




















The Formalized

Transmission . . .

(From page 7)

cultural value for gagaku is the
unchanging continuity it
embodies, while the esthetic ideal
is the exact replication of the
original performance. The
process of teaching and of
learning reinforces the
conservatism explicit in the
political-historical position and
the esthetic ideal of the music.

Kinetic considerations are
found both in the learning and in
the performance settings. One
kinetic element occurs only in the
learning and does not transfer to
the performance — marking the
rhythm of a piece. Gagaku has a
unique rhythmic feature, a
“breath rhythm” in which certain
beats are held shightly longer than
others. The difference in
duration is subtle; it must be felt
rather than calculated
mathematically. The student,
seated on the floor, marks the
rhythm while performing shoga
(sung melody). If the rhythmic
cycle (meter) is in four, the first
two beats are marked by hitting
the right hand against the thigh
and the last two beats by striking
the floor beside the thigh. The
prolonged beat is the fourth beat,
so that there is a “breath pause”
between the last beat of the cycle
and the first beat of the following
cycle. Moving the hand from the
floor (having struck the fourth
beat) to above the thigh (in
preparation for the subsequent
first beat) reinforces that
prolongation — in that
movement the hand travels a
slightly greater distance and a bit
more effort is required.

Also, a kinetic focus during
performance is taught. Each
performer of one of the eight
different types of instruments in
the ensemble — three wind
instruments, three percussion
instruments, and two stringed
instruments — learns how to lift
and position the instrument for
playing in a series of movements
and positions that approaches
choreography. The timing of the
movements is also prescribed.

Similarly there are movements
for returning the instruoment to a
position of rest.

The most complex kinetic
component required for
performance must be learned by
the player of the gakuso [plucked
zither]. The instrument’s part is
a series of short, quasi-melodic
formulae that comments upon
the principal melody. Besides
having responsibility for the
specific notes and rhythms that
constitute the musical part, the
performer must execute a
sequence of gestures with the
playing hand (the right hand)
prior to, during, and following
the playing of each melodic
pattern. To describe it in general
terms, the fingers of the hand
extend and position themselves
over the appropriate strings, the
hand gradually contracts into a
fist while playing adjacent strings,
and then assumes a position of
vest (1) immediately above — but
not touching — the strings just
played. The zither player is as
interesting to watch as he is to
listen to.

Written notation is part of
the tradition and consists of
partbooks for each of the
instruments. Its principal use,
however, is not in the acquisition
of information — which is by rote
— but in the retention of
information learned. The
notation serves as a memory aid
for individual practice and for
rehearsal; the performance is
traditionally played by memory
(although the present
proliferation of amateur gagaku
groups has changed this
somewhat). Thus the purely aural
nature of initial learning and of
performance is characteristic of
this tradition.

The final feature of gagaku
ta be discussed is less an element
of the formalized transmission
per se, but more a tangential
element occurring within the
teaching/learning session. 1t is the
appreciation (and sometimes
veneration) of the musical
instrument.

The instrument is regarded
as more than just a tool for

making music; it is — as an
artifact — a work of art, whose
nature is expressed through
careful craftsmanship, detail of
decoration, and specific names
for its component parts.

For example, the sho (mouth
organ) has a design or motif in
gold lacquer on its base. Because
the base is covered by the player's
hands during performance, the
decoration can only be
appreciated when the instrument
is at rest outside the playing
context. Great attention also is
given to packaging — cases for
holding the instruments include
lacquered or beautifully grained
woods and protective cloths are
made of silk brocades and
secured with distinctive knots.
These are never seen by the
audience.

The instrument as artifact
can also represent the continuity
of the musicianly line; an
insirument is often passed on
from teacher to student. The
continuity is both symbolic and
actual, For example, as part of
instrument maintenance, the flute
player (as a student and as a
performer) frequently wipes the
bamboo flute against his face, so
that the facial oils darken the
bamboo. Oils are also absorbed
from the hands, and there is a
characteristic darkening about the
fingerholes of the instrument as
well. Literally, a part of the
musician is embodied in the flute
as it passes from one generation
to the next. Thus the student
comes to appreciate the
instrument in a number of
different ways — as artifact, as
the result of craftsmanship, as an
extension and conduit for his
own musical energy, and as a
tangible symbol of the continuity
from the tradition through his
teacher to himself and to his
future students.

In a broader sense, the
musical instrument is a personal
object attained by undergoing the
formalized transmission of
gagaku. As a personal object, it is
one means for the musician to
participate in and to express a
wide range of Japanese cultural
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values, including such items as
dexterity and design in
packaging, evidence of use
(including damage and wear) as a
positive esthetic value, and the
use of an object to encapsulate
social identity. Thus it is through
the instrument as artifact that the
individual as a specialized
musician in an esoteric tradition
is reintegrated into the larger
society.

Summary

The consideration of these
few elements in a limited number
of music cultures indicates that a
wealth of data is contained within
this general topic. There are
obvious implications for
transmission in areas outside the
performing arts. At least six
general observations can be noted
as summary; each addresses the
interests of cultural continuity
and cross-cultural dissemination:

1. Each transmission system
is culture- or genre-specific in
terms of the aspects it selects to
handle. The choices suggest (and
in some cases, indicate) direct
referencing to an esthetic, values,
or religious belief complex of the
culture.

9. There are different but
well-defined status relationships,
modes of behavior, and goal
expectations in each transmission
system.

3. The content treated in
transmission may extend past the
boundaries of music learning, in
which case the system has
relevance both for the continuity
of the musical tradition and for
the enculturation of the
individual.

4. The process of
transmission delimits the areas
and degrees of initiative available
to the student. In some instances
the boundaries parallel those that
apply to the mature musician (as
in gagaku), while in others they
contrast with the options available
to the full-fledged artist (as in the
lugu maulud).

5. All four examples show
close interaction and dependence
upon kinetic elements in

learning.

6. Learning involves a
second performing medium; for
example, the medium of vocal
performance is used to develop
skills specific to instrumental
performance.

At present the technology
and materialism of the West
become increasingly attractive to
the Pacific and Asian areas, and
simultaneously the cultural
aspects of these areas, particularly
philosophical thought and artistic
expression, become interesting to
the West. In these circumstances
an educated and informed
understanding of traditional
transmission would enhance and
perhaps expedite the inevitable
cross-cultural exchange.

Conclusion

Three concluding statements
are addressed to the area of
education, and they reflect the
conviction that scholarly
reflection has an eventual
responsibility to practical
application.

For those who use traditional
(read “ethnic”) performing arts in
teaching cross-cultural awareness
and appreciation, the discussion
suggests that the traditional
process of learning is as important
as the performance, i.e., the
product. The performance is a
single manifestation of an entire
cultural complex; the aspects
involved in the preparation of the
performance are part of the
“window to the culture” as well.
The product without
understanding (or in the case of
cross-cultural performance,
experiencing) the processes
involved is an incomplete
understanding. In some cases it
may lead to misunderstanding
and misrepresentation of the
item, shortchanging both the
presentor and the viewer.

For those designing new
approaches for teaching
traditional arts, a reliance upon
product-oriented transmission
structures (such as conservatories,
leaving examinations, etc.) should
be reevaluated. Using such

strategies to teach traditions with
a significant process orientation
weakens both the conceptual
frame and the rationale of the
tradition. Further, it often
adversely affects the product.

Finally, for those addressing
larger problems of contemporary
education, the examination of
traditional systems of
transmission could be fruitful.
Each system arises from a
“mental set” operating within the
society and often reflects
preferred modes for achieving
goals. Thus an innovative
educational strategy would seem
to have greater potential for
success if it had some resonance
with this “mental set” and with
these preferred modes of
learning. Such resonance
undeniably has significance for
concerns of cultural relevance. In
addition (and perhaps more
importantly for the East-West
Center), it clearly establishes the
spirit of mutual exchange and the
acknowledgement of parity
between the two parties.

Supplementary Reading

The social context and
repertoires of ancient Hawai‘i can be
found in Nathaniel B. Emerson,
Unuwritten Literature of Hawaii
(Washington, D.C.: Smithsonian
Institution, 1909; subsequent editions
by Tuttle, 1965, 1972 and by
Scholarly Press, 1977), and in the
booklet by Dorothy Kahananui, Music
of Ancient Hawaii: A Brief Survey (Hilo,
Hawaii: Petroglyph Press, 1962). For
India, a highly personal account of
master-disciple relationship is found
in Ravi Shankar, My Music, My Life
(New York: Simon and Schuster,
1968); an overview is provided for
both Karnatic and Hindustani
traditions by Bonnie Wade, Music in
India: The Classical Tradition
(Englewood Cliffs, N.]J.:
Prentice-Hall, 1979). A detailed
discussion of Tausug music appears
in the author’s doctoral dissertation,
“Tradition and Practice in the Music
among the Tausug of Sulu,
Philippines” (University of California,
Los Angeles, 1972). The gagaku
tradition of Japan is treated in
William Malm, Japanese Music and
Mousical Instruments (Rutland, Vt.:
Tuttle, 1959).
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International Film Festival Success; Plans Underway for Third

The Hawaii International
Film Festival was inaugurated two
years ago as a cooperative
program of the Culture Learning
Institute and the East-West
Center Office of Public Affairs. It
has proved to be a film festival
unlike any other. Not oriented
just toward film buffs, this
festival is designed to attract and
involve the community as a
whole. It is also special in that it
uses feature films — drawn
particularly from the Asian and
Pacific region — as stimuli for
reflection and discussion. Rarely
has there been such recognition
of the potential of films to raise
issues of social and humanitarian
importance and to communicate
graphically across cultural
boundaries.

Films can forcefully place us
in contexts that we would not
normally encounter in our
everyday lives. They can lead us
to participate vicariously in the
lives of people vastly different
from ourselves — not from the
outside, but from the point of
view of the protagonists, letting
us literally see the world through
another’s eyes. Literature also has
this potential, but the primarily
visual nature of the film medium
makes its meanings immediately
more communicable across
language barriers. This festival is
designed to explore the
cross-cultural potential of film
and to build upon it in
discussions following the
screenings.

The 1982 festival
incorporated a week of events on
four islands in Hawaii. On Oahu,
fifteen major films were shown in
matinee and evening screenings
at commercial theatres owned by
Consolidated Amusement. In
addition, various videotapes and
16mm films were shown at the
East-West Center, Ten major
films travelled to Kauai, Maui,
and the Big Island for general
exhibition, and throughout
Hawaii special screenings of the

films were held for secondary
school students. In all, audiences
totaled more than 20,000.

“When Strangers Meet”

The aim of the festival was
not simply to provide a chance to
see films from other cultures.
Rather, its main focus was the
consideration of the issues and
concerns raised in the films. In
general, the movies were selected
with reference to the theme,
“When Strangers Meet.” Some of
the films addressed the problems
faced by ethnic or cultural
minorities. In these cases (Chan Is
Missing, 36 Chowringhee Lane,
Gaijin, Bread and Chocolate,
Chariots of Fire), the strangers
meeting were of two separate
cultures. In other cases, people
from the same culture were
alienated from each other. In
Thiru, for example, the
protagonist is isolated by his
private knowledge that he is
dying; in Sandakan 8, the two
main characters are divided by a
vast gulf between their ages and
experiences; in Intimate Friends,
the hero and heroine are initially
kept apart by the different
intensities of their personal
political commitments; in A4 Touch
of Zen, the protagonist’s lack of
self-awareness makes him a
stranger to the ideas embodied by
the image of the Buddhist
monastery. In all these cases, the
strangers eventually meet: the
themes of human reconciliation
and the transcendence of
boundaries parallel and
complement the other themes in
the films. The concerns of the
filmmakers are expressed in the
films with varying degrees of
explicitness,

The challenge presented to
the organizers of the festival was
to use the issues raised in the
films as points of departure for
further discussion, at which
members of the public could
exchange their own perspectives

on the films’ themes. To this end,‘
discussion venues were arranged
following the evening films, and
audience members were invited
to participate in informal
conversations based on the films
they had just viewed. On Oahu,
an added incentive for the
audience to participate was ethnic
food and drink, kindly provided
by various community, university,
and Fast-West Center groups.
About 150 people attended each
evening discussion.

An important aspect of these
discussions was the participation
by scholars, film critics, and
filmmakers. Four film directors
— Aparna Sen (36 Chowringhee
Lane), Wayne Wang (Chan Is
Missing), Lino Brocka (PX), and
King Hu (4 Touch of Zen) were
present to discuss their work.
The public could direct their
questions to those most closely
involved with creating the films, ‘
while the academic participants
could lend their more detached
and critical perspectives. One
benefit was the opportunity for
those in the film industry to
exchange ideas with philosophers,
historians, and scholars from
other humanities fields and from
other nations. On the other hand,
all members of the audience were
encouraged to participate in the
discussions.

Essays giving a wide variety
of personal perspectives on the
films’ themes were prepared and
distributed to the audiences, thus
providing them with further
impetus to reflect, both privately
and communally, on those
themes. Further, formal seminars
were scheduled with filmmakers
in the mornings following the
film screenings.

Film Conference

A significant development in
the 1982 film festival was the
inauguration of a three-day
academic film conference held at
the conclusion of the festival
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week. Scholars and filmmakers
from throughout Asia, the
Pacific, and the United States met
to discuss the relationship of film
to the humanities and to consider
the ways in which feature films
can serve as a medium of
cross-cultural communication.
Visiting participants included
Tadao Sato and Donald Richie
(Japan), Chidananda Dasgupta
and Aparna Sen (India), Arifin
Noer (Indonesia), Lino Brocka
(Philippines), and Robert
Rosenstone, Gerald Mast, Bruce
Kawin, Jesse Kalin, Alfred
Guzzetti, and Peter Duus
(U.S.A.). Also participating were
James Brandon and Hardja
Susilo of the University of Hawaii
and Allan Grapard, Paul Brennan,
Frank Tillman, Thomas Jackson,
and other members of CLI. The

conference gave rise to a number
of original and challenging
questions, which are discussed
elsewhere in this issue.

Judging from many
comments received, the film
festival has promoted a greater
awareness and understanding of
film in the community. In
addition to the film screenings
themselves, workshops and
lectures on screenplay writing,
animation, film criticism, and
super-8 filmmaking were held
during the festival. There was
also a screenplay contest to
encourage the production of
scripts set in a Hawaiian context,
with prizes awarded by the State
Foundation on Culture and the
Arts. 1982 recipients were Chuck
Anderson and Virginia Staley in
the screenplay division; Jay Day

and Ron Ishoy for teleplays; and
Michael Schmicker for his
treatment of “Song for my
Father.”

East-West Center participant
Carl Hefner received a special
scholarship provided by Dominic
Orsatti of Hawaii Film
Productions, Inc. It is anticipated
that the competition will be held
every second year.

The film festival is supported
by many individuals and
organizations. The festival
organizers are particularly
grateful to Consolidated
Amusement, Eastman Kodak, the
Hawaii Committee for the
Humanities, Hyatt Regency
Waikiki Hotel, International
Savings and Loan, the State
Foundation on Culture and the
Arts, and World Airways.

By Victor Kobayashi

Immediately following the Second
Hawaii International Film Festival,
sponsored by the East-West Center in
November, 1982, a three-day
conference was held on the topic,
“International Understanding
Through Film.” Victor Kobayashi,
one of the principal humanities
scholars on the steering commitiee of
both the festival and the conference, is
Prafessor of Educational Foundations
at the University of Hawait at
Manoa.

This conference was a
ground-breaking experiment in
many ways. It was certainly not
the usual kind of film conference
where film scholars debate
questions of structure and theory.
Many of the participants were
drawn from areas outside film
scholarship, including history,
philosophy, music, anthropology,
and theatre; even the presence of
film practitioners constituted a
departure from the narrow
academic bounds of traditional
conferences.

The conference was not
intended to focus upon the
formal and artistic properties of
the film medium, nor was it
intended to disregard these.
Rather, it was designed to
consider the relationship between
feature films and their cultural
contexts — both in their countries
of origin and abroad. To what
extent do films mirror the values
of their societies, and, conversely,
to what extent can they influence
these values? What kinds of
cultural and social information
are implicit in a film, and how
successfully is such information
transmitted across cultural
boundaries?

The idea of examining
feature films from different
cultural perspectives raises
possibilities for research into a
number of new areas. The
conference served to identify
some of these areas and in the
process raised numerous
questions, some of which I will
outline here,

First, a need was expressed

for us to explore further the
different cultural conventions
that underlie the content and
structure of films of different
societies. When are cultural
conventions used artistically?
When do they become clichés?
When films of one country are
shown in another, what may be a
cliché may instead appear to be
a novelty to the foreign viewer.
What does the concept of a cliché
then mean from a cross-cultural
perspective? What constitutes an
artistic use of a cultural
convention as opposed to a
convention that is a cliché? We
need to explore these questions.
A second area of
investigation suggested was the
question of what makes certain
films exportable from one society
to another, welcomed by their
new audiences, while other films
are appreciated only by members
of their home country. What
characteristics encourage
acceptance of a film in another
culture? It was suggested that a
(Continued on page 12)
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International Film

Conference . . .
(From page 11)

trait of internationally fluent
films includes a degree of
consciousness of the society’s own
cultural conventions. Some of us
also proposed that the aesthetic
merit of a film included a degree
of self-consciousness of its own
cultural conventions so as to be
able to transcend them. As
Chidananda Dasgupta so aptly
put it, “films become universal
through the exploration of the
distinctiveness of a cultural
identity.”

But Lino Brocka pointed out
that there is also a faddish aspect
to some international films. For
example, kung fu tads in the
United States may have permitted
the commercially successful
importation of this film genre
from Hong Kong. There are also
political factors at work. The
political, economic, and
technological prestige of the
United States, for example, may
have facilitated the acceptance of
Hollywood films in many
countries,

Humor

Another aspect involving
exportability of cinema across
cultures, brought out by Mrs.
Noer, concerned humor. How
exportable is humor in film? Is it
true that humor is generally not
as easily exportable across
cultures? It was interesting that
Mrs. Noer, an Indonesian,
expressed enjoyment of Japanese
comic “Tora-san” films. Are some
forms of visual humor or some
comic situations or structures
universally funny? Charlie
Chaplin films come to mind here.
How exportable is humor in film,
and what makes for exportable
humor? Perhaps at times the
entire world needs a good laugh,
and a film can help bring this
about; the pursuit of
international understanding need
not always be so serious.

Another area involving
exportability of films

internationally that might be
explored is that of considering
Hollywood films more seriously
and looking for artistic strengths
in Hollywood rather than only
the commercial and those aspects
that pander to the lowest tastes.
Some scholars need to overcome
their snobbery about Hollywood
films. We need to look at some
Hollywood film conventions more
seriously and to consider their
possible artistic merits. The
formal structure of Astaire’s
dance films was proposed, for
example, as having aesthetic
features, and related to its
analogue, the formal structure of
popular songs (which coexist in
the Hollywood musical); both
seem to have been well-received
throughout the world.

We need also to study how
Hollywood conventions are
borrowed by developing countries
and then transformed into
something more indigenous.

Japan and India, for example,

scem to have followed a pattern
first of imitation, then of
transmutation of film forms into
vehicles that fuse indigenous
traditions with contemporary
realities.

History through Film

There is also a need to
explore popular films dealing
with historical events in terms of
their historical accuracy — Shogun
and Reds, for example. Since
more and more people
throughout the world are
building their image of the past
through film, some historians
ought to attend to the problem of
historical accuracy in film.
Present-day historians, at least in
the United States, have lost much
of their popular reading
audience. Some historians need
to explore films more seriously in
terms of their potential as
vehicles for communicating
history, since films often do
attract mass audiences, The
question of the meaning of
historical accuracy in film
becomes especially important in
this context. Anthropologists,

philosophers, and other scholars
of the humanities might also want
to explore narrative film as a
vehicle for sharing their insights
with a wider public.

One suggestion made was the
need to expose people to the
different versions of the same
historical event presented by
films from other countries. For
example, wars between nations
are presented differently in films
by different peoples involved in
the same war. We need more
exposure to such films to gain
multiple perspectives; we need to
facilitate the exchange of such
historical films.

There is a need, in general,
to improve on the variety of films
we see from other nations. Only
certain kinds of films are
normally exported from Japan or
India to America, for example.
We need to be exposed to a
broader range of international
films so that we can improve our
conceptions of how films mirror
society,

It was also pointed out that
we need to look at historical films
not only in terms of factual
accuracy but also in terms of the
authenticity of the patterns
underlying how events are
portrayed. We need to learn to
consider the “metaphorical
truths” about society
communicated through its films.
Are some “metaphorical truths”
unique to particular cultures? Are
some of them somehow universal
in that they refer to the basic
human condition, or basic human
thought patterns, or humanity’s
relationship to the earth’s
ecological system of which we all
are a part?

There was also a need
expressed for Western humanistic
scholars to learn more about the
great literary traditions of the
East. Eastern representatives,
partly due to their formal
education, generally seemed to
know more about Western
literary traditions than Americans
knew about the Eastern classics,
All humanities scholars today
need to know more about the
great literary works of the entire

12 East-West Culture Learning Institute Report



world that have provided the
guiding metaphors or patterns
that still shape themes in
contemporary cinema. The

amayana and the Tale of Genji
are examples. We need to
understand better the traditional
symbol systems of different
cultures and see how they relate
to modern society, how well they
fit or do not fit, and how they are
being transformed or transmuted
into new forms in the contexts of
todays’ world, including its
politics. Art may play an
important role in the
transformation of symbol systems
to generate a better fit with the
changing conditions of reality; we
need to explore film also in terms
of this function of art.

What’s an Art Film?

Another area to be explored
is that of viewing films in terms
of the relationship between
consciousness and

self-consciousness. Film can be
studied as an analogue of
literature as well as a unique
medium that explores its own
limits. What is it that makes an
art film an art film? Is the answer
to this question related to the
consciousness question, that of
whether a degree of
self-consciousness is a necessary
condition for cross-cultural art?

An anthropologist, Paul
Brennan, briefly commented on
a possible connection between
self-consciousness and literacy.
The nonliterate peoples he
worked with in Papua New
Guinea did not seem to
understand the idea of
self-identity, a concept that seems
to be very important in American
films. This important observation
raises questions as to the nature
of the connection between
literacy and the development of
consciousness; it also proposes
the possibility that the effect of
film on nonliterate people might

be different from that on a
literate group.

Also related to the subject of
consciousness was the criticism
voiced that our presentations
were overly analytical, overly
intellectual, and that we needed
to pay attention to the intuitive
aspects of film, both as film
makers and as scholars of film.
We need some degree of
reflection and thought, but we
also need to have some degree of
belief that the flickering shadows
on the screen do transform into a
reality. A degree of analytic
reflection is necessary, especially
in this world of large-scale
propaganda, mass advertising,
and manipulation of the media.

Conference participants also
were exposed to a purely visual
film that had no spoken word as
an offering that might help us to
determine which images convey
meanings that are understood
cross-culturally and which ones
do not. Guzetti's showing of

(Continued on page 14)

A three-day conference following the East-West Center's Second Hawaii International Film Festival, held in November 1982, delved into the relationship between films
and their cultural contexts. The participanis, with an unusual variely of backgrounds and interests, included (front vow, from left) Paul Brennan, Ruth Vasey, Jajang
Noer, Victor Kobayashi, Tadao Sato, Kumiko Makihara, Thomas Jackson, (middle row) Peter Duus, Gerald Mast, Sandra Sturdevant, Frank Tillman, Bruce Kawin,
Arifin Noer, Merry Lee Corwin, Gregory Trifonovilch, (back row) Robert Rosenstone, Hardja Susilo, Wimal Dissanayake, Alfred Guzzetti, Chidananda Dasgupia,
Donald Richie, and Jesse Kalin.
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The January 1975 issue of
this newsletter carried a photo
essay and an article announcing
the inauguration of the Cultural
Manifestations Series. Now
known in the Hawaii community
as the Fast-West Center’s
Performing Arts Series, these
concerts and lecture-
demonstrations in the arts
have grown from modest
beginnings into a real success
story.

From the beginning, one

intention has been to introduce
Fast-West Center participants to a
variety of cultural “artifacts” —
plays, instrumental and vocal
styles, dances, poetry — and to
assist viewers to understand what
they were witnessing through
explanation, demonstration, and
program notes. We have been
successful in this partly because
of the wealth of talent
representing many countries
right here in Hawaii. Hawaii’s
strategic location also has allowed

us to capitalize on the unusual
number of artists who need or
desire a stopover enroute to or
from Asia.

During the 1970s, East-West
Center programs became
increasingly problem-oriented,
that is, they sought to identify
and to help “solve” problems of
the region through research,
education, and training. In line
with this emphasis, the Culture
Learning Institute began to look
at problems associated with

| International Film

Festival . . .

(From page 13)

Asparagus, by Susan Pitts, could
bring forth questions about what
ideas of such thinkers as Freud
and Jung, who claimed a degree
of universality of their ideas, are
indeed universal, which are
idiosyncratic, and which reflect
Western viewpoints. Which
patterns and metaphor systems
suggested visually in film seem to
be universal? Which ones only
local? Which represent specific
cultures?

There was also a brief
discussion of the role of art in
modernization, apart from its
role in the transmutation of
traditional metaphors to fit
contemporary realities. The
separation of art from the rest of
life is part of being “modern”
and such a separation has
occurred in the world of film.
For example, art in traditional
cultures is also an integral part of
religion; but in modern societies,
particularly in the West, art has
been separated from religion and
has been secularized. There is
need to look at this kind of
process in international film.

Film Distribution and
Censorship

Another area explored was
the need to understand the
historical, sociological, political,

and economic aspects of a society
and their relationship to the
distribution structure of
commercial and noncommercial
cinema in different nations. What
is the significance of cinema in
the social and political life of
different nations? In India, it was
pointed out that the cinema was
of great influence in the social
life of the people; we need to
understand how cinema is
changing folk culture. Dasgupta’s
discussion of the government’s
role in the support of the Indian
film industry raised several
questions: What is the role, and
what ought to be the role, of
government in the film industry,
and what are the different
approaches used to support the
film industry in different
countries? What are the
approaches to censorship in
different countries? We need to
understand how censorship
systems operate in different
countries so that we may obtain a
better understanding of what we
are able to see and not see about
different societies from films that
come from abroad.

A need for continuing
interdisciplinary perspectives with
regard to the study of film was
indicated throughout the
conference. A need also was
expressed for films that reveal
the deep concerns and problems
of people of the Third World
and other parts of the world to

be distributed more widely
throughout the world. These
films should be selected on the
basis of artistic merit as well as of
having the ability to reach
popular audiences.

There are films that blend
the characteristics of the art film
with those aspects that appeal to
a mass audience; they not only
entertain, but also raise questions
and invite the audience to a
higher level of reflection and
awareness of the world around
them. (Dasgupta called such films
“Shakespearean cinema.”) Some
of Kurosawa's, Ozu's, and Ray’s
films are examples. Many films
involving women as central
characters reveal some of the
conflicts and problems of
contemporary society because in
many societies women are
bearing much of the burden of
the drastic changes that are
occurring. The personal life of
women, as portrayed in film, can
give us more profound insights
into these conflicts than the usual
large-scale sociological studies
that offer only a kind of
reductionism.

As you can see, this
conference raised numerous
questions, only a few of which I
have included in this summary. I
sincerely hope that these items
will be useful in building an
agenda for future meetings of
international scholars and artists
in the area of film.
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presenting performances of one
culture to audiences of other
cultures. This is a long-range
experiment with the hope that
sventually guidelines and
methods will be developed that
will help the artists themselves
and others involved in presenting
such performances.

Experiencing an exotic
performance can be extremely
rewarding for members of the
audience, but there are
frequently problems that differ in
nature and severity when art is
presented across cultures. We
have discovered (and in most
cases, overcome) problems in
negotiating the details of the
performance, length of
presentation, advertising, and
logistics.

Perhaps the two most
significant problems involve

language (even when all
concerned are using English) and
differing assumptions.
Frequently, the vocabulary is
understood, but the main
thought is missed. One visiting
troupe interpreted the East-West
Center’s offer of “housing” to
include meals, whereas Center
officials meant only lodging in
the residence facilities!

Since the series began eight
years ago, 110 artists and groups
have been featured in a total of
150 events. During our first few
years, audiences ranged from
twenty to one hundred people —
a very modest beginning. Word
has gotten out into the Hawaii
community concerning the
quality of performances at the
Center, and recent concert
audiences have been in the
300-1000 range. Most recently,

audiences filled the 650-seat
Kennedy Theatre for three
nights to enjoy the impressive
bunraku theatre from Japan.

To date, total audience
numbers for the series have
climbed to more than 46,000.
This is all the more impressive
when we realize that audiences
and performers have represented
more than forty nations of Asia,
the Pacific, and the United States.

It would be cumbersome to
list all the performances in the
series so far, but some of the
most outstanding have included
American folk singer Elizabeth
Cotten; the Puk Puppet Theatre
of Japan; the University of the
Philippines Concert Choir; the
1981 Maori Festival; the Fujian
Hand Puppets of the People’s
Republic of China; Silk and
Bamboo: Classic Music of Japan;
a dance troupe from the Cook
Islands; gospel music from the
Trinity Missionary Baptist
Church; and our very own
American bluegrass group, the
Old Pali Highway Ramblers.

The arts are powerful
communicators and if chosen and
presented well can be a most
appropriate introduction to an
unfamiliar culture. Increased
exposure to and appreciation of
the arts of other cultures is
certain to contribute to carrying
out the East-West Center
mandate to promote better
relations and understanding
between the United States and
the nations of Asia and the
Pacific.

The former director of the
U.S. International
Communications Agency, John
Reinhardt, might well have had
our East-West Center type of
activity in mind when he wrote in
the August-September 1979 issue
of USICA World:

The arts address directly the
limited perceptions and
misperceptions we and other
societies have of each other.
With the simplicity and

Members of the famous Bunraku Puppet Troupe of Japan perform at Kennedy Theatre in the Culture
Learning Institute Performing Arts Series. Ten members of the group played to capacity audiences on three
days in April. Bunraku scholar Barbara Adachi provided audiences with helpful background prior to each
puppet play. The programs were cosponsored by the University of Hawaii and the Japan Society. Photo by K.P.
Chin.

integrity born of the fact that

they constitute a society’s vision

of itself for itself, they are a
(Continued on page 16)
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Center’s Outreach

Program . ..
(From page 15)

form of communication that
arises from the experience of a
common humanity and identity
of interests, which occurs in the
sharing of an artistic
experience. They are the
“human face” of a nation.
Whatever the specific bilateral
political, military, or economic
tensions and concerns between
the United States and any
other country, cultural
communications among peoples
is essential in achieving the
goals of this nation. . . .

Monograph
Published

The latest addition to the
East-West Culture Learning
Institute monograph series is an
examination of language issues in
India, published in March by the
University of Hawaii Press.

The book, Plural Languages,
Plural Cultures by Lachman M.
Khubchandani, explores the
tribulations experienced by the
Indian polity in dealing with
various issues pertaining to
language in the context of
cultural pluralism ‘during the last
three decades.

The first part of the book
stresses the organic features of
communication and identity in
plurilingual societies, and the
second probes certain specific
issues that speech communities
face in meeting the demands of
contemporary ideologies,
institutions, and technology.

Khubchandani is director of
the Centre for Communication
Studiés in Poona and holds a
doctorate in linguistics from the
University of Pennsylvania.

Plural Languages, Plural
Cultures is available from
booksellers or from the
University of Hawaii Press, 2840
Kolowalu Street, Honolulu,
Hawaii 96822, for $15.

Mailing List
Reminder

In the last issue of CLI
Report, we included a mailing list
reply card. This card is being
used to update our mailing list
and confirm your current address
and continuing interest. If you
have not returned the card,
please do so soon to insure that
your name is not removed from
the mailing list for the next issue.
There will be no further
reminders. If possible, please
include your address label,

If you have not yet
responded, but have lost the
card, please write to:

Publication Orders
East-West Center

1777 East-West Road
Honolulu, Hawaii 96848
USA

If you have already returned
your update card, there is no
need to reply again. We thank
you for your continuing interest
and will continue sending CLTI
Report.

THE EAST-WEST CENTER is an
educatzonal institution establmhed in
Hawaii in 1960 by the United States
.Congress The Center's mandate is “tﬂ
promote better relations and

e 'understand_mg_among the nations of Asia,
- the Pacific, and the Uniied States through

e

cmpcratwc study, t -aining, and researc)

- Each year nearly 2,000 graduate studem.s .

- scholars, profesmonals in business and
; govemment, and visiting specialists
engage in research with the Center's
~ international staff on major issues and
. problems facing the Asian and Pacific
~region. Since 1960, more than 30,000
men and women from the regu)n have
~ participated in the Gcntel’s cooperatwe
programs.
‘The Center’s rescarch and educammal
activities are conducted in five institutes.
— Communication, Culture Learning,
Environment and Policy, Population, and
Resource Systems — and in its Pacific
Islands Dcvt:lqpment Program, Open
Grants, and Centerwide Programs.
Although principal funding continues to
come from the 1LS. Congress, more than
20 Asian and Pacific ‘governments, as well

as private agencies and. i:orpordtmns, have

 provided contributions for program

- support. The East-West Center is a public,
_nonprofit corporation with an

_ international board of governors.

Cudture Leammg !mtuute degree pamcspam
Michael Ewing holds a mask used in Seni Topeng
Cirebon, an exciting masked dance form from
West Java, Indonesia. This arl form was the sub-
Ject of @ CLI seminar presented by Ewing in
March. The presentation featured live perfor-
mance, as well as numerous slides taken in Java.
Euing is active in both the CLI arts team and the

language program area. Photo by Laurence Fal-
luwem.
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