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T WAS A TEENAGER WAICHING A BRUCE LEE FLICK WITH MY FRIENDS
AT THE CINEMA IN ABIDJAN. BRUCE LEE WAS OUR HERO THEN.

AT SOME POINT IN THE PLOT, ONE OF THE BAD GUYS

WAS COMING TO ATTACK BRUCE LEE FROM BEHIND

WHILE HE WAS UNAWARE, AND SUDDENLY ONE OF THE SPECTATORS
IN THE THEATER LEAPT TO THE STAGE AND DUG A KNIFE

THROUGH THE BAD GUY'S PROJECTION ON SCREEN.

THAT WAS MY FIRST LESSON IN CINEMA.”

Philippe Lacdte, filmmaker, Cote d'lvoire
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CURATORIAL
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During the Cold War, the African continent and the

Arab world were contested territories for the strategic
deployment of influence and allegiance between

the Soviet Union and the USA. Cultural diplomacy
represented an important realm in which that contest was
manifested, specifically through granting scholarships

in higher education and the creation of specialized
professional national elites whose allegiance would be
organically bound to either power. Under the aegis of
“international socialist friendship,” the Soviet Union used
channels of diplomacy to host a remarkable number

of students at universities in Moscow and other cities.
Exploring this rarely examined phenomenon through the
focus of film history, Saving Bruce Lee’s conceit is based
on research around the universes of African and Arab
filmmakers who studied at the prestigious Gerasimov
Institute of Cinematography (VGIK) in Moscow.

Saving Bruce Lee retraces the journeys of the filmmakers
by recording their testimonies and recollections. Some
of the most critically acclaimed and internationally
recognized masters of African and Arab cinema

are graduates of VGIK. The Soviet lineage of these
filmmakers has not been studied or deconstructed with
the thoroughness and interest that influences of other
schools, such as the French or Italian, have. The impetus
behind Saving Bruce Lee is to foreground questions

and bring to light elements that help trace tangibly and
critically the influence of Soviet masters on their students’
ceuvre, and to interrogate prevailing scholarship on
African and Arab cinema. Furthermore, it is remarkable
that Soviet film histories and theories have omitted
entirely these “foreign” graduates from the narratives

of the canon.



Thus far, Saving Bruce Lee has explored three motifs,
or axes. The first revolves around encounters with the
Soviet realm in Moscow, attempting to pin coordinates
of the experience of otherness and engagement with
Soviet society, identifying—in the first person—the
intellectual, affective, and emotional disposition of
artists who were finding their voice and coming into
their own, using a language, as well as a cinematic
tradition, which was not theirs. The second and third
axes revolve around socialism’s promises of utopia;
ideological constructions of a political imaginary,
their translation to a cinematic imaginary, and the
filmmakers’ subjective voices. More explicitly, the
second axis explores the multiple expressions of
subversion and criticality in the influence or import

of Soviet cinematic idiom. Conversely, considering
the era immediately followed the establishment of
sovereign states in the African continent and Arab
world, the third axis unravels an anthology

of heroic figures (political and cinematic), exploring
the fabrication of icons and representation

of emancipation through film.

Why use the title Saving Bruce Lee? Far and wide
across the world, Bruce Lee was a cherished hero.
With his physical prowess and sense of justice, he
captivated at once the imaginary of rich and poor,
the upright and the wayward, the powerful and the
disenfranchised. Throughout the African continent
and the Arab world, before cinemas were shut
down because of bankruptcy or political and social
prohibition, their final showcases were Bruce Lee oto: Sergey Shi

action flicks and Bollywood productions. For this © luseum of Contemporary Art
prologue, Saving Bruce Lee begins with Bruce Lee.
The quote describes an incident when Philippe Lacbote,
a filmmaker from Céte d’lvoire—whose first narrative
feature, Run, premiered at the Cannes Film Festival's
“Certain Regard” in 2014—told an anecdote on stage,
right before the first ever screening of his film.

It incarnated, with charm and wit, a rarely considered
history of cinema in the African continent, as well as
the Arab world, which foregrounds the social history

of cinema through the imaginary and in popular culture.

Salti, and Koyo Kouoh

ary 2015

Saving Bruce Lee is conceived in three iterations:

the first, A Prologue, was a presentation of the
research-in-progress that included an exhibition, as well
as a day-long seminar hosting artists, filmmakers; and
those whose practice is invested in researching African
and Arab film archives; the second will be a large-scale
exhibition that will showcase work by a select number
of filmmakers, as well as artists; and the third

will be a publication.

Koyo Kouoh and Rasha Salti
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Left to right: curators Rasha Salti and Koyo Kouoh,

SAVING BRUCE LEE:
F R O I\/| —|_ H E C U R ATO R S , : j g " ’ / I f\lﬂn;;:rggﬂfger and scholar Alexander Markov visiting the Eisenstein Library,
NOTEBOOKS .

The motivation at the heart of Saving Bruce Lee belongs more intuitively
to academic scholarship in film history and theory or the program

of a cinemathéque, or a worldly film archive with the mission—and
resources—to produce new knowledge. Instead, however, it became the
impetus for a research-based exhibition and publication, commissioned
and hosted by a museum of contemporary art, conceived and
conducted by two curators of art. Because contemporary art produces
a poetic, not scholarly knowledge, we have decided to foreground the
eccentricity of our endeavor’s fortuities, and rather than trump experts,
our ambition is to unveil an unsuspected horizon of possibilies for
provoking interpretation, forging meanings, and animating sensibilities.

I

The worlds of contemporary art and film are no longer the intimate
strangers they used to be. The guarded boundaries keeping both
worlds at bay have dissipated, most obviously in relation to production ' Curators Koyo Kouoh (left) and Rasha Salti (right)
resources, as well as exhibitions, or showcases. The past decade has visiting Patrice Lumumba University,
furthermore evidenced how the engagement between both worlds February 2015
. ™ . L . . P Photo: Sergey Shilovs
has intensified, with the uninhibted presence of film in the museum; © Garage Museum of Contemporary At
with artists directing films that acquire visibility in film festivals and are
released in theaters; and with filmmakers developing artistic practices
showcased in galleries, biennials, and museums. Saving Bruce Lee
draws on the agility of that cross-fertilization and aims to expand the
shared hybrid terrain in order to probe the lineage and legacy of Soviet
cinema and its masters.

Saving Bruce Lee takes root from research conducted by the curators
with support from Garage's team, including research assistants in
Russia, as well as extensive consultations with experts in various fields.
We began with trying to understand the underpinnings of the Cold
War's cultural diplomacy and its deployment of power and ideological
conquest through the formation of elites. We then identified a number
of African and Arab filmmakers to be the main protagonists of our
research. Next, we explored three main research strands: documents
from the institutional archives of VGIK and Patrice Lumumba University;
testimonies from our protagonists on their years in Moscow; and
documents from the archives of film festivals in the Soviet Union that
screened their films, or at least, where the filmmakers’ presence in the
cultural or public sphere was obviously manifest.
Curator Koyo Kouoh (left) paying a visit
Deconstructing the Cold War context and the question of ideological to film scholar Naum Kleiman (right),
conquest becomes complex and intriguing when contrasted with March 2015
. . . . Photo: Sergey Shilovs
the lived experience of the African and Arab student filmmakers, (e i ey ————
especially knowing that VGIK did not train Soviet propagandists. On

looking more closely at the filmmakers’ Soviet mentors, who were also 2 -
not propagandists, it is clear that they were subject to repression by y
the authorities. Indeed, some of their films were banned. It is evident, 4 ‘ i |
however, that they were critical voices from within the Soviet system and N s e "
society, who seem to have transmitted an epistemology and aesthetics i & . -
— = s —————— o




of subversion to their students. As a matter of fact, most of the
graduates we identified (regardless of whether they were prolific
or received international recognition as filmmakers) are known
to have developed a notably subjective artistry or cinematic
voice and even paid a price for defending a subversive position
in their own country or more generally. For example, Oussama
Mohammed's first feature, Stars in Broad Daylight (1988), was
allowed to screen everywhere in the world except in Syria,

by unspoken yet firmly enforced diktat from the government.
Azzedine Meddour's How | Love You (1985) roused furore

in France. The print of Salim Mohammad Ibrahim al-Noor’s
Africa was destroyed after the military coup d’état in Sudan,
and Abderrahmane Sissako’s Bamako (2006) remains one of
the most scathing and eloquent critiques of the World Bank’s
policies in Africa.

The historical period bracketed between the 1960s and the end
of the 1980s—when the Cold War’s contest over the deployment
of influence in the African continent and Arab world was taking
place—coincides with the period that followed the establishment
of independent states in these territories and, eventually, the
emergence of harsh autocracies, with the despotic rule of a
single party or control by the military. This too is part of the
context during which our protagonists traveled to Moscow. In
other words, we were cognizant of the different dispositions
and sense of imperatives they had internalized. For the first
wave, or the generation that traveled between the 1960s

and the mid-1970s, there was an overt motivation to build a
national cinema at home in which they would play the role of its
harbingers. This partially emerged as a compulsion to wrestle
their representation from the ousted colonizer and forge one
that carried their aspirations on their own terms. For the second
wave—the generation that traveled from the mid-1970s until the
late 1980s—the imperative was to wrestle representation from
newly established, tightly-policed, single-party state dogma. It
was during the second wave of foreign students at VGIK that
disenchantment set in, with the protagonists increasingly aware
of the dangers of chauvinist nationalism that did not tolerate
otherness or dissidence.

Invariably, when a state-sponsored national cinema is born after a
war of liberation and the establishment of self-rule, it is expected
to narrate history, portray the father- or motherland, and incarnate
the nation’s heroes. These are figures to aspire to, emulate,

and who symbolize a national history, and who were also often
militants leading the struggle against the colonizers. Sometimes
they became presidents of the newly-founded republics, and
other times they were entrusted with prominent positions of
power. Interestingly, our protagonists never chose to transcribe or
elegize their national figures’ stories in film, but rather imagined
“heroes” from everyday life.

The penultimate Soviet incarnation of scientific supremacy were
cosmonauts, who were dispatched to African and Arab countries
embodying the promise of progress under the aegis of socialism.
In perusing the catalogs of the Moscow International Film
Festival, we have found that Soviet cosmonauts were also invited
to attend the festival and appear in photographs with film stars.

Left to right: curators Koyo Kouoh, Rasha Salti, and cartographer Philippe Rekacewicz
visiting the Eisenstein Library, March 2015

Photo: Sergey Shilovs

© Garage Museum of Contemporary Art

Curator Koyo Kouoh visiting VGIK,
August 2014

Photo: Evgeny Granilshikov

© Garage Museum of Contemporary Art

Moreover, the festival's French- and English-language dailies were called
Sputnik, no doubt as playful extrapolations on allegories between film
stars, and actual stars. ..

We decided to push this play on words further, exploring space travel
programs conducted by African and Arab countries to see if parallel stars
to our filmmakers rose to prominence as a result. Ultimately, however, in
lieu of national heroes and cosmonauts, Bruce Lee seems to be the only
one who has survived.

By way of an epilogue to this prologue, it remains to be said that the

first strand of our research—involving institutional archives—has proven to
be a daunting challenge in terms of access. As a result, the bulk of our
present knowledge is based on testimonies collected from the African
and Arab graduates, which constituted the second research strand. While
compelling, oral history culled from memory is steeped in affect and thus
has its own set of trappings, which we are not yet able to nuance within
a more “documentary” framework because of the paucity of institutional
archives at our disposal. Furthermore, most of the Soviet mentors, save
for a few, have passed away, and we have yet to collect the testimony of
those still with us. That is the ambition for the next chapter of our process.

Lastly, forays into the third strand—to measure the engagement with
African and Arab filmmakers in the Soviet Union’s public and cultural
spheres—have sadly confirmed what our protagonists have disclosed
bitterly. Namely, that the political interest in a public display of
international “friendship of people across the world” has foreshadowed
a real engagement with their works. Each cite having nurtured genuine
friendships and complicity with individuals, but in terms of a wider and
deeper collective engagement with African and Arab cinema, it never
transgressed the boundaries of the ideological missive.

But the research is not yet complete and all the perspectives not yet in
place. Over the next year, we will commission portraits of our protagonists’
time in Moscow. We are also conducting interviews with established film
critics and historians—whose expertise is either in African, Arab, or Soviet
cinema—to understand how they argue and interpret the Soviet lineage

of African and Arab filmmakers. In short, the objective is not to formally
instigate a revision of scholarship, or reveal so-called blind spots, but
rather to activate interrogations around prevailing canons in film history
and theory and transcend current geo-cultural framing.

Koyo Kouoh and Rasha Salti




SAVING BRUCE LEE
(A PROLOGUE)

A Prologue was a presentation of the research-in-progress that threaded the different strains
of our inquest. Conceived more like the three-dimensional perusal of a sketchbook than
displaying cogent narrative findings, the exhibition introduced the “protagonists” at the heart
of our research, as well as incarnated the outcome of revisiting a recent historical period

and surfacing documentary traces from a variety of archives. A Prologue also introduced the
Soviet mentors and evoked the two film festivals where African and Arab cinema were granted
an exceptional venue in the Soviet realm, namely the All-Union Asian and African Tashkent
Film Festival and the Moscow International Film Festival.

The show was developed in collaboration with two researchers and artists, namely,
geographer and cartographer Philippe Rekacewicz and filmmaker and film theorist
Alexander Markov. In order to propose a critical representation of the historical and political
context that framed Soviet cultural diplomacy in the African continent and the Arab world,
we invited Rekacewicz to create a map that drew the complexity of that era. And in order
to explore the ideologized moving image representation that veiled the reality of that era
and the strategic political alliances that stitched it together, we invited Markov to propose
a critical deconstruction of Soviet documentaries on Africa. Markov also presented portraits
of four filmmakers who traveled to various African countries and directed some of those
documentaries.
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Exhibition views of Saving Bruce Lee: African and Arab Cinema
in the Era of Soviet Cultural Diplomacy (A Prologue),

June 2015

Photo: Egor Slizyak

© Garage Museum of Contemporary Art
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PROTAGONISTS

Mohammed Abouelouakar
Abouelouakar was born in 1946

in Marrakesh, Morocco. He was
first interested in theater, but after
discovering cinema and the work
of Robert Bresson, Michelangelo
Antonioni, and Ingmar Bergman,
he pursued training as a filmmaker
and enrolled at VGIK in 1966.

He graduated in 1971 with a
diploma film entitled al-Qatilun
(The Killers) and decided to remain in Moscow, developing
a close friendship with Georgian filmmaker Alexander
Rekhviashvili.

Abouelouakar returned to Morocco in 1974, where he
became close to the banished artist-filmmaker Ahmed
Bouanani. In 1977, he directed Madinat al-Thikrah (The
City of Memory), a documentary about his native city,
Marrakesh, but he found little support for his style of
filmmaking in Morocco and returned to Moscow from 1978
to 1981 under the pretext of seeking training at Gorky
Studios. During those years, he traveled to Tbilisi to meet
Sergei Parajanov, who had just been released from jail.

After returning to Morocco, Abouelouakar directed his only
feature film, Hadda (1984), which received the national
award for best film, as well as wide critical acclaim. Since
then, he has not been able to find support in Morocco

to direct any other films and has worked successfully as
an artist using photography and painting—two passions
which always accompanied his filmmaking.

His painting practice, described as singularly cinematic,
incarnates a universe where Andrei Tarkovsky's cinema
and the poetics of the sufi philosopher Ibn Arabi intersect.
Abouelouakar has often been described as a “sculptor
of images.” Replete with mythologies of fallen angels,
bestial demons, and babylons, his works include the use
of sandpaper, corrugated cardboard, fabric, and strong
contrasted colors in compositions frequently structured
with mirror images and reflections. He lives and works
between Casablanca, Morocco, and Elektrostal, an
industrial suburb of Moscow, Russia.

Abdoulaye Ascofaré
Ascofaré was born in 1949 in
Gao, Mali. He worked as a radio
host until 1978, after which he
taught at the Institut National des
Arts in Bamako. He graduated
from VGIK in 1984, and in 1985,
he was appointed director of the
Centre National de Production
Cinématographique in Bamako.

Ascofaré directed his first feature in 1997, Faraw, a Mother of the
Sands (Faraw, une mére des sables), which retraces 24 hours in
the life of a Songhai woman. He also published a book of poems
in 1976 titled Domesticating the Dream (Domestiquer le réve).
His filmography includes: Welcome (1981); M'sieur Fane (1983);
L’Hote (1984); and Sonatam, un quart de siécle (1990). Ascofaré

lives and works in Bamako, Mali.

Hassen Bouabdellah

enrolling at VGIK.

The Museum Guards or Solitude

Algiers, Algeria.

Rabah Bouberras

mentorship of Alexander Zguridi.

Algerian television, including documentaries, dramas, and

comedies. His most acclaimed are Vague aprés vague; Sombréro;
Le Voyageur et la route and Sahara Blues (1991). He also adapted
Anton Chekhov’s An Actor’s End for the stage and directed a
music hall show, Les Folies Berberes. Bouberras’ filmography
includes La nostalgie du monde (1993) and Mountain Country
(Tamurt Idurar, documentary, 2008). Bouberras lives and works in

Montreal, Canada.

Souleymane Cissé

Bouabdellah was born in 1947 in Biskra,
Algeria. He earned a degree in sociology
from the University of Algiers before

Bouabdellah has directed a number
of films for Algerian Television including:

(Les Gardiens de musée ou la solitude,
1980); Nawal or the Earthquake (Nawal ou le séisme, 1982);
and Barbarossa, My Sisters (Barberousse, mes soeurs, 1985).
He also published a novel, The Insurrection of Grasshoppers
(Linsurrection des sauterelles) (Marsa Editions, 1998). He is
currently a professor of aesthetics at the Academy of Fine Arts
in Algiers. Bouabdellah lives and works in Paris, France, and

Bouberras was born in 1950 in Algeria.
After attending a workshop at Algerian
Radio and Television, he enrolled at VGIK,
where he studied filmmaking under the

After returning to Algeria, Bouberras
directed a number of short films, and
in 1982, he directed feature films for

Cissé was born in 1940 in Bamako, Mali.
From his youth, Cissé was a passionate
cinéphile, but he studied philosophy. After
watching a documentary film on the
arrest of Patrice Lumumba, he decided

to pursue a career in film. He earned a
scholarship to study in Moscow, and first
trained as a projectionist for three months

in 1961. He returned to Moscow in 1963 and enrolled at VGIK, where he earned
his diploma in filmmaking in 1969. He returned to Mali in 1970 and worked as a
cameraman at the Ministry of Information’s film unit, where he cut his teeth making
newsreels and documentaries while traveling throughout the country.

In 1972, Cissé directed his fiction Five Days in a Life (Cinqg jours d'une

vie), a medium-length film that earned him an award at the “Journées
Cinématographiques de Carthage” and launched his career. He then directed his
first feature, The Girl (Den Muso) in 1974. The film, spoken in Bambara—Cissé’s
native language—tells the story of a young mute girl who becomes pregnant after
she is raped and is rejected by her family as a consequence. The controversial
subject matter caused a furore in Mali, and the film was banned. Cissé spent time
in jail for having accepted French co-production funds. The ban was lifted in 1978.

In 1978, he directed Work (Baara), which received the “Etalon de Yenenga”

prize at FESPACO a year later. Wind (Finyé, 1982), which tells the story of
dissatisfied Malian youth rising up against the establishment, earned him a
second “Etalon de Yenenga” at FESPACO in 1983. In 1987, he directed Light
(Yeelen), a coming-of-age story that won the “Grand Jury Prize” at the Cannes Film
Festival. His next feature, Time (Waati), was completed in 1995, and premiered
in “Official Competition” at the 1995 Cannes Film Festival. Tell Me Who You

Are (Min Yé) was presented at Cannes in 2009. His most recent feature, Soba,
was completed at the end of 2013 and explores the crisis of real-estate in Mali
through the stories of four women who are expelled from their homes. The film is
scheduled for release in 2015.

Cissé’s filmography also includes: Laspirant (short film, 1968); Source
d'inspiration (short film, 1968); Dégal a Dialloubé (documentary, 1970);

Féte du Sanké (documentary, 1971); Lhomme et ses idoles (short film, 1975);
Chanteurs traditionnels des lles Seychelles (documentary, 1978);

and O Sembeéne (documentary, 2012).

He is president of the Union of Creators and Entrepreneurs of Cinema
and Audiovisual Arts of Western Africa (UCECAO). Cissé lives and works between
Paris, France and Bamako, Mali.

Khalifa Condé
Research is ongoing. A complete biography has not yet
been compiled.

Jean-Baptiste Elanga
Research is ongoing. A complete biography has not yet
been compiled.




Sonallah Ibrahim

Research is ongoing.

A complete biography has not yet
been compiled.

Salim Mohammad

Ibrahim al-Noor

Research is ongoing.

A complete biography has not yet
been compiled.

Daouda Keita

Research is ongoing. A complete
biography has not yet been
compiled.

Mohammad Malas

Malas was born in 1945 in

the now destroyed village of
Quneytra, in the Israeli-occupied
Golan. He first earned a teaching
diploma and worked in Damascus
for three years as a teacher
while enrolled in the philosophy
department at the University of
Damascus. In 1968, he earned

a scholarship to study film directing at VGIK, under the
mentorship of Marlen Khutsiev.

Malas directed three short films while in Moscow: Hulm
Madinah Saghira (The Dream of a Small City, 1972); The
Seventh Day (Al-Yaom as-Sabe‘eh, 1973); and Kullon Fi
Makanihi Wa Koll Shay’ Ala Ma Yuram Sayyed al-Dhabit
(Everybody is in his Place and Everything is under
Control, Sir Officer, 1974). The latter was his graduation
project, exploring the experience of prison in Egypt,

on which he collaborated with Egyptian filmmaker and
novelist Sonallah Ibrahim, who also starred in the film.
He returned to Damascus in 1974 to work for Syrian
Television, where he produced short films, including al-
Quneitra '74 (1974) and al-Zhakira (The Memory, 1977).

Malas has also directed a number of documentary films, beginning with
al-Manam (The Dream, 1982), shot in the Shatila Palestinian refugee
camp in Beirut, only a few months before the massacre. He co-directed
with Omar Amiralay and Oussama Mohammed two documentaries,
Nouron wa Thilal (Light and Shadows, The Last of the Pioneers:

Nazih Shahbandar, 1995), a portrait of Syrian cinema pioneer Nazih
Shahbandar; and Fateh Moudaress, a portrait of the veteran artist, in
1996. In 1998, he shared scriptwriting and direction duties with Hala al-
Abdalla on a documentary on political prisoners in Syria, Tahta al-Raml,
Fawga al-Shams (On the Sand, Under the Sun), on the occasion of the
50th anniversary of the United Nations Universal Declaration of Human
Rights.

His most recent film is a fiction feature, Bab el-Magam (Passion, 2005).
He has published articles and essays widely and written a novel, /'lanat
An Madina Kanat Tai‘sh Tahta al-Harb (Advertisements about a City

that Lived in the War, Beirut: Dar Ibn Rushd, 1979 and Damascus: Dar
al-Ahali, 1990). He has also published a number of screenplays and film
diaries including: Al Manam: Moufakarat film (The Dream: Film Diary,
Beirut: Dar al-Adab, 1990), The Night (Damascus: Dar Kanaan, 2003),
and the film diary for Everybody is in his Place and Everything Is under
Control, Sir Officer (Beirut: Dar al-Mada, 2003).

Malas has received numerous awards. His first fiction feature, Ahlam
al-Madina (Dreams of the City, 1983), co-authored with Samir Zikra,
earned eleven awards, including the “Golden Tanit” at the Journées
Cinématographigues de Carthage, Tunisia (1984) and the “Golden
Olive” at the Valencia Festival of Mediterranean Cinema in Spain (1984).
His second fiction feature, al-Leyl (The Night, 1992), co-authored with
Oussama Mohammed, earned five awards, including the “Golden Tanit”
in Carthage (1992) and the “Silver Olive” at Valencia. Malas lives and
works in Damascus, Syria.

Sarah Maldoror

Maldoror (née Ducados) was born in 1938 in
Gers, France to parents who were immigrants from
Guadeloupe. She chose her artist pseudonym

as homage to Lautréamont’s Les Chants de
Maldoror. After attending drama school in Paris,
she received a scholarship (along with her
husband, Angolan nationalist militant Méario Pinto
de Andrade) to study film with Mark Donskoy in
Moscow in 1961-62, where she met Ousmane Sembene. After earning
her diploma, Maldoror worked as an assistant to Gillo Pontecorvo on
his acclaimed film The Battle of Algiers (1966). She also worked as an
assistant to Algerian director Ahmed Lallem.

Maldoror directed her first film, Monangambé, in 1968. A short based
on a story by Angolan writer José Luandino Vieira and set in Angola,

it was shot with amateur actors in Algeria. The title refers to the call
used by Angolan anti-colonial activists to signal a village meeting, and
the film was selected for the “Director’s Fortnight” at Cannes in 1971,
representing Angola. Her first feature film, Sambizanga (1972), was also
based on a story by Vieira about the 1961-1974 war in Angola.

Her filmography also includes: Guns for Banta (Des fusils
pour Banta, 1970); La Commune, Louise Michel et nous
(short, 1971); Carnaval en Guinée-Bissau (Carnival in Guinea-
Bissau, 1971); Saint-Denis sur avenir (documentary, 1973);
And the Dogs Kept Silent (Et les chiens se taisaient, 1974); La
Basilique de Saint-Denis (short, 1976); Aimé Césaire, a Man,
a Country (Aimé Césaire, un homme une terre, documentary,
1976); Le cimetiére du Pére Lachaise (short, 1977); Louis
Aragon, Un masque a Paris (short, 1978); Folgo, ile de feu
(short documentary, 1979); Miro (short, 1979); Carnival in
Sahel (Un carnaval dans le Sahel, short documentary, 1979);
Un dessert pour Constance (TV movie, 1981); L'hopital de
Leningrad (TV movie, 1983); Daily Life Racism (Le racisme

au quotidien, 1983); The Tassili Passenger (Le passager du
Tassili, 1987); Aimé Césaire, Word as Masks (Aimé Césaire, le
masque des mots, documentary, 1986); Portrait de Madame
Diop (short, 1986); Vlady, Painter (Vlady, peintre, short, 1988);
Léon G. Damas (short, 1995); L'enfant-cinéma (short, 1997);
In the Time of People (La tribu du bois de I'é, short, 1998);
and Eia pour Césaire (documentary, 2009).

Maldoror is one of the first women to direct a feature film

in Africa and as such her work is often included in studies
of the role of African women in African cinema. She won a
“Tanit d'Or” at the 1972 Carthage Film Festival and received
the National Order of Merit from the Government of France.
Maldoror lives and works in Paris, France.

Azzedine Meddour

Meddour was born in 1947 in Sidi
Aich, Algeria. He earned a degree
in French Literature at the University
of Algiers before enrolling at VGIK
in 1973 under the mentorship of
llya Petrovich Kopalin, to study
documentary filmmaking.

Meddour returned to Algeria

and directed a number of award-winning films for Algerian
television. His filmography includes: La Fillette et le papillon
(The Little Girl and the Butterfly, 1982); Entre nous (Between
Us, 1983), which earned the special jury prize in Prague;
Combien je vous aime (How | Love You, 1985); Polisario,
année 15 (Polisario, Year 15, 1986); Un Survivant raconte

(A Survivor Narrates, 1988); Des Faits et des faits (Facts and
Facts, 1990); La Légende de Tiklat (The Tiklat Legend, 1991);
Djurdjura (1992); Le Chacal doré (The Golden Jackal, 1993);
Adrar N'Baya (Baya's Mountain, 1997), the first Algerian
feature film in the Amazigh language; and Douleur Muette
(Mute Pain, 1998), which earned the Adolf Grimme award

at the Montreal Festival des Films du Monde and the
audience award at the Venice Film Festival. Meddour

passed away in 2000.




Oussama Mohammed
Mohammed was born in 1954
in Lattakiya, Syria. He graduated
from VGIK in 1979, where he
studied under Igor Talankin.
There, he directed a short
documentary, Khutwa Khutwa
(Step by Step, 1978).

Mohammed returned to Syria and directed a short
documentary for the General Organization for Cinema
entitled Al-Yaom Koll Yaom (Today and Everyday, 1980).
He worked as assistant director to Mohammad Malas on
Ahlam al-Madina (Dreams of the City, 1983) and directed
his first fiction feature Nujum al-Nahar (Stars in Broad
Daylight) in 1988. The title is an homage to Igor Talankin’s
similarly named film, which was banned in the Soviet
Union at the time of its production. Deemed by many

to be the most scathing critique of contemporary Syrian
society trapped in the iron grip of the Ba'ath regime, the
film has never been allowed a public screening in Syria.
Although not officially banned, the film has been shelved
by diktat and sits in storage under threat of irremediable
physical deterioration. It was selected for the Cannes
Film Festival's “Quinzaine des Réalisateurs,” and earned
the filmmaker great critical praise, including the “Golden
Olive” at the Valencia Festival in the same year. In 1992,
Mohammed co-authored the script for al-Ley! (The Night,
1992) with Mohammad Malas, and co-directed with
Omar Amiralay and Malas the documentaries Light and
Shadows (1991) and Fateh Moudaress (1994). He was
unable to make his second feature until 2002. Sunduq
al-Dunya (Sacrifices, 2002) was meant as an homage
to Andrei Tarkovsky's The Sacrifice, and was selected

for the Cannes Film Festival’s section “Un Certain
Regard” in 2002. Complex and visually stunning, the
film has confirmed its maker as one of the Soviet film
school’'s most individual and masterful filmmakers. In
2014, Mohammed co-directed Ma’ al-Fadda (Silvered
Water) with Wiam Simav Bedirxan, which premiered in
Cannes “Official Selection” out of competition. After a
compelling speech in support of the pacifist insurrection
in Syria during the “Quinzaine des Réalisateurs” in 2011,
Mohammed was forced into political exile in France,
where he still lives.

Ousmane Sembeéne
Sembene was born in 1923

in Casamance, Senegal. The
son of a fisherman, he was
expelled from school in 1936
for poor discipline, and his
formal education did not go
beyond middle school. From
1938 to 1944, he worked as an

apprentice mechanic and bricklayer in Dakar. He joined the army of the
Free French forces in 1942, serving in Africa and France, before working
at the Citroen factory in Paris and then as a dockworker in Marseille

for ten years. As an African docker who knew how to read and write,

in Cold War Marseilles Sembene was soon courted by and enrolled

in the CGT (Confederation generale des travailleurs), the largest and
most powerful left wing workers’ union in post-war France. After back-
breaking work unloading ships during the day, he attended seminars
and workshops on Marxism, joining the French Communist Party in
1950. He also participated in protest movements against the colonial
war in Indochina (1953) and the Korean war (1950-1953), and openly
supported the Algerian National Liberation Front (FLN) in its struggle for
independence from France (1954-1962). Among many other causes,
he protested against the Rosenberg trial and execution in the United
States in 1953.

During this time, Sembéne began to write. His first novel, The Black
Docker (Le docker noir), was published in 1956. Since then, he has
produced a number of works which have placed him at the forefront of
the international literary scene. However, as Sembéne struggled with
millions of others for revolutionary change at the international level,

he also felt alienated by the quasi absence of “revolutionary” artists
and writers from Africa; voices from the masses of workers, women,
and all those exploited and silenced by the combined external forces
of colonialism and the internal yoke of African “tradition.” He strongly
believed that struggle against colonialism is not solely a fight over who
should own the land, but also a contest over who should have the right
to represent whom.

In 1961, he traveled to Moscow to study film at VGIK and then to work
at Gorky Studios, where he studied under the mentorship of Mark
Donskoy. Upon his return to Senegal, Sembéne turned his attention

to filmmaking, and after two short films, he wrote and directed his

first feature, Black Girl (1966), which won the “Jean Vigo Prize.” His
filmography also includes: Borom Sarret (short, 1963); The Sonhrai
Empire (short, 1963); Niaye (1964); The Money Order (1968); The
Afflictions of Unemployment (documentary, 1969); Tauw (short, 1971);
Women and the Trauma of Polygamy (documentary, 1969); Emitai-God
of Thunder (1971); African Basketball at the Munich Olympic Games
(documentary, 1972); Africa and the Olympic Games (documentary,
1973); Xala (1974); Ceddo (1976); Camp de Thiaroye (1988);
Guelwaar, A Legend of the 21st Century (1993); Daily Heroism (short,
1999); Faat-Kiné (2000); and Moolaadé (2003).

He was awarded numerous prizes for his works, including awards
at the 2004 Cannes Film Festival, and FESPACO. Sembéne passed
away in 2007.

Abderrahmane Sissako

Sissako was born in 1961 in Kiffa, Mauritania,
but raised in Mali. He studied cinema at VGIK
from 1983 to 1989 under the mentorship of
Marlen Khutsiev. Along with Souleymane Cissé,
Ousmane Sembene, and Djibril Diop Mambéty,
he is one of the African film directors to have
imparted influence on cinema worldwide.

His filmography includes: The Game (Le Jeu, 1989); October
(1993); The Camel and the Floating Sticks (short, 1995);
Sabriya (short, 1996); Rostov-Luanda (documentary, 1997);
Life on Earth (La Vie sur Terre, 1998); Waiting for Happiness
(Heremakono, 2002); Bamako (2006); 8 (short, 2008); and
Timbuktu (2014).

October received the prize at the Cannes Film Festival's

“Un Certain Regard,” and Waiting for Happiness won the
FIPRESCI Prize at “Un Certain Regard”

in 2002 and FESPACO's “Etalon de Yenenga” in 2003.
Timbuktu premiered in Cannes’ Official Competition in 2014,
was nominated for the Foreign Language Film Oscar,

and won seven Césars in France, including for Best Director
and Best Film. Sissako lives and works in Paris, France.

Nasir al-Tayyeb al-Mak
Research is ongoing. A complete
biography has not yet been
compiled.
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Mark Donskoy

Donskoy was born in 1901 in Odessa, Russia, now
Ukraine. He served as a soldier in the Red Army
during the Civil War and was taken captive by the
White Army. He enrolled at the School of Medicine
in Crimea to study psychology and psychiatry, and
from 1921 to 1925, studied law at the University of
Simferopol. At this time, Donskoy began to write.
His first publications were collections of novellas.
Eventually, he dropped both careers, and in 1926, he apprenticed as a
screenwriter and director at the Third Moscow Cinema Factory, also working
as an assistant editor at Belogoskino. With Mikhail Auerbach, he formed a
writing-directing team and together they made In the Big City (1928) and Fop
(1930), becoming famous after directing A Song about Happiness (1934).
Donskoy earned critical acclaim for his trilogy adapted from his friend Maxim
Gorky's autobiography: The Childhood of Gorky (1938); My Apprenticeship
(1939); and My Universities (1940). During World War II, he directed a num-
ber of films, including How Steel Was Tempered (1942); Rainbow (1944);
Unconquered (1945); Country Teacher (1947); Mother (1956); The Gordeyev
Family (1959); A Mother's Heart (1966); and Nadezhda (1973). Country
Teacher was deemed the most popular film in the Soviet Union, while Rain-
bow earned him international acclaim. He made several films about Lenin’s
mother, Maria Ulyanova, including A Mothers Heart. Donskoy was awarded
the Order of Lenin twice, in 1944 and in 1971, and three Stalin prizes. In
1966, he was named People’s Artist of the USSR, and he was awarded the
title Hero of Socialist Labor in 1971. Donskoy passed away in 1981.

Viktor Glushchenko

Glushchenko was born in 1936 in Jalal-Abad, in
the Kyrgyz Republic. He graduated from the State
Institute for Theater Arts (GITIS) in 1959 but had
begun working in the film and television industry a
year earlier. He taught at VGIK for twenty-one years,
collaborating with the workshops of Lev Kuleshoy,
Alexander Stolper, Yuri Ozeroy, and Vitaly Zhdan.
At VGIK, he was head of the program for
international students, graduate students, and interns for fifteen years. In
1975, he joined the Union of Filmmakers. Glushchenko earned his PhD

in 1985 and then joined the film directing faculty at VGIK as assistant
professor. He also worked at Goskino’s Sovexportfilm in Poland. He has
received a number of awards, including two from the Mongolian People’s
Republic. Glushchenko’s acting credits include the role of Marin in The Roads
of War (1958); the role of the oil worker in Summer Holidays directed by
Konstantin Voinov (1960); the role of major-general Rokossovky's subaltern
in The Fight for Moscow directed by Yuri Ozerov (1985); the role of Gleb
Nikolaevich, the local party leader, in Wild Hops directed by Oleg Bondarev
(1985); a cameo role as a lawyer in Murders in the Monastery Pond (1990);
and a cameo role as himself in Strict Regime Comedy (1992). Glushchenko
passed away in 2014.

Roman Karmen

Karmen was born in 1906 in Odessa,
Russia, now Ukraine. He was the son
of the writer Lazar Karmen. He studied
at a workers’ college, having been
interested in photography since child-
hood. In 1923, his photographs were
published for the first time in Ogoniok
magazine. In 1931, Karmen graduated
from VGIK. He directed numerous documentaries about con-
flicts, becoming famous during the Spanish Civil War (1936—
1939). The official war chronicle was based on his work. He
filmed throughout World War I, especially during the battles for
Moscow and Leningrad. In February 1943, Karmen documented
Field Marshal Paulus’ capitulation near Stalingrad, as well as the
signing of the Act of Capitulation on May 9, 1945. In the 1950s
and 1960s, he made documentaries about conflicts in Vietham
and South America. Karmen was a committed communist and
attempted to film every revolutionary leader, including Mao
Zedong, Ho Chi Min, Fidel Castro, and Salvador Allende. His
work strongly influenced documentary film in the Soviet Union.
From 1960, he lectured in the Faculty of Directing at VGIK. In
1970, he became head of the documentary department and a
professor. From 1965, he was secretary of the Union of Cine-
matographists. Karmen passed away in 1978.

Marlen Khutsiev

Khutsiev was born in 1925 in Thilisi,
Georgia. He graduated from VGIK in 1952
with a diploma in film directing. Between
1952 and 1958, Khutsiev worked at

the Odessa Film Studio, where he was
assistant to a number of directors, including Boris Barnet on
his ill-fated Liana (1955), as well as Leonid Gaidai. As the
Odessa Film Studios did not trust him to work on his own,
Khutsiev collaborated with Felix Mironer on his first film, Spring
on Zarechnaya Street (1956). The film was regarded as the
first real evidence of Khruschev’'s Thaw. Despite being a box
office success, it was harshly criticized. His second film, The
Two Fyodors (1958), also co-directed with Mironer, introduced
the acting skills of Vasiliy Shukshin, who would become a

star of Soviet cinema. The filmmaker and film were publicly
criticized in March 1963. His next two films, I'm Twenty (1965,
awarded at the 26th International Film Festival in Venice) and
July Rain (1967), were deemed masterpieces but banned by
the authorities. He directed It Was May (1970) for television and
a documentary titled The Red Flag of Paris (1971) while the
head of Ekran, the Creative Cooperation of Central Television.
After joining Mosfilm, he directed Postcript (1983) and Infinitas
(1991), which won the Alfred Bauer Prize at the 42nd Berlinale.
Since 1978, Khutsiev has taught film at VGIK.

In 2009, he was recognized as Honorary Participant at the
VGIK's educational board. In 1994, he became an Honorary

Member of the Russian Academy of Humanities, and in

2005, an Honorary Member of the Russian Academy of Arts.
He is also a professor at the Russian National Academy of
Cinematography and president of the Stalker International Film
Festival. He has been the president of the Guild of Russian Film
Directors since its founding, and in 2008, was elected head of
the Russian Union of Cinematographers.

llya Kopalin

Kopalin was born in 1900 in Pavlovskaya,
Russia. From 1925 to 1927, he was an
apprentice of Dziga Vertov. He directed
several films about Lenin: In Memory of
the Leader (1927); Along Lenin’s Path
(1929-37); and Lenin (1938, co-directed
with Irina Setkina). His film Defeat of the
German Armies near Moscow (1942, co-directed with Leonid
Varlamov) received wide recognition in the Soviet Union and
abroad. Kopalin directed a number of films abroad, including
Abyssinia (1936); On the Events in Spain (1936—1937);
Liberated Czechoslovakia (1946); The Warsaw Meetings
(1955); and Melodies of the Festival (1955). His major works
include: The Unforgettable Years (1957); The City of Great Fate
(1961); Maiden Voyage to the Stars (1961, co-directed with
Dmitry Bogolepov and Grigory Kosenko); Undying Pages (1965);
and My Country (1967).

In 1950, Kopalin began teaching at VGIK, and in 1964, he was
appointed to full professor. He received the State Prize of the
USSR several times, in 1941, 1942, 1946, 1948, 1949, and
1951, as well as other awards, including two Orders of Lenin.
Kopalin was renowned for his ability to direct camera crews

on the battlefield during World War Il. He was a director at the
Tsentrnauchfilm studio. Kopalin passed away in 1976.

Alexander Stolper

Stolper was born in 1907 in
Daugavpils (Dvinsk), Russia, now
Latvia. Before working as a filmmaker
and screenwriter, Stolper wrote

for Krestyanskaya Gazeta and The
Moscow Village in 1923. He studied
under Lev Kuleshov from 1923 until
1925 and in the acting workshop at Proletkult from 1925

until 1927. In 1927, he joined the screenwriting laboratory of
Mezhrabpom Film Studio, where he teamed up with Nikolai
Ekk and Regina Yanushkevich to write Road to Life (1931).
He directed two films, A Simple Story (1930) and Four Visits
of Samuel Wolf (1934), before studying at VGIK under Sergei
Eisenstein, graduating in 1938. During World War Il, he directed
The Law of Life (1940); Wait for Me (1943, co-directed with
Boris Ivanov); and Lad from Our Town (1942). In 1945, he
directed the adaptation of Konstantin Simonov’s novella Days
and Nights, the first film to feature the battle of Stalingrad.




Alexander Stolper began teaching at VGIK in 1964 and was appointed professor in 1971.
His filmography includes: Our Heart (1946); Story of a Real Man (1948); Far from Moscow
(1950); The Road (1955); A Unique Spring (1957); Hard Luck (1958); The Alive and the
Dead (1964, which he also wrote); Retribution (1967, which he also wrote); The Fourth
(1972, which he also wrote); and Deviation Zero (1977, which he also wrote). His films have
received numerous awards. He was named People’s Artist of the USSR and received two
Stalin prizes. Stolper passed away in 1979.

Igor Talankin

Talankin was born in 1927 in Bogorodsk (Noginsk), Russia.

He graduated from the Glazunov Moscow College of Theater and Music
in 1950 and from the Faculty of Film Directing at the Russian Academy
of Theater Arts in 1955. In 1958, he started working at Mosfilm as a
film director, where he completed screenwriting and directing courses.
He co-directed his first feature, Serega (also known as Splendid Days
or A Summer to Remember), with Georgi Daneliya in 1960, which received the "Crystal
Globe" at the Karlovy Vary Film Festival. He went on to direct Introduction to Life (1962);
Day Stars (also known as Stars in Broad Daylight, 1968); Tchaikovsky (1969); Take Aim
(1974); Father Sergius (1978); Starfall (1981); and The Possessed (also known as Demons,
1992). Tchaikovsky was nominated for the Academy Award for Best Foreign Language Film.
In 1964, Talankin was appointed head of VGIK and professor in 1976. He received several
important national awards: People’s Artist of the USSR, two Orders of the Red Banner, Order
of the IV class “For Merit to the Fatherland.” Talankin passed away in 2010.

Alexander Zguridi

Zguridi was born in 1904 in Saratov, Russia. He was a Soviet
screenwriter and pioneering science, education, and animal
documentary filmmaker. In 1930, after graduating from Saratov
University, Zguridi began making films at the scientific film
laboratory of the Institute of Microbiology and Epidemiology.

His first film, Strongyloidiasis (1931), explored a disease that
affects horses. A year later, Zguridi moved to Moscow to work at
Soyuztekhfilm and Mostekhfilm, the Popular Science Film Studio
that was later renamed Tsentrnauchfilm. From the start, he developed an original and
innovative approach to animal documentary that used the dramaturgy of classical literature
rather than the prevailing framework of scientific positivist discourse. His White Fang (1946)
was inspired by Jack London’s novel of the same name, and Rikki-Tikki-Tavi (1975) was
adapted from Rudyard Kipling’s short story. His filmography also includes: Feathered Change
(1985); On the Volga (1936); Winged Guests (1936); In the Depths of the Sea (1939); The
Power of Life (1941); In the Sands of Central Asia (1943); Forest Story (1949); Secrets of
Nature (1950); In the Icy Ocean (1953); Tale of Forest Giants (1954); In the Pacific (1958);
Enchanted Islands (1965); Forest Symphony (1967); Black Mountain (1971-2); The Wild
Life of Gondwana (1973); The Favorite (1985, co-directed with Nana Kldiashvili); In the
Wilds, where Rivers Run... (1987, co-directed with Nana Kldiashvili); A Dog’s Happiness
(1991); Ballerina (1993); and Liza and Eliza (1995). From 1968 to 1975, Zguridi hosted
the popular TV show In the World of Animals. He began teaching at VGIK in 1947 and was
appointed professor in 1966, mentoring the studio for popular science films. Acclaimed
Russian director Alexander Sokurov was one of his students. Zguridi won several national
and international awards, including People’s Artist of the USSR, Hero of Socialist Labor, and
twice his films earned the Venice Film Festival's Best Documentary. He was Vice President
of the International Association of Scientific Films from 1958 to 1962 and its president in
1971. In 1960, he became art director of Orbit, the creative association at Tsentrnauchfilm.
Zguridi passed away in 1998.




THE SOVIET UNION'S FOREIGN
CONNECTIONS WITH ASIA, AFRICA,
AND THE ARAB WORLD

In the context of the Cold War, the Soviet Union is most commonly viewed in light of its
hostilities with North America, whereas the importance of its relationship with the developing
world (Africa, the Middle East, and Asia) is often overlooked. The Soviet Union’s commitment
to strengthening these relationships was not solely a competition with the United States for
military influence in strategic parts of the world. It was also, among other things, fueled by the
will to export a political model to countries attracted to socialist ideals, and to develop both a
cultural and a commercial exchange. The Soviet Union welcomed hundreds of thousands of
students from the developing world to study disciplines such as engineering, science, culture,
and filmmaking. Besides this “soft power,” the Soviet Union also implemented a “hard power”
by exporting conventional arms to these regions, the distribution of which can be seen as an
indicator of what was to become Moscow's foreign policy.

Philippe Rekacewicz

Philippe Rekacewicz

Rekacewicz was born in 1960 in Paris, France. He is a journalist, geographer, and
cartographer. After earning his diploma in geography from the University of Paris 1 (Panthéon-
Sorbonne), he worked at Le Monde from 1988 to 2014. Between 1996 and 2008, he headed
in parallel the cartographic department of GRID-Arendal, a delocalized office of the the United
Nations Environment Program (UNEP).

Rekacewicz is a specialist in geopolitics and international relations. His interests include
questions relating to migration, refugees, forced displacement of populations, and borders.
He is presently working on several socio-geographic projects on the creation of public and
private space and the perception and representation of borders. He is keenly interested in the
relationships between cartography, art, science, and politics. Since 2006, he has participated
in cartographic-artistic projects in a number of European countries. He is also currently
conducting research into “radical cartography.” Rekacewicz lives and works in Norway

and Paris, France.
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RESEARCH NOTES: SOVIET FILMMAKERS

IN'AFRICA, 1960-1980S

In 1960, seventeen countries gained independence on the
African continent. From the perspective of the two super-powers
competing for influence in the context of the Cold War, these
“new” countries were obvious opportunities for the deployment
of their power. Under the aegis of Khrushchev’s Thaw, the Soviet
Union’s foreign policy witnessed increased engagement; the
African continent and the Arab world were priorities for Soviet
diplomacy. Thus the 1960s marked the heyday of African
studies in the Soviet Union. A number of Soviet filmmakers were
dispatched to produce documentary films, their mission being to
capture the “friendships” between socialist experts at the helm
of scientific progress and socialist hopefuls who had just broken
the yoke of colonialism. The films were given titles such as Hello,
Africal, We Are with You Africal, and Good Luck to You Africal
to convey that affect unambiguously, and to contrast starkly with
films produced from the other side of the Iron Curtain, such as
the Italian documentary about the “dark continent,” Farewell Africa
(Addio Africa, 1966), which suggested that civil wars and bloody
conflict would set the continent ablaze after the exodus of the
European colonialists.

Despite the Soviet diktat centralizing film production in Moscow
and Leningrad, documentaries about Africa were also produced
by studios in Lithuania, Latvia, Estonia, Ukraine, Belorussia,
Georgia, and Uzbekistan. Leading professionals were involved in
their production, and the exhibition Saving Bruce Lee (A Prologue)
focused on four of these figures: Yuri Aldokhin, Mikhail Litvyakov,
Vladlen Troshkin, and Rimtautas Silinis, who made films about
Mali, Congo, and Tanzania between 1960 and 1980. There was
also an interest in documenting wars of independence and armed
conflict (Ethiopia, Libya, Algeria, Congo, Egypt, Chad, Guinea-
Bissau, Mozambigue, Angola, and Namibia), but the production

of these films was different—only cameramen were dispatched to
film, for the most part WWII veteran cinematographers.

Almost half of the documentaries about Africa capture official
visits by party leaders, government representatives, or heads of
state. The other half filmed imaginary Soviet constructions of
African reality. Filmmakers were under the spell of a revolutionary
romanticism. All across the Soviet Union, in factories, schools,
and universities, in streets and squares, Russians had marched in
support of their African comrades’ aspirations for liberation from
colonial rule and the right to self-determination. Khrushchev’s
Thaw carried a promise that resonated with the hopefulness of
newly established sovereign African countries. The imaginary
construction of a socialist Africa was fashioned using Soviet
paradigms, with military and youth parades, collective farms,

and one-party rule.

Documentary filmmaker Yuri Aldokhin in Mali shooting his
The Heirs of Great Mali (1960)

Photographic print transferred to digital image

Archive of Yuri Aldokhin




The documentaries produced during the period of the Thaw are
unusual because, while bowing to ideological expectations, they
are imbued with the loosening of inhibitions that permeated
Soviet society at the time. So while an ideologically motivated
eye will only see what it wants to, in the case of these films the
cinematographers’ lens betrays a tangibly genuine curiosity for
the “otherness” of African reality that is impossible to counterfeit.
In contrast with the footage of parades and collective farms,

the films also capture ordinary people in the context of their
everyday life. The camera conveys the contradictory emotions and
mindset of its operators, where simple, unmediated affection and
enthusiasm blend with the idioms of the epic. Africa during its
historical transformation epitomized the journey towards a “radiant
future” and, in a paradoxical proximity to the spirit of the Thaw,
this transformation brought Africans closer to the Soviets. A naive
illusion in retrospect, but emblematic of that period.

The dramatic structure of Soviet documentaries about Africa is
perhaps where ideological conditioning is most present. Almost
all adhere to a certain standard because they were commissioned
by a state that valued ideology more than the art of documentary
cinema. The footage was edited to fit a script which had been
drafted in a studio in Moscow or Leningrad and was narrated in
voice-over. The musical score was commissioned from Soviet
composers. The soundtrack rarely featured sound from the place
being filmed, and the voice of everyday Africans is almost entirely
absent. Instead, the viewer’s experience of the moving images
was guided by the Soviet narrative.

In Saving Bruce Lee the binds of the soundtracks are severed,
and the cinematic footage is freed from the remaining hostage to
the narrative, proposing a critical rethinking of the era and of the
language of Soviet political film.

Alexander Markov

Portraits of Leonid Brezhnev (left), then one of the top Soviet officials,

and Ibrahim Abboud (right), Sudan’s first military leader,

during Brezhnev's visit to Sudan, featured in The Sun of Friendship
over Sudan (1961), directed by Vladimir Yeshurin

Digital screen still

Central Studio for Documentary Film (CSDF)

Production still from Congo in Struggle (1960), directed by Leonid Varlamov
Photographic print transferred to digital image
Archive of Vladlen Troshkin

Alexander Markov

Markov was born in 1973 in St. Petersburg, Russia.

He graduated with a degree in Film Directing from the
St. Petersburg University of Arts and Culture in 2000 and
a degree in Film History from the Russian Institute for Art
History in 2004. He trained at the Konrad Wolf School of
Film and Television in Potsdam-Babelsberg from 2005
to 2006. Markov has directed a number of documentary
films, including Museum of Dreams (2000); Lullaby
(2002); Cities within Cities (2003); Russian Costa Rica
(2008); Two Highways (2008); Pastoral (2008); Delusion
(2010); Children of the Sun (2011); Get Used to This
Place (2011); and German Portraits Russian Style (2012).
He is currently working on a feature-length documentary
titled Our Africa. Markov teaches Documentary
Filmmaking at the St. Petersburg State Institute of Film
and Television. He also works as an independent film
programmer and has collaborated with the Goethe
Institute, the New York African Film Festival, and the
Message to Man International Film Festival

in St. Petersburg. Markov lives and works in St.
Petersburg, Russia.

Yuri Gagarin (left) and president of Egypt Gamal Abdel Nasser (second right)
during the space pioneer’s visit to Egypt, featured in the newsreel

Foreign news-chronicle 4 (1962)

directed by Kirill Eggers

Digital screen still

Central Studio for Documentary Film (CSDF)




SOVIET DOCUMENTARY
FILMMAKERS

Yuri Aldokhin

Aldokhin was born in 1937 in Moscow, Russia. He studied at VGIK under

the mentorship of Boris Volchek, graduating in 1960. Between 1960 and
1990, Aldokhin worked at the Moscow Central Documentaries Film Studio
and directed a number of films abroad. Since 1990, he has directed the
Vozrozhdenie Studio at VPTO Videofilm, with a focus on documentary films
about the arts, arts education, and dance. His filmography includes: Gibraltar
(1960); Heirs to the Great Mali (1961); Gorée Island (1961); France, a Song
(1969); Yury Grigorovich, a Choreographer (1970); Scriabiniana (1970);
Memories of Nijinsky (1980); Gustave Courbet (1980); Renato Guttuso
(1982); Nehru (1984); Kasyan Goleizovsky's Choreography (1990); The Great
Chaliapin (1992-1993); and Bessmertnova (2008). He is an Honored Artist of
Russian Federation and has been awarded the USSR State Prize. Aldokhin lives
and works in Moscow, Russia.

Mikhail Litvyakov

Litvyakov was born in 1938 in Leningrad, Russia. He studied at VGIK under the
mentorship of llya Kopalin, graduating in 1965. He was appointed Director at
the Leningrad Documentary Film Studio in 1964. A professional while still

a student, Litvyakov infused social documentaries with poetry. His filmography
includes: Goodbye, Mom (1966); Troubled Kids (1966); Correction for Beauty
(1971); Those Restless Students (1973, awarded at the Leipzig Documentary
Film Festival); Ninth Height (1977, awarded the Vasilyev Brothers State Prize);
There are Reasons (1977); Tamara Chistyakova (1978, awarded at the
All-Union Film Festival); The Planes Are Singing (1980, awarded at the Leipzig
Documentary Film Festival); A Soviet Diploma (1982); We Don't Give Up,

We Keep Walking (1983, awarded at the Leipzig Documentary Film Festival
and the All-Union Film Festival Prize); Message to Man (1989); Looking for
The Tsar-Fish with Viktor Astafyev (1994); and Miklés Jancsd: A Revelation
(2005). In 1989, Litvyakov founded the Message to Man International Film
Festival for documentary, short, and animated films held in St. Petersburg.

He is an Honored Artist of Russian Federation and a recipient of the Russian
Federation State Prize and Vasilyev Brothers Russian Federation Prize, as well
as the Order of Friendship and the Royal Order of Cambodia. Litvyakov lives
and works in St. Petersburg, Russia, and Clermont-Ferrand, France.

Rimtautas Silinis

Silinis was born in 1937 in Utena, Lithuania. He graduated from Vilnius
University in 1959 with a degree in History and Philology. From 1965, Silinis
worked as a director, screenwriter, and editor at Lithuanian Film Studios,
making documentaries on history, the arts, and sports. He began his career
working with cinematographer Viktoras Staro$as. Their earliest films were
sports documentaries, a genre that was singularly able to evade the censors.
Silinis has written around eighty screenplays and directed around seventy films.
His filmography includes: In Search of a Day (1968); Where Is the Queen’s
Gold? (1971, co-directed with Viktoras Starosas); Jambo! Hello, Tanzania!
(1974, co-directed with Viktoras Staro$as); Flying into the Night (1975);

Who Am I? (1977); Postscript to an old Film (1980, co-directed with Viktoras
Staro$as); Scar (1985); Island (1990); Liudas Dambrauskas (2000); and
Lithuaninan World War Il: Recorded Evidence (2006). He is the recipient of the
Lithuanian National Arts and Culture Prize (2004) and was awarded the Order
for Merit of Lithuania in 2007. Silinis lives and works in Vilnius, Lithuania.

Vladlen Troshkin

Troshkin was born in 1930 in Moscow, Russia. He studied at VGIK

under the mentorship of Edward Tisse and Anatoli Golovnya and was
awarded a diploma in Documentary Filmmaking in 1952. He worked as
cinematographer and director at the Central Documentary Film Studio
(CSDF). In 19586, Troshkin traveled to Congo, Yemen, Chile, and several
European countries to direct documentaries. In 1970, he traveled

to Peru to document the consequences of the Ancash earthquake,

and from 1974 to 1990, he documented the construction of the Baikal-
Amur Mainline. Troshkin taught at VGIK from 1964 to 1969 and was
head of CSDF from 1993 to 2001. His filmography includes: In London
(1956); We Have Been on Virgin Soil (1956); Celebrations in Tunisia
(1957); N. S. Khrushchev in America (1959); Congo in a Struggle
(1960); The Smile of Yemen (1963); The Tragedy in Peru (1971); Give Us
the BAM (1974-1990); House by the Road (1980); Unemployed (1990);
and Oleg Artseulov’s Ninth Wave (2002). Troshkin is an Honored Artist of
Russian Federation (1969) and a People’s Artist of Russian Federation
(1979). He was also awarded the USSR State Prize for his documentaries
on BAM, the Order of Friendship of Peoples, and the Orden EI Sol del
Peru (Comendador). Troshkin lives and works in Moscow, Russia.

Film crew of The Soviet Diploma (1982) directed by Mikhail Litvyakov
Left to right: employees of the Soviet Union consulate,

Boris Dobrodeyev, and Mikhail Litvyakov

Photographic print transferred to digital image

Archive of Mikhail Litvyakov




FILM FESTIVALS

The only public and cultural arenas where there was a formal
engagement with African and Arab filmmakers were two film festivals:
the All-Union Asian and African Tashkent Film Festival and the
Moscow International Film Festival. While creating political interest
through the public display of international “friendship of people
across the world,” these festivals were overshadowed by their
ideological missions.

The All-Union Asian and African Tashkent Film Festival was held
between 1968 and 1988 in Tashkent, Uzbekistan. The declared
mission was to promote “peace, social progress, and the freedom
of people.” In effect, it was a unigue platform for showcasing films
from territories that were under-represented at the established,
“A-list” international film festivals. Thus, the festival was also a vital
platform for worldly encounters between filmmakers and critics.

[t was not competitive, but it granted symbolic awards: Ousmane
Sembeéne’s Emitai was given the Union of Filmmakers of the USSR
award in 1972, and in the years that followed, filmmakers from Egypt,
Morocco, Syria, Angola, and Mozambique also received accolades.
In 19786, the festival expanded its scope to include films from Latin
America, and subsequently from Europe, New Zealand, and Japan.

While it only received its “A-list” classification in 1973, the first edition
of the Moscow International Film Festival (MIFF) was held in 1935,
as the Soviet Film Festival, with Sergei Eisenstein as head of the jury.
The festival defines its mission as being to celebrate filmmakers,
discover new talent, provide a platform for multi-cultural dialogue,
and support international co-production. Over the years, it has invited
a number of illustrious directors to compete, including King Vidor,
George Cukor, Cecil B. DeMille, Alexander Korda, René Clair, Grigori
Kozintsev, the Vasilyev brothers, Alexander Ptushko, and Walt Disney.
Between 1959 and 1989, MIFF collaborated enthusiastically with

a number of festivals in African, Asian, and Latin American countries,
to the extent that nearly half of the festival’s films originated from
these territories, and a number were given awards.

The Moscow Film Festival prize (1965), Stars Meet in Moscow, M. Dolinsky,
S. Chertok, and M. Vesnin, eds. (Moscow: USSR Association of Film Makers,
Bureau of Popularization of Soviet Film Art, 1967), p. 10

Eisenstein Library
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KUHO mupa
Ha
Cmpanuyax
KHU1

HOBblE TpaHH
HALHOHAJIBHOTO
Xapaxrepa

CKOMbKO pa3 BHAENH Mbl B y3GEKCKuX
@MNBMaX ITOT YAMBHTENbHMA Kpai! Mu-
HapeTsl, (IEHATENbHAA BA3L' BOCTOMHOIO
CTUXa, CYMATHUA CPEAHEBEKOBBIX YIHL...
HaBeuHo ,0CTanMCh B HAPOAHON NaMATH
QunocoQbl, MyApeubl u noaThl — Anuiep
Hasou, AGy Paitxan Bepyns, ABuuenHa.
X rnasamif Yawe 8CEro BHAHM Mbl Mpo-
wnoe.

A TIOTOM bl YBHAEM ATy 3EMIIO CO-

BCEM [ApYrOfi — pacKalulielicA B OrHe
KNaccosblx GWMTB, OXBa4eHHOH peBoIO-
LMOHHOH ouMCTHTENbHO Bypeil, KoTopas
Asueif ¥ BJIOXHOBHNA

Cezodusn 6 u
«Hcxycereo» :

— Manarensctso «McKyccTBO»,—pac-
CKa3an HaweMy KOPPECToHAeHTy Tarba-
He fIKOBNEBOI 3aMECTHTENb TN1ABROTO pe-
fiaktopa Banepwii 10gun,— Mexay 1X u
X MOCKOBCKWMH (DECTUBANAMM BHINYCTH-
1O W TOATOTOBMAO MHOTO KHAF O 3apy-
Gexnom Kunemartorpade. Cpeau HuX —
MOHOrpaQu#, = MCTOPHYECKHE  0630pHI,

KHHEMATOrpaduCTOB Ha CO3AAHHE TaKMX
Pa3HbBIX MCTOLHKO-PEBOMIOUMOKHBIX NEHT,
KaK mHorocepiiHas  snones Kamuns
flpmatoBa «Bypa Hap Aswedi», «Bcapiu-
KW pesoniounu», «Koney YEpHOro KOH-
cyna», «Jlanekue Onu3KMe rofibi», Kak
«llatepo w3 ®epranbi» Onpawa Arsamo-
Ba, «“pe3sbivaitiblii KoMKCCap» W «Cefib-
Mas nyas» Anu Xampaesa. L
Taukent... Mol BHAEAH €ro rnasaMu

COOpHUKH, P
HWA, KHHOCUEHaDHHK.

CoBETCKME KMHOBEAbl - COBMECTHO C
TeopeTukamMn Kuio w3 fonbww, Bonra-
puu, Yexocnosakuu, T[JP . BhInycTUIH
COOpHMK  «JKDaH W  WAEOMOTHYECKaR
6opbbar. B cTatbAx Bnanumupa Backako-
Ba, Poctucnasa IOpenesa, Anexcanppa
Kapararosa, Tepmada - Xepunrxaysa
(TAP), nApyrux uccneposateneii pac-
CMATPHBAIOTCA CAOMHBIE BOMPOCH 60pb-
6ol Mpeit Kak Ha 3Kpawe, Tak u B obra-
CTH KWHOTEODHH. 3

Brniepsbie  M3naTeNbCTBO «MCKYCCTBON»
npeAnaraeT uuTaTensM CGOpHHK - _«Pa-

TofoAHoro 5
B JiBajuaTthie rOAbl B ITOT naﬂﬂ(hﬁ ro-
POA 3 MOBOMKCKON nepesHn  (PunbM
«TawKent — ropop  knebrulit» IWyxpara
ABbacosa). B HEM Mbl HALUMH COBpEMEH-
HOro MONOAGIO fepos, pasMbiluAioluiero
Hap npoﬁneMaMu, BOMHYIOUMMHU BCIO MO-
noaexb (Qpunby Pasuna BaTbipoBa «Moii
- RobpHIii yenosex»). A NOTOM 3TOT rofof
BADYr MPeACTan TaKuM Hey3HaBaeMo W3-
MEHHBLIMMCA, I0HBIM, NOITHYHBIM B Kap-
THHaX 3nbépa Mwmyxameposa «Hex-
HOCTb» W «BniobGnenusie». Ceropns sue-
palkue AebloTaHTb yKe CTaNnW ONbITHbI-
MU, CNOMMBWIMMUCA MacTepamMu. Inbép

Kyper— TPYA O CoBp
HOM KWHO COUMANHCTHYECKUX CTpaH. AB-
‘TOpbi  CTPEMWAMCH HE TONBKO BHIABUTH
3aKOHOMEPHOCTH OBUIEro PasBHTHS, HO W
noKasath CBoeoGpasWe  HauMOHANbHbIX
nyreﬁ B KHHOMCKYyCCTBE. L:
Ony6nHKOBAHO HECKONBKO KHWT.COBET-
CKUX ¥ -3apyBeKHBIX aBTOPOB 0 KMHEMa=
TOrpauax COUManUCTHYECKUX CTpan. B

cOophice «50 Punbmos AEPA»; COCTOR- -

WeM #3 NATHAECATH HeGONbUIMX 3cce,
Kkputuku AP ¥ CCCP npocrexusanT

nyTh passuTHA Kunematorpaa FAP, To-

TOBATCA K BBIXOAY B CBET W3NAHHA, NO-
CBAU|EHAbIE  KHHOUCKYCCTBY Bonrapuu n
Benrpuu. z .

Yuntbian Gonbluoii uiiTEpEC K TBOP-
4ecTay. akTepos  3apyGexHoro Kunema-
Torpaga, . M3AATENbCTBO ¢
COOPHHKH «AKTepbl 3apyGemHOro KuHo».
B HUX YATATENH MOFAU NO3HAKOMHTLCH C
3KpaHHOI CYALOOIH (PaHily3CKOTO aKTepa
Tibepa Bpaccepa, C TBOpYECKHM nyTeM
Mapnen JinTpux, C XapaKTepHLIMW 0CO-

HOCTeii WBe/iCKOro akTepa BukTopa LWIE-
CTpOMa, WTaNbAHCKOW AKTPHCH MOHHKH
BuTTH, NONCKMX apTUCTOB Tlonw Pakchl,
Tycrasa Xony6exa u Apyrux.

B cepun «MacTepa 3apyBemHOro Ki-
HOUCKYCCTBA» GbinM BHITyILEHB KHATH

3puTeneil NCHXOorMIECKyIo Apamy «[TTu-
Ul _HAWAX HAfie1», MCCAEAyiomylo
NpoGneMbl HPABCTBEHHbIX, AYXOBHBIX HC-
KaHuil; PaBunb BaThipoB CHUMAeT KMHO-
KOMEAMIO  «BeNUKONenHblfi - MeyTaTens»,
A BOT HOBbIE ANA MHOTHX uMeHa — fla-
Mup Canwmos, Kamapa Kamanosa. But mx

 eme He 3Haete? MocMorpuTe «lopbKyi0

BUNyCKaeT -

ArORY» — ne6IoT Kamapsi Kamanosoii #
«O30pHHKa», KOTOpHII CKOPO MPENIONHT
BHWMaHWIO  3puteneii [lamup Canumos,
M CHOBa, yXe B KOTOpbIii pas, Bbl OT-
KpoeTe Ans ceba HoBoe WMA Ha Kapre
gumo, HOBbIE TPaHM HALMOHANBHOrO Xa-
paKTepa...

Ha Npecc - Kondepenuusx

_ MHKA OTHA

Muoronetias  mymectsennas 6ops6a
MaTpHoTOB BbETHaMa MpOTHB arpeccopos
CTana resepanbhoii TEMOH KHHOMCKYCCT-
Ba 370/ GPATCKOI CTpaHbl. Teneps, Noc-
ne noGeabl W BOCCOEMMHEHHA ABYX MC-

OTTOPrHYTHIX JIDYT OT Apyra

4actedl BbeTHaMa, KMHEMATOrpaQHCTH

o
.ueu're;eﬁ KuHo Opcona Yannca u Popa
Cra

ro Komeauorpada ¥aka Tath. B Gnikaii-
uiee BpeMA YMTATeNH MOAYYaT KHUIH O
ANOHCKOM pexxuccepe Akupe Kypocase u
MTaNbAHCKOM — dpanyecko Po3u.

K Apyrum Te-
Mam, CNOBHO )KENas HasepcTaTth BBIHYX-
AeHHO ynylienHoe. Ha MOCKOBCKOM 3K-
pase npencrasnensl NeHTa o repouye-
CKOM NpOWNOM «ABryCTOBCKas 3Be3fa»

H QurbM o

P HoTpadu
PaHLY3CKOH aKTPHCH NOCBALLEHA KHMra
"

Ao4b» (BHE KoOHKypCa).

MuxankoBuya «AHaTOMHA Mu(a: BpwKUT
Bapfion. ABTOpH_HCCAERYIOT «peHoMen
Bappio», KOTOpblii BHIXOAMT Aaneko 3a
paMKy KyhemaTorpapa. ABTOpH Kaca-
0TCA Takie NpobneM, CBA3AHHBIX C
KyNbTOM KHHO3BE3N B 3ANAMHOM KHHEMA-
Torpage.

W3 [pyrux u3anmif, NOCBALEHHBIX COB-

BY, CnelyeT OTMETHTb CMCTEeMaTHYeCKH
BbiXonAuMe CHOPHHKH «MuDBL W peanb-
HOCTb» (4uTaTenu CKOpO nony4ar we-
croif Bbinyck), «Ha 3Kpamax mupar»
(cenbMoii BHIMYCK HAXOAMTCA B MPOM3-
BOACTBE), a TaKKe COOPHHKN «3apybex-
Hble  KHHOCUE@HapHu» (Bbino - wecTs
KHuT).

3a nocneguue ABa roaa BHUINOG He-
CKONBKO KPYMHBIX MCCNEA0BaHMi NO Mpo-
6nemam aAMEpHUKAHCKOro  KuHo. Kuura
Teoprua Kanpanosa «Mrpa ¢ 4yepToMm #
PACCBET B YpOuHBIA 4ac» 3HAKOMMT 4i-
‘TaTens C NpOUeCcCaMH pa3BUTHA KMHOMC-
KycctBa ®panuuu, Uranuu, Aurauy 8 no-
CTIefHKe rOfbl.

Cpenn HauGonee 3aMETHbIX MeEpeBojl-
HBIX  M3JlaHMi — Memyapbl- Jiuanan T
«Kuvo, TpuPPUT W A», 3 TaKKe KHura
3urgpnaa Kpasayapa «[licuxonorHyecxas
HCTOPHSA KUHOD, - P

W aBTOp CUEHApHA KOH-
KYPCHOM KapTiHbi, B MPOWIIOM - BHIMYCK-
Huk BCUKa, Yan Jlak # WCNONHHTENbHMUA
rnasHoil ponu B Quabme Txaub Ty, pac-
cKasbiBan o cBoeli pabote u o cefe,
BCe BPEMA BO3BPAANHC K CTPAWHBIN
roAaM BOjiHbI.

— Mre w4acto npuxosunoch 6biBaTe
Ha (POHTAX, NPOBOAUT TaM N0 HECKOMb-

Ky MecAues. Mou TOBapuuH BHICTYNam -

nepen Goiiuamu, 3puTenbHLIM 3aNoM Cay-
JKUIW _CKNOH TOPHl W1 NoNAHa, Mopoif
Halua ayAuTOPHA MpephiBana CreKTaknb,
4TOGB OTNpaBMTHCA ‘Ha Goesylo onepa-
umio. - M ponu, Kotopeie A urpana, Gvtnn
6U3KK ¥ MOHATHE 3pUTENAM,— 3TO Obl-
TH OKEHUHHB, CPAKAIOUMECH C BPAroM,
— pacckasana Txaub Ty.— BoT nouemy
A C ocobbiM TpenetoM TpucTynana X
paboTe B KapTuhe «ABryCTOBCKaA 3B€3-
Ja», TAe MHe TMPeAcToAno Cosfarh 06-
Pa3 PEBONIOLHOKEPKH, IKEHUIMHbI-TPHOY-.
Ha, y4acTHHubl no6esoHOCHOH peBonio-
uun 1945 ropa.

He POCTO HCTOPHA

— HHYTO He BbI3BIBAET CTONBKO CRO-
POB M Pa3HOPEYMBBIX MHEHWH, KaK IKpa-
HU3aUuA, — CcKa3an Tauc laiisenfépdep,

BaoWas of OueHb CMOXHOM Mepyuofe B

KuHOMCKyccTBe Tepmanuu 20-x M Haya-
na 30-X rofioB.

W, HaKOHeW, HYKHO CKa3aTh O pery-
NIADHO  BLIXOAAWEM  COOPHUKE «IKpaH».
3HaynTenbHoe MeCcTo B nocneguen BbI-
MyCKE 32HUMAIOT MaTepuanbi 0 COBLITHAX

1X MK®. B cnesyiouwem cGopuuxe #a-
3 s

pay ¢ o

p Ounbma
NPEACTABNEHHOTO HAa  KOHKypC. — A
B3AN 33 OCHOBY AONYNApHbIH B PPT -po-

Mat, OTOMY YTO MeHS NPHBNEKAH 0CTPO,

. BECKOMNPOMHCCHO TOMAHHBIE “€F0 MAEU.

W cTapancs, HACKONbKO 3TO BO3MONHO.
B KMHO, CNEfOBATb MHTEPATYPHOMY. HC-
TOYHHKY. 3TO CNOXHOE Jeno. — WHTep-

NPETHPOBATh B KWHO HCTODHIO CBOEro -

paboTax COBETCKMX MacTepoB B KGuneii--
HoM rofly 6yAeT mpejcTasneHa maHopa-
Ma HbiHewrero, X MOCKQBCKOro Meiy-
HapoAHOro KMHO(ECTHBANA. 3

Hapoaa, B ecmu - cobupa-.

“@wbCsA CHATH He ITHOTPAUYECKYIO Kap- .

THHKY C 3aHATHBIMH -AeTansMu Gbinoro,
a MOJHATH COUHANbHBIE  HDABCTBEHHME
npobzembi, > sy

Ha KHHOCTYAHSX CTpaHu

' omHa IKEHIMHA, NPOA(

o, KuHo npu_uamm'r i

Ko3e(uH Kparo:
¢ aBTOMaToM

H KuHOKaMepoil

Bot uro }osedun Kpato u3 Isuneu-
Bicay pacckasana o cefe M CBOMX Ko~
nerax:

NpoCBEleHHH HApOAa, 0COBEHHO B pas-
BUBAIOIIUXCA CTpaHaX. Beib raseth
KHUTH MHOTHM HEJOCTYMHBI M3-3a Herpa-
MOTHOCTH. Tlo MEpE BO3MONHOCTH M
CTapanvch COXpaHWTb NEHTHI, OTCHSTHE
BO BDEMA MapTH3aHCKOK GopbObl. A Te-
nepb Mbl XoTenu Gl CMOHTMPOBATh MOM-
HOMETPAXHbIA PUIbM.

7l BNepBbIE HAXOMYCh HA MEXAYRAapOA-
HOM Aa ele Ha TaKoMm

— Kuto ouenb MEHA C
pa#Heii 10HoCTH. 3T0 Gbif0 KaKk Bonuwed-
CTBO — BMAETH Ha GenoM monoTHe 3Kpa-
Ha  ABIMYWUXCA MOAeH, CNBWATL MX
pevb, Tepsbiii. pa3 A mocMoTpena MuabMm
B LiKone B KoHakpH. OAHAXIbl K HaM B
wiKony npuexan Amunkap ‘Kabpan — py-
KOBOZMTENb JBWMEHHA. 32 ocBoGOM/e-
HHe, BOMb Haweli -pesoniouwn. A pe-
WHNach "M  OTKDOBEHHO - CKasana emy
0 "MOEM rOpAYEM IMENaHWH CTaTb KuHE-
MaTorpaduCTKoi. O obeman mOMoYS.
M BCKOpe A M ewe Tpoe MOMX Apy3eit
yKe Gbinu Ha Kybe W Hauanu CTamwupo-
BATHCA B MHCTHTYTE

IPaHAKO3HOM, KaK MOCKOBCKMiA. Macca
BEYaTNeruit OT MPOCMOTPEHHBIX QHNb-

* MOB, OT HCKDEHHE JIPYXECKOro BHUMaHHA

COBETCKMX Mofiei, OT Baumieli Npekpac-
HO_CTOMMUBL.

T'naenwiii pedaxrop

B. H, Wanynosckuii.
Pedaxyuonnan Konnesun:
I0. H. Anexcandpos, B. E. Ba-
craros, Il. H. T'enasonusz, I'. E.

A swuibpana mpogeccuio onepatopa. 3a-
TeM Hala Yersepka HEKOTOpOe BpeMa
Gbina B Cenerane, 34ech HaWMMM yuHTe-
aaMu ctanu Cemben Ycman u Tlonen By-
3iipa. HakoWew Hac mepenpasuns B nap-
TH3AHCKHME paliOHBl HA CEBEpE CTPaHBl.
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Director Ousmane Sembeéne (left) and film critic Semyon Chertok (right),

Senegalese actor Modou Séne (center right).

lllustration from the publication: Semyon Chertok’s Tashkent Festival
(Tashkent: Gafur Gulyam, 1975), p. 187
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MOSCOW INTERNATIONAL
FILM FESTIVAL (MIFF)
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Patrons of the film festival in the Cosmos movie theater

built in 1964 on Prospekt Mira in Moscow (1965).

lllustration from the publication Stars Meet in Moscow, M. Dolinsky, S. Chertok, and M. Vesnin, eds.
(Moscow: USSR Association of Film Makers, Bureau of Popularization of Soviet Film Art, 1967), p. 127
Eisenstein Library
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RESEARCH AS SUTURE:!
FILM ARCHIVES

AND RUPTURED HISTORIES.
PERSPECTIVES IN ARTISTIC
AND CURATORIAL

PRACTICES.
SEMINAR

Thursday, July 30, 14:00-18:00

Participants:

Filipa César

Ali Essafi

Koyo Kouoh
Philippe Rekacewicz
Rasha Salti

and Catarina Simao

Participants will reflect on and interrogate the academic canon

of film studies, exploring how to reconcile the dissonance between
oral histories and institutional archives: Koyo Kouoh and Rasha
Salti will expand on their research for Saving Bruce Lee; Philippe
Rekacewicz will talk about his practice as a cartographer, his
collaborations with artists and curators, and his contribution to
Saving Bruce Lee; artists and researchers Filipa César and Cata-
rina Simao will reflect on their remarkable initiatives to resurrect
the film archives of Guinea Bissau and Mozambique respectively,
with a focus on tracking the recipients of scholarships in the Soviet
Union; and filmmaker Ali Essafi will present his project Halagat,
which is a video installation based on research around the destiny
and practice of three radical North African filmmakers—Azzedine
Meddour, Ahmed Bennys and Ahmed Bouanani—whose films

he restored and resurrected.

Stills from a 16mm film reel with the label “lvanov boarding school”
Unknown source, found at the INCA, Bissau and digitized in 2012
by the Arsenal-Institute for Film and Video Art, Berlin

for the project Luta ca caba inda

Filipa César



Filipa César

César was born in 1975 in Portugal.

She is an artist and filmmaker interested in the
porous relationship between the moving image
and its public reception, the fictional aspects

of the documentary genre, and the politics and
poetics inherent to the production of moving
images. Between 2008 and 2010, the majority
of César’s experimental films have focused on
Portugal’s recent past, questioning mechanisms
of history production and proposing spaces

for performing subjective knowledge. Since
2011, César has been researching the origins
of cinema in Guinea-Bissau and exploring its
geopolitical radiance, its uprising promises, and
poetic potency, developing that research into
the collaborative project Luta ca caba inda. She
is a participant of the research project Visionary
Archive (2013-2015), organized by the Arsenal
- Institute for Film and Video Art, Berlin. Selected
Film Festivals include: Kurzfilmtage Oberhausen
(2013); Forum Expanded - Berlinale (2013);
IFFR, Rotterdam (2010, 2013, and 2015); Curtas
(2012, 2013, and 2015); Indie Lisbon (2010);
and DoclLisboa (2011). Selected exhibitions and
screenings include: 8th Istanbul Biennial (2003);
Serralves Museum, Porto (2005); Tate Modern,
London (2007); SFMOMA, San Francisco (2009);
29th Sao Paulo Biennial (2010); Manifesta

8, Cartagena (2010); Haus der Kulturen der
Welt, Berlin (2011 and 2015); Jeu de Paume,
Paris (2012); Living Archive Project, Arsenal
Institute and Kunstwerke, Berlin (2011-2013);
Meeting Points 7 (2013-14); NBK, Berlin (2014);
Hordaland Art Center, Bergen (2014); Wir sind
alle berliner 1884-2014, SAVVY Contemporary,
Berlin (2015); and Tensta Konsthall, Stockholm
(forthcoming). César lives and works in Berlin,
Germany.
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Ali Essafi

Essafi was born in Fes, Morocco. He studied
psychology in France before entering the world
of filmmaking. His filmography includes: General,
Here We Are (1997); The Silence of the Beet
Fields (1998); Ouarzazate Movie (2001); and
Shikhat's Blues (2004), which have been widely
screened and praised on the international circuit.
Back in Morocco, he worked for two years as the
Art Director Advisor of SNRT (public television)
and started research into North African film and
visual archives, which has been transformed into
several works. His latest production, Wanted,
commissioned by the 10th Sharjah Art Biennial,
has been selected for exhibition worldwide.
Other works have been shown at exhibitions
including the Paris Triennial and Dakar Art
Biennial. Essafi lives and works in Morocco and
Brazil.

Catarina Simao

Simé&o was born in 1972 in Lisbon, Portugal.
She is a Lisbon-based artist and independent
researcher. Her practice is built upon long-term
research-based projects that entail collaborative
partnerships and different forms of presentation
to the public. Simao is known for her essay-
like displays, using documentation, writing,
video, and drawing. She also engages in radio
shows and public talks, participatory workshops,
curating film screenings and publishing.

The Off-Screen Project-Mozambique Film
Archive is Simao’s latest art project. Using an
“in flux” format, Siméo deals with the nature

of perception and encoded memories built
through archival conceptions. Her work has
been presented at Serralves Museum (2010),
Manifesta 8 (2010), Africa.cont (2011), and
other institutions across Europe and also

in Mozambique. More recently, it was also
presented in Beirut, Zagreb, and New York.
Siméo lives and works in Lisbon, Portugal.

ABOUT THE CURATORS

Koyo Kouoh

Kouoh was born in 1967 in Switzerland. She is an
exhibition maker and the founding artistic director of
RAW Material Company, a center for art, knowledge,

and society in Dakar. She is the curator of the education
program at 1:54, Contemporary African Art Fair in London
and served as curatorial advisor for documenta 12 (2007)
and 13 (2012). Her most recent projects include Body
Talk: Feminism, Sexuality and the Body in the work of Six
African Women Artists, WIELS, Lunds Konsthal, 49N6E

- FRAC Lorraine (2015). Besides a sustained theoretical
and exhibition program at RAW Material Company, she
maintains a dynamic international curatorial, advisory, and
judging activity. Kouoh lives and works in Dakar, Senegal
and Basel, Switzerland.

Rasha Salti

Salti was born in 1969 in Lebanon. She is a curator

and writer and presently an international programmer

for the Toronto International Film Festival. From 2004 to
2010, she was the film programmer and creative director
of ArteEast in New York. Salti's essays have appeared

in publications such as Afterall, The London Review of
Books, and Naqd, and she edited the book Insights into
Syrian Cinema: Essays and Conversations with Filmmakers
(2006). Salti lives in Beirut, Lebanon and works between
Paris, France and Toronto, Canada.

Biographies of the protagonists are on pp. 9-11;
mentors, pp. 12—13 Soviet documentary filmmakers, p. 19.
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GARAGE FIELD RESEARCH

Established in 2013, Garage Field Research is the first cross-disciplinary platform in a
contemporary art museum in Russia. Generated by the interests of artists, curators, and writers
working around the world, the program gives a new perspective on overlooked or little-known
events, philosophies, places, or people relating to Russian culture. Each research project lasts
1 to 3 years and has no predetermined outcome, but there are regular public presentations
charting the progress of each initiative from the point of view of the participating artists and
curators, as well as seminars with specialists to provide

a broader context for each initiative.

The program was initiated by Garage Chief Curator Kate Fowle and is currently led by Garage
Curators Snejana Krasteva and Katia Inozemtseva.

SAVING
BRUCE

| EE

AFRICAN AND ARAB CINEMA
IN THE ERA OF SOVIET
CULTURAL DIPLOMACY

(A PROLOGUE)

June 12-August 23, 2015

Garage thanks Abdoulaye Ascofaré; Olga Chertok; Bernard
Eisenschitz; Eisenstein Library, Moscow (especially Elena
Khokhlova); Jean-Michel Frodon; Gerasimov Institute of
Cinematography (VGIK) (especially Tatyana Krivolutskaya,

Elena Rusinova, Anatoly Shakhov, Oleg Shukher, and Tatyana
Tursunova); Naum Kleiman; Philippe Lacote; Oussama Mohammed;
Abderrahmane Sissako.

Alexander Markov wishes to acknowledge Natalia Akulina,

Yuri Aldokhin, Denis Belyaev, Mahen Bonetti, Svetlana Burenina,
Thomas Campbell, Ludmila Denisova, Viktor Fedoseey, Sergei
Gelver, Nataliya Kalantarova, Elena Kolikova, Olga Kudryavtseva,
Mikhail Litvyakov, Roman Lugovskoy, Veronika Rakhmilevich,
Andrei Redkin, The Russian State Documentary Film & Photo
Archive at Krasnogorsk (RGAKFD), Yuri Serov, Rimtautas Silinis,
Sergei Sinyak, Pavel Smirnov, llya Terekhovsky, Vladlen Troshkin,
Kinokompaniya “Voron.”



