and heat control). Over 90% of films
around the world made before 1929 are lost
forever, as well as half of all American films made
before 1950.
As films are part of the memory of a nation and
humanity, they need to be taken care of. This
is the mission of film and audiovisual archives,
cinematheques. Depending on climate conditions,
cinema history of the country, political situation
past and present, the heritage will be more or less
accessible, more or less preserved.
But the mission of such entities, whatever the
latitude they are based, is to collect films, search
for them when they are considered to be lost,
preserve them in safe locations and enable access
to them. At the digital era, the question is also to
migrate from photochemical to digital media. This
is costly and require a heavy organization. Some
films may benefit from a digitization and —for
the few lucky ones— from a full restoration, but
this is a long and expensive process. However all
films should be looked after, no matter if they are
minor or major works, fictions or documentaries,
newsreel footage or rushes. This memory is our
heritage and future generations should be able to
have access to it.
Forums, open to large audience, will comprise
several modules related to film heritage with
international film heritage speakers.
Who is taking care of film heritage ? What is
a film archive ? What for ? How ? For who ?
Various projects in Asia will be presented to
illustrate the diversity of such entities, public or
private, and also original initiatives such as the
recent project of Film preservation Summer School
in Singapore…
A special attention will payed to lost film search :
some films are considered as lost, but can be found
as the cinema travelled a lot.

And the digital revolution will be at the heart of
discussions : what are the consequences of the
profound changes arising from the spread of digital
technology, both in preservation/restoration
methods and in the emergence of new forms of
distribution
Restoring damaged films : a long and heavy
process, for happy fews, but necessary
- Priorities : The question of which film to restore
first is a real dilemma: should priority be given
to a film in danger, a film that has remained
unscreened or a work that now resonates with the
world and is ready for general distribution?
- Respecting the original: while digital technology
offers almost limitless possibilities, research is
necessary to ensure we remain attentive to the
original conditions of a work’s creation and to the
director’s intentions.
- Enabling a large release of the film once restored
is a key aspect of such projects : the international
network of festivals is more and more open today
to displaying film heritage
Each archive may prepare and present a
restoration project that will be presented. The idea
is to enable the project to go forward in the best
possible conditions.
Programming Heritage films to reach the
largest audience possible
- Programming, spotlighting, promoting and
distributing film heritage
- Basic rules and golden rules for programming and
reaching the widest possible audience, in particular
the young generations.
- The role of festivals and cinematheques, as well
as distributors and theaters.
And a specific focus on the historical theaters,
mostly in danger but at the heart of cinema
heritage.
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Next page: A Trip to the Moon – original color version - (1902)
by Georges Méliès (France)

FILMMAKERS
AND
FILM HERITAGE!

Martin Scorsese

© Brigitte Lacombe

Born in 1942, Martin Scorsese is an American film
director, screenwriter, producer, actor, and film
historian. Scorsese is widely regarded as one of
the most prominent and influential directors
of all time, directing landmark films such as
Mean Streets (1973), Taxi Driver (1976), Raging
Bull (1980), Goodfellas (1990), Casino (1995), The
Departed (2006), Hugo (2011).
In addition to his work as a filmmaker, Scorsese is a
champion of film preservation and education. In 1990
he established The Film Foundation, a non-profit
organization dedicated to preserving motion picture
history by providing support for archives and film
restoration projects.  In 2007 he founded the World
Cinema Foundation, which works to preserve, restore
and distribute neglected films from around the world,
particularly from countries without the financial and
technical means to do so.
He is a recipient of the AFI Life Achievement
Award for his contributions to the cinema, and has
won an Academy Award, a Palme d’Or, Cannes Film
Festival Best Director Award, Silver Lion, Grammy
Award, Emmys, Golden Globes, BAFTAs, and DGA
Awards.
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There’s so much left to discover in the history of
cinema. This may seem like an obvious notion, but it’s
worth repeating.

And, of course, there’s so much more out there that
needs to be done. Again, the work is constant, the
situation urgent.

Of course, we all write our own history of cinema. And
every picture we see informs our experience of every
other picture, of the way we look at the evolution of
movies as a whole.

I was recently asked to reflect on the question of
why film preservation is important. And I wondered,
how on earth could it not be? No one questions
the importance of the preservation of painting or
literature or music, and they should no longer ask
this question of cinema. The ongoing stewardship
of any and every art form is fundamental to the
life of any and all cultures, and to the formation of
a meeting ground between cultures. But it’s also
important to remember the unique properties of
cinema as a recording medium. Right from the start,
it has offered us something rare: the power of vision
and the ability to witness the world as it shifts and
changes. It has always given us a fresh angle on who
we were, who we are, who we could be. Sometimes all
in one image.

Over the last few years, along with everyone else, I’ve
become increasingly conscious of cinema from all
over the globe – from Korea, from Central Asia, from
Argentina and Mali. We’ve all known that the history
of film was an even bigger and more complicated
story than the one we learned in the 50s. But to
actually experience this shift has been a source of
wonder.
Almost 20 years ago, I came together with other
directors and started The Film Foundation in order to
encourage the studios and the archives in the United
States to work together in the preservation and,
when needed, the restoration of American cinema.
A lot has been accomplished during that time: 500
titles have been restored and counting. The work is
constant, and so is the sense of urgency. We’re all
in a race against deteriorating film stocks, limited
manpower and, in certain cases, insufficient storage
conditions.

So film preservation isn’t just important. It’s
essential.
Martin Scorsese

As time went on, I realized that there was a need for
assistance in nations facing greater difficulties than
we’ve known, and with little money to spare on the
creation and maintenance of a functioning archive.
A few years ago, we started another, different
organization called the World Cinema Foundation,
dedicated to the restoration, preservation and
presentation of pictures from countries in need
of extra assistance. As of today, we’ve restored 18
titles with Gian Luca Farinelli and our partners at the
Cineteca di Bologna, from Morocco, Senegal, Turkey,
Indonesia, South Korea, Taiwan, Mexico, Hungary,
India, Egypt, and Kazakhstan, to name a few. Some
of these films, like Ahmed El Maanouni’s Trances or
Shadi Abdel-Salam’s Al-Momia or Edward Yang’s A
Brighter Summer Day, are pictures I’ve always loved,
and seeing them again restored to their full beauty
is like seeing them for the first time all over again.
Others, like Ermek Shinarbaev’s Revenge or Kim KiYoung’s The Housemaid or Redes, a film made by Fred
Zinnemann and Emilio Gómez Muriel in Mexico in the
30s, were new to me and to many others as well.
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Cinema Memories
from Cambodian Classic Filmmakers
Tea Lim Koun

© Dario Lehner

“I was interested in cinema from a young age. When
foreign movies started to be shown in Cambodia, I
watched all kinds of movies, good and bad, to
understand the differences between the two. One
of my favorite films was River of No Return by Otto
Preminger, with Marilyn Monroe and Robert Mitchum.
First of all, I loved panoramic sceneries. In River of No
Return, there were many amazing shots of beautiful
sceneries, especially from the cliffs down to the river
showing the actors riding on the raft. Back then, it
wasn’t easy to have those kinds of camera shots,
especially when the river was rough. The song “River
of No Return” is a beautiful song with a nice melody.
When I watched that movie, I admired the movement
of the camera and the angle of each shot. The
mountains, the river, the song and each movement
of the camera made this film unforgettable.
Back then, in Cambodia, people were watching Indian,
Thai and Chinese movies, so my goal was to make
movies to draw our people’s attention to Cambodian
movies and to have Cambodian movies shown in other
countries. That is what motivated me to make good
movies.”
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Biography:
Tea Lim Koun was born in Kien Svay, Cambodia,
in 1934. Two of his movies that conquered the
international market are Puos Keng Kang (The Snake
Man, 1970), which won an award at the Asian Film
Festival in Singapore and was shown in Thailand,
Philippines, Malaysia, Hong Kong… and Puos Keng Kang
part 2 (The Marvellous Snake, 1972), which won an
award at the Asian Film Festival in Taipei, Taiwan. His
other films, all great successes, are Leah Huey Duong
Dara, Vil Vign Na Bong, Ork Leah Tronoum, Peov Chouk
Sor, A Chey Neang Krot and A Chey Hal Sreuy. Puos Keng
Kang and Peov Chouk Sor, shown at the Forum of the
Berlin International Film Festival in 2012.

Ly Bun Yim

© Guillaume Orignac

“I fondly remember watching Sun Bun Ly’s Kar
Pear Prumjarei Srei Turakut, and thinking that I
could do better than that. What interested me the
most in cinema was the technique. I loved The Ten
Commandments by Cecil B. DeMille (1956), because I
loved how they shot God, the magic, and the moment
where Moses parts the sea.”

Biography:
Ly Bun Yim was born in 1942 in Kompong Cham
Province. In 1961, he set up his own production
company, Runteas Pich, and made his first film,
Runteas Kroursa (Thunderbolt in the Family), which
was a great success in Phnom Penh. There followed
a number of films directed by Ly Bun Yim, with huge
successes such as Sobasith (1965), Puthisen Neang
Korngrey (12 Sisters, 1967) and Orn Euy Srey Orn
(Khmer After Angkor, 1972). In 1966, he bought a
cinema in Phnom Penh, and a second one in 1974. Ly
Bun Yim was able to flee to Vietnam in 1976, and he
then emigrated to France. In 1985, he founded Flash
Diamond Movie Production in California, which made
a series of videos and promotional films for local
companies. In 1994, Ly Bun Yim returned to Phnom
Penh, where he now lives. Puthisen Neang Korngrey
was shown at the Forum of the Berlin International
Film Festival in 2012.
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H.E. Mao Ayuth

©John Vink/ Magnum Photos

“When I was a kid, I loved watching films with Charlie
Chaplin ‘in the box on the bike’, as there weren’t
many movie theatres in Kampong Cham. Then
I moved to Phnom Penh in 1958 to live with my uncle,
the famous music composer and author Peou Sipho,
and I started writing with him. In 1958, I also met
H.E. Ieu Pannakar, and decided that I wanted to be
a film writer. I kept going to see movies. I clearly
remember watching The Cranes are Flying by the
Russian filmmaker Mikhail Kalatozov, screened on
Sisowath Highschool’s football field, in Phnom Penh.
Another day, I didn’t have enough money to buy a
ticket to watch the new Charlie Chaplin’s film. My
friend found a used ticket. He copied it to make two
new tickets and we cheated the ticket inspector.
Charlie Chaplin was my idol because even though
his films are silent, he makes the audience laugh.
Everybody can watch his films. His skills were perfect.”
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Biography:
H.E. Mao Ayuth was born in 1944 in Kampong Cham.
He joined TVRK as Floor Director and was eventually
promoted to Program Director in 1975. In 1979, he
joined the Ministry of Culture and Information as
Deputy Director of the Cinema Department until
1992 when he became Deputy General Director of the
National Television of Kampuchea. In 1994, he was
appointed General Director of the National Television
of Cambodia.
H.E. Mao Ayuth is a producer and scriptwriter. He also
writes lyrical, epistle and satirical poetry.
He directed 9 films: Beut Phnek Hek Troung (1973),
Chet Chong Cham (1989), Chong Srol (1990),
Chhaoeung Andeth (1991), Klin Del Rasay (1991), Andat
Dos Chhoeung (1992), Cheung Mek Dach Sroyal (1992),
Samdey Chong Kroy (1992) and Nesat Kropeu (2005).
He is currently the Secretary of State in the Ministry
of Information and President of the Association of
Television Stations of Cambodia.

Ly You Sreang

© Guillaume Orignac

“When I was in high school, I used to watch many
foreign films in the movie theatre in Kampong Cham,
but I wasn’t yet really interested in them. In 1961,
I was 18 and I moved to Phnom Penh to live with my
older brother, Ly Va, who was already a filmmaker.
I helped him with shooting, and he advised me to
watch and study American films. How to understand
the images. How they made a tracking shot, a close
shot… And I started to love cinema. I loved the films
with love, drama, and violence. I remember one film in
particular, The Exorcist, that I admired because it was
a small budget film but it generated a lot of money.
In 1965, I stopped studying at university and started
making my first film, Chan Nameung. I have to say that
it is making films that gave me the passion
for cinema.”

Biography:
Ly You Sreang was born in 1944 in Kampong Cham.
Following in the steps of his older brothers, Ly
Bun Yim and Ly Va, he started his own production
company, Hemapean Pheap Yun, at the age of 19
and directed his first film, Chan Nameung, in 1965.
He directed 18 films, among which the huge
successes Tror Peang Peay (The Sacred Pond, 1970)
and Beysach Kror Mom (The Virgin Demon, 1973). All
his films have been lost.

Thanks to Lim Sophorn
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Apichatpong Weerasethakul

Lives and works in Chiang Mai, Thailand
Apichatpong Weerasethakul began making films and video shorts in 1994 and completed his first feature in
2000. Lyrical and mysterious, his nonlinear works deal with memory and subtly invoke social issues. He works
outside the commercial Thai film industry, devoting himself to promoting experimental and independent
filmmaking through his production company Kick the Machine Films, which he founded in 1999. In 2010, his
film Uncle Boonmee Who Can Recall His Past Lives won the Palme d’Or at the Cannes Film Festival, France.
Weerasethakul has also mounted exhibitions and installations, including the multi-screen project Primitive,
2009, which was presented at Haus der Kunst, Munich, Germany (2009); Musée d’Art Moderne de la Ville de
Paris, France (2009); and the New Museum, New York, USA (2010), among other venues. In 2012, he created the
online film Cactus River for the Walker Art Center, Minnesota, USA, and was featured in Documenta 13, Kassel,
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Feature films

2010 - Uncle Boonmee Who Can Recall His Past Lives / Lung Boonmee Raluek Chat
2006 - Syndromes and a Century / Sang Sattawat
2004 - Tropical Malady / Sud Pralad
2003 - The Adventure of Iron Pussy / Huajai Toranong
2002 - Blissfully Yours / Sud Sanaeha
2000 - Mysterious Object at Noon / Dokfar Nai Meu Marn
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Ghosts in the Darkness
Outside the hotel window in New Delhi, green jungle
stretched out as far as the eye could see, far out
into the distance so it became a dim white haze. The
hotel window was locked shut, so you could not tell
how enticing the strange smells of this beautiful
polluted haze might be or of the heavy oppressive
heat outside.
A city filled with traces of history that had swallowed
up people throughout its thousands of years. It was
not difficult to see the ghosts of several centuries
past, busily walking to and fro, beautiful and
handsome with their dark skins and white teeth and
light flowing robes, and to look right through them to
the traffic beyond.
I tried thinking back to the Thailand of thirty years
ago. I realized that my memories of the time I was a
child in Khon Kaen were vague, like something that
had happened a thousand years ago. Had Khon Kaen
changed so much since then that it was so difficult
to picture now? Even more difficult than trying to
visualize India, having arrived in the country only a
few days ago with nothing more than information
from travel books.
I think this is one of the reasons I make films: my
personal memories are always interwoven with those
from various other sources, reading, listening and
travelling (my own travels and those of others). It
was hard then to remember the real past clearly, so
I made films without knowing how true they really
were. This was an important detail; it was like waking
the dead and giving them a new soul, making them
walk once more.
It is the same when writing, sometimes it is just our
imagination, arising from our desire to remember, as
Gabriel García Márquez wrote: “The memory is clear
but there is no possibility that it is true.”
My father said that years ago Khon Kaen was jungle;
the Khon Kaen that I remember was jungle too and I
wanted it to be that way, a green and shady place. In
the middle of this jungle was a wooden house on the
hospital grounds; my parents were doctors there.
My parents liked to take their children to the cinema.
My earliest memories are of a helicopter hovering
in the air and money falling from the sky into the
sea, hundreds and thousands of bank - notes flying

around in the air, with loud and furious shooting. It
is the only thing I can remember from this Thai film.
I don’t even know whether or not the starring actor
was goodlooking or not.
All this overlaps with a picture of my mother and
myself, small and dressed in school uniform,
standing in front of our house early in the morn ing.
I had just finished bathing and was waiting happily
for the monks to pass by on their alms round, so as
to make merit. I would like to remember the time
when I was still in my mother’s womb, but I don’t have
the concentration for that. So the helicopter and
the alms round are really my first two interwoven
memories, one of happiness and the other of films,
both of which I am still captivated by today.
Around seventy or more years ago, when people in
the west would go to a film premiere, you needed a
beautifully designed invitation in order to attend and
you would wear a suit or an elegant evening gown to
show off your wealth. In the jungles of Khon Kaen it
was the same, going to see a film was an event that
had to be properly prepared for. You had to travel to
the cinema to buy the tickets, wait in the queue, look
at the posters and buy your refreshments, almost
like a sacred ritual. No matter how bad the film was,
it would always seem better for this. On looking
back, I don’t think I ever saw a bad film before I was
eighteen. Luckily there were no videotapes at that
time, so there were cinemas scattered around town,
like temples, making it seem a more cultured place.
Once I travelled to see the first Thai cartoon called
The Adventure of Sudsakorn [1979], probably at the
Rama cinema near my parents’ clinic. Sitting in the
darkness, I was amazed at the Thai designs on the
costumes, the ornamentation on the dragon horse
and the artistically imagined ocean waves.
I thought to myself how clever Payut Ngaokrachang
was, and how we didn’t have to watch Japanese
cartoons any longer – we could make our own now
and they were so much better. I wanted to draw
cartoons too, and eagerly awaited part two of
Sudsakorn.
The various names given to the cinemas in that
jungle town were interesting too. For example ‘Rama,’
which maybe came from the Greek suffix orama,
meaning: to see, or that which is seen. It was also
used in words that appeared in America, for instance
Cinerama and Odorama. It could be, though, that
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View from the hotel in New Delhi
(Photo Credit: Apichatpong Weerasethakul)

the word came from India, where the name Praram
(Rama) originates; this might explain why the name
of the cinema close to the Rama was called Raja.
Actually, the first film show in Asia – with films by
the Lumières – was in Bombay, in 1896. From there,
films spread out to the other port cities like Shanghai
and Kobe. By the time they reached Khon Kaen six
or seven decades later, the names of the cinemas
had mutated into local versions, such as Khon Kaen
Cinema, Banterng - chit Cinema, Kaen Kham Cinema,
until a decade later when American films took over
the world and cinemas appeared with names like
Prince.
The Khon Kaen and the Raja would show films from
the west and they both had a small glass room for
the last row of seats, called the soundtrack room. It
was a room where you could listen to the ‘real’ voices
of the actors. It seemed to be only for a select few
since you had to pay more. Our parents always took
us to sit in the glass room. I suppose they wanted us
to learn English. But you could always hear the Thai
dubbed soundtrack filtering in from outside. It made
watching those films special, to be able to listen to
them in two languages at the same time.
There were times however, when we chose to sit
outside the glass room in order to understand
the film better. This was where I came to know
“Konjanard.” When the trucks advertising the
upcoming films would drive up and down the local
roads, with their beautifully painted posters,
a resounding voice would always finish off the
announcements, “Thai dubbing by Konjanard.”
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He had a special talent: he could “play” every
character in the film, men and women. It seemed a
bit strange sometimes, when the voice of a female
character on the screen was a little too deep, or when
the mouths didn’t move while the characters were
conveying their emotions. This, though, was one of
the attractions of watching a film; audiences became
as captivated with the voices of Rong Kaomoon kadee
or Juree Osiri (who dubbed films into their old age)
as they did with the Thai films themselves. It’s not
surprising then that Thailand didn’t change to sound
on film until the 1980s, decades after many other
countries, with us thinking all the while that live
dubbing was customary around the world.
I have only recently found out that this tradition of
dubbing films live originated in Japan and was called
‘Benshi.’ Its influence spread from there to only a
limited number of countries, namely Taiwan, Korea,
and Thailand. Today in Japan there are still around
one hundred Benshi performances a year.
I was lucky to see and learn more of this while I was
in India. There I saw a Benshi performance presented
with a silent 16mm film by Kenji Mizoguchi. The Benshi
would sit up front, at the side of the stage, looking
very important, his speeches deeply moving. At end
of the film, the heroine was condemned to death for
the unintentional killing of the villain, who had tried
to rape her. The hero, a lawyer, was so sorry that
he put a gun to his head and killed himself too. As I
watched, I thought of Konjanard and how talented
he was, just as talented as these artists here, even
though I still don’t know what he looked like.

Joe (center) and his mother
(Photo Credit: Apichatpong Weerasethakul)

When the Kaen Kham cinema opened, it was as if it
had been sent down from heaven. It was very close to
our house at the hospital, and if you were determined
enough you could walk there. The cinema opening
was a grand affair; it was the biggest cinema in Khon
Kaen and in the eyes of a child it was comparable
to the Coliseum in Rome. As you walked into the
darkness you were embraced by its magnificence,
and surrendered yourself to the pictures you saw.
The Kaen Kham opened when Thai films were popular,
most of them period films, praising patriotism. Local
traditions were being revived, for example in the films
Plae kao [The Scar, 1977] and Leud Suphan [1979; both
directed by Cherd Songsri]; Khon Phukao [Mountain
People, 1979] and Look Isan [Son of the Northeast,
1982; both directed by Vichit Kounavudhi]; Gno ba
[The Sagai, 1980, directed by Prince Bhanubhan
Yukol] and Phantay Norasingh [Oarsman Norasingh,
1982, directed by Neramitr]. I remember the letters
on the posters of these films – they were huge, as
large as the films themselves. Some were Thai style
design, some were curving panoramas, like soaring
cliff-faces.
These cinemas, where I was introduced to two great
teachers, Vichit Kounavudhi and Cherd Songsri, were
beyond compare. The two directors used scenes
from the Thai landscape beautifully. Even when they
filmed buffalo, they were beautiful. When they filmed
the villagers, some fully clothed, some not, you could
smell the earth. It was as if I was seeing the beauty of
this jungle where I lived for the first time.
There was one film I saw at Kaen Kham, a film by
Somphot Saengduenchai called Paendinwipayoak

[1978]. The letters of the film title were rows of
chipped and crooked stone. Filmed in 70mm, it was a
love story set in the midst of a disaster. The leading
character was the Pra That Phanom Pagoda. At the
end of the film it was struck by lightning during a
storm, and it crashed to the ground. It was just as
well that the story was taken from a real event.
If they had used any other temple or ancient site
instead (think, for example, of the Temple of the
Emerald Buddha) the filmmakers would have been
in deep trouble – perhaps to the point of losing their
heads!
These films were probably influenced by western
disaster films of the time, such as Earthquake and
The Poseidon Adventure, or the Japanese films like
Ultraman, made in the traditional style of Godzilla,
with miniature models of towns and houses being
destroyed and people milling around, and dying, like
ants.
Nevertheless, Paendinwipayoak was a special film
that made a lasting impression on me, because
Phra That Phanom played its part wonderfully. You
could say that it was the best-directed piece of
architecture ever in Thai cinema, much stronger
than the two leads, Sorapong Chatree and Piyamart
Mornyakul, who were also skilled actors. In the film,
the heroine sits on the river bank wearing a Thai
costume; the hero leads a buffalo there to catch
a glimpse of her. The scenes of their courtship,
prolonged and elaborate, were set amidst nature. In a
room, the lovers would look into each other’s eyes for
several minutes before speaking, a long silence very
fitting for a forbidden love.
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Another thing worth mentioning is the fact that the
film was made in a village up-country. I’m not sure if
it was the actual site of the story, in Nakhon Phanom.
There were many villagers walking around in clouds
of dust. They filmed the local custom of parading
the cat for rain, playing local music and dancing in
particularly long scenes.
I have to think of silent movies, made by westerners
about exotic tribes in faraway lands, such as China
or Africa. They would take back these films to be
shown at home, like selling creatures from strange
uncivilized lands. The films Paendinwipayoak and
Khon Phukao were just the same. They were filmed
up-country, just taking the outer shell of local
traditions and then selling them, like the Tourist
Authority of Thailand does today. It was special then,
though, for people now began to experience prepackaged culture.
The Paendinwipayoak I saw as a child gave me as
much pleasure then as computer games do for
children today. The excitement would build up on
several levels, starting with raging storm winds,
then caves tumbled in, the jungle waters flooded,
mountains split apart (really), the earth subsided
and lightning struck, up until the climax when Phra
That Phanom was destroyed. Even though the film
was based on a true story, the facts of the disaster
were added to and exaggerated a hundred fold so as
to show off the special effects, which made watching
the film so satisfying. Several scenes emphasized
the fact that there was no such thing as democracy
in films; because of this couple’s love, the always
innocent villagers would be dying in droves. Some
of the extras were exceptional actors too, but they
would only play slaves, running around screaming
and dying, falling down like rows of felled sugar palm
trees.
In those days the country was still rather wild and
there was not much for sale in the local marketplace.
Several times after returning home from watching
a film, I would make models of what I had seen. After
watching this film, I rushed home to make a model
of the Phra That Phanom. I cut up paper to make
carefully drafted models; then I used stickers to put
them together from the base to the spire and colour
pencils to draw the designs. I could still draw them
from memory today, having made several models
in order to destroy them; I also made plasticine
models. Sometimes I thought it would be such a pity
to destroy them, so I just drew in all the cracks and
pretended that they had already been struck by
lightning.
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Several years later, when I was a student of
architecture I had the opportunity to visit the actual
pagoda in Nakhon Phanom. I was not particularly
impressed with the renovated building, which
looked too perfect, just like any ordinary concrete
structure. It had no sensitivity. It was strange that
the real thing did not seem as sacred as the illusion
on screen. Perhaps someone should try and re-make
this film. I would like to see if they could revive the
Phra That Phanom and make it look as good as the old
version did.
I remember making a model of a big crocodile after
watching the film Kortaikiem. However, there were
some models I couldn’t make, such as the bear from
Grizzly or Piranha. The end of my model-making days
came with the arrival of the Spielberg film E.T. when
models of E.T. began to be sold in the local market,
complete with illuminated finger tips.
Kaen Kham would usually show Thai films I attended
regularly until the arrival of films by the director Jazz
Siam called Kon Sorng Jao [1989] and Hong 2 Run 44.
Chintara appeared on screen, looking strange in a
school uniform, eventually changing her clothes to
become a reporter who uncovers the wicked plans of
an evil man. She starred in another film called Yuea
[Victim, 1988], in which she was raped and murdered
by a gang of teenagers – in the middle of the film, like
Janet Lee in Psycho. I believe Yuea was based on a
true story.
Thai films at that time could be compared to an
animal adjusting its eyes to a new world – they were
evolving. The stories started to reveal the evils in
society; the leading ladies were working women now,
but also “bait.”
As VHS video arrived in the jungles of Khon Kaen,
we saw that there were many other gods dwelling
in other cities, such as Fellini, Antonioni, and
Godard. And as we became more sophisticated, the
entertainment of watching Thai films gradually fell
away. Our local gods weren’t able to make films with
buffalo anymore. Like the motorized plough, there
were many developments in the industry. Cinema
was no longer an elegant affair, no suits or evening
gowns, no more waiting in the queues to buy a ticket
either.
Luckily, Cherd Songsri had his successors, and there
were others who had accompanied him, such as
Khun Toranong Srichua. He was not an aristocrat,
he was a regular person like the villager played by
Sorapong Chatree in the film Plae Kao. Toranong

Mountain People, The Scar,
Kampuchea (left column),
The Adventure of Sudsakorn,
Paendinwipayoak

91

The Spot Cinema in Taipei
(Photo Credit:
Apichatpong Weerasethakul)

made the raw film Kampuchea [1985], dragging
Darin Kornsakul deep into the jungle, searching for
a new world born out of desire, a seventh heaven. He
brought mamasans and prostitutes onto the screen,
a slap in the face of progress. It turned old scars into
fresh wounds, fresher than the entrails being eaten
by the ghosts in every episode of Haunted House.
I ask myself: Who could make these films today?
It’s a pity that there are no longer such searching
souls, neither in the stories nor in the making of the
films. You could say there is no toranong [pride] like
Toranong’s in Thai cinema.
One of Toranong’s masterpieces, which hit you so
hard you were unable to forget it, was Ubatihoat,
or Bangkok Emergency [1988]; it was more
dangerous than Bangkok Dangerous. In this film Likit
Eakmongkol played a criminal who had kidnapped Sek
and held him hostage. Maybe it was a bit like the Hong
Kong films that used incredible amounts of munition,
but the heated excitement of the film was original
Thai; no filtering, blood was blood.
They didn’t try to pair off Sinjai, who plays a reporter,
with Apichart, who plays a young policeman; nor did
she fall in love with Sek or Likit, whose wife was not
particularly beautiful either. The extras acted really
well, too, as did the doctors and nurses. They were
not like the ‘professional’ extras in today’s films.
Toranong really confronted the audience with his
story. In the film young Sek begins to sympathize
with Likit, and eventually helps him. He finds out that
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the real villain is a politician; finally he becomes the
gunman himself, killing the godfather.
Before proceeding, I would like to talk about the
Prince, the newest cinema built around that time.
It was the final breath of happiness. The Prince
cinema was splendidly majestic. There was still the
usual glass room, catering to Khon Kaen University
students who wanted to practice their English.
Depending on the situation, they were willing to
show any kind of film, both Thai and foreign. The
students also had to adapt, just like Thai cinema,
to a society that was gradually developing with its
education. It could be compared to cutting down old
trees. The experience of going abroad to study felt
quite different in Prickkeenoo Gap Moo Ham [1989,
directed by Somjing Srisupap] than in earlier films.
Before, you had a love story surrounded by the usual
tourist views of foreign places, twodimensional
“scenery” so to speak, whereas Prickkeenoo Kap Moo
Ham was about entering and adapting to that foreign
culture (both for the actress Janjira Jujaeng and
the audience), struggling with it in order to survive
mentally.
Tai Entertainment Co. turned the industry completely
upside down and changed it into what it is today.
Whether it was for the better or worse, depends on
your viewpoint, but the film from this company which
impressed me the most was Ya Bork Wa Tuer Barb
[1987, directed by Thanit Jitnukul]. A courthouse
drama starring Sinjai Hongtai, the film played out in
just a few locations, at home, at work, and in court.
There were no views of San Francisco or the Golden

Quan Y, Vietnam
(Photo Credit:
Apichatpong Weerasethakul)

Gate (just a boat landing on the Chao Phraya River).
Sinjai’s hair was cut short (not untidy like Janjira’s),
looking neat like a quiet storm. If she had competed
for the Oscar, she would have won the Best Actress
award by unanimous decision; she would have beaten
Jodie Foster in The Accused.
As I mentioned before, all the films I saw before I
turned 18 were good – although I’m not sure how
old I was when I saw this one. Before the cinemas
and audiences were rounded up and driven into
department stores to become a new generation of
ghosts, Jintara Sukkapat, Darin Kornsakul, and Sinjai
Hongtai were the best Thai actresses.
The reason I call the audience ghosts is because
it reminds me of a short story I read a few years
ago. It was said to be a true story that took place in
Udon Thani province. Coincidentally, I just found out
that it is about to be made into a film by Five Star
Productions. As far as I can remember, the story went
something like this: The main character was a man
with a travelling cinema show, he made open-air
presentations in villages and temples. One day a very
mysterious man hired him to show a film in a temple
that was a long way off. By the time he had arrived
and set up the projector and film screen, it was
after dusk. Gradually people started to arrive in the
darkness. While the film was running, the audience
all sat still in an orderly fashion, their eyes looking up
at the screen. They did not show any emotion, nor did
they speak to one another until the film ended. Then
they all got up and wandered away. At dawn the next

day the film-show owner realized that he was in the
middle of a cemetery, and that he had been paid to
show a film for ghosts.
When I finished reading this story, I felt sad: even
ghosts wanted to watch films, just like every one
else. They were ghosts that still wanted to dream;
they paid their final offering of money to buy dreams,
which was film. If you notice the people around
you while watching a film, you will see that their
behaviour is like that of ghosts, lifting up their heads
to look at the moving images in front. The cinema
itself is like a coffin with bodies, sitting still, as if
under a spell. The moving images on the screen are
camera records of events that have already taken
place; they are remains of the past, strung together
and called a film. In this hall of darkness, ghosts are
watching ghosts.
I felt the same way last month, when I had the
opportunity to visit an arthouse cinema in Taipei
called Spot Cinema. It is run by a well known film
director, a god, Hou Hsiao-hsien, and is supported by
the government which had donated the premises.
The decoration inside was marvellous. There was a
bookstore, a shop selling DVDs, a restaurant and a
coffee shop called Café Lumière. In several corners
there were stills from Hou’s films, proudly used as
decoration. On the stairway ceiling was a large black
and white photo of a man riding a motorcycle with a
girl sitting behind him, a scene from one of his classic
films. The person showing us around was a man well
past middle-age; he pointed to the picture of the
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The dead Kaen Kham cinema in Khon Kaen
(Photo Credit: Apichatpong Weerasethakul)
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young man on the motorcycle and said that they
had been in the same class at school. It affected me
deeply as I heard this; it wouldn’t be long now before
everyone here would become ghosts. The old man
showing us around was wearing glasses and already
showing grey hair, but his friend on the motorcycle
would always remain the same age.
Just as we like to look at ghosts, we seem
instinctively to want to enter dark halls; we are
excited by the prospect of hearing stories that
emanate from that light in the darkness. It is like
returning to our mother’s womb, fleeing there for
safety, like the time during the war in Laos, when
people living on the Ho Chi Minh Trail, the trail created
by the communists to send supplies to the Vietcong
in southern Vietnam, were attacked by phosphorous
bombs during an air raid and took refuge in a cave;
hundreds of them were killed there by poisonous
gases. The cave is probably still full of bones, ranging
from small children to adults. If you went to see it
now you might see real ghosts there – you wouldn’t
need a film.
Another effect the war had on caves was on Cat Ba
Island in Vietnam. The story goes that during the war
convoys of injured soldiers were brought there. From
the ships that landed at Halong Bay, the wounded
were carried into the tropical jungle and up the hills,
to a mountain which was hidden from the outside
world. They entered a cave called Quan Y. Inside was a
maze of rooms just like a mummy’s tomb in Egypt.
Incredibly, this cave was a hospital, complete with an
X-ray room, operating theatre, conference room and
table tennis room. As you walked further in, it opened
up into a huge cavern which was used as a cinema.
Try to imagine a hospital inside a mountain, and then,
amazingly, a cinema inside that hospital. At one end
of the cavern there was a small pool used for bathing
and rehabilitation while watching films.
When you think of the soldiers lying there, watching
moving images on the stone walls in front of them,
you come to the conclusion that we watch films
instinctively, as therapy for mental or emotional
pain. Tens of thousands of years ago, when our
ancestors were living in caves, they often drew on
the walls of the cave, showing us how they lived their
lives. It seems to be an unknown force in our blood.
Looking at it like this, you could say that cinemas,
whether inside or outside department stores, are our
modern day caves.
Recently, returning to Khon Kaen, I drove past a
concrete complex built a long time ago. Some of the

shops were closed up with no one living there, but
looking straight ahead you could see the cinema
that was once the Kaen Kham. It was still as huge as
I remembered it, except that now it was abandoned,
with cracks and large pieces of concrete missing.
Underneath, it was being used as a parking lot for a
few scattered cars, a food store was hidden in one
corner. A kind-hearted shop-keeper told me that
if I liked I could go inside the old cinema. You had
to squeeze through a torn, iron sliding door. After
passing through this dark niche, adjusting your eyes
to the dark, you could see the coffin-like hall, deathly
quiet, looking as if it had been through a war, which
of course it had. It had gone through many wars and
was now like a dead animal. There was a hole in the
roof where a ray of sunlight shone through, like a
beam of light thrown into a cave; it felt even more
so as you walked, because you could hear your own
footsteps echoing.
At the top were a few rows of dusty red leather seats,
the rows in the middle and below, near the screen,
had all been removed. Like a wounded animal, the
place had tried to heal itself by changing into a
snooker hall, but by then it had lost too much blood,
so it changed into a boxing stadium, which was the
final mask it wore before dying.
As I walked down the dusty stairs, I saw a middle-aged
woman lying on a mat, up against a pillar, listening
to a radio. Nearby two girls were playing – it was a
late Sunday morning, so there was no school. As I
walked back to the car the girls ran over and asked
why I was there. I told them I had come to see the
cinema I used to go to as a child. I asked them in
return what they would like to be when they grew up.
They looked at each other and thought for a moment,
then answered, “anything really, as long as it makes
money.” It was a simple answer, and to the point.
Who doesn’t want to make money? Monks need basic
subsistence in order to take care of the temples.
Filmmakers want to make money so as to buy more
film. Maybe the two girls were just stating the obvious
truth, that whatever you do, it should make money.
If you had asked them this question when they
were a little older, maybe you would have received a
longer answer, such as, “anything that makes money
but leaves you beautiful” (which rules out cooking,
because hot fat ruins the complexion) or, “anything
that makes money but is not too strenuous” (which
rules out working in a factory or any other physically
tiring work) or, “whatever makes money, leaves
you beautiful, is not strenuous, and makes you
happy.” Now that would be possible only if you were
born, took three breaths, and died. Someone would
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then make up your face and burn offerings to send
you to heaven, which would be against the rules
because you died before growing up. The first and
last conditions – making money and staying happy –
could get complicated. Awkward questions would be
asked, such as, do you want a lot of money, would a
onebaht salary be enough?, and if you just happened
to be born with everything provided for, never having
to worry about much, would you truly be happy?
Wouldn’t it have been easier just to have said at
the beginning: “anything as long as I’m happy.” If
you think like Buddhadasa Bhikkhu, you look for
happiness in your own heart. Best to simply say that
work is life, but to do so gets harder every day. By
writing this, I am not suggesting that I’ve reached
this point of acceptance; just the opposite in fact,
because problems arise all the time – and because I
am a filmmaker.
Apichatpong Weerasethakul
This essay was first published in the Thai language book Sud
Vikal (Unknown Forces: The Illuminated Art of Apichatpong
Weerasethakul, Openbooks, 2007), edited by Sonthaya
Subyen and Teekadet Wucharathanin.
And translated from Thai by Vera Pansanga for the book
Apichatpong Weerasethakul, edited by James Quandt in the
series FilmmuseumSynemaPublikationen.
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A tribute to Yvon Hem
Yvon Hem was born on March 11, 1939 in Sangkat No. 4 in Phnom Penh. His father, Hem Chamroeun, worked at
the Ministry of Agriculture. Young Yvon Hem had a 16mm Paillard Bolex camera with which he often filmed his
family. In 1962, French director Marcel Camus shot L’Oiseau de Paradis in Cambodia (Baksey Than Suo in Khmer)
and he cast Nary Hem, Yvon Hem’s sister, as the main character.
Since he spoke French, Yvon Hem was hired on the film. Nary Hem later founded a film production company
called Baksey Than Suo and after having produced three films, she went to live in France with her husband,
leaving the business to her brother. Chol Preah Ream Kot Banhchhot Neang Seda was the first film that
Yvon Hem directed for Baksey Than Suo in 1966, starring Kong Sam Oeun, Nop Nem and Keo Muntha.
Yvon Hem directed over a dozen films before the Khmer Rouge took power in 1975. His biggest successes
were Chet Mday, Sovannahong (1967), Ynav Bosba (1968), Abul Kasem (1969) and Preah Komchay Tep (1971).
During the first National Film Festival of Cambodia, organized by Prince Norodom Sihanouk in 1969,
his film Abul Kasem received the special jury prize and the awards for best director and best music.
After the Khmer Rouge, Yvon Hem was the first to begin shooting a film again: Sror Morl Anthakal (Shadow of
Darkness), in 1987. Yvon Hem died at 73, on August 10, 2012.
Selective filmography as director
1963 - Chet Mday
1966 - Preah Ream Chol Koat Bachhot Neang Seda
1967 - Sovannahong
1968 - Ynav Bosba
1969 - Abul Kasem
1970 - Neang Sovan Panhcha
1971 - Preah Komchay Tep
1972 - Chak Deth
1987 - Sror Morl Anthakal (Shadow of Darkness)
Other films he worked on
1963 - Rasat Tam Kchol (cameraman)
1964 - Sakarak Bopha (cameraman)
1965 - Kromom Khmer Leu (cameraman)
1974 - Promath Promang (production)
2004 - Rumduol Angkor (scenario, production)
2006 - Tourasab Phdach Proleung (The Killing Phone) (production)

© KIM HAK
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A History of Cambodian Cinema
The film industry of Cambodia has been on the brink
of extinction for the last couple of years. In a country
that is among the poorest in the world, television,
DVDs from the black market, and competition from
foreign films with higher budgets have brought the
local film production almost to a standstill. In, 2007,
35 films were produced, in 2008 there were 25, and
in 2009 13 films, almost all of them cheesy, quickly
shot ghost films with budgets between US$ 5.000 to
10.000. While there are no numbers available for the
last two years, it is safe to assume that there were
less than ten Cambodian films made in 2010 and
2011.
However at the same time, there has been a number
of recent films that take on relevant topics from
Cambodia´s recent history or at least show attempts
to make better-looking or more professional films
than the cheap productions that were the order of
the day until quite recently. And a growing number
of young filmmakers – such as Chan Lida, Neang
Kavich or Sao Sopheak have started to work on short
films that were already presented at international
festivals. They might eventually – taking their cue
from the independent digital cinema of Malaysia,
Indonesia or the Philippines – start to work on
feature length-films. Hence, the situation does not
look quite as bleak as it did a couple of years ago.
There are only a few cinema houses left that could
show these new productions: the Cine Lux, an Art
Deco palace from the 1930s, when Cambodia was
still a French colony and part of French Indochina.
Most of the time, it screens digital Korean, Thai and
Indonesian ghost movies, but it occasionally shows
local productions – if there are any. The producers
have to rent the cinema for that purpose, adding to
the financial risk they take with every new movie. The
two new multiplexes that have opened in the summer
of 2011 in shopping malls in Phnom Penh have also
started to show the occasional local production,
especially some of the very popular teenager
comedies.
In Cambodia, there is no film school, no studios,
no film labs, but a small and growing group of film
professionals who can work on films of international
technical standards. In the last couple of years,
the Kingdom has attracted a number of foreign
film productions, that want to take advantage of
exotic locations such as the temple city of Angkor
Wat and pristine beaches and other, often breathtaking landscapes. Large-scale productions such
as “Tomb Raider” (2001) with Angelina Jolie, the
first international production in Cambodia since

David Lean’s “Lord Jim” (1964) often use only the
temples of Angkor Wat as a picturesque backdrop.
More recently, the newly founded Cambodia Film
Commission has managed to lure some directors
into the country, including Chantal Akerman, who
shot her film Almayer’s Folly (2011) in Battambang or
German director Detlev Buck, whose Same Same But
Different (2009) was shot in Phnom Penh.
It wasn’t always like that: In the 1960s and 1970s,
the country had a thriving film industry. It may not
have had the scale or the budgets of the productions
of other Asian countries like Hong Kong or the
Philippines. But the films from this period have a
peculiar charm. The cinema’s “Golden Age”, as it
is now nostalgically called, was characterized by
overflowing fantasy and exuberance. In a country
that had just gotten rid of its colonial masters,
directors turned to the rich Cambodian lore of fairy
tales and fables in search of stories. In less than
15 years, an estimated 450 films were produced
in Cambodia, before the Khmer Rouge began their
reign of terror in 1975. Only few of these films have
survived until today. They are a fascinating example
of a post-colonial, popular cinema, which awaits
his international discovery. Young Khmers, who are
developing a nostalgia for the Swinging Sixties in
Cambodia, are starting to rediscover their old films,
too.
Franco-Khmer director Davy Chou has documented
both the “golden age” as well as its contemporary
admirers in his film Golden Slumbers. It was shown
successfully at festivals like the Busan Film Festival
and the Berlin Film Festival, before it was released
theatrically in France in 2012. The film is a moving
tribute to the short period, when Cambodia was an
oasis of peace and relative wealth in a war-torn Asia
and when such luxuries as filmmaking were possible.
Chou, whose grandfather, Van Chann, was one of
the most successful film producers of the 1960s,
went back to the country from which his parents
had immigrated to France to look for traces of his
grandfather’s career and hooked up with many of the
surviving film directors and actors of that time.
The beginning of film making in Cambodia that Chou
covers in his films came relatively late. As long as
Cambodia was part of Indochina, it was only the
French colons, who made films in the country, most
of them documentaries. It was not until the late
50s, that Cambodian directors - who had no formal
training for the most part – began, with the simplest
means, to make their own films. Som Sam Al was the
first Cambodian who made a feature film in 1958:
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Rik Phkar Phkar Rouy (Blossoming Flower, Withering
Flower), a silent film he shot with a 16mm camera
in black and white. Until the mid-’60s – when finally
the necessary equipment for sound films came
into the country – no Cambodian movie had sound.
As in neighboring Thailand, the soundtrack was
improvised by film narrators, who sometimes had to
dub the same movie five times a day. These narrators
sometimes became stars in their own right, who
attracted audiences to the cinema.
An important trigger for the development of the
Cambodian film industry was the French director
Marcel Camus, who had landed an international
success with his film Orfeu Negro (1958). He tried
to repeat the successful formula of this film a few
years in Cambodia: amateur actors in a love story
set in exotic surroundings. L’oiseau de paradis (Bird
of Paradise) from 1963 tells the love story between
a poor migrant workers and a temple dancer that
ends tragically. None of his Cambodian actors had no
previous acting experience. Some of them, like Saksi
Sbong and Nop Nem, became stars in the emerging
local film industry in the years to come.
And the young Yvon Hem, who worked on the film as a
production assistant, enjoyed the work on the movie
so much that he taught himself film making with a
French correspondence course. With his sister Nary
Hem, who had played the main role in Camus´ film, he
founded his own production company, which was one
of the most productive of Cambodia and made some
of the best films of the 1960s and 70s.
There were some melodramas and comedies during
this period, but the large majority of these films
were based on fairy tales set in a mythical past or
based on Buddhist tales. Stars like the former beauty
queen Dy Saveth reportedly made over one hundred
films that were shown in the more than 30 cinemas
in Phnom Penh, sometimes for months. These films
are now considered as part of a wider process of a
“Khmerisierung” of all of the arts in Cambodia. (Apart
from the Khmers, there are also a number of other
ethnic groups in Cambodia.)
With the active support of Norodom Sihanouk, the
former king of Cambodia, (who had abdicated in
1955 in order to become Cambodia´s elected leader)
the country experienced a short period of cultural
blossoming in the period between independence
from French colonial rule in 1953 and the beginning
of the Khmer Rouge dictatorship. Under Sihanouk,
the country underwent an ambitious modernization
program, and hoped to reach within a few years the
standard of living of a country of the First World.
Under western exotica fans, the Cambodian rock
from this period now enjoys cult status: dirty electric
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guitars accompany ballads that owe as much to
western pop music as to local traditions. The songs
from stars like Sinn Sisamouth, Ros Sereysothea and
Pan Ron are popular in Cambodia until today, and
the prolific composer Sisamouth wrote many of the
songs of the most popular films. The architect Vann
Molivann developed in Cambodia an architectural
language, that paid tribute to the Western
modernism of Le Corbusier and the Bauhaus, but
adapted it to local traditions and climate: among
his best-known buildings are not just the fantastic
Olympic Stadium, the campus of the Royal University
of Phnom Penh and the National Theatre, but also two
cinemas. These buildings signalized the modernity
and the internationalism of the young Cambodian
state.
King Father Norodom Sihanouk himself is still one
of the most prolific directors in Southeast Asia. The
king, who ruled the country as a political leader from
1954 to 1970 has made 17 feature films and several
documentaries, some of which can be downloaded
from his own website today. He did not only direct
and write his films, but also acts in a number of them
and wrote and performed his own music in these
productions. The films of His Majesty are mostly
melodramas that take place in the Western-oriented
upper class of Cambodia. But some of them are also
aimed to educate the population of rural Cambodia,
where even today a good number of people cannot
read or write, about Khmer history and traditions.
King Father Norodom Sihanouk had the most
professional film equipment in all of Cambodia. And
while his films are clearly the works of a self-taught
filmmaker, they show the modern Cambodia, that the
King wanted to build. A good number of his films were
released theatrically in the 1960s. After he returned
to Phnom Penh from exile in 1991, he continued to
make films, mostly video productions. Even during his
exile, he could not stop himself from making movies.
While staying in North Korea in the 1970s, he finished
his film The Rose of Bokor with the support of his
friend and like-minded movie fan, Kim Il Sung.
The cinematically most interesting films from the
1960s, however, are the works of autodidact Ly
Bun Yim. His Puthisen Neang Kongrey (12 Sisters)
from 1968, written, directed and designed by the
filmmaker is a wild oriental fantasy full of violence
and wonder. 12 Sisters is one of the few movies from
that time that survived in relatively good conditions.
With its widescreen format and in saturated
Technicolor colors, it gives its viewers an idea of the
splendor of the Cambodian cinema of that time. Ly,
who fled in 1975 to Paris and opened a restaurant
there, found a well preserved copy of the film in the
laboratory in Hong Kong, where the film had been
developed.

The film was partly shot in the ruins of Angkor Wat,
partially filmed in Ly´s studio on Kampuchea Krom
Boulevard, where the sets were made out of wax –
director Ly had no money for proper decorations,
and the flexible wax was later used for the creation
of other sets. More or less unconcerned with Western
conventions of filmic storytelling, Ly has created a
powerful film language that is entirely his own – such
freedom was probably only possible in a country that
previously did not have a cinema tradition.
The films that were made in the following years
by Ly, Hem and other young filmmakers found an
enthusiastic audience. These films are archaic
cinema, often as primitive as the silent films prior to
DW Griffith with special effects that are reminiscent
of Méliès. But despite the technical limitations,
some of these directors managed to make films that
were even exported to other countries in Southeast
Asia, such as Thailand and Singapore. In these
films, a wild microcosm full of snake and crocodile
monsters, giants, witches, hermits in the forest,
talking monkeys, and invincible warriors emerged,
and apparently this stories appealed to regions
through the region. Tea Lim Koun´s Puos Keng Kang
(The Snake Man) from 1970 was successfully shown
in Thailand and at festivals in Singapore, and Hong
Kong. The heroine, daughter of the “snake man” who
gave the film its title, had a bunch of snakes instead
of hair on her head. In the time before digital special
effects the teenager who played this Asian version
of the Medusa, had to wear a wig made out of real
snakes that were sewn together to achieve this
effect. The film was also shown in Thailand and made
Dy Saveth and a number of other Cambodian actors
popular. Dy Saveth went on to star in a sequel to the
film called Puos Keng Kang part 2 (The Marvellous
Snake, 1972) that was shot in Thailand by Tea Lim
Koun, where she performed opposite Thai super-star
Aranya Namwong.
The sinister communism of the Khmer Rouge, whose
terror was particularly directed against modernity
and culture, brought these heydays to an end.
Among the victims of the Khmer Rouge were many
of the directors, actors and other artists (including
singer Sinn Sisamouth) who had participated in the
brief blossoming of Cambodian film. The films that
were made under the Khmer Rouge were mostly
amateurish black-and-white propaganda films of
activities such as rice planting, irrigations works and
other “accomplishments” of the regime. However,
one more professional looking film, apparently shot
by Chinese cameramen, was made for international
circulation. Interestingly, Pol Pot himself, the
ruthless leader of the Khmer Rouge, had started to
work on a film project about his days as a guerilla
fighter, when the Vietnamese army drove him out of
Phnom Penh in 1979. Few details are known about the

production of the film, but it seems that Pol Pot had
written the script and send detailed instructions for
the shooting to the team that worked on the film. The
few surviving rushes from the film are amateurish,
but nevertheless seem to be records of an attempt
to preserve a historic legacy – or just testament to
his delusions?
The film industry of Cambodia so far as not recovered
from the historical disaster of the Khmer Rouge rule.
With many of the most talented filmmakers either
killed or in exile, it took years, before new films could
be made. Yvon Hem, who had survived the Khmer
Rouge working on a farm, made the first movie after
1975 with equipment he had built himself from parts
that he had found on the streets and in hardware
shops. Sror Mori Anthakal (Shadow of Darkness, 1987)
is a family tragedy during the Khmer Rouge period
that is based on his own experiences. In the following
years, a small number of films were made, that were
shown in the approximately 30 cinemas that had
opened again in Phnom Penh. Under Vietnamese rule,
most films came from “socialist brother countries”
like Vietnam, the Soviet Union and other East
European countries, as well as from India.
Around 1990, Cambodia was hit by a unique
“camcorder revolution”. In only one year, an
estimated number of 200 films were produced with
analogue video cameras. In a way, this is really the
lost period of Cambodian cinema. While there are
at least 40 films from the “Golden Age” that are still
available today in poor quality on VCDs, none of these
video productions seems to have survived this short
boom that soon became victim of an over-saturation
of the market with quickly-produced melodramas.
Apparently, there were a good number of local films
throughout the 1990s, even though details are hard
to come by. However, the popularity of Thai films and
soap operas, that were shown on television and sold
on pirated VCDs and DVDs, had a negative impact on
Cambodia cinema, and the number of productions
went down around 2000.
Fai Sam Ang is one filmmaker from Cambodia that
has managed to have one of his films released
internationally on DVD, the horror movie Kuon Puos
Keng Kang (2001), based on The Snake Man from
the “golden Age” of Cambodian cinema. He went on
to make other successful movies that were “high
budget” by Cambodian standards, including his 2003
version of the Khmer classic narrative Tum Teav. The
climax of this brief renaissance of Khmer cinema
was Ne Sat Kror Peu (The Crocodile, 2005), directed
by veteran director Mao Ayuth and with a budget of
US$ 100.000 probably the most expensive film ever
made in Cambodia. It starred pop singer Preap Sovath
and veteran actress Dy Saveth, who had returned
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to Cambodia after almost two decades of exile in
France. The film was very successful during its first
run, and has been periodically revived during holidays
such as the Water Festival, always drawing large
crowds. It has never been released on DVD, because
of the wide-spread piracy in the country.
The filmmaker who really put Cambodia on the
map, however, is French-Cambodian Rithy Panh,
who became internationally known when his film
Neak sre (Rice People, 1994) was shown at the 1994
Cannes Film Festival. Since then he has produced
a large body of work that chronicles the history of
Cambodia from the colonial period (Un barrage contre
le Pacifique, 2008) to the Khmer Rouge time (Gibier
d’élevage, 2011) to the present (Les artistes du
Théâtre Brûlé, 2005). Apart from narrative films such
as these, he has also made many documentaries
about Cambodian history, including S-21, la machine
de mort Khmère rouge (S-21: The Khmer Rouge
Killing Machine, 2003). In this film, as well as in his
other documentaries such as Les gens d’Angkor
(The People of Angkor, 2004). Rithy Panh leaves
his subjects a lot of freedom in how they present
themselves, in accordance with his motto: “I do not
make films about people, I make films with people.” In
S-21, former guards and inmates of the prison try to
reenact the lived reality of in the prison for political
prisoners that only seven inmates survived. The film
was shown widely at international film festivals and
received a dozen awards.
Panh who divides his time between France and
Cambodia studied film making when he was living in
exile in France in the 1980. In 1990, he returned to
Cambodia and made some documentary films, before
he gained international recognition with his first
fiction film Rice People in 1994. He is also the founder
of Bophana Center in Phnom Penh that collects and
makes accessible historic films and all audiovisual
archives –sounds and images- about Cambodia.
More recently, films like Chhay Bora’s Lost Loves
(2010) and the documentary Enemies of the People
by Rob Lemkin and Thet Sambath(2011), both
Khmer perspectives on the Khmer Rouge, were
shown internationally, but both films have yet to
be released in Cambodia. The likable Kiles (2010),
directed by Roeun Narith based on a script by
veteran filmmaker Mao Ayuth, a production of the
Department of the Cinema of the Ministry of Culture,
was shown at the Lux Cinema.
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If you have the patience to look around YouTube,
you will find traces of the glorious past of Cambodian
cinema, clips of faded, red-tinged prints that have
been lifted from the VCDs of old films that are still
available in the markets of Phnom Penh. These clips
were often uploaded by Cambodian emigrants to
France or the United States out of nostalgia or to
foster national pride. The comments that other
netizens, often bragging or downright nationalistic,
have posted about these clips tell their own story
about a country that among his many troubles has
to count the disappearance of a national cinema
that could provide some kind of suture to a society
that has been fractured by a cruel and undeserved
historical catastrophe and a present that has little
hope to offer to the majority of Cambodians.
Dr. Tilman Baumgärtel
Writer, film critic and professor
Editor of the books Southeast Asian Independent
Cinema (Hong Kong University Press 2012)
and Kino-Sine (Goethe Institute Manila 2007)

GASTON MÉLIÈS IN CAMBODIA
world of cinema and took part in some of his younger
brother’s major and most famous films, such as the
world famous Trip to the Moon (1902). Yet, as some
North American distributors began pirating Méliès
works, Gaston was sent to the United States to
enforce copyright. He remained there a few years,
and in the late 1900s – early 1910s, truly became
one of the pioneers of the western genre, setting
up movie studios first in Texas and then in California,
thus acting as a precursor to Hollywood. But he
soon grew “tired of cowboys” (as he put it himself)
and decided to undertake a new cinematographic
adventure, the last of his life.

Gaston Méliès
(collection Jacques Malthête)

People always talk about the Lumière brothers, but
never about the Méliès brothers. As a matter of fact,
there were not only two, but three Méliès brothers:
Henri, Gaston and Georges. The latter is, rightly
so, the most famous one and has long had a place
in the pantheon of cinema pioneers, where he is
known as the “Cinemagician”. Yet, his brother Gaston
certainly deserves attention as well, as he also had
an amazing career. What he accomplished remains
rather unique, although largely forgotten. Part of
this is caused, of course, by the fact that a great
deal of Georges’ work has survived and now shows us
is undisputable genius, whereas Gaston’s work has
almost totally vanished, thus falling into the realm
of oblivion and lost films .
Unlike his brother Georges who started as a magician,
Gaston Méliès (1852-1915) started as a businessman,
and thus was perceived less as an artist and more
as an entrepreneur, even when he started making
his own movies. After a major failure in the shoe
business of the family, Gaston joined Georges in the

Gaston Méliès filming in Angkor (February 1913)
(collection David Pfluger)

He embarked from July 1912 to May 1913 on a trip
around the Pacific and in Asia, from San Francisco
in the United States to Yokohama in Japan, via
Tahiti, Bora Bora, Rarotonga, New Zealand, Australia,
Indonesia, Singapore, Cambodia and Cochinchina.
Gaston Méliès was travelling in the company of his
second wife, Hortense (who on many occasions
helped with writing the scripts), and a group of
actors, actresses and camera crew. With the help
of this “Company”, as he called it, he produced no
less than 64 documentary and fiction films. Some
of them were the first ones ever shot in places like
Tahiti, Bora Bora and possibly in Angkor.
Coming from Singapore via Saigon, Gaston Méliès
travelled by boat up the Mekong and, after two days
and two nights on the river, reached Phnom Penh in
the last days of January 1913, and left immediately
for Siem Reap. The trip on sampans across the Tonle
Sap lasted no less than five days, meeting with
strong winds and thick fogs. Siem Reap was just a
village then, and Gaston Méliès and his wife seemed
to have found it quite charming. There, he met with
the French authorities represented by Ernest Outrey,
as well as with Jean Commaille, then in charge
of the conservation of Angkor. Eighty men of the
Cambodian militia, together with three elephants
were provided to help Méliès in his exploration of
the archeological site of Angkor. Finding the place
absolutely wonderful, Gaston Méliès spent 20 days
there, filming the people as well as the monuments.
To be able to get a bird’s eye view of the Bayon in
Angkor-Thom, he had his cinematographer Hugh
McClung climb to the top of a 30-meter high tree
with his heavy camera. For this technical feat, both
McClung and Méliès were awarded the Royal Medal
of Cambodia by King Sisowath I. On the way back, he
spent a few days in Phnom Penh, where he took what
he called “educative views” of the city and its royal
palace.

105

In total, in Cambodia, Gaston Méliès produced seven
movies. In his usual manner characteristic of a highly
hybrid cinema genre, it was a mixture of fictions
(in many of which both Westerners and Cambodians
acted together) and documentaries: The Robber
of Angkor, Lost in Cambodia, A Cambodian Idyll (also
called Love in a Cambodian Village), The Judgment
of Buddha (also called The Sultan’s Penance),
At Phnom Penh, Beautiful Angkor-Wat, The Ruins
of Angkor-Thom. These movies were just a few
minutes long. They were released commercially in
North America and in Europe little by little between
August and December 1913. But since then,
they have never been seen again. It also seems that
they have never been shown in Cambodia itself.
Unfortunately, most of these movies are now lost
and only a two of them, Beautiful Angkor-Wat and The
Ruins of Angkor-Thom, are known to have survived.
But the search goes.
Raphaël Millet
Film critic, producer and director,
currently working on the documentary
project The Extraordinary Cinematographic
Voyage of Méliès in the South Seas and the Far East.

Méliès Postcard of a Royal Palace Scene (Phnom Penh, 1913)
(collection David Pfluger)
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Extracts from a travelogue;
or, nine tales of a rediscovered cinema
Davy Chou is a French-Cambodian filmmaker, born in 1983 in France. In his mid-twenties he became interested in
the history of Cambodian cinema before 1975, after realizing that his grandfather, Van Chann, whom he had never
met, was one of the major film producers in Phnom Penh during the 1960s and the 1970s. He moved to Cambodia
in January 2009, after discovering the country with his family, in 2008. After an eight months video workshop
with Khmer students, he founded the film collective Kon Khmer Koun Khmer. In October 2009 in Phnom Penh, he
curated Golden Reawakening, a film festival and art exhibition on the golden age of Khmer cinema, showcasing ten
classic Khmer films, projected on a wall in VCD format, inviting surviving filmmakers and actors to meet with the
audience, and asking young Khmer artists and students to participate. In 2010, he directed Golden Slumbers, a
feature length documentary on the golden age of Khmer cinema, with interviews with filmmakers Ly Bun Yim, Yvon
Hem, Ly You Sreang and actress Dy Saveth. This text portrays nine key moments of his journey through Cambodian
lost cinema.

1- A world is reborn in one man’s gesture
(Paris, September 13, 2008)
I just met Vathana Huy, the man who created the
blog, who miraculously reconstructed the whole
filmography of Cambodian cinema from 1960 to 1975.
Contrary to what I expected, he wasn’t working in
the cinema industry during that period, and he isn’t
doing his research with a team. He works by himself
and it is mostly by rummaging through his own
memory that he unearths a wealth of information
that I thought was lost forever, and thanks to
which he aims for what seems to me a superhuman
thoroughness.

As a teenager in the ‘70s, he used to rush to the
cinemas of Battambang every week. But he mainly
drew on all the surrounding signs (the posters, radio
advertisements, flyers) to memorize every single
piece of information, including films he did not see or
which weren’t shown in the provinces. Release dates,
directors, producers, genres... he filed everything,
tirelessly, methodically in his memory.
He was eighteen when the Khmer Rouge came
to power. He was working as a blacksmith and a
lumberjack, and would fixate on his films between
each blow of the hammer; he would reclassify, recap.
From the moment he arrived in France in 1980,
as a way of paying his debt to the cinema, the
recollection of which had kept him alive through the
Khmer Rouge regime, he started reconstructing,

Vathana Huy’s blog (golden-age-of-khmer-cinema.eklablog.com) Image from Golden Slumbers © Vycky Films

107

based only on his own memory and then together
with the help of other connaisseurs, the nearly
comprehensive filmographies of each actor, each
director, each studio. He has made this monumental
work, which to my knowledge is unique in the history
of international cinema (one memory finding and
recreating an entire lost history), available to the
general public since 2007, on a blog that is still the
main source of information on the golden age of the
Cambodian cinema.
He speaks to me with an uncommon fervor. His body
and even his face remain motionless, petrified, while
he seems seized by some fierce fever expressed
through his way of staring into my eyes like a
thousand waking ghosts, and his twisted mouth
that moves after much painful effort and yet seems
unable to stop talking. It is as if each new word were
a fragment of memory expunged from his body,
monstrous and wonderful refuge for countless lost
stories and faces.
He calls up his classification of the most prolific
directors, his statistics to determine the best
onscreen actor pairs. I think he hopes to find in me
an accomplice of his level in this passion that drives
him. But, to be honest, I am still ignorant and totally
lost when it comes to all these names he utters
compulsively as if they were marvellous talismans.
He realises it soon enough, and his disappointment is
only matched by my embarrassment.

2- The trailer from the US (Phnom Penh,
March 1, 2009)
I have seen The Father’s Dagger, produced by Van
Chann Films. It reminds me of the first time I saw a
Cambodian film from the golden age. It was a long
time ago, maybe ten years—I wasn’t yet twenty.
My aunt was thrilled. A friend of hers had sent her
a VHS from America that contained two Khmer
films from the ‘60s/’70s. Not films produced by my
grandfather, but the emotion was there: neither she
nor my mother had seen a film from that time for
more than twenty years. The black and white picture
is unsteady, the dubbing too artificial, the voices
unbearably high-pitched, I thought at the time. After
the first film ended, I expected the next to begin. All
of a sudden, my mother and my aunt cried out with
surprise and joy. A preview had been slipped between
the films: a film produced by my grandfather, their
father, Van Chann, who died in the ‘60s. I hardly knew
that he had been one of the most prolific producers
of those fifteen years that had witnessed the birth
and the demise of Cambodian cinema. Two minutes
of images and sound sent from America, the first
news of a forgotten story, the promise of a world to
be rediscovered.
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3 The modernity of Cambodian cinema
(Phnom Penh, June 9, 2009)
Yesterday, emboldened by my recent discovery, I
dragged Choy, a twenty-year-old law student, to the
Bophana Archive Centre. I was determined to show
him what I now regard as the most beautiful film
directed by King Sihanouk, La joie de vivre (The Joy of
Living). A brief hour of film, punctuated by stunning
bursts of freedom. Time stops during languorous
kisses filmed in sequence shots, which I couldn’t find
in other films of the same period. And then—and this
is what the film is most known for—the magnificent
dance sequences. Kong Sam Oeun, Saksi Sbong, Sieng
Dy and even young Prince Sihamoni furiously sway
their hips to the beat of rock music, smiles on their
lips. Shots lengthen, bodies don’t grow tired, looks
and smiles are exchanged along with gestures; then
other couples take over, as if the dance must never
stop, the pleasure never end. The narrative stakes,
already flimsy, are totally abandoned to the principal
of joy and the dilation of time: a little bit of time’s
essence. The film, made in 1968, has an unexpected
rapport with a modern kind of cinema born in Europe
a few years earlier. Besides, it is, to me, a priceless
document on what Cambodia was in those days. Like
nothing else, it captures that electricity, that joie
de vivre that the members of that generation keep
reminding us about (bearing in mind the fact that
that happiness belonged to the most privileged).

4- The theorem of The Sea Horse
(Phnom Penh, June 20, 2009)
Supposing that Ly Bun Yim is the greatest Cambodian
director: *

Music cover of The Father’s Dagger
Image courtesy of Davy Chou

comedy...It’s easy to see him as a sort of Cambodian
Kubrick, especially since he’s surrounded by an aura
of mystery: rumour has it that he escaped from
Cambodia just in time with his film reels under his
arm. But I’ve been told by quite a few people, among
them the survivor Dy Saveth, his favourite actress,
that he died a few months ago in Canada. He’ll never
have the opportunity to come back to Cambodia to
show his films once again, his films whose splendour
and memory even inspired some remakes in the ‘90s.

La joie de vivre (The Joy of Living)
© H.M. Norodom Sihanouk

Supposing that The Sea Horse is his best film:**
Furthermore knowing that The Sea Horse had been
shot and edited but not yet shown when the Khmer
Rouge seized power and that it is now lost: It follows
that the best film of the golden age of the Cambodian
cinema has never been and will never be seen.

5- The resurrection of Tea Lim Koun
(Phnom Penh, October 7, 2009)
Since my arrival in Cambodia and the start of my
research, I have often been told about director Tea
Lim Koun. He shot huge blockbusters such as The
Snake Man (Puos Keng Kang) and Come Back Darling
(Neil Vi Na Bong); he only made a few films (11, I
think), but in each film, he took perfectionism to new
heights, and he tried his hand at every genre with
universal success: social drama, melodrama, folktale,

But this morning I got a phone call from the director
Ly Bun Yim. He wants to see me as soon as possible;
he didn’t mention why, and I confess I’m a bit worried;
it’s the first time he’s summoned me like that. But
what he has to tell me turns out to be something
of a miracle: Tea Lim Koun called him! Through the
internet, he had gotten word of the golden age film
festival I’m setting up in Phnom Penh, and aware
of the rumour about his death, he had found the
number of his most famous rival to pass on the
following message to everyone: he is in Canada, alive
and in perfect health, he is honoured by the tribute
that will be paid to him during the festival and even
announces that he will try to come to Cambodia for
the event itself. This would be his first homecoming
since the Khmer Rouge seized power. The name of
the festival seemed more appropriate than ever:
“Golden Reawakening”.
Note: Tea Lim Koun did not make it to the festival, but
he sent his daughter to represent him. She showed
some examples of HD remastering of her father’s
masterpiece, The Snake Man. He had managed to
salvage the 16 mm copy. The quality of the image was
amazing, the colours were dazzling, Dy Saveth’s skin

Ly Bun Yim and Tea Lim Koun at Berlin International Film Festival in 2012
© Guillaume Orignac
* based on his own, and many spectators’, opinion.
** based on his own opinion and those of cinema enthusiasts who had the opportunity to see the spectacular trailer in 1974 or 1975
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almost palpable. I’m now so used to seeing Khmer
films whose image has been altered by the various
formats and compressions that discovering for the
first time an undamaged, almost perfect picture gives
me the violent impression that my eyes are being
washed in Technicolor. Just before showing these
extracts, Tea Lim Koun’s daughter presented me on
his behalf with his exposure meter (a small device that
measures the amount of light and makes it possible
to adjust the exposure), which he used during the
shooting of The Snake Man. This wonderful device
never left my side when my turn came to shoot my
first film in Cambodia.

6- A gang of young ghosts (Phnom Penh,
October 22, 2009)
A group of kids, probably from the neighbourhood,
comes in every day to watch the films. They were
there for the 4 pm show, and they are back in the
evening. I’m sorry to disappoint them, and tell them
that the film about to be screened is the same one
they saw an hour ago. They coolly reply that they
know that and that they wish to see it again.

“Dear Vathana and Davy,
The last pictures added to your blog are incredible.
They are so beautiful and professional. It makes me
regret not having been there during that time to
witness such glory.
I am going to explain why I did not answer about my
life. The truth is that I am 23 years old and I was born
in the United States. As far as I can remember, I have
been fascinated by the Cambodian culture from a
very early age. It all began with the trailer of Twelve
Sisters* by Ly Bun Yim, at the end of the tape Khmer
After Angkor**. I was five years old and very shy
but after watching this trailer, I begged my parents
endlessly to ask their friends whether they had a
copy of this film that couldn’t be found in shops.
Even after years of research, I could only find short
extracts. However, during that quest, I gathered
about 30 films in VHS.
I hope you will be forgive me for such a late answer, I
am just embarrassed because of my young age and
the poor knowledge I have of Cambodian cinema.”

It reminds me of Vathana, “uncle” Thavy or “uncle”
Yuth, who told me they used to do the same thing
when they were their age in the ‘70s: watch the same
film three times on the same day, trying to pay for
their tickets only once.

* Puthisen Neang Kong Rey
** Orn Euy Srey Orn

The film begins. It’s Tep Sodachan by Lay Nguon
Heng, a film produced by my grandfather. The image
is awfully damaged; we can read its history through
the symptoms of its successive mutations: missing
images, VCR streaks, pixel pies. I usually tend to feel
distressed when I see things like this, but not today.
I suddenly feel that the film is towering up above us,
that it gathers all its remaining energy in order to
heroically resist and to persist in existing. And when
I turn towards the young faces watching it, I am
not merely witnessing a similarity of behaviour or a
vague allusion to the past. No, for an instant, these
are the same faces that were here three hours ago,
the same faces that were here forty years before.

I had never been inside the Hemakcheat cinema
before. I had taken pictures of it and of the 32
other cinemas of Phnom Pen located thanks to the
formidable memory of Mr. Sokhean of the National
Museum. I had even gone into the Eden cinema,
located on the same street a block away, which has
been turned into a bank, as the Bokor was turned into
a karaoke, the Prasath Meas into a small hospital and
the Sorya into a restaurant. Even though I knew that
the Hemakcheat, together with my grandfather’s
cinema, the Phnom Pich (renamed the Moscow in
the ‘90s and now a club and a massage parlour) was
regarded as the most important cinema of the time,
a certain apprehensiveness had always stopped
me from venturing inside. It has to be said that the
location isn’t particularly inviting; it looks like the
hideout of a gang of tramps who can be seen hanging
around in the streets or on the “balcony” when you
ride past the facade on a motorcycle.

7 – The collector from Massachusetts
(Phnom Penh, November 1, 2009)
Following numerous e-mails in which I questioned
him about his past and his biography, Natesterx
has finally written to me! Vathana has always
presented him to me as the heroic collector who
saved around thirty films, and I’ve always imagined
him as Vathana’s American twin, he, too, a teenager
in the ‘70s. He tells me why he has kept silent for so
long, something I couldn’t comprehend. I am totally
dumbfounded. In my wildest dreams, I couldn’t have
imagined a more fabulous story.
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8- Light projected on a brick wall (Phnom
Penh, January 21, 2010)

And then, once inside, in the midst of bats, rats, and
trash, in a nearly total darkness, in the constant
humidity symbolised by the hellish noise of running
water and an enormous hole in the wall from which
wastewater flows from above, my senses dulled
by the putrefying smell emitted by a mountain of
garbage presiding right in the middle of the former
cinema; above all, in the middle of the human bustle

Cinema Hemakcheat Image from Golden Slumbers © Vycky Films
unique to this place, teeming with families—not
tramps—that took refuge here when the country
was liberated, where scores of children run around in
every direction, the sign that, in spite of everything,
life has won the upper hand; in the midst of all that,
I look up.
I have never seen anything like this. Through
several square-shaped openings lined up about 30
feet above the ground, sunlight streams through,
creating beams that pierce straight through the
darkness from one side of the place to the other.
They form spectacular diagonals that come crashing
against the dilapidated bricks of the wall opposite
to form squares of light of an absolute purity. It
sometimes seems ridiculous to me to be searching
like this, in each manifestation of the present,
for signs of the past. But this time, the symbol is
as obvious as a miracle: as if, in this place that
was once its kingdom, light had found, in spite of
history, in spite of the horror and the irreversible
transformations of time, a way to be projected once
again.

plays an actress), accidentally stumbles on him and
causes them to fall. A comic scene follows in which
the boy, who even sings a song in which his voice
magically turns into Sin Sisamouth’s one, awkwardly
chats up the girl. Eventually, he wins his case: the
girl accepts a ride home. There’s a close-up on Kong
Sam Oeun’s face, joyfully whistling while cycling.
The image, which, so far, has been unusually clear,
suddenly becomes totally overexposed—undoubtedly
the effect of some deterioration that occurred
before the film was transferred to VHS—to the point
of achieving a surreal dimension: the happy face
of Kong Sam Oeun looks like an immaculate white
mask emerging from the void, an apparition from the
beyond. A close-up of Vichara Dany shows her, too,
abandoning herself to pleasure. She embraces Kong
Sam Oeun and closes her eyes. Zoom-in on Kong Sam
Oeun’s face. The frame is so “burnt” that one can only

9- Eternal feelings (Paris, July 29, 2010)
If I had to remember just one image, I already know it
would be this one. Yet it took me a while to figure out
what made it so graceful and mysterious.
In the opening scene of The Time of Tears, one of the
three salvaged films by Ung Kanthuok, and, to my
mind, the most beautiful, Kong Sam Oeun is whistling
while riding his bike when Vichara Dany, skipping
along cheerfully on her way back from a shoot (she

The Time of Tears
Image courtesy of Davy Chou
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make out the dark of closed eyes, nostrils and hair
moving in the wind.
Then another image is superimposed on this one,
an image that gives substance to their fantasies,
and which is rendered almost invisible by the
overexposure, as if
it appeared from below like some undecipherable
hieroglyph, a secret picture.
It seems that a long-haired girl wearing sunglasses
can be made out on the left, with palm trees in the
background. Oddly, this frame seems frozen, and
gives the impression of a photo from the period
concealed under the original frame. Then it is
replaced by another overexposed frame of Kong Sam
Oeun’s ecstatic face, another representation of their
shared imagination. We make out the couple driving
away down the road. He is wearing a turtleneck; she
is holding him tightly, then opens her eyes; the look
on their faces is, to me, the most apt manifestation
of happiness I have ever seen. Then the spectral
whiteness of the overexposed picture invades into
the frame again, so much so that the actors’ figures
vanish gradually. They have melted away into the
image.
Each time I view this scene, I am overwhelmed by the
feeling that the film reaches the essence of what
Kong Sam Oeun and Vichara Dany incarnated. They
were undoubtedly Cambodian cinema’s greatest onscreen couple. They played together in more than
sixty films and as many tales of doomed love stories.
Their future was shattered by the Khmer Rouge.
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When the film lights upon the faces of these eternal
lovers, and a blinding brightness contaminates
the whole image and yet suddenly a fleeting shot
appears like a miracle, the couple embracing one
another on the motorbike, joyously fleeing towards
happier horizons, what is offered to us here is at once
the image of the past become immortal (the seminal
couple of Cambodian cinema), and a radiant future
that never arrived. An image that belongs to every
era, and so an image that exists out of time: five
seconds of eternity.
Davy Chou
Essay written for the book Southeast Asian cinema/
Le cinéma d’Asie du Sud-Est, edited by Asiexpo in
2012.
Translated from French by Hélène Dumarski,
Sylvain Decouvelaere and Alexandra Schwartz.
Thanks to Jean-Pierre Gimenez.

How the Internet Helped Save Our Memory:
the Example of Khmer Cinema
Cambodian cinema was born in the late 1950s with
pioneer filmmakers such as Sun Bun Ly, who was
trained in Cambodia at the United States Information
Service workshops, and Roeum Sophon and Ieu
Pannakar, who were sent to France to study film by
His Majesty Norodom Sihanouk. By the late 1960s,
Khmer cinema had reached spectacular proportions.
In a few years, in the wake of an incredible multitude
of artists (directors, actors, singers...), studios
surfaced, theaters abounded all over the country and
an ever growing public rushed to discover new stars.
While probably only one movie was shot in 1958,
three were made in 1960, nine in 1962 and about
twenty-seven as soon as 19641.
The object of this article is not to investigate why this
golden age flourished with such power and vitality—
an otherwise very interesting question—, however,
one can’t ignore that the willpower, resolution and
talent of His Majesty the King Norodom Sihanouk
in promoting and practicing movie making in his
country, were crucial.
In the following years, particularly between 1970
and 1975, movie production boomed: half the films
produced in the golden age were made during those
years. This was partially due to the fact that people
went to the movies to entertain themselves while
the war was raging (Orn Euy Srey Orn thus played
for six consecutive months at the Hemakcheat
theater in 1972). The massive success of the films
was undeniable and above the numbers of other
countries.
Then came 1975. Phnom Penh boasted more than
thirty theaters and over thirty-seven films were
shot or in production when, in April, the Khmer Rouge
marched on the city. To stick to numbers, out of a
rough total of 400 films produced during the golden
age of Cambodian cinema (1958-1975), only fortynine (a little more, we hope) remain today, most of
them not in their original film prints.
To watch these surviving pictures, it’s simple: just go
on YouTube. This might sound provocative or even
blasphemous to any lover of films. The video sharing
site was not made to respect the colors, frame,
lighting or sound of the originals. To make sharing
easier, the quality of the image and the sound of
these films, even though they were shot on 16mm
film and mixed in studios, was purposely reduced.

Herein lies this story’s paradox: it was the Internet
that helped save the memory of the golden age
of Cambodian cinema. Thanks to the Web, people,
starting with Cambodians themselves, from
Cambodia and abroad, recently regained access
to these movies, thus keeping their memory alive.
Degraded or incomplete though they may be, the
films are finally viewable by any and everyone, which
the VHS and VCD formats could not make possible,
and the memory is brought to life.
This is obviously just a start, as the memory has to
be passed on to stay alive. And transmission, as well
as memory brought to life, are a serious matter. The
question of transmission is twofold.
First, it is imperative that the memory of our fathers
be passed on to future generations on perennial
and reproducible media. Trivial though it may seem,
nothing guarantees the digital format to be reliable,
meaning durable and accurately transferable to
other formats in the future. The only truly reliable
material, which has been used for over a hundred
years, is film.
The other issue with transmission, which particularly
applies to the Cambodian golden age, is making sure
that the film that is passed on is as equal as possible
to the film that was originally made.
The work itself is the ultimate witness. In the future,
no one will be left to tell how a movie was when it
first came out, and nothing that was written on the
subject will change anything. The film itself, as it was
passed on, will remain as the only existing memory.
Philosopher George Steiner wrote: “The work needs
no one.“ It means that a piece of work exists on its
own, beyond its creator, and that, in the case of its
transmission, its reception by future generations will
be based only on itself. So we must strive to recover,
restore and pass on these Khmer masterpieces as
they were made. Here as well, the Internet plays an
unexpected role.
In 1975, some filmmakers managed to leave the
country with their films, such as Tea Lim Koun who
went to Canada, or Biv Chhay Leang, to France. Some
films were recovered abroad after 1979, including
three films by Ly Bun Yim. Other films, recovered
by collectors after the Khmer Rouge regime, were
transferred on VHS in the 1980s and in the 1990s.
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As a result, film originals and copies are scattered
around the world, not in film libraries, but at peoples’
homes (both the filmmakers’ and other individuals’).
Therefore, what would have demanded years of
research is made far easier by the Internet. People
from around the world who have often never met,
share and exchange information and documents on
the films of the golden age.
While we were preparing this festival, we met one
of them in Paris, HUY Vathana, who started a blog
dedicated to Khmer cinema from the ‘60s and
‘70s. The word “blog“ is actually inaccurate. HUY
Vathana’s platform is more of an imaginary museum,
as André Malraux meant it, which summons up
representations of the major movies, stars and hit
songs of the era. Biv Chhay Leang, Kong Bun Chhoeun,
Ly Bun Yim, Yvon Hem, Sun Bun Ly, Nary Hem, Tea Lim
Koun, Ly Va... all the directors are present, next to
artists like Sin Sisamouth, Ros Serey Sothea, Pen Ran,
Huoy Meas, Kong Sam Oeun, Chea Yuthorn, Dy Saveth
and, of course, Vichara Dany.
HUY Vathana was born in 1957 in Battambang, in a
modest family. The first film he saw was Chao Sror Tob
Chek by Ly Va at the Han Chun Battambang theater in
1965, and he remembers the free outdoor screenings
organized by Sun Bun Ly at the Wat Balath pagoda.
It was in 1967, after seeing Vichara Dany’s putative
first film, Pichey Vongsa, that he became a real movie
enthusiast.
He began obsessively to collect information about
any and all Khmer films, from those he saw, from
posters and lobby cards distributed during the film
screenings, from radio trailers and photo galleries.
He classified in his mind, without taking any notes,
he says, the dates of the movies, the number of films
per year for each filmmaker and actor, filmmakers’
favorite actors, etc.
He was 18 when the Khmer Rouge took over the
country and sent him to a work camp. During four
brutal years, the memory of “his films” brought him
solace. In 1979, after hearing of the death of Sin
Sisamouth, Ros Serey Sothea and Vichara Dany, he
left Cambodia for Thailand where he purchased ten
audio cassettes of film songs.
On moving to France in 1980, he engaged in a vast
task of remembrance, compiling information he
could gather from older Cambodians. “Often,” he
says, “I could only get the title of the movie and
the names of the lead actor and actress. No one
remembered the directors.”
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Thanks to the Internet and the widespread use of
e-mails and blogs, he took a decisive step forward.
From then on, he wasn’t working alone anymore,
every night and weekend, writing down this forgotten
chapter of film history; he wasn’t the only one to look
for pictures, films and songs.
Natesterx, Darrenvkham and many more YouTube
friends helped him retrieve and cross-check
information. That was how he was able to launch his
blog in 2008.
Today, over 310 films are identified in variable detail
(out of an estimated 381 from the golden age), about
four hundred film songs (out of a possible 1000), over
a thousand photographs, posters and documents,
and over twelve hundred videos (movies and clips)
are presented. Complete with more than 150 pages
of data, the richness of this website is a blessing and
a curse: it makes it so slow that HUY Vathana had to
restrict its access.
Gilles Duval
Co-General Delegate of the Memory ! International
Film Heritage Festival

The Importance of Music in Khmer Cinema
The music and soundtracks of Cambodian film in the
Golden Era were an important element in making
the films more vibrant. At that time, Cambodian
music and film were flourishing with many talented
musicians, songwriters, composers, film-directors,
cinematographers, and screenwriters. They produced
hundreds of films and thousands of songs to
accompany the films. Most of the film had at least two
songs sung by the era’s most remarkable singers—
Sinn Sisamouth, Ros Sereysothea and Pen Ran.
There were many different types of films during the
1960s-1970s, with the most popular and well-known
films being traditional stories and modern drama.
Thus, the music and soundtracks were written
according to the period of the film, to create its
musical identity. By listening to the songs, we are
able to recognize whether they are from a traditional
or modern films due to the music’s melody and lyrics.
The old films and music are always connected. For
the modern films (referring to those films in an urban
setting), the music was a mélange of traditional and
modern instruments, producing the most powerful
and unique music ever. Cambodian poetry was also
incorporated into this distinctive style and rhythm.
Western music inspired the famous songwriters/
composers—Sinn Sisamouth, Voy Ho, Mer Bun, Oum
Dara, Svay Sor and many more— to create legendary
songs in a variety of genres including Swing,
Rock&Roll, Jerk, Twist, Cha-cha-cha, Rumba Lent,
and so on. Sinn Sisamouth is not only the musician
but also a film-director.
It is a tragedy that most of the films from the Golden
Era are gone forever including the classic thriller
films: Beysach Krormum (Virgin Demon), Preavy
Krorla Plearng (the Mother and Child’s Demon) and
Koun Euy Mae Ap (the Flying Head), along with so
many songs that we will never hear. There are very
few films that have been recently discovered and
some of them are not full length. Indeed, the music
that remains is all that is left to identify those lost
film. The young generation is able to listen to old
songs but they do not know anything about the song
unless they are told that this song was in the film.
I have been enamored by the old songs since the late
1980s. I became curious about the meaning of the
songs when I was 12 years old— who are the persons
that the song implies to, because there are often
named persons in the song, for example, Bothomsrey
Ratth. I knew nothing about the singers but was later
told that they were killed during the Khmer Rouge
regime.

The first time I ever heard Khmer oldies from the
national radio, I saved up some cash for the purpose
of recording the songs from the vinyl/cassettes tape
stores near my house (between Phsar Chas and Phsar
Kandal). Whenever I heard a previously unknown song
on the national radio, I noted down the title (which
sometimes I just guessed) and created playlists.
When I had enough cash, I went to the store and
handed the playlists to the lady. She allowed me to
hold the 12 inch records and I was not sure what they
were called or how they operated but I knew that
there were songs in there.
I listened to the traditional music and modern dance
songs and then I fell deeply in love with the rhythm
and lyrics. I thought that the meaning of the songs
were beautiful and inimitable. In the 1990s, I had
my own original Khmer music collection in a big
wooden box. I listened to the songs whenever I had
spare time. I learned background information about
many of those songs from films from my aunt and
grandmother who recalled watching the films. I was
amazed by the stories in the films that were narrated
briefly by them. I became more interested in old
films, although I knew that the majority were lost,
and I would never see forever in my life.
In the mid of 1990s, there were free screenings of a
few old films Puthisen Neang Kongrey (12 Sisters) and
Orn Euy Srey Orn in the old cinemas (Lux, Vimean Teap
and the Russian Cultural Center) during the annual
film festivals. Sobasith (directed by Ly Bun Yim) was
screened at Vimean Teap cinema and it was the first
old film for me that I ever watched on the big screen.
I remember all the seats in the cinema were full. This
screening brought many people who had seen the

Credited to: Mr Keo Nan and Sinn Sisamouth Association
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film decades before and wanted to see it again along
with others who had never seen it before. Young and
old people were extremely happy and applauded
loudly for the film.
Since then, I have continued my search music from
the Golden Era and found many songs from lost
films. I still wonder how many films may still exist
somewhere, perhaps in pieces. In the early/mid
1990s, the original songs that were found were often
damaged and of poor quality, so the commercial
music companies remixed most of the old songs
to add synthetic instrument fills. I bought many of
those remixed cds and was disappointed to hear
my favorite artists sing at distorted speeds over
the cacophony of garish synthesizer effects. They
butchered these beautiful songs and it inspired me
to find the originals and ensure they are properly
archived.
The revival of Cambodian pop culture in 2009 has
brought Cambodians and foreigners together to
share the experience of resurrecting the films and
music of the Golden Era.
The meeting of Davy Chou led me to know an audio
enthusiast named Maya Jade. She is a passionate
and caring person who has supported my work in
searching for Cambodian vinyl. We worked together
to create our vintage music archive and trained
Bophana’s staff on how to transfer music in high
fidelity, along with some technical aspects (cleaning
vinyl, proper storage, adjusting the tonearm, using
various cartridges, turntable models and recording
software), related to archiving the old vinyl. We have
collected and archived more than 300 records and

Credited to: Mr Keo Nan and Seng Dara
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hundreds of cassette tapes and cds. On the top of
that, we’ve collected over 20 old films. Recently,
I found the long lost song of Sinn Sisamouth
“Somroung Chongkal” in the early 1960, that many
people believed they would never have a chance
to hear again. I will continue my lifelong pursuit to
recover music from the Golden Era and archive and
preserve it for future generations.
I would like to give a special thanks to Maya Jade
who always put her efforts in helping me to achieve
my goal in collecting original records. We have a son
named Étienne Sisamouth and we love him more
than anything and hope he is inspired by his parent’s
story and the artists of the Golden Era. I would also
like to thank to Davy Chou, Nate Hun, Uk Bunnarrath,
Dara Seng and many other music and film collectors
who contributed their work for my project.
Oum Rotanak Oudom
Music researcher,
founder of the Cambodian Vintage Music
Archive Project
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BOPHANA CENTER

Founded by filmmaker Rithy Panh, the Bophana Center collects image and sound
archives related to Cambodia and gives the general public free access to this
unique heritage. The Center also trains young Cambodians in the fields of cinema,
audiovisual and new media, to enhance their understanding of the creation process
and inspire meaningful productions about their own culture.

Contact
Lim Sophorn
#64 street 200 (Okhnia Mén), Phnom Penh, Cambodia
+855 (0)23 992 174
info@bophana.org
http://www.bophana.org

Technicolor Foundation for Cinema Heritage

Created in 2006, The Technicolor Foundation for Cinema Heritage is a non-profit
entity, acting worldwide in the field of preservation and promotion of film heritage.
The Technicolor Foundation operates worldwide with four types of programs: film
restoration, operational support to film archives, festival support and educational
programs for universities and film schools. It has been notably acting, since its
creation, in Cambodia with Bophana , the Cambodia Film and Audiovisual Center
created by Rithy Panh.
Among the key restorations : in 2008, Lola Montès by Max Ophuls, in 2009, jointly with
Groupama Gan Foundation, Mr Hulot’s Holiday by Jacques Tati in 2009, the Complete
Film Works of Pierre Etaix in 2010 , A Trip to the Moon (1902), in color, by Georges Méliès,
Lola by Jacques Demy and Tell Me Lies by Peter Brook in 2012.

Contact
Séverine Wemaere, Managing Director
1 rue Jeanne d’Arc 92443 Issy-les-Moulineaux Paris France
+33 1 41 86 68 24 +33 6 07 33 31 25
severine.wemaere@technicolor.com
www.technicolorfilmfoundation.org

Cambodia Film Commission

Initiated by Rithy Panh with the support of AFD, CFC is an organization dedicated to
the development of foreign film production in Cambodia.
As a first point of contact for filming in Cambodia, the CFC offers since 2009, free
comprehensive services to all kinds of production (feature films, TV programs,
commercials, documentaries, corporate films…), in order to facilitate the work of
foreign productions.
CFC also operate the CFC FILM LAB, a production training program dedicated to
local crew in all departments. CFC is also founder and organizer of the Cambodia
International Film Festival (CIFF) since 2010, the first and largest international film
event in Cambodia with a professional outreach.

Contact
Cedric Eloy, CEO
# 128, St 200 Oknha Men, Phnom Penh- Cambodia
+885 (0) 23 222 920
contact@cambodia-cfc.org
www.cambodia-cfc.org
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Next page: A Trip to the Moon – original color version - (1902)
by Georges Méliès (France)
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His Highness Prince Sisowath Tesso, Counselor to the Cabinet of H.M. the King of Cambodia
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Mr. Sin Chan Saya, Director of the Cinema & Cultural Diffusion Department of Cambodia
Mr. Por Bean, Director of the Chaktomuk Conference Hall
Ministry of Information
His Excellency Khieu Kanharith, Minister of Information of Cambodia
His Excellency Choum Socheat, Advisor to the Ministry of Information
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