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From a Place Called the United States

Victor Masayesva, Jr.,

Victor Masayesva, Jr. is a widely recognized Hopi
independent who has been making video art and television
for over 12 years. His works have won awards, including a
Gold Hugo at the 1984 Chicago International Film Festival,
and have been broadcast in the U.S. and on German and
Spanish Television. His critically acclaimed “/tam Hakim
Hopit” was producd in his native language and subtitled in
English. This and other works, including “Ritual Clowns,”
have been the focus of special exhibitions at the Museum of
Modern Art, the Whitney Museum, the Long Beach
Museum of Art and various exhibitions in the U.S., Japan,
the Netherlands, France and Soviet Union.

Sandy Johson Osawa

Sandy Johson Osawa holds the distinction of being an
independent producer/scriptwriter ionger than any other
Native American in the country and is one of the few Native
American women producers in the country.

Statement: 'm a member of the Makah Tribe of Neah
Bay, Washington. My people have always ventured out into
new and difficult territory— going after whale and seal in
dangerous water. | see my own role in the media as similar.
The territory is dangerous because the media does not
encourage our voice at the present time. | hope to see the
day when our image won't be so frozen in time. Right now
“the only good Indian is a dead Indian in the media.” Yet,
we have so many contemporary stories to tell. We are alive
today.- We are real today. | seek to tell of the beauty and
strength | seek in contemporary Indian America.

Puhipau

- Puhipau was-born on the Big-island of Hawi'i, raised-in
Honolulu and educated at the Kamehameha Schools. He
becane attracted to the video medium shortly after he was
the subject of a PBS-televised documentary on the eviction
of Hawaiians from their homes at Sand Isiand, Honolulu in
1980. He is now a producer with Ni Maka o ka ‘Aina, an
independent video production team that focuses on re-
gaining independence for hte Hawaiian nation. With over 50
titles documenting traditional and contemporary culture,
the native species and environment, as well as language,
music and arts, N Maka o ka ‘Aina is committed to serving
as “the eyes of the land.” N& Maka o ka ‘Aina has a weekly
cable TV program and a monthly program on Hawai'i Public
Television. Their productions have also been seen on PBS,
the Deep Dish satellite network and Hawai'i's commercial
stations.

From a Place Called Canada

Loretta Todd

Loretta todd is a director, producer and witer. Her work
combines documentary and drama in an effort to go
beyond the ethnographic voice of conventional
documentary. To her, documentary has served to freeze
aboriginal people in time. creating a closed world from
which aboriginal people are not allowed to escape. Instead,
she seeks to create a poetic, lyrical voice. that speaks from
her heart, while respecting the voices and fives of those that
participate in the films.

From a Place Called Ecuador

Alberto Muenala

Albeto Muenala is a Qichua filmmaker from Ecuador. He
has trained at and graduated from the CUEC (Centro de
Estudios Cinematograficos) of the National Autonomous
University of Mexico (UNAM) in Mexico City. Thus far, he
has directed three video documentaries, produced by the
Corporacién Rupai, on subjects of importance to the
Otovalo community: “Inti-Raymi”, “Yapallag”, and Ay
Taquicqu”. Two projects are in the works: “Quando los
Dioses Eran Neutrales”, a fiction film about the indigenous
leader Atahuallpa, and his efforts at autonmy dqring the
colonial period in Peru; and “Auto-Genesis 92”, a
documentary about the efforts of indigenous people in
Ecuador to gain recognition for their cultural traditions and
equal consideration under the law.
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From a Place Called Brazil

Megaron Txucarramae

“Megaron Txucarramde” is his official legal name, but
his Indian name is “Mearonti,” meaning “Great Spirit.” He
belongs to the Kayapd Metyktire tribe of the Gé language
group, and was born in 1950 in a Kayapé village in the
norhern part of the Xingu Indian Park in the Luciara City
District in Mato Grosso State. From age 14, he learned
Portuguese and began visiting other Indian and Caucasian
societies. In 1971, became a contract driver with the Indian
National Foundation (FUNAI=Fundagao Nacional Indian). In
1984, Megaron was appointed park director of the Xingu
Indian Park and led movements for the restoration of Indian
rights and for environmental protection. In 1989, he
travelled around the world with the rock musicaian Sting
promoting the cause of rain forest protection, and met
many important figures beginning with Pope John Paul Il.
In April, 1993, Megaron received the “Indian Distinguished
Service Medal” from the Indian Research Center of Goidsu
Catholic University. This June he established the Indian
Vision and Image Center. He is currently actively
advanceing movements to protect and apread Indian
culture and to promote Indian power.

Monica Frota

The film-videomaker Monica Frota was born in Brazil in
1960. After graduating as a filmmaker from the
Universidade Federal Fluminense-Brazil, she developed a
number of projects, both narrative and documentary, as an
independent producer, director and editor. In addition while
working within the constraints of television she realized
there needed to be more alternative uses for videotape. In
1985 along with two other anthropologists-videomakers
she began to co-produce “Mekaron Opoi D’joi” (“He who
creates images,” in the Ge language) project, the first
indigenous media project of the Kayapo Indians of Brazil. In
1992, she obtained a masters degree in visual anthropology
drawing from her project with the Kayapo. She has just
completed “Taking Aim,” a 40-minute video that depicts the
use of video as a political tool for the Kayapo. She is
currently working to develop a center for indigenous media,
which internds to work with both urban and rural
populations in Brazil.

From a Place Called Aotearoa/New Zealand
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Tukoroirangi Morgan

Tukoroirangi Morgan has worked in television for more
than nine years. He currently works as a News and Current
Affairs Senior Journalist/Director at New Zealand's only
privately owned televisin station, TV3. He has produced
several documentaries including a three hour program
special featuring New Zealand’s premier cultural event, the
Maori Performing Arts Festival. An active memver of Te
Manu Aute, the natioanl association for Maori working in
film and television, Morgan is currently involved in
establishing New Zealand's first tribally run and owned
regional television station. In conclusion, he represents the
Maori filmmakers and television program makers on the
World Ailiance.

Merata Mita

Merata Mita was born in 1942 and raised in Maketu,
New Zealand, in the Bay of Plenty. She received a tr. ditional
Maori upbringing, excelling in sports and academics, before
attending the Teacher’s College in Auckland. She taught
school for 12 years, then gradually moved into filmmaking,
first with foreing film crews, then becoming a filmmaker
herself in 1976. Her documentary features “Bastion Point:
Day 507", "Patu”, and “Mana Waka" generated intense
controversy in New Zealand and around the world for their
courageous presentation of Maori issues, racism, and what
Mita describes as “New Zealand’s oral histoty.” Mita is also
a producer, actor, scriptwriter, production manager, and
feature film director, having completed the critically
acclaimed “Mauri” in 1987. Most recently, she has worked
on a Western shot in New Mexico, directed by Geoff
Murphy and starring Mickey Rourke.
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From a Place Called Australia

Frances Peters

Frances Peters joined the ABC in 1989 as a researcher
for the second and third “Blackout” series. In addition to
her work on other people’s projets, she produced and
directed the documentary “Ocean Apart”. In 1992, she
produced the one hour documentary “Tent Embassy", and
is currently working on an international co-production for
the Intemational Year of the World's Indigenous Peoples.

David Sandy

David Sandy’s career with the ABC started back in 1982.
He began as a film editor and stage manager. From 1984,
he worked as an assistant director in several programming
areas, before joining the Aboriginal Programs Unit in 1989.
There he has made programs like “Civil Rights”=“Youth”,
“Buildig Bridges”, “Kids & Culture”,-“Dabs Ball”, and “Tent
Embassy”.

From a Place Called Japan

B From'Hokkaido
Ogawa Motoi

Was first exposed-to Eisa while studying at the
University of Okinawa, and has been fascinated with it since
then. He is the founder of the Ainumoshiri Eisa Troope,
which debuted on the eve of the ‘93 Nibutani Forum.

Ogawara Noriko
The youngest daughter of Sugimura Kydko, she is also
a traditional craftswoman of Ainu.

Kayano Shird

Born in Hokkaido in 1958. He currently residens in
Nibutani, Biratori-ch6. Hokkaido. and is the head of thie
Nibutani Ainu Language Learning Facility.-In 1981, he
graduated from the Law Department of Asia University, and
after spending the next two years-at the Yoyogi Law
Institute, joined a private enterprise group. In September
1987 he participated in a research trip to Canada that was
sponsored by Biratori-chd. On that trip, through his
dealings with Native Canadians. he became powerfully
aware of his own Ainu(1) ofigins, and upon retuming to
Japan decided to work in'an Ainu Language Leaming
school. He began working at the Nibutani ALLF in 1988,
and was appointed to his current position in 1992. He was
also appointed derectr of the Biratori Youth Chapter of-the
Ainu Association of Hokkaido in April of 1990. From April
1992, he has worked as the Assistant Director and Curator
of the Kayano Shigeru Ainu Memorial Hall. His field of
specializationis the Ainu language.
(1) The Ainu are an aboriginal race of Japan. They are
ethnically distinct from modern Japanese, having more
Caucasian features and a unique Iangﬁa_ge and culture.

Sugimura Kyéko

A traditional potter of Ainu Sugimura is striving to
uphold and carry on the traditonal handicrafts that were
performed by Ainu menoko (women). She also serves as
the_chairperson for the publishing committee managing a
Kinara Book Yukara series of coflected works as well as the
manager for the Society for the Preservation and
Continuanec of Ainu Intangible Cultural Properties. She
currently resides is Asahikawa City in Hokkaido,

Hikawa Kiyo

A singer who carries on the traditonal Ainu art of
performing with the mukkuri. She is a representative
performer of Ainu shamanistic songs. She currently lives in
Kussharo-Kohan, Hokkaido.

Hikawa Kikue

The eldest daughter of Hikawa Kiyo, she is also a
traditional performer of Ainu and:resides in Akan-kohan,
Hokkaido.

Mikami Meguru

A free-wdriter, Mikami is also the coordinator of the
Investigationg Ainu Natural Medicine Project, and member
of the International Traditional Medicine Research Group.
She resides in Sapporo.

Mikami Toshimi

A musician, Mikami produced and released in 1993
“Upopo Remix,” a revision of Sawai Tomenofuchis classic
“Upopo.” He lives in Sapporo.

B From Okinawa
Ara Yukito

Born in 1967 in Ishigakijima. Influenced by his father,
who was a renowned player of Yaeyama folksongs on the
sanshin, he entered the world of folksinging. In 1985, he
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became the youngest person to be awarded the Grand Prize
at the Yaeyama Classical Music Concours. Between 1986
and 1989, he embarked on a tour that took him not only
through Japan but around the world as well. Since then, he
has become active in the media world, becoming a regular
on Okinawan television, appearing in the film “Pinapple
Tours,” and directing music for a stage production of “The
Great Land” (“Daichi”), as well as concetrating on his live
performances. He is widely regarded as a young sanshin
player of great potential.
B From Main Island
Ikui Eikd

A cultural historian, Ikui was born in Yokohama in 1954.
He is a graduate of the Literature Faculty of Keio Univesity,
and is currently a professor at the Kyoritsu Women’s
University in Tokyo. He specializes in the culture and
philosophy of the 19th and 20th centuries, focussing on art,
film, urbanization, and architecture. He is the co-author of
several works, among them The Dream of the American
South ( “Amerika nanbu no yume ,” published by
Yihikaku), and The Rhetoric of Zero (“Zero no shijigaku,”
publishied by Riburopoto).

Imafuku Ryiita

Born in Tokyo in 1955. A cultural anthropologist, he is
also an assistant professor at Chiibu University’s Faculty of
International Relations. By performing field work in places
where hybrid cultures have developed — such as Mexico,
the Carribean, and Southwest America — he is currently
trying to relate the melding and spread of native cuiture
withan emerging new world consciousness in the post-
colonial present. He is the author of The Romanesque of
the Plains (“KGya no romanesuku,” at Chikuma Shobd), To
the Angels of Feeling (“Kankaku no tenshi e,” at
Heibonsha), Ereoleism (“ Kuredru-shugi,” at Seidosha), and
The Migrant Spirits (“Utsurisumu tamashii-tachi,” at
Chiiokoronsha).

Uemura Hideaki

Uemura was born in Kumamoto in 1956, and is the
holder of a Master's in Economics from Waseda
University’s Graduate Faculty of Economics. In 1982, he
founded the Grassroots Organization’s Citizen’s Foreign
Exchange Center. Uemura is also actively involved in the
protest movement for restoring native people’s rights. He is
the author of various works, including Bow-wow-meow
Detectives: The Story of the Dogs and Cats Who Died in
War (“Wan-nyan tanteidan— sensd de shinada inu ya neko
no hanashi,” published by Popurasha), Traders of the
Northern Sea ("Kita no umi no kodekishatachi,”
Popurasha), and Native Peoples (“Senjiminzoku,”
published by Kaihdshuppansha).

Chupchisekor

Born in 1941 in Kyoto. Following the will of the late
Bacherd Yagko, a Christian Missionary and poet of Ainu
descent, Chupchisekor has been active in many different
areas, such as a series of lectures, “On the Treatment of
Ainu in Japanese Film “(begun Dec. '92), a traveling
workshop,” Tour of Ainu-moshiri (begun Oct. *90), and the
publication of a leaflet, “Listening to the letters of the
Birds.” In "94, Chupchisekor plans to teach the Ainu
language.
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[ JOE B 2VES 33
BANTAINZT RERET LR RS E, d1R01991F
IR EE N2 X251 —BRESR T - R it RAB ORI
S AEREL =T BKERE | A 0— Tt — M. fU ARSI
otz S A ROSERBRIEEREREIRY SV, [HFE
ERBES | 1—F o — Uiz, B RO Fa X5 —8
BFDRILERESH,

PARBAE (Mol B30

ZOAVNIBRR, B3 MFELEARSN, ARREEER
SWARERM U BIBRE [/ A+ IV P—R [ 7 0Fa—
R A TR TYMNERBE 7 OF 2 —H—E LTEBHLTV S,
19935 I EENF 21 47 —BRER TS, MR- v —2- /—
FREEHIZ[HREERREE | O3—Fx—5—1XEH D,

PRIHRE (v 30>
ZATNITETRF I3 2h—Dp—, RREGEBEOT LRI
fea=Fyr—5—5BH AFIBROTA R FRBFROS R
DN A—-TF—MeFEH T,

Abé Mark Nornes

Abé Mark Nornes is a graduate School of the Cinema-
Television at the University of Southern California. For the
1991 Yamagata International Documentary Film Festival, he
co-curated “Media Wars.,” a retrospective of World War Il
documentary. For this year's Festival, he is co-coordinating”
In Qur Own Eyes: The Indigenous Peoples’ Fitm & Video
Festival” He is currently writing about the history of
documentary film in Japan.

Daishima Haruhiko

The president of Sukoburu-Factory Inc., Recently, he
produced the Okinawa’ cinema “Pineapple Tours” that was
released New Directors from the Japan Directors’ Alliance.
For 1993 Yamagata International Documentary Film
Festival, he is working as co-coordinator of “In Qur Own
Eyes: The Indigenous Peoples’ Film & Video Festival” with
Abé Mark Nornes.

Kadoi Mari

Kadoi is a Production manager at Sukoburu-Factory
tnc., She is working as an assistant coordinater for the
1993 Yamagata International Documentary Film Festival,
Among her many duties, Kadoi is coordinating the activities
of the Ainu and Okinawa’s guests.
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The Indigenous Peoples' Film & Video Festival
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Yamagata International Documentary Film Festival'93
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The Schedule of Screening

10/6 (Kk./Wed.) 17:00-21:00
[ZyRAEENS LD S [A] ]
"From a Place Called Japan”

10/9 (+./Sat) 10:00-14:00
[ZyREMENZ DS [A] |
14:30-17:00
[ZyRAEMETN S LMD S [B] ]
"From a Place Called Japan”
LEtER [ZADEM]
The Program of Screening
"Ship of Outlaws”

10/10 (H./Sun.) 18:00-21:00
[ZyREMETh D LH 5 [B] )

“From a Place Called Japan"
iR [KEREOEY R

The Program of Screening

"Migratory Birds of the Plains”
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1925 - 1993:
A Tale of the Ainu Ezo-ga-shima

By Kayano Shiro
<A History of Aggression>

It is easy to imagine that before the inroads
made by the Japanese during the fifteenth
century, the lives of the Ainu living on Ezo-
ga-shima were peaceful and comfortable.
However, during the Middle Ages, powerful
clans began to invade Ainu territory in
northern Japan. Naturally, friction arose
between the Japanese and Ainu peoples,
leading to the War of Koshamain in 1456.
The war is said to have begun when a
Japanese blacksmith killed a young Ainu
boy.

As a result of the war, the Ainu were forced
to accept a number of restrictions, namely
that they were to trade only with the
Matsumae clan and their fiefdom. As a result
of this situation, the Ainu were forced into an
inferior position, and were subsequently
taken advantage of in an unprecendented
manner. This treatment and other cruelties
lead eventually to an uprising which became
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the Battle of Shakushain, in 1669.

On February 7, 1855, Japan signed a treaty
establishing friendly relations with the
Russian Empire. As a result of this treaty, the
Russo-Japanese border was established at the
Kurile Island chain, creating a situation
where Japanese and Russian citizens were
forced to live together on Sakhalin.

In 1869 a pioneers’ settlement was

established on Ezo-ga-shima, leading the
government to rename Emishi-ga-shima as
“Hokkaido” and organize it into eleven states
and 86 counties. With this settlement as the
launching point, the invasion of Hokkaido
slowly continued.
With the enactment of the Family
Registration Law in 1871, the Ainu were
unilaterally made into Japanese Imperial
subjects.

The "Sakhalin-Kurile Exchange Treaty,"
signed by Japan and Russia in 1875, created
two more tragedies in the history of the
invasion of Hokkaido. In October of the
same year, 841 Ainu were forcibly moved fro
Sakhalin to Tsuishikari on Hokkaido, and in
July of 1884, 97 Ainu in Kurile were taken to
Shikotantd Island. The result of this was that
the Ainu in Kurile simply ceased to exist.

The discrimination against Ainu only
increased as the years went by. For example,
the appellation of "northern primitives" was
used by the Hokkaido Settlement Authority
to refer to the Ainu. Furthermore, under
laws established by the Meiji government,
the Ainu were prevented from freely hunting
deer and fishing for salmon on traditional
hunting sites, leading to severe food
shortages. In March 1899, the government
enacted the "Hokkaido Primitives Protection
Law,” out of a desire to "protect” the Ainu and
assist them in dealing with their living
difficulties — despite the fact that it was the
government policies that had lead to the
situation where Ainu needed to be protected
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in the first place. This Protection Law is still
in effect today, governing many aspects of
Ainu life, such as setting artificial limits on
Ainu property rights — limits that are clearly
in contradiction to the Japanese
Constitution’s guarantee of “equality” to all
Japanese citizens.

<Nibutani: Past and Present>

In spite of the difficulties experienced in
the past, a nearly unsullied form of the Ainu
language and Ainu culture managed to
survive in Nibutani until the 1940’s, and even
today, there are movements to protect the
Ainu language and support such cultural
activities as traditional Ainu folk dancing.
Dr. Neil Gordon Manroe, who from 1931

. until his death in 1942 performed volunteer

medical work in Nibutani, recorded many of
these customs and practices in his Culture
and Customs of the Ainu. Using this and
other resources as well as film clips, we have
been able to produce two documentaries
about the Ainu and Hokkaido. In addition to
these films, we have also produced 1925 -
1993: A Tale of the Ainu, a film whose chief
objective is to examine the various activities
modern Ainu are undertaking to preserve
their sense of identity as Ainu.

Kayano Shiro

Bor in Hokksido in 1958. He currently resides in Nibutani,
Birtori-cho Hokksido, and is the head of the Nibutani Ainu Language
Leaming Facility. In 1981, he graduated from the Law Department of
Asia University, and, after spending the next two years at the Yoyogi
Law Institute, joined s private enterprise group. In September 1987 he
perticipated in & research trip to Canada that was sponsored by Biratori-
cho On that trip, through his dealings with Native Canadians, he
became powerfully aware of his own Aim origins, and upon retuming
16 Japan decided to work in an Ainu Langnage Learming school. He
began working at the Nibutani ALLF in 1988, and was appointed to his
current position in 1992. He was also appointed director of the Bimtori
Youth Chapter of the Ainu Association of Hokkaido in April of 1990.
From April 1992, he has worked as the Assistant Director and Curator
of the Kayano Shigera Aina Memorial Hall. His field of specialization
is the Ainu language.
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*The Program of Screening ¢
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R f the Shiraoi Ain

Original: Hatta Saburo/Reconstruction: Encyclopaedia
Cinematographica Japan Archives, A Division of the
Shimonaka Memorial Foundation/video / BW / 39 min
/1925

—]

Synopsis

This film is a record of the livés of the
Ainu of Shiraoi Village which was presented
at the 1925 Pacific Academic Conference by
Hatta Saburo, a zoologist at Hokkaido
University. It shows the traditional Ainu
lifestyle: greeting rituals, wedding and
funeral rituals, traditional remedies for
illness, hunting rituals, folk dances, and the
traditional Ainu style of fishing.

Uepotara—
A Traditional Exorcism Rite
of the Nibudani Ainu

(by N.G. Manroe)

Original: Niel Gordon Manroe. Reconstruction:
Encyclopaedia Cinematographica Japan Archives, A
Division of the Shimonaka Memorial Foundation.
Narration: Kayano Shigeru/video / BW & color / 24
min / 1933, 1992

—

Synopsis
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This film is a remastered edition of N.G.
Manroe’s original, made in 1933. Dr.
Manroe was a Scottish doctor who, after
taking Japanese citizenship, worked in the
years preceding the Pacific War as a
community doctor and health advisor for
the Ainu of Nibutani. It records a
traditional exorcism rite of the Ainu used
against demons of sickness and disease, as
well as other traditional Ainu rituals. It is
also a recollection of the Ainu activist
Kayano Shigeru’s boyhood, and it is for this
reason that he undertook the remastering of
the film in 1992.

—

Chisenomi
Original: Niel Gordon Manroe. Reconstruction: Encyclopsedia
Cinematographica Japan Archives, A Division of the Shimonaka
Memorial Foundation. Narmtion: Kayano Shigeru / video / BW &
color /20 min / 1934, 1993

——

Synopsis

Another film by Dr. Manroe, who died
before it could be completed. This
documentary records the Nibutani Ainu
ritual surrounding the blessing of a new
“chise” (home).

—

Words:
The | |

Dir, Pro, Original: Kayano Shiro/video / color / 20 min
‘7 1993
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Synopsis

Are the Ainu really guaranteed the right of
ethnic education in Japan? Sadly, that
answer is no. Believing that "Even if you
wear different clothes, even if you eat
different foods, and even if you change your
dwelling, as long as you have your
language, you belong to the people that use
that language,” in 1983 Kayano Shige
opened the Nibutani Ainu Language School
in Hokkaido using his own funds, with the
purpose of teaching young Ainu children
their native language. Also using footage
taken in 1960 of an Ainu elder telling
"uepekere” (traditional tales) and singing
"yukara” (hymns), Kayano’s son Shiro
depicts his father’s feelings about passing
on the Ainu language to a new generation.
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Enutomomo ("“Gazing")

By Chupchisekor

In the Nihon shoki ("Record of Japan), it is
recorded that soon after the country known
as “Japan" was established, the two sons of
the Ainu chieftain Shrku(1) were converted
to Buddhism. It is from this time that the
Emishi(2) and Hayato (two of the northern
native tribes) were gradually converted to
Buddhism. I was both delighted and felt it
strangely appropnate when I heard there
was going to be an opportunuty to see and
discuss Japsnese films from an Ainu point of
view in Yamagata, a part of
"Ainumoshiri"(3)in ancient films."

I was born in the city of Kyoto in "Sam-or
moshiri® ("neighboring country”/Japan) in
1949. Kyoto is where Bachera Yaeko(4)
passed away, and in the hopes of somehow
carrying on her spirit, in 1982 I joined a
group that was privately publishing picture
books (ten in all) written in Ainu, called
Aynu'’ itak easkay? ("Can you speak Ainu?”).
Additionally, since 1983 we have been
publishing a newsletter, Chikaporopeka an-
nu ("Listining to the letters from the birds").
I also participate in a study group that meets
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monthly in Kansai (Western Japan, in which
Kukai [5] was active) to visit ancient Ainu
sites, called Hushkone Ainumoshiri
akopishpa rok-kusu ("Tour of Ainumoshiri").
In conjunction with 1993, the Year of the
Indigenous Peoples, since last December we
have been screening various films, grouped
under the theme "On the Treatment of Ainu
in Japanese Film." Regarding that treatment,
as a form of protest, most Ainu until now had
refused to see any film dealing with them as
subject matter due to the distorted image of
Ainu presented; however, we realized that if
we don’t say anything, we are in fact
endorsing such treatment, and that if we
didn’t speak up about the discriminatory way
Ainu were portrayed, people would
misunderstand what being Ainu meant.
With this in mind, we Ainu began a public
education drive of sorts, hoping to show to
people what Ainu really are. We hope that
this screening will become a historic
watershed in changing the way Ainu are
perceived in the Japanese consciousness.

When I look at these films that are being
screened, for instance the film The Whistling
Outlaw (6). I am reminded the story of Nufio
De Guzman, the governor of the First
Audiencia in Mexico, who deliberately
provoked the native (Waschteka) tribe into
revolting so he could eradicate them once
and for all. According to stories, he enslaved
thousands of natives, selling some of them to
Cuba and Espafiola Island. The storyline of
many Japanese films about the Ainu bears a
striking resemblance to this story. While this
is but one example, I think it tells us that the
treatment of indigenous peoples around the
world was rather similar. It is important not
to think about this as a "personal” vendetta or
action; it is a pattern.

In his play Kenjo no tenarai narabi ni
shinreki, the Japanese playwright
Chikamatsu Monzaemon described the
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northern countries of Japan as a land of
strange inhabitants, who live according to
nature, having barbaric tastes and customs,
a "lawless, outlandish alien country” —
probably what the typical Japanese of his
time thought about the Ainu. But I wonder
if the modern Japanese person’s awareness
is any different. Thinking about this makes
these films even more interesting and
important. [ hope that we can realize even a
little bit of the spirit of the Year of
Indigenous Peoples here at this festival.

(1) An aconite (a poisons plant)in the Ainu Language.
(2) The origin of this Japanese word is "human being" in
the Ainu

language of Sakhalin.

(3) The land of the human beings, in Ainu Language.
(4) Ahristian missionary of Ainu Origin

(5) He established Shingon Buddhism, and was of Ainu

origin.
(6) Kuchibue-o-fuku-Mushukunin (1961) Toei-Kyoto
studios.

How Ainu Are depicted in
Japanese Film

"A Japanese Perspective
on Ainu in Film"

These two films have one common
feature: they have absolutely no
understanding or consciousness of the Ainu,
who are treated at best as "local fixtures," and
depict as only the "exotic background"-—for
adventures by Japanese. Ainumoshiri (Ainu
lands). Although there is one Japanese in
Rider with a Guitar who "understands” the
Ainu, his naive, hypocritical desire to
"protect” them is reminiscent of the "white
man’s burden” philosophy evident in other
colonial lands. It is not only in these films,
however, that Ainu are treated this way; in
almost all Japanese films about the Ainu,
they are relegated to the level of "talking
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dogs"features at a menagerie as it were.
Through the screening of these films, we
hope to make people think about how their
preconceived notions of the Ainu were
formed.

—

Migratory Birds
of the Plains
("Daisogen no wataridori")
Dir: Saito Takeichi. Screenplay: Yamazaki Iwao, from
the story by Hara Kenzaburo. Cast: Kobayashi Akira,

Asaoka Ruriko, Shishido Joe. Prod: Nikkatsu. (scope /
color / 83 min / 1960). [video projection]

A

Within the breathtaking nature around
Lake Mashu in Hokkaido, our "wandering"
young hero with a guitar on his back,
protects the local Ainu village from evil-
doers seeking to expand tourism.

(from the original publicity kit)

—

Ship of Outlaws

("Gorotsuki bune”)
Dir: Mori Kazuo. From the novel by Osaragi Jiro. Cast:
Okouchi Denjiro, Soma Chieko, Tsukigata Ryunosuke.
Prod: Daiei/B&W / 88 min / 1950

—

A thrilling samurai romance about
the adventures of a government agent in the
breathtaking virgin field of Hokkaido.
(from the original publicity kit)
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10:00~13:00 HF LI B LMD  From a Place Called Canada
10 /6 13:30~15:30 FSONEREIINDLHHS  From a Place Called Brazil
WED 16:00~16:30 #REERBURIEFEIERXR  The News Press Conference

' 17:00~21:.00 =y rRIh21hS[A]  From a Place Called Japan{ A)
21:30~23:30 HDI—FT 1T E > The Ist Night Meeting
10:00~12.00 o7 FNEMEIEND LA  From a Place Called Ecuador

10 /7 13:00~16:00 FAYHEFIEND UMD  From a Place Caaled the United States
THU 16:30~17:50 4SRN LRRF( 222 A2 FT( P2y “Imagining Indian”

" 18:00~21:00 »HF+FERRIINBLIBHS  From a Place Called Canada
21:30~23:30 WOI—F1IE=> The 2nd Night Meeting
10:00~12:00 FSSIWEREIIND LSS  From a Place Called Brazil

10/8 | 12:30~16:30 7#77O7/=a—S—5 FESEINDLIAS  From a Place Called Aotearoa/New Zealand
FRI. 17:.00~21:00 A—APSUTPERRIIND LN S  From a Place Called Australia
21:30~23:30 WNI—FALIB=®> The 3rd Night Meeting
10:00~14:00 =i tFEENDLHS[A]  From a Place Called Japan[ A)
10 /g 14:30~17:00 —v L0 (ThBH5H(B)  From a Place Called Japan[ B]
SAT AERER TTHO8M,

) 17:30~19:30 453U LRRFHRY 94 IBIRD2T0E;  “Kanehsatake: 270Years of Resistance”
20:00~23:00 PAR&UAFF 51T s8—F(— The Live Party By the Ainu & Okinawa’s Musicians
10:00~14:.00 7HFFPOP/=a—2—S5 FEMIIND L3NS From a Place Called Aotearoa/ New Zealand

10 /lu 14:30~17:30 FPAVHEOEINDLMHS  From a Place Called the United States
SUN 18:00~21:00 = LW INnD LN S[B]  From a Place Called Japanl 8]
: ELBEL TXRFORY M,
21:30~23:30 HDI—F AT BEMEBD  The 4th Night Meeting
10 / " 10:00~14:00 A —RPSYTEFINSLMHS  From a Place Called Australia
MON. 14:30~16:30 o7 FALEREIENS L HHS  From a Place Called Ecuador
10/5
THY. BRGEA L RIL—a N TAP AL BIEIR )  The Victors' Video Installation “How to Be Indian”
v %ﬂf_f:ﬁ«??—;\v#xzdr(mt‘&lkﬁﬁi)
LR eatdm it i The Lobby front of Yamagata central public hall (6F)
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In Our Own Eyes: P

The Indigenous Peoples' Film & Video Festival
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Yamagata International Documentary Film Festival'93
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Guests:Tukoroirangi Morgan
Merata Mita

———‘
19934£10H6H(K)~11H(A)
BRFARBEERST 2 -

(EETABFA— B “2o b2 3LE")

Oct.6 WED. ~ 11 MON., 1993
First Nation's Theater (outdoor)
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Production

Realities

By Tukorolrangl Morgan

In Aotearoa, New Zealand, the Maori have

achieved relative success with indigenous
broadcasting, largely through our own efforts
and a number of strategic alliances.
An established core of Maori filmmakers have
achieved international acclaim with the
production of feature films like Mauri, Ngati
and Te Rua.

The films mirror an unceasing desire and
commitment by their makers to tell our stories
our own way.

While more films are being planned, funding
is difficult to secure in New Zealand and
prospective filmmakers are compelled to seek
financial backing from international sources.

In recent times a national umbrella
organisation, Te Manu Aute was set up for
Maori staff working in film and television.

The organisation acts as a pressure group to
lobby broadcasters and funding agencies to
ensure that native people are involved in the
production of programmes or films.

Te Manu Aute has made a bold stand by
insisting that any television programme or film
made about Maori people should be made
exclusively by native producers.

In New Zealand the media is at the forefront
of the struggle to retain the indigenous culture
and language.

But the media is also controlled by the
dominant culture, and their need to maintain
audiences in order to sustain commerciality has
come at a huge cost to native people.
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Maintaining competitive audience ratings
means that Maori programmes are often
relegated to an obscure time slot.

There are two main streams of indigenous
broadcasting in New Zealand and both are
valid and are equally important. Mainstream
activity is comprised of Maori units within the
larger state television networks.

The other stream of activity is through a
number of independant film and television
programme makers.

Collectively there is a talent pool of some 200
producers, directors, presenters, journalists and
technicians with a minimum of 5 years of
working mainly for the commercial
broadcasters. There are no pan-industry
requirements in terms of Maori language or
culture content, and equity legislation is
mandatory only with the government
organisations.

TV3, one of four VHF free-to-air channels for
whom I work for as a senior journalist/director,
agreed to a minimum quota of Maori
programming content as a condition of its
broadcasting license in 1989. But it has fallen
woefully short of its legal obligations.

In 1992 state-owned television broadcasted 179
hours of Maori content television across two
channels from a total pool of 11,000 hours.

The lion's share of Maori programmes on
television are made by an in-house Maori
production unit totally funded from the public
broadcasting fee. The remainder of the Maori-
oriented programmes are produced by
independent companies.

The majority of programming produced for
commercial networks is broadcast during off-
peak slots.

The establishment of specialist indigenous
units in mainstream commercial and
broadcasting organisations are a transitional
measure to produce a high quality indigenous
product. The consequence of such a move is to
create an important pool of highly skilled
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broadcasters and increase the demand for
indigenous programming.

In building an indigenous media we must
affirm our own values and build structures that
are not only enduring and robust but, more
importantly, truly native in character.

Tribal television stations owned and driven
by Maori people are now seen as the most
effective means of changing the face and
attitudes of Maori society to ensure that they're
a meaningful contributor to the wider
community.

The Maori are at the cutting edge of New
Zealand’s social problems; high employment
and increasingly poor health are indications of
a people under siege.

But tribal television is an opportunity to
harness positive images that promote self-
esteem and worth against the backdrop of hard
economic times.

The first tribal television, with which I am
personally involved, is expected to begin
broadcasting at the beginning of next year.

For far too long non-Maori have been the
gatekeepers to the most influential forms of
media. Television and film will be harnessed to
ensure that native people, their culture and
their language continue to flourish.

Tukorolrangi Mogran

Tukoroirangi Morgan has worked in television for
more than nine years. He currently works as a News and
Current Affairs Senior Journalist/Director at New
Zealand’s only privately owned television station, TV3.
He has produced several documentaries including a three
hour program special featuring New Zealand’s premier
cultural event, the Maori Performing Arts Festival. An
active member of Te Manu Aute, the national association
for Maori working in film and television, Morgan is
currently involved in establishing New Zealand’s first
tribally run and owned regional television station. In
conclusion, he represents the Maori filmmakers and
television program makers on the World Alliance.
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*The Program of Screening ¢

Nqati
Dir:Barry Barclay/Sc: Tama Poata,/Ph:
Rory Poata/Pr: John O'Shea/16mm/color/
89min./ 1987

i)

Synopsis

Ngati is set in 1948 in Kapua, an
Imaginary small coastal town, the spiritual
home of Ngati, or Tribe. A young
Australian, a recently qualified doctor,
arrives on holiday to visit a non-Maori
family. The father is the town’s only doctor
and his daughter is a school teacher. In the
apparent peace of the town is an under-
current of change that is about to take place.
The daughter of a leading member of the
Maori community has returned from the
city because her young brother is critically
ill but finds it extremely difficult to accept
the traditional ways and customs. The
Local Meat Processing plant is about to be
closed down by Financiers from the City. It
is a moment where the local Maori have to
decide to take their lives into their own
hands.

Director’s Statement
During the early invasions, there was the

L 1n our own Eyes =]



ERDEX

LIgl, 8icit= Ay ML v ) REF
Fhhg L, RO THOAERT T L2t
TEDERATY, ATy MEiZ, WU/
LRI L Bo TV b D—H X EHE
B B SILYWESEORW—SFoBIEh
TWDTY, Ay y MERXRBEOFIC
HbhFE L7

AHTIR, IAFEVIHFLVWI R Ty b
GrthhEd, TRy FMELRIINE
A PORRELDEDEKEERT I LHTED
L3 eRKoTwET, £LT, HRPT
TOFLWI Ay MY, EHOBEED
Xftick i Eh TV B30T,
[F74] ohT, bR TFricEdsH
LOWEF e - b HEOFTHATHI LD
TEF L, EOBHE, PEL(2—%T
(LT, T OREE F0¥R~DH
FBLLT, A TWELIWOTTIINY,
b oEFOHE, EXHORCHLY
¥CDEIICBRETEI/EELTT, &
THHEVICBoTwET, TDEH)LRE
¥, FRbhoEnEhobicEt+<To
Bz, oty ifEATwE S &, T
BRTREL, Fnb BN S L kv
T MADEEXBLTHRAODOLED G,
BO b0 BLBELTiHE2 200260
FREREIAHAHHFLRIPLHTT,

ER®OO7-1

XY= e =2 L Aid, 19444, =2
P—S5FEEh, /J—ATA 5V FODE
RO RBT. SAORBL L b IKEET
3, 197050 L, KISV 7492
FTANATFAVI =L LTHBRRL
o, BERER FXarysyY—%2{5,
TP, -y -PFy k-0
Fe7-3950 " (1972) , 65D
“FuNE v+ " (1974) , ‘4
FA4T - HrI—" (1984) bbb,
19704E DL 5 19804 DL LI i1 T,

musket — the one that killed you from a
distance. That musket was hidden behind a
foreign language, the bible, the new crops —
things that at times seemed beneficial. And
that musket was in the hands of others.

Today there is a new musket — the
camera. This musket can also kill our life
essence from a distance. And worldwide,
the new musket is controlled by the
majority invader culture.

During Ngati, we have been able to take
the new technology into our own hands, if
only briefly. We hope we have used it with
kindness, with humour and with a sense of
confidence in our own people and their
future.

We are proud to have an opportunity to
show other people something of our own
ways of living and thinking. We pray such
opportunities may come soon and regularly
to indigenous people wherever they may be.
We all have so much to gain from you
through your own eyes rather than
another’s eyes.

Director’s Profile

Barry Barclay was born in 1944, one of six
children brought up on a high country farm
in the central North Island of New Zealand.
In the early 1970s, Barclay started working
with Pacific Films as a director, making
trade films and documentaries. Among his
first films are The Town that Lost @ Miracle
(1972), the six-part series Tengata Whenua
(1974), and Indira Gandhi (1976). In the late
1970s and early 1980s, Barclay traveled
extensively, and made The Neglected Miracle
(1984) in Europe and South America. Ngati
was his first feature film, and his latest
feature film, Te Rua, has screened at renown
film festivals around the world.

Source:: New Zealand Film Commission, P.O. Box 11-
546, Wellington, New Zealand; phone: 64-4-859-754;
fax: 849-719.
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Mana Waka

Dir:Merata Mita, Ph:R. G. H. Manley/Ed:Annie
Collins/16mm/B&W/85mm/1990

S ———

Synopsis

Mana Waka is an epic feature-length
documentary showing the construction of
three great waka taua/war canoes in New
Zealand during the late 1930s. The waka
project was the vision of one of the great
Maori leaders, Princess Te Puea Herangi.
She commissioned the building of a fleet of
canoes to commemorate the seven ancestral
canoes that brought the Maori people to
Aotearoa, and to draw together and uplift
both Maori and Pakeha at the time of the
1940 centennial of the Treaty of Waitangi.
Te Puea gave Jim Manley permission to
record the construction of the waka on film.
The filming took place intermittently over a
three year period, but the footage was not
printed or edited, and remained unseen for
more than 40 years.

In 1983 Nga Kaitaiaki o nga Taonga
Whitiahua/The New Zealand Film Archive
undertook the complex task of preserving
all the surviving, silent, unedited, nitrate
negatives. This involved more than 350
hours of hand repair and preservation work
over several years. Then in 1989 work
began Turangawaewae marae, through the
manaakitanga of Te Arikinui Dame Te
Atairangikaahu, and under the direction of
Merata Mita, to create a new film from the
50 year old images.

Director’s statement
The waka film is clearly the great vision of
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a great woman. Te Puea had already laid
down the kaupapa for a completed film in
that the end result 'must uphold and uplift
the Maori people’. As well Te Puea
expressed desire that the work completed
would bring everyone together,
whakakotahi.

The importance of the Treaty of Waitangi
along with the Maori desire for self-
determination, has become the focus for our
future as a nation. The symbols of greatness
and unity in the waka taua projects of the
thirties have laid the foundation for what is
taking place in the 1990s. Although not
completed till fifty-two years after shooting
first began, Te Puea's vision and far
reaching plans for the future have been the
cornerstone for nation building in Aotearoa.

Director’s Profile

Merata Mita was born in 1942 and raised
in Maketu, New Zealand, in the Bay of
Plenty. She received a traditional Maori
upbringing, excelling in sports and
academics, before attending the Teacher's
College in Auckland. She taught school for
12 years, then gradually moved into
filmmaking, first with foreign film crews,
then becoming a filmmaker herself in 1976.
Her documentary features Bastion Point:
Day 507, Patu, and Maka Waka generated
intense controversy in New Zealand and
around the world for their courageous
presentation of Maori issues, racism, and
what Mita describes as "New Zealand's oral
history." Mita is also a producer, actor,
scriptwriter, production manager, and
feature film director, having completed the
critically acclaimed Mauri in 1987. Most
recently, she has worked on a Western shot
in New Mexico, directed by Geoff Murphy
and starring Mickey Rourke.

Source: Mrs. Rena Ngataki, Turangawaewae Board of
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Trustees, Turangawaewae Marae, Box 132,
Ngaruawahia, New Zealand; phone: 64-7124-8144; fax:
x7817.
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Maurni

Dir:Merata Mita/Prod:Merata Mita and Geoff
Murphy/Ph:Graeme Cowley/Ed:NicholasBeauman/
35mm/ color/99min./ 1987

A LR

Synopsis

Mauri is the story of a man, Rewi, who
reclaims his spirituality. Rewi is haunted by
a past which threatens to engulf his future.
However, his relationships with two
women set him on the road to redemption.
The elder, Kara, he loves as earth mother
and spiritual healer. The younger, Ramari,
is a beautiful headstrong woman with
whom Rewi shares a volatile sexual
attraction and deep painful love which ends
in deprivation and rejection.

The story is set among the colourful
characters of a once thriving settlement, Te
Mata, upon whom the encroachment by
Europeans spells disaster. Now isolated by
lack of numbers, time and distance, the
remaining survivors form a tight-knit
community which outsiders find
impenetrable. Rewi's deceit forces him to
become part of that community and his life
is inextricably interwoven with those
around him.

Kara, the elder and acknowledged leader
of Te Mata feels the unease in Rewi's psyche
and senses the emotional and spiritual
damage he suffers. But like all spiritual
healers she wisely waits his time to
unburden himself even though her time is
running out.

Throughout it all a little girl, Awatea,
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watches and wonders. Willie's season
comes and goes, while the two European
men, Mr. Semmens, and his son Steve who
marries Ramari, hover at the perimeters of
insanity and sometimes acceptance.

Mauri starts with birth, ends with death,
and is about life.

Director’s Statement

When a child was born it was normal
practice for the afterbirth to be buried in a
special family plot. Every family had sucha
place and the afterbirths of countless
generations were returned to the earth in a
ritual thousands of years old. This
illustrates the bond between the people and
the land and is called, whenua ki te whenua-
whenua, being the same word in Maori for
‘afterbirth’ and 'land'.

In the film when Kara's nephew comes
home on holiday, she knows he is going to
die. This is not a premonition, it is certain
knowledge. And when he meets his end
some two hundred miles away, she
responds at the exact moment of his death.
These are not exceptional powers when seen
in the context of her culture. Kara is part of
the tapestry of life woven by those who can
still read omens in nature and the
landscape, whose insights inherited from
the past give them second sight into the
future.

Growing to the old age is the getting of
wisdom and the elders are still revered by
Maori people today.

Nowhere is the heart and soul of
Maoridom expressed more freely and
profoundly than on the marae. The marae is
the cosmic centre for all Maori activities. It
links all living members of the tribe through
their elders, to their ancestors and
ultimately their creator. The marae is a
sacred space usually with a carved meeting
house standing to the edge of a grass
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clearing. It is in this all encompassing
environment that the wedding of Steve and
Ramari takes place.

The holistic view of life in our universe, of
the earth and its peoples as being an
implacable yet inextricable link in the
cosmic chain is another important concept
Kara passes on to the younger generations
in her keeping. Intangible forces that bind
us together expressed as concepts alien to
western thinking are given prominence in
this most traditional form of education —
and in this film.

Source: New Zealand Film Commission, P.O. Box 11-

546, Wellington, New Zealand; phone: 64-4-859-754;
fax: 849-719.
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The Indigenous Peoples' Film & Video Festival
St R RBEEER S S50 — N The schedule of Screening & Events Related
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10/6 (K. /Wed.) 10:00-13:00
[HFHEFETN DI LD S |
"From a Place Called Canada”

1993410A6H(K)~11H(H) 1%71_ ;ﬁ{?r&u.) 18:3;)-21 :00
S $ hatihh s
BRENMEXER ST 2 - *From a Place Called Canabdi"
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1079 (+./Sat.) 17:30-19:30

wRLm [Hhxy 24, BERO2705]
Special Screening

"Kanehsatake: 270Years of Resistance"”

Oct.6 WED. ~ 11 MON.. 1993
First Nation's Theater (outdoor)
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|
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|
10:00~13:00 HFFLIFINBLIBH S From a Place Called Canada N :
10 /6 13:30~15:30 FSCAEREINDLIDHS  From a Place Called Brazil i
16:00~16:30 1t SREERBRKIERENICH R The News Press Conference . . . . i
LU 17300~21:.00 :-ya':‘/t_"?(?n%:l:i&b‘%[i\] From a Place Called Jopan{ 4] l[/}?@/%‘ f * X7 i’ V "ﬂ M 4 '9.” Ay ' ) / Ny f | ﬂ m
0:30~23:30 WMAI—FAIE—T>  The Ist Night Meeting Yamagata International Documentary Film Festival'o3 i H
10:00~12:.00 TI7 FAEPRIENDLHAS  From a Place Called Ecuador AP A A A : o
13:00~16:00 7ZAYHERRIEND LN From a Place Caaled the United States Zh:ols ke ke
I.PH{J 16:30~17:50 BN LRRF A< T(F>y  “Imagining Indian” LS A (7 I RERREEE) |
: 18:00~21:.00 HF+SrME(IhDLHHS From a Place Called Canada Guests: Loretta Tod [ |
21:30~23:30 TWNDI—FA I B> The 2nd Night Meeting ] u
10:00~12:00 FSUNEBIND LIS  From a Place Called Brazi TH, Q i
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21:30~23:30 HNI—FAIB=®> The 3rd Night Meeling ? E S T ER : |
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20:00~23.00 7AR&AFF 54T <s8—F 14— The Live Party By the Ainu & Okinawa's Musicians i 0
10:00~14:00 7PAF7POP/=a—S—S FEMEIEND L HHS  From a Place Called Aotearoa/ New Zealand | %
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y *ERMER TAREORY M, i [ S
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10/5 . . i, 1
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e T109— YIRS P (R Eﬁlﬂzﬁﬁﬁ) |
iR . n R~ 0 Co) N
Ia l{'}] RABFHRARRE FA—L 0 The Lobby front of Yamagata central public hall (6F) ] M m
' ]
|
. tmzysa—n N
ARG o, EHO2I0E The Schedule of Screening i
Kanehsatake: 270 Years of Resistance |
|
I E
|
|
|
|
|
i -
|
|
|
|




hoaasso¥-E-H>&LY)

73777 (=a—Y—37F) TR,
<3 VEHSFORBL. %4 ORBLED
DB T, BERBGEKDOVWTRMZ VK
HEND TV B, <" OBREER: Bt
Wik, AV e +741. [7-
V71 o oBBtEOSMET, ERR0Y%E
it 2T, TNOHDOBEIR, bD
WELRALLEAROFTHEY v EV IR
boeErvEVE, BREERBRLTY
B, SHEZ BAOBRENLEEN TS
P, ma—I—5  FCRHRELEION
ML (. TR D RN, DREER
WEZERLIER(ENRTwS,

BE, (F-IX-TUF> Eniza—
V=3 v Feticdikt b ok, 7L
Y, RERTHS AT VDRSY v 7D i
BRI s, Zoiaid, AR CRE&REME
2. EHBESUEIC b 2R RIET
3L MEP T IENEMENRE ¥HE- T
Wh, (F-=X-TU7)it, =3 VicH
T35 VUEMB L UBEIIR T RTEERD
UEZIMEDREF L) AL RMERL
Tw3,

Za—J—-5 7 FTR, 274 7REER
AL L FiE e RET 5 2D ORS ORATRIC
MD2bDRE, £/, AFPATRIEDDHS
BAX{Li#RO N, BARBED = —Xics
b LETV S IIVT, &fERYHR- %
MRXIBEALZ, RERELRAEZED
DAL E L ENTWBT LEBLT
Wi, T4 OFMBHNEREB RV

Production

Realities

By Tukorolrangl Morgan

In Aotearoa, New Zealand, the Maori have

achieved relative success with indigenous
broadcasting, largely through our own efforts
and a number of strategic alliances.
An established core of Maori filmmakers have
achieved international acclaim with the
production of feature films like Mauri, Ngati
and Te Rua.

The films mirror an unceasing desire and
commitment by their makers to tell our stories
our own way.

While more films are being planned, funding
is difficult to secure in New Zealand and
prospective filmmakers are compelled to seek
financial backing from international sources.

In recent times a national umbrella
organisation, Te Manu Aute was set up for
Maori staff working in film and television.

The organisation acts as a pressure group to
lobby broadcasters and funding agencies to
ensure that native people are involved in the
production of programmes or films.

Te Manu Aute has made a bold stand by
insisting that any television programme or film
made about Maori people should be made
exclusively by native producers.

In New Zealand the media is at the forefront
of the struggle to retain the indigenous culture
and language.

But the media is also controlled by the
dominant culture, and their need to maintain
audiences in order to sustain commerciality has
come at a huge cost to native people.
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Maintaining competitive audience ratings
means that Maori programmes are often
relegated to an obscure time slot.

There are two main streams of indigenous
broadcasting in New Zealand and both are
valid and are equally important. Mainstream
activity is comprised of Maori units within the
larger state television networks.

The other stream of activity is through a
number of independant film and television
programme makers.

Collectively there is a talent pool of some 200
producers, directors, presenters, journalists and
technicians with a minimum of 5 years of
working mainly for the commercial
broadcasters. There are no pan-industry
requirements in terms of Maori language or
culture content, and equity legislation is
mandatory only with the government
organisations.

TV3, one of four VHF free-to-air channels for
whom I work for as a senior journalist/director,
agreed to a minimum quota of Maori
programming content as a condition of its
broadcasting license in 1989. But it has fallen
woefully short of its legal obligations.

In 1992 state-owned television broadcasted 179
hours of Maori content television across two
channels from a total pool of 11,000 hours.

The lion's share of Maori programmes on
television are made by an in-house Maori
production unit totally funded from the public
broadcasting fee. The remainder of the Maori-
oriented programmes are produced by
independent companies.

The majority of programming produced for
commercial networks is broadcast during off-
peak slots.

The establishment of specialist indigenous
units in mainstream commercial and
broadcasting organisations are a transitional
measure to produce a high quality indigenous
product. The consequence of such a move is to
create an important pool of highly skilled
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broadcasters and increase the demand for
indigenous programming.

In building an indigenous media we must
affirm our own values and build structures that
are not only enduring and robust but, more
importantly, truly native in character.

Tribal television stations owned and driven
by Maori people are now seen as the most
effective means of changing the face and
attitudes of Maori society to ensure that they’re
a meaningful contributor to the wider
community.

The Maori are at the cutting edge of New
Zealand’s social problems; high employment
and increasingly poor health are indications of
a people under siege.

But tribal television is an opportunity to
harness positive images that promote self-
esteem and worth against the backdrop of hard
economic times.

The first tribal television, with which I am
personally involved, is expected to begin
broadcasting at the beginning of next year.

For far too long non-Maori have been the
gatekeepers to the most influential forms of
media. Television and film will be harnessed to
ensure that native people, their culture and
their language continue to flourish.

Tukoroirangl Mogran

Tukoroirangi Morgan has worked in television for
more than nine years. He currently works as a News and
Current Affairs Senior Journalist/Director at New
Zealand’s only privately owned television station, TV3.
He has produced several documentaries including a three
hour program special featuring New Zealand’s premier
cultural event, the Maori Performing Arts Festival. An
active member of Te Manu Aute, the national association
for Maori working in film and television, Morgan is
currently involved in establishing New Zealand’s first
tribally run and owned regional television station. In
conclusion, he represents the Maori filmmakers and
television program makers on the World Alliance.
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*The Program of Screening e

Naati
Dir:Barry Barclay/Sc: Tama Poata,/Ph:
Rory Poata/Pr: John O'Shea/16mm/color/
89min./1987

ST

Synopsis

Ngati is set in 1948 in Kapua, an
Imaginary small coastal town, the spiritual
home of Ngati, or Tribe. A young
Australian, a recently qualified doctor,
arrives on holiday to visit a non-Maori
family. The father is the town’s only doctor
and his daughter is a school teacher. In the
apparent peace of the town is an under-
current of change that is about to take place.
The daughter of a leading member of the
Maori community has returned from the
city because her young brother is critically
ill but finds it extremely difficult to accept
the traditional ways and customs. The
Local Meat Processing plant is about to be
closed down by Financiers from the City. It
is a moment where the local Maori have to
decide to take their lives into their own
hands.

Director’s Statement
During the early invasions, there was the
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musket — the one that killed you from a
distance. That musket was hidden behind a
foreign language, the bible, the new crops —
things that at times seemed beneficial. And
that musket was in the hands of others.

Today there is a new musket — the
camera. This musket can also kill our life
essence from a distance. And worldwide,
the new musket is controlled by the
majority invader culture.

During Ngati, we have been able to take
the new technology into our own hands, if
only briefly. We hope we have used it with
kindness, with humour and with a sense of
confidence in our own people and their
future.

We are proud to have an opportunity to
show other people something of our own
ways of living and thinking. We pray such
opportunities may come soon and regularly
to indigenous people wherever they may be.
We all have so much to gain from you
through your own eyes rather than
another’s eyes.

Director’s Profile

Barry Barclay was born in 1944, one of six
children brought up on a high country farm
in the central North Island of New Zealand.
In the early 1970s, Barclay started working
with Pacific Films as a director, making
trade films and documentaries. Among his
first films are The Town that Lost a Miracle
(1972), the six-part series Tengata Whenua
(1974), and Indira Gandhi (1976). In the late
1970s and early 1980s, Barclay traveled
extensively, and made The Neglected Miracle
(1984) in Europe and South America. Ngati
was his first feature film, and his latest
feature film, Te Rua, has screened at renown
film festivals around the world.

Source:: New Zealand Film Commission, P.O. Box 11-
546, Wellington, New Zealand; phone: 64-4-859-754;
fax: 849-719.
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Mana Waka

Dir:Merata Mita, Ph:R. G. H. Manley/Ed:Annie
Collins/16mm/B&W/85mm/1990

—l

Synopsis

Mana Waka is an epic feature-length
documentary showing the construction of
three great waka taua/war canoes in New
Zealand during the late 1930s. The waka
project was the vision of one of the great
Maori leaders, Princess Te Puea Herangi.
She commissioned the building of a fleet of
canoes to commemorate the seven ancestral
canoes that brought the Maori people to
Aotearoa, and to draw together and uplift
both Maori and Pakeha at the time of the
1940 centennial of the Treaty of Waitangi.
Te Puea gave Jim Manley permission to
record the construction of the waka on film.
The filming took place intermittently over a
three year period, but the footage was not
printed or edited, and remained unseen for
more than 40 years.

In 1983 Nga Kaitaiaki o nga Taonga
Whitiahua/The New Zealand Film Archive
undertook the complex task of preserving
all the surviving, silent, unedited, nitrate
negatives. This involved more than 350
hours of hand repair and preservation work
over several years. Then in 1989 work
began Turangawaewae marae, through the
manaakitanga of Te Arikinui Dame Te
Atairangikaahu, and under the direction of
Merata Mita, to create a new film from the
50 year old images.

Director's statement
The waka film is clearly the great vision of
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a great woman. Te Puea had already laid
down the kaupapa for a completed film in
that the end result 'must uphold and uplift
the Maori people’. As well Te Puea
expressed desire that the work completed
would bring everyone together,
whakakotahi.

The importance of the Treaty of Waitangi
along with the Maori desire for self-
determination, has become the focus for our
future as a nation. The symbols of greatness
and unity in the waka taua projects of the
thirties have laid the foundation for what is
taking place in the 1990s. Although not
completed till fifty-two years after shooting
first began, Te Puea's vision and far
reaching plans for the future have been the
cornerstone for nation building in Aotearoa.

Director’s Profile

Merata Mita was born in 1942 and raised
in Maketu, New Zealand, in the Bay of
Plenty. She received a traditional Maori
upbringing, excelling in sports and
academics, before attending the Teacher's
College in Auckland. She taught school for
12 years, then gradually moved into
filmmaking, first with foreign film crews,
then becoming a filmmaker herself in 1976.
Her documentary features Bastion Point:
Day 507, Patu, and Maka Waka generated
intense controversy in New Zealand and
around the world for their courageous
presentation of Maori issues, racism, and
what Mita describes as "New Zealand's oral
history." Mita is also a producer, actor,
scriptwriter, production manager, and
feature film director, having completed the
critically acclaimed Mauri in 1987. Most
recently, she has worked on a Western shot
in New Mexico, directed by Geoff Murphy
and starring Mickey Rourke.

Source: Mrs. Rena Ngataki, Turangawaewae Board of
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Trustees, Turangawaewae Marae, Box 132,
Ngaruawahia, New Zealand; phone: 64-7124-8144; fax:
x7817.
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Mauri

Dir:Merata Mita/Prod:Merata Mita and Geoff
Murphy/Ph:Graeme Cowley/Ed:NicholasBeauman/
35mm/ color/99min. /1987

SRR e

Synopsis

Mauri is the story of a man, Rewi, who
reclaims his spirituality. Rewi is haunted by
a past which threatens to engulf his future.
However, his relationships with two
women set him on the road to redemption.
The elder, Kara, he loves as earth mother
and s_piritual healer. The younger, Ramari,
is a beautiful headstrong woman with
whom Rewi shares a volatile sexual
attraction and deep painful love which ends
in deprivation and rejection.

The story is set among the colourful
characters of a once thriving settlement, Te
Mata, upon whom the encroachment by
Europeans spells disaster. Now isolated by
lack of numbers, time and distance, the
remaining survivors form a tight-knit
community which outsiders find
impenetrable. Rewi's deceit forces him to
become part of that community and his life
is inextricably interwoven with those
around him.

Kara, the elder and acknowledged leader
of Te Mata feels the unease in Rewi's psyche
and senses the emotional and spiritual
damage he suffers. But like all spiritual
healers she wisely waits his time to
unburden himself even though her time is
running out.

Throughout it all a little girl, Awatea,
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watches and wonders. Willie's season
comes and goes, while the two European
men, Mr. Semmens, and his son Steve who
marries Ramari, hover at the perimeters of
insanity and sometimes acceptance.

Mauri starts with birth, ends with death,
and is about life.

Director’s Statement

When a child was born it was normal
practice for the afterbirth to be buried in a
special family plot. Every family had sucha
place and the afterbirths of countless
generations were returned to the earth in a
ritual thousands of years old. This
illustrates the bond between the people and
the land and is called, whenua ki te whenua-
whenua, being the same word in Maori for
‘afterbirth’ and 'land'.

In the film when Kara's nephew comes
home on holiday, she knows he is going to
die. This is not a premonition, it is certain
knowledge. And when he meets his end
some two hundred miles away, she
responds at the exact moment of his death.
These are not exceptional powers when seen
in the context of her culture. Kara is part of
the tapestry of life woven by those who can
still read omens in nature and the
landscape, whose insights inherited from
the past give them second sight into the
future.

Growing to the old age is the getting of
wisdom and the elders are still revered by
Maori people today.

Nowhere is the heart and soul of
Maoridom expressed more freely and
profoundly than on the marae. The marae is
the cosmic centre for all Maori activities. It
links all living members of the tribe through
their elders, to their ancestors and
ultimately their creator. The marae is a
sacred space usually with a carved meeting
house standing to the edge of a grass
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clearing. It is in this all encompassing
environment that the wedding of Steve and
Ramari takes place.

The holistic view of life in our universe, of
the earth and its peoples as being an
implacable yet inextricable link in the
cosmic chain is another important concept
Kara passes on to the younger generations
in her keeping. Intangible forces that bind
us together expressed as concepts alien to
western thinking are given prominence in
this most traditional form of education —
and in this film.

Source: New Zealand Film Commission, P.O. Box 11-
546, Wellington, New Zealand; phone: 64-4-859-754;
fax: 849-719.
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10:00~13:.00 HF5ER{INDLHHS From a Place Called Canada
10 /6 13:30~15:30 TSN ERIND LA  From a Place Called Brazil
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10/5 . -
THU. BREA ARIL—S 3 N L FAPAZIL DIy The Victors’ Video Installation “How to Be Indian”
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In Our Own Eyes:

The Indigenous Peoples' Film & Video Festival

UFEEF+2079 ) -RESIIN74 VAT }

Yamagata International Documentary Film Festival'93
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Guests:Megaron Txucarramae
Monica Frota
Alberto Muenala
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The History of Video [177 F“’é
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Production

Realities

The History of Video
Among the Kayapo Tribe

From Megaron Txucarramae

From the time whites first came in contact
with my village, the whites started to take
photographs and film documentary images of
us. Their point of view was different from our
point of view. On the one hand, they
frequently emphasized points that we did not
consider important and, on the other, ignored
other points we considered vital. In the end,
their films were beautifully made. However,
the audience could hardly ever learn the "true
state of the village" from such films. I wanted
the whites and the people of other villages to
learn about our culture and form of life and to
understand and respect us. Yet the white film
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crews who photographed my village, after
making all that effort to interfere in our daily
life rarely if ever exhibited the completed
films.

With this as background, we began learning
how to use a video camera. In 1985, some
visual anthropologists including Monica Frota
came to me to discuss a project involving
teaching young Indians in the Xingu Park how
to use a video camera. They first taught video
techniques to two young men from the
Metyktire group, Kiabjéti and Katdptire. Then
Wai Wai and I also learned.  We made lots of
video works and discovered the various
wonders of video. One was that we could
record village ceremonies or the elders
narrating the village history and way of life
and then make the young people closely study
the video. Another was that we could record
on video the invaders who have come in from
the outside world, such as illegal miners and
loggers. I recently recorded the image of
smugglers in the Bau and Pukanu regions to
divulge how much these men were
devastating our great land, polluting our
rivers, scaring away hunting game with the
noise of machines, and deforesting the
woodlands. We have also started utilizing a
video machine to restore valuable old films
taken of our village.

In April 1993, we established the IPRE-RE
Association with the aim of accumulating
more support and funding for video
production projects by the Kayapd tribe. All
the members are Kayapos. We need the funds
and technology to reproduce our video works,
because we cannot show them to whites and
people of other villages if they are not
reproduced. At this time, we are thinking of
exchanging our video works with other Indio
villages or donating them to museums and
schools. We want to learn through video more
about other villages and about white society.
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And, in the same way, we would like whites
and people from other villages to understand
more about our village, creating a relationship
in which we can mutually respect each other.

In conclusion, I would like to report a bit on
the situation of video production in other
Indian villages. The anthropologist Terence
Turner introduced video cameras to the
Gorotire and Menkragnotire villages, and is
continuing today to support both villages. In
1992, the camera crew formed in the
Menkragnotire group by the Mata Virgem
Foundation documented the process of
deciding regional boundaries. Kiabjéti and
Katdptire from the Metyktire group were also
members of that camera crew and actually did
most of the filming. I have heard that various
other Indian villages are engaging in video
production for the same reasons as we are,
but I do not know the specifics.
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Synopsis

Megaron Txucarramae,the director of
Xingu Park and leader of the newly
established Indigenous Vision and Image
Center, will discuss how the Kayapb of the
Amazon region have used video for a
varlety of ends in the recent past. Little of
their work has been edited, so he will show
selections of footage to illustrate his talk.
Megaron will be assisted by Monica
Frota,the Brazilian who originally
intoroduced the power of video to the
Kayapé.
Director’s Profile

"Megaron Txucarramae"” is his official
legal name, but his Indio name is
"Mekatonti,” meaning "Great Spirit." He
belongs to the Kayapo Metyktire tribe of the
Ge language group and was born in 1950 in
a Kayapo village in the northern part of the
Xingu Indian Park in the Lushiara City
District in Mato Grosso State, From age 14,
he learned Portuguese and began visiting
other Indian and Caucasian societies. In

1971, became a contract driver with the

Indian National Foundation
(FUNAI=Funacao Nacional Indio). In 1984,
Megaron was appointed park director of the
Xingu Indian Park and led movements for
the restoration of Indian rights and for
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environmental protection. In 1989, he
travelled around the world with the rock
musician Sting promoting the cause of rain
forest protection, and met many important
figures beginning with Pope John Paul II. In
April 1993, Megaron received the "Indian
Distinguished Service Medal" from the
Indian Research Center of Goidsu Catholic
University. This June he established the
Indian Vision and Image Center. He is
currently actively advancing movements to
protect and spread Indian culture and to
promote Indian power.

Monica Frota Proflle

The film-videomaker Monica Frota was
born in Brazil in 1960. After graduatingas a
filmmaker from the Universidade Federal
Fluminense-Brazil, she developed a number
of projects, both narrative and
documientary, as an independent producer,
director and editor. In addition while
working within the constraints of television
she realized there needed to be more
alternative uses for videotape. In 1985 along
with two other anthropologists-
videomakers she began to co-produce
Mekaron Opoi D’joi ("He who creates
images,” in the Ge language) project, the
first indigenous media project of the
Kayapo Indians of Brazil. In 1992, she
obtained a masters degree in visual
anthropology drawing from her project
with the Kayapd. She has just completed
Taking Aim, a 40-minute video that depicts
the use of video as a political tool for the
Kayapo. She is currently working to
develop a center for indigenous media,
which intends to work with both urban and
rural populations in Brazil.
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Indians and Whites:

Video Bridging Two Cultures
From Alberto Muenala
This is a quote from a speech by an Indians
leader:

"In order to regain the right to this great
land in which we live, we must communicate
with the invaders as representatives of all the
living things in the forest.

"It is not that we are opposed to the
modernization of technology. We simply reject
the indiscriminate development of our natural
resources.”

In Ecuador, the Indians have been engaged
in a struggle of opposition to all forms of
colonialism. The Indians have been placed
politically and economically beyond the
boundary of society and have been unable to
alter the laws the invaders arbitrarily created.
Everything about us was determined in a place
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we did not know. Even though this is the land
we have lived on for ages. Even though this is
the land on which our ancestors were born and
died. It is for this reason that the new
generation of Indians have the duty to carry
on the Indians language, customs, myths, and
beliefs, and to restore all our rights.

In Ecuador, the invaders clutch in their
hands all the means of communication like
television, radio, newspapers, information,
and transportation. It is precisely because of
this environment that video can
fulfill an important role. While we have for
ages orally passed on the history of our
people, from now on we can record in video
such things as our political thought,
traditional ceremonies, artistic works, and
cosmic philosophy. Since the history of the
Indians is not officially entered in the history
of the nation, we must record this history on
our own as something to leave behind.

Starting in the 1980s, video began to be used
in several Indian villages as a method of
teaching and communicating. While many
important social, cultural and political scenes
were captured on video, most of these videos
were never reproduced. The reasons were,
first, because we had not developed a pool of
skilled producers, and second, because
production funds were scarce. Although
Indian villages have engaged in cooperative
production with outside production
companies and producers, the results have
been inferior  because we are still
organizationally and technically unskilled.

In 1987, Corporatién RUPAI began
operations as an organization of specialists
thinking about Indian methods of
communication and education. While we first
started production with a bad video camera,
today we use brand new equipment such as
Hi8 video cameras in production. At this time,
we are also planning to form a center for video
image production which can foster a
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technically skilled staff.

Indians villages should begin rapidly
producing many video works overflowing in
originality. In this way, video may become the
peaceful weapon for restoring all the rights of
the Indians people.

—

Porla Allpamanda
Causaimanda Jatarishun

Dir: Alberto Muenala /video/color/48min./1992

i)

Synopsis

Chronicles the march and aftermath of over
8,000 members of Quichua, Shiwiar, Achuar,
and Zaparo groups in Pastaza Province to
Quito, Ecuador in the spring of 1992 to
demand land and constitutional reforms.
Director's Profile

Alberto Muenala is a Quichua filmmaker
from Ecuador. He has trained at and
graduated from the CUEC (Centro de Estudios
Cinematograficos) of the National
Autonomous University of Mexico (UNAM)
in Mexico City. Thus far, he has directed three
video documentaries, produced by the
Corporacién Rupai, on subjects of importance
to the Otovalo community: Inti-Raymi,
Yapallag, and Ay Taquicqu. Two projects are in
the works: Cuando los Dioses Eran Neutrales, a
fiction film about the indigenous leader
Atahuallpa, and his efforts at autonomy
during the colonial period in Peru; and Auto-
Genesis 92, a documentary about the efforts of
indigenous people in Ecuador to gain
recognition for their cultural traditions and
equal consideration under the law.

Source: Alberto Muenala, 10 de Agosto 619 y Checa, Quito,
Ecuador; phone: 920-
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10:00~13:00 HFFeiIh3L#h S From a Place Called Canada
10 /6 13:30~15:30 IS5 neiEn214hS  From a Place Called Brazil
WED 16:00~16:30 1 REERRGIEREMICHERXR  The News Press Conference

* 17:00~21:.00 —vi i ThDdLHS[A])  From a Place Called Japanl A)
21:30~23:30 WDI—FAT<E—W) The Ist Night Meeting
10:00~12:00 o7 FLEREIND L HHS  From a Place Called Ecuador

10 /7 13.00~16:00 FAUHEFRITNDLHAS  From a Place Caaled the United States
THU 16:30~17:50 R LERI(2S=L Y A2 T4P2 )  “Imagining Indian™

: 18:00~21:00 H»H+ SR INDLHHS  From a Place Called Canada
21:30~23:30 TWDI—FA B> The 2nd Night Meeting
10:00~12:00 TSN EMEINDLHNS  From a Place Called Brazil

10/8 12:30~16:30 7HFFPAF/Z2—C—FFERRIShB LMD From a Place Called Aotearoa/ New Zealand
FRI. 17.00~21:.00 F—AtSYPEFEIND LIS  From a Place Called Australia
21:30~23:30 HHDI—FAIB=IRD> The 3rd Night Meeting
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‘0 /]0 14:30~17:30 7ZAUHERIIND L HHS  From a Place Called the United Siates
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21:130~23:30 TN —~F AL <EMBD  The 4th Night Meeting
10/" 10:00~14:00 F—RFSYTEFEIIND L H0HS  From a Place Called Australia
MON. 14:30~16:30 TOPENEREIEIND LHHS  From a Place Called Ecuador
10/5 .
THU. BRGA S AIL—2a M A TP AL BIER ) The Victors® Video Installation *How to Be Indian”
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The Indigenous Peoples' Film & Video Festival

UBEEF$2X79 ) -BESIIR 4 W{A}

Yamagata International Documentary Film Festival'93
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First Nation's Theater (outdoor)

u

ER2H S —n
The Schedule of Screening

10/8 (£./Fri.) 17:00-21:00

[F=ZXCSYPEFENRD LD S |

“From a Place Called Australia™

10711 (B./Mon.) 10:00-14:00

[F=—ZR P SVTEFRThDI LMD S ]

"From a Place Called Australia”

l.(\
= B
H B
NO -
~ k-
Ly 2
B W
INg ©
N o
= By
N g
L W
N B=
L
* gn




752X -E—2—-X4t)

O RAED T, 7 HY Vo—kiE
ThHhH, BMMERTHL, REAORELR
Ri=nERY, i, ThRT7HRYI=—
H-FVECERIHTETHY V=—2640
ATV LEBEBRLTW/EE v,
THRYIo— eI ET RY V=—TIZBLRE
vt SERTOL S BB LET, K
LTTEILXRLERNTHS, ThllR
i, ZECDLIREULTBLLEN®DH S
DOPIEEERTEVER ), SEOF—=
12 DEIRFE L A—EOREEMDT —
<2 ERLL. TRY Vo—nx b L BiGicx
T2EZDSBEMECOVWTTH S,
A=A LY TOTHRY V= —RikoZHEM
RILET 5108k, BMEBXRE @RI heR
M EIRU V) BRIOER 206 EVTHD
M‘;ﬁ’&%a

TRY I=— DAL ZEDE, BERA—
ALFFYTEWHIETIRINS KEBIC, &b
HTHERE LAnEGEROPTEELTY
Tco SOOELLLOEHES V— SO DT
BY I —DBEICR LT, £LTCD
&) LRTE LSRN EROPT, DWilGE
FCITSBANT R Yo — LS LYY
ATV, BT NV—TIRENTHINES /W
ERLERD, 2 FLTAMIREDLM
OFEETERRZL. F0LHIBEL TS
DLV, KT LMESEALTY
7o SERXEZXD%uH, 2FBHETH, KB
It s (BTN L REVELo
%) o EBE. BERBEOIER R AN

Production

Realities

By Frances Peters

In this paper [ would like to present what
is really only my perspective as an
Aboriginal woman and filmmaker. That is,
it should not be taken as the overall
Aboriginal perspective on the Aboriginal
film and television industry. Now while this
may sound fairly obvious, unfortunately for
many Aboriginal and non-Aboriginal
Australians, it’s absolutely necessary to
make this distinction. For the remainder of
this paper, I will attempt to shed a little light
on why the distinction is made. The theme
of this paper is cultural and political
diversity which is also the theme of the
selection of films I have brought with me.

To get a grasp on how diverse the
Aboriginal population is in Australia, one
has to put it into a historical context, before
colonisation (which I will refer to as the
invasion).

Aboriginal people lived on the continent
now called Australia in a very defined
kinship system, and there were over 500
language groups belonging to several
Aboriginal tribes. As recently as 1788
Aboriginal people lived in such an order, for
tens of thousands of years. Each group had
their own story for creation, laws and
boundaries, and the concept of land was
based more so on the idea that people
belonged to the land than that they owned
it. In other words, the continent was shared
(not always peacefully) and, in fact, the
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tribes had very strict marriages so what you
had was several nations within a nation,
each predominantly different.

So by the time Captain Cook, the first
Englishman, had arrived at what is now
known as Botany Bay, planted a Union Jack
into the soil and claimed the continent
under British sovereign law, he
automatically assumed that Aborigines
were a homogenous group.

But before they could claim sovereignty
by British common law, the land to be Terra
Nullius, that is wasteland and unoccupied,
therefore in contradiction to their own
action they then deemed the entire
Aboriginal population as British Subjects.
Such an act has until this present day been
the foundation for how whites have taken
the land and never negotiated a treaty for
native title, or for compensation for that
matter, because why would they want to
sign a treaty or give compensation to people
who weren’t there, or to those who were
now British subjects? It wasn’t until as
recently as 1967, after 1 was born, that we
stopped being British subjects and voted by
referendum to become citizens in our own
country. However, only just this year, at a
royal commission inquiry, was the concept
of Terra Nullius squashed. So times are
very interesting for us right now, since there
are land claims coming in everywhere. But
the government thinks that some people
deserve land rights more than others; Ill
elaborate on that later.

Since colonisation, Aboriginal people,
who have been forced to live on plots of
land for which they have had no title for
over 200 years, did not have much contact
with each other until 1972 when one of the
most significant demonstrations took place
in Canberra (the Tent Embassy). That was
the only time that Aboriginal people were
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seen as a national group, brought together as they
were through the Land Rights Movement.
However, it was quickly discovered that the
situation was a little more complex than that
because, for example, Aboriginal people lived in
a much more complicated situations, such as in
Urban, Traditional and Rural conditions. How
they were going to utilise Land Rights would
now vary. For example, the more traditional
Aboriginal people who were able to remain on
their land in the outback would be in a different
situation than those Aboriginal people who lived
in the townships and cities. It is as if urban
Aboriginal people are being punished for the fact
that they were the people that suffered the full
brunt of colonialism.

Now if I can come back to Aboriginal films and
who makes them, in Australia today you notice a
case of the “Noble Savage Blues,” where people
(white academics in particular) prefer either to
see images of the real thing — in other words,
Aboriginal people who have been able to
maintain their lands and languages — or they
prefer to romanticise Aboriginal people who
“look” the part. But the problem doesn’t lie
there. What is equally oppressive is when
bureaucrats in Aboriginal affairs make decisions
upon funding for some groups and not others,
because the marriage between the bureaucrats
and academics can “call the shots” concerning
what is really an Aboriginal film/image or the
“truth.” In fact, filmmakers may find themselves
in a situation where they think they are
accountable to the community, but are in fact
accountable to an organisation funded by that
bureaucracy (which is, by the way, the major
funding body for their productions).

But the romanticising doesn’t just stop there,
especially when the politically correct will also
try to tell Aboriginal artists they’re not
Aboriginal enough because their politics may
vary. It is essential that as a filmmaker one must
try to keep as culturally correct as possible, and
sometimes being politically correct is not the
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same thing.

Thus, the terms of funding — or the “push”
from various academics and government bodies
— is to support the “authentic” according to
their terms. So a lot of money is spent on
preserving some cultures, and a large number
of corporate videos are funded by the
organisation to promote “good” relationships
with their local community organisations (as
opposed to challenging them). Or else they
focus upon positive stories, and "positive” here
often means successful in terms of
achievements in white society.

Rose, in one of my earlier films, summed it up
when she said that, "White people prefer the
traditional art because it can become a
commercial venture for them, but they don’t
like the urban art because they are stories about
them and what they’ve done to us.”

As I mentioned earlier in this paper, the
“distinction” must be made. This is because
Aboriginal activist and artist — and filmmakers
in particular — must continue to recognise that
Aboriginal nations had over 500 language
groups that communicated different things to
different people at different times. There is no
one way, or truth; there is not one battle or
strategy to fight, and there is no Aboriginal
person more Aboriginal than another. It may
just be, in fact, a case of Aboriginal people
having the freedom to be heard and respected in
order for their survival, along with the survival
of their spiritual and cultural beliefs, to be
ensured. We must also be granted our
traditional lands to do with them exactly as we
see fit. No one should ever have to tell anyone
how to be Aboriginal. Indeed, I strongly believe
that it will be our ability to accept each others’
differences as Aboriginal people which will be
the key to our survival, just as it was prior to
colonisation. We should avoid at all costs
blanketing our eyes just as the first settlers did
when they arrived.

Lo 1n Our own Eyes >



et T OYF 7 Lo

—

- N

T > bA{EEE
ME-HEK: 79V ¥—-5—X EB.FV10F-
HrFP4/RE 163V TRE, EFTTRE/ 2T/
F/1994E

S l——

H57L

ZOBER, A—-A MV TOER RS
A BRAOFERRGHO— 2 %o @ T
5B, 1924E, AANDT R J=—DEE:
LHEROBOZERT Y FERY, BikE
HrEIL

7072 -Y-DEHX
HizAVEDY IS ufBRENTI 2D
ZHTY,

17884E, A ¥V ADfEwR, V= —uX-
29 I/ MEMIDTE—RA T TOXRMIC
REBHANLL &, HIEREHYPEEL
BEhTWE L, 5 0MEBOHIRHRIE
Ei b, 7 v o RO O REEREE
PiREL DT, EERRIZRAC LG L
WEBRICH&EWE L, (TR V==
19674F £ TEMICIZ “RAT L 2VAER
R O—mERRIhATWE LIz, FER-

*The Program of Screening ¢

—

TentEm

Prod, Scr: Frances Peters/Dir: David Sandy./shot on
16mm film/ edited on video / color / 30 min / 1993

i)

Synopsis

This film is named after one of the most
significant political protest movements in
Australian history, when four young
Aboriginal men erected a tent on the lawns
of the Parliament House in 1972, declaring
themselves a Sovereign nation.

Producer's Profile

Frances Peters joined the ABCin 1989 asa
researcher for the second and third Blackout
series. In addition to her work on other
people’s projects, she produced and
directed the documentary Ocean Apart. In
1992, she produced the one hour
documentary Tent Embassy, and is
currently working on an international co-
production for the International Year of the
World's Indigenous Peoples.
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Blackout Series 5
— Episode 1

Dir: Susan Moylan-Coombs, & Paul Fenech/shot on
16mm film/edited on video/ color/30min./1993

i)

Synopsis

"Blackout's Time Vault" takes a brief look
at Australia’s not so distant past and its
attitudes towards its indigenous people.
While the times have changed, sadly some
of the attitudes haven't. This introductory
episode for the Blackout series contains four
shorts on life in prisons and the death in
custody problem, Aboriginal security
officers, indigenous rock bands, and a
comedy segment that poses a hypothetical
situation where Aboriginal and non-
Aboriginal life is reversed.

Directors’ Profile

Susan Moylan-Coombs joined the ABC in
1987 and worked on Backchat and Blackout.
She started directing in 1989 with programs
like Playschool, Review, StompEn Ground, *92,
and Quantum. She has rejoined the Blackout
staff for the sixth series.

Paul Fenech joined the ABC in 1988 as a
staging hand, and worked his way up to
producing and directing on programs like
The Afternoon Show, Racket, Kevin Gilbert,
Building Bridges, and StompEm Ground '92.
He produced most of the music clips for
Blackout's fifth series as well as the comedy
sketches. He is currently working for Arts
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and Entertainment programs before
rejoining Blackout for the sixth series.

Producers Profile

Llew Cleaver joined the ABC in 1990 on
an 18 month training program, although he
has participated on Blackout since 1988. He
has worked on programs like Late News,
News and The 7.30 Report. He joined the
Aboriginal Programs Unit in 1990 and
directed Best Kept Secret, among other
programs. In 1992, he was appointed Series
Producer for the fifth series of Blackout.
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Malangi

Prod, Dir: Michael Riley/shot on 16mm film/edited on
video/ color/30 min./1993

—)

Synopsis

David Malangi is a well-known
Australian Aboriginal artist whose work
was used on the one dollar note.
Unfortunately, David became aware of this
only after the notes were being circulated in
1966. As a compensation payment for using
the artwork, Malangi was awarded a medal,
a dinghy, an army tent and 500 dollars.
What we hear in this richly visual film is
David Malangi's poetic view of the world. It
is the melancholy reflection of a traditional
Aboriginal man who, despite having one
foot in the sophisticated art world, holds on
to his truth that the land is everything. And
when he speaks about it, his land does
indeed become alive and its history — part
of the present.
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Poison

Prod, Scr, Dir: Michael Riley/shot on 16mm film/

edited on video/ color/30min./1993) I

Synopsis

This drama, the first ever to come out of
"Blackout”, considers three major aspects of
Aboriginal reality — assimilation, adoption,
and sexual abuse — and looks at how these
circumstances have prompted the creation
of addictive personalities. A hypnotic film,
Poison uses dramatic lighting, exaggerated
sets, moves from black and white to
saturated colour and is told with as little
dialogue as possible. The story takes place
within 24 hours and begins with languid
preparations for a night on the town. They
stumble their way through a sleazy round of
nightspots, becoming increasingly stoned
and disorientated. While clinging to the
fragile security they provide for each other,
each is lost in his or her own private world,
trying to contend with a past that keeps
rearing its ugly

Director’s Profile

Michael Riley is a freelance photographer
who has exhibited throughout Europe,
however, he began making films ten years
ago with Alice, Dreamings, and most recently
Quest for Country. Michael joined the
Blackout team in 1990 when he directed
Poison and Malangi. He is currently writing
a script for a feature film.
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Kids & Culture

Prod:Lorraine Mafi Williams, Dir:David Sandy/shot on
16mm film,edited on video/color/30min./1993

—i]

Synopsis

The program follows a theatre group of
young urban Aborigines from Brisbane as
they journey to the Cape York Peninsula to
spend time with traditional Aboriginal
people, in a quest to find their
Aboriginality.

Director’s Profile

David Sandy's career with the ABC
started back in 1982. He began as a film
editor and stage manager. From 1984, he
worked as an assistant director in several
programming areas, before joining the
Aboriginal Programs Unit in 1989. There he
has made programs like Civil Rights, Youth,
Building Bridges, Kids & Culture, Debs Ball,
and Tent Embassy.

Source for all tapes: Aboriginal Programs Unit,
ABC-TV,GPO Box 994,Sydney 2001 New SouthWales,
Australia; phone:612-950-4949 fax:X4020
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10:00~13:00 HFFEFRINDLHAS From a Place Called Canada
“] 6 13:30~15:30 TSN EREEND LS From a Place Called Brazil
WE/D 16:00~16:30 #FREERMIGIEFRERICE SRR  The News Press Conference
) 17:00~21:00 =B efEEhDd1hS[A]  From a Place Called Japan[ 4]
21:30~23:30 WNI—FAFCE—M> The Ist Night Meeting
10:00~12:00 TOF7ELESEIEND LMD  From a Place Called Ecuador
IU 7 13:00~16:00 FAVAEFRIINDLHHS From a Place Caaled the United States
TH{I 16:30~17:50 SN LBRIA2 =T A T4F 2y “Imagining Indian™
: 18:00~21:00 HF SR IND LMD S  From a Place Called Canada
21:30~23:30 WDI—FAY B> The 2nd Night Meeting
10:00~12:00 SN ERIINBLIHS  From a Place Called Brazil
10 / 8 12:30~16:30 7AFFAFP/=a—>—S5 FEEEhD L HH S  From a Place Called Aotearoa/ New Zealand
FRI. 17:00~21:00 #—AFSYPEFIINDLIAD  From a Place Called Australia
21:30~23:30 WDI—F1 I EB=> The ird Night Meeting
10:00~14:00 =wH eHiThDih5[A]  From a Place Called Japan[ 4]
10 g 14:30~17:00 —uAt EREEND L h 5[ B]  From a Place Called Japan( B)
S 4 »* EBRIEE TTHH2M),

AT. 17:30~19:30 435I LBRTHARY 94 IKID2T0FE y  “Kanehsatake: 270Years of Resistance”
20:00~23:00 7AR&A¥F7-51F I8—F1— The Live Party By the Ainu & Okinawa's Musicians
10:00~14:00 PAFPOF/=a—L—5 FERIENDLHH'S  From a Place Called Aotearoa/ New Zealand

10/10 14:30~17:30 P AHEREND L HHS  From a Place Called the United Staies

/ 18:00~21:00 =l eiEhd1#nH[B]  From a Place Called Japan B]
su"- % ERES TXEFRNORXY R,

21:30~23:30 EDI—~F( GBI  The 4th Night Meeting

IU/“ 10:00~14:00 F—ASYPERREND LMD  From a Place Called Australia
MON. 14:30~16:30 TOPENEREIINS LAY  From a Place Called Ecuador
05 | R

THU. B AZL—a M TF(T A jbﬁﬁ 3 The Victors' Video Installation “"How to Be Indian
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The Indigenous Peoples' Film & Video Festival

UBEEF$2475 ) -BELIAXT 4 WAV}

Yamagata International Documentary Film Festival'93

SKBHFRAN: Ht 08— 2HX Y7 - P27 (FCEREEE)
TENRT(NTAL - HTH v 4)EEE

Guests:Victor Masayesva,]Jr.
Puhipau

& o '_.‘

VISITORS PLEASE OBSERVE 4
® THE RIGHTS OF THE VILL AGE.
® ABSOLUTELY NO PICTURE

W

P -ING OR TAKING ARTIFACTS
DURING CEREMONIES.
PLEASE DRESS PROPER.

¥ OBTAIN INFORMATION AT
THE COMMUNITY CENTER.

THANK YOU.
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FEEOHOA Y L OFK The Schedule of Screening

Notice to visitors at the boudary of HOPI village

10/7 (A./Thu.) 13:00-16:00
[PAYHEMETND L, S ]
"From a Place Called America”

7‘
199341046 (k) ~11H(H) =
BRFAMBEEE ST~ wpim (12U T - (2T g P

(CHWXBT /- PRV "o E23EA") Special Screening "Imagining Indian"

Oct.6 WED. ~ 11 MON., 1993
First Nation's Theater (outdoor)

[

10/10 (B./Sun.) 14:30-17:30
[PAYHEENDLHH»S]
*From a Place Called America”
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Production

Realities

By Victor Masayesva, Jr.

We formally established the Native
American Producer’'s Alliance after
meetings over three years at which we often
bemoaned the state of filmmaking by
Native Americans. In 1990 we were hopeful
about finding the financing to produce our
films and videos and we were otimistic
about collaborations with television and
film companies. The truth is that in the year
of the American India. 1992, only a handful
of independent films (by Norman Brown,
Randy Redroad and myself) and public
television collaborations (with Ava
Hamilton, Gary Garrison, Native Images)
involving Native American producers and
directors in key positions, were completed.
However, there were over 50 productions
developed about Native American subjects
with as many consultants, including
mammoth commercial productions such as
those undertaken by Trans-Pacific
Productions in partnership with Ted
Turner, Pathways Productions with Kevin
Costner, Rattlesnake Productions (L.A.) and
the non-profit Media Resources initiated by
Robin Maw. This trend has been sparked by
the financial centsitivity (sensitivity) and
success of Dances with Wolves.

From experience we know film/television
productions hire Indian consultants only to
add the red publicity gloss to their projects.
We know and the consultants know that
they are not in the key, creative, decision
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making positions where the final cut is
made, nor is copyright to the materials or
the program ever whispered. Of course,
consultants with first hand information via
the tibal language add flavor to the projects
but when an American palate and the
American cinematic gusto prevails, a pinch
here and there of authenticity will suffice.
We are not deluded about being the flavor
of the month while it is profitable.

I speak from first hand information about
the Pathways production, of a producer
who assured me that the American public
was not ready for the Native American
perspective, but that the next series would
invariably include the Native American.
And I quote a key consultant on three of the
major productions mentioned above who
told me he felt like Sitting Bull in the context
of the Wild West show, being asked to
perform in the arena, to chase buffaloes he
would rather not. I am cynical enough to
believe it can be no other way in a year
when each production is doing the same
story, down to the exact same historical
timelines and three Geronimos to add to the
many "original" films developed by
accountants about Geronimo. There is no
such thing as a true Native American
perspective to these accountants and I
doubt there will be a next time. Next flavor!

Where we have been allowed to roam are
in documentary fields with inadequate (for
the U.S.) thousand dollar budgets with an
unknown destination for our films and
videos. In my case the venues have been
reservations and modern art museums!

This is not to say that Native American
producers have mnot chosen the
documentary fields, for the majority of our
productions have been documentaries for a
very basic reason. We care about our
communities and the issues of our
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communities and have chosen to take
responsibility through the media in public
access arenas. This is why the documentary
format is the predominant expression.
Experimental films form a minuscule
proportion and the feature film is non-
existent.

Most of the production funds have been
applied for and to government sources
whatever their acronyms: NEA, NEH, CPB,
ITVS, PBS, or various state film and arts
organizations. We do have a national
organization which purportedly represents
the Native American filmmmaker, but their
agenda (predominantly radio
programming) and their membership
indicates otherwise. So what are Native
American producers, directors, writers and
technicians working on? When they are
working, it is on films and videos about
Native Americans, scripted, produced and
directed by non-natives, or they are
working on strenghtening the determinants
which will provide them with opportunities
to make their own films and videos. The
Native American Producer's Alliance is
taking the leadership in these activities by
promoting  Indian preference in job
opportunities where they apply on tribal
lands. The Alliance is focusing attention on
production companies as corporations
which should not be exempt from taxation
and other economic guidelines adhered to
by businesses operating on the reservations,
including tribally owned operations. They
are working with cultural preservation
programs to expand resolutions which had
applied to research and print materials only,
to include films and videos. Where the
resolutions do not exist, blueprints from
adjacent reservations are being provided to
make it possible for the tribes to determine
their own guidelines.
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Of course, there are the opportunists who
feel economics and employment are being
jeopardized by these motions.
Opportunities have never been discarded
recklessly by any tribe in my memory so
they are not going to do so because of a few
of our suggestions. Restating the Alliance
resolutions, we are open to productions
offering fair economic incentives and
incestments to the tribes for filming on the
reservations as well as supporting
independent productions about our people
which involve Native Americans in key
positions. We prioritize tribal values in all
levels from scripts to production to
marketing. And most of all we support
creativity which will refiné and promote the
tribal aesthetic.

We are anticipating the day when Native
American tribes can become investment
partners in productions about their tribes.
With a cultural and spiritual resurgence
coming from the Native American nations
there is and increasing and abiding
protectionism regarding the future
generation's cultural inheritance, therefore
collaborations will become the pre‘valent
production practice in the future. The
Native American Producer's Alliance will
be central to this for the alliance members
trace their identities to their ancestral lands
and mother tongues.

It was my insane wish to write this brief
account of the state of film and video Native
American and have expressed it in the
manner which I have been characterized by
a commercial production employee: a loose
cannonball. As such I have been offered jobs
by most of the companies mentioned and a
few unmentionables and have dogged each
production loyally. I feel qualified to make
these loose cannonball statements,
particulary when the deck is full of pirates.
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*The Program of Screening ¢

The Special Screening

Imagining Indians

Dir:Victor Masayesva, Jr./16mm/ color/79 min./1992

il RIS

Synopsis

For years, Native American objects,
images and rituals have been claimed for
purposes that have little or nothing to do
with their original context. From comic
book panels and wooden Indians to sports
mascots and Katsina dolls, the
appropriations of Native America are now
spurring some Native Americans to say "no"
to the buying and selling of their cultural
heritage.

In a remarkable series of interviews
recorded over a three year period, Imagining
Indians looks at the problems that ensue
when Native myths and rituals become a
commodity. The video addresses these
issues through an examination of such
commercially successful films as Dances
With Wolves, A Man Called Horse,
Thunderheart, and Darkwind. With an all
Indian crew, Masayesva visited tribal
.communities in Arizona, Montana, New
Mexico, South Dakota, Washington, and the
Amazon. Masayesva uses humor and irony
to convey the voices of the grassroots and to
express their sense of betrayal. Historical
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photos and archival footage are juxtaposed
with interview to illustrate how movies
frequently strive for historical authenticity
and still fail to achieve it.

Director’s statement

Native Americans are asked to sell the
sacred aspects of their existence as art,
politics or a spiritual agenda, and tribal
communities are questioning what is being
compromised, destroyed, lost and sold.
Coming from a Hopi village which became
embroiled in the filming of Darkwind, I felt a
keen responsibility as a community
member, not only as an individual, to
address these impositions on our tribal
lives. I have come to believe that the sacred
aspects of our existence that encourage the
continuity and vitality of Native peoples are
being manipulated by an aesthetic in which
money is the most important qualification.
This contradicts values intrinsic to what is
sacred and may destroy our substance. I am
concerned about a tribal and community
future which is reflected in my film and I
hope this challenges the viewer to overcome
glamorized Hollywood views of the Native
American, which obscure the difficult
demands of walking the spiritual road of
our ancestors.

Director’s Profile

Victor Masayesva, Jr. is a widely
recognized Hopi independent producer
who has been making video art and
television for over 12 years. His works have
won awards, including a Gold Hugo at the
1984 Chicago International Film Festival,
and have been broadcast in the U.S. and on
German and Spanish Television. His
critically acclaimed Itam Hakim Hopit was
produced in his native language and
subtitled in English. This and other works,
including Ritual Clowns, have been the focus
of special exhibitions at the Museum of
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Modern Art, the Whitney Museum, the
Long Beach Museum of Art and various
exhibitions in the U.S., Japan, the
Netherlands, France and the Soviet Union.

Source:Victor Masayesva, Jr., IS Productions, P.O. Box
747, Hotevilla, AZ 86030; phone: 602-734-6600.
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Ritual Clowns

Dir: Victor Masayesva, Jr./video/color/18min./1989

e

Synopsis

This program on contemporary ritual
clowns and the traditions and myths of their
emergence in the plazas of Southwest
Native American communities is unique in
the treatment of its subject. Neither didactic
nor strictly documentary in style, this
program is eclectic in its treatment of these
illusory figures, by and through a
combination of live video, ancient traditions
and computer generated animation.

Maintaining the worldwide historical
perspective on the clown as a mirror of
human behavior, this program explores
both the acerbic as well as the ritually
cleansing role of humor in Native American
Communities. In the spirit of this
traditional ritual clown, the style and
technique reflects a disassembling approach
to arriving at some orderly comprehension
of the ritual clown's world.

Director’s Statement

| remembered him saying that the
katsinam represent the natural world and
all that is good. When I heard the son, a
song about clouds showering misty rain on
the fields, I was there. While I was there
waiting, expecting the cool winds, the gusts

L 1n our own Eyes =P

TELONTEY, TOERLEDRMRE
&N, HBILL 2> TRAT LT XY A5E
Btana—e7£$<. MR8 T 2
HREODIEIZOVWTIR- TV D, ZDIE
BE TR THLAEEROEY 12, B0l
ILBEHIBEFEDOL LICERLELIENVSS
FHEHPODEA LML TS,

EROEX

RSt “A Y 4 9> (Katsinam)” 12 ER
FERL. TR TRTRVWLDLEET- 72
DEBVHLZ, ZBIFRCKVBHEES
eV - & FREI IV, BILVWE
PRNWTL BN -oTVE L, FOBIIC—
HMoBRMBIh, FodbbhictsELVwA
MOFEHRRED & 5 TR EF | E B,

“AI4FY" BREBIZE-THHWS
B0bniRLTWE, BRARIZDOhICAW
BERETNB LBRLT, e LV RES
NEHYHEL, BRLIWS LIHD,
FiCtoT “Av 49" BEMLOMRD
RER LR LBRFEERBEL T 5,

“AV 43" DEL O¥iE, FHOMN
REFLRL. -bientma Lt
Do Kb (AV4vF= ) BREOK:
Holzo BAKZOET L E2ELIRH-T
Wh, RVBED, BRDVEXHh, BbHISK
TEERELIRAMo TV B,

OB R R T, FrstooltRe,
A4 BMTICL > TEEND T T, %R
femrcERL, A, <, BWbnER
DL, ANAIBAT 5. A4S, o1k
Riciz% 3, @v, BB 2HRALRELS¢
LDRBEILHTH S, o YR LHRE
BLCHEL, BRFEL. A2 60, 8¢
CEal{traizn, TALELRT, Do
REDLLZWEGE , BERMEIE T,
AV A4FY" EDRBHLORYD L DA
(BBE5%, COFHIZASTOHBLEW
535DFTTVAMOBEICOHEINBI LR
v “AVaFY” oBdENL IR, B
LRBAE 2 VIR L L2 B0, ¥, VX

preceding the rain, instead an awful human
sound cut through the air like a bolt of
lighting.

For us the katsinam represent all that is

good. The natural world does not always
present a good face, but often is
incomprehensible  for its  wild
destructiveness. For me the katsinam
represent an ethical symmetry and order
beyond the natural world.
The many songs of the katsinam express the
intelligent order of the universe which is
knowable. The fathers (KatsinNamat) come
to know the songs. When the song goes up
they know. When the song goes down,
repeats, and approaches the end the fathers
know.

In this ideal world, the pristine world, the
people watch and listen with calm
appreciation of the perfect harmony, until
they too are shaken by the shout and when
they see the ugliness, they empathize: they
laugh. They are trapped.

The disruption of the floating, meditative
world comes from the clowns. Their
collaboration with the people is immediate
as the most reticent person laughs at their
aggressive contact with the physical world,
as well as their abusive, personal attacks
and gluttony. An intimate contact is forged
which will become stronger than the
meditative ties with the katsinam. Despite
the tremendous sound of humankind
announcing their emergence in this cosmos
the katsina song goes on, with orderly
fragments of the song and they test them on
their tongues eventually to feel and
appreciate the songs fully.

Like a bolt of lightning the clowns,
humanity, appeared in this cosmos and in
rare moments do they repeat fragments of
the primordial songs such as when they
discovered agriculture and learned to have

L 10 our own Eyes mmP



A, BLET, T CIOBE{LMIZROBH 2N

DL, Bt Lw< ETTHRDLES L, HSD
FRORD, BED LS ISHEES AMIFE
CHBEL, KEO®RERDET Lz
kv, ELPKRELROI, CoitoRh
ADEAB LR ALREOR L, HRMICHERS
PEKEKIEE, “HVAL4F" BET
&, BELLES,

AR b DT Vi &L EE N RO,
o RBEMAZVWE LR S E2WITHLE
FHoTwad, iz bilbd, HIRLZHT.
MEXHL So THOMEMIRUHL, ¥
H5W)EIRLBETHRITEEIIC, £
300D ), MELRoTVLH
¥BE. &< 5 olHBTibEL <Eh
AWMALIVERFISETHE T, 6L
(FEBEVB®|ITB, “HV4F2" BRLD
BRETHI, ALIXTOHOFRBORD bt
AT TVWERG, BEVEEOTE S,

st oT, BRFAWR “dv14Fr" A
RBOTWVWS b0, TRXPPLEECEL
NERF b TRE L 2O, “bV4
V" RFHEICHHIELR REDBEELD
Jo MAMZVERRIETEE, H{(A)2*
BRAOR HEbN, EILMORL L ELTH
ROLFADE bbb no, AMMRRD
EIsTRIUEZENBITOCLAN LS
KREH S, BMEVBEED L, KiZVob
DEFTHES .

E2tED, AAebidbih, BobEic
BoTWV(—nob EEZEDLLRZWIERT,

—

HED— /N7 1 DEIR

B ey /@K Teny, Vary-Ivi—/H
BiNYF= o H42FR2, VVATF - HAT VAL
I T2 TILAFN, Va7 A4 9%V - 2
VI CFE/ KT~/ 0/ 195

SO TLENREE

compassion. When they sing the fragments
with enthusiasm at maximum volume the
katsinam notice, maybe smile.

On their own the clowns possess an
extraordinary energy and tremendous
initiative. They have an enormous capacity
for loving and an insatiable curiosity. They
have no respect, no constraints, so they will
shake the life out of the living like shaking
the seeds out of a rattle until the sound is
gone. They will hear the diminishing
sussuration and shake more vigorously unto
the unbearable limits when the ground will
vibrate with the owl’s presence. They are
ourselves. People will continue to harm one
another even as the ultimate destruction
approaches.

For me the natural world camouflages the
Katsina. The natural world protectively
surrounds the katsinam, with feathers, fur
and leaves rustling in agitation as the
natural world wields its punishing whips.
When the intolerable point has been reached
the owl followed by natural storms sweeps
through the clown homes lifting material
possessions like a whirlwind until
humankind is left naked unto his soles.
Throughout the din the song’s measured
pace continues.

And after the storm has passed and we
have been cleansed we return to the song, in
the place it will always be.

Source:Victor Masayesva, Jr., IS Productions, P.O. Box
747, Hotevilla, AZ 86030; phone: 602-734-6600.
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ACT OF WAR:
The Overthrow of
he Hawaiian Nation
Dir:Puhipau/Ph,Ed:Puhipau,JoanLander/
Scr: Haunani-Kay Trask, Lilikali Kame'elethiwa,

Kekuni Blaisdell, Jon Kamakawiwo'ole Osorio/video/
color/60min. /1993

Synopsys

The opening shots of volcanic eruptions
are familiar enough. But the following
scenes of Hawaiians being arrested in their
own homeland juxtaposed with shots of
tourists enjoying their Hawaiian vacations,
all set to the tune of "Blue Hawai'i," provide
clues to the viewer that this is not going to
be a typical story of sub-tropical island
enchantment. Act of War — The Overthrow of
the Hawaiian Nation is a one-hour historical
documentary which describes the events
surrounding the overthrow of the Hawaiian
government in 1893. Through the use of
archival photographs, film political
cartoons and artwork, along with modern-
day scenes of historical sites and dramatic
re-enactments, ACT OF WAR explores a
century of colonialism and conquest. From
the origins of creation to the coming of the
British Navy, from the arrival of Calvinist
missionaries to annexation by the United
States, this program reveals Hawai'i's
history from the point of view of Native
Hawaiians.

The history is also told through voice-
over quotations from historic nineteenth
century figures. Hawaiian historian Samuel
Kamakau describes the decimation suffered
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by the Hawaiian population following the
arrival of the British and their diseases.
New England missionary Hiram Bingham
describes his reactions of shock and disgust
upon seeing native Hawaiians for the first
time.

The program introduces Hawaiian King
Kalidkaua and his efforts to keep the
vulnerable island nation independent; U.S.
Minister John Stevens, who is just as intent
on claiming the islands for America; Queen
Lili'uokalani who heroically tries to re-gain
political power for her people; and
President Grover Cleveland, who describes
the overthrow as an "act of war" made
possible by an armed invasion by the United
States, a wrong which must be repaired.
Director's Statement

For the first time, Hawaiian history is
being told by kinaka maoli, the real people
of these islands. ACT OF WAR is a historic
account of the overthrow of our Hawaiian
nation one hundred years ago.

The documentary reveals the conspiracy
between local white businessmen/
missionary descendants and the United
States government to take Hawai'i by force.
Itis a history of which few are familiar, even
my own people.

As filmmakers, we seek to cause a
revolution in consciousness. We work with
a video camera as our gun. When we shoot
people, we take their pictures. We don't kill.
We enlighten.

As indigenous peoples worldwide move
towards self-determination, the U.S. and
other colonizers need to recognize that
changes lie over the horizon, that they will
be challenged to live up to their stated ideals
of liberty and justice for all.

Director’s profile

Puhipau was born on the Big Island of
Hawai'i, raised in Honolulu and educated at
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the Kamehameha Schools. He became
attracted to the video medium shortly after
he was the subject of a PBS-televised
documentary on the eviction of Hawaiians
from their homes at Sand Island, Honolulu
in 1980. He is now a producer with Na
Maka o ka 'Aina, an independent video
production team that focuses on're-gaining
independence for the Hawaiian nation.
With over 50 titles documenting traditional
and contemporary culture, the native
species and environment, as well as
language, music and arts, Na Maka o ka
*Aina is committed to serving as “the eyes of
the land." N4 Maka o ka 'Aina has a weekly
cable TV program and a monthly program
on Hawai'i Public Television. Their
productions have also been seen on PBS, the
Deep Dish satellite network and Hawai'i's
commercial stations.

Source: N& Maka o ka 'Aina, 3020 Kahaloa Drive,
Honolulu, HI 96822 Ph/fax: 808-988-6984 (if faxing, call
first).
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The Seventh Fire

Prod., Scr: Sandy Johnson Osawa/Ph, Ed: Yasu Osawa/
video/ color/24min./1993

]

Synopsis

An Ojibway prophecy indicates Native
Americans are living in the age of "The
Seventh Fire" — a time when traditional
ways are strengthened. We profile the
Ojibways who have won their struggles.
Racial slurs greet Ojibways as they practice
their newly affirmed treaty rights to fish.
The Ojibways face anti-Indian resistance but
continue to re-affirm their traditions.
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Director's Statement:

I'm a member of the Makah Tribe of Neah
Bay, Washington. My people have always
ventured out into new and difficult territory
— going after whale and seal in dangerous
water. I see my own role in the media as
similar. The territory is dangerous because
the media does not encourage our voice at
the present time. T hope to see the day when
our image won't be so frozen in time. Right
now "the only good Indian is a dead Indian
in the media." Yet, we have so many
contemporary stories to tell. We are alive
today. We are real today. Iseek to tell of the
beauty and strength I seek in contemporary
Indian America.

Director’s Profile

Sandy Johnson Osawa holds the
distinction of being an independent
producer/scriptwriter longer than any
other Native American in the country and is
one of the few Native American women
producers in the country.

Source:Upstream Productions, Inc., 420 1st Ave., West,
Seattle, WA 98119; phone: 206-281-9177, fax: 284-6963.
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Everything Has a Spirit

Dir:Ava Hamilton /video/ color/26min. /1992
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Synopsis

Throughout the centuries, Native
American spirituality has been connected to
a reverence for the land and the sacredness
of all life. This deeply-rooted philosophy is
even more relevant today in light of the
growing planetary problems of endangered
species, pollution and loss of human
dignity. Everything Has a Spirit explores the
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issues surrounding American Indian
religious freedom and spirituality and the
impact of these issues on native peoples'
continuing struggle for cultural survival in
the United States.

Using interviews with several prominent
Native Americans, including Walter Echo-
Hawk (Pawnee), John Emhoolah (Kiowa)
and Arvol Looking Horse (Lakota),
Everything Has A Spirit blends historical
photos, narrative and a combination of
contemporary and traditional Indian music
to explain the roots of Native American
religious persecution. Contemporary issues
— such as First Amendment protection, use
of peyote in the Native American Church
and the impact of U.S. environmental policy
on access and protection of sacred sites —
are also addressed.

Director’s Statement

Everything Has a Spirit is a composite of
Native people today. What I wanted to say,
along with the religious freedom issue, is
that we have among the Indigenous
populations, another culture to interpret for
us. We used poetry, music, some art and
quotes from speeches made by people who
are alive today. We now speak the same
language in many fields, including film and
video and are able to tell our own stories,
unpainted and without feathers.
Indigenous cultures are alive, though the
film and video industry would have you
believe that we ceased to exist beyond the
1800’s and that the only people who know
our history are white scholars. While it is
true that many of us rely on what has been
written about our own tribe by white
scholars, our oral historians retain
information that cannot be found in books.

As an Indigenous documentary producer,
1 have many stories to tell.

Source:Ava Hamilton, 6393 S. Boulder Road, Boulder,
CO 80303; phone: 303-494-8303.
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10:00~13:00 H»HFFERIIhDLMh S From a Place Called Canada
10 /6 13:30~15:30 7SN BIENDLHHS  From a Place Called Brazil
WED 16:00~16:30 1 FERERVUSIERERRERR  The News Press Conference

) 17:00~21:00 =wt s Lh5[A]  From a Place Called Japan 4]
21:30~23:30 HNDI—FT 1 CE—D The Ist Night Meeting
10:00~12:00 o7 ENEBHEND L HNS  From a Place Called Ecuador

10 /7 13:00~16:00 Z7AVHEFRLhB LS From a Place Caaled the United States
THU 16:30~17:50 4SRN .LBIA2 ST A2 TAF 2y “Imagining Indian"

) 18:00~21:00 »F¥ESRiEhD LS  From a Place Called Canada
21:30~23:30 TDI—FAI<EBE=T> The 2nd Night Meeting
10:00~12:00 SN LREINB LS  From a Place Called Brazil

10/8 | 12:30~16:30 FAFPaP/=a—S—52FERENDLHAS  From a Place Called Aotearoa/ New Zealand
FRI. 17:00~21:00 F—AFSYPEREINDLMNS  From a Place Called Australia
21:30~23:30 HDI—FAIB=> The 3rd Night Meeting
10:00~14:00 st ERELNDLIBHS[A]  From a Place Called Japanl 4]
]U /g 14:30~17:00 Bt eI Dd+HS[B]  From a Place Called Japan( B)
SAT = ER{ES FTTho 88,

' 17:30~19:30 4550 LRV A2 497 IKIAD2705E )  “Kanehsatake: 270Years of Resistance”
20:00~23:00 7AR&F¥F751F/¢—5F(— The Live Party By the Ainu & Okinawa’s Musicians
10:00~14:00 73777 /=a—S—5 FEEEhBLHHS  From a Place Called Aotearoa/ New Zealand

ln /10 14:30~17:30 FAYHEFEIND L MDD From a Place Called the United States
SUN 18:00~21:00 =R &M (InD LA S[B]  From a Place Called Japanl B]
d % LEMIES TARBRNEKY B,
21:30~23:30 WNI—T 1T CEMEED  The 4th Night Meeting
10 / 1 10:00~14:00 F—RFSVPEFIEINDLHAS  From a Place Called Australia
MON. 14:30~16:30 O P FLEREISNhS L30HS  From a Place Called Ecuador
10/5
THY. BRMEA T RIL—o N FPAT NI DBy The Victors' Video Installation “How to Be Indian’
v B V109 —-TH IRV (RUBREER)
II%JI SEMEEASASL TS The Lobby front of Yamagata central public hall (6F)
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@ YAMAGATA International Documentary Film Festival '93 Special Event

The Indigenous Peoples’ Film & Video Festival

PRESS
CONFERENCE

Guests representing the newly formed
First Nations Film and Video World Alliance
will meet the press:

Date: 10/6 (Wednesday)

Time: 4:00 pm — 4:30
Place: First Nations Theater



In Our Own Eyes

Evening get togethers in the
First Nations Theater

Following the screenings of the Indigenous Peoples' Film and Video
Festival there will be discussions coming from a variety of perspectives.

There will be Drink. There will be Food. And with all the musicians
around, you never know what to expect. Come and join us and bring to
the evenings what you may!

Night 1: (1016, 9:30-11:30; Wednesday)

Ainu Food and Music

Taking the arts of Ainu food and music as their starting point, Mikami Meguru, Mikami
Toshimi, and Sugimura Kyoko will create, sing, talk...

Night 2: (10/7,9:30-11:30; Thursday)

The Distant Look — Indigenous People and the Image

Imafuku Ryuta, author of many fascinating books on the cultural currents of the world
that ignore political and other borders, will lead a talk on issues of representation.

Night 3: (10/8,9:30-11:30; Friday)

Others and Gazes

Using many slides, cultural historian Ikui Eiko will track the way Native Americans
have been portrayed from 19th century portraiture to recent interventions by Native
American photographers and filmmakers.

Night4: (10/10, 9:30-11:30; Sunday)
Have You Seen Dances with Wolves? — The Foreign Film Connection -
Uemura Hideaki, who is active in the Ainu movements for human and civil rights,

draws connections between films about indigenous people from Japan to Hollywood
and beyond.
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"Ko - Ryu - Kai"
Literally: "Together - Flow - Meet"
(Simply put, It's a Party!)

Come flow together at the First Nations Theater for an evening of food, drink and
music.

Special Musical Guests:

Ara Yukito: Ara is one of the most exciting musicians in Okinawa, if not Japan, and
one of the stars of the feature film Pineapple Tours (look for a special midnight
screening this week).

Hikawa Kiyo & Upopo: Hikawa and several other Ainu women will sing upopo, the
shamanistic music performed only by women.

Menu: Delicacies brought from Hokkaido by our Ainu friends, including epere, ruru,
kamui chellu, shikeppu, ratakku, chiporatakke, konbushito, shipukessito, chitata, and
many others. If you want to know what they all mean, you just have to come and try
them for yourself!

Date: 10/9 (Saturday)
Time: 8:00 pm until who knows when!
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Native Americans have been the subject of countless studies, in books,
photographs, sound recordings and now TV and cinema. Despite this
massive collection of impressions, the Native American continues to be the
most misunderstood race in the United States. United States public policy
continues to view the indigenous race as a male with a WAR headress,
carrying a weapon and without a voice, dumb and inarticulate.

Imagine that you step out of your tourist shoes and step into the
stereotype. Listen to the tribal voices. See yourself and understand that a
tumult of feelings exists beyond the stereotype.

—Victor Masayesva, Jr.
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<--In Our Own Eyes: -3

' The Indigenous Peoples' Film & Video Festival
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Oct.6 WED. ~ 11 MON., 1993
First Nation's Theater (outdoor)
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“The Food and Music of Ainu” by Mikami Meguru & Mikami Toshimi
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“The Indigenous Poeples & Moving Images" by Imafuku Ryuta
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“The Others and Their Eyes” by Ikui Eikou
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“Have you seen ‘Dance With Wolves'?” by Uemura Hideaki
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The Live Party By the Ainu & Okinawa’s Musicians
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