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Summary

This research examines the intersections an®ogtheast Asian strategic cultures
cinematic visualizations, and the formation of Southeast Asiamngfogolicies from

1945 to 1967Veering away from realist, politicsgconomi¢and strategic frameworks

on foreign policy and international studiegdply cultural analysis to the study of the
foreign policy orientationsof Southeast Asian states in the early period of the Cold
Waria period thatcoincided withthe eraof natiortbuilding anddecolonization in
Southeast AsiaThe underlying premise dhis approach is that politicsnd foreign
policy formulation arenot impervious to cultuii¢hat the processes by which states
relate to one another are inevitably grounded in distinct cultural spfdnesigh an
investigaton of the strategiccultures ofSoutheast Asian states, | prdgia provocative
alternative forunderstanding how and why tleestates navigated the Cold Wae way

they did. | examine how Southeast Asian strategic cultures reflected and/or were
shaped by the dominant ideologies time national cinemasin three countrigs
Malaya/Malaysia, Indonesia, and the Philippines. | then explore how the strategic
cultures of thee Southeast Asian states eventualijluencedtheir natiorbuilding
processeand international relations

Using films as the primary analytical reference, | investigate what the
dominant ideologies in popular cinematic products that circulated in the region
illuminate concerning the broader cultural context, in general, and strategic gtiture
particular, of SoutheasAsian states; how these films depict international realities
following the Second World War, the Cold War aitsl major players (the United
States, China, andilbeit toa lesser degreehe Soviet Union), and the role of the
Malayan/Malaysian, Philippineand Indonesian states in the battle between the
communists and the artbommunists; how popular films and genres impinge on the
corroboration or rejection of particular discourses dominant in Southeast Asian nation
building and foreign policymaking durng the Cold War; and finally, how the strategic
cultures of Southeast Asian states, which were capture@nd influenced bythe
popular films produced by Southeast Asians themselves, dliapeoutiook of key
policy makers in dealing with and coming tertes with decolonization an€old War
realities in the region.

| argue thatSoutheast Asian films advance a cultural narrative about anti
colonialism, independence, and natimnilding that produced, affirmed, and reinforced
the Southeast Asian strategic culture of Hatignment.The ideologies, (re)created,
negotiated, ancembodied in Southeast Asian films, reflected and influenced the
strategic culturesfdSoutheast Asian states. | furthmaintain thathe strategic culture
not only shaped the perceptions of Southeast Asians concerning international affairs,
theyalsoaffectedthe mannein which the peopleviewed themselves and othgasnd
shaped their internationbehaviour

Vii






Introduction

Cinema and IPolitics

Film and fiction are mirrors of a societyds
dreams and visiong\swith all mirrors, however, what we see am\yoreflections of
ourselves.

Ronnie Lipschutz

On May 18, 2015, | was sitting in the Screening Room of the Arts House in Singapore
anticipating the showing of the Mexican movamorada(A Woman in Love,
1946)! People from diverse ethnicities and nationalities filled the room, with Mexicans
forming the majority. Apart of me wondered how a Mexican staying in Singapore
would react tahe classic movie from homereatedand releasedix decades ago. My
curiosity was satisfied when, halfay into thefiim, a Mexican woman sitting beside

me started to sing along to the religious composithue Marig crooned by one of the
movie characterd'he music lasted for a good minute and she was so enamoured by the
song that she was practically crying. When the music ended, she gesticulated to make
the sign of the cross, and being born and raised in the Philippines, a predominantly
Catholic country, | knew that it was an expression common among Catholics.

At that precise moment, | realized (perhaps with more clarity than before) how
absorbing and captivating filntould be. She was watching a movie that reminded her
of A,b o mater how obscurits features could have appeared in her imagination
More importantly, she was prompted to &ctingng a songshe found meaningful and
then publicly expressing her religious beliefs by making the sign of the ciidsst

episodetriggered more questions. What do we see when we watch films? What do

1Enamorada( A Woman in Love, 1946) was screened as
Mexi can Cinema, 0 a film festival organized by the



films tell usabout ourselves, the ones who made them, or societies, in general? Why do
some films provoke us to act or to behave in a certain way?

This researctadoptsan alternativeapproach to understanding the history of
Southeast Asia during theeriod when theCdd War intersected with the European
retreatfrom the coloniesDeparting from theraditional method of studyingistory
throughsolely scrutiniang (and being partial toyritten documents and manuscripts
reconstructthe past usingand analysingmoving picturesin their historical contexd
Whatwere framed, whatwvere excluded, and how the films themselwesre products
of culture and historyre examined Rather than limiting myself to written historical
sources, focusmore on what can bhendestoodthroughnationalcinema.

Contrary to thebelief thatfilms should be regarded as secondary, if not weak,
sources of history, | maintain that films narrate and make sense of human experiences.
Films arenot produced onlyo entertain, to profit th@roduction companies, and for
filmmakers to make a name for themselv&@mmaking is ultimately an act of
empathy; films reflect as well as shape the concerns of societies. Filmmakers and
actors take the lived experiences of their times and the pasttuamdhem into
perceptive and soul ful wor ks of art. Li ke
and sculptures, pedi945 Southeast Asian films offer insight into the spirit of the age
and themind-setsof the societies that produced théin. themséves, the films also
shaped the spirit of the age and thend-setsof the societies that produced them.
Analysing the history, themes, and dynamics of Southeast Asian cinema during the
Cold War helps us grasp how Southeast Asian states made sense dfitii¢aC their
decolonization experiensetheir nationalist projectsand the processes that shaped

their foreign policy approaes

2 SeeJacob BurckhardfThe Civilization of the Renaissance in Itélyondon: Penguin
Classics, 1990); the work was originally published in 1860.

Re



The end of the Send World War sparkedn ea of radical changes across
Southeast AsiaCold warriors, antcolonialists, nationalists, and imperialists operated
to advance their interests across the regidawly independen states strove to
establish stable politicand economiinstitutions,capable okenabling them to survive
and stave off foreign intervaons into their domestic affairs. Southeast Asian leaders
furthermore articulated ideas championing regional unity, seeking to band together to
protect their collective interestsThis research explores thisomplex period in
Southeast Asiahistory throudp a comprehensive analysistbe intersections between
strategic cultures andnematic visualizations.
Veering away from realist, politicaeconomi¢ and strategic frameworks on
foreign policy and international studies, | apply cultural analysis to the study of the
foreign policy orientationsof Southeast Asian states. The underlying premise of this
approach is that politics and foreign policy formidatare not impervious to cultude
the fAwebs of significanceso or net wor k of m ¢
define their experiences and perceptions of redlifipe processes by which states
relate to one another are inevitably grounded in distinittral spheresAs Akira Iriye
rightly notes, the statte s an entity that consists of a se
soci al and intellectual o r ‘Yilneemdtienal relatioss, and pol
could thus be studied as interculturghtions. Culture and its products, ideologies, and

public discourse could shape a stateds percep

5Clifford Geert z, iThi ck Description: Towar d a
Henrietta Moore and Todd Sanders (gdénthropology in Theory Issues in Epistemology
(Malden: Blackwell Publishing, 2006), p. 236.

‘Akiyal r i y e, ACul ture and Power : I ntermati onal R
Diplomatic HistoryVol. 3, No. 2(April 1979): 115.

5See for example: Andrew Rotte€omrades at Odds: The United States émdia,
1947-1964(Ithaca:Cornell University Press, 200(rank NinkovichModernity and Power: A



Before 1go into the specific questiorsddressed ithis research, it isital to
clarify what strategic cultureneans The termis broadly definedin the scholarly
literature® This studydefines it as aystem of ideas that shapes the strategic decisions
andbehaviourof states. This itooselyderived fromAlastairl ai n Johnst ondés defi
of strategic culture aan:
fié integrated system of symbols which acts to establish pervasive and
longrlasting strategic preferences by formulating concepts of the role

and efficacy of military force in interstate political affairs, and by

History of the Domino Theory in the Twenti&kntury(Chicago: University of Chicago Press,
1994) be consistent with the citations; details of piness ornot? Akira Iriye, Across the
Pacific: An Inner History of Americakast Asian Relation&New York, 1967); Mark Bradley,
Imagining Vietnam & America: The Making of Postcolonial Vietham, 11930 (Chapel Hilt
University of North Carolina Presg000); ®th JacobsAmer i cads Miracl e Man in
Ngo Dinh Diem, Religion, Race, and US Intervention in Southeast Asia;1883{Durham:

Duke University Press, 2004); Emily Rosenbesgreading the American Dream: American
Economic and Cultural Expansion, 981945 (New York: Hill and Wang, 1982); Joseph
Henning, Outposts of Civilization: Race, Religion, and the Formative Years of American
Japanese RelationfNew York: New York University Press, 2000); Jessica Gietfiteght,
Transmission Impossible: Americanuinalism as Cultural Diplomacy in Pestar Germany,
19451955 (Baton Rouge: Louisiana State University Press, 1983tin HogansonFighting

for American Manhood: How Gender Politics Provoked the Spahishrican and Philippine
American Wars(New Haven Yale University Press, 1998); Reinhold Wagleitn€oca
colonization and the Cold War: The Cultural Mission of the United States in Austria after the
Second World WafChapel Hill: University of North Carolina Press, 1994); Robert PRdce

and Culture(New York: Free Press, 1964); Paul Kranigne Blood of the Government: Race,
Empire, the United States and the Philippif€tapel Hill: University of North Carolina Press,
2006); Christopher JesperseAmerican Images of China, 103949 (Stanford: Stardrd
University Press, 1996); and Reginald Horsmaagce and Manifest Destiny: The Origins of
American Racial Angk$axonisrCambridge: Harvard University Press, 1981); Servando
Halili, Iconography of the New Empire: Race and Gender Images and the American
Colonization of the PhilippinegDiliman, Quezon City: University of the Philippines Press,
2006); and NaokoShibusawa,Ame r i ¢ a 6 s : Reimagiting thé Dapanese Enemy
(Cambridge, MA: Harvard University Press, 2006)

6 See for examplelackSnyder The Soviet Strategic Culture: Implications for Nuclear

Options Rand R154AF( Sant a Moni ca, CA, RAND, 1977); Colin
Strategy: Th e AmeenationalSecuriBvolabnNp. |2 ¢Falldl981)Colin Gray,
i Str aQuelgtiucr e as Cont ext: The FirstReieemfer ati on of

International Studie25:1 (January 1999); Colin Graiuclear Strategy and National Style

(Lanham, Maryland: Hamilton Press, 198&arnes Lord,i Amer i can Strategi c Cul
Journal of Comparative Strateg¥ol. 5 Issue 3 (1985)effrey Legro A Cul t ur e and Prefer
i n I nternat Ameddan Political SSenoe Revidwol. 90 No. 1 (March 1996\nd

Elizabeth Kier ACul ture and Mi | i tary arosintetnationa : France
Security,Vol. 19 (Spring 1995)



clothing theseconceptions with such an aura of factuality that the
strategic preferences seem wmty realistic and efficacious.

Simply put, strategic culture is the ideational arena that limits and facilitates
state behaviour Specifically, | examine how Southeastsin strategic cultures
reflected and/omwere shaped by the dominant ideologies manifested in cinematic
narrativesin MalayaMalaysia, Indonesia, and the Philippines. | then explore how the
strategic cultures of tise states eventuallinfluencedtheir nationbuilding as well as
international behaviowturing the Cold War.

| argue that Southeast Asian films advanced a narrative that produced, affirmed,
and reinforced the Southeast Asian strategic culture of nonalignnieee ihterlinked
ideologieswere dominant in the narrativa propensity to construdomesticpolitics
and international relains as a continuing revolution;championing ofhe nation and
nationalism; and noralignment. The ideologied (re)created, negotiated, and
emiodied in SouthedasAsian film reflectedand at the same time influenced the
strategic culture of Southeast Asian states. The images and narratives of Southeast
Asian films and the strategic cultures within the countries considered in this study
were mutually constructgnand reinforcing &h other. Their relationship, accordingly,
was dynamic andmutually constitutive rather than causdlhe Sautheast Asian
strategic cultureshaped thenanner in whiclSoutheast Asiaperceived international
affairs, approacheititernational politics, and formulated their foreign policy decisions.

Using films asthe primary sources| investigate what the dominaitkeologies
in popular cinematic products that circulated in the region illuméhatecerning the

broader cultural awtext, in general, and strategic cultyran particular, of Southeast

7 Alastair lain JohnstonCultural Realism: Strategic Culture and Grand Strategy in
Chinese History( Pr i ncet on: Princeton University Press,
St r at e g ilmtern@iankl tSecurigMol. 19, No. 4 (Spring, 1995), pp. &2.



Asian states; howhese filns depiced the internationalaffairs, the Cold Warand its

major players (the United States, China, and the Soviet Union), and the role of the
MalayanMalaysian, Philippine, and Indonesian states in the battle between the
communists and the anrtbommunists; how popular films and genres impithge the
corroboration or rejection of particular discourses dominant in Southeast sgian
building andforeign policy-making during the Cold War; and finally, how the strategic
cultures of Southeast Asian states, which were capturednd influenced bythe
popular films produced by Stheast Asianshapedhe outlook of key policy makers

in dealing with and @ming to terms with Cold War realities in the region.

The rest of this chapter is divided into four paRsst, | discuss the current
state ofscholarship on the nature and dynamics of Southeast Asian foreign relations
during the Cold War.To identify the lacunae in Southeast Asian historiography
addressed in this work,review the scholarly workghat employstrategicculture or
cultural studies t@nalyseinternational relations. Theesondpartexplicates the major
research questionsrgument, scope, drlimitatiors of this work. | then explainthe
methodologicalconsiderationsand the key theagtical framework within whichmy
analysisis grounded| also elaborate omhe relationship among strategic culture,
cinema, andransnationaty. In the fourth and final parg succincreview of the films

usedand arelucidationof the organization of this dissertatiare presented

A. STATE OF THE LITERATURE

Much has been written about the Cold War in Southeast Asia in the past two
decades. Scholars have explored the origins of the Cold War in the region, why the

ideological fight sifted from Europe to Southeast Asia, the diverse factors that shaped



Washingtonds key ©policies, and B8Dbspite | egaci es
offering interesting insights into the Cold War and Southeast Asian history, the rich
body of work hassome limitations. First, most of the publications focus on the
Vietnam Warand offer Western (that is to say, American) perspectMesh less has
been published owther Southeast Asian states such as Indonesia, Philippines, and
Malaya/Malaysi&.Furthemore, as scholars generally focus on Westemrcernsthey
invariably depict Southeast Asia assentiallyan arenaof contestbetweenthe great
powers.Less emphasis is placed on the roles that local actors played in the conflict.
Southeast Asian narragéis and perspectiveonsequentlyremain undestudied left
at the margins of Cold War scholarship.
Schol ar s, for exampl e, argue that the gre
Asia, specifically Vietnam, was the inevitable outcome of American and coisimun
Cold War concern¥ Others who focus on U.S. policy contend that Washington sought

to dominate the regional economies and link them to dedSnternational capitalist

8 See for example: Matthew FoleJhe Cold War and National Assertion in Southeast
Asia: Britain, the United States and Burma, 194852 (London: Routledge, 2010); James
Tyner,Amer i c a6 s Sdthaast AstagFyom itha Cold War to the Terror \lanham:
Rowman& Littlefield, 2007); Nicholas TarlingBritain, Southeast Asia, and the Onset of the
Cold War, 19451950(Cambridge: Cambridge University Press, 1998); Robert McMahioa,
Limits of Empie: The United States and Southeast Asia since World WEéXelv York:
Columbia University Press, 1999); Mark Moyarjumph Forsaken: The Vietnam, 195865
(Cambridge: Cambridge University Press, 2006); Daniel Fineda@pecial Relationship: The
United States and Military Government iFhailand, 19471958 (Honolulu: University of
Hawaii Press, 1997); Andrew Rottefhe Path to Vietnam: Origins of the American
Commitment to Southeast Aglthaca: Cornell University Pres 1989); and Edmund Wehrle,
Between a River and a Mountain: The AFL_CIO and the Vietnam(Avar Arbor: University
of Michigan Press, 2005).

Al bert Lau fAlntroduction: Sout heas)t Asi a and
Southeast Asia and the Cold Whabndon: Routledge, 2012), p. 1.

0 George HerringAmer i cad6s Longest War : The- United St ¢
1975(Boston: McGrawHill, 2002).



economy!! Still others privilege national security concerns: the US government
regaded Southeast Asia to be of such economic and military importance to the United
States and its anticommunist allies that Washington would countenance no communist
challenge to Western dominance of the regfdihatever the perspective, Southeast
Asian votes remain comparatively muted in these studies.

In recent publications, scholars have daffémore complex narratives of the
Cold Warin Southeast Asia. Odd Westad, Karl Hack, and Geoff Wad¢end that
Southeast Asian political leaders played importalds inthe global and region&old
War. They were not merely weak actors or puppets of the Americans or the Sdviets.
A collection of essays written mostly by Southeast Asian schitkargise demonstrate
that the Cold War in the region took a differenute compared to Europe precisely
because of the unique dr eg#tAlogether,thegena mi cs it
publicationscritically investigatehe perspectives of Southeast Asians.

Another important collection of essaybhat examine Asian perspectives and

actions in the Cold War is oredited by Zheng Yangwen, Hong Liu, and Michael

11 See for example: Joyce and Gabriel Kolditwe Limits of Power: The Worldnd
United States Foreign Policy, 194854 (New York: Harper & Row, 1972); William
Appleman Williams,The Tragedy of American Diplomaé¢Mew York: WW Norton & Co.,
2009),

12 See for example: Melvyn LeffleA Preponderance of Power: National Security, the
Truman administration, and the Cold WéBtanford: Stanford University Press, 1992); John
Lewis GaddisStrategies of Containment: A Critical Appraisal of American National Security
Policy during the Cold WafNew York: Oxford University Press, 2005).

13 See for example: Odd Arne Westa@he Global Cold War: Third World
Interventions and the Making of our Tim@gambridge: Cambridge University Press, 2007);
Karl Hack, Defence andDecolonization in Southeast Asia: Britain, Malaya, and Singapore
(Richmond,Surrey: Curzon 0 0 1) ; Geof f Wade, iThe Begininngs of
Asi a: British and JAmmd of Seuthéast AsiaP Studeet gl IsSswerBs , 0
(October 2009), pp. 54365.

1 Albert Lau (ed) Southeast Asia and the Cold Wabndon: Routledge, 2012), p. 2.



Szonyi'® They point out thatSoutheast Asian political leadegstertaineccommunis

ideasbefore the outbreak of World Wdlr. They also cormnd that thdeaders found

communism both appealing and appropriate as an idgdhad underpinnetheir antt

colonial and nationalist strugglesainst the imperial powetéThe focus of Zheng,

Liu, and Szonyi on local objectives, perceptions, and tiiéa puts Southeast Asians

very much at the center of thpmlitical and cultural transformatisrnthat were taking

place in the regioduring the Cold War.
The scholarshipn the Cold War in Southeast Asia hasloubtedly become

more nuanced and sophistied. Yet not many scholars have attempted a cultural

analysis of the formulation of Southeast Asiforeign policy or international

behaviour.Even Heonik Kwon, whose innovative work is informed by cultural and

social history, is focused more on accentathe diverse sociocultural experiences in

Col d War Asia rather than how culture had i

policies!” Similarly, T h e o d o r e ex&mingtibreos liderature and film in an Asian

stat® South Korea is concerned more with their production rather than their

influence on Seoul 6% foreign policy orientat.i
Among thefew publications embracing the cultur@bproach to the study of

Southast Asian foreign relationgss a volume edited byluong Vu and Wasana

Wongsurawat Vu, in particular, argues that Asian political leaders established a

complex cultural network that helped ideas to cross boundaries and shape the Southeast

15 ZhengYangwen, Hong Liu, and Michael Szonyi (8dEhe Cold War in Asia: The
Battle for Hearts and Mind@_eiden: Brill, 2010).

16 | bid.
17 Heonik Kwon,The Other Cold WafNew York: Columbia University Press, 2010

8 Theodore Hughesl. i t er ature and Film in Cold War Sol
Frontier (New York: Columbia University Press, 2012).



Asian policy make s 6 per cepti on oAndthertcalection edited n a |
by Tony Day and Maya Liem furnishes insight into how Southeast Asian novels,
theatre, arts, literature, festivals, and the popular press moulded local identities and
local perceptions ofhe Cold War?° Despite their novelty, the essays in the two
volumes do not undertake a sustained and systematic investigation of the influence
regional cultural products had on Southeast Asian foreign policymaking.

No major study, in other words, has bg#nduced on the cultural sources of
Southeast Asiarforeign policy or international behavioumhis dissertation is an
attempt to address that gap in the literature. In doing so, this study seeks to make an
original contribution to the scholarship on Suedst Asian history, the Cold War, and

strategic culture.

B. THE RESEARCH PUZZLE , SCOPE, AND LIMITATION

This study addressdise following questions:
[1] What can tk dominantnationalcinematic products that circulated in the
regon illuminate concerninghe broader cultural context, in general, and
strategic culturg in particular, of Sutheast Asian states?
[2] How did these films depict the Cold Wgnd the period of decolonization

and natiorbuilding), the major players in the Cold Warthe United $ates,

¥ Tuong Vu and Wasanw/ongsurawat (eds Dynamics of the Cold War in Asia:
Ideology, Identity, and CulturéNew York: Palgrave Macmillan, 2009). See al€bristopher
Goscha and Christian Ostermann (E@®nnecting Histories: Decolonization and the Cold War
in Southeast Asia, 194862 (Washington, DC: Woodrow Wilson Center Press, 2009).

20Tony Day and Maya HT Liem (ed<Cultures at War: The Cold War and Cultural

Expression in Southeast Aglthaca: Cornell Southeast Asia Program Publications, 2,
in particular, the essays by Francisco Benitez, Rachel Harrison, and Barbara Hatley.
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China, and the Soviet Union and the role of Southeast Asian states in the

batle between the communists atie anticommuniss?

[3] How did the ideologies in national cinenapinge onthe strategic culture

and the corroboration or rejection of particular discourses dominant in

Souheast Asians t a foreignd policymaking and internationalbehaviour

during theCold War?

[4] How didtheSout heast Asian statesdé strategic ¢

in and influenced by the national cinemanduced by Southeast Asians, shape

the outlook of key policy makers in dealing with and coming to terms with

Cold War realities in the region?

At this juncture, several fundamental points need clarification. Firfgtcus
only on three Southeast Asian states the Philippines, Indonesia, and
Malaya/Malaysia The reasasifor choosing these countriasetwofold. First, there isa
need to make the subject more manageableafiadyti@al purposesSoutheast Asia
during the Cold War waa very tumultuous and heterogenemgion with each state
dealing with its owninternal complexitiesand external challenges. @omprehensive
andrigorousanalysis of the cultural underpinningsf a |l | CGold /arpdlices e s 6
would sacrificedepthof analysis for breadth. Additionallgiven the necessity to limit
the scope of the dissertatidnhave seleced cases that féer rich empirical data and
address the questions | raisdzbut the strategic cultigef Southeast Asia.

The Philippines, Indonesia, and Malaya/Malaysia had vibrant film industries
that were transnationally linked. Each Southeast Asian state also had different political
historical experiences that made for useful comparative analysePhiltppineshad a
iseci al r el aohe df thes imdjop Gold WMart ppowérghe United States

Indonesia, conversely, did not. Matydonesian leadersn fact, held predominantly
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negativeviews of the United Statesand regarded China as an alternative model of
modernitythat was worthy of emulatiott.Malaya/Malaysiameanwhile, had relatively
close ties with Great Britain, and unlike Indonesiachieved independence
comparatively bloodlessly. How a former American colony, a state ostensibly
sympathetic to communist Chingnd a former British colony confronted the
challenges ofthe Cold War, decolonization and natiorbuilding would make for
interesting comparative analysis.

Second, this study covers the period between 1945 and TR67Cold War,
decolonization, and nan-building processes intersected in Southeast Asia as World
War Il came to a close ih945 The leaders and peoples of the region had to grapple
with those challenges, and preserve the viability of their natiates. By 1967,
Southeast Asian governmsnhbad formulated foreign policies that were distinct and
evident. Tley were fundamentally founded on the principlenonalignment. The year
also marked the birth ofthe ASEANa n i nstitution that reflected
on the Cold War and champied the principle of the neimterference of states in the
internal affairs of other states.

Third, this dissertation is not a research on film studies or film criticism per se.
An aesthetic examination of cinematic styles, techniques, and production is beyond my
scope. The primary focus of thigork is on the interaction betweeBoutheast Asian
film and politics. | define Southeast Asian filneg national cinemaasthose motion
pictures produced by Southeast Asians. | chose films that are widely regarded as
landmark films.Theseprominent films producedrom 1945 to 196,/iwere popular and

influential. They were also predominantly madey pioneering Southeast Asian

2! Daniel Novotny,Torn betwea America and China: Elite Perceptions and
Indonesian Foreign PolicgSingapore: ISEAS, 2010); ahil Hong, China and the Shaping of
Indonesia, 1949965(Singapore: NUS Press and Kyoto University Press, 2011).
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filmmakers: Lamberto Avellana, P. Ramlee, and Usmar Iémall of whom were
instrumental irthe birth of national cinemas in their respective countries.
Finally, this dissertation focuses alite worldviews andperceptions rather
than popular sentiment®&lthough film was a popular cultural product, the foreign
policy makingprocessn Cold WarSoutheast Asia was still primarigdministered by
the political elites.For the most part, Soutast Asian officials championefireign
policies without extensive and intensive consultatigith the public This is not tcsay
thatthe peopleandpublic opinionwi el ded entirely no influence
decisionsand policies They could. Publiand government views on foreign policy
issues could also convefyaffirmed and reaffirmed by the national cinema.
Ultimately, though, the public did not manage the instruments of statecraft. This
dissertation accordingly focuses on the Southeast Asiamsfid mut ual |y constit

relations with the political elitand the process of foreign policy makinghe region

C. METH ODOLOGY

This studyds centr al argument is grounded

the strategic culture of a state has an effect on its foreign policy decisions; and second,
the strategic culture of a state can be determined by means of investigatiadj aha!
cinema produced for both domestic and foreign consumptiyn analysing the
meanings entrenched in Southeast Asian films, in other words, we will be able to
understand how the perceptions and cultural mgkef Southeast Asians influenced
their interrational behaviour during the Cold War.
a. Strategic Culture

Strategic culture is the ideational settitlgit limits the strategic options of a

state. The setting comprises a serieassfumptions that a state holds about the use of
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force, the nature of the enemy, the threats, and the nature of war in human affairs.

These assumptions are shaped historicalhd they help policy makers define the

strategic options that will enable the state to advance its policy objectives. As lain

Johnston writes, strategic culture refers tothe anked grand strategic

derived from central paradigmatic assumpti@f®ut the nature of conflict and the

enemy, and collectivePy shared by decision ma
Following Johnston, | seek to determine the ideational arena that limited and

shaped Southeast Asian state behaviour during the Cold War. | contend that the

ideational context can be determined by the study of Southeast Asian national cinema. |

assess howdeologies embedded in national cinema shaped Southeast Asian strategic

culture. | then explain how the dominant strategic culture affected the policy options

that Southeast Asian officials entertained and pursued during the Cold War. Note that a

state canhave more than one strategic culture. Nonetheless, there is usually one

dominant strategic culture that influences state behaviour. This work does not ignore

the clashing strategic cultures operating in Cold War Southeast Asia. But the primary

focusisot he regi ondés dominant strategic culture.
This study does not attempt to trace the long historical origins of the sources that

informed Southeast Asian strategic cultures. | focus on the period 1945 through 1967. |

do not discount, however, the impact me-colonial and colonial narratives on the

postwar strategic cultures of Southeast Asia. National cinema, after all, is inescapably

and inherently built on the deeper historical experiences of the retith Yet there

was much in the postwar Southedstian films. Their characterization of the global

conflict and its major actors influenced Southeast Asian threat perceptions and

generated the policy options that the regional states eventually pursued.

22 JohnstonCultural Realismp. ix.
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b. Why Films?

There is no consensus amoscholars of strategic culture on what particular
objects or referents best capture the strategic culture of a Bi&tesourcesndeedare
vast. They range from writings, memoirs, and records of military officials, political
leaders, and key national security advisers to novels, poems, songs, and short stories
about war.The robustness of the analysis is best advanaettheless, when scholars
examine thesources and textthat inform the strategic culturéuring its formative
period or fear |l i est TEese sosrses bah e dpperi antto i N hi st
comprehend the strategic preferences and choices of thegldditid military leaders
of a society?®

| rely on film® specifically the mtional cinemas produced b$outheast
Asians during the period concer@eds the sources wraw out the spirit of the times,
the political inclinations, the narratives, and theioral aspirations that shaped the
strategic cul t ur & Toeffilmsbhng todightgkeydeatirss ofitrea der s
societes and politics of the regianThey tell us how Southeast Asians viewed their
environment, themselves, and othexs well ashow they wanted the rest of the world

to view them Theyr e v e a | wha't made Southeast Asians du

23 JohnstonCultural Realism pp. 40 (quotation), 448.

24 Scholars studying Southeast Asian films have, conversely, focused on the history
and development of the national cinemas or subject them to cultural criticismArGes
Vasudev, LatikdPadgaonkamnd Rashmboraiswamy (ed$, Being & Becoming: The Cinemas
of Asia (New Delhi: Macmillan India, 2002); Jose Lacabihe Films of ASEANPasig,
Philippines: ASEAN Committee on Culture and Information, 2000); David HaR#m, in
Southeast Asia Views fratime Region: Essays on Film in Ten Southeast-Rafic Countries
(Hanoi: SEAPAVAA, Vietnam Film Institute, and National Screen and Sound Archive of
Australia, 2001); Jose CapinBream Factories of a Former Colony: American Fantasies ,
Philippine Cinema (Minneapolis: University of Minnesota Press, 2010); Karl Heider,
Indonesian Cinema: National Culture on Scrékionolulu: University of Hawaii Press, 1991);
Salim Said,Shadows on the Silver Screen: A Social History of Indonesian(Fikarta: Lontar
Fourdation, 1991); William van der Heid&Jalaysian Cinema, Asian Film: Border Crossings
and National Culture$Amsterdam: Amsterdam University Press, 2002).
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cry, what made them forget their tfoubles, a
Accessible to the massesational cinema also ®rved asan ideologicaltool that
promoted ideas such as class relations, gender ideals, racial hierarchies, nationalism,
and patriotism T h e y hel ped t o define the ASel fo anc
relationships as well as interstate relationships.

The ilms that | examine were not necessarily produced by the state. The local
filmmakers and producers who created them also might or might not haveuiear
political motivations. But the film industry was not shielded from its cultural and-socio
political environment. To appeal to and engage their audiefices] ms echoed t he #Af
fantasi es, and h o pAsBooglasoKellnar bbeerves, aafiimdih e nc e s .
contest of representations and a contested terrain that reproduces existing social
struggesad transcodes t he po#¥likevise dhe loddliflnc our ses o
industry was not isolated from external competitors such as Hollywood. In fact,
Southeast Asian filmmakers adapted, resisted, or localized in their productions the
films and idea from Hollywood that they consumed, selling narratives that would
appeal to and resonate with the local audiences. Ultimatelyfiltheproductions
furnish much information about the societies that produced them. idilegt the

cultural milieu and theocio-political conditionof the societies that created them.

%John O6Connor a ArderickhaHistory/Amerdcanc-ims lotarpreting
the Hollywood ImagéNew York: Ungar, 1987), p. xvii.

26 Douglas KellnerCinema Wars: Hollywood Film and Politics in the BuSheney
Era (Malden: WileyBlackwell, 2010), p. 2-4. See als®Wa | t er Benj ami n, AThe Wor k
the Age of Its Technological Reproducibiiyec ond Versi ono i n Michael Je
Doverty, and Theresa Levin (efilsThe Work of Art in the Age of Its Technological
Reproducibility and Other Writings on Medi@ambridge, Belknap Press, 2008phman Horak
and Monika Seidl , itiwRarydondulW ddalammaterial i sm: a
Monika Seidl, Roman Horak, Lawrence Grossberg .Jeddout Raymond William&.ondon:
Routledge, 2010), pp-8; andChristina Klein,Cold War Orientalism: Asia in the Middlebrow
Imagination, 19451961 (Berkeley: University of California Press, 2003).
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As they are watched by many, films are furthermore able to reinforce the
societiesd dominant culture and prevailing i
producing new cultural norms and ideologies that the societies use to simplify the
complex world imo comprehensible and mentally digestible narratit@sns, rather
than products of high culture such atassical texts, novelgnd music(which were
mostly rooted in the coldalist/European cultures), thus sea& valuable references to
ascertainthe strategic thought, political ideologies, countiscourses, and popular
sentimentsof the societies that produced thefhey create, affirm, and reaffirm the
ideationalsetting that limitshe strategic options of a state and its offictals.

c. The Transnationality of the Sources

The tansnational linksbetweenculture and films in the region aralso
exploredin this researchl'he premise underpinning the approach is that ideas, peoples,
and cultural products move across national borders. Such movements necessarily bring
into focust h e Afguestion of confrontati on, accomm
civilizations0®Apart from examiningthe similarities and differences in the gexre

styles, and technigue produced by Indonesia, Malaya/Malaysia, and the Philippines,

27 For discussions on film, history, and filmic analysis see: Pierre Sdthe, Film in
History: Restaging the PagNew Jersey: Barnes and Noble Books, 1980); Robert Rosenstone,
History on Film, Film on Histoy: History: Concepts, Theories, and Practite®ndon: Pearson
Longman, 2006); Alison Landsbergngaging the Past: Mass Culture and the Production of
Historical Knowledge (New York: Columbia University Press, 2015); Marnie Hughes
Warrington, ed.,The Histoy on Film Reader(London: Routledge, 2009); William Guynn,
Writing History in Film (New York: Routledge, 2006); Janina Wildfeuer and John Bateman,
Film Text Analysis: New Perspectives on the Analysis of Filmic Meafileyv York:
Routledge, 2017); and David Bordwellarration in the Fiction Film(Wisconsin: University of
Wisconsin Press, 1985).

ZAkira Iriye, i Tr ans nat i cankempordry EuropearyHistory Vol. 13 No. 2
(May 2004)p. 222.See alsd s a b el HMHRMeCyorn,v efi sat i on: On Transnat.
with C. A. Bayly, Sven Beckert, Matthew Connelly, Isabel Hofmefendy Kozol, and
Patricia SeedAmerican Historical Reviewll1l (December 2006), pp. 1446@; L. Briggs, G.
Mc Cor mi ¢k, and J. Way , A Tr an s AmeticaroQuarterly §0m: A Categ
No. 3(September 2008): pp. 62518.
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therefore, | tracethe relationships and the transnational business and intellectual
networksestablishecamong Southeast Asian filmmaketsexplorethe circulation of
the Southeast Asiafilms within the regionl also investigat¢he impact of Hollywood
on the r egi o.lbediimd and the industdwmers ultimately linked by a
transnéionalnetwork ofideas whi ch i nfl uenced the2 il mmaker s
As | will demonstrate, e transnationalties explain why Indonesia,
Malaya/Malaysia, and the Philippinessponded to the Cold War in perceptible and
distinctive patternsThetransnationatirculationof ideas about filmmaking techniques
shaped the production of the films. The transnational circulation of ideas about culture,
politics, and society also influenced the ideologies and narratives dfirtise The
films and thadeas that they championettimately moulded thestrategic culturef the
Southeast Asian staeThey alschelped fashion ideassmong leaderabout a regional
identity. By 1967,Southeast Asian leaders, sharing similar strategic outlooks and
political aspirations, would congregate to cretite Association of Southeast Asian

Nations.

D. REVIEW OF SOURCES AND OVERVIEW OF
CHAPTERS

More than 60 films from the region were reviewed and 45 movies were
extensively used and cited throughout this study. Philippine films were acquired from
the Cultural Center of the Philippines, University of the Philippines Ritahives, and

Video 48, a video shop specializing in classical Filipino films. The collections on

29 Trarsnational approach in film and politics does not entail the exclusiontiohah
cinemas. Rather it takes into account the diaological interaction between national and global
cinemas. Transnational approach allows for a richer and broader interpretation of films beyond
their culturallyspecific origins. For a discussion on thansnationality of films see: Milja
Radovic, Transnational Cinema and Ideology: Representing, Identity and Cultural Ni\ths
York: Routledge, 2014); and Elizabeth Ezra and Terry Rowd@emsnational Cinema: The
Film Reader(London: Routledge, 2006).

18



Philippine Foreign Policy at the Asian Center Library, National Center for Public
Administration and Governance, atite University of the Philippines Main brary
have been utilized as well. In Malaysia, research locations include the P. Ramlee
Me mor i al Museum along Jal an Dedap in Setapak
can be viewed or purchasedarious stores at Chowkit markdikewise sell
Malayan/Malgsian as well as Indonesian filmpsoducedrom as early as the 1950s. |
al so conducted resear ch togathdtdditibnel dafasandh o met o wn
to understand the local factors that shaped Ramlee as an actor and director. For
documents on Mailan/Malaysian foreign policy, the main resource center is the
National Archives of Malaysia.

Cinemas from Indonesia are available at $lireematekndonesia (Indonesian
Film Archive and Library) in the Haji Usmail Film Center. Other primary materials on
Indonesian politics and foreign policy weobtainedfrom the National Library of
Indonesia,Arsip Nasional Republik Indonesiand theMuseum Rekor Indonesia
Throughout the course of writing this work, | also made comprehensive use of the
Institute of Sotheast Asian Studies Libraryhe Asian Communication Research
Center at Nanyang Technological Universitye National Archives of Singapore, and
the National University of Singapof&entralLibrary.

The source materials that | obtained are employecdafo & narrative organized
in the following mannerPart One consists of three chapters tiatussthe origin,
development, and transnational facets of Southeast Asian films. Part Two contains
three chapters exploring the three main ideological features of Southeast Asian
strategic cultureChapter One discusses the development®b ut heas't Asi abds
industry from the colonialyears tothe outbreak of the Cold War. Chapter Two

examineghetransnational linkages among Southeast Asian national cinemas, the state
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of thefilm industry, andthe regional consumption of the filmfi®m 1945 t01967.And
Chaper Threefocuses orthe state othefilm industriesin the Philippines, Indonesia,
and Malaya/Malaysia from 1945 to 196@nd the lives and worksf the most
influential filmmakersin the region Usmail Ismail, Lamberto Avellana, and P.
Ramlee These chaers highlight the manner in which cinema developed and
functioned to influence the collective imagination of Southeast Asians over time.

In Chapter Four, | discuss one of the thi@deological elements in Southeast
Asian strategic cultur¢hat the regioas f i |l ms produced, affirmed,
continuing revolution in domestic and international affa@hapter Five examines the
second ideological elemersa championing othe sovereignnation and nationalism.
Chapter Six discusses the notion of alignmentand hybrid communigpromoted by
the films. These three ides formed the bedrock efhat | deem the Southeast Asian
strategic culture. Finally, this dissertation ends with a discussiolitsofnajor

contributions and new researgbssibilities
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Chapter One

Starting with the
Backstory

You mst understand the frame of minds of peoples who having thofiwn
foreignrule are flexing their muscles for the first time.
Carlos P. Romulo
Cinema will eliminate divergences of views among men and preatiable
in realizing the human idea.
Kemal Ataturk
Any scholar attempting to wtly Southeast Asia is immediatetonfronted with its
immense diversity in terms of religion, ethnicities, languagesnd historical
experiences. While this worldoes not go deep into the discussion of how
heterogeneouthe region is, it is important to, at the very outssttablish a general
understanding of the historical background of Southeast Asia before the outbreak of the
Second World WarThis is essential to make sensfethe compositeondition of the
region during the Cold Wailhis chapteralsooutlines thegenesis of cinema during the
pinnacle of colonial rulén Southeast Asiollowed by a compendiary synopsis of the
Japanese Occupation and how this key historical juncture inthdbte state of
filmmaking (and the nationalist movements) in the regidre conclusion will include

a discussion of the emergence of nascent national and independence campaigns in the

Philippines, Indonesia, and Malaya/Malaysia

A. FILM AN D SOCIETY UNDER COLONIALISM
Euopean rule profoundly influencethe development of Southeast Asia

shapingalmost every aspect of three g i smaiefesi political, economic, cultural,
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and social. The earliest Europeans who founded communities in the region were the
Portuguese. In 131 they built a small settlement in Malacca that served as a base for
maritime commerce. By the #&entury, the Spaniards secured their foothold in the
Philippines. They installed a formal form of government throughout the archipelago
and effectively emenched Catholicism among the local populafiom 1619, the
Dutch East India Company took control of Batavia and then expanded their authority to
the rest of East Indiefollowing the Dutch were the British who establishedthng
trading posts in Malaya and Singaparred exploited the lands fertal resources such
as tin and rubber. Each colonial power worked to protect their respective territories
against other colonizersssentiallycreating obstacles for the free moweof ideas,
goods, and peoplecross the regioft

The Europeans established different styles of colonial gowenmtsin the
region. Each of therimposedtheir unique political systeminstitutions and ways of
governancen their coloniesThe installaion of rigid colonial spheres of influence by
the Europeans, specifically, the Dutch, British, and the Spaniards, madesgitaral
i nteraction di fficult. Gi v e was tidgtanneckedr opeans o
despite thiz shared experiencesith colonialism and maritime tradéAs Nicholas

Tarling not ed, the <col oni al states in the

30 Steinberg,In Search of Southeast Asia: A Modern Histqry51.

31 Seefor example Amitav Acharya,The Making of Southeast Agi@ingapore:
ISEAS, 2012).

32 See for examp: Anthony Reid, ed Southeast Asia in the Early Modern Era: Trade,
Power, andBelief (Ithaca and London: Cornell University Press, 1993); Anthony Reid,
Southeast Asia in the Age of Comme(iew Haven: Yale University Press, 198893);
Barbara Watson Andaya and Leonard Andaiallistory of Early Modern Southeast Asia,
140061800 (Cambridge and New York: Cambridge University Press, 2015); Kenneth Mall,
History of Early Southeast Asia: Maritime Trade and Societal Developm@®i500 (SlI: The
Rowman & Littlefield Publishing Group, 2011).
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c ol o ni 3 Simpdynputd Southeast Asia underolonial rule was internally
segmented, culturally heterogeneous, and economiliakgd to, even dependent on
Europe.

By the second half of the @entury, the region witnessed radical economic
changes and profound shifts in society, culture, and colonial govertfakedistorian
Russell Fifield explains, the region became vitsh @roduction centre of raw materials
to ful fil SEWhiledtysdrdeshatpreadodia commercén Southeast Asia
was vibrant, particularly inhe coastal areas, the advent of the Europeans intensified
the mobility and exchange of goods amdducts within and outside the regidks the
19" century loomed, trade and commerce increased. Technological innovations from
Europe percolated to Southeast Asia. Developments in communication and
transportation, such as the telegraph and railroad systached the regiofi.Political
boundaries were also drawn across the map of Southeast®’A&ianumber of
indigenous Southeast Asiafisthermorewent to Europe to stug@nd were exposed to
Western ideas of liberty, equality, and fraternity. Throughbesé¢ transformations,
Southeast Asian countries began their search not only for independence, modernity,
equality, and sovereignty but also for national identity.

While nationalist and independence movemetageloped in the regiosome

Southeast Asians were also drawrtéonmunism. By the 1920s, labour activists in the

33 Tarling, Southeast Asia and the Great Rog/ p. 1.
34 David SteinbergIn Search of Southeast Asj@p. 203244.

35 Fifield, The Diplomacy of Southeast Asia 16 Steinberg,In Search of Southeast
Asia, p. 220.

36 SteinbergIn Search of Southeast Asjap. 254268.

37 Fifield, TheDiplomacy of Southeast Asip. 16.
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East Indies hébeen exposed to the writings Karl Marx. In 1930, the Communist
Party of the Philippines was established. Themmunists commenced their
revolutionay campaign against American imperialism and advocated class struggle as
the primary driving force of their movement. In the same year, the Malayan
Communist Party wadormed, and itorganized labour protests and propaganda
campaignsagainst the British Employing Marxist and Leninist ideas into their
independence and nationalistic campajghese groups sought to overturn the colonial
order and usher in political chantfe

While Southeast Asian societies witnessed cultural, economic, social, and
political change, their entertainment industries and cinemas also underwent
transformation The movie theatre that Europeans introduced to the region eventually
became an important part of the society and culture of SoutheastTAsigechnology
underpinning moderrcinema was of Europeanorigins To entertain people using
visual imagesgntrepreneursisedpinhole camersiand then theamera obscural he
earliest motiorpicture camera was invented in France by Louis Le Prince and was
registered in 1887. Not long after, motion pictures found their way to the rest of the
world, including Southeast Asia. Through the efforts of the Dutch colonizers, cinema
reached Indonesia. They brought films from Europe and screened them in rented
buildings. This was prior to the construction of movie houses in the country.

On December 5, 1900, the technology of cinema reached Indonesia. A Dutch

company,De NederlandschBioscope Maatschappfjromoted the screening as Royal

38 Christie Clive,ldeology and Revolution in Southeast Asia, 29980: Political
Ideas of the ArtColonial Era(Richmond: Curzon, 2001).
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Bioscope®® A little over a decade after thefirst screenings, film production started

Indonesia Dutch, French, German, and other European filmmakers came to Indonesia

to produce mostly documentacyl i ps about the countryds cultur
In 1926, Loetoeng KasaroengThe Monkey Kasaroeng), considered the first film

produced in Indonesia, was screened. G. Kruger and L. Heuveldilgborated to

make the film Europeans provided thechnology and the capital wasocuredmostly

from ethnic Chinese entrepreneurs. Besides, the political and economic atmosphere
encumbered local participation in film industry. In other words, the main players

involved were the Chinese and the Dutch.

The Dutch also made documentaries about Indonesia. They also brought films
from Europe But these filmsdid notappeal to peoplean the colony. The locals were
uninterested as tlgecould not relate to thélmsé  E u r-ltagee stanylineand the
images captted on screerBefore Indonesian filmmakersleased their worksnost of
the films that werescreenedlocally were about the experiences of Europeans in
Indonesia and not about the locals themselvdse locals could notaccordingly
identify with the eagl cinematic narrativesThey thus ignoredhe movie houses and
cinema.*°

In due course, Chinese entrepreneurs became involved in producing films in
Indonesia. The Wong Brothers arrived in Indonesia after their enterprise failed in
Shanghai They wereunable to compete witthe Hollywood productionsthat were

flooding China A Chinese writer and reporter, Kwee Tek Hwaticouraged the Wong

39 Karl Heider,Indonesian Cinema: National Culture on Scréklionolulu: University
of Hawaii Press, 1991), 146, and Salim Saighadows on the Silverscreen: A Social History
of Indonesian Film{Jakarta: Lontar Foundation, 1991), pg5.4

40 Heider,Indonesian Cinemap. 1416.
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brothers tamovetheir movie businesgo IndonesiaThe brothers agree€din 1928, the
Wongs released and screerbé first Chinesemade film entitledLily van Javain
Indonesia

Although Chineseentrepreneurs injected some life into the Indonesian movie
industry, the appealof film was initially limited. Despite the introduction of sound
films in 1929, the industrglsodid not take off. The technical qualibf the filmswas
poor andcould not drawaudience to the cinemasBy 1932, when news of the
impending establishment tfie American Film Company in Indonesigas released
Dutch producers likeKruger and Carlidecided to halt their venture®hile some
industry players pulled out from Indonesia, there were others who persisted in the
industry#2

Despite these challenges, a number of excellent films have been produced.
Among the early films produced and screened in Indonesia Wg@e Dasima
(Concubine Dasima)ndonesia MalaiseandBoenga Rosdari Tjikembar({@he Rose
of Tjikembang). In 1937, Albert Balink in collaboration with the Wong brothers and
funded by the Nethands East Indies Film Syndicate, made one of the first films in
Indonesia that attracted a considerable number of people. With the help of Saroeng, an
Indonesian journalist, Balink produc&@rang Bulan(Full Moon). The film marked a
key milestone in thalevelopment of cinema in Indonesia as it represented a shift
towards the Indonesianization of the films in the counfrgrang Bulanwas an

adaptation of the American filmJungle Princessstarring Dorothy Lamour. It

41 Heider,Indonesian Cinemap. 15; Dafna RuppinThe Komedi Bioscoop: Early
Cinema in Colonial Indonesi@Jnited Kingdom: John Libbey Publishing, 2016), pp. -282.

“2Mischachyusa Biran, fAThe History of I ndonesian Ci

Hanan, ed.Film in Southeast Asia: Views from the Rediidanoi: SEAPAVAA, Vietham Film
Institute, and National Screen and Sound Archive of Australia, 2001), pj25211
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employed keroncong music and appealedot just to the local Chinese but to
Indonesians as weltDue t o the unprecedenteTerammuccess of
Bulan became a template for other producers seeking to make the next successful
movie.

Now led by Chinese businessmen, the numbdoazlly made films began to
expand in number. Demaridr such films also increased. The political climate of the
time especially fuelled the demand and influenced the productions released by the film
industry. With the commencement of the Second World &varthe stronger clamour
for Indonesian independence, nationalists in the country rigorously promoted the
consumption of local goods and products. By the 1940s, the country witnessed the
elites and intellectuals becoming more politically conscious. Cineasaalso regarded
as an indispensable instrument in I ndonesi abd
War approached, cinema became intertwined with politics and local consumption of

films increased.

Like Indonesia, the story of the cinanin the Philippinesvegan during the
colonial period The Europeans, namely the Spaniards, introduced the cinema to the
Philippines. According to the film historian,
T if not the very last cultural legacy those colonial powers bedbed their native
vessels before the winds of changénfinally st
1897, the earliest known display of moving pictures in the Philippines took place in a
movie house in Escolta owned by Messrs Leibman and Perith.tiiéituse oLumiere

cinematography, they presented a series of shows. A live orchestra, conducted by Don

43 William de Heide,Malaysian Cinema, Asian Filmp. 128; Heider,Indonesian
Cinema pp. 1516.

44 Nick Deocampol_ostFilms of Asiap. 3.
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Francisco de Barbat, further enhanced the moviegoing experience. The programme
reportedly ran for four months and sold at 30 centavos for the reggdds and 60
centavos for the first class.

The subsequent years were tumultuous in Philippine history. The second phase
of the revolution against Spaitad begun, régnited bythe return of Emilio Aguinaldo
together with an American fleétThe Spanish Americans fought each other in 1898,
and not long after that conflict ended, tension between Filipino revolutionary leaders
and American soldiers escalated. In 1902, some calm returned to the Philippines
following the termination of the Philpne-American war. As the Americans
consolidated their rule over their Filipino subjects, the film industry had a new lease of
life. In 1905, Herbert Wyndham screensborts oft he Manil a Fire Depart
activity. In 1909, several new movie houses openiohong them were Albert
Yearsl eybébs Empire Theatre and the Anda Theat
The Cebu Typhoon of 1912, The Eruption of Taal Volcano, The 1912 trip of the Igorots
to BarcelonaandThe Manila Carnival of 191¢°

Filmmakers fron the United Statesalso produced short newsreel
documentaries about the islands. Silent films from Germany, France, the US, and Great
Britain were screened in significant numbénslocal movie houses. The earliest film
production and distribution compasi began to appear and slowly, filacame one of
the most dominant formsf entertainmenin the Philippinesin July 1909, Pathes Frere
Cinema began selling projection equiprhén Manila and ensured ttgtable progress

of local filmmaking. As a result fothese developments, the production of

45 See for exampleJose Arcilla, S.J.An Introduction to Philippine HistoryQuezon
City: Ateneo de Manila University Press, 1971).

46 Nick Deocampo,Cine: Spanish Influences on Early Cinema in the Philippines
(Manila: NCCA, 2003).
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documentaries, expedition films, travelogues, shorts clips on festivals, and
ethnographic films proliferatet.

In the earlyperiod of filmmaking in the Philippines, the primary subject that
caught the interest of dictors and the local audience was the life and dramatic death of
the national her® Jose Rizal. Edward Gross, operator of the Rizalina Photoplay
Company, competed against Yearsley and produeedida de Jose RizéI'he Life of
Rizal). It featured Honorio dpez as the lead charactéOne day before the screening
of Grossd fil m, Y e a [ElsFusganienoadd Br. Jbse Riz@ha | m
Execution of Dr. Jose Rizal). It was shot in a single day in Manila. Both films appealed
to and entertained the local audience. This was not surprising, given the nationalistic
fervour among the local populace. The era of Spanish rule had just diheegtomise
of American tutelage invigorated the Filipino people, although a number continued to
resist American rule. The political events of the preceding years notstmiylated
patriotic themesn films but also shaped the consciousness of the people

During this period emerged pioneering Filipino filmmakers such as Jose
Nepomuceno, Vicente Salumbides, Julian Manansala, and Lamberto Avellana. Jose
Nepomuceno established the Malayan Movies. With the help of his brother, they began
making one film in wo months. In 1919, Nepomuceno created the flalagang
Bukid (Country Maiden). It depicted local culture and society. In the following years,
he made other films includinationg HambogThree Braggarts, 1926Funyal na

Ginto (The Golden Dagger, 1939ndNoli Me Tangerg1930). A detailed analysis of

Lamberto Avell anaos role and beliefs as

Three.

47 Nick DeocampgShort Film: Emergence of a New Philippine Cinepa 1612.

8 bid.
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Towards the end of the 1920s, the film industry in the couwag well
establishedSeven films were produced 1929, rising to eleven the following year. In
1931, nine films were made and the next year, the total number jumped to-twenty
four.*® Without a doubt, the local film industry gained momentum during the American
colonial period. Thisinprecedentedrowth resulted in the formal institutionalization of
the film industry in the Philippines. Many Filipinos who studied film or worked for the
big film companies in the United States came back and contributed to the vibrant
production of Philippine cinema. Philipgriocal studios such as Sampaguita Pictures
and LVN emerged. Improvements to the moviegoing experience such as the
introduction of sound came to the Philippines during this peffod. addition,
Hollywood actors and actresses went to the Philippines téansklipino-American ce
produced movies. As the Second World War appeared in the horizon, more and more
filmmakers strove to make films that upheld the indigenous culture and promoted
nationalist sentiment§ his process was suspended during the Waapangse soldiers
marched into the islands and captured one town after another.

Like the Philippines and Indonesia, film also arrived in Malaya via the
Europeans. The film industry thrived especially in Singapore. As Shariff Ahmad
asserts, i Aftlye historysof thes Malay fitm industry must always start
wi t h Si tédstheo most. important entrepot of the British in the region,
Singapore, which was once a part of Malaya and subsequently of the Federation of
Malaysia, served as the locus of thwvie industry where local and international

filmmakers congregated. The British brought films to the island, although there are

4% Hanan,Film in Southeast Asiq. 37.

50 1bid.

51 Jose Lacabahe Films of ASEN, p. 51.
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disagreements among scholars regarding the exact year when they arrived. Some
scholars believe that in 1897, British produBabert William Paul brought projectors
from Europe and screened the first film in Singapore at the Alhambra. Later that year,
the first Britishimported film, entitedEd i son & s P mwasjskeowrt io Kual@ p e
Lumpur.52 According to Hassabd Muthalib, tle earliest film wasin actuality,
screened in 1902. Nevertheless, despite the lack of concrete and reliable evidence on
the introduction of film in Malaya, it is certain that the early” 2@ntury saw the
growth of the local film industry with the opewjrof big cinema halls across all of
Malaya. In 1933, the first film in Bahasa Melayu entitleadla Majnunwas produced.
It was a collaboration between the director B.S. Rahjans and the producer S.M.
Chesty?®

Laila Majnun is a love story premised on the Pershabic tale, and its
production was informed by Indian techniques and style. While it is unanimously
regarded as an important film, there differentviews about it. For instance, Muthalib
opined that the film wasionly a film in the Malay | angua
filmmakers from India. He asserts that Malay cinema, in fact, only started with P.
Ra ml &emarah PadiAs opposed to the obvious Indian influences and features of
Laila Majnun,Ra ml e e 6 s f i Highlights Malay aultuyey rergns, and customs
in a way that were never seen beftfrAlthough this work does not include a deeper
investigation on the cultural significance and technical components oLdha

Majnun,it is sufficient to note that thelifih represents a step toward the development of

52 Hassan Muthalibalaysian Cinema in a Bottlg. 32.

%Baharudin Latif, AA Brief HistoKiminof Mal aysi a
Southeast Asigp. 163193.

54 See for examplawilliam Van de HeiddVlalaysian Cinema, Asian FilnBorders
Crossings and National Culturédmsterdam: Amsterdam University Press, 2002)
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what eventually will be called Malaysian cinema. Without a doubt, prior to the
prominence of Ramlee and other Malay filmmakers, Indian directors facilitated the
development of Malay/Malaysian cinema by delingrthe early films using Malay
language, actors, and setting. Certainly, Ramlee epitomizes the soul of Malaysian
cinema. Further discussion on him as a pivotal icon in the history of Malaysian cinema
is expounded in the subsequent chapter.

Prior to film viewing, the popular entertainment in Malaya was the opera,
known in local term abangsawanEarly Malay films in fact borneed actors from the
opera who helped boost thmopularity of films. Among the pioneering stars were
Khairuddin, Cik Tijah, Syed ARAttas, Shariff Medah, Yem, and Fatimah Jasmin.
Nascent Malay/Malaysian national cinema was also heavily influenced by Indian films.
For instance, Rahjans brought with him a tradition of Indian filmmaking patterned on
Indian mythologies such as thRamayanaand Mahabharata This entailed the
inclusion of song and dance performances in the middle of the narfafadiowing
Rahjans, more Indian filmmakers ventured into producing Malay films with strong
Indian influence. Apart from the Indians, Chinese filnkevs and entrepreneurs also
helped build the local film industry. Prior the Second World War, Chinese businessmen
producedmovies based on Chinese narratives. Like Indian directors, they also used
bangsawan actors for films like Toga Bekasi(Three Lovers)and lbo Tire
(Stepmother§®

As in the case of the Philippines and Indonesia, early films in Malaya were
intricately embedded in the distinct political, social, and economic milieu of the

country. As Hassan Abd Mut hal i b remar ked

55 |bid.

56 |bid.
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performances were not only to entertain; they usually imparted something of relevance
to life as well as depicting the culture of the particular community in which they were
presented. They were, in fact, reflecting man, his world, his world and his
condi i o T In.thisorespect, the early films of the Philippines, Indonesia, and
Malaya/Malaysisserve awvaluable windows to theascennations of the region.

It is clear that the colonial period in Southeast Asia brought unprecedented
changes antransformations in the region. From political systems to cultural forms,
each European ruler transplanted pieces of his own institutions and way of life to the
colonies. At the end of the %9century, cinema was one of the last legacies of
technological tansfer from Europe to the region. In a sense, the technology of cinema
was one of foreign origin. Yet, as aforementioned, in due course, this product became a
crucial instrument in the development of sovereign and independent Southeast Asian
societies.

Despite the foreign origin of motion pictures, they were transformed and
employed by Southeast Asian nationalists to further their causes. Gradually, films in
the region became national cinemas; they became Indonesian, Filipino, and
Malayan/Malaysian cinemnsa More importantly, the shared narratives and images so
evident in these national cinemas further served as fertile ground for creating and

crafting the then embryonic Southeast Asian regional identity.

B. THE JAPANESE OCCUPATION AND THE BLEAK
STATE OF CINEMA

The Second World War had a profound impact on Southeast Asia. The

Japanese conquest puabst of the region under one colonial rule for the very first time

57 Muthalib, Malaysian Cinema in a Bottlg. 11.
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in history. Despite the fact that the brief Japanese control was not extensive enough (in
terms of time) or protracted enough to integrate the various states into one cohesive
region, duriy this period, nationalist fervour and aatlonial sentiments among the
locals intensified. The Japanese interlude served as the key catalyst for nationalism
across Southeast Asi a. As Fifield notes, i No
Western stis easily destroyed by an Asian power but also the prestige associated with
the white Western official al most ®suffered an
Looking at the regional level, Amitav Acharya asserts that the Japanese
Occupation triggeredegional consciousness not only by putting it under one Asian
power but by eradicating the colonial division of Southeast AsMlhile under
Japanese Occupatiddoutheast Asian politicidaderamet for the very first time ever.
In November 1943, Thailadds Pr i nce Wan Waithayakon, t he Ph
P. Laurel, and Burmaés Prime Minister Ba Maw
the Greater East As iliedtriumphMeet thedDutsh, Britslga pands s h
and American colonizers obdrated the illusion of the formeploniser | nvi nci bi | i ty.
This was evident both in the condition of film and politics in the region throughout the
period.
In 1942, the Japanese military forced their way into Indonesia but they were
welcomed by many ofhe locals. Unlike the Filipinos who viewed the Japanese as
invaders, Indonesians considered them as liberators from the Dutch rule. As soon as the
occupation began, the realities of war surfaced. The Japanese took over the film

companies and sequesterdtir cameras and equipment, using them to produce

58 Fifield, The Diplomacy of Southeast Asfa See also: Alfred McCogoutheast Asia
under theJapanese Occupatipand Steinbergn Search of Southeast Asjap. 349355.

59 Amitav Acharya,The Making of Southeast Asa,8288.
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propaganda film& documentaries, feature films, and short news éfighe distress of

thewar was also manifested indaopin of the number of film producedAmong the

few films produced during this perid wer e Rust a mBe®ljodng(fo Pal i ndi h

Fight, 1943) an®i Desa(At the Village, 1944).
Filmmaking in the Philippines also halted. The Japanese confiscated various

film companies owned by Americans and utilized them to make propaganda materials.

Ore example was Abe Yut Dawa of rrealomBemaviedo de Leo

depicted Westerners as the enemies of Asians and appealed to the nationalists in the
Philippines to resist the WeS&t.This stong political allusion resonatedith the
Japanese promon ¢ e me nt of i A siithee cofeqrincipielokthe ASseatex n s 0
East Asia Ceprosperity Sphere. The Japanese promoted local culture and banned
American films from being screened in the country. Nonetheless, this tactic did not
appeal to the people ithe Philippines. The Filipinos were heavily influenced by
American culture and merely saw the Japanese as foreign invaders. Despite the influx
in nationalist and pr&ilipino campaigns, the Japanesever got on the good side of
the Filipinos In fact, tke Filipinos were repelled by the Japanese cruelty and ill
treatment during the occupation.

The Japanese administered Malaya and Singapore from 1941 to 1945 and
promoted a different kind of film production. As in the case of Indonesia and the
Philippines, propaganda films were also introduced in Malaya. Local and foreign

personnel working for film companies were forced to work for a Japanese film

pDel Mundo, APh9OI7i pplLiuniess , B-Gtappingi Bisforyin Si d e
Beginnings to 1980s,0 in Aruna Vasudev, Lati ka
Being and Becoming: The Cinemas of Ad@v Delhi: MacMillan India, 2002), pp. 34%47.

61Dawn of Freedom directed by Abe Yutaka and Gerardo de Leon (Philippines:
Toho/Tagalog Pictures, 1944).
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company instead. The company, Eiga Haikya Sha, took control of the movie houses,
film companies, as well as thdistribution of films in Malaya and Singapore. The
company also reviewed and censored films before allowing them to be publicly
screened. In Singapore, Cathay Cinema became the most famous venue for Japanese
approved screenings. Old Indian films and Japan@opaganda were permitted while
war films were prohibitedSingapore Sokogeki, Marat Na Toflslarch to Singapore),
Shina No YoryA Night in China), and Tokyo Symphony were some of the very few
films allowed to be screenéd.The Japanese occupatibadleft an impact tstyle and
technique offiimmaker in the region For e X a mpKarean TiRwmamase e 6 s
based on the accl ai med J &SpnahreSigat®¥di rect or
In this regard, the Japanese interregnum brought about crucial transformations
in film and politics in the region. Antivestern sentiments escalated and nationalist
ideas suffused in movies created by local and Japanese directors and pervaded even in
the mlitical debates and rhetoric among the elitsisthe end of Japanese Occupation
the whole political landscape of Southeast Asia had changed. The perceptions of the
locals towards their former colonial masters changed. The nationalist groups in
Indonesia and Malaya acquired strength. The Filipinos looked forward to

independence, which the Americans pledged to grant to the Philippines.

C. PRELUDE TO NATIONAL CINEMA
The Second World War weakened the hiblat theEuropean powerkad over

Southeast Asia. Their facilities and resources testablish colonial control were

62 Muthalib, Malaysian Cinema in adtle; Van der HeideMalaysian Cinema, Asian
Film, pp. 130132

53 |bid.
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drained. Themovementfor nationalismand independencgrew stronger than before
Independence and nationalist movememntse andwere determinedto prevent the
return of colonial authorities in their respective countries. Indonesians declared
independence from the Dutch. THénited States granted independence to the
Philippines in 1946 Although the Malayans welcomed the return of the Britisenev
they knew that independence sianminent

As nationalist and antiolonialist movements spread across the region, the
process ofdecolonization begarin this nexus the nascent Cold War between the
United States and the Soviet Unidoegan andaggravated and complicatetie

decolonizatiorprocessAlbert Lauaptly explains

fédecol oni zati on was a c ohisprcdll i ng

but

process from the two superpowersoé gl o

carried on with or without a Cold War. However, in Southeast Asia,

the two emerging processes conflated in the swirl of competing and

interacting postvar forces rapidly emergingnithe region, each

influencing and bei®%g influenced

The bipolarity of the Cold War immediatelycomplicatedthe process of

decolonization in the regiofhe political and ideological framework of the Cold War
inadvertently influencedhationalist interests and agesdaThe Second World War
and the damage itftein the region did not weakethe We s t e deasiee tosrdiurn to

their coloniesAs local nationalist movements grew stronger, a series of violent armed

64Although today, Filipinos commemoratadependence Day on June 12, the day
Emilio Aguinaldo declared freedom from the Spanish colonizers.

65 Lau, Southeast Asia and the Cold Wpr3.

% |bid., pp. 34.
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conflicts erupted In the realm of ideasCold War rhetoric becamdoselyintertwined
with thel oc a l p o | nattoralistapteindepen@mnce lanjuageds Lau explains,
ABy shrouding their causes in Cold War rhetor
reprieve for empes by invoking their value as a Western bulwark against encroaching
communi sm, disguf¥sed as nationalism.o
During this periodthestrategic culturgof Southeast Asihegan to take shape
Local political leaderstroveto define their international outlook.lthough the region
was characterized by great diversity in language, ethnicity, and religion, among
others, their experience undée mantle of colonialism servex ashared experience
amongSoutheast Asian seg With theendingof the Second World War, these newly
independent states struggled to define their role as sovereign nations in the
international system. In the middle of this political, social, and economic mayhem, the

keyelemerdo f t h e rtegig cuburedegandottakeashape

7 Ibid., p. 4.
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Chapter Two
Transnational Linkages in

Southeast ‘AsianCinema

Films potentially have a utopian dimension which enables audiences to
transcend the limitations of their current life and times to envisage new ways of seeing,

living, and being.

They can also project idealized views of a better world that can provide

ideological halos, which when critically decoded can generate insights into the
ideological

problematics and struggles of the era

Douglas Kellner

Movies are like dreamiscollective social dreams.
Robert Deniro

National cinemas in Southeast Asia did nemerge in isolation. Tlye were
transnationally}connectedTraveling across borders to collaborate with one another, the
producersharedheir ideas, techniquesf filmmaking, andpolitical ideals. Hollywood
productions also influenced their craft. All tfese ideas and influences would find
their way into the films that they creatdehcilitating the transnational exchange and
productions were the ethnic Chinese who funded a number of the films. Through these
transnational exchanges, collaborations, andncial supportthe postwar Southeast
Asianfilm industry became notably vibrant and popular wiite local populationThe
locals wouldembrace the films as valuable entertainment products and as significant
part of their social and culturales

Three pioneering Southeast Asian filmmakessre notably important in the
devel opment o hationdl @nemad.anberta Avellanal. Ramleand
Usmar Ismailtook an activepart in the construction of imagésof the National Self
(andeventually the Southeast Asian Sellbeit abstrudg) and the Others.€. former

colonizers, the United States a@thina and the Soviet Union as Others). Above all,
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through their cinematic productions, they interpreateslsocial and politicaimilieu in
their own countries as well dow they relatd to other countries in the regiofhe
cinematic productiondurnished ther audiences with ideas and mental images

comprehendhe regiorand regional developmenrds well.

A. THE TIES THAT BIND: TRANSNATIONAL LINKAGES

Films produced in Southeast Asia after World War Il promoted the idea of
regionalism among Southeast Asians. The writers of the scripts hailed across the region.
They formed transnational networks, interacting with each other, exchanging ideas, and
influencing one another. The products of those transnational exchanges were films that
movedthe people of Southeast Asia to imagine not only what their respective nations
were like. More importantly, th&élms induced the audiences to sebat ky beyond
their borders andto developa sensef affinity with the historyandcultures, of their
neighbouring countries.

a. Strong Chinese Links

The ethnic Chinesentrepreneurs played key rolesthe development of the
film industry in the regionThey started and managed manyttef earliest studios and
film companies that produced and screelwadl films. Growing the film industry in
Southeast Asiahey produced films that stirred the imaginations of peoples about their
countries and their neighbours. Developing a transnational network of relations among
the peoples in the film industry in Southeast Atliey alsofacilitated theexchangeof
technology, deas and cinematic narrativesr@ng interested parties ihe Philippines,
Indonesia, and Malaya/Malaysia. In other words, the ethnic Chieesepreneurs

facilitated the developmerdf cinema in the regn attwo levels: national (cinema
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industry and the national construct) as well as transnational (regional cinematic web
and regionalism or a sense of regional identity).

The ethnic Chineseentrepreneurs were key actorslinndonesi ads nascer
cinema indstry. Aside from Oriental Film, which producedris Mataram (1940)
Chinese businessmen owntsb otherprominent filmcompanies, Wong Brothers and
Tan Films They are credited for being among the pioneers of Indonesian cinema (apart
from Western companigsproduéng the first feature films inthe country Thdr
movies includedMelatie van JavdJasmine of Javal928),Njai Dasima, Pembelasan
Nancy, and Melatie van Agam(Melatie of Agam, 1930% The companies also
collaborated among themselves and with European filmmakers to produce films.
Terang Boelan(Full Moon, 1937) for example,bore the imprimatur of Dutch
filmmakers Albert Balink andannus Franken, and the Wong brothers, Othniel and
Josha®®

Trained incountries likethe United Statesthe ethnic Chinese entrepreneurs
saw the film industry as one sector of the economy that could potentially reap them
significant financial gains. But they also entertained certain ideas about Indonesia and
the region. They produced films that reflected their ideas about Indonesia, its people,
and its culturd a plural natiorstate. Their cinematic narratives described Indonesia as
a country that comprised peoples from a wide arragutifiresand ethnicities which
included the indigenous Indonesians as well as the DandhChines. Initially, not
everyone appreciated their cinematic works. As some scholarginpte:eci sel y becaus

ethnic Chinese producers portrayed a different image of Indonesia than agiadc

68 Heider,Indonesian Cinemap. 15.

69 Heider,Indonesian Cinemapp. 1516; Ruppin,The Komedi Bioscoopp. 215262.
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by ethnenat i onal i st ideologues thdtndtomeisri afmi loms
But t hlemdonmeusni ano films actually brought i nt
notion of a plural and united Indonesia. More so thhs ma r l smail 6s great
Darah dan Doathe movies created and producedtbgethnic Chines@ntrepreneurs

effectively functioned tdurther thelndonesian nationalist cause. They propounded the

ideology of nationhood and created images that furnished Indonesians with the notion

of what a plural natiostate would look like!

The ethnic Chinese entrepreneurs promotedidbea o f a plural ii magi
communityo in | ndo n%lbkeyimcludedTerang Bdelantmipiani r  f i | ms .
di Bali (Dreams in Bali, 1939)7oebaidah(1940), anKris Mataram(Mataram Keris,

1940) Employing the Shanghai filmic style, techniques used by Hollywood
filmmakers, and local traditional theatre narrative practicesse filmsacquainted
Indonesians with the lives and aspirations of the et@iinese community as well as

their identification with IndonesiaNj oo Cheong Ki&eMatarans forf i | m
example,has scenes abothe East Indies societynstead of portraying it as being
associated exclusively with one cultural group in Indoné$ji@g used the big screen to

show it was cosmopolitan amidked to different culturesThef i | lead actress was

also ethnic Chinesevho wore traditional Javanese attirdo convey its message of

inclusivity and promote the film, Njoo further employpdblicity postes wordedin

Charlotte SetjgdDunn and Thomas Barker, fAlmagining 611
Chinese Film Producersin Pren d e p e n d e n As@ CiB@eéma/el.RAN0O2.
(Fall/Winter 2010)p. 28.

"1 bid.

72 Benedict Andersarimagines Communities: Reflections on the Origin and Spread of
NationalismFirst Edition(London and New York: Verso, 1983).
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both Dutch and Malay. In otherworddj o ods wor k effectively propo
an Indonesia that was culturaltgriegatedut also distinctly Indonesian
This themecan also be found in films made by other ethnic Chin€seang
Boelanwas one work produced by the Chinese filmmakers that contributetieto
Al ndonesiani zati ono dAfter Watchingnshe filrm autidnees E a s t I no
would have left the cinemas with the vivid notion of Indonesia as a complex but viable
nation made up of multiple culturésThe filmmakers, in sum, promotech imageof
l ndonesia At hat i S compl ex, i diosyncratic, a
and moder n prnantagel of doBesial is differant from later insular
indigen st i magi ni ngs of “Their dilom neehsiguash styless and ngi ng. 0
narratives brought onto the big screen and in the public consciousness new
understandings of the Indonesian nation.
If ethnic Chinese entrepreneurs were active in the Indondésmrindustry,
they also invested in and keenly developedMiadtayan and Singapos@n film business.
The principal film enterprises wetke Shaw brothers and the Cathégris. The Shaw
brothers arrived in Singapore from Shanghai and establisieddai Seng Company.
They were initially focused on distributing films in Singapore and Malapay then
turned to making themln 1937, the brothers bought secemahd film production
equipment from Hong Kong and began producing films. Among their early creations
waslbu Tiri (The-Step Mother) which was releasedh 1937.Seeing much economic

potential in the business, the Shaw brothers expanded their film empit®3Bythg

BKar | Hei der , AiNati onal Ci nema, Nati onal Cul t
Dissanayake, ed.Colonialism and Nationalism in Asian CineméBloomington: Indiana
University Press, 1994), pp. 1-473.

"SetjadiDunn and Barker, Al magining 6l ndonesiad, 0
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had established 139 movie houses across Malaya, Singapore, Thailand, Indonesia, and
Indo-China’®
The following yearthe Shaw brothers constructadstudio in Singaporelhe
entrepreneurs planned to useatespeciallyprodue Malay and Cantonese film3.o
broaden their appeal to the local audience, the Malay wWedtaral prominentMalay
and Indonesian artists such as Haron and TirBhese films were undoubtedly
popular.Following the end of the Second World Wére Shaw brothers decided to
expand their operations and meet the heightened demand for entertainment. In 1949,
t he c¢ o mWplaydily @epartmenbecamethe Malay Film Productions. Through
this new seup, the studio méefilms in the regionand even brought filmmakers from
the Philippines, Malaya, and Indonesia together to create the earliest transnational film
productions”’ The Shaw brothers, thusontributed to the establishment of a regional
transnational network of filmmakers that would churn out productions that shaped the
peoplesd attitudes toward the region and
Like the Shaw brothersnather prominent ettic Chinese film companthat
was influential in shaping the cinematic narrativies the region was Cathay
Organization Formerly known as Associated Theafrése company was established
by Lim Cheng Kim (wife ofLoke Yew) and her sqriLoke Wan Tho. Lokerew, the
patriarch,was born in Guandong, Chinto a simple farming family. In 1858, he

travelled to Malaya to look for better opportunities. For several years, he worked in a

“Mut hali b and Tuck Cheong, {{80@entl e Winds

76 Haron was a prominent Malay comedian and Tina was a singer from the Indonesian
province of Medan. See: Shaw Ventures into Local Film Productions,
http://eresources.nlb.gov.sg/history/events/6854&Bat4eccb728278f0a8ffbh98 Date last
accessed: Janua2g, 2016.

7 Shaw Brothers hired Filipino directors Lamberto Avellana and Ramon Estrella, more

details on them will be presented in the succeeding section, as well as the Malay director
Hussein Haniff.
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provisions shopHe built up his savings and was eventually able@pznhis own store.
Loke alsoexploredopportunities inthe Malayan peninsula aridvested in the tin
mines ofPerak. In due courséhe entrepreneuridloke Yew managed to expand his
commercial venturgsdiversifying into theliquor, real estate, and transportation
businessesHis fourth wife, Lim Cheng Kim (born and racgén Malaya) and son,
Loke Wan Tho drew upon the large financial war chest thatbudt to startthe
Associated Theatres Ltd in 1935,

The Lokes opened numerous cinema houses in Singapore andy&laln
August 1941, theompany finally completed theonstruction of the Cathay Building
along Handy Roail the tallest structuran SingaporeConstructionof the building had
incidentallybegun in 1937 andts cinemawas opened to the public in 1939. that
time, the Cathay Building boasted a 1,3@ater cineméined with armchairs It also
had airconditioning. The first moviehe cinemas cr eened was Teol tan Kor
Four Featherslt attracted a sizeable crowd, which includedrpinent guestsuch as
the Colonial Secretary Sir Alexander Small and Lady Smafthile the Cathay
Building consistently drew large crowds until the war, the Lokes continued to expand
their business. They developed extensive network of cinema housesthe region.

They alsoled the wayin producing Malay and Mandarin films. They evemployed
mobile film vehicles tobring cinematic productions ttar flung villages andural

areas Cathay Organizationplayed a vitalrole in developing the cinema and

78 Fuziah Kartini Hassan Basri and Raja Ahmad Alauad, AThe Search for a
Malaysian Cinema: BetweenrWe i , Shuhai mi , A¥an€ioemd/al.@dNo.2Z PFM, 0o
(August 2012), pp. 583; Krishna Senindonesian Cinemap.; KrishnaSem} Chi nes e
I ndonesi ans i nintd&-AdiaiCaltural Stud@s \ln2Noal,pe. 171184.
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entertainment indiges of Singapore and Malaya, and to a certain extent, the region
well.”®
If ethnic Chinese entrepreneurs helped develop the film industry in Malaya and
Singapore, they also played significant roles in the Philippines. The pioneering group
of businessmn, apart from the Spaniards and other Europeans, who invested in making
films, includedchinos cristianogChinese Christians). Among them were the Palanca
and Leongson clans. These Chinese Christians, who were mainly businessmen, had
reportedly been inhie movie business before Jose Nepomuceno, the more famous
ifoundero of Filipino cinema, start®%ed his ope
Nepomuceno released his masterpi€zaagang Bukid(Country Maiden)in
1919. The locally produced silent film garnered significant attention and generated a lot
of ticket sales. Yet another equally laudable wdtk, Conquista Filipinas(The
Conquest of the Philippines) had been released seven years earlier by Edward Meyer
Grossob6s Rizalina Film Manufacturing Company.
businessmen in the Philippings.
Gross was an Americalousinessma who decided to move into the Filipino
film industry in the early 1910s. He ostensibly had help from key iicidgals in the
Philippine®t hose who wer e famil i adin onaftiigha t he count
ConquistaFilipinasdbs cr eenpl ay. The fil mdéds storyline exp

Philippines prior to Spanish colonization. It also narrates the early y#acontact

79 Muthalib, Malaysian CinemainaBottl&i ee al so: Krishna Sen, AHidd
History: Aspects of Indonesian Cinema 196% 6 Reviéw of Indonesian and Malaysian
Affairs Vol. 19 No. 2, pp. 365.

80 Nick Deocampo(ine: Spanishnfluences on Early Cinema in the Philippines
(Philippines: The National Commission for the Culture and the Arts, 2003), pi23837

81 Edward Meyer Gross was matrried to Titay Molina who had extensive experience in
thezarzuelaHe made key films suctsd.a Vida de Rizal, Los Milagros de la Virgen.
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between the colonized and the colonizers. Other works released by the Rizalina Film
Manufacturing Company such &s Vida Rizal(The Life of Rizal, 1912)Noli Me
Tangere(Touch Me Not, 1915), an#l Filibusterismo(The Reign of Greed, 1916)
similarly deal with local and nationalist themes, or historical subjects such as the
revolution against Spain and the Filipino martyr, Dr. Jose Rizal. Apart from local
experts, such films undoubtedly had the imprimatur of Filipino businesspeople and
governnent officials. Reflecting local production practices, the movies featured these
businessmen and officials playing bit pats.

As an American who had only recently settled in the country, Gross would
therefore have had assistance from the locals, including ethnic Chinese partners, in
producing the films. A welknown ethnic Chinese businessman had, in fact, funded the
production & La Conquista Born in Xiamen, Don Carlos Palanca had moved to the
Philippines in 1869 to look for better opportunities. Like Loke Yew, Palanca started his
new life in Southeast Asia as a humble shop assistant. He worked diligently,
accumulated enough fdas to open up his own merchandise shop, progressively
expanded his businesses, and eventually made his fortune. Among his many economic
interests was the film industry. He <cl early
agreed to fund the productionlod Canquista®®

Pal ancabds financi al support to Gross, t
incomprehensible. Many ethnic Chinese who had acquired wealth and built their
investments in the Philippines also financed the film industry. They included Don
Francisco Lehauco, Don Francisco Leongson, Don Jose Tiotoco, and Don Jose

Lauchengco. The returns could be handsome as movies were popular forms of

82 DeocampogCine, pp. 239242.
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entertainment in the country. Given their endeavours in the film industry, the ethnic
Chinese magnates certainly hagrsficant sway over popular entertainment and public
perception of issues in the Philippines. As
role that thechinos cristianogChinese Christians) played in the cultural affairs of the
emergindg nation. o
Apart from funding the production of films, the ethnic Chinese community also
built theatres in the Philippines. In 1915, the Yu Uy Tong Clan Association erected one
of the very first theatres in Binondo. This establishment eventually came to be known
as he Rex Theatre. Another Chinesened movie house was the Asia Theatre
Building. It was controlled by Vicente Gotamco. Born in Amoy in 1875, Gotamco
came to the Philippines in 1885 to seek a better life. He made money, but lost most of
his investments in &ire after the FilipineAmerican war. He rebuilt his businesses
again, establishing a lumber company and acquiring large tracts of land in Pasay, a
suburb of Manila. Gotamco also went into the film industry. At the Chioesed
Asia Theatre Building andRex Theatre, numerous Chinese and Hollywood movies
would be screenelf Ultimately, like Indonesia and Malaya, the ethnic Chinese
community in the Philippines was one key ac
industry.
Although ethnic Chinese entregmreurs featured prominently in the movie
business across Southeast Asia, they did not pompously compel the scriptwriters and

actors to overtly advance political messages in their cinematic works. They could not,

84Nick DeocampoCine, pp. 242245.

8%Jeremy Taylor, AChinese Fil ml EXMpdednt i on i n
Asian Studies 47, 5 (2013), pp. 1588621. See also:
https://archive.org/stream/WhosWholnThePhilippinesChineseEdition/Whao's%20Wh0%20in%2
0the%20Philippines,%20Chinese%20Edition_djvubDdte last accessed: January 29, 2016.
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for example, openly call for the British irapalists to be violently booted out of
Malaya. They would have been incarcerdfedet their films reflected the societies of
their times, and these societies were evidently ripe for reform and change. Putting
images and generating narratives of raciathatified societies on the silver screen
would have invariably provoked reactions. Ethnic Chinese filmmakers and producers
thus participated, whether consciously or not, in the process of creating images and
meanings of the nation. They would eventuatlyse the local imagination.

The substantial Chinese investment and involvement, tfeeiljtated the
development and growth of film enterprise in the region. Prior to the increased
participation of other Southeast Asians in film production, the ethnimeSéa
entrepreneurs had helped fund and build the infrastructure and facilities for a dynamic
network of national cinemas. They further contributed to developing the moviegoing
culture in Southeast Asia, offering movies in the local languages. Their @meht
prevented the industry from being dominated by Western entrepreneurs and European
produced flims The et hnic Chinese businesspeopl e ena
industry to develop its unique identitfs one of the first groups of ndWestern film
producers in the region, these ethnic Chinese managed to assemble the initial bits and
piece® fragments of what eventually would underpin the development of a distinct
Southeast Asian political and strategic culture.

b. Co-productions and Transnational Distribution s

The Southeast Asian film industry that the ethnic Chinese entrepreneurs helped
build saw muchransnationatollaboration and exchange of ideas. The mobility and
exchange of culturesdeas and filmmaking technologyin Southeast Asia generated

cultural products that people across the region could relaléh&interconnection and

86 Muthalib, Malaysian Cinema: Then and Nppp. 1-38.
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interaction amongoutheast Asian filmmakers and producsitsr World War 1l were
dynamic A number of outstanding films were made throughpomductions among
pioneering Southeast Asian filmmakerSim distribution also expanded beyond
national borders. Films from the iRppines made their way to Malaya and Indonesia.
Cinematic productions from Malaya crossed easily to Indonesia and the Philigysnes.
the European empires retreatéatra-regional collaboration in lm production and
circulation intensified Through thee transnational associations, national cinemas
progressively become transnational cinemas, producing films that resonated with
audiences acroswtional territoriaborders

The filmic collaborationsin postwar Southeast Asia generated enthralling
moviesthat illustrate the physiognomies and nature of cultural and social interaction
within the region. These eoroductions pervadkall levels of film making and
brought together Southeast Asia directors, producers, technicians, cameramen, and
actorsto work on films The filmmakers also circulated the filrimgraregiondly.®” In a
microcosm, the Malayan case was quite telling. It was highly fragmented and plural
soci ety, di vided along ethnic |lines, but as
new form & expression in the region, the Shaw Brothers, Chinese migrants from
Shanghai, hired Indian film directors to oversee the nascehisiry. These Indian
directorsi mostly from India, altbugh few has grown up in Malaya wrote
screenplays based on tales from their homeland, and used actofs #iamg s atava n é
perform onscreen. This patterof Chinese owners, Malayangsawarbased actors,
and Indian writers and producers, which also reinforced stereotypese délibur
profiles of the regiohheld true for the period from 1947 until around 1955 at the two

maj or sTheurdovemnsnt and screening of these films across national borders

8Ti mot hy Barnard, fADecolonizat-l®865aad the Nat.i
Southeast Asia Research, Vol. 17, No. 1, March 2009, pp665
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helped to connect communities culturally and bring forth a nascent sense of
regionalism amog the peoples of Southeast Asia. Malayans learnt more about
Filipinos; Indonesians more about Malayans; and Filipinos more about Indonesians.
Finding common ground in their decolonization experiences, they also consumed
cinematic productions that revealg socioeconomic and political aspirations of their
fellow Southeast Asian brethren. Films, then, paved the way for Southeast Asians to
collectively entertain the thoughof regionalisnd decades before the regional
organizationthe ASEAN,was formedn 1967.

One of the foremost examples tbesetransnationatinematicproductiors in
Southeast Asia is avork that resuled from the collaboration between Lamberto
Avellana, a pioneering Filipino director, and P. Ramlee, who is known as a great, if not
the geatest, actor, composer, director, and simgeMalaysian film history Sergeant
Hassanis one of the greatest and most memorable films of postwar Malaysia, and by
extension, of Southeast Asfalt is also an excellent case to examine transnational
produdion in the region not only because it was made by two pioneers of Southeast
Asian national cinemas, but, also because it portrayed nationalist sentiment at the peak
of decolonization and Cold War.

The film was set at the height of the Japanese invadidalaya and explores

the story of a simple orphan turned sol dier

he was youngHi s f at h esub8eguentlyadoptedhdm. Embittered by the
attention that was | avi shedzmnhhliedlainn Asan, t he
grownups, Aziz continued to hate Hassan because Salmah, a woman he likes, fancied

Hassan instead of him. With the outbreak of war, the Royal Malay Regiment called for

88 The film was directed by Lamberto Avellana and P. Ramlee under the production of
the Malay Film Prodctions, Ltd and distributed by Shaw Brothers, Ltd. It was first released in
Malaysia on August 28, 1958.
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volunteers. Aziz joined but Hassan was forced to sttajjometo marage the land
owned by his foster father. As a result, he was labelled a coward by the townsfolk.
Hassan decided to leave and join the regiment and was soon promoted to Sergeant.
Hassan proved to be a good and brave fighter and even saved Aziz when he was
captured by the Japanese.

The film was screened in Malaya in 1968nly one year following the
granting of independence by their British colonial officers. The memory of
negotiations, limbo, and tension was very much present and alive in the minds not only
the Malayans themselves but of their neighbouring countries such as the Philippines
and the Indonesians. While the Philippines was granted independence in 1946,
Indonesia declared their sovereignty in 1947. The founding political leaders of Malaya
led by Tunku Abdul Rahman were surveying for ways on how to build the country,
navigate international relations, and design the internal institutions and framework of
the newly independent state. In the broader social and cuttaraéxi the period
correspondsa the comprehensive process of decolonizationoving away from the
grip of their former colonizers. The very same trend was apparent in the Philippines
and Indonesia.

The entire film captures the dilemma of ordinary citizens at the heigtieof
Japanes®ccupation. It puts the narratives of resistance at the forefront of its filmic
message. It argues for the awakening of Malay/Malaysian nationalist fervour. At a
significant juncture in the film, the main character, Hasdamavely proclaims
fiMemang bangsa kita masih muda dan masih lemah. Aku tak peduli ito semua.

Harapanku hanyalah kita sama bangsa bergadidulah hendaknydEven though we
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are still a young and new nation, 8 do not
Clearly, the film ecognizes the state of the Malayan natioits vulnerabilities at a
stage of decolonization and its efforts of coming to terms not merely with the Japanese
Occupatiorbut more importantly with the British hegemony.
In his analysis of the film, Timothy Baard argues thaBergeant Hassan
Ami mics the plot of countless other war fil ms
segments of dialogue in English, and having a major Chinese character with whom
Sergeant Hassan interacts while planning his gleail a t°tInaessknse, lde opines
that the film was a glitch as it somehow alludes to the notion of a-etbhic nation.
He also adslthat the film mirrors the arguably ambivalent perspective on nationalism
in Malaya. Nevertheless, | would add thatstbinly proves thaBergeant Hassawas
way ahead of its time. It envisioned the growth of a young yet sturdy nation and despite
the strong presence of the Malayas a race and group, as epitomized by the hero
himself, P. Ramleé it also incorporated othesthnic groups through key characters
such as a Chineg®rsornwho assisted Hassan during the skirmishes.
It is also salient to underscore that this film produced through collaboration and
cooperation between a Filipino and Malay filmmaker not only midis the
transnati onal relationship between the two ¢
reflects their shared history and experience under the Japanese Occupation. In this
respect, the film represents a shared vigi@amcommon imagination withindsitheast
Asia forged through their experience under the Japanese rule. As in the film, the war
disrupted the life of ordinary citizens in the region. While some Filipinos and Malays

fought fiercely against the Japanese, as in the film, some also workethailapanese

89 Sergeant HassaVD, directed by P. Ramlee and Lamberto Avellana (Malaya:
1958).

©°Ti mot hy Barnard, f@ADecol oni 218561 960 ,a;mdp .t h@&6 Nat i
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and facilitated their occupation. The production Sd#rgeant Hassaexemplified a
collective desire to depict the memories of the war and the possibilities of moving
forward and away from it.

The transnational production 8ergeant Hassaeastablishedhe continuity of
a narrative that crosse national imaginaries and subjectivities. Both Lamberto
Avellana, as a Filipino director, and P. Ramlee, a Malay/Malaysian popular icon, were
able to comprehend the quintessence of the filmd throughtheir shared experiense
produced a single and cohesive narrative taaersecdhational bordes. In this respect,
the division that separatet he AFi |l i pinodo from his AMal ay/ M
ceasd to exist. What surfaced, then, was an amalgarh&if tommon histories under
foreign rule and a shared vision of coming to terms with their colonial past.

More importantly, the main character, Hassan ceases to be a Malaycsdidier
becomes a hybrid persona who can easily be recognized by Southeast ksi@her
words, the film is an earlgoutheast Asiamttempt to paint recognizable images of
Southeast Asians. According to Malaysian film schol&sgeantHassanremains a
symbol of Malay production at the height of the studio era in the coudimiays
identified with the Filipino whadirectedthe film since both societiesad undegone
colonization and understood the broad cultural and historical landscape of Southeast
Asia. This then indicates a coalescing of the prevailing subjectivities shared by the
societies in the regioti.

Films such asergeant Hassaoreatedthe opportunities foSoutheasAsians
to imagine not just the nation but alsthe cooperativeregion. By the 1950s, more

transnational cgroductionshadtranspired. Filipino directorgavelled toMalaya and

“See for exampl e: Sh @heFilms AASBANH,, JoseMal aysi ao i n
Lacaba, pp. 52; Muthalib and Tuck Cheong, #AGentl e
Latika Padgaonkar, and RaasHbaraiswamy (New Delhi: MacMillan, 2002), pp. 3G06.
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collaborated with local filmmakers. Thejoint works resultedin transnationaand
hybrid narratives and styleshat resonated with Filipinos, Malayanand even
Indonesian. Familiar with Malay culture and languadsilipinos cooperated easily and
fruitfully with the Malayans They also helpedheir counterparts taevelop new
shaoting and lighting techgues skills that the Filipinosacquired from the
Americans? The end result was films that connected with and inspired the peoples of
the region.

Aside from Lamberto Avellana, other Filipin@dso gained prominence in
Ma |l ayard®s$ n g a wioema dndustry. Three of the most important Filipino
filmmakerswho operatedn Malaya were Eddie Infante, Teodorico Santos, and Ramon
Estella. In 1955, Infante worked for the Shaw Brothers and created th@ditiis Liar
(Girl of the Wild, 1955).The work effectivelybridged the cultues ofSoutheast Asia
and promoted especially the sense of affinity between Filipinos and Malayadis
Liar effectively accentuated t bukural similarities between Malay kampong lifeda
the world of t he Mus| i nmi$e rituals, noimeandsazialt h e r n
fibre of Malayan communities certainlyesembld those practiced and developed
amongthe Muslim communities in the Philippin&sBy bringing those practices onto
the g screenGadis Liar helped lodge onto the consciousness of those who watched
the film that peoples in the region shared similar cultural practices and traits.

Another Filipino director who was hired by the Shaw Brothers was Teodorico
C. Santos. He only made one movie, entifedfan(Typhoon), with the company. He

arrived in Singaporen August 1957 and mentioned that

922 William van der HeideMalaysian Cinema, Asian Filnp. 136.

% |bid., p. 127.
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to producinga series of MalafF i | i pi no films in W¥WRamauya in the
Malayan actors Ahmad Mahmud, Salleh, and Zaiton starred in theHiititled Ribut
di-Pulau Mutiara (Storm on the Pearl Island), i6 setin a fishing village after a
horrendous typponhadr avaged t he peopleds homés and aff
centres on the turbulent love story of Fatimah and Amirdevious moneylenddrad
coeredFatimah to marry hinmstead of Amir A heartbrokerAmir copes with his loss
by exploiing pearl diving.
The movie depicts life in presumably Tanjong Kling. But, in actuality, what
Santos was able to project were scenes that mimic life elsewhere in Southedst Asia.
The stilt houses look a lot like dke in the rural villages of the Philippinesd
Indonesia.The setting which includethe coconut trees all arounthe seanatural
calamities, such as the typhooprojects adistinctive illustration of life in rural
Southeast Asia. Similar t8ergeant Hassarthis film is an interwoven tapestrpf
cultural and ideological elements of the region. The production of thefdotrossel
national bordersThe distinctive nationéles of the actors are also blurred’he film
ceases to be Malay or Filipintt is transnational in scope and in meanifige film
managed t@accentuatehe then burgeoning notion of Southeast Asia. filne might
have been shot and produced in the Mdyguage But the complex network of

narratives, techniques, and individuataployed in the filmmade it Southeast Asian

“AHe will hel p diTheStraits Tiaed August 1957 np. Shizatee 0 ,
last accessed: Mach 11, 20b&p://eresources.nlb.gov.sg/newspapers/Digitised/Article.aspx
?articleid=straitstimes195708082.65&sessionid=058b7db87561491b9b9edadcd5
347dc5&keyword=He+will+help+direct+Malay+film+here&token=here%2Cfilm%2Cmalay%?2
Cdirect%2Chelp%2Cwill%2Che

%Singapore Film Location Archive, ATaufan/ Typh
2, 2016 http://sgfilmlocations.com/2014/12/05/taufsyphoor 1957/
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Another Filipino, Ramon Estella had one of the longest and most successful
transnational practices in Southeast Asia. He had experiences working in Malaya,
Philippines, Vietnam, Italy, and the United States. Run Run Shaw, then the head of
Shaw Brothershired him when the latter went to the Philippines during the Asian Film
Festival®® He worked for Shaw Brothers for almost eight years until 196@reafter
he transferred to Cathd&eris and made a few more Malay films includiDgrah-Ku
(Of My Blood, date? with lead actors, Maria Menado and Melak Selamat. Among his
key productions arePontianak Kembali(The Return of thePontianak 1963),
Melanchong Karokyo(Holiday in Tokyo, 1964)SamsengGangster, 1959Matahari
(The Spy, 1958)Pupa Chendan€1964), andSaudagar Minyak UrafThe Liniment
Merchant, 1959).

During his time at ShavEstellabr ought to ci nematic |
well as Indonesid)smythological creaturésthe ghost of a pregnant woman called
pontianak Estellacontributed tothe rising popularity ofPontianakthemed movies.
His Anak Pontianakinspired B.N. Rao to roll out PontianakandDendan® both
produced by the Cathal§eris film studios in 1957. Abdul Razak wrote the script as
well as the anthology of stories which thePontianakthemed films were based@he
Shaw Brothers joined the bandwagon and convinced Abdul Razak to come up with a
new manuscript for them. They hired Estella as the director and released the movie in
February 19587

Interestingly,Pontianakwas not entirelyforeign to the Filipino director. In the

Philippines, there is another folklore creature catiadak. It is a demonic baby or the

%6Shaw | ooks -Wegtwafridl mShreite€Eises28 d@ildlo58, p.

97Amir Muhammad 120 Malay Movies2010.
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ghost of a newborn who died or an aborted foetus. Despite the intrinsic differences
between the two creatigewhat is apparent is that these images belong in the same
cultural landscape and imaginary. Thus, when shown in fillhes; were immediately
familiar among Southeast Asians.
Apart from the storylinethe geographical settingould also help Southeast
Asians develop affinity fothe film and to each otheThe moviewould featuresome
village in Cebu orma community located few miles away from Yogjakarta. With the
exception of language (the region hasedse languages), the world unveiledthe
film captures Southeast Asia in a nascent yet coherdyt recognizableform.
Moreover, the presence of proverbial underworld characters that were easily
understood and appreciated by the audience underscores an emerging Southeast Asian
collective fantasy, oiin this case, feaiSuch visual images helped developddlective
regional imagination and wordew. As Milja Radovic explains about transnationality
i n fil ms, i a st er e dtoy phiea aslb-represgmatiors |r@lt fat | on C
dialogical: while ou vi ew of 6ot hersé springs from our
viewpoint, our seHrepresentation might just as well be shaped by global
st er e &A ygnanational flmmaker such &amon Estelldurthered the process
when he produced films that traesgled the themes f finat i oonHasl ci nema
productions which dealt with transnational themd®lped impress on his audiences
the notion ofSoutheast Asiaregionalism
Like Estella, another filmmaker also encouraged Southeast Asians to imagine a
political space beyond their national boundariBise father of Indonesian national
cinema, Usmar Ismaitollaborated with producers and actordvialayaMalaysia and

Singapore. Ismail entered into a joint venture with Catkasis and produced the film

98 Milja Radovic, Transnational Cinema and Ideology, 5.
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Bayanga Di-Waktu Fajar(Shadows at Dawn, 1962)The film was ceproduced by
two giants in the regionds film industry, Ca:
and | ndonesi.ahégsimdsh iRvelvel dctors from the two countries.
Indonesian as well as Filipino films also found their way to Malaya and vice
ver sa. For i nst anc e, -wihnagrine Badjao: Skar @ypsieas nads awa
was screened in Malaya 8adjau: Anak Lautwith Malay subtitles. Us mar |l smai |l 6s
films were sento Manila for processing and he even encouraged some Indonesians to
go to the Philippines for further training ir
in fact this Manilaconnection that opened Hilsmail] eyes to the possibilities of the
domesticf i | m i H°Gaidkfurthey medtionedthat when Ismail established his
own studio, he used the Manila model as a b#si¥he interconnection among
Southeast Asian filmakes and their nationdilm industries were clearly strong
Among the earliest Indeesian films that crossed the borders w&erang
Bulan(Bright Moon 1937, Jambatan PataliBroken Bridge date?}, andGagak Hitam
(Black Crow 1939. The popularity of these Indonesian sound films that incorporated
features obangsawarstimulated the production of similar films in Malayghe films
also moved filmmakers in the region to collaboradetors also crossed national
boundaries to ply their tradMaria Menado, dubbed the Malay Elizabeth Taylor, was

born and raised in IndoriasBut it was in Singapore and Malaysia that she built her

®AShooting WMWA&KY an délg laB Beaitpldarian 15 December
1962. See also:
http://eresources.nlb.gov.sg/newspapers/Digitised/Article/beritaharian19621259.aspx
Date last accessed: February 2, 2016.

100 Salim Said Shadows on the Silverscregn4l.
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successful career in the film industfyIn 1951, Shaw Brothersast Menadan the

film Penghidupan(Life), alongside the Malay icon, P. Raml€khe film became a
successand her career took offShe then playeda role in Pontianak(date?), a move
that made her a household name in Southeast &sia also established tivaria
Menado Productions, making her one of the first women prodircéhe region. She
maintained her connection with Indoreesind ceproduced the filmKorban Fitnah
(Victim of Lies, 1961) with the Indonesian film pioneer, Usmar Ismail and his
company, Persari. Aside froméviado other Indonesian actors also starred in Malayan
films such asSaudaku(My Brother), [rama Kaseh Mutiara dari Malaya (Pearl of
Malaya), andKorban Finah®?

The film industry in the regignthen, was evidently interconnected and
transnationally linkedThese partnerships and cooperation influenced local filmmakers
to produe cinematic narratives arghploy images that subsequently formed a part of
the web of perceptions and representations in the regiorseT¢iaematigproducts
promotedthe earliest collective imagination and perceptions of the region. These films
not only strengthened the connecti@mong the peoplan Southeast Asia, they also
opened new possibilities f@outheast Asians taisualize the region, and to develop
empathy for the anttolonial and decolonization politics championed by tlieliow
Southeast Asians. Through theoductia, distribution, circulation, and consumption
of the films, Southeast Asianwere presented with the idea thihey shared similar

cultures, undertook common social practices, encountered familiar colonization

1027zi eman, AA Role She Wi ll Always be Remember ec
3, 2015,
http://www.thestar.com.my/story/?file=%2f2007%2{8%2f19%2ffocus%2f20070819081256&se
c=focus

103Hassan Muthalib and/ong Tuck Cheongj Mal aysi a: Gentl e Winds of

Aruna Vasudeyv, Latika Padgaonkar, and Rashmi DoraiswamyBailsg and Becoming:He
Cinemas of Asi@New Delhi: Macmillan India, 2002pp. 308309.
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experiences, and confrontecbmparableanxietes in natiorbuilding. The films
effectively capturedand fedtheir aspirations anfears aghe Europeans retreated from
empire
c. The Hollywood Factor

Hollywood was anther transnational forcehat affectedSoutheast Asian
cinema.Following the end of World War lIHollywood becameaather influential in
shapingSout heast As i a 0 s It mdicallg changad ¢he degiahfittns ¢ a p e
industryd sproduction techniques and use dkchnologyto make films. It also
influenced theplots and story linesof Southeast Asian filmHollywood furthermore
played a part inmouldng regional public opinion toard the Cold War and
international politicsAs the ideological battle between commuiaisd anticommunis
states escalated, Hollywoodbecame an important instrument employed by the
American governmento condition the hearts and minds of Southeast AsiAhshe
same time, Southeast Asidiimmakersrespomledt o Ho | | fprayoimtad thes
regional film industry by consoliciting and configumg new discoursesabout
regionalism and international I, thdredotej on s . Hol
opene&l a new site forSoutheast Asian filmmakers to develghared political,
ideologica] and cultural subjectiviies of an emerging Southeast .AJihese
subjectivitiescan bedentifiedi n t h e cimemadid¢ poodudtions*

In the case of Indonesia, the diffusion of politics into the cinematic world was
apparent and can be understood by looking into the state, problems, and endeavours of
American film companies in the country. The plight of American film companies

resembled @ad reflected the complex and deteriorating diplomatic relations between

104paul Cooke,edl, nt roduction: to World Ci(@Greamads Di al og
Britain: Palgrave Macmillan, 2007), pp-156.

61



Indonesia and the United Statégarious campaigns against the importation of
American filmsbegun The campaign wagursuedmostly by members and officers of
the PKI (Partai Komunis ndonesia) who were intensely agtlonial and anti
Americani®
As the US embassy noted, the fAmatter was
cultural and political problem than as an economic one. The PKI certainly saw it in this
light and its attacks were almosttirely on the cultural and political level with little
emphasis on movies as a%®@eardynnddnesiarfs viewete r i can b u
Hollywood as symbol and manifestation of American hegemony. Their clamour to stop
the importation of Hollywood filmgeflectstherr desire to protect Indonesian culture
and politics from any direct or indirect American influence. The Indonesian
government however, did not issue adecreebanning American films In fact,
government intervention did not appear to be cimatéd. American film companies
such as Allied Artists, Columbia Films, MGM, Paramount Films! @&ntury Fox,
United Artists, Universal Pictures, and Warner Brothers continued to be represented in
the country by Motion Picture Export Association of AmariMPEAA). Some of
these companies Haalso established local offices in Jakartahich served as
distributing companiefor Americanmade films The MPEAA also circulated films, in
addition to its main function of acting as the primary representative dbdmerican

film companies®’

105See for example: Harun Suwad i | n d dhelElsms cAASEANIose Lacaba,
ed,pp.2229 and Mi scbach Yusa Biran, fAThe History of |
Films in Southeast Asia: Views from the Regdavid Hanan, edpp. 225227.

106 US Embassy telegram (Ellis) dated July 19 1965, (USRARG 59 Central Files
19641966, Economic Foreign Trade, Box 1051).

07US Embassy telegram (Jones) dated 17 March 1965 (USNACP), RG 59 Central
Files 19641966, Inco 182 Indon Boxes 1073).
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The campaign against American films was led by Alion Committee to
Boycott American Imperialist Films (PAPFIAS), a group that was established by the
PKI and other organizations in 1964. This was around the time when US official
William Bundy publicly suggested that an expansion of Konfrontasi mighttresa
reduction of US aidfin a sentence or two, briefly explain KonfrontaBipth Sukarno
and Minister Subandrio expressed their concern over the deterioration of the
relationship to the US Ambassadétoward Jones. Utami Suryadarma, then the
chairperson of PAPFIAS, was identified by the US embassy as an extreme leftist. She
also headed the Board of CensWfsThe Suryadarméed campaign was not novel.
Before her group was establishethere had been threats af indonesiarboycott of
Hollywood films. But none ever materialized. Nonetheless, following the establishment
of PAPFIAS an effective boycott started against American filt.

At the request of American Ambassador Jones, President Sukarno instructed
the First Deputy Prime Minister Subamaito stop the boycott. However, Minister
Subdandriobs efforts were ineffective. Around
theatres were reportedly shut down. Film screening® halted in the main cities of
Java (except those in the homes of Indamesjovernment officials, including the
Presidential Palace in Jakarta). By July 1964, the National Front joined the campaign.
Sukarno reassured Jones that the boycott would be resblud¢ensionsescalated.

The film industryreflectedthe political tenn between Indonesia and the
United StatesThe development of Indonesian national cineraflected international

relations By the 1960s,Indonesians regardethe United States with suspicion.

8Mi sbach. AThe History of Ine&blnesian Cinema at

109 bid.

63



Indonesian cinemaunited in opposition to Hollywoadlt is clear that Indonesians
perceived Hollywood as the end of a spectrum. As Salim Said suggests, Hollywood
style (where the Chinese style of filmmaking was rooted) refers to the commercial
pattern of making films where the director is not encouraged, or evemedl] artistic
expressiort® He further opined that Usmar Ismail and his cohort of friends represent
the antithesis to Hollywood. They were the idealistthe nationalists, in essence, who
attempted to portray the predicaments and challenges that Indonesia expétfdnced.
other wads, while Ismail epitomizes the ideal Indonesian, the Americans exude values
and behaviour considered to be verylndonesian.

In the process of identifying Hollywood as tteher and, therefore, the anti
thesis to Indonesian cinema, the latter indalilif constructed what eventually formed
the basic features of the common Indonesian cinematic culture. This cinematic culture
also produced new understandings and perceptions concerning the geopolitical
environment where the newly independent Indonesialegaded. In this new strategic
cultur e, I ndonesi a desired to project
independence and autonomy. That is to say, the Indonesians asserted the prominence of
Indonesian interests and agenda within the film industd/the political sphereAs
Salim Said believedJsmar Ismail represented the othetesof the spectrurin one that
wasembedded in the Indonesian nation, identity, and culture matter how volatile
and precarious it was still then.

Hol | y wo o dé can be sekerl inthenways national cinemas reacted to it.
Indonesian national cinema contested and opposed Hollywood, and in due course,

constructed and defined itself. Indonesian filmmakers and producerseo@rutheld

110 Salim Said Shadows on the Silverscreen: A Social History of Indonesian [fil6,

11 bid., pp. 67.

64



strong opinios about the dominamc of Hollywood. Ardent nationalist leanings
appeared in thenovies and ideological and political debates within the film industry
sparkedWhi | e opposing Hollywooddés <cultural and
filmmakers also adapted to the challenge pdsethe U.S. film industry. For example,
Djamalludin Malik, a pioneering Indonesian filmdirector, adpted the style and
approach of Hollywoodh his films As a scholarnotes A Li mi t ed fi nances, e
and markets, of course, prevented the wholesalgying of Hollywood style but
fundamentally, the working methods of this Indonesian prodialik] stayed close
t o Hol Iymotherdvords, although filmmakers like Malik might have opposed
American productions, they had no qualms about exploiting the filmmaking techniques
and narrative styles diollywood to further their cinematic productions and widen the
appealbf Indonesia cinema
If manyIndonesiasresised andadaptedo Hollywood hegemony, thpeople
in thePhilippinesreacted differently to American film&8eing under the tutelage of the
Americans from 1899 to 1946 (interrupted by the Japanese Occupation from 1941 to
1945), Filipinos were more tolerant and accommodating towards Hollywood. In fact,
Hollywood served as the model to imita¥et,whileii mi t ati ngo Hol |l ywood,
filmmakersalsoindigenized it.The Filipinos consumed Hollywood films and adapted
themin their creative workdgHollywood thus functioned athe transnationdhctorthat
moved regional filmmakers to modify and improve their créfialso served as the
archetype of thé®ther, against which Filipino and oth&outheast Asia filmmakers
consttuted their regional identity. Via their movies, these filmmakers would help the

people of Southeast Asia to entertain the notion of regionalism.

112 5aid,Shadows on the Silverscregp. 89. See also: MarsetBumarno and Nan
Triveni Achnas, TlielCmemaswbAsigds.Vasddev, Radgaonkar, and
Doraiswamy, pp. 15369.
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The first encounter between Hollywood and Philippine cinema occurred in
1919 Albert Yearsley an American Wo owned a theatre in Manila, collaborated with
Universal Studiosgo produce a film in the PhilippineBirected by arAmerican Henry
MacRaea segment ol h e Dr a g(d9adves fikred aseveral locations in the
country!® This film is significant because it was the very first American film that used
the Philippines as a shooting location. Eventually, more and more American film
companies began to look at the Philippines not only as a location of filmmaking but
also as a maet for Hollywood.The 1920s saw the rise of the popularity of films in
conjunction with the appeal of Hollywood among local talents. Filipino filmmakers
travelled to the United States to gain more knowledgeAwierican filmmaking
techniques, processes,dacinematographic stylés* For instance, Vicente Salumbides
in cooperation with Jose Nepomuceno applied Hollywood techniques ofugbese
props, and makap in the filmMiracles of Lovg(1925. A large numbeof American
filmmakers and filmsalso found tkir wayto thePhilippines Two AmericansGeorge
Harris and Eddie Taitestablished the first film company in the Philippines that was
patternecbn Hollywood studios:!® They dreamed of making Manila the film capital of

Asia. In 1933, they introduced thesfi sound stage in the Philippinés.

WL ui s Fr a-Steppiag,HistdorgBedg@i nni ngs to 1980s0 in Arunece
Latika Padgaonkar, and Rashmi Doraiswamy (eBging and Becoming: The Cinemas of Asia
pp. 346348.

14 1bid., p. 347.

115 Michael Gary HawkinsfiCo-producingthe Postcolonial: USPhilippine Cinematc
Relations, 1944 986 , 6 (PhD Diss., University of California

16Cl odual do del Mundo, Jr The FilindPohASEANIppi nes o i n Jc
90-91.
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Harris and Taialso produced a weknown film calledZamboangg1937). It
was shown in the United States and was for a long time considered a |d$t filmas
rediscovered whethe prominent Filipino film historian, Nick Deocampdentified it
at a screening of the film in the United States in 288%he film brought onto the big
screerthe way of life of the people in Jolo, the southernmost part of the Philippines. It
starred he famous actor Fernando Poe Sr. alongside Rosa del Rosario. Fernando
played the main character of a pearl diver whosidsa, daughter of the community
chief. On the day of the ceremony, a pirate kidgnRpsa and spaska bloody tribal
war. Produced by mericans andchelmedby Filipino actors, the filmreflects the
accommodating and positive sentiments that Filipinos had toward Holly#tbod

Harris and Taitalso helped shape the filmmaking business in the Philippines as
well as influenced the way images wiblde portrayed on the big screen. For one, they
transferred cuttinggdge technological kneWwow to the film industry, and influenced
the way films were shot and edited. They repld€atbpearmade cameras, lenses, and
other production devicesitli those mde in the United State$hese included thBell
and Howell standard camerthe De brie parvo camerahe Mitchell speed colour
camerathe camera carthel6mm film,and the use of widescreens. Indebeéytwere
the first to produce coloured films in tRilippineseven before local filmmakers were
able to have their hands on filming in coloUising studio microphonese-recording

and dubbing chanrglboom microphones, and a recording tiutley also employed

117The movie was screened in New York and San Diego on December 10, 1937. The
film was recovered in Finland and was shipped to the Library of Congress in Washington, DC.

Uil n Focus: O6Lost 6 RPhttp:/intcangoV.ph/abodulturen US Ar chi ve
andarts/infocus/lostrp-film-found-in-us-archive/ Date last accessed: February 5, 2016.

119 The film is a result of collaboration and-pooduction between Filipinos dn
Americans.
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sound and special effects film. Harris and Tait further acquainted Filipino

filmmakers with theHollywood big studio modebf producing and distributing films

The Americans fAushered in the studio system
nativeowned studios like the LVN, Sampaguita, Premieand Lebran to brg

Philippine movies to their @denYearint he ®0s. 0

While Americans such as Harris and Tai helped transform the filmmaking
business in the Philippines, they also left behind other enduring legacies. American
filmmakers and executives helped the U.S. colonial authorities to develop the
Philippines intoa tednological captiv@ dependent on the devices and equipment that
the Americancolonial master imported into the countfhe years following the
Second World War witnessed an intensificatiosuwthtechnologicatransfer This did
not resultin the demise i the Hollywoodification of what was to become the
Philippine national cinema. Instead, these developments invigorated local industry and
catapulted it to attain its own style, identity, and flavour. Indeed, Amerizzde
technology served as tools as well indigenous director® dd?!?!

While Hollywood influencedhow filmmakers operated in the Philippines, it
also brought other ideas to the countrpllywood becameone of the most crucial
conduits for the spreading of American values and itdedle PhilippinesAmerican
films sparked the imagination of the Filipinos on what America was all alrouhat
Hollywood perceived the United States to liavas an agerof cultural imperialism. It

was an instrument to condition the hearts and maidbke Filipinos to believe in the

20Ni ck Deocampo, Al n Focus: Lost RP Film Fou
accessed: February 1, 201bttp://ncca.gov.ph/abowdultureandarts/infocus/lostrp-film-
foundin-us-archivel See also Nick Deocampd;ilm: American Influences on Hippine
Cinema(Manila: Anvil Publishing, Inc., 2011), pp. 441, 4448, 453.
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benevolence of the Americans. This stutbesnot elaborate on this subject matter,
because there have been a few studies ont?fait it is crucial to establish how
Hollywood was an essential imperial tool of the Amenisto promote their values and
ideology on the PhilippinesThe Vice President of the Hollywood giant, Warner
Brother s, Joseph [Hawveod] seisnauremotsrtaest batdroom A | t
fixtures, furniture, electrical and the hundred and one anwtlieh are shown in our
fil mséBut the American film is also Americads
principal means of entertai nment for al | t he
difficult for anyone whom you entertain and make laugh to hate ¥'%d This only
corroborates that Hollywoodwas perceived as an important cultural carrier of
American values.This does not mean though that the Filipinos merely borrowed
Hollywood in wholesale. As in the case of other Southeast Asian states, theiRéslipp
was not a passive recipient of American cultural flows. They selected, negotiated, and
appropriated what was offered and presented by the Americans to produce their own
identity. Hollywood provided the narrative style but local filmmakers alteredavige
something that reflects Hollywood but is also innately Filipino.
The boom in Philippine secret agent films during the 1960s provides another
good case to analyse the relationship between Hollywood and Southeast Asian national
cinema. Cold War tensis stimulated the production of Hollywood films that deal
directly or indirectly, with the battle between communists anda@mtimunists. Films

such as the James Bond serigs|dfinger (1964 and From Russia with Lovél963),

122 Deocampo,Film: American Influences on Philippine CinemdNick Deocampo,
AiCi nema and Colonization: American Colonization a
Comparative American Studi®®l. 5 Issue 2 (June 2007), pp. 471.

22Bar bara Wake, i Sex Plipppe Mdovie Mesvsreel@mwib st i kao
1941), p. 37.
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werepopularwith audience. Their success encouraged Southeast Asian filmmakers to
create their own indigenized versions of protagonist spies. In fact, during the 1966
Manila Film Festival, the Filipino James Bond was born. The film festivalhtto
shiftthed o me st i ¢ facustidndaneqyendade tolocally-made films. Among

the entries, Tony F a Sabatagefl966), becamedhe top g e n t
grosser. The film follows the plot and style thie James Bond movies. It revolves
around the story of a Filipino spy who hsidbwn a syndicate planning to sabotage the
countrybds power facilities. |t has been
Bond yet, with its torrid kissing scenes, chillingr&ee bouts, and very effective bang
ban't. o

One can argue that this imitation of Hollywood reflects the lack of ingenuity of

t hr i

desc

Filipino filmmakers and the prevaiButing ficol or

the movie @ not slavishly follow the plotand style of the James Bond movids
sought to define, contest, and negotiate the notion of Philippine/nesa-vits the
imagery of Americanness in Hollywood. The triumph of a Filipino spy over his
foreign adversaries can also be seen as Filipinosoppating foreign cultures to suit
the local context. Not only was this film a box office hit in the country, it was also
exported to Guam, Thailand, Hawaii, Indonesia, and Paki&tan.

The international success af Philippine film was avay of contestinghe
power of Hollywood. In doing so, it asserted wheds or whowas a Filipino. It
became a source of national pride and honour. But more importantly, this film, like
other Philippine films premised on the Hollywetmmula, beame an arena to define

the postolonial identity of the Rilippines (as well as its pasilonial relationship with

22Wi | frido Noll edo, APhiRopirte &reesPressfuly 2, 2966 | Movi eso

p. 69.
125Michael Gary Hawkins  Apfoducing the Post o | oni 285370 pp .
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the United States) at the height of the Cold War. It @efthe Philippine Self, not just
in the cinematic world, but within the complex arena of the international system.

Lamberto Avellana also used American filmic and narrative techniques to
bring the Cold War realities in the regiamto the big screerHavingworked closely
with the United States Information Service (USIS), Avellana was able to make use of
the resources offered by the American governmienthe process of doing so, he was
able toproduce a distinctively and principally Filipindeaof identty, worldview, and
realism!?® This is a salient point as Lamberto Avellana playedaortant role in the
depicting of clear images of the Philippines as a nation during theiadrmexus of
decolonization during th€old War. Certainly, his engagement lwitiollywood, the
USIS, as well as the American style of filmmaking were not only reflected in his
movies but also shaped his approacfiltomaking.

The case of Malay/Malaysian national cinernear similarities with the
Philippines and Indonesian cas8sveral things need to be clarified at the outset. First,
Hollywood offered the technical and business model that facilitated the institution of
the film industry in Malaya/Malaysia. Second, as in the rest of Southeast Asia, local
Malayan/Malaysian directsrborrowed and adopted cinematic styles from Hollywood.
Third, Hollywood became a scape for local directors to negotiate and define the
differences between American culture and Malayan/Malaysian culture. American films
were associated with hedonistic wapfshe West as opposed to the sophistication and
elegance of British culture. In other words, Malayan/Malaysian cinema, like other
Southeast Asian cinemas, resisted, responded, or accommodated the dominant cultural

and ideological influences of Hollywoodkrinally, Hollywood served as a common

28Fracisco BenitezFilming PhilippineModernity, pp. 2143. See also: Clodualdo del
Mundo, i P h i The RilnpsioMASEANed. JaselLacaba, pp.-803.
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external factor that pervaded Southeast Adias Malayan/Malaysian cinema in
conjunction with other cinemas in the region responded to and maintained a constant
6di al ogued with Hol |l ywo o df.cinemdtie idease styles, t was an
and images across Southeast Asia that forged the burgeoning notion of regional
identity.
MalayanMalaysian cinemaevolved in part because of its reactions and
resistance to various external influences, among whittollywood. At the beginning
of Malay/Malaysian national cinemadirectors from India adjusted Indian film
narratives and styles to suit the local context and the response wad geetalayan
audience patronized and welcomed the early productions by Indian direcich as
B.S. Rahjan.Even bangsawan storylines influenced early film productions. Local
legends, folktales, and historical and mythical accounts also served as templates.
Foreign films andnarratives also inspiredocal productions. For example, K.R.
Shast r ynarg Ffaii It rh, 1954) was &aust dudseiptlaait i on of G
usedWi | | i am S hMdleth gsa demmabesfor his filmistana Berdarah
(Palace of Blood, 1964). Through these adaptations, Wiafeema developed and at
the same time acquired distinctive features of Matéyialaysiannesst?’
External influences are identifiable in MatayMalaysian cinema.The
narratives and styles from Hollywood and British filimfluenced and inspired the
prodwction of Malay films. For instance, social realism from Hollywood inspired
directors such as P. Raml ee anHangHebats ei n Hani
(1961) is considered a classic depiction of the protagonist as th@eani® On

September 181926,The Timep u bl i shed an article entitled A"

2”Hassan Muthalib and Wong Tuck Ch-806.ng, fnGent| ¢

128 |bid., p. 306.
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Factor in the Spread of Communism. o0 According
growing resistance and derision among the locals towards the Europeans. He further
maintairedthat oneof the fundamental reasons for this was cinema. More specifically,
he asserdthat the locals were easily swayed by American cinema, which peréray
lack of values and indecent or improper behaviour. The author states:
AThe simpl e nati ve has a positive ge
impressions and is very deficient in the sense of proportion. By the
unsophisticated MalayJavanese, or even the Indian and the Chinese,
the scenes of crime and depravity which are thrownootiné screen
are accepted as faithful representations of the ordinary life of the while
man in his®wn country.o
While the author mighthave overstated his cas@merican cinema was
undoubtedly populain the region.Many movie housesscreened Americamade
films. During the 1930s, 71% of the totmumber offiims screeed in Malaya was
produced by Hollywood filmmakersThe rest were Chinese or IndiaMalayan
filmmakers were not popular thé®®He i der relates that AWhil e Ar
been as pervasivin Malaysia as elsewhere, its overall popularity ran (until the late
1990s) a distant second to that of Hong Kong film and its cultural influence similarly
ran a poor second o that of Indian cinema. o
As in the case of the Philippines, Malaya too wafluenced by the

international success and popularity of James Bond. The Shaw Brothers praelnced

129 The Cinema in the East: Factar$pread of Communism, The Times., London:
September 18, 1926, reproduced in The Cinema and Colonial Rule in Southeast Asia: A
Documentary Anecdote, Review of Indonesian and Malayan Affairs, 1981, pA5551

130Van Der HeideMalaysian Cinema, AsiaRilm, p. 131.

131 |bid., p. 243.
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Zain dalam Gerak KilatJefri Zain in Operation Lightning, 1966). The film performed
very well at the box office and was acclaimed for the realistic paeince of the main
actors, Jins Shamsudin and Sarim&@he unprecendent popularity of Jefri Zain films
resulted to the produci of other secret agent films. These borrowings further
establish how Hollywood became an important model for Southeast Asimata
cinemas.

Thecase of Malaya/Malaysia is distinctively differéentsome aspectfsom the
Philippines and Indonesia. The dynamics between Hollywood and Filipino filmmakers
were more open and accommodating. The Indonesians expressed quite a strong
antagonism against American film businessealayla/Malaysiawhile influenced by
Hollywood, was also heavily influenced by the Britishs the colonial masters of
Malaya the British played a crucial role in the transmission or contact between
Malaya/Malgsia and Hollywood. They acted asltural brokersi on the one hand,
they helpedacilitate the introduction of Hollywood in the country bt some ways
presented Hollywood as an alternative to British filthe(ideal model of Western
cinema. The questin is how did the British view Hollywood?

The English writerphilosopher, Aldous Huxley, was of the opinion that
AHol |l ywood has scattered broadcast over
grotesquely garbl ed a % disl santimeat§ weceumnot cC i
exceptional. Indeed, there was a prevalent perception that American fiims were
ignominious in various levels: economic, moral, political, educational, and most
importantly, colonial**® Although Hollywood influenced the plots and ges of

Southeast Asian films, it was still evident that Southeast Asians translated what they

IRex Stevenson, ACi me@as oaniir@dda s ayahiop
Southeast Asian Studjes2 (1974), p. 211.

133bid.

74

br o

l i z



borrowed, copied, or imitated into products and images that dexpiiigtinguishable

Southeast Asian elements. These encounters between Hollywood and budding
Souheast Asian national cinemas fuelled the creation of clearer images of Southeast
Asia. The indigenization of Hollywood narratives became a way for Southeast Asians

to regain their agency against Western hegemonic narrathsedocal filmmakers

borrowed mages and style from Hollywood and changed it to suit their own contexts

they were able to construcbherent depictions of Southeast Asia. In this respect,
Sout heast Asi an f iOrmnmaarkté@albokisg g éndastudyidg as
themselves. They formed visualizations of their nation and, through transnational links,

even the region. Thegefined national identity and at the same time facilitated the

creation of Southeast Asian regional identity.

B. Screenng Transnational Southeast Asia

National cinemas in the region did not emerge in isolation. They were
influenced by transnational forces that influenced their development and
transformation. | have explained how the transnational role of Chinese busieessm
and immigrantsnstilled nonWestern cinematic roots in Southeast Asia. They provided
capital and financial resourcés filmmakers They imported films from China. They
were also responsible for a lot of technical, aesthetic, and stylistic transfekémee
importantly, they conjured an alternative lens of viewing or portraying Southeast Asia
and its peoplé an alternative perspective that would tHgoutheast Asiaulirectors.

The local filmmakers and producers formed an informal network of technology,
people, and ideas that further invigorated the maturation of national cinemas. | have
al so explained how these transnational col | al

collective historical, social, and cultural attributes.
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Finally, Hollywood, a globalcinematic forceimpacted the region as a whole.
Hollywood flooded the market and gained unprecedented popularity in the region. It
influenced the cinematic apparatus, material production, businedsl, technique, as
well ideology of Southeast Asian eimas. As perhaps the most enduring transnational
linkage in the region, Hollywood infiltrated the Philippines, Indonesia, and
Malaya/Malaysia in so many levels and ways, inciting perceptible responses from
them. In other words, their own national identitgs solidified and somehow refined
upon direct contact with the seeming homogenous form of Hollywood.

Paul Cooke quoted the famous filmmaker Volker Schondorff saying that,
AAl though the markets opened up, caeht ur e has
in Asia and Southeast America, just as much as it can in Middle and Eastern Europe
and in the former Soviet states, where the flood of American films in recent years has
washed away a weal th &4YWhatwethave seenlin Southeastmat ogr ap
Asia was that the global potency of Hollywood (in conjunction with other transnational
forces identified) brought about networks and individual communities that paved the
way for the materialization of their respective cultural particularities. This phemmm
complements the case of Southeast Asia very well as it is often described as a unified
yet highly diversified region. These transnational linkages were crucial for various
reasons They helpedin the development of the technology, apparatus, styld, an
techniqueof national cinemagsserved as conduits for the connections and interactions
among Southeast Asian states; and most importantly crafted the preliminary ideas and

notions of regional identity in Southeast Asia long before its formal institlizatian.

134Paul Cooke,edWor | d Ci nemads O6Di appoég.ues o6 with Hol |l yv
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Chapter Three
PostWar Filmn Milieuw and

Pioneering Filmmakers iin
Southeast'Asia

A.PostWar Filmn Milieu

The Japanesmvasion andoccupationof much of Southeast Asikalted most local
cinematicproductions Some cinema houses were closed down, and various equipment
from Western film companies wesequestered. The immediate years following the
conclusion of the Second World War saw the rehabilitation avidaleof cinemas in
the regio® theb| ossomi ng of the AGol den Erao of nat
state of film and national cinema during theriod? What genres, styles, and narratives
surfaced? How popular was film among Southeast Asians? The succeeding section
presents the general milieu of cinema in the region and ascertains the status of films as
popular cultural produsteaching the mass.

On August 17, 1945, Indonesia declared independence from Dutch rule. The
Dutchattempted to restablishthemselvesn the East Indieand were met witlstrong
local opposition. When the Indonesian revolution broke out, filmmaking in the country
tempoarily stopped. But in 1948, a couple of Chinesened film businesse®turned
to Indonesiaand jumpstartethe domestic film industry. On December 27, 1949, while
Indonesian independence was formally announted,e ¢ oswaiat ang fblitical
predicanents persisted. In fact, new issues and questions surfaced. How should they
promote economic development and social change? What kind of political system
should be implemented? How should they project themselves to the world? Where do

they go after indepaence? As these predicaments circulatethe realm of politics,
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Indonesian filmmakers and producers also scrambled to present possibilities
marketplace ofdeas.

In 1949, under the leadership of Usmar Ismail, a growb Indonesians
established th first film company in the country that was exclusively owned by
IndonesiansThey called the company, PERFINih the same year, Djamalludin Malik
opened another Indonesiaowned company, Persari. These two pioneers are
recognized as importafiguresin the history of Indonesian films. Theye regarded as
the cultural warriors of the country. They employed filtmstimulatethe imagination
and political consciousness tiie Indonesians. In 195@hey producedmore than
twenty films in the countrythoughonly one survived Us ma r | Damnaladah 6 s
Doa (Blood and Prayer195Q.13°

| smail 6s and Mali kés works brought the
confronting Indonesia to the f tndoaesiano nt of
films refleced and constructed theations t a stratégéc cultureand served as a
means t o s hampaet ilomdadn eisd eandtsi t vy . As Kar |l He i
only do Indonesian films use the Indonesian language almost exclusively but,
further é1 nntsadepetsgereralized behaviour pattérdnd in doing so,
these films have become an important medium for the shaping of an emergent national
| ndonesi afilndeed thésaipostwardmational cinemasn Indonesia would
function to systematically geneeaind articulate the notion of &mdonesian national

identity.

po
t h
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135Heider,IndonesiarCinema p. 17. See al so: HBeun Suwardi,

Films of ASEANed. Jose Lacaba, pp.-42.

136 |bid., p. 10.
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Us mar | Danatedart [@oa(The Long March date} was one work that
brought into focus the political life in Indonesia and its soci€he film is generally
considered the first trulyndigenous film that was created in Indonesia by an
IndonesianIsmail isalsor egar ded as the #dAfirst [l ndonesi a
films to national events t hat®Unlikenfimer ned t he
that containedcharratives of vement heroism and extreme nationalighe film is
abouthuman fallibility, hunger to survive, and conflicted ideologRsinterpreing the
history of Indonesiathe film detailsthe journey of Captain Sudarto and his men, the
Siliwangi Division, togethewith numerous civilians including women and children,
from Yogjakarta to West Javiwhy is the captain undertaking the journey? This
should be explainedThe group had to constantly defend themselgainstDutch
attacks. Indonesians who were members of belligerent Muslim groupslso
endangered their lives. dde importantlythe story accentuatdsw individual actions
and whimgmpact the nature of the war

In essence, the filnenabledindonesians to reflect on their pagheir roles
and adbns during the revolution, thenemoryof bloodshed, and the resubf their
strugglesto survive as an independent natistate Viewed from this perspective,
Darah dan Doareflects | nd o n e s colodiad natpebsilting. Despite the
unquestionable sidficance of the film, its production was not easy at all. Ismail lacked
the financial resources and was almost forcedsttp work on the film Despite
possessing limited financial resources,lad to paynexorbitant amoundf moneyto

use the studiofoSouth Pacific Film Corporation, a Dutdtacked film companyHis

B'Hairus Salim HS, #Alndonesian Muslims and Cul 1
and Maya H.T. Liem (eds.peirs to World Culture: Being Indonesian 19%065,p. 91.
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shooting equipment and camera were antiqguased! the crew commuted to their
filming locations using an outmoded minibi8.

These struggles did nstop Ismail.Underhis leadershiplocal film companies
proliferated. Jakarta became the centre of film producfig@piring filmmakers, actors,
and actresses arrived in Jakartdog¢opart of the bustling film industgnd participated
in the early attempts to portray and imagine a maitthic society through films.
Writing about the state of I ndonesi an
period Davi d Hanan mai nt ai ns t hat tdere
PAPFIAS(the Committee to Boycott Imperialist American Films) ordefedbanning
of all American imports over a period of two yeal® This reflects the intertwining of
politics andthe film industry.Indonesian filmmakers advanced a protectionist stance
and campaigned against the importation of Hollywood filifisis was immediately
reversed after the events of September 30, 1965 resultadnassivegovernment
crackdown of communist members and sympathiseng. political influence othe
PKI declined and the young General Suhaeposedukarno. When the ASBAwas
established and Indonesimderthe leadership of Suhartestablishedloser relations
with its neighbouring countries, locdilm production was resuscitated. However,
Hanan | aments that many A of-wihghdeectdrssuchms
as Bachtiar Siagan and Basoeki Effendi were lost in.tifdfeCertainly, postwar
Indonesian cinema was characterized by alaente of political ideologies that were

circulating withinthe political environment dhdonesia.

138 Daraj dan Doa., date last accessed: February 10, 2016,
http://datab.us/i/Darah%20dan%20Doa

¥pavid Hanan, il nnovation anloirdTektad4dlj t i on

p. 110.
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The case of théhilippinesresembledhat of Indonesia in many ways. After
the Second Worl d War , nterdger framoauhnegearyslosp f i | m i nd:
Leading Filipino flmmakers such as Manuel Conde, Gerardo de Leon, and Lamberto
Avellana came oubf it with a renewed and profoundense of creativemagination.
Not long afterthe end of thevar, the Philippine film industry entered one @ most
productive and vibrant phases. Globally acclaimed Filipino classics were produced by
the foremost founders and key gtes of Philippine national cinem&or instance,
Manuel Co n d e 6 Genghas Kimag1950)ipregarded as important and it
paved the path fothe films to gaininternationalattention Genghis Khanhas been
described as the one film that ficoul d have
entertainment historg!*
This remark is not withoumerit Genghis Kharwas the first moviegproduced
by a local filmmaker that managed to reactinternational audieze andcompete with
foreign-made filns . C o n d eri beyondodireetingw ld&vas responsible for the
scriptandthe production of the filmHe alsoplayed the role of Genghis Khahhe
historical character himself is a complex subject to deal, espeémlla Filipino
director who seemed to bear no cultural affinity with the overall th&\egertheless,
the film made it to the Venice Film Festival and with it carried the name of the very
first Filipino director to represent the country in sugirestigious competitia#?
Another key figure worth mentioning here is Gerardo de Leon. He questioned
the societydbs accepted notions of morality a
Huwag Mo Akong LimutifForget me Not, 1960Hanggang sa Dulo ng Daiggli(Till

the Ends of the Earth, 1958), aBdgong UmagdNew Day, 1958)Aside from the

141 Bibsy Carballo, Filipino Directors UpClose: The Golden Ages of Philippine
Cinema 195@010(Manila: Anvil, 2010), p. 7.

142 Carballo,Filipino Directors Up Closepp. 78.
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emergence of highly motivated and talented local direcgitglios drawing on the
Hollywood model also began appeaing including LVN Pictures, Premiere, and
Sampaguita Picturedhese companies were churning out the majoritytheffilms
produced in the country and wedeveloping their companieslongside each other.
They employed their own actors, technicians, writgrsblicists, and director$
although there were collaborations and-pcoductions. In essence, these studios
behaved like companies who had their own consortium of contractual employees. They
also built up their own brand or type of filriHS.

LVN specializedin comedies as well as costume filnasd was associated
with famous actors such as Chrarito Solis, Nida Blanca, Delia Razon, and Mario
Montenegro. It was operated by Dona Narcisa de Leon, also known as Dona Sisang.
Premiere, which was owned by Ciriacodaftdela Santiago, topped the production of
action motion picturesAmong the top actorgrere the Fernando Poe, Sr., Jose Padilla,
Jr., and Eddi e Fer nandetended®fooup @ognedyand 6 s mot i on
fantasies. Susan Roces, Rogelio de la Rosa, Amalia Fuentes, and Tita Duran were
among the famed stars of the company. These names became household terms and with
the escalation in the number of films screened and distributed across the country, the
popularity of motion pictures and show business also increased.

It has beementioned above that the end of tlaganese Occupation triggered
this surge in the Philippine film industrypon the granting of independence in 1946,
the general feelingmongFilipinos was one of euphoriaof fervent nationalisnas a
newly independent state. This atmosphere was captures in filndefiiakd narratives
of revolutionaries, war heroes, and guerrillasthis point, it is imperative to underline

a crucial simiarity between Indonesian and Philippine cinemAfh er e a s | smail 6s

WL ui s Fr a-Steppiag,HistdorgBe @i nni ngs The€ingdmdsBobD s, 6 i n
Asia,ed. Vasudev, Padgaonkar, and Doraiswamy, pp-3346
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Darah dan Doa epitomized the first masterful historical reimaginifigthe
revolutionary struggldy an Indonesianyictory Joe(1949i s t he Phi |l i ppi nesb
attempt to captur e b o tafierntath ef therevolumionraydts anxi et i
changingrelationshipwith its former colonizers. The latter film is a story about a
young Filipina caught between her feelings for an AozariGl, Bob, and her deep
affection for her Filipino lover, Eduardo, a guerrilla who was believed to have died
fighting the Japanese during the Occupation. BethRosie and fell in love with her.
They spent romantic times together; he courted her; shghttdum some Filipino
phrases and lectured him dretFilipino way of courtship.Eventually, she grew fond
of Bob butcould not forget Eduardo
Eventwally, she grew fond of Bob butould not forget Eduardo, with whom
she was happy before the outbreakhaf war. The storpecomeseven more complex
when Eduardo turns out to be aliv@ne day, he retusto the village hoping to re
unite with Rosie.A conflict between Bob and Eduardo ersas Bob challenge
Eduardo to a duel. But Bob real&hat regardless of what he does, Rosie was and has
always been in | ove with Eduardo. Il n a conve
loves you, you fool. She always loved you. The more | tried to make her love me, the
more she | oved vy ;mBobdinally bdeeiihdto do backatathenitadh e
States, leaving Rosie and Eduardo to, presumably, live happily ever after.
The story became even more complex when E
untrue. One day, he returned to the village hoping-tanite with Rosie. The conflict
between Bob and Eduardo ensued as Bob challenged Eduardo to a duel. But Bob
realized that regardless of what hid,dRosie was and kaalways been in love with
Eduardo. In a conversation with Eduardo, Bolmisa i Sh e | youvfaols Shg o u ,

always |l oved you. The more | tried to make he
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film ends when Bab finally decided to go back to the United States, leaving Rosie and
Eduardo to, presumably, liveehappy life together.
The film explores a critical juncture in the history of the Philippines when it
finally acquired its official status as a free and independent ndtiamterrogates the
complex relationship between the Philippines and the United States as much as it
celebraes the departure of the Americans from Philippine soil. In the film, Rosie was
captivated by Bob in the same way that the Philippines was captivated by the glamour
and allure of the United States. This intimate relationship and deep respect of Filipinos
toward the Americans was reflected in Preside
1946 fiwe have never had cause to waiver in our
have clasped to our bosom her system of government, her language, her institutions,
her hisorical traditions...We are to be a free nation largely because we were aided in
that direction by the |l ove of | i¥herty and the
But al so, as i n t he fil m, Rosi ebs hear't
committed to Eduardo anall she ever wanted was to be with Birand even Bob
understood this. fe film instils a sense of nationalism and an ideological reference of
re-uniting the Philippines with the Filipinos. Despite the long relationship between the
Americans and the Filipirso, 1946 marked the Filipinods tri
celebration of genuine nationalism and love for the country. The film reflects an
attempt[by whom?]to make sense of the new international status of the Philippines
and to r edef ilatienshiphvith the Ansericans.\Sinply pidietory Joe
celebrates the postcolonial hope of the Philippines to reconstruct itself as an

independent and free nation.

144His Excellency Manuel RoxaPresident of the Comonwealth of the Philippines,
Inaugural Speech, May 28, 1946, Repuibf the PhilippinesQfficial Gazettedate last
accessed: May 22, 201i&tp://www.gov.ph/1946/05/28/inauguratidressof-presidentroxas
may-28-1946/
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Also in 1946, Manuel Conde produced the fillmasang Gintowhichis about
the experiencesf Filipino guerrillasduring the Japanese Occupatiofhere was a
critical shift in cinematic themes. More realistic plots and genres eme@uael.of the
most important themes that emerged during the Cold War was the returning of
guerrillas andtheir expeiences of adjusting back tife in mainstream societyAnother
film that captured the general ecstadyachieving independene@mong Filipinos was
So Long Americédate?). It wasnade by the prominent director Gerardo de Leonl
traces the story of american Gl whowent back tdhe United States at tlend of the
war.

Not long afterthe end of the Second World Wahe widespreadcorruption
and inefficiencies in Philippine government became major themes in filfas films
that depict tragediesniseries, and fearppealed tanany Filipino moviegoerg=rom
thefi c oy n e s s -mindatinessioffgiryale romances films began to reflect the
hard realism of thev a r effests to thePhilippinesociety**°A series of films began to
accentuate the ecomic and social challenges that Filipinos citizens confronted after
the end of World War Il. One of those filmsasBackpay(1947). It explores the failure
of the Philippine government to implement agrarian refoamd protect the welfare of
the people, whih included former antiJapaneseguerrilas These combatants
accordingly decidedo join the Communist groypthe Hukbalahap.Another film,
Palaboy ng Tadhanél947) explores the story of a former guerrilla who pawned his
war medal so that heotild buy lunch. InLupang Pangakd1949, former guerrillas
were forced to bedpr food or stealto survive I n LamberAnak Ddlitael | anaés
(1956, a war veteran finds himself living in the slums and resorts to smuggling for a

living. The film did not do well at the box office but it won several accolades

145 DeocampoFilm: American Influencg. 404.
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including the Golden Harvest Award at the 1956 Asian Film Festivalpdpalarity of
these filns confirmed the prevailing issues of the Philippindhey capture the
c o unt roplonkal apxieties as @l as the lingering traumas of thar.
Decolonization was not the onlyolitical issue dominatinghe political and
sociccultural life of the countryThe Cold War was beginning to manifest itself in
cinematic frames and narrativeA. series of films dalt with themes related to the
escalation of tensions between the communists and acdimmunists in the
international arenaand conflict in the developing worlddne wasrelated tothe
returning guerrilla and his difficulties in adjusting to mainstreaciety. Two ofthe
best films produced by Filipinower e L a mb er t dnalADabtd (Chiddnch 6 s
Sorrow/The Ruins, 1956) arduk sa Bagong Pamumuhéstuk in New Life, 1953)46
These moviedring into focusthe political and social conundrune®nfrontingthe
Philippine® a decolonizing state caugint between theglobal conflict. These films
are regarded not only as veritable lens to the state of the Philippines, but also as
importantc ul t ur al materials that definetk the coun
writer Agustin Sotto opi neswarefntihe higorywas not hi
of Philippine film. Not even EDSA [People Power Revolution of 1986] has the same
effect on the industry. For four years (1949), after the end of the hostilitiethe
image of the guerrilla returning to his hometown and experiencing hardships engrossed
fil mmaker s an d*Rmsdicl asinakDalitaprojekted.onto the big

screenthe prevailing concerns conframg the Philippine society. Through repate

146 Huk sa Bagong PamumuhdyVD, directed by Lambertévellana(Philippines:
LVN Pictures,1953) Anak Dalitg DVD, directed by Lamberto Avellana (Philippines: LVN
Pictures, 1956).

“WAgustin Sotto, APhilippine Cihemdye?2d8 endence and I
(Summer 1994), p. 16.
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images, embodied meanings, amg | et hora of representations,

culture was crafted, and within in, a coherent idea of the Philippine nation.

The 1950s and 1960s also marked the golden aly@alafyayMalaysian. This
period witnsseda surge in local film production and the risenationalprominence of
key Malayan/Malaysian filmakers and actofréAs af or ementi oned,
cinema shared its history with Singapore. They remained closely linked even after the
Japanese Occupation. In 1957, Great Britain granted Malaya independence. In 1963,
the Federation of Malayaerged withSingapore, NortiBorneo,and Sarawako form
Malaysia Singapore left the federation in 1968d became an independent state
Concurrent with the politicaiurbulencein the former British territories, thpostwar
film industry expanded

The Shaw Brothers restablishd the Malay Film Productions amstiuctured it
along the linesof the big studios in Hollywood. The company hired new actors,
directors, and technicians from Malaysia and abroad. Prominent flmmakers from the
Philippines, India, and even China includingSBRahjans, B.N Rao, Rolf Bayer,
Ramon Estella, and Lamberto Avellana were recruited. These directors were tasked to
conceptualize their own filmsTheyeven had to write the scriptsdian films served
as one of the major influencesfter beingadaptedd the domestic taste and culture.
Malaysian films incorporated music and dance into theirative structure. Malay

spectators welcomed these features because they saw the similaitieen new

148 Muthalib, MalaysianCinema, Then and Ngpwp. 138, Hassan Muthalib and Wong

Ma |

Tuck Cheong, fAGent | e -3Widn;d sL aotfi fCh afinAg eBrodi epfp .Hi3s0t3or vy

Fil m, 0-188p . 183

149Muthalib, Malaysian Cinema, Then and Nppp. £38.
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films and bangsawad the most popular entertainment befdhe introduction of
film. %0

Other film studios also surfaced. Rimau Film Productions started as a
partnership between Gian Singh and Ho Ah Loke but the former withdrew when the
latter ventured intocostly productions. The famous actress Maria Menado thelt
Maria Menado Productions. She prodd@ numberof nonChinese films. Another
company, Nusantara Filmscreened the first locally produced feature film. It was
established by Hsu Chiao Meng former cameraman from Shanghia 1946, the
Mal ayan Arts Product i &Geruanr Merdeka(Bhe Call Bb. S .
Freedom). Salleh Ghani wrote the script. He also played the key role. The film explores
the dynamics of race in the country during the height of the Japanese cabonilzat
depicts the Malays and the Chinese striving together to defend their land and people
against a common enemy. However, film production had to stop because there were not
enough theatrefor screeningIn 1947, Shaw Studios screen8ohgapura DiWaku
Malam (Singapore by Night), which was also directed by B.S. Rahjans. Subsequently,
other films followed such a€hempak&a1947),Pisau Beracur{The Poisoned Knife,
1948), andChinta(Love, 1948)

With the plodding recovery of Malaysian cinema, film ca@migs took the
technology to towns and villages. In 1947, the Cathay Organization built Caravan
Films. It operatedmobile film units. They reachetthe provincesand introduced the
greater number of Indians, Malays, and Chinese to new films. The follovdag y
Cathay formed the International Theatres Ltd. They aedua total of 19 cinema

housedocated in various towns from Singapore to Maldn 1953, they also opened

150William van der HeideMalaysianCinema, Asian Filmpp. 8286, pp. 118. See
also: Mohd Anis Md NorZain: Folk Dance of the Malay Worl&ingapore: Oxford University
Press, 1993) and Tan Sooi BeBgngsawan: A Social and Stylistic History of Popular Malay
Opera(Singapore: Oxford Univsity Press, 1993).
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new theatres in North Borneo and Sarawak. While Caklay producing more films
Shaw managed to maintain its dominance. It operated twice as many ciresnas
Cathay. It also actively produced films and distributed imported movies to the local
audienceThe competition between Shaw and Cathay remainekke Wan Tho of the
Cathay Organization was resolute to establi:c
industry. In 1951, he set up the International Film Distributors Ltd. Through this
department, Cathay expanded its roleditm distributor supplyingfil msto some200
independent cinemas. The result was a surge in the popularity of cinema across the
country?s?

Another prominent businessman who stimulated the growth of Malaysian
cinema was Ho Ah Lore. He was professionally trained as an architéctecided to
go into the movie business. Riding his bicydHn visited towns to sell tickets and
screerfilms. In 1925, he bought a movie house in Ipomordy therafter, heexpanded
his movie business by buyiranother cinema in IpotDuring the1930s, ke bought
other establishments imajor villagesacrossMalaya. In 1951, he opened Rimau
Productions. Later, he formed Keris Films and produced films through the assistance of
Roomai Noor. In 1953, Ho decidedntergewith Cathay Organization and the famous
CathayKeris Productions was born. In 1953, B.S Rahjans made the first coloured film
in Malaya entitledBuluh Perindufor CathayKeris. A young bangsawan actor, Shariff
Medan, starredh the film. In the following years, more new films were produced by
giant studios in Malaysian cinema. The competition between Shaw and ®atay

stirred Malaysiabs film industry. By the | at

BlSharuff Ahmad, -®Mal aysia, o pp. 651
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well formed. It had a solid audience base andiide discussed later, films became
intricately linked with the emerging politics and social predicaments of Mal&3fsia.

The nationalcinema of Southeast Asigut on the big screethe challenges
and issuesconfronting the societies in the regiohocal filmmakers and tadios
assumed more activ@les in pralucing films that contain their social commentaries
and emerging strategic cultureBilms refleced the sociecultural, political, and
economic anxietiesf statesacross the region. Just as cinema became an important part
of the popular cultte, it has also embedded itself within the political culture, and more
specifically in the strategic culture of Southeast Asia.

The end ofthe Second World Wasaw thepopularity of movies intensify in
the region and growth irhé number of spectators whHiequented locally owned
cinema houses. In Indonesia, watchfiigs eventually replaced traditiontieatres as
one of the most popular entertainment activities in the country. Although there is no
comprehensive studgbout the Indonesian audiencé who frequented the cinemas
more? From what age group? Class? Radeftelare a few authors who advanced
some interesting insighté&.ccording to James Peacock, in the 1960s, watching movies
in cinema houses was popular among young people aged eighteen to-ttwenty
Noted film historian, Karl Heider concurred with Peacock and maintained based on his
own research that the age range of movie goers in Indonesia was from 15 to 24. Jakarta
became the centre far h e  n &ilin iindustd. $t recorded the highest numbof
movie houses and, inevitably, the highest number of audiefibe same can be said

about Malaya. After Singape, Kuala Lumpur became thenain location for

2Baharudin Latif, AA Br i &ifminBowheastrAsia, of Mal aysi ¢
ed. David Hanan, pp. 1633.
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filmmaking and setting up of film companigslost flmmakers targed the youth as
their intended audiencé?

Before therise in popularity otelevision in Southeast Asilncals chosdilms
as the most populaform of entertainmentThose who watched were among the
educated and middle class, which corroborates the strefdilins as a mass culture
product.The number of movigoers alsanfluencedthe number of films released in the
region. Based on the records of the National Film Council of Indonesia, it is clear that
the 1950s saw the highest rate in film production1948, only three movies were
made. This number increased to 40 by 1950 and in 1955, the country recorded the
highest production rate of 65 films.

Table 1Annual Film Production in Indonesia 194519675

1945 0
1946 0
1947 0
1948 3
1949 8
1950 23
1951 40
1952 50
1953 41
1954 60
1955 65
1956 36
1957 21
1958 19
1959 16
1960 38
1961 37
1962 12
1963 19
1964 20

153 Mohd Hamdan Hj AdnarMalaysian Films: Survival or Revivab. 11

154 Karl Heider,Indonesian Cinema: National Culture on Screenl9.
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1965
1966
1967

15
13
14

Similarly, the local film industry in Malaya/Malaysia also developed beginning

in the 1950sThe goldenage of MalayanMalaysian cinema witnessed a surge in the

production of films. Malay Film Productions, Ltd, which was regarded as one of the

most activecompanies in the country, releasady two films in 1947, another two the

following year, and three in 1949. The 195@sva big leap in the number of films

producel annually.Malay Film Productions released amerag@ of 9 to 12films per

year. This @cadewitnessedthe peak in Malaya/Malaysian cinetna

devel opment .

Local filmmakers, actors, and producers and more importanthk, over thereins of

filmmaking in the country. They depictedenes and stories of theountry from their

perspective Although the numbeof films produced by the companidsopped during

the 1960sand onwardsby thennational cinema had already takenrasts Prominent

Malayan/Malaysianfilmmakers created films thawere aesthetically influential and

historically significant.

Table 2 Malay Film Productions Ltd., Film Release 19471967

1947
1948
1949
1950
1951
1952
1953
1954
1955
1956
1957

[ el
PRoovogggowndN

155\ ational Archives of Malaysia, Kuala Lumpur, Malaysia.
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1958
1959
1960
1961
1962
1963
1964
1965
1966
1967

bouN~Nowo~NoOR

In the Philippines, local films had to compete against the massive influx of
Hollywood films. Following theend of World War I} Americansnotedthe significant
demand for Hollywood films in the Philippinellarket research publishext early as
1946 affirmed this increased demand among Filipinos for visual entertainrBgnt
1950,the Filipinoshad topositionthemselvedo protectthe local film indugry against
Hollywood. Legislators promulgatedRepublic Act 426 which required that a
minimum 25% of all the earnings of film companies should renmaine country. This
act stemmedhe outflow of capital from the Philippines to the United St&tes.

The immense popularity of films indicated tltwtema hd founda prominent
place in the social and cultural life of the people of wastSoutheast Asia. It becam
so important that it also occupied a principale in the political dynamics of the
region On the one hah filmmakers utilized film as aanvass in depicting the
convoluted political environment of their respective countries. Some demonstrated
their ideas about tlre nation and thie quest for sovereignty and freedom. Some
filmmakers reminised about their countryos past and
decolonization Some questioned, -iaterpreted, and fantasizeabout the changed

relationship between a former colony and its colonial master, particularly in an

156 DeocampoFilm: American Influences on Philippine Cineppa 462.
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increasingly tensed and idegloally charged international environment. On the other
hand, the newly-formed independent governmerié Southeast Asiaecognized the
potential (and risks) of cinema and, hence, tapped into it as a vehicle for spreading

ideologies and ideas abaudtionalunity, independence, and nationalism.

B. Ismail, Avellana, and Ramlee: Filmmakers Imag(in)ing the
Nation

There wereseveralkey filmmakers that considerably shaped national cinemas
in the region.They establishedhe groundwork forbuilding national cinemas in
Southeast AsiaThe flmmakerswere culturaltranslatos. They were influential and
politically conscious individuals whturnished movie patrons with ideas itoagine
the nationFilmmakersproduced works that conjurett only thér conceptios of the
nation They alsotapped into the fantasies, anxieties, amdpiraions of the plural
societiesvhere they were from to tell their narratives on screen

Three pioneering filmmakers are to be examined here. Usmar Ismail, the
father of Indonesian cinema, opened the path for local Indonesian dirfotate
what?] He pimeered the amalgamation of cinematic visualizations and politics in
Indonesia. Lamberto Avellana produced many classic Philippine films and had
significant involvement in many film productions relating to crucial political issues
such as the communist thteand the Cold War in the Philippines. No account o
Malaya/Malaysian cinema will be complete without a mention of the great Malaysian
icon, P. Ramleewhose films intersect and reflect thadding nation of Malaysia as
gradually emerged from the grgb the British.

These three key personalities were selected from the long roster of Southeast

Asian filmmakers who helped develop the national cinemas of the Philippines,
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Indonesia, and Malaya/Malaysia. This does not imply that | do not give due credit to
others who have also produced meaningful classics. The decision to focus on these
three figures is also predicated upon their transnational endeavours. Lamberto Avellana
collaborated with P. Ramlee and did several films in Malaya and Sing&pblemar
Ismail was invited to collaborate with Malayan studios to produce transnational co
productionst®® This interesting aspect makes it more illuminating to scrutinize the
motivations behind these filmmakersdé product
society angolitics, and how they envisioned the nation and the multifarious issues that
concerned not just their respective countries but the region as a whole.
a. Usmar Ismail: Pioneer d Indonesian Cinema

In 1956, one of the most famous, if not the most famous, filmmakers of
I ndonesia asserted the need to fAbuild up the
of nat i onal ®ghisIstatement tame fob®m Bldmar Istail. Among the new
group of pioneering Indonesian filmmakers, Ismail influenced many to tenaciously

believe in the use of film to further the cause of the Indonesian nation. According to

Isma | Afilm had to be an exprepaigdimdal) E€r ee ¢
should not be simply a commercial ®ntity, arl
|l smail 6s decision to visualize and present th

figure to examine the intersection of film, politics, and culture in Indonesia.

157 One of the most prominent collaboration between AvellanaRamlee is the
movie Sarjan Hassan.

%8Mar seth Surmano and Nan Triveni Achmas, Al n
Becoming: The Cinemas of Asia, pp. 154.

159 Heider,Indonesian Cinema: National Culture on Screpnl2.

160 Misbach, p. 167.
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Ismail wasa key figure in Indonesian cinema not only because of his idealism
and passioffior developng an Indonesian national cinema, but also because he created
what was tdecome the first indigenous Indonesian f{lmased on available data, there
were about 24 filmgeleased in 1950, but only Ismaik  hds Ibeen preserved
Darah dan Doamade in 1950reflectsl s mai | 6 s fi ery dedication to
that were meaningful and significant, albeit painful, ftne budding Indonesian society.
He chose an evéthat took placeonly eighteen months agothe long march of the
Siliwangi Division from West Java to Central Java
Althoughthe threat was crushed immediatetfhat folowed was a memory of
bloodshed and divisiorDavid Charles Andersoopines,iThe atr oci ti eséwer e
appalling in their magnitude and intensity that they could not only have been
committed by groups roused to highly volatile statesreifgious and political
fervour. '8 Indeed, Ismaileaned into the turmoil trailed in the wake oftindonesian
revolution. Darah DanDoa offers a crucial linkto the three ideological facets of
Southeat Asian strategic cultureThoughit begins when the communist group in
Maidun were defeated by th&iliwangi unit it also covers theconsequences of the
bloodshed. At the core of the story, Capt&udarto,the leader ofthe Siliwangi
Division who defeated the communisteges his death at the hands ofcammunist
Writing on the s ub\hlethe championsl ef rthéilmsbasee r v e s : fi
unquestionably the Republican Siliwangi men, it is significant that in 1952 the
Communists are not pictured as monsters. Since they have been treated unjustty, the

of final revenge % thig especgsmail sheds lighttoathel abl e. 0

161Karl Heider IndonesianCinema p. 103. See al so: Harun Suwar ¢
The Films of ASEAN, ed. Jose Lacaba, pp:222

162 |bid.
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intricacies of war and the ideological, religious, and social fragmentation of Indonesia.
In his pioneering masterpiedsmail tackled head on the diversity and convolutions of
the country and its ibempviokt on peoplebs acti
At this point, it is important to take a step back and prthleebackgrond of
Usmarlsmail. He was born on March 20, 1921 and was from Minangkabau. He began
his career in the film industry before tleitbreak of the Japanese Occupation. He
worked unér the mentorship of Andjar Asmara. In 194€mail finally directed two
films, Harta Karun (The Lost Treasureand Tjitra (Image)!®®For his first two films,
Ismail worked under the auspices and support of the South Pacific Film Corporation,
which was founded and sponsored by the Dutch. As it turned out, the second film
performed very poorly in the box officksmail decided to leave the company and in

1950 created #hfilm Darah dan Doa. In 1962, Ismadlvealed in a letter his discontent

with the lack of creative freedoin the Dutch company. Hewrote il cannot r eal
that the two films are my wor ks, during the
therewe e s o many i nstr uct%Thisisthe rbasaanwHgmalli sagr eed

would eventually regarBarah dan Doaas his first real film.

On March 31, 1951, Ismaiestablished PERFINWith very little financial
capital. The lack of funds caused him difficulties in filming his first mowe almost
called off filming in the middle of shootinBarah danDoa because of insufficient

funds.However, aChinesemovie house owner, Tong Kim Me¥ent him some money

BFjil em | ndones.i atp:/fimhddndsia.a.d/m&ie/ttleAtD064P :
102168 _tjitra/credit#.VsLpOhh97cdate last accessed: February 10, 2016.

®FTjitrao, date |l ast accessed: February 15,
http://catalogue.filmindonesia.or.id/movie/titlefi06-49-102168 _tjitra.
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in order for hm to complete shooting scen®8Nonetheless, the difficultiedid not

end there. Uponhe completion of the film, Ismahad trouble seekinfpr approval

from the Board of Censor® release the fildhIsmailb s i ni t i aakeant t e mp't

Indonesian movie based on his idea of natiaudiure was not free of troubles not

just because of thiack of fundsbut also because of the volatiliof ideological and

political landscape in the newly independent IndoneBiaflecting on hisearly

experience in flmmaking, Ismairote
APERFI NI 6s first film was made with
whatsoever; it was pure idealism and the public reacted to the film in a
variety of ways. In some aregabe army forbade the showing of this
movie. This was a very significant experience because of the negative

effect it had on the making of historical films in Indonesia. The ban

stymied the devel opment of Il ndonesi an

in the makip o f PERFI NI &sam slancdd JogyéSix i | m,
Hours in Yogya). The extremely strict supervision of the production by

all parties concerned effectively limited creative freedom. The step
forward that had been taken with The Long March could not be
followed by another because of #ittitudeof authorities (the censors)

who stood before us baring their teeth and also the attitude of the

165 Star News, VIII, No. 1, 1959, p. 10. See also: Saltkdows on the Silverscregn
51.

166 From PERFINI staff members and other people involved in the production of The
Long March, it learned that official and public objections to this film concerned two basic
issues: first, according to other army units, the film gave the Siliwaigion excessive and
undue praise; and second, the film portrayed members of Darul Islam and Tentara Islam
Indonesia (The Indonesian Islamic Army) as traitors. Darul Islam, a dissident Moslem group,
and Tentara Islam Indonesia, its fighting arm, mayehaad the goal of establishing an Islamic
state in Indonesia but for many pedpd®idt hi s was
Shadows on the Silver Screen, p. 52.
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public who seemed unwilling to see the realities of their life, whether
good or bad, d¥picted accurateéo

For Ismail films were supposed to depict the realities of the Indonesian
society, no matter how complex or desolt#tey may be. His key objective was to
expose therealities of Indonesian societyPerhaps it was because of his desire to
produce authentic films thatgardless of the difficulties he confronted early in his
career, he was not dejectdd 1951, he began making his second fiEmam Djam di
Jogya (Six Hours in Jogya). Similar tDarah dan Doal s masedorddsfilm also
addresseghe theme of the revolain. It explores the Indonesian Republic Armed
Forcesd skirmishes and guerrilla tactics foll
Dutch army. The occupation began on December 1948. By March 1949, a massive
attack broke outbetween the Dutch and the Indonesian farcesr six hours,
Indonesian forces managed to control Jogyakarta. This event was of immense
importanceto Indonesiangrecisely because it demonstrated the capacity and fierce
commitment of the Indonesians to ekpghe Dutch forces. As Said remarked, the
episode indicated that ficontrary to Dutch pr
e x i s®Endm Bjam di Jogyaapturedthe determinationof the Indonesians to
assert their sovereignty and separation ftbeNetherlands.

In 1949 | ndonesi aéstermgnators was beiog disaussédfat the
United Nations Assembly. On the one hand, the Dutch wanted to assert their control
over the East Indies and maintain their hadto the colony. They wanted to
demamstrate that the nationalist campaigns were futile and weak. On the other hand, the

Indonesian Republic Armed Forces aspired to show their strength and sheer capacity to

167 Usmar Ismail, Sari Soaktar News/ol. Il No. 5 September 25, 1954, p. 30.

168 Said,Shadows on the Silver Screen 34.
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take command of the countrWhile the Dutch struggd to assert their dominance,
Indonesian guerrilla fighters launched assaulton Yogjakarta, whichwasthe capital
of Dutchcontrolled Indonesia. Despite the briefoccupation of the Indonesian
revolutionaries thdr bold and daring act showed the world that the Dutch had not
quelled local resistance to their rettiorthe archipelagd®®
Due to the lack of extensive information and documents detailing what exactly
transpired during the assaukmail had to resort temploying historical fiction to put
a cohesive narrative together. Althoubisf i | stofyline was based on actual events
that took place during the occupation of Yogjakahsmail was careful not to cause
offense to particular groups who might find timarrative and issues about the
revolution controversial He had evidentlyearned from his previous experiences and
tried to be more cautious in his films. This does not imply though thaake up on
his idealism about the role of film fomdonesia. Tis only indicates Ismail s
understanding of the domestic politics anddbatroversialityo f t he f i | més subj ec
One notable feature of the film was that it was presented from the vantage
point of ordinary individuals and common soldiers. There were nio waleading
characters. They were a number of interesting individuals who each had the
opportunity todiscusgheir personal experiences tife war.The film veers away from
stories about highanking officials and heroes of the revolution. Instead,iitars the
suffering and experiences of common folks during the struggle. Ismail higdditite

impact of theDutchg o v e r n oppressiedastions against therdinary people who

Mi scbach Yusa Biran, fAThe Hi st dimin of I ndonesi
Southeast Asiad. David Hanan, pp. 22224.
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eventually joined the fighting. Forced by theilisery and povertymany Indonesians
took up arms and enlistedth the armyto fight the Dutcht™
As a filmmaker,l s mapresedaton of the realities of Indonesisocentred
on the experiences and narratives of the ordinary people. In addhmrwar and
postcolonial turmoil had evidently traumatized the filmmak@rThe Indonesian
society that was portrayeih | s mafilnh &as therefore,one that continue to
confront the traumas and memories of conflict during the war. He depicted Indonesia
as a complexspace where various forces intersecthe legacies of colonialism, the
open wounds left by the war for independence, and the anxieties and uncertainties of
fostering a strong and stable independent state and unified nation.
Indeed,Enam Djam di Joygdaceda plethora of reactions and criticismi\
critic commented that the camera work neede
scenes which were shot with so much light that the time frame was recognizable only
by the sound of crickets. Nonetheless, olethke camera work is much better than
wha't we are generally accustomed %20 seeing
Furthermore, sincéndonesia was still recuperating and coming out of the traumas of
the fight for independence, it was somehow understdedhat such fierce comments
surfaced-”® In other words, the responses of the people towardsm afiimisé koth

positive and negativiewere determined by the politicakituation of the newly

Film Indonesia, fAEnam Djam di Jogya, o date |z
http://filmindonesia.or.id/cataloque.php/movieftitledd1 #51-507852_enardjam-di-
djogdja#.VEcyXbWwrcs

171 Said,Shadows on the Silver Scre@n53.

172 |bid., pp. 5253.

173 |bid., p. 53.
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independent Indonesid. s ma films earceptivelyreflecked the apprehensions and
aspirations of the people postwar Indonesia.

Although the challenges confronting Indonesia after 1945 affdstadil and
the people of the country politicallfhe war alsohad a lot of impacbn the way
filmmakers like Ismal approached their subject mattésmail had assertedii T h e
atmosphere during the Japanese Occupation stimulated growth and change in the
content as well as the techniques of filmmaking. It was under the Japanese that people
became aware of the functioho f i | m and t he awakening of
Film began to mature and to be infused with a greater sense of national
c ons ci ofBhis estatement is crucial because it reaffirms that the Japanese
period opened up more spaces for the Southeash@\simt just the Indonesiars
imagire the nation. Aslsmail stated, film was an indispensable tool to awaken the
national consciousness the peoplén Indonesia.

Ismail epitomizes a nationalist and highly ideological filmmaker. He truly
believed in he roleof film in building Indonesian politics and government. This belief
did not guarantee him enough support or assistance from key political players in the
country. s ma i | hoped that the state would su
was misaken. When he requested for government funding to purchase equipment, he
was denied. Worse, some of his films were highly criticized and censored by the
government officialsthemselves’™ Although it is difficult to believe that these
predicaments did notffect Ismail, he remained true to his ideals. After the release of

the film, The Unforgiveable Sifdate?) Ismail was given a Rockefeller Foundational

"Usmar | smail, A%atim Soaloneésli amoFipl. m30.

175 Said,Shadows on the Silver Screenp. 54. See al so: Harun
The Films of ASEAN, ed. Jose Lacaba, pp-284
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Fellowship to study film in the United States. For one yataithe University of
California in Los Angeles, Ismaillearned from the Americanand developed his
filmmaking skills’®

Relentless in his endeavoulsmail made another filmn 1953. The work

would garner numerous accolades. The filtnisis ( Cr i si s) expl ores

worseninghousing problemFurther discussion on this film will follow in the next
chaptersput suffice to mention at this pointhatKrisis presented the raw situation of
Indonesia during the course of its efforts to stabilize its economy and pdbtiaasil
manaed toportray the values, behaviour, and experiences of common Indonesians

caught in the middle of the internal transformatitiret were taking placédnce again,

in the film, he focused on the naked and harsh realities that surfaced in the country.

Interestingly, the film performed well in the market and in 19B%nail released a

sequel entitledLagi-lagi Krisis (Yet another Crisis). In the following chapters, |

present the ideol ogical facets of Us mar

politics as well. Suffice to say at this juncture thaiail is anexemplarof a Southeast
Asian culturaltranslatorwhose contributions to film hedal define the nation identity
of Indonesia.

As mentioned,lsmail strugglel to promotehis ideals. Bythe mid-1950s,
| smaiideasl s and beliefs were confronted
film industry. Hollywood films saturated the Indonesian market. Very few local films
explored new materials and narratives. Some films were even banned & omaiket.
Against this backdropliga Dara(Three Sistersperformed well in the box officdut

Ismail was not entirely happy because he felt thatidesls were compromised in

1Mi sbach, AThe HiICsthema aft lan@dMaesicad pp.
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making film.2"” In other words, for financial and practical reasotsmail also

employedpopular andnainstream storylireto produce films that would perform well

atthe box officel smai |l 6s deci sion to make films that
does not, in anyay, diminishhis cultural and political contributiato the Indonesian

society It only reveals his understanding of the Indonesian society in geaedas

one of the reasons that malemaila key figure in the formatic
nati onal culture and nati onal iugdiman hei t vy . Il n S
related that, in factismail was actually embarrassed by some of the movies he made,

particularly those made for commercial distribution without any sort of ideals

embedded in ilsmail wasdisappointedn making the filmThe Three Sisted957. It

earned a lot in the miet but lacked the hue of Ismaik | deal s. D. Dj ajakusu
AHIi s intention to sel!]l the movie even before
difficult it was him to accept the reality that he had been forcecatkkre s uc¥ a fi | m. o

As one of thdoremost culturatranslatorsof the new Indonesian statemail
set the path for critically looking at the predicaments of his society, including, but not
limited to, the fractures left bRutch rule, the instability and convolution of sundry
ideologies coming from multiple sectors of the plural Indonesian society, and the
severe social and economic hardships that pexvaitross communities. Through his
films, Ismail managed to capture kerent and distinguishable snapshoténdbnesia
More than that, he was able to identify the cracks within the Indonesian sbciety
problems that were also pertinent political and diplomatic isssiesil producedilms
that facilitated and reflected éhprocess of collective imagination of Indonesia as a

unified nationi albeitone withobvious ethnic, religious, adihguistic diversity.

177 Said,Shadows on the Silver Scregn57.

178 |bid.
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b. Lamberto Avellana: Screening the New Filipino

Lamberto Avellana is me of thepioneers andgillars of Philippine natioal
cinema. His films embody thetersection between culture and politics, both domestic
and internationalAlthough he began his careertheatre he was widely renowned for
the world-class films he createdHe became one of the earliest flmmakers from the
Philippines whoventured ind flmmaking within the region and conveyed the earliest
images of the region from a Soutke#\sian perspectivede collaboratedvith other
Southeast Asian flmmakerand prodiced films that depict the earliesansnational
images of the region. Working with a visual mediumambertoAvellana contributed
in identifying distinctive facets of Southeast Asian culture, society, and politics
recognizable and familiar across national bordassa pioneeringFilipino director, he
played a crucial role ircrafting and reproducing visual manifestations of the nation.
Avellana operated as a cultural warrior and a political intermediary reflecting on the
plight of the newly independent Philippines amakestioing how it shoulddeal with
the ideological tension between the United States and the Soviet Union as well as its
own decolonization proces¥.

Lamberto Avellana was born in Bontdglountain Province on 12 February
1915.He studied aAteneo de Manila University where leveloped hiscumen and
skills for theatre At a very young age, Avellana established the Barafgeatre
Guild to help advance Filipintheatre With the help of other members the theatre
including Daisy Hontiveros and Raul Manglapus, Avellana stagwveral outstanding
plays in Ateneo.Carlos P. Garcigwho eventually would be the President of the

Philippines fromMarch 1957 to December 30 196d)aw one of Avell anads

"National Commission for Culture and the Arts,
accessed: April 3, 2016, http://ncca.gov.ph/alltureandarts/cultureprofile/naionak
artistsof-the-philippines/lambertes-avellana/.
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| mpr essed Dbflair forhte sthge, théadvisedAvellana try his skills in
filmmaking.*&

Av el | an a éreflectedhis thaughtsaind fearson the Philippine nation.
Screened in 1939, the fill@akaydepicts thdife of the Filipino hero Macario Sakay.
Avellana learned the most basic things about filmmaking fromrbg&ed friend and
mentor, William Janset! Using characteristizisual sequencg Avellana introduced
new perspectives in developimgrrative The technique uses the camera to give the
audierce aunique vantage point. As a result of his effective manipulation of the
camera, Filipino film enthusiasts and critics acclaimed the movie and gave Avellana
the appellato The Boy Wonder ofTeodbitoiAdgcaopi, mmemfehe Mov i e s
most notable filmcrits i n t he country, c o mpwhichdwesd Avel |
responsi bl e for the fiintroduction of a tr
organically in film some of the elemeni$ modern stagecraft and dramaturgy that had
been lacking in Philippie mo%¥?%i es . o

It should be noted that despite thecceso f t he Avel |l anabés fir
one thing that the director would eventually regret. In the film, Sakay was presented as
a brigand and rebel instead of as a revolutionary Filipino soldier. The former
perspective was one that wagheldand circulagéd by the Americans as part of their
propaganda in the Mippines. From the Filipino perspectiv€akay was, in fact, a
revolutionary hero who bravely fought &xpel the Americans from the country.
Avell anads son regréttadhewhyhe podrayediSakayhd fanteth e r

director even wanted to produce another version that would address the faults of the

180 Carballo,Filipino Directors Up Closep. 12
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original fil m. Al t hake GakayAlid eok pam quta lisSeelipds a n
of disappointment reveal his predilection tepresent the Philippines (and the
Filipinos) from the lens and vantage point of the Filipinos themselves, and not based on
what the Americans dictated or wanted the Filipinos to befi&ve

Avellana produced more than 70 filmduring his career Among his
outstandingproductions areBadjao (1957 and Anak Dalita (1956. The former
explores the lifestyle of the indigenous seafaring people living in theesomtist part
of the Philippines whiléAnak Dalitais about the miseries and difficulties dElin the
Philippines even after theofficial conclusion of theSecond World WarAvellana

Aproduced, promoted, and cultivated a

to I €

speci f

subj ect, even after the official sethed of t he

Huk$* o

Avell anads productions contain poli
characters®Like | ndonesi ads Usmar | snmfadm the, crudev e |
reality and gnarly predicaments lois country which wasundegoing decolonization,
postwar rehabilitation, and natielouilding. Explaining his cinematic style, Avellana
sai d, i | -teptk & like te seé¢ dirt iry nokilidy in its rawest form. | prefer
my audience to sit back and identify with the characters. | also like maathes to
mirror human imperfections, speaking down to each dialogue, the way authentic people

speak. And sex is a ¥%laother worfls, Avelldna dmbracedh a t

183 |bid.

BFrancisco Benitez, #AFi ICuturesgtWared. Tonyppi ne
Day and Maya Hian Tig Liem (Ilthaca, New York: Cornell University Press, 2010), p. 24.

185|n the 1950sbakyamovies were popular among the general audience.

tical/l

| ana (o

pul s

Moderr

BAgustin Sotto, fAFocus on Filipino Directors:

107



the same philosophy as Usmar Ismail. Both placed high premium on portragiitg
as truthfully and precisely as possiblaithin which mundane trivialities,
predicaments, human errors and faults, and even sex, are included.

The famous Filipina actress Delia Razon, who had played various roles in
Avell anabés f iwthaslirector demamded hiseadtorshdo very realistit a
dangerous stuntdn one instance, Manuel Conde, another famous actor and director,
was supposed to appear on scraem gust of smoke but on the day of shooting,
Avellana thought the smoke wast thick enough He then ordered higrops meno
thicken it by burning more firecrekers and using more gunpowder, which did not
bring about good results. Delia related, iACo
We had to wait three months to continueshb o 0 #81 ng. 0

Not long after his debut in the film industry, Lamberto Avellana receinece
acclamation and acknowledgment. In 19A6ak Dalitabagged the Best Film award at
the AsiaPacific Film Festival. It was one of the first international awards fBilipino
filmmaker, cemenng Avel | anaés influence and significa
Philippines withinthe filmic world.'8In other words, hisvorks were known not just
amongFilipinos (Filipinos gazing at themselves througlty e | | fdms)abit sl to
the outside world T hr ough A vtleelrdsteointlee Gverld $aw images of the
Philippines.

For the movieBadjag Avellana won the Best Director award at the Asia
Award held in Tokyo. He was also the first Filipino flmmaker whose film was shown
at the prestigious Cannes Film Festival. The movie was enffidedielerong Pilak

(Silver Candlesticksdatg, starring Mniong Alvarez, Alfonso Carvajal, Joseph de

187 Carballo,Filipino Directors Up Closep. 15.

188 |bid.
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Cordova, Lilia Dizon, and, the future President of the Philippines, Joseph Estrada.
Aside from the accolades and awards he received foovisfiims, he was a major
force driving collaboration between othBoutleast Agn filmmakers As previously
mentioned Avellana worked with the Malayan film icon, Ramlee in the movie
SergeantHassan. He also directed other filmghat aimed at reaching out to
international audiensancluding Destination Vietnanf1969) Cry Freedom and The

Evil Within (1970).These films not onlgolidified the placeof the Philippines in global
cinema, but also expanded the reach of a Filjphamle film to the internationarena.
These films served as windowstte Philippine settings.

In 1976, the Philippine government, headed by President Ferdinand Marcos
declaredhim the first National Artist for Film. Theseecognitionsdo not merely
demonstratA v e | | a n a 6fer a goedeshotbet gls® his relevance and role as a
Filipino filmmaker participatingn the process of weaving social reality and crafting a
particular Filipino subjectivity. As one of
role involved boththe cultural and the political realntde interpreted and expled he
major facets of the pastlonial identity of the Philippines through his filmic style and
depictions of his characterkle stitchedtogether anxieties concerning the Cold War

and juxtaposedthem with the necessity of forming the ideal Filipino identitfhe

t

Filipino subject, as portrayed in Avellanabs

battle between two Cold War ideologies, remained intensely devoted to the nation. The
ideal Filipino is one who aims to be, or aspires to pursue a goédftfehimsdf, his

family, and the broader society, in general. He decides and lives as a free and
autonomous individual, albeit maintaining a crucial and somewhat indispensable link to

the United States.
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Lamberto Avellana also assumed an official position in theegoment and
produced some films in close collaboration with key governmental institutions. In
1953, Avellana worked with LVN Pictures, onetbébiggest studios in the Philippines
at that time, to make several films with the assistance of the Unitesk $tddrmation
Service (USIS)The films includedNot by Bread Alonevaman ng Dukh@Wealth of
the Poor), Maginoong Mamamayar(Honourable Citizen), andHuk sa Bagong
PamumuhayHuk in the New Life)'8°

In the seventies, Avellana was diagnosed with goiter but refused to have it
removed. He was forced tstop working and shooting films bulie never entirely
retired. Heestablisheda company called Documentary Incorporated and shifted his
focusto filming documentaries such d$e SurvivomandThe Legacy When television
became more popular thamema, Avellana also did some projects for television and
radio. In 1983, he made his very last film entiti&dywayawhich explores the sordid
reality that confrated the indigenous peoples of the country, specifically the Igorots. It
was based on the acclaimed novel written by F. Sionil Jostipmal Artist for
Literature. On April 25, 1991, Avellana finally succumbed to his illness.

c. P. Ramlee: Epitome of the Malayan/Malaysian identity

Like Usmar Ismail and Lamberto Avellan®, Ramleewas an influential
filmmaker in Southeast Asidde was a filmmaker, actor, scriptwriter, singer, and
composer. His films are considered as clasgicMalaysiaand are still being shown
frequently onl oc al t el evi si on.nendeannte emmatic warldise t o pr ol
importantfor the broader Malayan society. But the question is why? As mentioned
above, racial stereotypes and ethnic segmentatianacterized Malayan society and

film industry. Ethnic Chinese businessmen provided financial resourcesehsasv

189 The significance of these films will be discussed in chapters 5 and 6.
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technical capitalo the filmmaking industrylindians generally assumed the positiohs
scriptwriters and directors. The actors and actresmes mostlyMalaysandhad the
least contributionBu t wi t h Prise tdstaridme lee Gegitomized thHaghest
ideal and achievement for the whole community of Malays. He also served as an icon
that defined and at the same time criticized what it meant tdday in the newly
formed independent state.
Coming from a simple family, P. Ramlee, whose reah@avas Teuku Zakaria
bin Teuku Nyak Puteh, was born in Penang on March 22, 9rgs father was a
common worker who died adnillness when Ramlee was a young boy. His mother
raised him and his siblings (fromgehies mot her 6
was exposed to Islanhoughreading ofthe Quran and attending the local school for
Malays. Hislove for music was evident since he was eight years old. He participated in
school performances, musicals, and eventually became a member of the prestigious
Penang Orchestrd:
Ramlee began his career singindbangsawarperformancesHe then worled
asabackup singer for fil ms. B. S. Rahjans saw Ra
and offered him the villaious role in the film Cinta (Love, 1948). According to
Ti mot hy White, iAiAlt hough he had a very good
andwascastashe vill ain i n Helwasalfo kinoiwrsto assistih 'y f i | ms .
different stages of filmmaking. For instance vierked asa clapper in numerodgms.

From time to time, he would also help the cameraman and observe the techniques of

190 The house where P. Ramlee grew up in is currently regarded as an important
landmark in Malaysia. The street was alsoamed Jalan P. Ramlee.

191 James Harding and Ahmad Sarji, P. Ramlee: The Bright Star (Petaling Jaya,
Selangor: MPH, 2011).
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film directing. In 1955, he directed the filfenarik BechgThe Trickshaw Peddler)t
explores the social stratificatiaaf Malay society as well as the rising predicament of
poverty among the local3. h e f unforeséen success served as an opportunity for
other Iaal directors to comt thefore 13

Ramlee tried different genres including comedy and drama. In total, he directed
some35 films and starred in more than 50. His highly celebrBigidng Lapokseries
was popular wittMa | ay si ans. As the foremost figure in
role in depicting Malaysian society in filmsasucial AlthoughHassan Abd Muthalib
opined that there is ANo evidence t-hat he [ Ra
buil di nggye&® tihebedpposite is true. P. Raml eeds
society and his lucid presentations of stereotypes and race in the country, in fact, reflect
precisely the nature of the burgeoning Malay/Malaysian sotiéty.

Like Usmar Ismaid as well & Lamberto Avellankks worPks Raml eebds fi |l
mirrored the dynamics and hybridity of different cultures and ethnic groups that
comprise postwarMalaya/Malaysia. Furthermore, in the process of actually depicting
multiraciality in filmic narratives, Ramleessentially took part in the process of nation
buildingd no matter how complex and intricate that process was in Malaya/Malaysia.
In Penarek BechaRamlee captuckissues of class and poverty in the country during
the 1950s. A trishaw driver fell inloveiwt h a ri ch mands daughter.
man despised the driver because he is poor Imethanother man whom he trusted

robbed him, the rich man finally saw the merits of the simple trishaw driver. Through

this film, Ramlee presented his criticisiwisthe society in Malaya. As a filmmaker, he

WEol | owi ng P. Raml Maagdirectorsr soes et d np d phtel aroiutnyt,r y 6 s
industry such aRoomai Noorand Jamil Sulong made their respective films in 1956iand
1959 respectively

194 |nterview by author, June 19, 2015.
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employed Indian techniques, parody, and even burlestiplegue to express his
message. IBujang Lapok Ramlee was able tesue to the audiendgés commentary
onthe Malay community and their quest for modgraind development.
Similar to Usmar Ismail and Lamberto Avellana, P. Ramlee also embodied
transnationalityin two fundamental ways. First, he was among the earliest Southeast
Asians who were able to create films that cedlsstional borders. In 1956, he created
Semarah Pad{The Village of Semarah Padi). Based on one of the movies of the
eminent Japanese director Arika Kurosa®amarah Padexplores Islamic traditions
and culture in Aceh in Indonesia. Furthermore, he wa®gular figure outside the
Malayan/Malaysian peninsula. Many Indonesians flockedhe theatres to watch
Raml eebs fil ms. Howe v er a protebtienist pblioydas me si a i nt |
consequence of the escalating political turmoil between the two cowtyi Ra ml ee 6 s
movies became less accessible to Indonesfagecond, he collaborated with other
Southeast Asian filmmakers in making tearliestco-productions in the region. The
movie Sarjan Hassarwas a product of P. Ramlee and the Filipino director Lentob
Avell anabés <collaboration. As one of the pi ol
Raml eebs works project the emergent i mages o
were complex at times and even confusing and contomgicNevertheless, they
representhe plurality of social dimensions palpable in the country in the midst of
political, social, and economic transformations.
P. Ramleealso produced other tegrossing films includingSumpah Orang
Minyak (The Curse of the Oily Man, 1958ntara Dua Dajat (Between Two Classes,
1960), and Ibu Mertuaku (My Motherin-Law, 1962). By the 1960s, the rising

popularity oftelevision esulted inthe decline in the number gfeople patronising

Mi sbach Yusa Biran, AThe Hi 2240ry of I ndonesi :
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cinema, severely affeéghgt he countr yosddclind m ifmdmdtsr wyopTh ar i
was aggravated by the confrontation between Indonesia and Malaysia, which hampered
the distribution of films made in the peninsula to the other side of the Straits of
Mal acca. The Shaw Brotherds MahglnPFil m Pr odu
Ramlee to join Merdeka Film Studio located in Kuala Lumpur. The move affected
Ramlee dearlyGiven no access thigh-quality equipment and technology as well as
resources, P. Ramlee created insipid movies suShBsra Harimau Jadiar{Tora, the
WereTiger, 1964),Ragam P. Ramle€lrhe Style of P. Ramlee, 1965), ahthsam
masam ManigA Sweet & Sour Life, 1965). In 1972, he released his last film entitled
Laksamana Do Re MiThe Warriors, Do Re Mi). The following year, P. Ramlee died
of a heart dack at a young age of 44. His was a short but exceedingly productive
career. Following his death, his works regained prominence and they continue to
occupy the high place in the memory of Mal avy
undeniable talent, perhajis sudden death is partly responsible for his enduring fame
and distinction:*
Despite the tragic end of this Malaysian figure, it is indubitideé his legacy
remains significanaind that his contributions to the shapingtted Malaysian cinema
andrmti on are of great c ondemanpsirateheideologial. Raml ee 6 ¢
facets of Malayan/MalaysianAccording to Hassan Abd MuthalibAccording to
Hassan Abd Muthalib
ifRaml eedbs entry into the industry sigr
backwardness of the Malays and extolled Malay culture and values. In
Semerah Pagdhe showed respect for the old and love for the young,

and politeness in speech and actidiga Abdul(The Three Abduls,

196 James Harding and Ahmad Sarji, P. Ramlee: Bright Star,-gpf. 3
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1964 showed that the road to ruin and disruption lay in conflict over
power, property and womeMusang Berjanggu(Bearding the Fox,
1959),anlNuj um Pad PBbHBbaBamgang, the Royal Di
spoke about ma i nty @ ithe ifanegof temp&tios. i nt e g
Pendekar Bujang Lapofhe Raggedy Warrior Bachelors, 195%as
about breaking away from a negative milieu. P. Ramlee spoke about
finding love, family and education, cleverly portraying it in classic
binary oppositionSesudh SubulAfter the Dawn, 1967), an@rimes
(Light Rain, 1965), was about issues of multiculturalismmey threw
up questions about the Malay race, its conditions of powerlessness,
frustration, doubt¥ as also about the
l ndeed, P. Ransidted ehéemlities ofl Malaya/Malaysia iot
sequential filmic narratives masked in varying genres. In his films, we see the idealism
and principles of an indigenous Soedist Asian filmmaker, like Ismaénd Avellana,
committed to not only unveilg the social dilemmas of his society but to conkgy
clear images and possibilities for improvement
The end ofthe Second World War left a germane environment for the likes of P.
Ramlee toexpress their messages, beliefs and ideolog@s the Southeast Asian
vantage point, throughi | ms. As Wi lliam Van der Heide opi |
loved for their music and for their acute social analysis of the condition of the Malays,
who were suddenly caught up in rapid social, politieadgd cultural changes in the

1950s an®THé®$6®&simages and Ramlevenfuslly acute so

YHassan Abd Muthalib, AP. Raml eGnemaya, Li fe of L
India, November 2005.

198van der HeideMalaysian Cinema, Asian Filnp. 139.
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percolated into politics and iihe same waywereinfluenced and shaped by politics as

well.

C. THE RISE OF NATIONAL CINEMAS

Three fundamental aspects in the development of cinenie diseam factories
of Southeast Asiare established her&irst, transnational linkagestrengthead the
connections among the emergent national cinemabke region.The ethnic Chinese
entrepreneurs and directors fostered the formation of local cinema iadustr
Transnational collaborations and-productionscreatedthe foundation of a somewhat
volatile concept of Southeast Asia. The overarching influence of Hollywendd as
a common external factor that influenced Southeast Asian national cinEmeagotent
force of Hollywood, threatening the vitality of local cinemas, sparked interrelated
effects in Southeast Asiathe most fundamental of which was the configuration of
national and regional identities wdsvis the Western/Hollywood Other. In other words,
the exi stence of transnational |l inkages
provided vital building blocks for the construction of national and regional identities in
ways not seen before.

Second, the end of the Japanese occupation in SoutheasedsmaGolden
Age of national cinemas across the regloocally owned studioslevelopedalongside
Western and Chinesmvned film businesseslhe number of films being produced
every yearose drasticallyLocal moviegoersincreased th&equercy of their visits to
the cinema housesAs members of the entertainment industry, the Southeast Asian
actors and actresses turned into household nahhespopularity and significance of

films as dream factories of the people of the region intensified.
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Finally, the pioneering Southeast Asian filmmakers camgh&forefront ofthe
cinema industry. Their contributisrwent beyondtie technical ostylistic aspects of
filmmaking. They created films that were essentially embedded within the unique
cultural and social environment of the region. Southeast Asian perspectives appeared
and gradually (albeit not totally) replater counteed Westeracentric storylines.
Dialogue and discourse between films and politics became evident more than ever. In
fact, pioneering filmmakers such as Usmar Ismail, Lamberto Avellana, and P. Ramlee
had in one way or another injected political and social centaries concerning their
respective countries into their films.

Usmar Ismail was vocdh utilizing films to further thenationalistic agenda.

His films brought into focusthe social problems of Indonesia at the outset of
independent rule. He played aucial role in the creation of images and portrayals of
Indonesia. Lamberto Avellana, through his films, offered new possibilities to visualize
and define the new Filipino. He also carried Philippine narratives and perspectives to
the regional level throughis numerous c@roductions with other Southeast Asian film
pioneers. P. Ramlee symbolized the ideals of Malaysian sédistymulti-cultural
nature and its complex politicaituation Ramlee alsoantributed in depicting images

of the nation from the Mkaysian vantage point. Though subtler compared to the other
two filmmakers, Ramlee infusdds political ideas and critiquestimhis productions.

These thregoersonalitiesare crucialto bridging the gap among the social
realities, films and politics. f&r films shapedthe cultural context within which the
strategic cultures of Southeast Asia emerdéae transnational linkages in cinema and
the rise of local filmmakerpaved the way for the emergence of filmtleaconduit of

strategic cultural and pdical discourse.
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Chapter Four

Continuing the Epithet
of Revolution

Alt is important to know the basic probl em
problems of the Indonesian Revolution means knowing the targets and tasks of the
Indonesian revolution, knowing the forces which push it forward, knatgirtparacter
and itsperspectives. In order to know the basic problem of the Indonesian revolution,
we must in the first place knov
Indonesian Society and the Indonesian Revolution
AA Revol ut i odimlighvobnwsteny, haskept rhegrom yonother
Revolution wil!/ return me to your a
Jose Rizal
Anyone attempting to understand the societies, cultures, and political thinking of
Southeast Asi after the Second World Wargsmpelled to look intahe vestiges and
impacts of colonialismThe shadow cast by European rulehich extended from the
15" to the early 20 centuy, was only partially lifted upon the acquisition of
independencef some Southeast Asian statesw woulddisputethatarti-colonialism
and consequently pasilonialism were coreconceptsin the politics, society, and
culture ofthe regiont*® Local political leaders and prominent thinkesserged to
challenge oreliminate theremnants of Western dominance in the redSnn the

process of doing so, they formed tloeihdational concepts of what weacebecome the

underlying tenets of Southeast Asian strategic culture.

199 Clive Christie Ideology and Revolution in Southeast A4i2031980: Political
Ideas of the AntColonial Era; John Bastin and Harry Bendaistory of Modern Southeast
Asia, pp. 136175.

200 Bastin and Benda) History of Modern Southeast Asipp. 147.
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Anti-colonial themes alsdominatedthe silver screeralbeit in a slightly more
nuanced form. Pioneering filmmakers from the region crafted a spectrum of
representationdepicting their former colonial mastef8 They rendered multitude of
interpretations of the evolvingature of Western colonialisnanderscoring theoles
and responses ofthe SoutheastAsians These interpretationsnirrored postwar
Southeast Asiaanxieties and attitudeswards the empiresn the Philippinesthere
was a renewed sense of nationalism followtimg acquisition of independenite1946.
Usmar Ismailwasted no the and immediatelgmployed cinema as a tool to conjuie
memoriesof colonial oppressioland traumas of thpeoples in théeast Indiediving
under the Dutch. In &ss obvious way, Malaysian cinermpeesented the problenad
British rule andlifficult formation of apluraland multiraciaMalaysian nation.

Among the three countriescrutinizedin this study, expressions of anti
colonialign took many formsBut what is interesting is thahey all sharea common
predilection toemphasize revolutionary ideals. They interpreted tlgsues and
consequences of their colonial pasth suchardent revolutionary zeakor instance,
their economicproblems were perceived as a part of their revolutionary struggle.
Southeast Asians belred that they needed to continue fighting for the@als For
them, thestruggle for independend®d not ended. They were committegtotect the
integrity and unity of thie new countries. This revolutionary zeal was apparait
only in the realm ofolitics. RIms made during the aftermatti the war also exuded
thesameethos.

The Sout he a sptedilecton tawardsthe aetvatusodary expressjons
of course, was entrenched in the wider experience of national revolutions that broke out

to topple cdonial authorities. This ideological tenet, the predilection towards

201 For exampleBetween Two Rac€$947)andEnam Djandi Jogya(1951)
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revolutionary expressiongpntinuedin the aftermath of independencehe founding

fathers of Southeast Asian nations repeatedly reedtmeir revolutionary struggles as

a constant theme in their political discourse and debates. The iddghks r@volution

were apparentin the nationalist speeches and employed galitical ideologies

defending the construction of the natioBoutheast Asin political leaders and

filmmakers anchored their ofitical and cultural expressionsn t h e countriesd
revolutionary path toward independence and the quest for national identibe

processes of establishing new political systamsSoutheast Asiaand advocating

nationbuilding were regardedy Southeast Asianas a part of the revolutionary

paths.

In this ideological framework, those who questédor antagonizét he st at ed s
nationalistic agenda were deemed traitoysthe nationalistic Southeast iAasto the
revolutiorary causeThat is to say, a nationalist was a revolutionary as Relimestic
politics were a field where revolutionarydeals were constantly being fought foy
local political leadersFor Southeast Asiandhd international arena was a bigger and
wider platform wherethe revolution was either threatendg foreign nationsor
furtheredby Southeast Asians themselvés essence, the whole region of Southeast
Asia underwent a series of radical shifts during tperiodi the complexities and
peculiarities of which were evident in the political and the cultural (in this case, filmic)
milieus. At the height of the Cold Waihen, Southeast Asian statesewed
international relations in terms of theievolutionarystruggle forsovereignty, self
determination, and natiohdevelopmentEmergingfrom the dust of colonialisrand
the Second World WaSoutheast Asian countries embraced ardent revolutionary zeal

thatinfluencedthe political and the cultural realms.
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A. INDONESIA AND THE PROTRACTED REVOLUTION

Nationalism did not arrive overnight in Indonesidere were early symptoms,
igniting factors that spurred the gradual formation of nationalist sentiraemag the
peoples of the East Indie$he Japanese emboldened local leaders in their nationalist
campaignsand provided military trainindgor people liling from numerous political
organizationsuch asMasyumiand PetaSukarno and Hatt&ey figures in the struggle
for independenceignited a social movemerfor a free, unified, and independent
Indonesia. Furthermore, the violent and harrowing armed struggle sétk
determinatiorinstilled in the mindsand hearts of Indonesians tgsence of the nation.
The Indonesian revolutiomwas a key turning point itndones i drénsition from a
colony to becoming a sovereigtate and it started just when another war was about to
reach its end.On August 15, 1945, the Japanese empire witnessed its demise.
Following theatomicbhombing of Nagasaki and Hiroshima, the Japanggeendered
to the allied powers

On December27, 1949, Indonesia finally acquireits independenceBy
August 17, 1950, the new Republic of Indonesia was establidhdwd its own
constitution and Jakarta was designated as the cagyitle new state. Officially
Indonesia had concluded itsvolution. At this point, it is crucial to underscore that
thr oughout t he period f ol | mewslutiongry fdrvoul o nesi abs
soared in the whole archipeladm®yond politicsto culture andthe arts. Local poets,
writers, and artistshampioned revolutionary ideals and became prominent figidoes.

i nstance, Pramoedya Ananta Toer Osdedvas i t i ngs WwWe
a crucial part of thespirit of the Indonesian revolutionSut a n  Perdjdamganr 6 s

Kita (Our Struggle) rouse@ntiaristocraticand democratic idealddore importantly,
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flmmakers in Indonesia would also infuse their films withemes from the
revolution%2

Although filmmakers hadifficulty running their studiosluring the revolution,
they would restore their operations and churn out films in significant numbers
following its conclusion. Thesavorks portrayed various facets of the revolution
Usmar Ismailcreated films thahighlightedthe social, political, and cultural dynamics
of Indonesia following its independencesmail madeDarah dan Doa(Blood and
Prayer)in 1950, andEnam Djam di Jogy4Six Hours in Yogja) ayear after®®Both
films deal with struggles of the Indonesians during téeolution. In 1960,Ismail
produced whatvould be regarded as one of his most internationally acclaimed films,
Pedjuang(Freedom Fighter)Joining Ismail in championing the revolution via films
was another filmmakerAsrul Sani Sani madePagar Kawat Berduri(The Barbed
Wire Fencg madein 19622% These films encapsulate the dynasnof the Indonesian
revolutioriits ideals, complexities, legms, and significanced-urthermore,these
films, which promoted the revolution stirratie poltical sentiments of people in
Indonesia and shaped their attitudes towhmahestic and international politicaffairs.

Darah dan Doacaptured and projectetie ideals of the revolutionary struggle
onto the big screemJsmar Ismailtook his audienceback to 19482% The main
protagonistSudartgis a Captain of the Indonesian Arniye iscaughtin the midst of
aturbulentrevolutionand the Maidun AffairAlthoughhe was married, he met and fell

in love with a woman from Bandung named Conthiés fellow soldiers daot approve

202 See for example: Max Land)nfinished Nation: Indonesia Before and After
Suhartg (London: Verso, 2008), p-80; Anthony ReidTo Nation by Revolution: Indonesia in
the 20" Century, (Singapore: National University Press, 2011).
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of the relationshipWwhen Sularto istasked to travel west from hisase in Jogjakarta,
he vowedo Connie that havill meet her agim in Bandung.
Leading his soldiers and a number of civiliamsen, women, and children
Sudarto leavedogjakarta. With him ishis right-hand man andgood friend, Adam
They embarlon a longandperilous journeyThe film depicts the revolution occurring
in thegrassrootsevel, affecting the lives of simple soldiers and individuals who had to
confront the uncertainties and threats of sutirlulentperiod. The men, womerand
childrenare forced tododgeDutch airstrikes during the day. By night, thegntinue
their journey, overcomingnany obstacles anadversitiesalong the way They lack
food, fall sick, and hee to ward off the resistance army. Sudarto gets involved with
another womad a nurse named Wja Adam and the other soldieagain express
theiruneatnesswi t h t he cap?®aindés behaviour.
As they continue with their expeditigrthegroupstumbles upon a survivor o&
Dutch raid. They question himand the persoulirecs them to anearbyvillage. The
village chief welcomes them, and furnishes the gneith food and a place to rest for
the night. The f ol | owrealiges they hane beep Jed iBtmad ar t 0 6 s
trap The villagers whdadoffered them helpurn on the groupFighting betweerthe
two groups ensude Indonesian versus fellow Indonesian. Sudarto and his men manage
to ward offthe attackHe thencommand his people to execute the village chief. In a
dramatic turn, Sudarto assignshe task of killing the chief ta h e | soh.t er 6 s
Synbol i call vy, the scene represents Tosmail 6s ut
furtherthe objectives of the revolution, a sbas to be prepared kil his own father.
As the narratoiin the filmrelates:i |l t ul ah yang di namakiegn Adam Re

yang mepersatukan makhluk manusia yang tadinya bermusuhan, revolusi yang

206 Darah dan DoaDVD, directed by Usmar Ismail (Indonesia: PERFINI, 1950).
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menceraikan mereka yang berkak#dmsihan, anak bunuh bapak, saudara bunuh
saud&flas.mai | 6s fi | m, hea rewlation uded gndoeesitas it t hat t
focused thepeopld syes orone goalthe journey to independence. But politics could
also bedivisive. This understanding othe revolutionreflects the dichotomy that
persisted inpostcoloniallndonesia the imagination and formation of the notion of
nationhood gainst the fragmentation and diversity in the countrithe film
nevertheless suggests that Indonesians were determined to maintain their journey
toward political freedom and independengdter overcoming the obstacles, Sudarto
and his grougontinuewith theirtrek toward their destination: Bandung

While the film addresses themes like human resolvegldb accentuates
division amongcomradesAdam and the other soldieharbourdoubs aboutSudar t 06 s
leadership They secretly sentto the headquarters reports crici zi ng Sudart oo:s
leadership. Tat plot in the film suggesthat the revolution was more than a political
struggle for independenc&here were also internal squabbles and disputes among the
revolutionariesSoldiers clasheavith their fellow soldiersard the notionsof morality
and values were contested and constantly breached

The movieconcludes withthe Dutch arrestingsudarto He is alone. When
Indonesia achievemdependence, his released He learrs that his soldiers and the
civilians accompanying them arrived safely their destinatianHe is, however, in
custody, placedinder investigation for his conduct during the wHne experiences
move Sudarto to contemplate on the war, his actions, thgshe did to surviveand
the lives he killedDramati@lly, a man whose family Sudarto killed emsthis room

and shots him. The credits roll and the movie finally ends.

207fiThis is what Adam calls the Revolution: A revolution that brings together humans
that once fought, a revolution that separates (divorces) those who love each other, children
killing fathers, brothers killing brothersd Tr ansl at ed by author.
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Usmarlsmail clearlydid not attempt taise the film taylorify the soldierof the
revolution. Sudartowas, at the core, a man whose phat caught up with him.
|l smail 6s film suggests that one of the most
the revolutionary himself. Ae film also stresses that not only was the revolution
occurring in from the grassroots to high politics and within the individual to the state
level, it was also, a continuing revolution. It was a protracted revolution. It did not end
with the recognition of the Indonesian state but continued to preoccupy those who
witnessed it.

The intricacies of the revolution and how pervading a phenomenon it was
emerge most astutely in the character of Sudarto. He is someone who believed in the
revolutionary cause and ideaBut the revolution was fought in multiple areas beayon
ideals. Sudarto had to endure multiple levels of strugglesnstant battle with himself,
the environment, his moralitynd his fellow soldiers. One of the most crucial scenes
was when he refleston his deeds during the revolutiom this scenesuggests an
innate reflex to ruminate on the process, impacts, as well as the lingering vestiges of
the revolution. Indeed, the revolutieand travailsdid not stop when the fighting
stopped. Investigats interrogated and prosecuted soldiers who weregetaand
found guilty of misconductwhenthe warended Those who lost family members and
loved onesremainediraumatizedand had to deal with griefn addition,Indonesians
hadto come to terms with the revolutiamd build their new natiestate®®®

Also a product of the postlonial setting was another masterpiece by Usmar

Ismail, Enam Djam di DjogyaSix Hours in Yogjaf® Screened in 1951, the film

208 Darah dan Doastreaming, directed by Usmar Ismail (Indonesia: PERFINI, 1950).

209 Enam Djam di JogyéSix Hours in Jogyr directed by Usmar Ismail|r{donesia:
PERFINI,1951).
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detailsthe bravery and heroism of the Indonesian National Army (TWHhe film
shows how the Indonesian soldieseized and held the city of Yogjakarta (then
occupied by the Dutch) for six hours. The attack is regarded as a turning point in the
history of the countryThe Indonesian resistance and freedom fighters remainexgs
despite Dutch insistence on remaining in the archipeldgoa key event for the
Indonesian nationsmail employed this event thighlight the orgoing upheavals of

the country.

The movie stad in the city of Yogyakartawhich was ovemn by Dutch
military forces that refused to leave the country. The defeated Indonesian National
Army is forced to flee to the countryside to fight as guerrillas while theofeite
population suffer under Dutch subjugationVhile the Indonesian forces failed to
defend the city from Dutch incursion, they continued to fight for independérioey
wish to remind the world that the Indonesian arimstill a force to be reckoned with
They eventuallylaunch an attack to recover Yogyakanaanagingo hold the cityfor
six hours.

The film depicts the revolution as a nuancpdenomenon Within the
Indonesian populacethere were conflicting perspectives and expectationsin
particular, there was a clabbtween the more idealistic young generation and the wary
and pragmatic older generation. The narratoliodvs a group of oldime friends and
revolutionariesn the days leading up to the attack. The young people of the city, or
pemuda actively but qietly support the army hiding out in the countryside by
exchanging secret mesges througlvomen who go out to the fields to work. These
pemudaare highly passionate nationalsstvho strongly dislike the Dutch for their
rough teatment of the civiliansThey are alsowary of potential supporters of the

Dutch whom they see as betrayers.
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In stark contrast, the older generatimrthe parents of theemudawere warier
of the youngrg e ner at i o prévail irdhle strugple with thedDutcland secure
a better life for all of them. lismaild s f i tonternistrepresentedh the character
of Hadi 6s fat her wh o, for a mo me n He even cor
seeksa better lifeand is prepared to gagainst the wishes of his sanguerrilla soldier
in the National Army.The fatherremarls, Apa kau lihat aku? Bukan karenaku
keadaan menjadi seperti ini. Mau makan jual bajibulu aku sudah bilang biarlah
aku kerja kembali. Apa bedanya aku kerja sama republik, sama Jepangaatau s
Belanda? Nasib kita tetap terus begini s&j#.Enam Djam di Djogyasuccessfully
capturegheintergenerationatlash of perspectives towards the revolution.
Furthermore, the filmexplores theissue of morality. One character worth
mentioning is that of an Indonesian policeman working for the Dutelseems to only
bother about his personal welfata the film, localswho wish to live an affluent and
secure lifeenvy him Those inthe army howevey abhor the policeman. They consider
him to bea traitor for aligning with the Dutch and oppressing the citizens. As a result,
the I ndonesian ar my, with the helnmaof Hadi 6s
trapand capture him. Wiwi was thenarreske¢ t he Dut ch. Joso, Wiwids
to help her escape during then d 0 n e s i panned attackgainstdhe Dutch
The attack commenseand the army successfully occupidhe city for six
hours before they flee. True to his word, Jono attsmapsave Wiwi buis wounded in
t he ©pr ocess freeWiwinamdskeboltst ioe hdes par entBés house t

the Dutch follow herandransack théhome.Wiwi and her mothermanage to evade

Do nydtu see me? | tdés not my fault that our si:
clothes to eat. | have told you in the past, let me work again. What difference does it make if |
work with the Republic, the Japanese or the Dutch? Our lives are still gdedike thiso
Translated by author.
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capture To demonstrate his support to the cause of ¢velution, however, Wi wi 6 s
father surrendarhimself to the Dutch. The movie ends when Wiwi gihe freedom
fighters anticipating and hoping that tinessaultwill rouse the people of Indonedia
expel the Dutch from the archipelago. In the | mal scenga nationalistmessage
appeared Sdlama merapi, Masih berapi, Walau dipukul, Seribu kali, Semangat
Ger il ya, Tadhediltomscontludedby proclaiming that the revolution
continues

Enam Djam di Djogyaategorically paralleldthe social and political climate
of Indonesia in the 1950s. Whé&smail released and screerteé movie Indonesia had
achieved itsindependenceThe new natiorstate was focused on itsdomestic and
international affairsand in inspiring nationalist sentents among its people.
Government officials promoted the notioof protracted revolution Artists and
filmmakers celebrated.iAs in the closing shot, the necessity of resolute guerrilla spirit
was emphasized

In another film entitledPedjuang(Warriorsfor Freedomdatg, Usmar Ismail
exploredthe overlapping narratives of love and W& This movie deals with the
sacrifices made and miseriesthe Indonesianduring the clamour for independence.
Individualsalso had to struggle wittineir own interestand fears amidst the disorder in
their surroundings.These personalities includéeutenant Amin and Sergeant Major
Imron who leada section of the guerrilla army. Thexe tasked tanount an ambush
against the Dutch at strategially locatedbridge They rig the bridge with explosives

so that it can be destroyefdtihe Dutch cross the bridgeAfter rigging the bridge, they

21f\While the Merapi, Still roars, Though beaten, A thousand times, The guerrilla
spirit, Willneverdie 6 Tr ansl ated by author.

212 pedjuang(Warriors for Freedom) directed by Usmar Ismail (Indonesia: PERFINI,
1960).
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wait for the Dutch. Soon the Dutdbrcesarrive and two meire sent to inspect the
bridge. When more men cross the briddee Indmesian soldiersaunch theirattack.
Dutch airplanes arrivéo support the infantry, forcinghe Indonesian ieutenant to
withdraw hismen higher up the mountaifhhe Dutch forcetaunch their counterattack
The Indonesianshowever,destroy the bridge andefend their groundA number of
Indonesian soldierdie in the attack, causirtgeir family memberso laterlament and
expresgdoubts about the need for the miersacrifice their lives. leutenantAmin was
alsoheavily woundediuringthefight.
The Indonesiansetreat andring Amin to the hospital. Orders arrive for them
to evacuate thepositiont hat ni ght . Howe v e lLatifahreflise 6 s younge
to | eave her br ot h e rdécidesdoifleeBhe ispegsimistichatA mi noés | o0
the Indonesian cause will be succesdiukon, now in charge, dvesthe siblingsatthe
mercy of theadvancingDutch forces. He leadshe soldiers and their families to the
next village.During the journeyCor por all Seno, slmeohto pemih 6s | over ,
him to return to savé\min and Latifah Seno also harbours tlsispician that Imron
wans Amin dead sahat he an havelrma for himself. However, Imrostandsfirm
and instead locks Seno in prison. Imron state
fiLeutnan Amin adalah atasanksahabatku. Kepentingannya adalah
lebih penting daripada kepentinganku. Tapi ada yang lebih penting:
perjuangan kita. Perintah dari markas besar. kampung ini harus
dikosongkan mala mini juga. Kalau Latifah mau tinggal disini

merawat lefnan Amiht er s 8% ah. o

2IFiLieutenant Amin is my superior, my friend. His importance is more important than
mine. But there is something even more important: Our cause. We have been given orders to
empty this village this very night. If Latifah wants to care of Lieutenant Amip toherd
Translated by author.
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Latifah mau tinggal disini merawat lefnan Adih e r s é% ah . 0

Using such narratives, Us mar | s mai | conyv
political message thahe cause of the revolutishould be helabove individual or
group interestsHe employed the following scenes to emphasize the Mésn the
Dutch army patrolsnove closer to the village wherBnron and his groupra taking
shelter Irma lures the Dutch soldiess through the village to an open field where they
are ambushed by Indesian soldiers. In the commotion, Seno essj® prison and
spies on the Dutch. He retusrwith an even greater resolve to rescue Latifah and Amin.
Seno and Irma convince Imraf the rightness of the rescuenron decids to act, but
dies during the opmation Seno and Latifalare reunited, along with Irma and Amin.
The film illustrateshow the revolution permeated the lives of ordinary people. It
separated lovers and caused divisions among friends and in communities. But, in the
end the film still reinforces theimportanceof the fight for independence when Imron
boldly rescued Latifah and Amin from the ene
remainsas thefilm affirms that theaims of revolution took precedence over individual
interests.

As Indonegan films employedthe theme of revolutiorearnestly, it is also
imperativeto notethat the political realm besresemblancet thesdilmic narratives.
After the acquisitionof independence, tracesf revolutiorary ideals remained.
Indonesia entered a period of political and ideologtaabulence,characterized by
various groups competing for political power and influeregainstthis background,
Sukarno assumed one of the mimgportant robs According to Clive Christiefiafter

i ndependens egliticalSphilosophy ceainedistinct and coherent. His

2MfiLieutenant Amin is my superior, my friend. His importance is more important than
mine. But there is something even more important: Our cause. We have been given orders to
empty this village this very night. If Latifah wantsdare of Lieutenant Amé up to herd
Translated by author.
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fundamental vision led him, perhaps inexorably, towards a stance that became more,
not less, revolutionary once independence from the Dutch had been negotiated in
1942, o

For Sukarno, the revolutiodid not end with the ouster of the Dutch from
Indonesia He asserted: ifRevolution is only
struggle. Not just an external struggle against an enemy, but an inner struggle, fighting
and subduig all negative aspects which hinder or do damage to the course of the
Revol ution. I n this Iight Revolution is
and oV e r?®ForrSakaraadl af gendiine sense of independeverat beyond the
formal granting of sovereignty. He asserted that economic independeasalso of
equalimportance as political freedonfiihe revolutionaryspirit lingered on to ward off
any vestige of colonialism and economic oppressiti.The notion ofrevolution
formeda crucial part of his political rhetoric and philosophy. For Sukarno, the national
revolution remained hafinished. In reality, this premise wasvident. The Dutch
continuedto hold New Guinea and Dutch economic interests in Indonesae
significant Furthermore, the internal division and fragmentatioh the country
indicated an unfinished formation of the nation.

Similarly, Hatta perceived the revolution asnfinished and could only be

completedupon the achievemertf independencdollowed by the sordid task of

215 Christie,Ideology and Revolutiom. 159.
216 egge, Sukarno: A Political Biography (Great Britain: Penguin Press, 1972).
2171t is salient to mention that several authors also link the emeegefrindonesia

Revolution to the historical development of the Philippines. For instance, the prominent
Indonesian Marxist revolutionary Datuk Tun Malaka expressed his admiration to Filipino

nationalists such as Jose Rizal and Andres Bonifacio and centendh at t he f or mer 6 s t wo

Noli me Tangere and El Filibusterismo are influential works that sparked revolutionary spirit in
Indonesia.
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propelling Indonesia to modernity and developmétd. believedthe country had to

extend the revolution to the economy, overturning old practices and arrangements that

benefited only a limited sector of the population. Tlwagnment had to pursue new
economicpoliciesto addresghe problem ofindonesianeconomicundedevelopment

and improve the lives of the people in the countryAccor di ng t o Hatt a, 0 A
shakes the floor and the foundations; it loosens all hinges a b 0?8 r ds . 0

Hatta also understood thapostcolonial politics in Indonesia would be
challenging and unpredictable. The revolution liad i[ny mse to an atmosphere
influenced by a mass psychology, which is itself strongly affected by romanticism and
heroism. The primary problem in a revolution is how to channel the burning but
anarchic energies of the masses, and to mould them into a body strdheart,
capable of enduring suffering and undergoing trials in facing reactions that may arise,
unt il t he f i na [?Pulitical tvictaryyhadibsen ackidved ehvoegtl the
acquisition of independendeyt for Hatta,real victory wasyet tobeachieved.

Certainly, the Indonesian administration had its hands full goverrang
immense and highly fragmented society like Indonesia. During the fight for
independencea common nemedisthe Dutcl® had functioned to unite the diverse
political groups The Indonesians put aside their politidédferencego fight the Dutch
Once Indonesidecame independertheindigenous people had to assume the task of

building a viable and sovereign natistate How were they to even maintain the

28Hat t a, i Pa dvibdera mdbneSaiRroject, Sputheast Asia Program, Dept.
of Far Eastern Studie€ornell University date last accessed: June 1, 2016,
https://digital.library.cornell.edu/catalog/cmip:022

2°Hatta, Al si Pr okl amdakuimeénuntuk menjusdtuli dan Dokumen
6l ndonesia memasuki Gel anggang uRltDirekoraty,i onal 6, Su
Seksi Penjelidikan Dokumentasi dan Perspustakaan [ed. Emzita], p. 1, as cited in Anderson,
Some Aspects of Indonesian Politics under the Japddemgation(Jakarta: Euinox
Publishing, 2009pp. 99100 and Mavis Rosdéndonesia FreeA Political Biography of
Mohammad HattgSingapore: Equinox Publishing Asiga) 199.

132



integralcomposition of the nation? Hote secure the unity of the territory? Whaas
the best way to govern Indonesia?

PresidentSukarnochampioneda political ideology to governthe country.
Under Guided Democracgythe Sukarno government sought to furttiex goals of the
revolution. It aimedto diminish the influence of Western liberal democtia practices
and the power of the political partiés the country. Agotongroyong cabinet was
established with representatives from different political groups to praadtvice and
assistance to the president. In reality, Sukarno appointed all the representatives and
those who opposkhim or challengdthe fundamental premises of Guided Democracy
weremarginalizef?°

Sukarno employed the necessity of continuing the national revolution as an
ideological foundation of his political philosophile formed aSupreme Advisory
Council which comprised delegates from different sectors including the military, youth,
and womenThere was an attempt to consolidate the heterogeneous nation of Indonesia
and give representation to every single group despite the glaring fact that they were still
subject to the authority of Sukarrd.s Cl i ve Chri sti e maintains, f

this new political structure was, of course, the completion of the national revolution.

This involved the continuation of the strugg
economy, and the O6liberationd of tlede Dut ch Ne
by t he | ¥ Aparefsom duntlsering his political agend&ukarno also

intensified tight government control of the econorg.with the rest of the regiorhe
end of the Second World War left Indonesia withewonomyin shamblesThe war

destoyed many plantations, agricultural areas, and industrial machinefend

220 Christie,Ideology and Revolutigm. 161.

2211bid.
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production could not keep up with the rapid rise in population. Many individuals and
families turned to the booming cities for new opportunitieda better life Makeshift
houses and illegal settlemes{zrawledacross the city.

Agrarian and land issues were among the most urgent matters that had to be
resolved. Sukarno decided testoretraditional rights to landColonial and foreign
ownershipof land was disallowed The government reserved the right to regulate
property issues and redistrieuland These government policies were tacklad
anot her one of Krsis(dad93. Itis awamedydfisnwHich éxphses
the changes ithe social status and value systeaighe Indonesianas a result of the
Indonesian Revolution. In the film, the main protagonist is Jaka who is forced to go to
the countryside owing to the armed conflict between the Dutch army and the army of
the Republic olndonesia in the city. Once the Dutch have accepted the independence
of Indonesia, Jaka returns and finds his house still safe, guarded by Husin, his
assistant??

But now Jaka is forced to share his house with Hudimsin is no longer
merely his assistéanin this new and more egalitariaociety he also has become
J a k reef@htbour.Aside fromthis, his house ialsooccupied by two othepeople a
student and a model. Jaka has to accept this reality because in truth the house was
abandonedvhen he fledThe story of this film is carried forth via the interactions of
the occupants of the house who have different kinds of social status and importance.
This comedy by Usmar was screened and well received even in thadgstcinemas.

The film garnered 4ot of attention and accolades from various groups. Analysing the

film, Sitor Situmorangtates:

222Krisis (Crisis), DVD, directed by Usmar Ismail (Indonesia: PERFINI, 1953).
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Afésatire and cutting criticism are

grateful for the opportunity to laugh. Seated in a comfortable movie
house for the dation of the film, we can forget for a moment the
overcrowded conditions in which we live, that being the basis of this

filmés story and the source of

problem or, 6di fficulty in accommodat:.

Ismail depicts a variety of human characters and a range of human
behavi our and responses to this
the experiences of his protagonists Usmar Ismail veers away from
social trends and directs his attention to psycholbgissues by
focusing on the various kinds of personalities found in society and
noting how their characteristics became more pronounced when faced
when with®aifficulties.o
The film not only depicts the social and economic realities of Indonesidt, but
also reflectsthe mounting distress in the country.cibntendsthat the aims of the

revolution had not been achievelt the same time, the social configuration of the

country hgabeent r ansf or med. This coincided with

s hu

not

Sstr e

Sukal

He fbel i eved t hat t he mani fol d waets k nesses

administrative and institutional weakness, its tendency to fragmentation, its ideological

dissension, and above all, its desperate state of economic backwérdoaksonly be

ovelc o me by a <col ossal and uni ted effort

revolutionary rhetoric and expressions, he intended to stimulate the masses to support

the state and its policies.

235t or Si t umadAnekanVglyly 26, K954), .i13 0
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Because bthe success of the film, Ismalecided to follow it up with a sequel
It is entitled Lagi-lagi Krisis (Yet Another Crisis).The issues raised in this film were
even more fundamental to thedonesian societylt showsthe pervasive instability of
the common people, who could lose the power of logical calculation because too often
they sought a sense of security in the world of the lbead the paranormaHusin,
the household assistant from his earlier finisis, suddenly acquiethe power and
the knowledge of a dukun (a dealer in magithe medicine manis able tocure
illnesseesand use magic to fulfil the wishes thfe people who ome to him for help.
Many seek his assistanceor@e ask if they could get capitar investmentJaka, who
does not believe in these practices, in the dsgetomesi nvol ved i n his assi
activities. While the film still reflected the general state of social insecurity in the
country, it was not particularlyuccessfuait the box officeg?*

The film is in itself a critique on the turbulence in the life of a veteran freedom
fighter, who strives to cope with tltermathof the war and to adjust into the society.
It questions the seemingly critical gap between the idemlfought to defend and the
plight of the society he finds himself in. The complexity of the main character reflects
the dynamic processes occurring within Indonesia as the country laboured to determine
its independent course actionas the Cold War ensd. For Sukarno, there was a need
to constantly revive and maintain the spirit of revolution among the Indonesians. In the
process of natichuilding, it was key to condition the memory of the Indonesians and
re-frame the national memory to incorporatelgub devotion to those who fought for
their freedom. From 1957 to 1963, Sukarno implemented various decrees and

procl amati ons t o identi fy and deter mi ne t he

224 Said,Shadows on the Silverscreqp. 5657, p. 102See also Harun Suwardi,
Al ndonesia, o in The Fil ms-4af ASEAN, ed. Jose Laca
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particularly on those who staunchly resisted and fought agadhstialism. Sukarno
ordered the construction of monuments. Streets and schools were named after the
heroes. The descendants of those named national heroes were given recompense. In
1959, Sukarno announced as national heroes a number-afiacti soldiersaalongside
prominent traditional political figures such as Sultan Agung and Iskandar #fuda.

The film is in itself a critique on the turbulence in the life of a veteran freedom
fighter, who strives to cope with tlatermathof the war and to adjust into the society.
It questions the seemingly critical gap between the ideals he fought to defend and the
plight of the society he finds himself in. The complexity of the main character reflects
the dynamic processes occurring witindonesia as the country laboured to determine
its independent coursaf actionas the Cold War ensued. For Sukarno, there was a need
to constantly revive and maintain the spirit of revolution among the Indonesians. In the
process of natichuilding, it was key to condition the memory of the Indonesians and
re-frame the national memory to incorporate sublime devotion to those who fought for
their freedom. From 1957 to 1963, Sukarno implemented various decrees and
proclamations to identify and determiné ¢ countryaos nati onal
particularly on those who staunchly resisted and fought against colonialism. Sukarno
ordered the construction of monuments. Streets and schools were named after the
heroes. The descendants of those named nationalshesye given recompense. In
1959, Sukarno announced as national heroes a number-@fudcki soldiers alongside
prominent traditional political figures such as Sultan Agung and Iskandar #¥fuda.

At this point, it is salient to underline thaist as othernationalist and

revolutionary leaders of former colonieSykarno studied and pondered on the nature

225Anthony Reid A History of Southeast Asip, 73.

228 bid.

137

her



and evolution of revolutions. He believed that a revolutiad aspecific life span and
phases. The first stagevolved physical violencé the turbulent stiggle between the
revolutionaries and the ones holding the power or the status quo. The second stage
entaied a phase of survivalThe last stage of the revolutiomvolved the state
continung the struggle to reach social and economic freedom. In histiqaol
bi ography of Sukarno, Legge maintains that, n
which had followed the physical revolutiond Co mpr omi se i n the sense o0
the Spirit offandttoithe seRse of tbds oftthie @volatioraan. %0’
In one of his most important speeches, Sukarno tenaciexalyinedhe state
of Indonesian revolution. He lamented that the pedpe forgoten the utmost
principles of the revolution and instead, advanced their own specific agendas. He also
expressed dissatisfactionith the political fragmentation of the country and the
increasing disparity between the rich and the poor in Indonesia.
i Wh e r that $pgit of the Revolution today? The Spirit of the
Revolution has been almost extinguished, has already become cold and
without fire. Where are the Principles of the Revolution today? Today
nobody knows where those Principles of the Revolution acguse
each and every party lays down its oW
objective of the Revolution today? The objective of the Revolution
that is, a just and prosperous societg now, for persons who are not
sons of the Revolution, replaced by libgualitics and liberal economy.
Replaced by liberal politics, in which the votes of the majority of the

people are exploited, blagkarketed, corrupted by various groups.

227 egge,Sukarno: A Political Biographypp. 34.
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Replaced by liberal economy wherein various groups wantonly grab
richesthroughsacrifii ng t he inteffsts of the Peop

In international relations, the same revolutionary ethos evédent Sukarno
evidentyper cei ved gl obal affairs and foreign rel:
revolutionary struggl e. today is a Sind&raboxn af , iThe W
Re v ol &%As sunh, lie strongly believed that the struggle could only be fought
through stringent and bold policies. As Legg
unexpected and unconventional behaviour could sometimes aclogenghich not be
secured through the |l ess spect&dSukarnobannel s
unconventional diplomacy was embodied in his infamous declaratittomirontasi
against Malaysia.

In 1964, the Indonesian government reinforced te@tionship among
revolutionary ideal s, politics, and fil ms. Sp
on I ndonesian fil m, State Minister Boegie Su
PAPFIAS [ d e f i wile Bofmulate concepts that are based on retiohary
progressive national unity so that film, as a revolutionary tool, can pioneer the
eradication of i mperialisméThe revolutionary
PAPFIAS has participated in up to the time of this convention, is a reflection of the
dedres which are alive in society and which must, in the interest and goals of the
revolution, be accommodated, coordinated and channelled in a positive and

constr uct iZ#®leis dearrthatahe ieiomotif of revolution actually persisted

228 |bid., p. 4.
229hid., p. 8.
230 |bid.

231 Said,Shawdows on ythe Silverscrepp, 7172.
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long afterthe acquisition of sovereignty in Indonesia and films were utilized as crucial
means to reproduce the revolutionary zeal among the Indonesian society.
By 1967, the year that ASEAN was established, the very same revolutionary
theme remained loud and cléd&  Sukar no procl ai med, ifThe act
Revolution go oné For a fi gh#®Thsgtateneriti on, t her
distinctly indicates Sukarnobs resolute belie
keep the revolutionary pyre growindilthough the impetus for the formation of
ASEAN, in fact, took place when Suharto assumed the reins of the government, it was
aligned with the predominant strategic culture forming in the region. As the official
institution aimed to merge the interestsdastrengthen the geopolitical power of
Southeast Asian states, ASEAd¢rved asa means tocontinle the pursuance of

revolutiorary idealdn theinternational platform.

B. REVISITING THE PHILIPPINE REVOLUTION

The Philippine Revolution is an i mportan
national narrative. Filipino historians characterigge Philippine Revolution as
composed of two distinct phases. The first phase pertains to the armed campaign for
independence against the Spanish colgmialer. Itbegan in 1896 when the fighting
broke out between the Spanish soldiers and the members ofdhet society of

revolutionaries and endeaith the signing of the Treaty of Paris in 1898. The second

232 Anthony Reid explores this in his book entitied Nation By Revolution:
Indonesian in the T0Century where he further examines the prevalence of revolution as a

subject in regional studies. He also contends, AA
centralizing influence, however unconnected this
182.

234 _egge,Sukarngp. 8.
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phase of the revolution refers to the Philippfkmerican Way which took place from
1899, with the incident at Calle Sociega, and ended in 1902, witarthst of General
Miguel Malvar. The Philippine Revolution has been the subject of various historical
and scholarly projects. There is no deatipublications on that period. However, this
does not necessarily mean that there is a universally agreedniprpretation of the
succession of events within it. As Caroline Hau explains,
AA single event such as the Philippine
of generating multiple meanings, and becomes itself an object and
subj ect of political debate and cont e
interpretations of Philippine history in lightf dhe exigencies of
present concerns. Narratives of the pagparticularly the colonial
times, of which the American regime was the fraugpe casd are
doubleedged weapons which may be used to legitimize or challenge
the status quo, to generate carses and conflict among politically
diverse individuals angroups %

The Philippine Revolution became a crucial juncture in the historical, political,
social, and cultural narrative of the country. Similar with the Indonesian case, the
revolution operate and appeared frequently in cinematic themes and political rhetoric.
The revolution in the Philippines was incessantly depicted as unfinished and
convoluted. In cinematic images, the theme of the returning guerrilla or freedom fighter
who found out thatife after the war continued to be deplorable became popular. In this
respect, films captucethe features of an unfinished revolution that was repetitively

mentioned by leading Filipino political leaders.

234H a uHistory and NatiorBuilding: Philippines 6 p. 47.
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The Filipino film pioneer, Lamberto Avellapaffectively encapsulated the
subtleties of the revolutionary theme in two of his most important film productions.
Anak Dalitais a story about a Korean War veteran who rettionthe Philippines a
hero butis welcomed with the sudden death of his motimel the deplorable situation
of the country. As he finds himself living in the slums and in a hopeless situatit, he
pushed toundertakeillegal activitiesto survive The hero turato a life of crime
(money laundering) to survive the endemic povertyhef postwar situation. Within
the cinematic frame, Avellana expldréghe situationin the Philippines following the
war and thec o u n tacquigitien of independence. Similar to Usmar Ismail, he
employed social realism to present dire issues such astposémes, and corruption
that remained rampadt®®

The movie begins with captivating shots of the rubbles and wreckages of
Manila Cathedral which was destroyed at the end of the Second World War.
communityis forced to live in temporary shelters and keshift houses around the
ruins. Avellanawanted his audience to apprecitte factthat many Filipinos lost a lot
during the wad their homes, properties, and loved ones. The surrounding area of the
Cathedral sensasa temporary refuge for the familiegho are displaced byhe war
and the escalating poverty in the country. Fasthmembers of thaudience whavere
familiar with the church and its surroundings, they would have been impressed by
Avellangd s ¢ a me r the once grand anahimpresssteucture of the church. €h
building, of course, was juxtaposéalthe sordid sight of the remnants and rubbles that
indicate the deplorable economic and social condition of the Philippines following the

war.

235 Anak Dallita (Child of Sorroyy DVD, directed by Lamberto Avellana (Philippines:
LVN Pictures, 1956).
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Even though the cathedral is crowded with maepple who have lost a lot
during the war, they still manage to establish a community characterized by resilience,
unwavered positive outlook about the future, and of course, thelgoudur thatis
characteristic of Filipinos. Theie a group of men dnking and having a good time. In
another corner, a barber continues his daily toil despite not having a shop. The women
continue their regular routine of taking care of their children and gossiping. As such,
Avellana lucidly constructs the multifaceted ligain the Philippines after the war
rampant poverty and destitution interlaced with the staunch sense of community and
determination for survival among Filipinos.

This was the setting in which the protagonist finds himself in. Vic, who was
played by theacclaimed actor Tony Santas, a Korean war veteran who returns to
Manila with an injured armHe is compelled to live among the community living
within the church ruins. Soon after his returnjdie i nf or med by Citadbds br o
motheris criticaly ill. He immediately look for her mother amidst the chaos of the
makeshift settlement only to find his mother struggling for her last brid&hmother
dies anaVic is distraught.

He finds solace and companionship Cita, a prostitute living in one of the
temporary houses in the community. She is remarkably beautiful and seductive. She
wears inappropriate clothes yet placidly navigates the slums. Her image drastically
dissects the extreme poverty of her surroundengd offers a hint of natural beauty
despite the chaos of the situation. Avellana then develops the love story between Cita
and Vic against the backdrop of dire poverty where values and morality are constantly
challenged and questionélheir predicament ealates when the reconstruction for the

churchis planned forcing the residents to vacate the premises.
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Vic assiduously works to survive in the slums. Butisidorced to leave his
decent job for a higher paying one offered by another war veteran, Carllo has
managed to accumulate wealth through dubious means. Pushed by the desperate
situation, Vic realizethat values and virtuemreignored for the sake of survival. Carlo
asls Vic to launderthe money from Hong Kong by putting it inside the statfe
Mother Mary he made for the church. He irsigiat no one would ever suspect that
there is illegal money inside the sacred idol. VicsaBka for help,thenwithout his
knowledge shdakesthe money and habit in another statue, hoping to protectcVi
and her and use the money for their own survival. In the final scene, Vic and Carlo
fight for the money. The lattés shot and as hées dying inside the church premises,
he ask the priest for penance. The priestaee laundered money to buy larat the
temporary settlers and provide them with a better chance of living a decent life. The
culmination of the story then harks back to the idiosyncratic salience of capital in the
economically deprived postar Philippines.

As Francisco Benitez asserfis M 0 ni ecgpital, even if iHgotteni is necessary
and can provide the basis of a good life when used properly. The money must stay
within the confines of the natiestate to benefit the many rather than the few, and
radical social changes are not necgs#fathe money can be redirected to satisfy the
needs of the poor, who in turn, remains nobly loyal to the state despite the demands of
s u r v #8Thad Filigino film critic, Noel Veraopines that the film provides a divine
depiction of povert§ of poor peple living around the ruins of an old church. He
further c¢comment s -rdalstailm,quickiyAand duiktly tels the stonye o
of the two lovers, with the surrounding church and community for backdrop. The

ending is melodramatit the result oftwo deaths, a shootout, and a villain dramatic

2%Francisco Benitez, #fAMpI3@ing Philippine Moderr
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lastminute conversioni but otherwise the film is a model of economical
storyt®®Iling. o

In these films, the ideals of the revolutiomere illustrated as dream
unfulfilled.?®® Both narratives present the miserable plight of the Philippine following
the war. The heroes of the war, after suffering a lot during wartia to confrona,
new set ofthallengesvhen peace was actually acquired. These lucid portrayals reflect
the ensing problems that the Philippinesonfronted after the acquisition of
independence from the Americans in 1946. In this respect, the goals of the revolution
were not achieved yet but became a continuing aspiration of the -stdien
Furthermore, in both cases the lack of economic stability fodoedvtin protagonists
to makedrastic decisionabout engaging in illegal activities.

In Anak Dalitg Vic trades his legitimate job and accefs be a part of the
illicit money laundering activity of his wartime friend. Huk sa Bagong Pamumuhay
Cardingjoins the communist movement in order to fight for a decent life he has always
wanted.Just as the struggle for independence needed to take the famabént and
armed movement, the struggle for economic and social stability after the war must also
be fought using all options necessary. In the realm of foreign affairs, a close
partnership with the former colonizers, the Americans, was imperative for commercial
and economic reasan$he Cold War struggle is portrayed in its local context with

critical det ai | s. For i nstance, Carding6s deci si on

237 Noel Vera,Critic After Dark p. 121.

238The same premise or claim of an unfinished revolution can, in fact, be seen in the
communist produced books and publications. For example, Amado Guerrero proposes the
continuation of the Philippine Revolution by mean
feudd i sm and beaurocrat capitalismé Our purpose is
foreign oppression and also the great masses of the Filipino people, especially the peasantry,
from feudal Ampgro GuereroRhilippire S&iety and Revolati (Hong
Kong: Ta Kung Pao, 19%,1p. 287.
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movemenis not motivated by his adherence to communist ideology. Instead, Avellana

depicts him as a nationalist who chose armed struggle because of the failure of the
government tadeliver its promises of land reform and backpay. Whemshmaptured

and sent to a resettlement area given to peasants and Huks who surrendered, he finally

decides to make a living for himself and his family. In the particular situation of the

Philippines then, the struggle between the government and the communists was not so

much an ideological battl e but a product of
incompetence to implement change addresghe enduring, seemingly unending the

poverty of many Filipmos.

The 1950s saw the increasing involvement of the Philippines in regional and
international Cold War issues. During this period, the Philippines struggleeiadine
its position within the broader context of the Cold War as a close ally (or more
acarately as a dependent) of the United States and as a decolonizing Southeast Asian
state. As the films suggest, communiasit wasknown in the Philippines had a rather
nuanced image. The protagonistsAmak DalitaandHuk sa Bagong Pamumuhasere
portrayed as nationalists, not as thieoded communists; they were depicted as heroes
who had to turn to violence in order to fight for the needs of their faamtithe right
of decent living. The films depict the Cold War not as a rigid struggle batwee
communists and neaommunists, but instead as a failure of the state to provide for the
people.

As Avellanads protagonists seek to define
to sustain their families, and find their way amidst the Cold War, ibitger stage of
international relations, the Philippines too was struggling to define its own foreign
policy and not as a mere pawn of the United Staesong these attempts were the

Baguio Conferencéen 1950, SEATO in 1954, and the Bandung Conferenck9bb,
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where the Philippines festablished its links to other decolonizing states of Asia and
Africa and joined them in trying to carve out an alternative way of navigating the Cold
War based on the principles of neutrality and -atignment. The Championof the
Masses holds the key to the Philippine government by 18%&sident Ramon
Magsaysay was vocal critic dbmmunism during the Cold War as he aimed to defeat
the Marxist movements across the Southeast Asian radesupportedhe creation of

the EATO (South East Asian Treaty Organization) amds a close friend and
supporter of the United States governmeéti¢ also had high hopder a clean and
corrupt free bureaucracy in the Philippines.

This period was characterized by efforts f@form and rehabilitation of
ensuringpeace and economic growth. Presid@aimon Magsaysay enactkvs that
addressed poverty and economic stagnatonthePresidentpoverty and the absence
of choice pushaithe indigent people, farmers as a big part of tligesto not trust their
government Their economic insecurity drove them tebel and join the armed
communist groups Republic Act 1160 establisiethe NARRA or National
Resettlement and Rehabilitation Administration as it aimed for the free distrinition
agricultural landgo the landless farmers$:urthermorethese lawsaimed to provide
former rebelswith lands to till and home lotswith the goal of eradicatinghe
insurgents andhe poverty that gave rise to theirthe Republic Act No. 1400 or the
Land Reform Act 0f1l955 emphasizkthe responsibility of the government to create an
agrarian system thatould bring prosperity to each and every citizéthaimedto open
up public agricultural lands and the division and distribution of private agricultural
lands where agrarian conflicts exist, either by private arrangement with the owners or

through expropriation.
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In this respect, te Magsaysay Administration a@m to resolve violent
conflicts throughpeaceful meandy reaching to every citizen and gaining their
confidence back through reforms and action systitnd.di € Romer ob6s f i
Huling Mandirigma(The Last Warrigr 1956, alludesto the transformatiannot only
in the Philippines but in the international system. The struggle to secure peace and
stability in the middle of the communist insurgencies within and beyond the country
had becomea major goal of the Philippine governmenand this is reflected in the
fil mbés p rTo tlie gy the swiordd to the die by the sword Huling
Mandirigma revolves around these words. As the savage tribe of Mandaya knows
nothing but violence, thegrenearing the verge of extinction throulgbththe hands of
their tribal enemieandfamine?°

The Mandaya employ violence as a solution to every protiadik, a young
boy of the tribe, considers himself not fit in their society as he fears to kill and loathes
the life of a warrior. Heunsaway from their tribe to escape that fate. On the other
hand, Sedés a popular boy in the village owing to his prowess on the battlefield and
aggressive nature, skills that are valued by the tiNtaik, with the help of a priest
achieve his dream of geaceful life and becoasa medical doctor. Sede, now a man
of strength, is a Bagani or a noble and fierce warrior of the Mandaya tribe. Mali& want
his tribe to adapt to the new ways of the present time and to prospaEvandoning
their warrior cultureMa | i k 6 s advhcatesahathamge and peacgethe only
means to achieve prosperity. He introduces the tribéechnologies they are not
accustomed to. He introducéhem to modern tools as well as medicifi@e tribal
leaders and elders are enraged by such disrespect to their ancignbutes@medo

admire the progressive ideals thdlik has to offer.

239 Huling Mandirigma (The Last Warrior), DVD, directed by Eddie Romero
(Philippines: 1956).
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Malik uses his wits and intelligence tpersuadesomeof thet r i beds men t o
leave their warriorculture behind adopt changeand cooperate with other tribes in
order toachieve prosperity and resolve the pressing issue of starvation within their
group. Malik fghtsbut did notwant to kill Sedeashe treas him like his brother. With
one sharp stab, Sedakeshis own life to escape the shame of being defeated by the
doctor, Malik. Savage was Sede, he lived and died by the sword. Change the inevitable
was Malik. The filmwasa subtle message to the rebels of that time as well as to every
Filipino citizen. The storywas a reflection of the theme of the golden years of
Philippine$ reform and peace towards progress.
In the realm of political idea®resident RamoMagsaysay effectively utilized
the theme of Philippine Revol upramotemhisand t he
programs and policie€®In his inaugural speech as Philippine President, Magsaysay
stressed the necessity of building a future that is worthy of the glorious history of the
country and its national heroes. He assbrt
nAIl I t oo o f weespeak oh Rizak anel rof Del Pilar,
Bonifacio, Mabini and our host of heroess if their work were done,
as it today their spirit had ceased to have any meaning or value to our
people. The truth is that we need their spirit now more than ever. We
neel it to complete tFHe work which they
Yet again, the revolutionary past of the Philippimes recalled and labelled as

unfinished. Magsaysay emphasized the rieed-ilipinos to continue advancing the

240 |Inaugural Address of President Magsaysay, December 30, 11953, delivered at the
Independence Grandstand, Manila, Philippines, date last accessed June 5, 2016,
http://www.gov.ph/1956/01/23/ramemagsaysayhird-stateof-the-nationaddresganuary23-

1956/

241 1bid.
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aims of the revolution and keep nationalisaad patriotic zeal burning among
Filipinos. He believed that the Philippines needed more heroes such as Jose Rizal,
Andres Bonifaci o, and Marcelo del %Pl ar who
He added, i We n e e drelidnteg thar capacdyafbr,worlt, theiri r sel f
devotion to service, their ability to lose themselves in the common cause of building a
nat i#dn. o
By 1959, the Philippines was under the administration of President Carlos P.
Garcia.The country was still Hbuilding its econom. The semiprotectionist economic
programs and the launching of the system of exchange controls and import controls
aimedtof urt her Garciads plans tOnedfchemdjoop t he <co
changes that were pushed through during the Garcia atration was the Republic
Act No. 1700 or the AntBubversion Act of 1957It outlawed the formation of
subversive organizationslt also penalizd membershipin Marxist communist
organizations like the Communist Party of the Philippines or Partido Kataunig
Pilipinas which was founded in the 1930s. The founding of G&¥k place aftethe
surrender of the Huks (which at that point was left leaning) headed by Luis Taruc.
Another part ofrebuildng a stable society was the Filipino First Poliashich heavily
favouredFilipino businessmen over foreign investors and enterpaisdsvas intended
to support the strengthening tife local economyln the 1960san Austerity program

waslaunched by the government toaffirm their commitment ta@womplde economic

242 bid.

2431bid.
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freedom, to counter the dominance of foreign interests in national economy and to
emphasize the Filipino culture and afs.
In Kundiman ng Lah{Song of the Racadatg, Avellana explord the notions
of independence, revolution, and change. It maddhe efforts of the Philippines to
rebuild its economy, society, and politidaring theCold War andhe decolonization
process The movie revolves around the suffering and the struggle of the barrio
paramour, Isandit the start of the film she is an orphan, forced to face the burden of
her motherés debts and the mortgage of the | a
Isangis forced to confronthe vestiges of a past that was not even her own
doing. As the country was left without any option but to tackle the remmdritse
colonial period and the Second World War, Isang similerhgft struggling with the
cruel acts of her aunt amgiforced nto becoming a dancer of cabanetsich causes her
much internal angst as she continuaghting for her morals, héronour and her name
despite the pressures of her professisang in a way was placed by director Lamberto
Avellana to become the refléen and personification of the Filipina virtues of purity
andinnocencebutalsostrengthamidst theast pacedchanges of her timéler persona
and the events that show the imagery of change through thdlemggh she was faced
with diff er en tvirtuesrengiedintaetsunberit and anbréken.this
way, she represents the Philippines, as the country attempted to stay true to its roots
despite the temptatiomwms of the AHoll ywood Spa
LambertoAvellana masterfully plays with the persona of Isang aschhages
from a simple and innocent girl in the barrio to an alluring vixen after her time in the
cabaretbecomingan object of desire for lecherous men. Thia igpresentation of the

beauty ofthe Philippines chased down by different colonial masters,angés onl vy

244 Milton Walter Meyer, A Diplomatic History of the Philippine Republic (USA:
University of Hawaii Press, 1965), pp. 2270.
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prayer from the start of the movigto be set free from indebtedness and the servile
bonds of her arel guardians. Arguably, this watsothe aim of the government at that
time i to alleviate foreign debts and chart an independent colrsle film, this
messageas repeated over and over agaitosing witha message of victoryi .at.sa
wakas, nang mahawi ang ulap, nagtagumpay din ang pagtitis, ang katapatan sa
sumpaan, ang dalay na pag ibig ng babaeng Filipina, ang dangal ng lahing
kayumanggi ¥°1 s a n g 6 seflecsetitolr & ¢ o nevoltutionar§ efforts at that
period toregain full independence and tsieuggle to retaifhilippineidentity.24®
Both the cinematic sphere aride political rhetoric in postvar Philippines
employed the ethos of revolution in several ways. Explaining the political motifs
utilized by Filipino poiniorddar o aehainirecardre r s , I 1 et
and popularly backedthe leaderskpoke to crowds of people and elicited responses
that might as well be described as natbailding responses because they served to
establish communication amon’fHevasodddeds f or ces
t hat fiwhen t he -E68 wabwritten into natidnal HisBof Gas a
foundationaleventi the birth of nationi i t al so engendered a set
6founding fatherso6 with whom pol i*ical | eader
The Philippines also had to deal with the need tomcoodate differences and
diversity in the international political sphefEhis outlook is evidenced ia prominent

feature film entitledGeron BusabqgsGeron is a younfabourerin Quiapo. Strong and

25 Translation: Andve finally overcome the suffering, our devotion and sincerity to
our vows remainthe pure love of the Filipina, the pride of our race

246 Kundiman ng Lah{Song of the Race), directed by Lamberto Avellana (1959: LVN
Pictures, 1959).

27Car ol i ne HaadNatioiBHiidtdoarmyg: Phil i ppi Matendo i n Wang Gl
Building, p. 46.
248 |bid.
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brawny, he is a friend and protector of market vendsied| owners, jeepney drivers,
and other poor, humble folk victimized lbyng collectors. The most notorious of these
crooks call themselves the O6Quiapo Gang. 6 An
to pay up. His grandson, Beto, runs to Geron fop.h€leron rushes to the scene and
thrashes the gang members, but it is too | ate
go, Beto comes to live with Geron as his buddy and sidekick.

Through Beto, Geron meets and falls in love with Nena, the pletighter of
a laundry womanand n Ameri can GI , who sells sampagui't
hopes to marry her off to a rich man or even to an old widower like Mr Loy®z is
courting Nena. ButNena loves Geron and, whenewtre haghe chance, meets him
furtively with the help of Beto. Trouble enters in the person of Digno, who exploits
Gerondés pity for hi m wh e Ganth ®ignocemebfeomt en up by
Sampaloc and, unknownto Geroras been coll ecti ngWherong using
Geron disovers this, Digno runs off to join the Quiapo Gafiy.

An underworld character, Murillo, tries to rape Nena. Geron and Beto arrive in
time to rescue her. Murillo escapes and is later found dead. The blame falls on Geron
and the police launch a massive shdar him. At the same time, Digno is ordered by
the Quiapo Gang to get rid of Geron. In the ensuing chase scene, Geron is caught in
between the underworld characters and the long arm of the law, in the Quiapo
underpassBut, Digno has a change of heartans hout s a warning to save
Geron Busabos established the character of what would later on be the archetype of the
Filipino action hero: a champion of the masses, an essentially peaceful person who is

drawn to the fight against violent forcas a defender of the weak and the oppressed.

249 Geron Busabadlirected by Cesar Gallardo (Philippines: Emar Pictures, 1964).
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One of the most prominent foreign policy thinkers of the Philippines, Carlos
Romulg believed a New Asia had to be forged the principle ofrespect. Talking
about the Philippines evolving relationship witle thnited States, Romulo argued that
Aféwe can only keep it uni mpaired i f we
respect each otherds sovereignty, if we

practices once countenanced by a subject nat@maw vigorously opposed contrary

to an independent nat i-Anmmeldcan frkrnidghip itotegdure a n d

must be based on t ol er an c?Despitethechangelini t y
therelations between the Philippines, a former coJamnd the United States, a former
colonizer, the emphasis on respect and tolerance remained.

The premise of revolution was not a definite or explicit leitmotif. Filipino
political leaderexpressed revolutionary idetsvindicate their politicatlecisions or to
challenge the political realities iha country. Thergvasa certain level of ambivalence
that prevailed in political expressions that allowed revolution to reflect a multitude of

meanings. For instance, the drive for a more nationalisth@uic policy as

keep

t hat

and m

encapsulated in Carl os P. esGiedas andiherstep | i pi no |

in the continuing revolution of the country. Caroline Hau also remarked that
fiPresidents like Manuel Roxas aktpidio Quirino used the revolution to stress the

virtues of Americanutelage They argue that the United States had fulfilled its promise
to nurture the Filipinos politically until the latter were ready to off on their own as an

independent natieetate. But, on the ber hand, this benign view of American

250Ambassador Carlos P. Romulo, The New Asia. Speech Delivered at the Far East
Session at the National Foreign Trade Council, Inc. held in New York, 1956, from Bartimeo
Velasquez (ed.) Selected Speeches of Living Filipino Statemen, (Manila: llagan & Langaga
Press), 1958, p. 95.
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colonialism in the Philippines was subject to criticism byglical intellectuals and
peasangroupso?>!

In 1962, President Diosdado Macapagal delivered a speech to the members of
theRamon Magsaysay Memorial Socigiynd discussed the nature and significances of
thei Mags ays ay ZReewargdedithat Magsaysay brought his own revolution
into the fiscene of violence and upheaval, of
revolutions which carried many anotherdea into power, the revolution that swept
Ramon Magsaysay to the leadership of his country was a revolution of peace, of hope
and of®love. o

President Macapagal tal ked therdeputatbon Mags ay s a
of the Armed Forces and himwavering attempt to focus on the pedpthe ordinary
peopl e, Afito their own talent s, to their own
essence of the MAHesmainptaemy frHavvoilnug ihoenl.d i n his
tremendous powers éf°the Prei&lency of the Philippines, he began to restore a
significant measure of this power to the peo
feeling of t h?¥®HRunrthernwore,nthe prevelutian,. hie maintaineds

unfinished not only because of the sudden deétMagsaysay but also because, a

251 bid.

252 Address of President Macapagal before the Ramon Magsaysay Memorial Society,
delivered on March 16, 1962, Philippine Governm@fficial Gazettedate last accessed: May
1, 2016 http://www.gov.ph/1962/03/16/addreskpresidentmacapagabeforetheramon
magsaysaynemoriatsociety/

253 |bid.

254 bid.

255 bid.
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revolution, a true revolution could not happen in one lifetime. In this respect, the
political theme of a revolution was not only persistently used but also categorically
identified as fragmentary and incomplete.
Further sppor t for this claim comes from F
Independence Day address given on June 12, 1963. He contended that the national
revolution was interrupted when the Americans intervened at the precise period when,
he surmised, the Filipinos were abotd reach success against the Spaniards.
According to Macapagal, ithe fact t hat Amer i
rapid dissipation of the force behind it as well as in the abandonments of its ultimate
objectives in the political, economic, and soe | £51 ltavhsdherefore necessary to
continue to fight for the tasks of the unfinished revolution which incuft&emost of
al | | it he need to do away with the survivin
regard the achievement of natiotibkeration or independence as an end rather than as a
means t 02 The cinenmatic.and political theme surrounding the unfinished
national revolution forged a robust facet of the Philippine nation. These images helped
Filipinos to visualize the conceptf the nation and form their identity. Furthermore,
these ideas inforedthem of the way they should think or behave in the society at
the same time set limits to what the stabelld do within the international political

sphere.

C. TRACES OF REVOLUTIO N IN MALAYA

257 Address of President Macapagal in Independence Day, delivered on June 12, 1963
in Luneta, Manila, Philippies, Philippine Governmerfficial Gazettedate last accessed:
May 1, 2016 http://www.gov.ph/1962/06/12/addres&presidentmacapagabn-independence
day/
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Probing the critical junctures of Malayan/Malaysian histagveals a
multifarious and gruelling succession of episodes ithaerilled and at the same time
construceéd nationalism in the country. Unlike the Philippines and Indonesia,
Malaya/Malaysia did not experience an armed national revolution or a united anti
colonial movement against the British. This single truism is crucial. Fasenf all,
the process of natiebuilding following the acquisition of independence was not
(could not have been) embedded or intimately entrenanedéd 6 s har ed gl ori ous
As discussed in the first two sections of this chapter, there was a vigo@imation
for the Philippine and Indonesian statesaygpealthe ideals of their respective national
revolutiord their independence campaigns to consolidate their otherwise disjointed
communities. The précis of a national revolution paving the way fopantience was
a rousing concept that not only induced popular support but also disispgagjonistic
expressions. This was not possible in Malaya. Nevertheless, despite the absence of a
national revolution, cinematic and political motifs still manifestqoenchant to view a
national struggle as an unfinished, continuing process that needed constant support and
effort. In this respect, conflicts with othgroups (other than the British) such as the
Japanese intrusion and théonfrontasi against Indonesiaserved as consolidating
factors that helped pushe emergence dflalaysian nationhoad

I n P. T. Bauerdés article written two years
advanced a crucial question. Comparing the situation among Malaya, the Netherlands
East Indies, and French Indthina, he askd AWhy is it that while | &
the populations of those other areas are fighting desperately to prevent a return of the
Dutch and the French, the inhabitants of Malaya have generally welcomed tké Briti

and have shown no signs of hostility, with the exception of the Communists and their
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af fi |*Hetbaisv@Oohat the #fAdif fienotesuffciendy explain power o

the disparity in these colonies. From the perspective of the Dutch, the Beitished

to Malaya with strong military forces while the Dutch, due to a lack of ships, could not

reach Java and Sumatra in full force. Bauer obsktkiat beyond the variance in

military strength and resources, the general attinidéalays and Indonesianowards

the British and the Dutch differed. He expoaadd
i Wh e n o franklytaadl pkvately to the Asiatics in Malaya they
sometimescriticize the British administration freely, and emphasize
the social, political, and economic discrimination agaimsir
Europeans. But even in this criticism there is often a friendly
undertone, and there is certainly a notable absence of the bitterness and

hatred which is so often felt against the Dutch by the Indonesians, and

which is a driving force behindthe Inders i an r #si st ance.

Instead, the author conjectdrehat the disparity in the style of colonial
governage and treatment of the locals could explain the nature of the situation. Bauer
appositelyexplainedthat the Dutch treated the locals of the Netherlands East Indies
with far more brutalityHis observatiorwas astute. Other scholars who also attempted
to illuminate the incongruence in British and Dutch experience in the region after the
Second World Waconcur with the same interpretation.

Beyond the contrast in colonial policies, Bauer also sugdefitat the
ficomposite population of British Malaya, and the large proportion of comparatively

recent immigrants, may also have been partly responsible for the absence of such a

259Bauer, P. T. "Nationalism and Politics in Maldy&oreign Affairs. April 1947, date
last a&cessed June 8, 2018tps://www.foreignaffairs.com/articles/malaysia/193
01/nationalisrrandpolitics-malaya

260 |pid.
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violent reaction has been displayed by the more homogeneous autochthonous
populations of te Netherlands Easindies and of French Ind€ h i rf%a Thig
proposition is indeed crucial for two reasons. On the one hand, the internal davision
inter-ethnic tension among the inhabitants of Malaya middeo strenuous, if not
impossible for a national coordinated amolonial movement to emerge. On the other
hand, the ethnic composition in Malayahapedthe kind of nationalismthe people
espousednd the natiortbuilding they pursuedWhile this section elaborates on the
first point, tre subsequent chapter explores the intricacieh@mmulti-racial society

and nationalism in Malaya/Malaysia.

Despite the absence of widespread armed-chtinial movement in
Malaya/Malaysia anticolonial themes still permeatedtheir political and social
discourse. A number of films screened even before the granting of independence in
1957 reveal strong antiolonialist and revolutionary ideasOne of the earliest films
screened in Malaya entitlégeruan Merdek#&Call for Freedm datg encapsulat the
anti-colonial spirit Althoughthe Britishwasnotthe main target of their revolthe film
neverthelessepresents amssential political discourse circulating in Mal@§aThe
preferredtarget of Malay/Malaysiathemes ofevoltin cinemawasthe Japanesiethe
same external enemy that the rest of Southeast Asia had to deal with.

The film tackles the narratives of an underground movement against the
Japanese. As aforementioné&ktruan Merdekas considereda turning pointin the
history of Malaysian/Singaporean cinema precisely because it had Chinese and Malay

actors as the primary protagonists. This is remarkable given the fact that during the

261 |bid.

262]n an interview with Hassan Muthalib, he opined that one of the key reasons why
there was no strong nationalistitzology in Malaysian cinema compared to other Southeast
Asian national cinemas was because of British censorship.
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Japanese Occupation, the racial divide between the Malays and Chinese was very
apparet. While the Malays were given privileges by the Japanese, the Chinese were
seen as enemies and somehow linked to theJaptinese movement in mainland
China.

In the movie, the Chinese and Malay main charactayist the Japanese
alongside each other. They lead the guerrilla movechéting theJapanese occupation.
Rashid, the Malay soldier, is a radio signaller who worked for the Allied military forces
strategically based in Singapore. He is captured by Japanesa gotice but manages
to breakout with the assistance of the person who divulged his details to the Japanese.
The fimwaswellr ecei ved. I't is regar dedvardMalayt he nAafirs
f i 12}t isdalso interesting to note that the film anporated both Chinese and Malay
languages into the script, indicating an attempt to bridge ethnic differences and convey
an idea of racial harmony or communal struggle against one éndrayJapanese. The
movie was theresult of the collaboration betweemetprominent director B.S. Rahjans
and producer S.M. Christy. While the former was away from Malaya dtiegar,
one of the people who shot this film was, in fact, a member of the guéoril@and
had fought the Japanese. Mohamed Pillus was a p&orok 136 and was therefore
intimately familiar with the complex reality during the Japanese period.

Despite being considered an important film and having a populauinef
local bangsawanactors including Bachtiar Effendi, Johar Effendi, Rukiah Hianaf
Salleh Ghani, and Siti Tanjung Per&eruan Merdekdid not perform welhtthe box

office. It was not circulated wide enough to be able to acquire substantial viewership.

%3According to a The Singapore Free Press adver
fi rosctcurpeat i on f il m. . . oheTlhfei IS raas tfst hle nfeisr srte gsatralrsy
nder gr ound mo vhitpri/eresburces.nl.gog.sghistaybevents/4f36 25320

f
u
482¢cb8d9-2dalf0ecs6ea
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This was because the two big studios in Malaya had control over the screemosss a

the country. Shaw Brothers and Cathay placed a restriction on the number of
screenings of movies produced by other small production companies. On August 16,
1947, the film was first shown in Singapore. This, however, did not contribute much to
the owrall earnings of the film. The producer nonetheless attempted to circulate the
movie throughout the country. Several screenings were conducted in Kuching, Penang,
and Johor Bahru. It was also screened in IAtia.

The film certainly capturthe overarching impact of the Second World War
across Southeast Asian countries. Like the rest of Southeast Asia, Japanese forces
advancedcrosdMalaya in 1941 and established their foothold which lasted until 1945.
The whole peninsula was divided intoopinces managed by Japanese officials who
also retained local and traditional rulers as advisers. Sarawak, Brunei, and North
Borneo were placed under military rule and were further divided into prefectures.
Similar to the plight of the Philippines and biksia, under the Japanese authority,
Malaya was, for the first time in its history, managed by a single power. In this respect,
the invincibility of British colonial power was shattered.

However, even if this was the case, the nature ofchbinialism n Malaya
still took quite a placid route. I®eruan Merdekathe subject of resistance is the
Japanese while the British remains as allies. In this respect, in the process, or in the
struggle for l'i berati on, t he Brtthéeflmh r emai ns
emphasizes instead is the necessity of racial harmony or cooperation among different
ethnic groups in Malaya in order to cast away the primary enemies, the Japanese

colonizers.

2641bid.
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The ethos of anttolonialism also took the form of bargaining and
reconciliation with the British. Instead of a sonorous repudiation against their colonial
masters, who were not able to protect them from the incursions of the Japanese, Malaya
redirected its focus on a multifaceted compromise with the British. The wgveri
nature of AngleMalay relationship is skilfully explored and interrogated in the film
Bakti( Fai t hful ness) . When it was released,
Mal ay f It starsywe tof.th@ best pioneering actors of the Malaysian national

cinema, P. Ramlee and Lakshmanan Krishi8&According to aStraits Timesarticle,

fHer e at | ast is a film which draws with

Malay charactermd t he Mal a% Thastoyy revdiveslaiodne thecdynamics
bet ween Nasir, an orphan boy adopted by

precocious son, Hassan. The latter obstinately objects to giving food and shelter to

t

a

Nasir but his sister,th s we e t Saadiah concurs with thei

Nasir.

In Bakti, Nasir transforms from being destitute a rich man while Hassan
marries a materialistic and greedy woman awentuallyresorts to stealg to maintain
their hedonistic wy of life. More specifically, he steajewelleryfrom his father just

so he can impress his wife. But Nasatcheshim in the act and persuades him not to

proceed with his plan. Ha s s anariminates linine s Na s i

®fBakti is te Best Malay Film Yetd The Strait

Governmeh NewspaperS@Qlate last accsessed: June 2, 2016,
http://eresources.nlb.gov.sg/newspapers/Digitised/Article/straitstimes1950083328.1.aspx

266Kr i shnan, who was also a director saw P.

prominent bangsawan singer dmatl already done a few short bits in film before. Bakti was his
first major film. When Krishnan gave Ramlee the main rolblasir, neither of them realized or
even anticipated that it wild.l open thetarr oad
in Malaysian/Singaporean film industry.

®"Bakti is the BeaedlastMaédssed, JuURE 2| 2016,Y et O,
http://eresources.nlb.gov.sg/newspapers/Digitised/Article/straitstimes195008228.1.aspx
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the crime. Before the poliarive Ibrahim andSaadialpersuade Nasir to leavien due

course, he becomesapular musician whmakesa good amount of moneyhe story

unfolds when Hassasteals again and theyets caught by the police arsdncarcerged.

Upon hisrelease, heteals again, this time from hésloptedbrother, Nasir, who later

informs the authorities that the stolen goods were meant to be given to Hassan anyway.

In that moment, Hassan recognizes his mistakes and sees that Nassir is, in fact, a good

person.The movie ends happily. With Hassan and his wife Eda wearing beautiful silk

and satinan@aadiaand Nasiré6s duets, %he film proves
On April 1,1950, the film was first screened at the Rex Cinema, owneldeby

Shaw Brothers. For two weeks, it occupied five slots of screening per day. It was also

screened in Penang and Johor Bahru a little more than a month after the Singapore

premier. In just adw days, the film acquired excellent reviews. Kuan YinToe

Straits Times commented thatBakti A i s skil fully directed

phot ogr®Sphecde. 0t he movie has English subtit]l

those of us who have been too lazy to strengthen our Malay vocabulary can enjoy it to

t he #°nlatiditian, the plot itself is quite straightforward that guarantees the

spectators will uderstand it easily’* Aligned with the antWestern propaganda of the

Japanese, Malayan organizations were encouraged. This fuelled the early stirrings of

an

€ S

8o Bakti 6 is the best Malay film yet. o (Marc

http://eresources.nlb.gov.sg/newspapers/Digitised/Article/straitstimes195008328.1.aspx

269 The music and songs in the film were composed and written by Osman Ahmad. P.
Ramlee sandive songsi Hidup Berdua, Merpati Dua Sejpldidup Melaat, Taman
Puspawarna and Sate. Nona Asiah performed one song eSttleshg Bergay&robably
because of the success of the film, in due courseotigssverecompiled into an album and
released for commercial purposes; Ibid.

2701bid.

2r1 Baktialso stars other significant actors including Kasma Booty, who played as
Sabadi yah, Ss HassanmnSput Sakawak,rwho played the rolecofah
Hassano6s wife.
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national identity formation in the country albeit its emphasis on the Malay identity. The
Japanese eouraged the integration of the Malay population across the Peninsula
while at the same time maintained a sceptical outlook towards the Chinese (because of
the strong antlapanese movement in China). While numerous Malays joined the
Japanessponsored pamilitary Pembela Tanah Air (PETA), a significant number of
Malays also became affiliated with Kesatuan Melayu Muda (KM®Jhe latter was

led by lbrahim Yaacob and aimed to collaborate with the Japanese in order to attain
eventual full independence.

In 1945, Yaacob established théesatuan Rakyat Indonesia Semananjung
(Union of Peninsular Indonesiangacked by the Japanese was premised on the
idea of a AGreater | mhdinpasesdempirécolapsedede | v aft er w
early stirrings indiate the roots of Malay nationalism or, at the very least, a
revolutionary zeal to acquire independenthese were prelude to emergence of the
ethos of independence founded upon their precolonial achieveméstgal$ohoped
to see the Peninsula not only free from colonial rule but united with Indonesia.
Furthermore, inteethnic dialogue concerning the future of an independent Malaya also
began as Yaacob initiated relations with the Malayan PeoplesJApdinese Army
(MPAJA), which compriseth the majority ethnic Chineseevolutionaries

In this respect, the national revolution in the specific case of Malaya actually
began as a response to the Japanese, which also embodies the only widespread armed
anti-colonial movemat in Malaya. The role of MPAJA cannot be underestimated.
Despite having connections with the Allied contingents, the members of MPAJA
(which was dominated by MCP members) were left autonsndouing the struggle

against the Japanes®ominent Malaysiancholars remarked:

212 pefenders of the FatHand.
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Ail't is not surprising that in 1945 mem
as the rightful victors because of their intense involvement in the
MPAJAG6s wartime activities. Having ach
defeating the Fascist powers in camdance with Communist
International (Comintern) policy enunciated in 1941, they could now
turn their attention to tHEé attainment
All three states considererbpeatedly andused thepoignant epithet of

revolution in their political discussions, debates, and decisidmes intensely recalled

their revolutionary past struggling against their former colonizehis was evident in

their political rhetoric as well as their cinematic projectioifie Philippines,

Indonesia, and Malaya/Malaysidefined their domestic and international political

strategy as a continuing revolution. For these countries, the acquisition of independence

did not end the phase of revolution in Southeast;Asiaerely entered into a different

chapter. Fundamentally, the continuity of the process of revolution meant the pursuit

for economic development, modernity, and equality. All three countries, Indonesia, the

Philippines, and Malaya/Malaysia, suffered economicallyinduthe Second World

War. Hence what followed aftethe warwe r e t h e s aletecnmonadcheffagioe s 6

revitalize their economieand alleviate poverty and social inequality that characterized

thdr societies Even rationbuilding was promoted by oveylang the emplate of the

revolution. To the three postwar governmeikt® work to build a unified and stable

nation was necessarily predicated upon an enduring revolution.

Local political leaders perpetuated the climate of revolution in state and
interndional affairs while films captudkthe essence of revolution in various ways

from its failures to its continuity. Sukarno and Mohammad Hatta persistently spoke of

2r3\WatsonAndaya and Andaya) History of Malayap. 262.
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the revolution in Indonesia. In the Philippines, Elpidio Quirino, Ramon Magsaysay,
and Carle Garcia, among others, also harked back to the Philippine Revolution to
articulate state interests and goals during the Cold War. Immediately after the granting
of independence, Mal ayads first Prime Minist
an unfinishd struggle towards building strong, multracial country. While there was
a palpable recurring theme of unfinished revolution among the three states, the ethos of
revolution amongthe Southeast Asian states eventually manifested in their outlook
toward he international system and the bipolarity of the Cold War. For these states, the
international system was not only a space for the culmination and practice of their
sovereignty, it was also a crucial space for where revolyoidealscontinuel to
circuate. As global politics was dominated by the Cold War, Indonesia, the
Philippines, and Malaya/Malaysia, fgiot for and safeguaed their national interests
and hareearned freedom
The Cold War and the clamour for alliances was, from the Southeast Asian
perspective, an inecsion to their independence. &hresponded as they did during the
revolutioni wrangle out of Western impositions and assert their owarests The
result of this particular strategic culture was the underlprgchant for no@lignment
and the protectiorof their national rights and liberties. The creation of ASEAN,
arguably,was atthe apex of suctendency Accor ding to Ant hony Rei d
create a sharp break with the past of each region; they destroy the legitimacsl of lo
dynasties, and they <create power f ul new myt#h
communitieso t o repl ace t he di scredited i de
Revolution is therefore not exceptional, but it is one of the most striking

demonstrationsfo t hi s g e n# farther add thad this wag thedsame as the

274|bid., p. 182.
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case in the Philippines and to a lesser degree, Malaya/Malaysia. The revolutions,
regardless of the nature and duration, that these countries experienced eventually
influenced the formation of a shared strategic culture in the region. The revolution
became a memory of the years of colonialism and oppression and, consequently, the
ardour of the Southeagtsians to reclaim their freedom. In postcolonial Southeast
Asia, the revolution remained a crucial rallying point for the pioneering political
leaders as it had the capacity to move pedpli¢ contained a psychological and
emotional impulse to inculcat@nd inspire citizens to continue working towards the
presumed interests of the state, including economic development anepsiiial
stability. The experience and memory of the revolution also dereeucial motivation

for these Southeast Asian s&tet only in forming their states but in coursing through

global affairs from the onset of the Cold War and after.
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Chapter Five

Heralding the Nation

Butnow a national culture does exist, in an emerging form at least,
and it is most clearly visible as a fictional construct in Indonesian films.
Karl Heider
fi éitis an magined politcat o mmuni t yébecause the members of
nation will never know most of thd@llow membersameet them, or hear of them, yet in
the minds of each |ives the i mage
Benedict Anderson
The absence of the Europeans and tiheefcansduring the pinnacle of the Second
World War left the people of Southeahstia to dealwith the Japanese on their own.
Local political leaders such as Sukarno, Jose P. Laurel, teautitional sultansin
Malayawere in a particular position teegotiate transact and discuss locahterests
with the Japanesélthough Southeast Asian responses to Japanese rule differed, the
latter nevertheless left particular marks that can be identfieall three countries
studied hereln particular, a more formidable and precipitous thrust towards self
determination and nationalism emergétbre importantly, soon after the end of the
war, these three countries attained independencdaamdhed their own nationalist
projects
In this section, the convoluted attempts of Southeast Asian dtate®nesia,
the Philippines, and Malaya to ascertain their national charaoteexamined. The
process of natiobuilding these countries underwent is scrutinizEdroughout this
process, cinemaegame a platform within which the images of the nation were
constructed and challenged or contested at the same time. While the foremost political

elites of these countries were formulating official narratives and discourses on what

their new nations wouldepresent, a plethora of depictions of the nation also pervaded
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the filmic realm. Indonesian, Filipino, and Malayan/Malaysian filmmakers also
contributedto the process of defining the nation by sketching various versions of the
ideal citizen Thisideal citizenand its variantesssumd a character embedded not only
within the framework of decolonization but also within the context of the Cold War.

I ndonesiabds attempt to transcend its hete
crafting a coherent ima&gof a nation that is unified amidss$ intrinsic diversity. The
idea of nationalism became a rallying point throughout the Indonesian revolution and
lasted even during the Sukarno yeditse Indonesian government also championed the
concept of pancasifaa political philosophy thagventuallyunderpinnedheideals and
identity of thelndonesian nation. For Sukarno, a free and independent Indonesia should
be founded orihe five principles of nationalism, internationalism, democracy, social
justice, and bé&f in one GodThe idea of pancasila operated améying principlein
t he count r y 6 sbuildifgrThis discofrse was mefldctedamfiims as well.
Us mar | s maniirdorédsthe fvdlatilansature ofthe Indonesian natiah an
emerging natioromposed of different people from i@us ethnolinguistic, religious,
and economic backgrousglagued by the same dire social and economic problems.
Films produced by Indonesiansirrored how Indonesiansreflected, imagined, or
challenged the elementsat definel them as a nation

The emergence of nationalism in the Philippines can probably be considered as
the first in the regionThe early stirrings of nationalisroan be traced back way before
the end of American colonial rulén the late 19 centuy, the propaganda movement
began and picked up pace during thebreak of the Philippine Revolution against
Spain Philippines nationalism wasibsequently suppressed by the arrival and eventual
formalization of American rule in the Philippines. The otamfor nationalism and

autonomy remaied, although stifled, throughout thperiod when the Americans
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consolidagd their authority, and reconfigued thegovermmentand bureaucracy in the
country. One of the most fundamental components of national identity construction
includedthe definition postolonial relations with the United States. This is not to say
though that natiouilding in the Philippines was not indut&om within or that it did
not emerge internally. But the process was closely intertwined with thé i effomh 0 s 6
to redefine the Philippine American postolonial relationship. Films produced
following the acquisition of independence provide valudeles to the composite
nature of national identity construction and decolonization in the PhilippOress.of
the most recurrent and coherent images that apgearthefimswas t he Phi |l i ppi nes
conflicted attitude towards its former colonial master.t@m one hand, films depiaxd
the Filipinosé strong affection or fondness
there was also resistan@nd a rigoroud-ilipino tendency to subvert and disrupt the
ties that lound the Philippines to the United Statds.other words the idea of the
Philippine nation was contingent, albeit partially, upon its outlook towards the United
States.

Malaya/Malaysi@ s ¢ ahswracterized by ethnic and racial tensiagsinst
the background otheir historical saga under Bsh colonialism. British Malaya
remained deeply fragmented, particularly in administration and loyalties to traditional
rulers. The British implemented economic and educational colonial policies premised
on ethnic segregation. By the 1920s to 1930s, hewethe earliest stirrings of
nationalist sentiments appeared, though still following racial identities. In the 1920s,
the Malay community began to explore new ways of defining the concept of Malayness.
The Malayan Communist Party was established in 1886, furthering the ethnic and

ideological divide within the communities in Malaya. In 1936, Indian Malays also
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began to form organizationshen the Central Indian Association of Malaya was

founded to guarantee Indian interests.

A. PANCASILA AND THE INDONESIAN NATION

On Augustl7, 1950, the entire constitutional framework of the revolutionary
period and a new Republic of Indonesia was created. A provisional constitution was
implemented establishinga multiparty parliamentary systemA National Assembly
tasked to write a permanent constitutisas establishedfficially, the revolution hd
ended. Yet there were mamyresolvedssues thatonfronted Indonesiddeological
and power struggles persisted. Social, ethnic, and religious problenisiuecin
Extreme poverty, a majority of uneducated public, distrust among varying political and
ideological streams, the obstinate political power of the armed forces, and the power
struggle among Islamic, communist, and secular political paeiesued What
followed wasthe story of Indonesiand itsassiduous efforat building the nation and
maintaining unity in diversity.

In the previous chapter, | argued that Indonesia viewed international affairs
through the lens ofcontinuing hostility to colonialismi a platform where the
revolution persigd and sovereignty and freedom must be safeguardéts
ideological predilection was related to the formation of Indonesian national identity
the stringent emphasis on unity asti diversity and the clear line between the
Indonesian Self and the Western Othore importantly, this helps make sense of the
third facet of Southeast Asian strategic culture, that isingistenceon non-alignment

amidst the bipolarity of the CoMVar 27

275 Legge,Sukarnop. 340.
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Indonesian filmsproduced in the postwar yeatepicedthe nation as well as
the process of natiebuildingi its features, goals, impediments, and nature. One of the
earliest films thatccentuated the notion of thendonesi an nati on was Usm
film, Darah dan Doal s mai | drew hi s athed divisianc and s attent
disagreements among the revolutionanemdonesia The campaign for independence
and the Indonesian nation was depicted as being fougbtrally as well. This is
salient as it indicates an image of Indonesian nation as intrinsically heterogeneous
marked by conflicts and disagreements. Setifwin and Barkerightly assert that
A The | n dRarakedan @Roaisoohe where its citizen®dk inwards towards the
project of nationalism as embodied in the physical and ideological struggle of the
militaryé their vision of Il ndonesia replaced
nati onal i st i deol ogi es ©5The ffilmehowtlverwwasOr d e r gov
furthermore a product dhe crucial process of selfeflection of an embryonic nation
wriggling itself out of the throes of colonialism.
Another film thathighlightedthe nationalist discourse in Indonesia is Basuki
Ef f e RPuang(ReturningHome datg. It revolves around the story of Tamin, an
ordinary village boy whas entrapped?] by the Japanese during the Second World
War and beomes a heiho (auxiliary soldier) He then enlist for the Japanese mission
as a part of the Red Cross groWhen the Japanese empi@lapses Taminis forced
to return to Indonesia. Upon reaching Javaish#zansferred to the Royal Dutch East
Indian Army (KNIL), supporing the Dutch attempt to festablish theicontrol ofthe

country.

278 SetijadiDunn and Barked, | ma gi ni ngp.4Ondonesi a, 0O
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In this respect, Tamiis compelled to be a part of the Dutch forces and fight
his own peoplevho arestrugging for selfdetermination. When the countryfinally
grantedndependengeTamin ha no other choice but to go back to his own village
finds out that he is now perceived as a traitor ¢oflaboratingwith the Dutchagainst
the Indonesian fighters-eeling ostracized, Tamin leaves his village and returns to the
city where he meets his olteihofriend who, interestinglyhasjoined the Indonesian
military forces. He helps Tamin to realize that regardless of his past, there are many
ways he can contribute to the process of nabigitding and to continue the national
struggle. In the end, Tamin decides to return to his village and become an ideal cit
of the new Indonesian nation.
At this point, you will probably object that the film deals with natmrilding
becauset is aboutthe armed struggles in Indonesia before indeperaldrefore the
formation of the natiorstate While it is true that th film can be regarded as midpoint
between two genrdsrevolution film and Japanese period film, | still maintain that by
stressing an individual és oscillating situat:.i
the film, in fact, interrogates the internagdedicaments of Indonesia as an emerging
nati on. Tamin embodies Indonesiabs quest for
historical experience. He attempts to make sense of his vacillation from the Japanese
side to the Dutch forces and finally turgimoward his own nation. At the end of the
day, regardless of Taminds waver i nsgq his ulti
contributetol n d o n e s i-lailisgeffoest i o n
The natiorbuilding in Indonesiavas nevertheless multifarious. Indonesia had
to confront numerous social, economic, and politatallengesThese dynamics were
captured and reflected in fiim&or example PERFI NI 6s fourth product

mirrored the social realities of Indonesiathe immediate poshdependence milieu.
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Embun(Dewdrops) was directed by D. Djajakusuima close friend and collaborator

of Usmar Ismail. The film revolves around the story of the returning soldier, Leman.
His old friend Barjo, also a former soldiémyites Lemarto assist him in asking money
and donations from businessmen. In an effort to make a living, Lagi@esand then
realizes how tedious the whole pursigst Some businessmen decide to give them
money, but others refused.

In one scene, Leman tgeinto a heated argument with a businessman who
staunchly decliasto accede to their requdstr money A brawl beeaks out and Leman
accidentally kills the businessman. Together with Barjo, Leman flees the scene and
goes to Jakarta. They decide to spfit After several years hiding from the law, Leman
chooses to settle in a village and attempts to live a normal life as a farmer. He
encounters difficulties in the villagéut finds comfortin the arms ohis caring and
dependable girlfriend. As the plgroceeds, Leman learns that Bahjas bemme a
wealthy man through illicit businesses ventures in prostitution and gambling.
Mor eover, he is |living with Lemanb6s sister.

Hoping tolive a decent life Leman focuses on his farm. However, Bago
concernedhat Leman mightevealtheir past crime. He then compels Leman to work
with him as a truck drivertransporting smuggled guns and weapons. But as soon as
Leman learns about the smuggled arms, he confronts his friend. They wrestle on top of
a hilland,int he end, Barjo dies. Through its depict
problems in cities as well as in the villages, the film presents a squititee of a
fragile nation on its way to maturation. In one of his articles, Usmar Ismail maintains
that:

fiThe value of Dewdrops lies in its realistic depiction of village life

with its detailed visual description of living customs and beliefs. It was
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precisely this aspect that made the film run afoul of the censors,
thereby convincing producers that the safesy to avoid problems is
to steer clear?”of realistic themes. o
This statement indicatdsmailb s dedi cati on to create fil ms
and authenticity in terms of depicting the situailoindonesia. Through this approach,
the film also showsh ow D. Dj aj akusuma, l smai |, and PERFI
nuances and issues. In fact, the film had supbwerful narrativeabout the situation
in Indonesiahat it provokedopposition from the pres#t even had difficultiepassing
muster withthe censorship review. One film review states thabundoes not suit the
audience from the cities because they are already conditioned by imperialism. As such,
women from the urban areas will not blindly follow or fall in love with a pitiable
veteran. Accading to the article:
ifiThe veteran portrayed in Dewdrops i s
because of the influence of a woman. This simplistic picture might be
welcomed in the village but the situation is completely different in the
city. Is it really possite that a man who is living such an aimless
existence is going to find the moral support of a womén? Ci t y
women and girls dondét chase after or c
to young men with star bars, with cars and tall buildings, and with rank
anda g ood What therefore is the use of showing Dewdrops to
an urban audience, one that is already heavily under the influence of

imperialism? Is it in the least bit likely thattaokenrheartedgirl is

2ZfUs mar | s mai $tar New§ ¥al. IlIN0STH R 3egtember 25, 1954, 31.
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going to offer her refreshing assistance to a veteran who has tried to
find a job, any job at a?l, but found

While one can argue that this highly disparaging commentary demonstrates
resistance (and therefore lack of impaather than recognition of the film. | assert that
the fact that the film warranted such a strongly worded review attests to it significance.
Entrenched in Ismailés ideal s, D. Dj aj akus uma
and norms and the struggl of the returning warriordn other words, films areot
only powerful or influential based dheir content. Their relevance can alsodzaiged
in how they elicit responses and reactions fthair viewers

In 1953, EERFINI produced another film enlitd Harimau TjampaThe Tiger
of Tjampa) The workis concerned with life in a village in West Sumatra during the
period of colonialism, at a time when many Indonesian civil servants working for the
Dutchare highhandeth their relations with the peopldt was originally planned that
this film would be directed by Usmar Ismail, who was a Sumatran. But, it was
eventually directed by the Javanese, D. Djajakusunfdmmaker subsequently noted
for his interest in regional cultures and traditiolmsthe film, a young man attempts to
avenge the death of his father by learning the local martial arts, pencakKsilaains
undera master of silat at a small villagpased Islamic boarding schoblis secret aim
is to challengehe murderer, a local village hbao a duel The exteriors for this film
were shot on location in West Sumatbgajakusuma incorporated the music and dance
of the region into the film. Adding a layer of authenticity into the script, Djajakusuma
also used local sayings and traditionedvyerbs in the dialogue. He further managed to

convey the intricacies dhe Islamic religion and how students practiced its traditions

2%l ingga Wi snu MS. fiKeadaan Manday@auriek at dan Tj er
November 25, 1951, p. 16.
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and rituals. This way, the film acquired a more culturally specific facade that pertains
to West Sumatra.

Onecan arguehat the decision to focus on regional specificities substantiates
a negation or opposition to the broadearrative of natiofbuilding. However| argue
that thispropensity to trace regional cultural and social particularities was, in fact, a
result ofthe more extensive process of natlmilding. Concurrent with the formation
of national identity was the almost reflexive affair of identifying the internal
differences and heterogeneity in Indoneslde national ideology within which
Il ndonesiyaasand adgeably stilt is founded resonaith the aphorism of
unity amidst diversityHa r i ma u  pojtrayal pfaiibage life and the local Islamic
practices manifests and affirms the notion of nabaitding. In essenceHarimau
Tjamparemains anmportant pioneering film in the histof Indonesian cinema.

In the film Lewat Djam Malam Usmar Ismailtackled the complexity of
nationalism and national identity in the country. SimilaEtobun, Lewat Djam Malam
(After the Curfew) also underscores the narrative of the returning freedom fighter and
the hardships that he encounters thereafter. The film was set in Bandung in the
immediate period following Indonesian independence. Iskandar, the main protagonist,
strugples to reassimilate into the society. He finds this process difficult, particularly
after participating in thestruggle for indpendence against the Dutdim. the newly
independent Indonesia, the government impaseurfew from ten in the evening to
five in the morning. This policks purportedly for security purposes. In the meantime,
Iskandar realizes that numerous issuesrstifiain unresolveth Indonesia. He reunites

with his girlfriend No r ma . However, he i s unabofe to
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war, and is haunted by his eXpeatdmptstoe s
leada nor mal l'ife by accepti ng oasngtwolkouw t t
well for him. Like many returning revolutionaries, Iskandar experiences esever
psychological issues that eventually cause problaotsonly between him and his
girlfriend but also with his friends.

Confronting his remorse and despair, Iskandar devotes his time walking around
the city to look for a job. He then runs into his fellealdiers during the revolution,
Puja, Gunawan, and Gafar. Each character epitomizes three particular trajectories or
representations of predicaments in posiependence Indonesia. Pujuns a
prostitutionring and earns his keep as a pimp. Moreoverghdsla debauched lifestyle
and spends his time gambling and drinking. Gunawan who was once a brutal
revolutionary commander manages to accumulate weglithhe uses brute force and
coercionto undercutis commercial competitors. The third person is Gaflao, after
the war, work hard until he finally owns a construction company. Gafar warns
Iskandar not to contact their fellow soldiers. In a serious talk between Iskandar and
Gafar, the latter reveals that one family who was killed by Iskandar was, in fact, not

guilty of any crime Upon learning that he has killed innocent people, Iskandar plots

dur i

n g

he gov

revenge. Together with Puja, |l skandar rushes

only for theinnocentblood on his handsbut also of his continued use of violence
against innocentand ats of corruption. Iskandar points a ganGunawan and kills
him. He subsequently tries to escape and runs back to his girlfriend NButrae is

shot and killed by the police before he

coul

d
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Interestingly, the film was a huge susseand was welleceived by critics both
l ocally and internationally. An accl aimed fi
portrayal of contemporary human events and emotions (the film) attains the level
already reached by contemporary modern Indonesidné r at ur eé Whil e from t
of view of artistry, i.e. the formation of image, After Curfew displays numerous
shortcomings, in I'ight of the fil més experi mi
j ust i #The dilé avaseffective in its realistic parayal of the experiences of
returning freedom fighterd.ewat Djam Malarmis an importanisocial commentargn
the problemsof those who took up arms during the independence campaign. In this
film, Ismail underlina@ the unique struggles, and certainly tharsh realities of
veterans trying to deal with the psychological impacts of the war. He further
emphasizd the difficulties ofveterangeturning tothe societywhile realizing that they
had not established the ideal society they were fighting for dutinegrevolutionary
struggle.

While the theme of a continuing revolution remains in this particular film, what
comes as more distinct is, in fact, the ringing interrogation of nationalism and the
process of naticbuilding taking place in Indonesidsmail was able to scrutinize
Indonesian nationalism through the muétyered intricacy of Iskandar. By following
t he mai n charact er 6 svould also be guides] sthrough the audi enc
complexities and ugly facets of natibmilding. Iskandar is hauntedybhis actions
during the war and his further dampened by the realization thigténdeavours have
not emabled Indonesiato establishthe ideal society. Indeed, the film affien) yet
again, the necessity and persisting on strengthening the nation.dskabds ex asper ati or

leads him to take matters to his own handswhich resulted not onjn Gunawan o6 s

280 As cited in Salim Saidshadows on the Silverscregn 43.
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death but also to his. In this sense, the film illumiddtes problems arising fronthe
most acute social and economic problems of Indonesia. Nationafisthjs view,
involvesthe perpetuation of building the ideal society envisioned during the war for
independence.

In 1955, the film received numerous accolades from the local film industry
including five citations during the Indonesian Film Festivafter Curfew bagged
several awards including best picture, best leading actor (AN Aleaff)best leading
actress (Dhalia)Asrul Sani was named best scnipiter. Ismail was delighted with the
success of this film. But prior to the screening of the filnindonesia, Usmar Ismail
intended to launch the film at the Asian Film Festival in Tokyo, Japan. This, however,
did not happen because the Indonesian governnefiged to permit Ismadnd his
staff to travel overseasThe filmmakers were caught up politics. The Indonesian
government was unhappy thaapanhad refused to pay reparations foits crimes
during the Second World Wad.akarta accordingly denied its
visas to travel to Jap&pt

Although | have shown how Indonesifiims advancd a cultural narrative of
nationbuilding, it isimportant to note that the latteras also manifested outside the
cinematic frame. In the bigger industry of filmmaking, natiwilding, was highly
prominent. Aslndonesian national cinema coaifited foreign films from Hollywood,
China, or other Southeast Asian countriession at the industry level alescalated
Theincreasdn nationalistfervour resulted to amore protectionist stance that, in due
course, alsdacilitated” the delineation ofthe border between Indonesian national

cinema and foreign films€&conomic and financial interests were crucial factors in the

21Twi wi k Kurniasari, fAReviving Usmar | smail 6s I
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l ocal industryds reaction against the inflow

expressions were nonelbss used frequently to justify their campaign. The clash

between the local and foreign film industrescalated during the economic crisishia

1960s. Several local film companies stopped their operations. In 1964, PAPFIAS (The

Committee for Action toBoycott Imperialist Films from the USA) instigated a

widespread campaign to boycott Hollywood moviesotestors burned and vandalized

the huildings and offices of American production and distribution companies in

Indonesia. Many Indonesians working in éh cinema industry supported the

campaigd it he maj ority of whom®sympathized with t
This resistance against Hollywood and other imported film can be considered a

part of natiorbuilding. The industry and protestoppomotd local culture, industas,

andthe arts. for the leftleaning filmmakers, American films were means the United

Statesemployed to dominate Indonesjathey had tobe rejected.By doing so

Indonesian films, which they argdievere truly for the Indonesian population, would

have the opportunity to flouristSBome Indonesian filmmakers and artiskowever,

countered PAPFIAS by circulating a document that was eventually called MANIKEBU

(Manifesto Kebudayan or Cultural Manifest§JAc cor di ng t o the Mani fest

is the struggle to i mprove the human conditic

we tried to create with the seriousness that honestly as a struggle to maintain and

develop our dignity as a nation of Indonesiatime c o mmuni t?4Theo f nati ons:¢

proponents opposle he communi stsdé monolithic view on |

282 Misbach., p. 172.

283The draft was written by Wiratmo Soekito and was submitted to Gunawan Mohamad and
Bokor Hutasuhut.

284 EKRA, Manifesto Kebudaya(Cultural Manifest9, 1964
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they advocat a national culture based on Pancaditstead of underminingther
cultures the proponents believed that Indonesia shoulesayve itsplurality of
cultures.
In a crucial move, President Sukarno ordered the confiscation of the Manifesto.
The PKI managed to beat its critics. What followed was a period of eliminating
American cultural influence ithe local film industry. Hollywood films were banned
from the country. Personal attacks against Indonesian filmmakers who did not side with
PKI or LEKRA were wagedy members of the two organizatioriBhe result was
revealing. Cinema attendance declined and the number of flms bergnsdralso
declined, causing the industry tauanble. According to a news article:
AiMany cinemas around the country have
Simply stated, the number of Indonesian films that are available is
insufficient to meet their needs. Wi film imports from other
countries,suchas t he Peopl eds Republic of Chi
been accelerated, most of these films are nothing more than
propaganda for foreign ideologies. Some of the films even go as far as
to mock and insult religion andre, thereforeunacceptable to the
majority of Indonesians who have their own philosophy of Pancasila
which exalts tHR® existence of God. o
Whi | e it i s clear t hat t he PKI 6s staun
imperialism and cultural influence had immense immacthe overall state of cinema
in the country, further elucidation on its relations with natiaiilding is still needed.
As discussd earlier,postwar Indonesia not only had to deal with the vast divergence

and multiplicity of cultures, ethnicities, and religions within its terrifdoyt also with

285 Sinar harapan, June 21, 1964, cited in Saiidows on the Silver Scre@n71.
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the emergence of difference political streams that competedtlasdedwith each
other Sukarno, as the foremost political figure of the country, had to efficiently
balance his power and engage with various political groups in order to retain his
authority. In this process, the PKI wase of the strongest and most influential groups.
This massive attack against American filrnad critical implications thatulminated
during the communist purge of 1965.

Sukarno aimed to foster a unified nation by advocating people adhere to the
tenets of Pancasil&iventhe immense diversity of Indonese broad, inclusive, and
unifying ideology was requeéd Pancasila offed a means to imagine the nation
through a single ideologylhe films examined here show how internal fissures and
multiple political streams were key concerns that affdcthe processof nation
building in the countryThese films espoudeand interrogaté Pancasila at the same
time. Indonesian cinema fostel Pancasila and strengthezh nationbuilding by
analysing the social realities and political predicaments of the country after
independence.

Pancasilaservedas t he <cor e t o goadtitutionfandtnatienalc ount r y o
unity. It integrates the vision of a modern and secular nation with distinctive traditions
andnor ms. I n hi s speech, Sukarno l ai d down
| ndo n®Bhe first principle is nationalism. He advocated the establishment of a
nation not only to serve one group or community. For Sukarno, a Free Indonesia should
be afi éstate all for all. Neither for a single individual, nor for a group, neifbea

group of nobles, nor a group of wealthy peopleb u t al | # guwarno al | . 0

%) ndonesian Independence and Pancasila, Sukar |
in ed.,SarDesaiSoutheast Asian History: Essentiz¢adingspp. 152159.

287 |bid.

183



emphasized unity and solidarity amidst the inherent fragmentation and heterogeneity of

I ndonesi a. He asserted, AAccor dindogesia o geopol i

in its entirety, neither Java alone, nor Sumatra alone, nor Borneo alone, nor Celebes

alone, nor Ambon alone, not the Moluccas alone, but the whole archipelago ordained

by God al mighty to be a single enfHeey bet weer

sterehy advocated the oneness of the people of

beings numbering seventy million persons, but seventy million who have already

become one, o n & Without&doubttheaunity of mdomesias a key

elementinSukarm 6 s i mage of an indepedent and sover e
The second pillar ahe Indonesian nation, fdSukarno, is internationalisimhe

idea that the nation must also-exist in the spectrum of various sovereign nations

across the globdnternationalism, he insisted, was different from cosmopolitanism.

The latter disregaet] the notion and preponderance mdtion while the former is

intricately embedded in national i sm. For Suka

is not rooted in th soil of nationalism. Nationalism, cannot flower if it does not grow

within the gar de?The hextienet is representativengaviernnsent. o

entrenched in the principle of consultation and consEat. an ethnically diverse

country, dominatedby Muslims, and comprised of numerous linguistic groups,

Sukarnob6s vi si pationwds ingately roated io thetenet@fiferring

The fourthpr i nci pl e per t asforeconomic anthsociahsavereignty.6 s g o al

288 |pid.
289 |bid.

20S5ee also: Anthony Reid, AThe Nationali st Que:c
Perceptions of the Past in Southeast Asits. Reid and Marr, pp. 2&D8.

291 bid.
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A Free Indonesia the new nation of Indonesia should be one where poverty (ideally)
has no space. Sukarno envisioneprasperousiation’i not only for a select few, but
prosperous for allFor Sukarno,political equaity was also translated o0 At he best
common prosperity in Indonesia?®? The fifth and final principle that defined the
contours of the constructed vision tie Indonesian nation refers to the belief in one
God. This is an essential component in the foromatif the Indonesian natidnthe
creed that everyone should believe in G&Gdu kar no ar gued, féevery
should believe in his own particular God. The Christians should worship God
according to the teachings of Jedbhrist; Moslems according to thesachings of
Prophet Mohammed, Buddhists should discharge their religious rites according to their
own b &Akhsughthe rationale behindhis is definitely the accommodation of
the various religions eexisting in the ountry, the principle did noallow spacefor
nonbelievers or atheists. This eventually had repercussions in Indonesia as everyone
had to declare a religion, regardlesvhether they believed it or practiced it.

The narr at i vpancasia andatidndulding cam also be seen in
the movie Pedjuang.This movie deals with the ultimate sacrifice in the fight for
independence and how individuals battle their own needs to overcome it. A section of
the guerrilla army, led by Lieutenant Amin and Sergeslajor Imron, is tasked to
defend a very strategic bridge from the Dutch forces looking for them. They rig the
bridge with explosives so that it can be destroyed in the event the Dutch try to cross it.
After rigging thebridge,they wait for the Dutch. &n the Dutch army arrive and two

men are sent to inspect the bridge.

292 | pid.

293 |hid.
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When more men cross the bridge the Indonesian soldiers attack and gunfire
ensues. Dutch airplanes arrive and the Lieutenant is forced to retreat the men higher up
the mountain. Men dian the attack, causing women to express their concern over the
need for thento sacrifice their livesThe Dutch forces, discovering that there are
Afextremi st soldierso by the bridge, begin thi
the bridge and defend their ground, but Lt. Amin is heavily wounded in the process.
They retreat, bringing him to the hp&l. Orders arrive for them to evacuate the
village that night.However,L t . Amindéds younger sister Lati f a
brotherds side. Lt. Amindés | over, Il rma, deci d
SM Imron, now in charge, leaves the sigbnto the mercy of the incoming
Dutch and take the soldiers and their families to the next village. In the journey
Corpor al Seno, Lati fahds | over, begs SM | mr ol
However, SM Imron is firm in his decision and insteackis Seno in prison. SM Imron
also begins to pursue Irma. When the Dutch army patrols close to the village that they
are hiding in, Irma lures the soldier through the village to an open field where they are
ambushed by Indonesian soldiers. In the commp&@mo escapes his prison and spies
on the Dutch. He returns with an even greater resolve to rescue Latifah and Amin. Seno
and Irma convince Imron that it is the right thing to do. Imron decides to return for
them but dies in the process. Seno and Latfareunited, along with Irma and Amin.
While the film uses the struggle for independence against the Dutch as its
background, the theme of national identity amdion-building remains apparent and
expedient in two ways. First, the audience is taken hacthe horrific history of
fighting for independence and in due course they are drawn to recognize the basis of
their nation. The idea of the nation is reinforced as the characters camegsglute

commitment to expel the Dutch this case, the audienggcompelledto concede to
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the national myth and collectiveenvi sage the nationds existenc:e
underscores the role played by individualsthe nationalist struggle, the audience is
also led to reflecbntheir own contributions as citizens of an independent Indonesia.
Just a fewyearsprior to the institutionalization of regionalism in Southeast
Asia, the leitmotif of natiofbuilding in Indonesia remained visibie films. In Djiwa
Kolonial (Colonial Spiit, 1964), the ideals of natidouilding are affirmedThe story
revolves around a group of Indonesian paratroopers who are sent to the Dutch
controlled territory of West lIrialBy usi ng West Il rian as the film
heightensthe sense okxigency to uphold national interests and think within the
parameters of nationalisnthe film indicates thatthe vestiges of colonialisraffect
local industries as well as the broader notion of national develogfiémtthe film
Matjan Kemayoran(The Tiger of Kemayoran), Wim Umbolpresents a&ir o mant i ¢
portrait of resistance an d® Simildr toaDjiwvar at i on i n
Kolonial, this particular filmtackles human frailty and vulnerabilitynder Dutch rule.
It also explores théendencyof local community leaderto be enticed by greed and
corruption. Screened in 1965, this filstill echoes the persat theme of nation
building and Pancasila amidst the growimgstigation against communists that
characterized that period.
Prior to eshblishmenta regional institution in Southeast Asifilmmakers

continued to weavehe thems of Pancasila and nationtmtheir films In a statement

[released when?ihe Minister of Trade Adam Malik maintad Al t i s, i n my opi

2% Film Indonesia, Djiwa Kolonial, date last accessed: February 16, 2016,
http://catalogue.filmindonesia.or.id/movie/titlel01364-551171 djiwakolonial.

2%5Fim IndonesiaMatjan Kemajorandate last accessed: February 17, 2016.

http://catalogue.filmindonesia.or.id/moXtide/If-m01565-268843 matjaikemajoran; See
also: Oxford Encyclopedia of World Cinema, p. 690.
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quite appropriateitat t he t heme of this conference

Decree No. 1 / 1964.06 This shows for al
the operating base of the film world, does in fact meet the hopes and aspirations of the
film world since it integrates ideological, cultural and commercial elements based on
t he Pan%4dan th8irdspect,ofimsdid not function as mere entertainment
products. From the point of view of tHadonesianstate, films hd the capacity to
produce and reinforce ideologies thatdeemed cruciato nationbuilding. In the
process of natiohuilding in a country as diverse and immense as Indonesia, films not
only mirror the dynamic process of natibnilding, it also producedoherent images

necessary for social imagination, for the collective visualisingideal Indonesian

nation
B. CONSTRUCTING THE FILIPINO : | N AMERI CAOG6S
IMAGE

The films produced by Filipino filmmakerduring the 1940s and 1960s
promotedthree keyideas. Theifst was the notion thathe process of natiebuilding
involveda series of epic struggl@sof fighting for seltdetermination and combating
domestic problemsuch as poverty and corruptiddation-building was a struggle that
would persist years after tiehiippines had won itindependence. Second, Philippine
nationalism and commitment to the ideals of democracy, liberty, and equality do not
necessarily contdict communist idealsin fact, a nuanced view of communism is a
significant facet of nationalism.hRippine films suggestedhat communisnmwas an

ideology that strengthedrather than destregt h e  satianal edénsty. Lastlythe

2%3aid,Shadows on the Silver Screeny1.
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Phi l i pp colodadimage lms Ibeen constructed simultaneous with the process
redefining its relationship witthe United States. This is to say that Philippine national
identity has been fashioned \asvis the image of the United States.
Philippine cinema during this period advanced a nationalist narrative thagdxhal
peoplesd heroism and thé fight for freedom and survival. The protagonisthe films
is one that carries out the struggle for a better life and takes the risks of crossing the
limits of the law for an arguably noble pursuit. This archetype includes several
interesting types of aracters from the social bandit, ubermensch, martyr, and the
James Bondtereotype.Thereis a tendency for cinematic narratives to empleasis
deliverance frontrisissituations.

From the earliest films screened immediately after 1#®46e landmark films
of the late 1960sparrativesabout nation and nationalism continue. Thigpports
Caroline Haubés obser vat i odbuilding project istthee f r agi | i
condition of possibility of nationalist thought and action, of pxditand history in fact.
The ambivalence about natidmilding is inevitably linked to the very conception of
the politics of natiorma ki ng because the project itself is
6unf i ni?$Whieithe @réviods chapter explodesw a number of films from the
region depict their revolution as unfinished, this section furthers the analysis by
highlighting that the process of heralding the nation, of constructing national identity,
is basically, unfinishable. That is to say thodmg capture the fluctuations and the
derisory, yet dynamic, course of natibuilding.

This is further substantiated by Valerio N

state of mass media in the Rbpines during the late 1980s. He maintains that:

2"Hau,A Hi st or y -Baunid dppatBHl.oon
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i T hview of life being fed to the Filipino people through radio and
TV should be assessed in relation to the existing realities in society.
Our country is not a paradise for the average Filipino. In it, 90 percent
of the people suffer poverty, a situation thairsens with the passing

of time and the rampant oppression all over the Philippines. Class
oppression exists: workers are not allowed to stage strikes, the
common people are not given the chance to speak out through the mass
media, and the country is ad by the power of the gun and
har as$ment . o

While it is true that Valerio is describing the country almost two decades after
the timeframe specifically delineatédthis study, his observatiameverthelesaffirms
the permanent creation andaeation 6 the Philippine nation against the ostensibly
lurid continuity of the Filipino massés mi. Asamnentioned further support for this
contention comes from the films produced by Filipinos themsefvetimmering light
amidst devastation and disruption; survival and reconstruction; a search for the national
identity i these were the themes of this period. Genghis Khan by Manuel Conde was an
ambitious attempt by Rilipino artist to convey one of the gatest historical personas
into the lens of the camera and the reel of the cinema.

The story starts with the agreement of a tribal contest within opposing tribes,
the winner of which wil | rul e al|l over
tribe, wins not with his brute strength and skill but with his intelligence. Hes bse
wits in every level of the competition whether pushing a huge boulder using only
pieces of a quarterstaff as wheels and rope to pull rather than stubbornly dragging the

boulde or using his cunning to defeat every opponent on a wrestling match as he pit

2%8Valerio Nofuente,Portrayals of Life and Reality in Radi&nd Television Drama
pp. 136137.
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them against each other then, finishing the last one, tickling himto death.Te muj i nd s
tribe celebrates their victory along with the other tribe, aiplotade to slaughtehem.
Condeds wuse of shadows an dwelghtof this scene.x pr es s
Temujin is held captive even though he used everything he has to escape. From a
cunning and sly competitor of the event to rule supremacy over Mongolizdagne
himself as an intelligent soldier, shooting improvised arrows, pushing boulders,
utilizing every resource, every inch he has.islkater released by one of the soldiers,
rebuilds and strengthens his tribe through cooperation then defeats the treacherous
troops of Birchou to avenge his fallen comrades and finally unite all of Mongolia.

The greatess of this masterpiece liesita realism. Eery character in every
scene was conveyed and expressea ifierce mannerManuel Conde used every
resource that hbadb ecause of t h €000fpestbuages He useghle t 125,
slopes of Angono to portray the vast terrains of Mongolia. He used jeep and truck
headlights to cover their lack of lighting. They used small horses in the action scenes as
they lacled the budge for muscular horsesHis ambition was to create a grand
masterpiece. The fillm e pr e s e n tneed 0 express dimself with his art, to
emphasize his capabilities, his creativity, and his identity to match aod j& with
western cinemaThis film emphasizegprevalentthemes of the periodThis was an
expression of identity, the Filipino touch, against the deluge of Western cinema.

The struggle for survival and development and naltioiding is also
reaffirmed in the movi¢duling Mandirigma.Thetribe of Mandaya knows nothing but
violence, sword and combath&y were nearing the verge of extinctiduwe to war or
famine.Their numbers are quickly decreasing as they engage into warfare as it acted as
a solution to their every problem. Malik, a yourmyltof the tribe, considers himself not

fit in their society as he fears to kill and loathes the life of a warrior. He ran away from
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their tribe to escape that limited fate their group has in stored for him. On the other
hand, Sede, a boy whose innateraggiveness and elite prowess in the battle field has
drawn the eyes of many, including the Datu, gave him popularity and respect among
the tribesmen and the women of their group.

As time passes by, the two boys grew differently. Malik, with the help of a
priest achieved his dream of a peaceful life and becoming a medical doctor. Sede, now
a man of strength, is a Bagani or a noble and fierce warrior of the Mandaya tribe. The
twist of the story is when Malik wanted his tribe to adapt to the new ways of the
present time and to prosper, eradicating their warrior culture. Every scene when Malik
first set foot again into the Mandaya soci et
character gives point to change and peace as the only means to achieve prosperity. H
introduces the tribe with technologies they are not accustomed to. He introduced them
to the modern tools as well as medicine, to which they respond differently. Those tribe
leaders and elders are enraged by such disrespect to their ancient ways lawedefne
in awe of what more Malik has to offefhe film offers a lens to the dynamic process
of achieving peace amidst the turbulence the Philippines confronted. Malik represents
the ideal society the ideal Filipino who took his fate in his own hardsl steered his
way towards developmemind growth. Sede epitomizes the rebélshose who took
matters in their own hands and declared armed violence as their prime means of
expressing discontent. In the end, Malik remained. In other words, the pedlipifub F
remained one who aims progress and accepts that change had to hAppba.ideal
Filipino, Malik used his wits and intelligence to sway the minds of sbmei imes fos
leave their warrior ancestry far behind them and adapt change, coopdfatether
tribes in which they will only achieve prosperity and resolve the pressing issue of

starvation within their group.
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In another film, Lamberto Avellana,oéusing on tribal minoritiesn the
Philippines,dissects the very notion of the Philippine nation by highlighting cultural
and ethnic diversities within it. As taepictsthe traditions, rituals, and particularities
of the Tausugs and the Badjao communities irsthe@herrpart of the country, he also
extends the boundary of the concept of natiowhich is otherwise heavily premised
on the Tagalog speaking communities near the capite.film itself can be regarded
as a sentimentalized portrayal of the Badjaw alausug ethnic communities. It
exploresthe romantic narrative of a Badjao prince named Hassan, played by Tony
Santos, and Bala Amai, played by Rosa Rosal, who is the niece of the Tausug chief.
The two ethnic communities, although thigye nearby each other could not bay
more different. Onthe one hand, the Tausugs practice Islam. They follow a specific
code of law and traditions and exercise political power over an immense territory. On
the other hand, the Badjaos are prominently called sea gypsies. They live by the sea, in
stilt houses, ahtheir main source divelihood comes from peadtliving.

Hassarfalls in love with Baih Amai and because of the cultural difference and
Tausgps sense of @vertihe iBadjacs, uhis éentemtionr andt ipdividual
dispositionare tested. Hence,gh f i | més pl ot probes into the i
tensions between the two communities. Hassan needs to prove himself to be considered
worthy of a Tausug woman. He is asked to acquire blue pearls and abandon his
community and convert to Islam. The plem then arises should Hassan pursue Bala
Amai and abandon his heritage or remain with the community which he regards as
home? Hassan decides to marry Bala Amai doedtomea farmer, which results to him
being ostracized by his own communiBventually,Hassan realizes the consequences
of his actions. A pearl trader named Ishmael convinces the Datu Tahil, of the Tausug

tribe, to compel Hassan to get more pearls. Nudged by greed and selfishness, Datu
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Tahil coerces Hassan to go back and get some mores patatpite the fact that he had
already leftandturned his baclon his community to be able to live with Bala Amai.
Datu Tahil orders his mentosetfi@mHa s sanés pr oper tnighetkat o n
Bala Amaiis in labour This act of cruelty compels Hassan to realize the errors in his
decision. But, more importantly, leginsto regret his decision of abandoning his own
heritage.

The film captures the raw nature of the minority cultures in the Philipfiines
and as suchynderscores the complexity of the idea of nationalism. Through a detailed
exposition of thadiosyncrasie®f Philippineethnicitiesand tribes, Avellana conjures a
more accurate vision of the Philippine nation. The opesicgnesof the film are
pregnantith meaning. Theamerazooms into an apparently uncivilized way of life of
the Badjaosvhenthey throw a newborn baby into the oceawhichis then rescued by
two men who return thdaby to the head of the Badjao tribe. This indicates the official
introduction of the baby into the tribe. This practice conveys the very core principle of
their way of lifei they are born by the sea, live by the sea, and will die by the sea.
Although this depiction contradicts the prominent image of a Filipirame that isa
hybrid of Spanish and American cultural synthesis, it nevertheless asserts the existence
of other layers in Philippine nationalism.

This is also to say that Avellana, in his role as a contributor to the production
of images of the nation, actually affethe possibility of widening the spectrum of
representation®f the Philippine nation. In heanalysis of the film, Aileen Toohey
states

fié argues that the visualization of ethnic differencdBaujao serves
to convey a sense of nationality and nationalism. These nationalist

concerns argliscerniblein the framing of the film. The poster for the
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film indicates its documentary quality, and even Filipinos know very
little about the southern tribeshe Taisugand the Badjao are narrated
into the history of natiofiormation by the film: foreigners get to view
what even Filipinos themselves have never seen. A secret aspect of
national identity is made into tlepectacle %’

This succinct construas indeed ogent. Spectators, Filipinos and foreigners
alike, get a sense of the Tausug and Badjao ways of life throughkitfut movement
of Av el | an &@m thalk idistiact tdea whjustice, their clothing, rites of
passage, and marriage practices, touhiversality of greed, lovethe pursuit of a
better life, andsense ofhonourand primacy of family tiesl would also add that,
against this supposedly exotic background, the image of a Filipino emédiges.

Filipino is conjured as a moral m&moble and despiteirning againshis heritage, he
eventually finds a way to go back, and this time carries his future, his wife and kid,
with him. The Filipino in the film is someone capable of determining hisfatune.

Although Benitez maintains thatassan ighefill i ber al democratic ma
actions do not create revolutionary changes that erase social hierarchy; instead, the
narrativebds conf | i c tnaturad commuaitied anéthesvalidat by a r et u
of the individualds choice to Ilive |ife in
structures ¥ 1 still argue that Hassan nevertheless embodies the ideal Filipino who is

intimately linked and embedded in his heritake decidego assert himself amidst the

conflicting interethnic tension between the Tausugs and the Babjifore finally

2 Toohey, Ail een. iBadj ao: Cinematic Represe
Phi | i plpurnal ef Squtheast Asian Studiéslume 36 Issue 2 (2005), pp. 284312
See al so: Benitez, fAFilming Philippine Modernity,
300 |pid.
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settling for the satisfactionof safeguarthg his family. This, in essence, capturtbe
nationalist rhetoric of the perio

In the immedia¢ postwar era, the Philippines needed to align itself with the
United States n or der to secure resources for t he
main character, Hassan, the Philippines haadtdmpromiseby establishing, or re
defining, its ties with he United States. In the manner of doing so, the Philippines
undermined its own interests. For example, Americans were given parity. tighie
area ofdefenceand security,they were given access taconstructtheir naval and
military bases in the countrydassan had to turn his back on his community. The
Philippine government had to give up some of its liberty and disregard nationalist
ideologies and interests in exchange for US Aisl.in the story, there ia point of
realization. Hassan was harassed and oppressed by the same society that he thought
offered him a better life. Upon realizing the implications of greed and experiencing the
height of repression, Hassan goes back to his roots to safeguard hys lfathie realm
of politics, the economic and political bilateral agreementsviiea¢ initially necessary
were eventually regarded asontradictory to the formation of an independent
Philippine nation.

In the film's concludingscene Avellana masterfully brings the audience back
to the original frame and projects the Badjao ritual once again. In doing so, he casts a
strong sense of fgoing back to onebs roots.
conflicts that Hassanhas endured, and to theedes of upheavals the audience

themsel ves have experienced, by pointing out

301 The relationship between ethnicity and nationalism remains futile up until the
present. It remains a significant point of inquiry in history, security studies and international
relations, as well as sociology. See for example: Rizal Buekthajcity and SudNationalist
Independence Movements in the Philippines and Indonesia: Implications for Regional Security.
Manila: Yuchengco Center, De La Salle Univerditgnila, 2002.
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additon.he assures that doing so remains aligned
future for onebs f amn togs notlnécessanlygotpghswitls t h a't t
development and the desire for a good life. In fact, it was when the protagonist was in a
relatively modern community that oppression limited his options and curtailed his
freedom.While recognizing the distinctive ethniwltures, the filnneverthelesspens
the audiencebs perspective on the most fundai
Certainly, this is what Benitez means in his remark that:
i Wh at the film proposes is that the er
freedom, dignity, rights, and national unity become the basis for a
universal humanity and by extension, a world system dependent on
the recognition of the I|iberal subject
social imaginary of property. That such a desireugostill inchoate,
is evident even among the fApureo Filip
i mperial history is further *roof of i
In this regardthe film facilitates an understanding of #hesenceand humanity
underlyingthe traditional in Philippine communitie¥hus, the film helps them to be
more operand toleranto the most basic and shared desires and vatbasbind the
nation. The idea of a solid and unified nation, no matter how loosely imagined it was
and is, isconstructedlespite the diversity in religiofanguages, anculture Certainly,
nationstateexists despite having a strong and seemingly reflexive juxtaposition with
the Western Other or even the Filipino Other.
In the 1960s, the leitmotif of natiohatruggle, development, and nation
building remaired This is captured in the filtio Ang Maynila.lt was 1962, whethe

city |life was tough. Mani | a, the countryds c

3%Benitez, AFil mingpRBhilippine Modernity,
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|l eader ship of t he dimayosd ManiEoArsenio haesod. Thest el ect i
city was being plagued by widespread corruption of all ranks; from the police in the
streets to the councilmen inside the Manila City Hall. Manila was a city with a huge
population at that time and one of those thaffered theharshestdevastation during
the lastWorld War, and it was a total megslost of its streets and structunesrein
bad condition, its employeeagere notreceiving enough salaries, its police force was a
little better than an army adxtortionists, and worse, Wwas still saddled with debts
from decades ago.
The movie revolves around the life in the city streets of Manila. The Manila
streets are being run by the local gangsters. These gangsters will do anything to survive
the harshnesof poverty and hunger. They will disrupt local business and enterprise;
they will extort local merchants in return flavoursof A br awndo protecti on.
area equates to how strong your dignity is. Survival is measured with the toughness of
amnodés fist and the fierceness of a mands sou
hungry and die poor. To go to the path of crime is to embellish themselves with riches,
a trembling conscience and a fdot the grave. The films scenes are filled with
oppasites. Nanding is the personification of the good. He is a straight arrow. He lives to
serve others. He believes that he could survive the Manila life haittour through
legal and moral means. That is even though Nanding, together with his psoiftfes
poverty and hunger every day. Pepe on the other hand, stands as the character that will
do anything to achieve his dreams. He will grab every opportunity that will serve him
well. He believes that money is the single most important thing there is otk It
is more than love. It i& means to an end for him. Pepe, traminal master mind

started out as a man like Nanding. Then, his beliefs bggiaalling down due to the
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hardships that he fad every day his grumbling stomach, his empty pockand his
spoiled dreams.

These two personas battle each other, sedtex scene, and acafter act.
Nanding tries to do his best to persuade Pepe of his wrong doings but Pepe refuses to
acknowledge itHe will fight till the end. He will never surrender anever retreat. In
the end, Pepe dies in the hands of his friend Nanding. The personification of the road
that would serve many won against the imagery of the road that would serve only
oneself.

Just before the establishment &SEAN and in conjunction with the
configuration of Southeast Asian regionalism, notions of nationalism and -hation
building persistd in cinematic realm. Now regarded as a classic Philippine filon,
ang Pilipino mirroredthe grim social realities of the country.

This move is contrary to the previous administrations economic policies of
protectionism, currency controls, Filipino First, import restrictions and the like.
Macapagal believed that to achieve economic and Ispoigress, the people must
choose theipreferredmethodi democratic or dictatorialThe dictatorial method of
government prevadldupon the Communist countries and so do the communists carry a
bad stigma with therii the ambush that killed the beloved i@0Aurora Quezon in
1951 and the violence that terrorized the barrios and towns of the Southern Tagalog
caused by theluks

The United States, thso-called champion of democracy and free trade and
Phi |l i gy bemefastdtowards full rehabilitationwould never allow such idga
flourishini ts #ALiIittle Brown Brotheréso society. M
task of economic development should principally belong to private enterprises and not

to the government. This earndtk Presideniittle support from the masses, especially
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the farmers. A large part of thisas due to the failureof the land reform program
which tried to combat landlordism but gained little support from the legislature. The
farmers were enchainetb the cycle of powty as they incurred more debts; ithe
situation further worsenechd just to emphasize the consequential point, with the use
of the CPPNPA-N D F | Ang l€ahiragan/Gobyerno ang numero unong recruiter ng
NPA

By 1967, the Philippines, together with Madéy, Thailand, Indonesia and
Singapore founded the Association of Southeast Asian Nations (ASEAN). The ASEAN
forged a new way for Southeast Asian stateplod a navigatethrough the Cold War
without conceding to the bipolar structure imposed by the Wdémss. shift in policy
came everin light of the complex political scenario between the Philippines and the
United States. The formdrad heavily depended on the latter for economic, military,
and political reasons since the beginninghed postwar rehalitation. Nonetheless,
throughout the Cold War, the Philippines strivedsecurean independent course and

assert its sovereignty and nationhood.

C. BUILDING A MULTI -RACIAL SOCIETY

Malaysian national cinemparallek theintricate and distinctivéeatures of the
budding Malaysian society itself. That is to say, Malaysian films emulate the
thrust to forge a O6htomega&ineotulse cplmmual ittyy afc
ethnic groupsThe following films,images and narratives interrogate, challenge, and,
in due course, inescapably forge Malaysian natioilding and national identity.
Carefully scruinizing the limits, conburs, and what lies beyond the nation is
imperativeand ultimatelyproduces a morthoroughunderstandig of the nation itself.

Malaysian films offer an evaluation of the dynamicsinderlying Malaysian
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experimeraition with forming a sense of nationneBegardless of the lack/absence of
explicit depictions of the Malaysian nation itsélfs opposed to the clear portrayals in
Indonesian or Philippine cinema)or given the impossibility of completely projecting
or even ascertaining definitive representamn of the Malaysian nation, the films
examined here are li@ble sources of the vdige stirrings of nationbuilding and
nationalism.

It is salient to point out that the leitmotif of natibnilding and nationalism
appeared long before the British bestowed independenddalaya. Compared to
Indonesiaand the Philippines where the strong featureseoblutionary ideals and
nationbuilding permeatethe cinematicmilieu immediately dter independence, pest
war films in Malaya/Malaysia disclose the interaction among varying cultural
influences. MalagnMalaysian national cinema indicates the interwegvoh these
cultural raditions in an integrativevay. Instead ofleaning intotenacious nationalist
rhetoric, Malayan/Malaysian films éraced Indian folkloresnusic, and dace; they
drew inspiration frombangsawan and they interrogate soetultural issuesof
ethnicity, religion, poverty, and social class.

In the preceding chapter, | mentaxhthat in the aftermatiof the Second
World War, MalagnMalaysian cinema entered a periodrapid developmeniwhich
initially took off in Singapore before taking roots in Kuala Lumpadluding the rise
of the studio system and the surge in local film productiomave also explained that
one of thefirst films screenedvas Seruan Merdek#Call for Independence, 1946). It
was a product of collaboration between K.R. Christy andR&ajans Despite the fact

that the film did not do wehltthe box office, many scholarsgae, and | concur, that it
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represents a turning pointn t h e fitmoandhculturgl distory® This is because
the film depicts the struggle against ttapdnese aa unifying factor for the Chinese
and MalaysContrary to the actual enmity between the two groups during the Japanese
Occupation, the film imagines the two wrestling for liberation together. It demonstrates
the nascent nationalist stirrings in Malaya and Singapore and how working together,
despite dinic differenceswas crucial for thedefenceof their territory. Showcasing
both Malay and Chinesactors as the main protagonjsend incorporating both
languages in the scripthe film, offer the possibility for the audience to visualize a
multi-racial societyMoreover,the film promotes the notion of Malaysian nation as a
multi-racial society.

Malaysian nationalism can also be seen innlowie Hujan Pana It centreson
the triangular lovaffair between Amir, played by P. Ramlee, and two women, Hasnah
and Aminah.It borrows heavily fromthe Indian cinematic tradition that applies a
melodramatic approach tbe battle between modern and traditional, unrequited love,
death,and genderelations inthe Malayan/Malaysian society. Amir is in love with
Aminah, who is depicted as a modern, independent, and almost aggressive woman.
Amir actively pursues Aminah, composing songs lier and having his gaze almost
always fixed at her. Hasnah repents theemotionally tormented woman who
sel flessly prioriti subdueshesown feaihgs and ldebomesp!| i ght .
actively invol ved i n Amir o6s [ i ffmally When t he
demonstrate her compelling influence as she relpmir realize theconsequencesf

his actions.

303 Despite being msuccessful in Malaya/Singapore, ostensibly due to limited
screenings imposed by Cathay and Shaw Brothers, the film was eventually shown in Southeast
Asia and India.
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The directorB.N. Rao takes a lot from his Tamil film industry background in
terms of the narrative and directioR.o r i nstance, Amirés wut most
almost submission to Aminah is patternewlthe Devdas character that is found in
Indian cinema.Nevertheless,Rao was also able tdncorporate the features of
bangsawan, particularly in the music and dancensegs in the filmMore importantly,
the film offers a glimpsénto the social realitiesfdvialaya in theimmediate aftermath
of the war.Certainly, Malaya was notnireality, homogenous.li®ality of ethnicities
not sameness captures the overarching state of its society. Howieyan, Panas
presents a clear view of a fraction of the broader society of Malagancentrating on
thedistinctworld of the Malayslt also hintso the mounting tension between tradition
and modernity that was made exigent by the Whe. distinctiverepresentatios of the
two women reveal, on the one harnlde potent power of customs and traditions in
Malaya juxtaposed with the latent desire to galeem influence over the land. On the
other hand, the westernized Malay wonsaiggests the desire for moderriitperhaps,
something that can be acquired through the return of the Britisheover, she
embodies independence and progressive itled® is not confined by the conformist
tendencies of the society, rather she knows how to assert herself regardless of the
consequences.

Although van der Heide looks at this dichotomy from the perspective of gender
relations, it actually goes beyond thatt exposes theswelling ideological conflict
within the Malayan society concerning the plight of their territarlie end of the
Japanese Occupation catapulted the issue of independence to a higher ground. As part
of this, lingering questions regarding the future of the Malay world became even more

prominent.While the traditional hierarchyof power remained acid, global political
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and social realities required atrénking of modernityi in this case, it was modernity
embodied by the westernized woman.

Viewed throughthe lens of the political and socidllemma of the period,
Amir seemingly embodies the futuodé Malaya He is caught in between the opposing
forces of traditionand modernity In the end, although it seems th@aminah, the
modern Malay woman, lost to the traditional Hasnah, it should be noted that it was only
after the latter assertively expressettself that she was able to claim ascendancy and
power. In the oscillating struggle between the two, a hybrid character was formed
Hasnah took over the narrative when she expressed her own agency (embracing some
of the values that Aminah has) and tamition to achie& her goal. This inclination
towardsself-assertion whilevacillating in between tradition and modernity certainly
definesone ofthe centrabdilemmasof postwar Malaya/Malaysia.

The same plot structure highlightitige dichotomy betweetmaditional versus
western persisted in Malaysian national cinema. Another film that upholds this
premiseis P . R a mifeetceid debut film, Penarik BechgThe Rickshaw Driver,
1955) The film explores, yet again, the impediments and tribulationkeofdve story
between Amran, a rickshaw driver played by P. Ramlee himself, and Azizah, played by
SaadiahCaught in the mid@l of a prohibited affair, the couple foontssome ofthe
prevailing ruptures within Malayan/Malaysian society. In particulare tliim
interrogates social and economic schigntisat is to say, the division between the rich
and the poor.

The novie openson a busy street. A rich man calls for a rickshaw puller to
drive him home. When he gets home he lays hisscoirt on his palmand chooses
two and givesthemto the beba driver. Thebdma dr i ver <call s out

quickly scolde. The driver drives off sad until rerrives at a busy food stalak
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Ahmad, he owner asksii e 6 s had gidoowtichtihe poorrgeyesgondso.
He then admits his dejection and frustration about how rich people treat poor people.
The owner explainghatit is because rich peopleve never known hardship. A loud
noise comes from inside the restaurartere three young boys, dresseekll, are
playinga board gamelhey are loud and obnoxious, without care for the peapbund
them. Pak Ahmad packs twmrtions of food for Amran, despite Amran not being able
to pay for themAmran thencycles home to his hut where a beggar begs foil.fble
gives one of his portions to the beggar willingly. Inside his mother is waiting for him
and gladly receives him. He hands over the single packet of food to his mother. His
mother asks why there is only one, and if he has eaten, and he says itiegsbuess
bad so he could only get one. Amran then addshikdtiendshad alreadyought him
food. His motherhowever, knows that he is lyirand sheshares half of her food with
him. As he begins to eat, strong winds begin to blow and his housedgdavith rain.
Subsequently, the sequence proceeds school for women where young elite
girls, including Azizah,are learning to bake arsew. When the schbends in the
afternoon, Azizah andomeof herfriends decide to go to a movie that nighzizah
asks her parents for permission but while her mother is suppdrérvéathey Marzuki,
refuses to give her money. In thend she is allowed to goThe story then continues to
a dance, where some young men watch as beautiful wagreeefuly perform
traditional dancesiVhen their offers to dance with womaredenied, they gatritated
andleavethe performanceonly to meet Azizah along the way. They approach her and
beginharassing her. Frightened, she hurriedly calls the becha driver, Amrare toetak
home. The youngnentry to stop Amran and start to assault hifine simple becha

driver fights back and they give up anchaway.
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Azizah, thankful to the bdwa driver for helping her, offers him 4thggit to
drive her to and frm school every day for a month. He is surprised at his good fortune
and accepts after being convinced. He tells his mom the good news. He arrives at
Az i zraddénse the next mornimond meets her parents. Her father is angry because
Azizah promised 4Ginggtwhen he thought the driveros wor
ringgit. In the endthe father grudgingly ages to the amount after Azizah expresse
her protest.
Beyond the poor versus rich dichotomy, the film also touches on, albeit in a
very subtleway, radal schisms in Malaya. In one particular sceAez i zahds f at her i
trying to get to Kampung Bisi and hails a bac The first driver is Chigse who
charges 1 ringgitMarzuki, finding it ridiculous, tells him off and the Chinese becha
driver goes away. The second bacheflagsis drivenby an Indian man, and hesks
for 1.50ringgitto whi ch MarAz ekiyosnanmlag,y?® The third b
Malay man and he chargds4 ringgit. Still not contented, Marzulpicks a fight with
this bedha driver by waving his walking stick, and the baadriver fights back by
flinging his stick into the middle of the road. The man goes to pick up the stick but is
unfortunatelyrun over by a car. Th®lalay bedha driver runs awajymmediately while
the diver of the car jumps out to help Marzuki to thaspital.
In the hospitalAziz ahdéds fat her is badly wounded. The
a young man requests to see Marzakid seeks his forgiveness for running him over.
The wounded man graciougigplies that it was entirely his fault and that he should not
worry. He asks that the young man deliver the bad news toifeisand child. The man
does so and upon hearing theThaemandivesAzi zahos
away to pick up his friendHe pawns his house. Then he picks up the mother and

Azizah. When Azizah sees the man, she is instantly disgusted because the riman was
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fact, Ghazalithe very man that tried to assault her the night she met the beca driver.
The man smirks as he recogrgsher. She initially refuses to go to the hospital with
him, butthenrelents. When Azizah and her mother mdetrzuki, he tells them of how
good the man is, and Wohe treats him like family. Marzuki and Ghazali become good
friends and the latter is irteid tovisit the familyoften.

The next morning Amran is waiting for Azizah in the front porch but his
vehicle is pushed aside with a loud hdmk Ghazali They meet again andh@zali
instantly shows his disgudbwards Amran. Ga z a | i tries stlilem make Amr
mi serable by telling Azizahoés father once he
in love with Azizah and takes her the movies evey night. This infuriate Marzuki
and he immediatelyires Amran and forbids him to come back and see Azizédw
realising her love for himAzizah visits him at his house, where she is spotted by one
ofGhazal i 6s men. He t ehadals BothlBhiag al nf @amuoha tAizare ath o
father go to Amr amséklAmmoarsées Mhtelyerr ualred yt ake s
away.Ghazalithen suggests to the father that it would be wisendory Azizah off to
him, and Marzukiwholeheartedly agrees. But Azizah, hearing this news, runs away
from home. When the family fi ndsGhaaalt , Azi zah
volunteers o bri ng her back. He goes to Amranédés ho
inGha z al i throwing a knife directly to Amranés
done he runs away. Amranb6és mot her begs Amran
When thg arrived, they realise thatta z al i has t hreatened Azizahos
him of all the money he had in the safe. Amran fightaZali until they bth faint. The
police are callehind Ghazali istaken away. When Amran comes battiey return to
his mother where Azizahds father apol ogi ses

forgiveness. He promises agree tanarry Azizahoff to Amran one day.

207



The most fundamental themes that the film exgorgcluding class division,
genckr roles, and racial categorizatiarereflections ofthe process of natienuilding
in Malaya/Malaya. By 1955, it was already clear that the countiyld be able to
attain selddetermination and, thus, be freed from ithituence of the British. However
given thesocial and cultural fractures in Malaya, the prospect of a unified nation
remaired elusive. This does not mean though that the fdrexpressingesistance to
nationalism. In fact, by highlighting these fractures, the film also encourages the
spectators to look past them. In other words, by normalizing the internal difésren
their society, the film wa able to construct an image of a plural nat©ne can also
argue that by portraying these differences and issues, the film encouragesatther
public to visualize a unified nation that has inherent crevitbkat is also to say that
the film affirms natiorbuilding in the course of acknowledging heterogeneity.

As Ma |lrdgpandence Dagpproached, films being produced continued
to treat themes that presagdte emergent nation, despite the internal litiotes and
idiosyncrasiesof its society. In yet another film Semarah Padithe actaimed
Malaysian director presents model of governanceof the emerging independent
Malaya The entire film is shot through witteference to the foundation or origin of a
community. It opens with a solemn invocation ab®amerah Padi a community of
devoted Muslims in the Malay ArchipelagBombining a dramatic narrativeend an
intense romangethe film portrag an ideal village setting. That ideal setting &
Malay-Muslim community headed by a stremglled chief whose power is immense
and whose wordis law.

Thef i | mé s ravalves ardundvtlehemes ofa triangular love story,
crime, adultery, and punishmeas$ seen through the lenslsfamic laws and values.

Dara, daughter of the village head,harbouringfeelings for Aduka, an assistant to
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Darads father, and he | ov eddeshtatrshetsboald However
marry Teruna instead. The | atter is also one
dutiful child, Dara suppresses her ofeelings and agrees to marryriina, who also
genuinely likes herAt the time of their engagement, the peandtranquility of the
village aredisrupted when a wounded villager named Kecenaken to the village
head. Hels beaten by his adulterous wife, Galak, and a man named Jejaka. Kecewa
di es, thus prompting Darads father to instru:
then insistson accompanyng Aduka because it is his responsibility as an assistant to
the villagehead.

A fight ensues and ends with the arrest of Galak and Jejaka. Adheriogtte
laws of the village, the chiebrdersdeath by impalement. The story then turns to
another plot wherBorek,J e | a k a 0 begirtsto assaulethe villagé murdering
locals and burning their houses to avenge Jejaka. Amidst this chaos, Besanato
aid the Sul t pimate sttackse WhileaAglaka rematins in the village to
protect the people from Borgkhe latter abducts Bra whois eventually saved by
Aduka. Swept by their feelings towards each other, Aduka and Dara engage in physical
intimacy. Penitenfor what they did, Daraveepsfuriously and Aduka begs Teruna to
puni sh hi m. I n t he end,etoahu@dslasiesforitheir or der s
sins. Dara and Aduka then get married.

Despite an uncharactetisally tragic conclusion, the meaning of the film
remains clearlt advances the idea of a nation based on historical and religious
preconditions. The whole rative exploresthe twofold process of securing peace and
stability and defining the identity of the village. Toemmunitybecomes thepace for
constructinghe national identitylslamic laws serve as the framework for maintaining

order f or Mal ayasidlddaeties At shis points yourraightt argue that
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the film is, in fact, a rejection of a unified natidnprecisely because it essentializes
Malay cultural and Islanc tradition. | look at it from a different angleCertainly, the
film interrogates the role of Islam and Malay people in the faonmadf the new nation,
but it also attempts to incorporaten-Malays.

In one of the advertisements, the fiimpreseddas A A pi cture of in
appeal to all c¢i ne n%Thefin astempts to publitize itselftas onal i t i e
an experience that suits everyone regardless of their racial background. As such, in the
process of watching the film, theudience iexposed to the foundational tenets of a
stable and peaceful village balso promptedto accede to the saliency of Islam and
Malay authorityin the process ofatiortbuilding. The film is a decisive portrayal of
various levels of liaos and anarchgluring the period, and therefore, the reflexive
desire to endure as a robust and wetlered society.

First, there is the chaos within the village itself which reflects thernat
divisions and conflicts inthe emergingMalayan/Malaysian nationfhe headmarand
Islam are presented as the pillars of the village. Individual desires and interests, as
represented by Dara and Adukads initial atter
other, must be tapered, if not totally eliminatefbr the overall wellbeing of he
village, that is to say, the nation. This is the same message conveyed when Taruna
forgives the two and when the village chigffioosedo uphold the law and punish them.

I n t his respect, i n e v e they promiheaae aof the r 6 s i ndi
village/nation is evident.

Second, the immediate external threat represented by Jejaka and Borek appears
to be an indication, amentioned of themenace that lurks near the village itsélfiese

perceived threatare the local commnist groups and perhaps even the -Madays

304William van der HeideMalaysian Cinema, Asian Filnp. 186.
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who poséd a danger to the formation of a new and independent nation. This does not
mean that the film tries to exclude nbtalaysi as | explained above, the publicityr

the filmwas decidedly inclusiveThe ony prerequisite is adherence to the overarching
laws of the natiorand, in the procesthe curtailment ofindividual interests. A case in
point is thateventhoughAduka and Dara were from the villaghey gave intdheir

own desiresand were punished as a resilhis then indicates that thgeneral weH

being of the villag, and also the nation, rests upon the dissolution of individual agency
and the prominence of the ideological principle that keeps the whole nation intact and
stabk.

The thirdrealmot haos i s signified by the pirate r
domain. It can be seen as an allusion to the anarchy of the international political arena
during the Cold War. The necessity of sending Teruna to aid the Sultanahithis
obligation of the village, and certainly the nation,s@feguard peace andogect it
from outside dangers (whether the communists or colonizers). The main message,
hence,centreson the defenceof the nationi securing its survival amidst different
levels of threatsThis tendency to construct the nation-&sis the perception of
threats is in a way a symptom of the eruption ofesfatead consciousness in Malaya to
claim control over their fate and harness traditional patreicturesn natiorrbuilding
I or at the very least, in imagining the notion of a nation.

A year after the proclamation of independence, Malaysian national cinema
continued to advance narratives of natimnlding andnationalism Perhaps, one of the
mostimportah pr oducti ons that captSergeantasdan.s | ei t mot
As mentionedthefilm is key asa transnational cultural produst two great Southeast
Asian filmmakers It is acollective narrative of the region under the Japamnekee In

addition, itisafocalr ef er ence f or Mal a withhadabudding i ads expel
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The film reflects the predicament of ordinary people in Malalaing
Japanese Occupation. dtcentuates theesistance against the incursion of Japanese
power, and how even a simple man, who is adopted and categorized by the society as
weak, can do great things for the security and stability of the nation. Thtbagh
development of the main charactdre film engages the audience to take part in nation
building because they are like Hassale maybe an ordinary mahut he was able to
s av e s olifeandrdefénd their communityn one scene, Hassan gl asserts
that despite being citizens ofyaung nation, he is confident that the people can all rise
together to protect their territory and liberty. In this sense, the film recognieegtdte
of the Malayan natidrits vulnerabilities at a stage of decolonization and its effatrts
coming to terms not merely with the Japaneseupationbut moreimportantly with
British hegemonyThe film, | surmise, isvay ahead of its timdt promotes nationalist
ideology among a mukethnic grougd this time, with more clarity than previous films
analysed Segeant Hassanenvisionsthe growth of a young yettigdy nation and
despite he strong presence of the Malag a race and group, apitomizedby the
hero himself, P. Ramleeéit also incorporatedother ethnic groups through key
characters such as a Chinese who assisted Hassan during the skirimistiter
words, it evokes the inclusivity of the nation and that evenMalays have their roles
to play in the experiment of natidruilding.

Interestingly, the process of natibmilding in Malaya/Malaysia has also been
depicted in a rer comical, ahost satirical wayl n many of P. Raml eeds
films, for example, he incorporates astute social critiques concerning the state of
Malaya setamidst seeminglhgimple humoutr The film Nujum PakBlalang (Fortune

teller Father Blalang)s a movie that wasaccording to P. Ramlee, simple enough for
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the kampong people to be able to understdhBased on Malay folklorehte f i | mo s
plot is indeed simple. kkentresaround Balang (Malay for cricket), a little boy whose
mothe passeaway, and whose fathdPak Blalang,is a slugged whorefuses to work.
Agai nst his fatherds pr etesysldy$e go&lasolndng set s
looking for any jobs that will feed the two of them. The farmers, men and wawhen,
toil in the fields watch Blang and feeh great pity for him. To them, hard work is
necessary in order live (to eat), dmeng lazy is a terrible thing.
The stoy takes a turn when one daylaingis walking back home from a day
of hard work washing disheand he comes upon twwightly dressed thieves tugging
two cows and twaoats that they stole. Blalang climbs high up a tree and scares the
thievesaway by pretending to be a jinfifhe thieves run away leaving the cows and
goats behind. Blalang brings the animals home tggther with his fathethatches a
plan to get them returned to the owner and be rewarded at the same time. He hides the
animds while his father poses as a forttte#ter (nujum), who successfully locatdabe
lost animals for the farmer3heir schemavorks and theyarerewarded withrice and
sarong as payment. That night the thiemetertheSu |l t anés house. Using a
they casta deep sleep on everyone in the house, includingtitanand the guards.
They then proceed to steal the royal cramd pearls along with a chest of coins. The
King wakes up angry and orders his men to announce to the whole kingdom that
whoever finds the goods will bgreatly rewarded. Meanwhile, the thieves run away
into a cave in the hills and bickebaut dividing tleir treasure. Bal angés f at her
brought to the Sultan and the Sultan orders him to locate the treasure or face execution.

Terrified, he returns home and prepares to run aBEanginstead tells him to hide,

S05Alan Khoo,n Has hi mah (7 Fil ms) aThelSinBapordFece (50) Tea
Press 12 October 1959, p. 7. Date last accessed March 15, 2016.
http://eresources.nlb.gov.sg/newspapers/Digitised/Article.aspx?articleid=freepress19591012
1.2.74
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coincidentally in the same cave as the thieves. He pretends to be the spirit of the cave,
scaring the thieves away. He then returns the treasuresaagpiointed the royal
fortuneteller. His old hutis replaced with a grand heea. The once poor mamannow
give alms to the poor.

The story then continues whemetprincess soorafis in love with the fortune
teller, and hatches a plan to getrhio her chambers. She feigns sickness and her
distressed father calRak Blalang to é&r room. Wherthey areleft alone, the princess
confesses that shamly pretended to beck to get him to see herh€ Sultan returns to
the roomand Pak Blalangrescribes that she should go to the gardewdtended in
the middle of the nighbecause # wind from the midnight air will heal her. The
Sultanis bewildered but agrees. At the garden both of them confess that they like each
other. She calls himMiKanda Satria. They repeat this the next night and the Sultan is
reassured hat she i s better. Suddenl ykinghasews arri v
arrived. They welcome him warily. THeultanproposes a wager: tmeijumfrom their
kingdomwill ask questions, and if Pak Blalaagswes all correctly, he losesot only
the wagerbut his countryas wellto the Sultan. The Sultan, confident with his own
fortuneteller, agrees. Pak Blalargretends to be confidebut soon decideto escape.
When hegets home he preparesftee in fear. He ordersis son to find a ship, but he
accidentally ov eforturetllersevealingto hisimatasithedwvers g 6 s
to his questionsBlalang runs back to his father to tell him the answers.

When the day of the wager arrives, Pak Blalangcessfuil answers all the
riddles, to the horror of the King. In desperatitre King asks for one last chance to
pose a guestion. The King asi®Vhat do | have in my han@s Pak Blalangalmost

panicking, wails for his son who started everything. Luckily, dabkg (cricket) was
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exactly what the King had in his hands. The Sultgoices at winning the wager
againsthe rival kingdom.

Devastated, the King retus to his ship on his way home bsintercepted by
the two thieve whahentell him they have a way for him to take his losses bable.
king accompanies the two in the cave where Pak Blalang saw them and there, the King
finds the Sul tan 6The Sdlany didtdvering thatesheniggonie,e | d .
about to decree that whaer finds her will get anything theglesire However his
advisors suggest that he ask Pak Blalang insfBagl.film concludes when the water
Pak Blalang was using miraculously rewetidle people connected to the crime. They
reach the cave and free thenmess.

In an almost sardonic wayNujum Pak Blalangdepicts the Malays, as
embodi ed in Pak Bl al athigiéa@widedpraad aterdotype anda s i nd ol
theme across P. Raml eeds fil Psa.k WHatl aingds$ nt
defects, things still turn out in hfavour, either by accident or just when he is about to
escape or evade his obligations. Téesvesas a commentary on the role of Malays in
the process of natiebuilding. While thecentreof the film is the Malay comunity
the film mocksthem and by doing so it alsahallenges the political dominance of the
Malays in the budding nation.

When the fate of the kingdom wagageredagainst the rival territory, the
outcome was solely entrusted to Pak Blalang whose kbsedo caused him to run
away andlee. His lack ofconviction and capacity to aid the kingdawasonly made
irrelevant by fatg it is by accident that his son stumbles upon the blabfturigne
teller of the rival domain. This can be viewed as a fair warning concerning the fate of
the new nation. The lack aiterest of the Malays or tHailure to address the needs of

the nation can lead to its destructiorthis is a cautionary message one gets ftioen
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flm. So me schol ars ar gue enhahce the NalayniRadiqurbjecte 6 s f i

that dominantly located the Malays as the ruling foitt&t only benefits a certain
fraction of society. As such, some members of society becamgginalised
dominated and expl oited for t H®l contene dhatibpn o f
targeting the Malays as the subjects of comédye spectators labhgat them and
disparage therit Ramlee was also exposing their vulnerabilities. In other words, he
takes an active part in defining their role in nationlding while at the same time
opening the space for either sedflection (from the point of view ahe Malays) or
discovery of the Other (from the point of view of the +idalays).

Intensified ethnic division and suspicion fundamentally characterized the social
dynamics of Malaya during the Japanese Occupalitis is crucial largely because
ethnic rdations consequently influendethe expeninent of natiorbuilding in
postolonial Malaysia. Irother wordsin the process of conjuring Malaysian national
identity (as well as in political, economic, and secudtural affairs), heterogeneity
based on raai groups became a core facet. In his analysis of nationalism and politics

in the immediate posvar Malaya, Bauer succinctly explains:

NnThe great maj ority of t he Chinese

sentimental roots in the country and could certainly notdpeated to

fight for its independence. The majority of the Malays rarely adopt a
PanMalayan attitude and would think more in terms of their own
small states than of Malaya as a whole. Moreover, the Malays are
genuinely fond of the British and would veryuoh prefer to see the

country administered by them than by the Chinese. Communal

306 Mahyuddin Ahmad and YueBe n g Lee, ANegotiating cl ass,

modernity: t he O6Mal ayni s aAsiamJounal off Confmunic&ianm!| e e
25:4,pp. 40&421.
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differences caused tension and trouble over the last 18 months and may
raise acute problems in the future. But they may have been partly
responsible for the absence of sucblemt clashes between the local
population and the returning authorities as have occurred
el sewfere. o
All of these events combined with other factors contribute to the natuhe of
nationalism that emerged in Malay$iaa multiethnic nationAs a Malayg&an scholar
asserts, AiSince its bicrutth,n aMailodfhsianair dheanst i It ayc ko
with his view bhat as a new nation, Malaysia wasmuli-ethnic community that
consistedof myriad heterogeneous groups coming from different ethnic backgrounds,
professing different religious beliefs, speaking different languages, and following
different traditions and norms. Nonetheless, tiveye all bounded by and are living
within a spefic territory that has defined boundaries. In this respect, the notion of
Malaysian national identitis embeddedn the multiraciality of its society.
This arduous means of constructing the Malaysian self was, and perhaps still is,
a parallel bifurcatn of inventing a monolithic image while at the same time
perpetuating cultural and social pluralities and intricaicighis may seelinonic but, in
the context of Southeast Asi a, Mal aya/ Mal aysi
in the case of the Aippines and Indonesia, natidnilding and the establishment of
national identity had to contend or come to terms withiultitude of cultural and social
differences, albeiin differing degrees and contexts. Agaittis backdropnationalists

in Malaysa endeavoured of construction of gethat is a polity of people with shared

307Bauer, P. T. "Nationalism and Politics in Malay&d&reign Affairs April 1947.
Accessed June 8, 206. https://www.foreignaffairs.com/articles/malaysia/1-947
01/nationalisandpolitics-malaya.
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culture and social featurigat is to say, to generate the things and ideas that constitute
the Malaysian self.
Mal aya/ Mal ay s i a-bulding and sationaf identity fioantatioo n
was also directly related to economic transformations. Compared to Indonesia and the
Philippines which obtained independence earlier, Malaya/Malaysia had a considerable
amount oftime organizing its economic structures with the aid of the British and
immense Chinese investments. For the first two national economic plans, the main
thrust of the emerging state was to stimulate growthcéos® theeconomic gap among
the ethnic groupsWhen the other two countries became liberated, their key political
figures had tot ac k|l e economic predi c aappecach 80 head on.
economicdevelopment was rooteéd nationalinterests, protectionism, and sediance.
The Philippines, ona@ount of the vestigesf the war, enterethto closer dependent
economic relationswith the United States. In Malaya/Malaysia, a vibrant export
economywaslaid out by the British.
Considered a crucial component in trehabilitationo f Japands economy
Malaya/Malaysia received imediate attentionot only from the British buthe United
States as wellln fact, its rubber industry recuperated almost immediatel\LO¥6,
rubber production surged to about 400, @6@nes and after twgears, it already
exceeded prgvar production leval by around 150, 000 tonnefn the early 1950s,
rubber production continued to be a key sectoth@ Malaya/Malaysian economy
comprisng ab out 20% of t he  E&xpandirgrity éxpobasenlr Kk f or c e .
economy, Malaya/Malaysia diversified its products to palm oil, iron ore, manufacturing,

and timber3®® Needless to sayThese economic developments were planned and
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