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1-1 | ¥4 E | Project Overview
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Since its democratization in 2011, Myanmar has been experienc-
ing rapid economic growth and a rush of development on its way
to becoming a modern nation. Changes are underway within its
cultural sector, too: in addition to the passing of the country’s
Copyright Law in 2019, plans aimed at fostering a film culture and
industry on a par with global standards—including the founding of
film studios, a filmmaking school, and a national film archive—are
being discussed and promoted on a national level. Taking its cue
from the Anniversary of Mekong-Japan Exchange Year 2019, as well
as the 2020 centenary of Myanmar cinema and Tokyo’s hosting

of the Olympics, the Japanese-Myanmar Classics Joint Screening
and Film Community Exchange Program project was envisaged

as a means of strengthening the international network of Japan
and Myanmar’s film communities through the encouragement of
exchange and cooperation between both countries’ film-related
institutions; to promote the myriad charms of Japanese cinema
while doing so; and to contribute to the development of Myan-
mar’s film industry and culture for many years to come.

1-2 | BEH#R | Project Structure
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The highlight of the project came in the form of screenings of
Japanese-Myanmar co-production The Daughter of Japan, newly
restored by the National Film Archive of Japan. This was comple-
mented by screenings of several Japanese classics, together with
a variety of initiatives aimed at members of the Myanmar film
community, including a film restoration workshop, an invitation
to Japan, and the establishment of opportunities for information

exchange.

1 | Screenings of Classic Films

1) Hosted in Japan

— The Daughter of Japan [Digitally Restored Version] screenings
and conversation

Date: October 26 (Sat), 2019

Venue: National Film Archive of Japan (DCP screening, Nagase
Memorial Theatre OZU / 310 seats)

2) Hosted in Myanmar

— Monthly screenings of Japanese films (including talks)
Date: July 2019 - December 2019 (6 screenings in total)

Venue: The Japan Foundation, Yangon (Blu-ray screening, 70-80
seats)

— Japan Classic Film Festival 2020

Date: March 6 (Fri) - March 8 (Sun), 2020

Venue: Nay Pyi Taw Cinema (DCP screening, 486 seats)

2 | Invitation Program to Japan
for Members of the Myanmar Film Community

Film community figures from Myanmar were invited to Japan, with
events aimed at encouraging the exchange of information between

the two countries’industries. Also provided was an accompanied
visit around a variety of film-related facilities (including a film
archive, studio, university, and production company and more).
Date: October 25 (Fri) - 29 (Tue), 2019

3 | Film Restoration Workshop in Myanmar

Japanese technicians hosted a film restoration workshop for
Myanmar participants (both filmmakers and those interested in
moving image archiving).

Date: February 24 (Mon) - 28 (Fri), 2020

Venue: Film Development Centre (Ministry of Information)

i N ; ,-_[ I
\ 0 Pamily Pieing Aot Ve seel
l l 1 .34 i :'T e

>4 el LT

L5 i ( LT

i | E Ly 'V
B RN AR A

FEEOTERR Q019F 78, Iv>v—I20)
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Monthly Screenings

7oy IVERO—7 (%2[E) | Talk by Aung Min (2nd screening)

2-1 | #EZ | Overview
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For six months between July and December 2019, the monthly
screening program held showings of classic Japanese films, each
followed by a post-screening address given by one of five experts
and filmmakers. The program, which took place at the Japan
Foundation, Yangon, featured a selection of films digitally restored
by IMAGICA Lab., with guest speakers from a variety of disciplines
and backgrounds invited to share their knowledge. In addition

to giving movie buffs the chance to view classic films they might
not have seen, the program was intended as a way of acquainting

people with the charms of Japanese cinema culture by articulating

what makes it unique, and via introduction of the latest film resto-

XEFEHRTREICLSRE (E5EA0 LR2EH)
Observation visits by Miyata Ryohei (Commissioner for
Cultural Affairs) on the day after the 5th monthly screening

ration techniques.

(] LT, BEIvyY—BEAXERE, BEIREE Y IVEEAX LYY —  [BA] 7y 5 RER

Organized by: Agency for Cultural Affairs, Government of Japan / Embassy of Japan in Myanmar / The Japan Foundation, Yangon

Cooperated by: Wathann Film Festival
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2-2 | 7’A'5 L | Program

218 | 1st Screening 252/ | 2nd Screening
78188 (K) [ July 18 (Thu) 8A15H (K) | August 15 (Thu)
IERRFNE ] Tokyo Drifter (1966) &8 &35 Good Morning (1959)

©1959/2013 Shochiku Co., Ltd.
(BE) V2R AR
(W] BHEEE, NERITH
ESGRISEESS
[B¥] ERME
OHE] R = KBEF. TER. ZEBF. ENEF.
REER, BIEKE

Director: Ozu Yasujiro

[BE] S5 ABIR
(B R1E] ) IR RREE

[BE] 31135 58 Screenplay: Noda Kogo, Ozu Yasujiro

[B¥] EEXx Producer: Yamanouchi Shizuo

[HE] EEt, MESEF. JIBBRX, ZA%RE, B85, BIIEF. Cinematography: Atsuta Yuharu

HHR, E)IFHES, IAKH, kB Cast: Sada Keiji, Kuga Yoshiko, Ryu Chishu, Miyake Kuniko, Sugimura Haruko,

Director: Suzuki Seijun Shitara Koji, Shimazu Masahiko

Screenplay: Kawauchi Yasunori

Producer: Nakagawa Tetsuro 7 ZRZE—H— | Guest Speaker

Cinematography: Mine Shigeyoshi 77+ XY | Aung Min

Cast: Watari Tetsuya, Matsubara Chieko, Kawachi Tamio, Nitani Hideaki, 1964 4 F11, 1990 FICEBEDBFTHEA

Go Eiji, Hamakawa Tomoko, Yoshida Takeshi, Tamagawa Isao, Esumi Eimei, FENEL, 7y -2y I TEEELTE

Kita Ryuji BIH0cho, FIARNROREESS
ToTW5, 20114, 20144, 2015F(2IF

7 2R E—751— | Guest Speaker MIDPOINT European Script Developing

ASLEEB | Irie Yoshiro Workshop (221, 2013 Fh 53R EER

E 7 BRE 77—7- 7 | National Film Archive of Japan T[5> - A | DESRR - BRI HEDY | BIAR,

FRERP K P FECEH R FEORERTE DS THEVHERADKEE

EBELERE CERIRERZE) BT, ToTW3,

1995 £ & V) B R E 323 X S Al
B Ly y—fRRELLT
R BR, BRE 7 1)UL SRR
BEERDIE, REEDEHE
BEIEDS, 71ty y—

Born in 1964. After graduating with a
medical degree in 1990, he now runs his

own doctor’s practice by the name of Aung
Clinic. An accomplished writer of both novels and film scripts in addition
to his medical duties, he participated in the MIDPOINT European Script

FEWFRE. SULF= et Developing Workshop in 2011, 2014 and 2015. Since 2013, he has led the
BEAET. BUYRET—N( T ETERES, AAR G2 AEE, TEN MEN Film Group (of which he is co-founder), while also mentoring and
Irie Yoshiro received his master’s degree in Theatre and Film Arts from coaching young filmmakers interested in scriptwriting and film criticism.

Waseda University. From 1995 onward, he worked as a curator (eventually
becoming chief curator) at the National Film Center of the Museum

of Modern Art, Tokyo, where his responsibilities included overseeing
screenings and exhibitions, and the collection and preservation of films
and film-related materials. After serving as a senior specialist at the Agency
for Cultural Affairs, he assumed his current position of chief curator at the
National Film Archive of Japan. He is also a board member for the Japan
Society of Image Arts and Sciences.



238l | 3rd Screening
9H12H (K) | September 12 (Thu)

[ DB ] The Naked Island (1960)
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Director/Screenplay: Shindo Kaneto

Producer: Shindo Kaneto, Matsuura Eisaku
Cinematography: Kuroda Kiyomi
Cast: Otowa Nobuko, Tonoyama Taiji, Tanaka Shinji, Horimoto Masanori

NIREBED~—2 (5 10E) | Talk by Irie Yoshiro (1st screening)

7T ARZAE—7F— | Guest Speaker
77>« E3— | Aung Phyoe

R REBEREE MEEE BB
[Seasonal Rain] A& 71 B O AL/
FRARE Open Doors Screening $PIT
rFEh, REBE [Fruit Gathering
(¥ Myanmar Script Fund & Autumn
Meeting Grand Prix in Vietnam 0 2§ 2
EB%2ZE, £72EANL/ EERE
% Pardi di domaniZfFIEmDERE 21E8
[Cobalt BlueJ (&, av~RISEHEINIZA]
HTDI v ~Y—ERREIEH>72, 2018
£1213“3-ACT Cinema Magazine” %37 L, BRIEIZ & X0 RREE ZE D i
EIZBDHEDS, TroR—A VT —BREIOBERTEREL TS,

Aung Phyoe is a writer, director and film editor. His first short film, Seasonal

Rain, was screened in the Open Doors Screening section of the 71st Locarno
Film Festival. His feature film Fruit Gathering won the Main Jury Prize at the
Myanmar Script Fund, as well as the Autumn Meeting Grand Prix in Vietnam.
His second short film, Cobalt Blue, received its world premiere in the Pardi
di domani International Competition at the 72nd Locarno Film Festival,
becoming the first ever Myanmar short film to be selected for competition.
In 2018 he co-founded “3-ACT Cinema Magazine," a publication dedicated
to the promotion of film education and national cinematic heritage. He is
also actively involved in Myanmar’s independent film scene.

7oy -Ea—Kok—2 (#3[E) | Talk by Aung Phyoe (3rd screening)

KBEFRED—2 (E5[E) | Talk by Daibo Masaki (5th screening)

HELOERIGE (F3[E) | Audience Q&A session (3rd screening)




2 48] | 4th Screening
108108 () | October 10 (Thu)

Th$EkP9] Gate of Hell (1953)

© KADOKAWA CORPORATION 1953
(BB -HA] KEAZE)
[BE] KEHE—
kAR ANV
[HE] RANI—K. RYFF
Director/Screenplay: Kinugasa Teinosuke
Producer: Nagata Masaichi
Cinematography: Sugiyama Kohei
Cast: Hasegawa Kazuo, Kyo Machiko

7 ZARRE—H— | Guest Speaker
#iHBEF | Arai Yoko

IMAGICA Lab. T #ILLRA ML —2 3 Y X—/S—/)\{H—

Digital Restoration Supervisor, IMAGICA Lab.

108 Eizh7zl), 500051 MLEL EDRR
BOEEICEDS, BIEE. RRERRE
£X>Restoration AsiaZe ¥ T¢I —o>3v 7

- PEIF—EToTWE,
Over the past ten years, she and her team

have been involved in the restoration
of more than 5,000 titles. Recently,
her passions have led her to oversee
training activities, teaching seminars
and workshops at venues including
Tokyo International Film Festival and
Restoration Asia.

258 | 5th Screening
11878 (K) | November 7 (Thu)

BER7=A—2aVBREIF2v IR

Japanese Animated Film Classics

[7%%<571] The Dull Sword (Namakuragatana) (1917)
[BE] =Afi— Director: Kouchi Junichi

[<L%J Whale (Kujira) (1953)

(B8] KEESER  Director: Ofuji Noburo

T4 = AR ) The Phantom Ship (Yuureisen) (1956)
[B58] KBEfSEE  Director: Ofuji Noburo

7 ZARRE—H— | Guest Speaker
KFEIE# | Daibo Masaki

E L BRE 77—/ 7 | National Film Archive of Japan

256 | 6th Screening

E BB 7 —H1 72T, BETEIC
DI BRE 74 )LLADUERRTE, BRE
B/r7OYrs b EIC#EDS,
Associate Curator of Film at the
National Film Archive of Japan.

For the past seven years, Masaki
Daibo has worked on various digital
restoration projects at the NFAJ,
where he is also in charge of film
acquisitions and preservation of the
archive’s collection.

128128 (&) | December 12 (Thu)

[#&5 & ] Her Brother (1960)

(B8] MIE

(A KARFEF

[BE] KETE—

&) =)ll—%x

[HiE] FRF. 0%

Director: Ichikawa Kon

Screenplay: Mizuki Yoko

Producer: Nagata Masaichi
Cinematography: Miyagawa Kazuo
Cast: Kishi Keiko, Kawaguchi Hiroshi

7 ZARRE—H— | Guest Speaker
7« E3— | Aung Phyoe

© KADOKAWA CORPORATION 1960
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i | Age
-18
18-29
30-39
40-49
50-59

60+
50-59%0F
40-49

30-39

18-29

EREIZSMLTODHTLED?
How did you feel about the event?
ETHHRE | Very satisfied

X5 & | Somewhat satisfied

PR B ETHHER
Somewhat satisfied Very satisfied

13%
58%
20%
5%
2%
2%

52%
48%

k5% 7 >4 — b | Audience Questionnaire Responses

ARV ZESR>THVE LD ?
How did you hear about this event?

Facebook 64%
A | Friend 31%
Z DAt | Other 5%
Z DAt
Other
HMA
Friend
Facebook

— IvUR—OBBEEBLLIEOELBTUILL, ([RRANED)
Strongly recommended for Myanmar filmmakers. (Tokyo Drifter)

—ELWIAsILo1, TERFENED
| enjoyed today’s program. (Tokyo Drifter)

— HROXEPREIOWTEISIZHAZIENTE, ETHRM o1z, [BRELSD
Really great since | got to find out more things about Japanese culture and their family
life. (Good Morning)

—RBEL, BVEEILAZOEREERS, REDI 2L LBETEZEY, (BRL
51)
Astonishing. Helps young and fresh filmmakers understand more and more about
films. (Good Morning)

—INBIZ—FEDIH ., (BRKS))
One step closer to OZU. (Good Morning)

— IO LIARY DS B OFEEINDIEIVERS, b2/ (SARELZRETUILL, ([
D&l
I think we should have these kinds of events more in the future and | want you to show
more films. (The Naked Island)

— AFAOLHWERINEZEES LV, BAOXbEEMbERBSLL, (BDE))
The silent acting was excellent along with the Japanese culture and art. (The Naked
Island)

—RLBEZRETUNTHYNED, TUV - Ea—SADERDHT-DLE LY T, (B
E5¢D)
Thanks for showing such a good movie. Ko Aung Phyoe’s explanation was also very
gratifying. (Her Brother)

—BEIZDVWTWAWASHIZIENTE, ((BES5L))
| learned a lot about the film. (Her Brother)



EABRBEBREZR/-WLWTTH? | What kind of Japanese films would you like to see more of?
273w | Classic 5
FZ< | Drama 4
B | Contemporary 3
& | Educational 3

X7 | Comedy

—_

O<>2X | Romance 1
7 =X | Animation 1
7—h | Art 1
72> 3> | Action 1
SF 1
fAITH | Anything 2

F43+3J) (1957). SR, AYYXAIST) (2018), [E2RZb] (1963), BEA, YAl REFR, EHEEORKRE
Sayonara (1957), Color Me True (2018), An Actor’s Revenge (1963), Kurosawa Akira, samurai films, prize-winning films, filmmakers’ masterpieces

SELARIZEODZIIRVMIEMIHYETH?
Would you be interested in attending other Japan-related events in the future?

[EULy | Yes 100%
LWWZ | No 0%

(3L | Yes
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TBFRDRIFooramim] LIRS b— 74’/\‘/ (0
The Daughter of Japan [Digitally Restored \letsion]

Screenings and Conversation

3-1 | #5% | Overview

HARLIvR—DAIHTOEETHY), MEIORFZHE-BRE [BAR
DIR] (19355, =—TEE) O2KTPYILETTE. RED35mm 71/l
LEMEFRE L TWBEMBRE T —HATHFNI e, ZITHAEET
1%, 20194 1026 HICEM B 7—H4 712, X{LITEREDIEE
DbE, A1rX3 Hﬁﬁﬁ%%ﬁ&@ﬁj ERRFRlARbELT, TH
ROR] TV YIETROREH s R L1,

BB EBREICEhE, Al 70LL TBADR] ZEEE) DT> - byy
RE, £—7 - TvoY— - 7oL (Tv—DBRET—h41 75EEEIEK)
RRCHBEEDOA Yy H—KEZBEL, BiRET7T—H17EHES
KOBRRTh—0ARVIEER LI, 72, 1EIBO EBETICIE, 3Xb
TEHZ¥YRE. EiIRET7—HI7TREHEER, Ivov—E#R
BAR— - IVKEDOREN THON,

ARERICIvI—TREY bZLHELIZHBOD, ZNETHAEATIRE

EAERONTUWED STIARED LB LD =7 ARVEEBLT, &

(DBBENTEIv Y- LDORFEFRZARDEENENTHLL
2. MENGXLIEBEBEZRDDIH LT,

[Ef] XbT. EXZRET D17

XL FEHEZFRE | Miyata Ryohei, Commissioner for Cultural Affairs

Iy —IERER— - TV KE | Pe Myint, Myanmar Minister for Information

BERMH  EZRET—HAT
Photographs courtesy of the National Film Archive of Japan

Organized by: Agency for Cultural Affairs, Government of Japan / National Film Archive of Japan
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Using a 35mm print of the film taken from its own collection, the
National Film Archive of Japan (hereafter NFAJ) undertook the 2K
digital restoration of the first ever Japanese-Myanmar co-produc-
tion, The Daughter of Japan (1935, dir. Nyi Pu). On October 26, 2019,
the digitally restored version of the film was screened at the NFAJ
as part of a project co-organized by the archive itself and Japan's
Agency for Cultural Affairs, in celebration of UNESCO’s World Day
for Audiovisual Heritage.

The screenings were accompanied by a conversation moder-

ated by NFAJ curator Tomita Mika, and featuring two specially
invited guests: U Thein Htut of A1 Film Company (rights holder

for The Daughter of Japan) and Maung Okkar, a filmmaker and the
co-founder of film archive project Save Myanmar Film. Prior to the
first screening, short greetings were extended to the audience by
Miyata Ryohei, Japanese Commissioner for Cultural Affairs; Okajima
Hisashi, Director of the National Film Archive of Japan; and Pe

Myint, Myanmar Minister for Information.

Despite being a box-office hitin Myanmar on its first release,

by contrast The Daughter of Japan has remained almost entirely
unknown in Japan, where it was made. Through the screenings and
accompanying conversation, the forum was intended as a way of
introducing Japanese audiences to the long-lasting bond that has
existed between their country and Myanmar, while also deepening

the mutual understanding between both countries’ cultures.

THERDIR] [F25ILETTHR]

19354 | A1 74)LL | 885 (BEOETTEEEE)

(B8] =——7

[HREEE] REZBIFH

B IIREF

(&) H)IM=

[HE] =—7 BRXTF. Ta_—

[B5TL] EARARITEOREARR - F>vo/—> (R vrIv) Bo/ v
ANYTRATICHKG o123k H, RISBRADEEFERISES, RITEHELE
REDMICHLEBEATNIDB - [IvyI—BEOR | EHEDNSZ—
TEE - EEME, BRISEEL TV Z—TEBHLNPCLOB DT THIMEL
TcHIvY—HOEERETHY, v v—Tld Kby bR,
[87] EXBE 7 —h41 7 ([FYPLER] XS4 IMAGICA Lab.)
BAI A1 T4ILL, 2—T - Tv<— - T4l

[X&;] b

The Daughter of Japan [Digitally Restored Version]
1935/ A1 Film Company / 88 min (incl. opening restoration demo)

Director: Nyi Pu

Co-directors: Edamasa Yoshiro (and others)
Cinematography: Kawatani Shohei
Sound: Ichikawa Koji

Cast: Nyi Pu, Takao Mitsuko, Tin Pe

Story: Two young Burmese pilots, who also happen to be brothers, visit
Japan hoping to fulfill their long-held dream of completing a nonstop
flight from Tokyo to Rangoon (present day Yangon). But upon their arrival,
the elder of the two falls in love with a Japanese woman named Emiko,
casting a shadow over not only their flight plans but also the brothers’
relationship... Directed and starred in by Nyi Pu—the “father of Myanmar
film” himself—during an extended stay in Japan, the film was the first ever
Japanese-Myanmar co-production. It was produced with the support of
Photo Chemical Laboratory, and went on to prove a big box-office hit in
Myanmar.

Restored by: National Film Archive of Japan

(With technical support from: IMAGICA Lab. Inc.)

With the cooperation of: A1 Film Company / Save Myanmar Film
Supported by: Agency for Cultural Affairs, Government of Japan

1



3-2 | b—2#%8% | Conversation Transcript

EIrI—DREEEZHS ST

rBAE®OIR]

On The Daughter of Japan and Myanmar’s Cinematic Heritage

TAY by h | Thein Htut (&, BE
FvH— | Okkar (£—7 - 3v>v— 700070V
[F1& Moderator] 2% | Tomita Mika (EIZRRE 7

20194 10 B 26 H, E1ZIRE

T B R
HZ=E

—hA7 R &R—

JLOzZU

October 26, 2019 / National Film Archive of Japan (Nagase Memorial Theatre OZU)

— BEROER] 2N DHBEZADT R
FeBBALEL, RBEEDT A byy
REAE, Z—TEBDERIANDERIAI
B, AAEERMELIZAT 74 LLERRLT
BELIZEWELT, ZLT, PIFVREEE
DAY HI—ZAlE, T —REBEIDIERE - R
FEEEFNIZE—T - Ty — - Ta)LA
EWSEEDREETT, £3. 74> - boy
READDS, A1 TAILLEZ—TEBIIDWTE
FELWZITEd D,
TAY s byyhk IVAHT—N— EIvrT—
BUZTHRE W LET, FAld. A1 T74LLHD
REE—HEO— AT, MEEETT, A1 7+
ILLDRESEZ, Sv>ov—MRBEOEEERLLC,
BELZ100FIZRATENET, Z—7BE&S
AER IR —BEEA (TBERDR] LIF
TAR—, #%IZE) AR T/ THED
B DEMSEAATHETEZEE, KE
ELCRWLWET, 20 TEARDR] 1, FATZ5A1
TAILDIHTRIELI-b—F—1ERTT,
A1 74LAIE, BRBESEZBD 10 1920
EDn, Tvvv—ROOHFED—DTHA 5
TURAD V] ZRITLTWE L, £/, LO—
ROFIE - BRFEICHED>TWZEbHYET,
BIEZEDN—Z 210D LR o721945 FLUE
1Z. REDTAVXIN) ==l BD
=T RIVRI = TAYIIVERA
LD omBx8ELTEEL, KBEDT
YRIVE, BREFRWDORAYHHY ., 1956
FEDOTELYOBRE) (MIIEES) ORFEIC
WBALIZENHNET, ZLT, REDIHIC
TR —ICHEELTWAARDOMRERBFRE -
b6l vy —DEEZBEMELIZRER
BIRRE S+ 43\] (Mya Tha Bat / The Emerald
Shawl) DEMEIZAE W& E LIz, 20K
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—— We're fortunate to have with us

two guests personally connected to The
Daughter of Japan. One is film director U
Thein Htut, the grandson of Nyi Pu'’s elder
brother, here today as a representative of
A1 Film Company, which produced the film.
The other is Maung Okkar, film director and
co-founder of Save Myanmar Film, an orga-
nization dedicated to the restoration and
preservation of Myanmar’s filmic heritage.
U Thein Htut, if we may begin with you—
would you mind telling us a little about A1
Film Company and Nyi Pu?

Thein Htut: First, allow me to begin by
extending a Myanmar greeting: Mingalaba.
I'am a film director and a member of the
family that runs A1 Film Company. The
history of A1 Film spans back roughly a
hundred years, to the very beginning

of Myanmar cinema itself. I'm delighted

to have had this opportunity to screen

The Daughter of Japan here in Japan, the
country in which it was made by my grand-
father’s brothers Nyi Pu and Maung Maung
Soe (known at the time as Tin Pe). It is the

A1 71)LLs (20194) | A1 Film Company (2019)

first sound film, or “talkie,” that A1 Film
produced.

Before starting work in the film busi-
ness, from 1920 onward A1 Film published
Dagon Magazine, one of Myanmar’s oldest
serial publications. We were also involved
in the production and sale of vinyl records.
After the company’s founder, Ba Nyunt,
died in 1945, his eldest son Tin New took
over the reins, enlisting the help of his
younger brothers Nyi Pu, Maung Maung
Soe, and Tin Maung to produce films. Tin
Maung, the youngest of the four, had deep
ties to Japan, and even helped with the
shooting of Ichikawa Kon’s The Burmese
Harp (1956). The Japanese crew, who were
staying in Myanmar to shoot the film,
repaid the favor by lending their services
on the production of a period film, Mya Tha
Bat (The Emerald Shawl), set in and around
the royal palace. In fact, the directors at
A1 Film received substantial support from
Japanese film companies over the years,
including a period during which they relied
on Fujifilm when importing film stock. My

presence at this symposium today, too, is
in large part thanks to the deep bond that
existed between Japan and members of my
family before me.

Now | will say a brief word about Nyi
Pu. At the age of thirteen, Nyi Pu became
interested in photography. Later, he acted
as a leader in the student demonstrations
that occurred under British colonial rule,
for which conduct he was expelled from
university. In 1935, he visited Japan as
a representative of A1 Film to purchase
shooting equipment and material for cre-
ating sound films, which is when he started
shooting scenes for The Daughter of Japan.
It was there that he met and fell in love
with a Japanese woman, Suzuki Takako,
whom he married. The couple went on to
have five children; in 1945, however, after
Japan'’s withdrawal from Myanmar and
Britain's reinvasion, his connection with
Japan came under scrutiny, and he was
arrested and detained together with his
wife and younger brother under suspicion

of being a spy. Later in his career, he served
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as chairman of the Myanmar Motion Picture
Organization, and paid visits to places like
the Soviet Union, Germany, Japan and
China to observe the filmmaking process.

In 1996, having spent his whole life—right
up to his final years—thus dedicated to the
development of Myanmar cinema, Nyi Pu
died at the age of ninety-six.

I will turn seventy-five this year. My first
encounter with The Daughter of Japan came
when | was nine years old. The film was
being screened in Yangon, and a clip Nyi Pu
had shot of me and several other children
being taught to do a Hawaiian dance was
shown together with the film as a newsreel.
Myanmar audiences used to feel that a
film’s ninety-minute running time was too
short; they demanded something more.
Watching The Daughter of Japan again
today, | was in tears from beginning to end.
Though it's a sad story, | was very happy to
be able to see it again.

—— Thank you. We're delighted to hear

you say that. Next, | would like to ask

Maung Okkar to speak to us about the state

of film preservation in Myanmar.
Okkar: Mingalaba. Hello everyone. | work
as a film archivist with Save Myanmar Film,
an initiative involved in the restoration and
preservation of Myanmar’s films. I'm also a
director of short films and documentaries.
Allow me to explain some of the back-
ground behind how Save Myanmar Film
came to be founded. Both my father Maung
Wunna, and his father Thadu before him,
were film directors. After my father died, |
discovered the old film reels for 108 of the
films they had shot—even then, not their
entire filmography—sealed away in boxes
inside our house. | knew | wanted to pre-
serve them but didn’t know the first thing
about how to go about doing it. In 2016, |
attended the Summer School program of
the FIAF (International Federation of Film
Archives) held in Bologna, Italy, where |
learned about film restoration. After that,
| visited the film archives of several South-
East Asian countries—Thailand, Singapore
and Cambodia—on research. This led me

to the realization that, while film preserva-

tion was being pushed around the world,
Myanmar was the only South-East Asian
country not taking it seriously. That’s how,
together with a group of fellow freelance
filmmakers who shared my concerns,

| came to start the Save Myanmar Film
projectin 2017.

We began by researching the history
of Myanmar film, which dates back to
1920. Cinema in Myanmar is subject to
stringent censorship laws; by consulting
a list of the films that had been censored
between the years 1920 and 2000, we were
able to discern that 3,565 films had been
made during that period. Of this number,
however, only a tiny portion remains
today. The 1990 edition of Myanmar’s Film
Archive collection catalogue lists over one
hundred black-and-white films, silent and
“talkies” combined; unfortunately, owing
to climate-related damage, there currently
remain only fourteen black-and-white
films, 127 color films, and around 1,000
newsreels. What’s more, the circumstances

in which these films are being preserved is
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far from ideal, leaving them vulnerable to

further damage. Of the films being stored,
some were famous works that either won
or were nominated for Myanmar’s domes-
tic Academy Awards, while others were
newsreels depicting state events and the
movements of leaders. Then there are
nonfiction films of particular state signifi-
cance: one showing Major General Aung
San agitating for Myanmar independence,
for example; another depicting the Sixth
Buddhist Council when it was held in
Yangon. Still more films are being stored
within the private film companies that
produced them, but again, many of them
are damaged, and in urgent need of proper
attention. Indeed, it seemed to us that
film preservation in Myanmar as a whole
was in a state of crisis. In May of 2017, we
presented the Minister for Information, Pe
Myint, with a proposal to begin restoration
work, and that’s how Save Myanmar Film
began.

Typically, it's said that in order to keep
films in good condition, it's necessary to
maintain a room temperature of between
4 and 10 degrees Celsius, and a humidity
level of around 40%. Only then is it possi-
ble to preserve film prints over extended
periods of fifty or a hundred years. In
South-East Asia, with its tropical climate,
preservation efforts have the double
threat of high temperatures and humidity
to contend with. Indeed, the humidity of
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the storage room at Myanmar’s archive
was extremely high, with a temperature of
between 20 to 25 degrees. The situation
has slightly improved since Minister Pe
Myint’s inspection, but there’s still a great
deal of work to be done if we're to create
an optimum environment. Our goal at
Save Myanmar Film is to ensure that films
are being properly preserved, whether at
the national archive or in private produc-
tion companies. To this end, in addition
to administering basic preservation mea-
sures, we hold technical training lessons
on how to preserve films correctly, as well

as screenings of films that we consider a

precious part of Myanmar's film history her-

itage. In 2019, our efforts at Save Myanmar

Film were awarded the Best Archival Project

in the Region Award by SEAPAVAA (the
South-East Asia Pacific Audiovisual Archive
Association).

Of the fourteen black-and-white films
currently surviving in the archive, the
oldest is Mya Ga Naing (The Emerald Jungle),
a silent film produced by A1 Film in 1934. In
2018, it was awarded a place on UNESCO's
Memory of the World Asia/Pacific Regional
Register. The oldest of Myanmar’s sound
films that still survives is The Daughter of
Japan, which you watched today. Its digital
restoration was the first project of its kind
we had undertaken. This digitally restored
version will be screened to the general

public at an event planned to coincide

with the centenary of Myanmar cinema,

to be held in 2020. We can think of no film
more appropriate to celebrate the occasion
than one made by the “father of Myanmar
cinema” himself, Nyi Pu. We are busy
making preparations for the event now.
—— |l look forward to hearing what Myan-
mar’s people make of the film, revived

to coincide with the centenary of their
national cinema. Thank you for sharing with
us your valuable thoughts today.

This article is an edited transcript of a
conversation conducted at Special Screenings
of The Daughter of Japan [Digitally Restored
Version], held in celebration of UNESCO’s World
Day for Audiovisual Heritage at the National Film
Archive of Japan on October 26, 2019.
Interpreter: Tanabe Hisao

Transcribed from the Myanmar language by
Hosokawa Takanori

Translated from Japanese by Adam Sutherland
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IMAGICA Lab. 2T, #vh—KEEY v EVYEEFAT (20194 9A8)
With Maung Okkar and Pyin Nyar Zeya at IMAGICA Lab. (September 2019)
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—— What significance does The Daughter
of Japan, a joint Japanese-Myanmar pro-
duction, hold for Japanese film history as a
whole?

In the film’s credit titles, three Japanese
are listed as co-directors. However, as only
their surnames are written, narrowing
down their exact identity was a challenge.
Of the three individuals mentioned, one
we are certain of: Edamasa Yoshiro. After
beginning his career at Japan'’s earliest
film studio, Edamasa went on to become
a pioneering figure in the world of special
effects. Though the film itself no longer
exists, his innovative use of effects to bring
to life a giant Buddha statue as it tours
Japan has since become the stuff of legend
among tokusatsu (special effects) fans, who
regard the film as a lost classic (The Giant
Buddha Statue’s Travel Through the Country /
Daibutsu Kaikoku, 1934). Edamasa was also
mentor to Tsuburaya Eiji, the figure behind
such world-renowned special effects clas-
sics as Ultraman and Godezilla. The Daughter
of Japan brought Edamasa, a pioneer of
Japanese film, together with the “father of
Myanmar cinema” U Nyi Pu himself, making
it an exciting moment in cinematic history.
Takao Mitsuko, who plays the film’s heroine,
was also a huge child star in her day. This
was back during the silent era, so there’s
something both charming and novel about
hearing her sing in The Daughter of Japan.

As for exactly how the film was made,
much still remains unknown. According
to the latest findings of our curators here
at the National Film Archive of Japan, a
six-man team from Myanmar visited Japan
on a tour of commercial and industrial
sites, arriving in the Port of Kobe on June
10, 1935. A newspaper article from the time
reporting on their visit listed U Nyi Pu as
one of the team’s members. Though the
article makes no mention of any plans to
produce a film, by September of the same
year newspaper reports had surfaced that
U Nyi Pu and Takao Mitsuko were in prepa-
rations to begin working on a film together.
As to the question of when the production
got underway, and how it proceeded, more
research remains to be done. Another article
reported on a screening for a Japanese audi-
ence of Myanmar documentary films that U
Nyi Pu had brought with him to Japan.



—— What qualities would you say make
The Daughter of Japan stand out?

At its heart, the film is the story of two
people from different countries whose love
for one another transcends all language
barriers. To this end, language, song, and
costume are all strikingly used to evoke
simply but powerfully the differences in
culture between Japan and Myanmar. To
help the man she loves, the heroine lies,
deliberately sabotaging her chances with
him. This causes her lover pain, but the
audience nevertheless empathizes with
the female protagonist’s decision, a hall-
mark typical of Japanese drama. What's
more, while the story ends in tragedy, the
brightness of tone that suffuses the film is
a key part of its charm. The notable prom-
inence of Myanmar and Japanese songs is
also characteristic of the early talkie period
during which it was made. Interestingly, the
song that Takao Mitsuko sings in one scene
was originally an American number called
“Dreaming of Home and Mother,” to which
Japanese lyrics—about a traveler longing
wistfully for his hometown—were later
added. It is this latter version the heroine
sings, sympathetically serenading the two
male protagonists who are both far from
home.

Similarly, the prevalence of audible
airplane and sports car noise lends the film
a distinctly modern atmosphere. Foreign
films dealing with Japan have an all-too fre-
quent tendency to lean excessively on the
country’s more “exotic” aspects, something
this film manages largely to avoid. The
scene most evocative of a sense of “Jap-
anese-ness” is probably the one in which
the protagonists, having arrived in Japan,
are taken to a traditional type of luxurious
restaurant known as a ryétei. Here, the men
are poured sake—and their shoes neatly
arranged—by women sporting Japanese
coiffures and traditional kimonos. The
scene takes place in the famous Meguro
Gajoen building shortly after the premises
opened in 1931; in other words, the protag-
onists are visiting somewhere that would
have seemed new and fashionable to Japa-
nese of the time also, lending the Japan of
the scene a certain authenticity.

—— No film prints of The Daughter of Japan

currently survive in Myanmar. How did the

print come to be discovered?

In the aftermath of World War 2, many
Japanese films were confiscated by the
American occupation forces, only for them
to be returned later in 1967. Around 1,300
films were handed back at this time, one of
which was The Daughter of Japan. Accord-
ing to our records, this print was transferred
to an acetate base internegative for preser-
vation in 1972, from which it can be inferred
that the print returned to us was almost
certainly a 35mm nitrate positive. In those
days, it was standard practice for nitrate
films to be disposed of once they'd been
transferred to a less flammable stock; sadly,
this is likely what happened to this earlier
print of The Daughter of Japan, too.

A screening print of the film wasn't
actually made until as late as 1991; even
then, however, it still wasn’t clear exactly
what it was. The fact that it hadn’t been
screened in Japan back when it was made,
coupled with its foreign title, conspired
to ensure the film's identity stayed under
wraps for decades. This finally changed
in 1992, when someone familiar with the
print was reading A Bug’s Eye View of Asia
(1988) by Morieda Takashi, a Japanese
journalist specializing in South-East Asia.

In it, Morieda wrote about a time he'd met
U Nyi Pu and his Japanese wife, during
which encounter mention was made of a
certain film he'd once produced in Japan;
thankfully, someone reading managed to
put two and two together. The film finally
received its debut Japanese screening as
part of the '92 program of the Southeast
Asian Film Festival, hosted by the Japan
Foundation. Following that, we screened it
at our cinema too, although the picture and
sound quality were poor, and the Myanmar
dialogue lacked Japanese subtitles. Now
that the film has been digitally restored,
and Japanese subtitles created from
scratch, we are able to show the film as it
was meant to be seen.

—— The restoration is a cause for cele-
bration among those in Myanmar’s film
industry, too.

I'm proud that our archive was home
to such a valuable film, both for Japan and
Myanmar, and honored by the scale of
support we received from Al Film Company

and Save Myanmar Film in our efforts to

restore it. In the past, there have been many
cases of Japanese films previously thought
lost turning up in European and American
archives. Recently, we're beginning to see
instances of the opposite, in which film
prints from elsewhere are being discov-
ered for the first time in the National Film
Archive of Japan. We're thrilled to be in a
position where we're now able to return the
favor to archives from around the world.
—— Finally,  wonder if you could touch

on the National Film Archive of Japan’s film
collection policy, as well as your thoughts
on film restoration.

In 1969, the National Film Center was
established as a section within the National
Museum of Modern Art, Tokyo; it then
separated from the museum in April 2018
to become the National Film Archive of
Japan. Compared to film archives in Europe
and America, preservation efforts in Japan
got started much later, by which time many
films had already been lost. Once under-
way, however, film acquisition proceeded
at a rapid rate, and today we have roughly
80,000 films in our collection. The role of
a national film archive in protecting each
nation’s visual heritage is something advo-
cated by the FIAF (International Federation
of Film Archives); in this spirit, we’ve made
it our mission to collect all Japanese films,
regardless of genre. This goes for commer-
cial films that received theatrical release,
but also documentaries and newsreels, and
PR films as well. Recently, we've even begun
collecting home movies.

Films are not only art, but records
of times past, and examples of cultural
resources. Since the invention of film
technology in the late 19th century, over a
century’s worth of films have been made,
any loss of which would, | feel, be tanta-
mount to losing the memories of that entire
period. Nothing would make me happier
than if The Daughter of Japan's restoration
could play a part in spreading word of the
importance of film preservation to the
people of Myanmar. I'd like to commend
everyone at Save Myanmar Film for all
they're doing to preserve Myanmar’s film

heritage, and wish them every success.

Interview conducted on September 4, 2019
Translated by Adam Sutherland
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KFEZEF | Mito Ryohei

(IMAGICA Lab. 7—%4 73 —F+4%—%— | Archiving and Restoration Coordinator, IMAGICA Lab.)
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For the digital restoration of The Daughter of Japan, a 35mm dupli-
cate track negative film of the title with Myanmar subtitles was used
(see [1]in the diagram), sourced from the National Film Archive of
Japan'’s collection. The film stock utilized was Fuji safety mono-
chrome film, manufactured in 1972. Ideally, restoration is conducted
with access to the original cut negative, but in the case of The
Daughter of Japan, no film of this generation survived; instead, the
master negative utilized is thought to have been duplicated from

a screening print of the title. While the negative itself was in good
physical condition (a potential worry in any restoration effort),
considerable degradation and defects had been copied over from
the source print, possibly even originating from earlier than that. In
addition to the symptoms of wear and tear throughout, problems
normally unthinkable as resulting from the duplication process
were present too, such as frames out of rack, and out of sync sound
and images. This suggested that the screening print—the master
from which the duplicate negative was made—had likely been

copied in significantly less than ideal conditions.

Before digital restoration could get started, it was therefore neces-
sary to edit the scan data first—racking up frames, synchronizing
sound with picture—in order to get as close to the “original” as
possible (see [2] in the diagram). Once that was done, restoring the
film digitally presented its own set of challenges. Defects ran the
gamut from numerous scratches, dirt, and mold; problems with the
emulsion (dissolution, separation, breakage); to image instability
and uneven exposure (causing flicker). All in all, hundreds of hours’
work were required to achieve the desired result. Though most of
the defects were corrected, a small number of images still appear
blurred even after restoration: this is because too much information

had already been lost within the film frames.

The sound quality, too, was in a very poor state. As with the image,
much of the problem lay in issues arising from defects in the phys-
ical print itself, while others were ascribed to the circumstances in
which the film’s audio was originally recorded at the time. Several
kinds of noise reduction software were applied to different scenes
in order to achieve maximum audibility. Some parts were impossi-
ble to fully restore, however, as the sound on the optical track was

hard to manipulate.

Despite some remaining imperfections, overall the restoration was
aresounding success. In its prior state, the film’s problems were
numerous enough to adversely affect the experience of those
watching it. Newly restored, it can be now be enjoyed as it was

meant to be by a general audience.

{E1881 /1&18% | Before and after the restoration
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Invitation Program to Japan
for Members of the Myanmar Film Community
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4-1 | #5% | Overview
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For this program, a total of twenty-three guests were invited from
Myanmar to Japan from October 25 to 30, 2019. Guests included
Myanmar Minister for Information Pe Myint together with four
other ministry members; the chairman of the Myanmar Motion
Picture Organization; four film producers and directors; and thir-
teen members of the Myanmar film industry (Mingalar Co., JCGV)
and media (Shwe Than Lwin Group, Forever Group, Myanmar
Times). During their stay in Japan, invitees visited the Ministry of
Education, Culture, Sports, Science and Technology, and the Min-
istry of Internal Affairs and Communications; they were also given
tours of various institutions related to film and media, including a
film production company, studio, archive, and film museum, as well
as a filmmaking school, a postproduction lab, a broadcaster and
a news agency. Here, they were able to observe daily business in

addition to speaking with experts in their respective fields.
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4-2 | % - S —E | Itinerary of Visits and Meetings

10A25H (£) | October 25 (Fri)

— SCERRI%E | Ministry of Education, Culture, Sports, Science and
Technology

— 2L | Agency for Cultural Affairs

— #FE4E | Ministry of Internal Affairs and Communications

— $#£E&(E | Kyodo News

10826H (1) | October 26 (Sat)
— EIZMRE7—74 7 | National Film Archive of Japan
— BRI E S | The Japan Foundation

10H27H (B) | October 27 (Sun)
— HAET™/IZZMEE;ZEE | Kamakura City Kawakita Film Museum

10828H (B) | October 28 (Mon)

— %=1 IMAGICA Lab. | IMAGICA Lab. Inc.

— T &4t | Shochiku Co., Ltd.

— NHK | NHK (Japan Broadcasting Corporation)

— RREBRRERA 7=+ LE=— | Opening Ceremony at the

Tokyo International Film Festival

10829H (X) | October 29 (Tue)

— WERYPH | Toho Studios

— BABEKZ | Japan Institute of the Moving Image

— B E 7 —H1 7 HBIERE S8 | Sagamihara Conservation
Center (National Film Archive of Japan)



XERFEICTRERLE—KEL IMAGICA Lab. ICTAMRZ SRR R L RESKDE, TIOIVMERTEORE
Meeting with Minister Hagiuda Koichi at the Ministry Observing the digital restoration process at IMAGICA Lab.
of Education, Culture, Sports, Science and Technology after meeting with Obayashi Katsumi (President and CEO)

BHAICTFAREIKELRE RERWEBERELRIROE, NHKRY AN —TRE
Meeting with State Minister Terada Minoru at Visiting NHK Studio Park after meeting with Itano Yuji (Executive Director)
the Ministry of Internal Affairs and Communications

HEBEICTKATFHERERT
Meeting with Mizutani Toru (President) at Kyodo News

WRE7—h1 7 RERDBICTIILLREFEEZRZ
Visiting the film vault at Sagamihara Conservation Center (National Film Archive of Japan)

AN ELRELSEZHA
Visiting Kamakura City Kawakita Film Museum
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Digital Film Restoration Workshop g

5-1 | 1% | Overview
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In Myanmar, while plans for a fully-fledged film archive are cur-
rently under consideration, concerns remain regarding a lack of
specialized expertise, technical skills, and the human resources
necessary to support such an undertaking. Ninety percent of all
Myanmar’s national cinema shot on film is said to have been lost.
The documentaries and feature films that survive therefore repre-
sent an irreplaceable part of the country’s heritage, both as vital

documents of its culture and as a record of its history.

With this as its backdrop, a workshop was organized on the topic

of film restoration aimed at those active in Myanmar’s film commu-
nity. Held at the Ministry of Information’s Film Development Centre
between February 24 to 28, 2020, the workshop brought together
some of Myanmar’s brightest young minds working in film; leading
Japanese technicians provided lectures on the basics of film pres-
ervation, while also collaborating with participants on the resto-
ration of an actual film taken from Myanmar’s national collection.
By sharing expertise accumulated over decades of film restoration,
the workshop provided a forum for discussing the possibility of a
sustainable path for future restoration practices in Myanmar, while
sharing both the knowledge and technical skills essential to the
establishment of any future film archive. Envisaged as a means of
strengthening the network between the countries’ film communi-
ties, it is hoped the workshop will have contributed to the develop-

ment of their film industries and cultures for years to come.



5-2 | 7RS4 | Program

2H248 (B) | February 24 (Mon)

10:00-12:00

(B8] IRT—H1 7 DM RHE LA

Lecture: The Discreet Charm of Film Archiving
13:00-17:00

[FB%] M RELZ DB

Lecture: Setting-Up Equipment and Basic Knowledge

2H25H (X) | February 25 (Tue)
10:00-12:00

(B8] MBI 74LLDLILEEE

Lecture: Film Deterioration and Restoration
13:00-17:00

[RB] FY7IEE

Hands-On: Digital Film Restoration

2H26H () | February 26 (Wed)
10:00-12:00

[BR] TV XEBEEDT—o70—
Lecture: Digitization of Film and Workflow
13:00-17:00

(=B FYoILEE

Hands-On: Digital Film Restoration

2H27H (K) | February 27 (Thu)
10:00-12:00

[BE] TOVIEERRE

Lecture: Ethics of Digital Restoration
13:00-16:00

[(RB] FYyILEE

Hands-On: Digital Film Restoration

2H28H (&) | February 28 (Fri)
10:00-12:00

#¥E | Wrap-Up

13:00-16:00

&SR | Press Conference

[Ef] BT, EIvyY—BARKERSE

(B8] £—7 - Tv><— - Tq)LL, Ty VRESR

(A EZRET—hA 7T

(8] 74ILL - TRAOVIAV K -2y — (Trr7—15HE) . B2HD Company

Organized by: Agency for Cultural Affairs, Government of Japan / Embassy of Japan in Myanmar
In collaboration with: Save Myanmar Film / Wathann Film Festival

Cooperated by: National Film Archive of Japan

Supported by: Film Development Centre, Ministry of Information (Myanmar) / B2HD Company

25



HEE7O74—)L | Lecturers

LBEHEDS | Tochigi Akira

7V=2 X T4ILLT—FEX S

Freelance Film Archivist

2003 &Y 15 FERREILEREME 7L A
ry— (R -BIBRBET—H(7) HEELLT,
BREN 71 )LADUIRE - RTF, 7O LA R EIZHE
=, B, IMAGICA Lab. 5D EBEZFERE, 7
) —DIS TREREFEOLRICEL>TLS,
Worked as a curator at the National Film Center
of the National Museum of Modern Art, Tokyo
(now the National Film Archive of Japan) for
fifteen years from 2003, where he was involved
in the collection and conservation of films, and
the handling of requests pertaining to their use.
He currently works as a freelance archivist, acting
as senior advisor on projects from various clients
including IMAGICA Lab.

IR=FESE | Komori Akifumi

IMAGICA Lab. ¥XF7LTY =T

Post Production Business System Engineer,
IMAGICA Lab.

HACBIIBDR/ESRT L, BESRTL, Y—1N—
DEA - ER - RFZEHE, Win, Mac, Linux?
SH—N— ADEELT, FELMREEE: 77
TA - THR, IR KIS, REEE, O—k—,
Oversees the installation, management, and
maintenance of the in-house editing system,
management system, and server at IMAGICA Lab.
Areas of expertise include Win, Mac, Linux, and
server/AD management. His favorite film director
is Fatih Akin. He enjoys going to museums,
watching movies, and drinking coffee.
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A | Nakamura Kensuke

#iHEF | Arai Yoko

EKI{E | Kuroki Hisashi

IMAGICA Lab. ¥ #ILLA KL — 3> X—/8—=N
=

Digital Restoration Supervisor, IMAGICA Lab.
FTIYNLAR— g E#EEY, RELA L —
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AL —2avBOYRTLRERT—70—12
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Undertaking all aspects of digital restoration

by trade, they serve currently as restoration
supervisors. As a team they have restored over
5,000 titles ranging from feature films, animation,
documentaries, and more. They also play an active
role in system construction and the designing of
film restoration workflows for customers.

H _EXKBh | Inoue Daisuke

IMAGICA Lab. A2 X+

Colorist, IMAGICA Lab.

1979 &£ £ £ 1, 2003 &£ IMAGICA7 = X b (3R
IMAGICA Lab.) Att, BUE 7 LLADERFHIES K
OAZ—TL—Ta>7%BY, EER - XL -
=MMMEDE W T —HA T ERDSEEDT
TARYT Y MERETHEDTALLICEDS,
RIE, 7ALLRMERISNZ, HZ—TL—F1
YIHITW, THFOATETF YA ADEEIHSE
LTWh3,

Born in 1979. He began working at IMAGICA West
(currently IMAGICA Lab.) in 2003, where he is
now in charge of color correction and grading for
film. His experience covers a wide range of films,
from archived titles rich in historical, cultural, and
artistic value, to more recent independent works.
In addition to his expertise in all aspects of film
technology, he carries out color grading, and is
equally comfortable with both analogue and
digital technologies.

KiB{#— | Osako Yuichi

IMAGICA Lab. RFv>ARL—5—

Scan Operator, IMAGICA Lab.

FEBBEIDF —3— RFLIREEIRKEE LD
12, 2011 FEDEEZF v F — Scanity BA LUk,
REvEBIEDD, KBERE, WIIEBEE.
NERZEBEOERC, 10F M B /OER
TLERARE (1005EBR) BEDIF v EEE
EEE

Previously engaged in the telecine transfer of
dailies, since the release of Scanity’s high-speed
scanning technology in 2011, he has worked as
a film scanning operator. Films he has worked
on include those of directors Oshima Nagisa,
Ichikawa Kon, and Ozu Yasujiro, as well as a
period drama television series that aired for over
a decade.
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For the first four days of the five-day workshop, morning sessions
saw the holding of lectures on film restoration, while the after-
noons were generally given over to hands-on training in digital

restoration techniques. (The morning program was open to the
general public; afternoon training was limited to fourteen students
who had applied in advance.) Thanks to the cooperation of Maung
Okkar of Save Myanmar Film, a two-minute extract taken from

the Myanmar film Winter in My Heart (1999, dir. Maung Wunna)

was made available for students to hone their restoration skills

on. Highly acclaimed in its home country where it is still fondly
remembered, the film received a number of Myanmar Academy
awards including those for Best Actor, Best Supporting Actress, and
Best Child Actress. Prior to the workshop, the film print of Winter in

My Heart was shipped from Yangon to Tokyo, where it underwent
physical repairs and 4K scanning at IMAGICA Lab.’s offices. In the BEM L LTEBA LY TWinter in My Heart] d 7 )LAs
. . Film print of Winter in My Heart

hands-on training sessions, seven teams of two students each

worked to restore the data of a single shot taken from the film.

T—7TRT7TZ4%— | Tape splicer

i

T—TRT 54 REEERT /1 1E# | Before and after repair using tape splices
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WL, TAY - FAVEK (BREBRAREER) LEORBCEK (v
YR—AREKRERLEXI) [CLZREODE, LBEEHES (7
VR TALLT—FER L) OEBEEDNOBZFITI, TMEAVCERED
DOHEPEEDBHEICHINTVARRERE LBEEREEWS,
MURT—H1 7 DERH S, ZOLEBEOERMLKC, FEhi T2 HE%E -
L—ILIZETHEBOFEEIIRALL, FROBETIE, PATLI VD=
TRFELET VLA —2 3V ZA—N—NAF—RNEND, T
VOIBERIIDBIRVATLABEGEZDEE, FEERDEZ H %5
L. 512, BREERY 7727 DiamantDF 7> O— R &TEY]
HRELTHEEIIEERL L5725 AT, [Winterin My Heart)] %
MELEERENFBINI,

Day one opened with two short greetings given by Thein Naing
(Director of Information and Public Relations Department of the
Myanmar Ministry of Information) and Horiguchi Akihito (Infor-
mation and Culture Section of the Embassy of Japan in Myanmar).
These were followed by a keynote lecture delivered by freelance
film archivist Tochigi Akira, who identified the mission of a film
archive as being to safeguard films from the risks of deterioration
and loss as a result of inaction or indifference; he also made a point
of emphasizing how pleasurable the task is, as well as the stan-
dards and rules upon which archiving practices are based. In the
afternoon, system engineer Komori Akifumi and digital restoration
supervisor Nakamura Kensuke elaborated on the system require-
ments, kitting and operation principles necessary for conducting
digital restoration. Training began with the downloading and pre-
liminary setup of restoration software Diamant, followed by initial

preparations for restoring Winter in My Heart.
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2HHE. FRIOEERTIE, HTVR M ERBHBRE 7 ILLDEREH
BEZDHICEEDRTZITV, FEROEETIL [Winterin My
Heart] ZFLy, BEHCZFICER S 2EHEOWDN - BEZEET 21
EEERE LI,

3HE. FRINHERT. AF v ARL—y—KEBEBE—ETFTVFILLRL
L= 3 Y Z—NR—NAPF—=BKEHNS, TLLETIZILAETEIIN
DT7ALR EBEERDOT—I 70— RBNINIZDIZE | EHE, F
BOEZTIE, [N EFENDZTIILL EICRBELEZTIDBERE
ALz, TWinter in My Heart] DB EEM RISz,

4HB., TYIILLAR =2 aY A== —FHGFIZLBFH
DFEHETIE, 1935FE0AEK - vy —AEBRE THADER) (Z—7&
B) OEEEEEGIZL)HITRHAS, TIYIIEEDEEEREL, B
BIZHT->TREBIRE[EIIOVTOES A RSN, FRIL, TI¥
IWVEBEZOEB I RSN, oI EROH XY, [Winterin My
Heart] & =B E LIz hT— 0 L—T1 V TEENFBAINTZ,

The second day’s morning lecture was given by colorist Inoue
Daisuke, who provided an overview of the basics of working with
motion picture film, while also touching on a range of issues
including its deterioration and potential for restoration. After-
noon training focused on the fixing of image instability and flicker
caused by aging or other factors, using Winter in My Heart as an

example.

In the third day’s morning lecture, scan operator Osako Yuichi and
digital restoration supervisor Kuroki Hisashi explained the process
involved in digitizing a motion picture film, as well as the potential
workflows usable in digital restoration. The afternoon’s training
introduced further restoration techniques with a focused look at
dust busting, a practice for removing any dust clinging to a film's

surface.

Day four began with a morning lecture by digital restoration
supervisor Arai Yoko, who used the restoration of Japanese-Myan-
mar coproduction The Daughter of Japan (1935, dir. Nyi Pu) as a
case study to discuss the aim of digital restoration, as well as the
attending ethical questions it raises. The afternoon continued with
further restoration practice, supplemented with an explanation

by Inoue Daisuke of the color grading process, using Winter in My

Heart as sample material.
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ZLTRKH, &F—LMEEEZF A7z [Winter in My Heart] D%
MERIFEDEITYY =D BER/BERE(ORDINTBTHE
BINnze, EMZRICIIBFLEREN BV, Z0%, #FR, BRI
Bl ExToT,

LHBTZELTREEDOIE, BEEEOEENLEMN - RFILDOHG
5%, BIRT7—FEIMNPIYIZTHAFONER) Y —OHEFICED
£T, BAVWERNIGZHETEON, BLERBOEENIDNDAT, £
BICBRL TG, BEAEF—L%OY, BERBERGECII2 = —
Tavhxhani, BFETIE BE—AOEUNS, T—0> a3y
PRBEIODVWTTERIALAVIFELON, IvUY—IIBITHE
T—NATDERANOEFOLRAINI, [SHRLBEOTYFILER
IZEDO>TUEZLA | WS HERDOBEWLICZIE, BREBEDLBNFEE
1T Wz, EBEDSERBEICZEREIANMREIN, £T7—0>ay
T T LI,

S5HEEWSEIEOD, RoN/AERRETOT—o2avTTHY. &
fo. BET— DA T2 NETREIMBRDRD S 1cRBEEH VIS 1
2D h5T, RODEMIEPEHOLESE, BLADESIZIZBEZRE
2b0HHY), BEAIAILRIESNEEELAE R AT,

On the final day, the before-and-after version of Winter in My
Heart—a whole scene comprising the various shots restored by
each team—was screened, eliciting cheers and applause from
everybody watching. This was followed by comments from the

lecturers and a Q&A session.

Throughout each day’s lectures and training sessions, students
demonstrated the depth of their interest with pertinent questions
on everything from restoration techniques, to the professional
policies and code of ethics film archivists and restoration techni-
cians should follow. Moving around the room during the hands-on
training sessions, the instructors were eager to communicate with
students and answer their questions. In the final session, each
lecturer offered constructive and informative comments regarding
the workshop as a whole and the participants, as well as their high
hopes for the future of film archiving in Myanmar. When asked by a
lecturer whether the experience had encouraged them to pursue
digital restoration further, all students eagerly raised their hands

in the affirmative. Finally, the workshop closed with a ceremony

in which each student was awarded a certificate of completion by
Tochigi Akira.

Despite the short five-day period of the workshop and the nec-
essary limitations in workspace, the students—who had no prior
experience or training in the field of film archiving—greatly
impressed the lecturers with their commitment and zeal, not to
mention their rapid speed of progress, making the project a valu-
able experience for all involved.
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CERTIFICATE OF COMPLETION

This certificates that

has successfully completed the course
Film Restoration Workshop in Myanmar
24 - 28 February 2020

Hosted by the Agency for Cultural Affairs, Government of Japan
and Embassy of Xapan in Myarmar

Organized by IMAGICA Lab. Inc.
In collaboration with Save Myarmar Film and Wathann Film Festival
Cooperated by Mational Film Archive of Japan
Supported by Film Developmant Contre [Minktny of iInformation Myanmar)
and BxHD compamny

Instructors of Film Restoration Werkshop in Myanmar

DY S TR TS SR XY
TOCHIGI Akira ARAI Yoko NAKAMURA Kensuke KUROKI Hisashi
A e g g%~ P& [
INOUE Daisulke DSAKD Yuichi EOBORI Akifumi
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5-4 | & 7>/ — b | Workshop Attendee Questionnaire Responses

Fif | Age B2 | Occupation

18-24 1 & fwEEE | Film editor

25-34 11 BRI EZ % | Film director

35-44 0 $145< > | Cameraman

45-54 2 TLER | TV station

55+ 0 £2& | Journalist

KZFEEET | University lecturer
&84 | Ministry of Information

[ STV, |

18-24
45-54

BRISEEOERRIEH)ETH?
Do you have any experience editing films?
&L | Yes 1
25-34 5% | Short film

F¥a2xX>%')— | Documentary

—a2—X | News

Ia2—YvIETH | Music video

{8 AH9IZ | Personal

BIRRE | Feature film

I¥—>+vJL | Commercial

Z oAt | Other

(B#EE T | Multiple answers allowed)
LWL Z [ No 4

w = =" N N N W O O

LR | No

13Uy | Yes

EATREEE - RE (&<I2752y 7BRE) ICEDDHYETH?

Which directors or films (especially classics) are you interested in?

TAYRIVTIAZILR - Doy TV I T12T7— [KDFRYOMY, INERZBS TRRYFEL BEATE], Vo9 — TLIVITREHEIIEDRI 7
L7LyR-EyFaAv o [H13]), 703X T7+—R-AvRSTTYRT7—H—] I=T1> - ROy (9T —RIAN=] T4 - A—T71, TT1v
FeUrF 7r-)— 9zR - Try=y> [V)—DF~RT]

Emerald Jungle (Mya Ganaing) by Tin Maung, Thingyan Rain (Thingyan Moe) by Maung Tin Oo, Tokyo Story by Ozu Yasujiro, Dreams by Kurosawa Akira,
Gone with the Wind by Victor Flemming, Psycho by Alfred Hitchcock, The Godfather by Francis Ford Coppola, Taxi Driver by Martin Scorsese,

Wong Kar-wai, David Lynch, Ang Lee, Wes Anderson, The Danish Girl
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ZDT7—02ayT#ESRSTHIVELI-D?
How did you find out about this workshop?

Facebook 9
A | Friend 5
HMA
Friend
Facebook

7—02avTE#BIITODHTLED?
How did you feel about this workshop?

ETHHE | Very satisfied 13
X5 2 | Somewhat satisfied 1
XX B

Somewhat satisfied

ETHHER
Very satisfied

TAYSLRB BB TEELID?

Did you understand the contents of the workshop?

+5E## L7z | Yes, fully understood 1
FHFHEME L7- | Somewhat understood . 3

FHEHEM LI
Somewhat understood

+HEE LI
Yes, fully understood

7—o2av7IZBMLLS L BB IZETTH?

What was your reason for participating in this workshop?

— TIYNMMEERERN - EERNICELER LD o7, ERY 77z 760 o>,
To understand more details about digital restoration theoretically and practically, and
also the software used.

— HoLBEEIIDVTREY, 71LA (EIZIvyY—IRE) 28->T, BELICLWER ST,
| would like to know more about restoration. Also | would like to save and restore films
(especially Myanmar films).

—HVBRENETHHFET, 2O LI 74 LLZREFELTVLE LW EB ST,
| really like old films and would like to save and store them.

—2013F A SMEDFEELLR—FLTWBFAL, 2017 FICTALL - TROYTAV -2
F—TRINIZT—0> a3y T DS NEE>DFICREIEEICEPITRY , ZNLEK, EY)
BREBIDEEESNDIvY—DIT7y VREZEBALRFLTIVKIEDNTABEDER
thgot,

Reporting on film issues since 2013, | fell in love with film restoration work after
attending another workshop in 2017 at the Film Development Centre. Since then, my
goal has been to maintain our classic films which need to be preserved or maintained
in the right way.

— ARBXAEDIDIC, REEEDOHHZ RDIH T,

I want to gain more knowledge about film restoration for my thesis.

— DO TCIvY—TIERONIB L COREL, FATcBDRYNEETD S,

Because our country had and made lots of films in the old days. Those films are our

heritage.
KR A SLTLIZD?
Was the material covered appropriate to your needs?
I&\Ly | Appropriate 12
X% 585 | Somewhat appropriate 2
PRZIBD

Somewhat appropriate

(=40
Appropriate

07— av T THLLAEPRFLEFIIOIFohE LD ?
Did you gain new knowledge and/or skills from this workshop?

[ELy, &TH | Yes, alot 14 (100%)

L, &TH
Yes, a lot
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ZDI—=92ayT TERTED 722 LIIFATTH?

What are you glad to have learned at this workshop?

—BRET7—FEXORE, TYYIEERNT—2 70—, Diamant (V7 1)
EREY—IL,

Ethics for film archivists, digital restoration workflow, about Diamant
software and tools.

— FYYMEEDBANDT - 70—, F—RTLIZELRIEIE AL, B
BIORE - EEDHE,

The workflow of how to restore films digitally. Types of damage from
different situations and how to save and restore the films.

— ETCHEBS LWERIS ST, MEA L LTAEZ UK DMBEE‘ o NI,
Incredible experience, knowledge to live on as a filmmaker.

— BREEEIZ, — AT, RMELITOEETIIARL, P—FEX &
BE -KMELVIBEFEIIELDZE2BOF—LT—7EITRL—
aviiEWS e, 7= av T TFENITBEOE T+ —T75— 3%
Lhotz,

Film restoration work is not only for one person or technician. It

says a lot about teamwork: teamwork and collaboration among the
archivists and the restorers, technicians, and all the people involved
in a restoration project. And | enjoyed the before-and-after portion of
the film restoration project.

=023y 7T TRARILIISEREDESICRIDLBULETH?

How do you think what you learned at this workshop will prove

useful to you in the future?

— B DFEENE>TRER /BT — 7 avTiiofe, BETSIvY—
BEZ TR TERIEEL WD DREOHELGEDL S hbDN,
NASEBLTLERL, (=7 - IvyY— - T(LL)

This workshop was very useful for our organization. We will discuss
how to find the best way to restore all of our remaining films step by
step. (Save Myanmar Film)

— 7= av7 TRALSLDILERIC, S’IFE—T - Ivov— T4
LEBALDD, BMEIDERE - REICEDSTOLERL, (TEF2—%—,
MEGIRES)

I learned more about how to restore and save films through this
workshop, so that | could save and restore films in collaboration with
Save Myanmar Film in the future. (Producer, editor)

— LS HIUL, MET—FER M LTEEIEEZFAITTHIL, (B
BiREE)

If I have the chance, I'm interested in doing film restoration work as a
film archivist. (Video editor)

— D=0 avyTEE>NIFIL, MGIREEZMEBLT, T—FERZ LTI
BEBEZO LB o7, (TvyY—EILULEMARE - FBh#EA)
Because of this workshop, I'd like to learn editing and be an archivist,
and then | want to be a technician. (Assistant lecturer at the National
University of Arts and Culture)

—BET7—AATIIDWTOMX E ERFFLDT, 7—r>avy7 THIZAH
EBOEN LIV, (BL24)

Since | will do my thesis on film archiving, | will definitely use the
knowledge gained from this workshop. (2nd year master’s degree
student)

— 7= avy7TREMBIL. A TFATTAIILLTERT-EEXEE -
RETHIVIDATESL, Ivyy—REOEEICHRIITONDERS,
(RFaxXrF)—hATTY)
| can apply the knowledge | got from this workshop on my still
analog films'restoration, and in the archiving process. | can also
apply this knowledge to help restore Myanmar motion picture films.
(Documentary photographer)
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EDESBI—=02avTRARVMIBMULEWERBWETH?
What kind of workshops or events would you be interested in
attending in the future?

— ETHEET—I>av7 L IMAGICA Lab. TO1 vy —>,

Video restoration workshop and intern for IMAGICA Lab.

— Irad—F, BRE. DCP, 74LLT—H1T,

Encoding, sound editing, DCP, archiving films.

—RET7—NA1TDT—0>av7, REIDT—02av7RHBATS,
Archive film workshop, or any film workshop.

— TANLAAZ, TFATTIVLMER (FYFL T3,

Film cameras, physical film restoration (not digital).

— FYYIMER,

Digital restoration.
— TZX=Yav BREE,
Animation, directing.

— T—FEXIDE R - BRESSIIERDZLIBRT I3 vTRARVE,
A workshop or event that shares more about the philosophy and
experiences of an archivist.

= TALLRTIINT = DY BORECT—H( 7 A RIETE7—2
Tav7IizsmLmsalizu,

I would like to learn more about physical inspections and archiving
methods for films and digital data.

—SEDEIBT—02avTIZH 2B MLTLERL,

I'd like to attend a lot of workshops like this.

—HI=TL—Ta,

Color grading.

— PFATERIOVTORHICHS ML,

I would like to attend again to hear the explanation about analog

restoration.

= [FYoNMEET— 02 avT7 LR [7FAs R —0>av7 ),
“Advanced digital restoration workshop,"“Physical restoration
workshop.”
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Japan Classic Film Festival 2020

6-1 | B1Z | Overview

2020 386H~8H®M3HME. HADI 7> v VM E%* LI 52 v
N 52y T4V T ATANILE, YOV HRORE R—
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BWC, BXRET7—h1 7 ETICHI > THADRI TV FILE
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[E] XbF, EIvy~v—HAEKELR
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[#BH] 7y o RBEIR, £—
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For three days from March 6 to 8, 2020, the Japanese Classic Film
Festival was held at Nay Pyi Taw Cinema (486 seats) in the city of
Yangon. An opening ceremony kicked off the festival on March 6,
followed by the premiere screening of the digital restoration of The
Daughter of Japan (1935, dir. Nyi Pu), newly restored by the National
Film Archive of Japan. Five classic films were then screened over
the next two days (March 7 and 8). Okajima Hisashi, Director of the
National Film Archive of Japan, was invited to attend the opening
ceremony, and later addressed the audience again prior to the
following day’s screening of Rashomon. In addition to hosting the
Myanmar premiere and formal gifting of the digitally restored The
Daughter of Japan, the festival also proved an excellent opportu-

nity to promote the myriad charms of Japanese film history.

Organized by: Agency for Cultural Affairs, Government of Japan /
Embassy of Japan in Myanmar
Co-organized by: Ministry of Information (Myanmar)

Cooperated by: Wathann Film Festival / Save Myanmar Film
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6-2 | 7’A'5L | Program

THADR] [7¥9LETTHR] The Daughter of Japan [Digitally Restored Version] (1935 /&% : =—7 | Dir. Nyi Pu)
F&7sY @ s OJ My Neighbor Totoro (1988/ %% : S8 | Dir. Miyazaki Hayao)

© 1988 Studio Ghibli

FI¥3] Godzilla (1954 /%% : "% ¥&PUER | Dir. Honda Ishiro)

© 1954 Toho Co., Ltd. All Rights Reserved.

T4 P9) Rashomon (1950/ 5% : £23288 | Dir. Kurosawa Akira)
© KADOKAWA CORPORATION 1950

FBi22>5UL & Tora-san, Our Lovable Tramp (1969/ 8% : LA XX | Dir. Yamada Yoji)

©1969/2019 Shochiku Co., Ltd.

TERR¥FE] Tokyo Story (1953 /B 1 /INEZ ZER | Dir. Ozu Yasujiro) (EBRIE | In order of screening)
©1953/2017 Shochiku Co., LTD

&* March [Fri) 7* March [Sat) 8 March {Sun)
Mekghbor Tolora The Daughter of ol
41230 PM w" erin, 1988) [D;:taﬁyu??esetrc?ed?/’;?:ion]

{88 min, 1935)

Tora-san, Qur Lovable Tramp

B0 P Gaoidrila
330 PM Opering Coremony {97 min, 1954 (81 min, 1963)

The Daughter of Japan

Rashomon * Tokya
B:30 P [Digitally Restered Version] (88 min, 1950) ﬂﬂm%
(88 min, 1935) .

* Ratcre M scrpining of Rashomon, Beve will be a shor! iroduction by Mh ORASMA Hi ifi Direcior of Matkvaal Film Asche of Japan)
* Bofer th gcreeang of The Daughier of Jaaan, Mane will be & ahort infroduction by Uf Tha hiof (41 Film Compand and
LF ke {Siive My Fiirl

Fgbrocdyciapual

sigfrchodiepac Juobob o iFmed reoyosbh ssfiSeciyogt mey cobugfds gbgfomt faogly
[0} Sgpboocd coneepaiipiq efnaling® sefgedrrpby cinsared claoldiconipdivnn sonclampiipbelrmis gt
:r):l‘.'t:.--.r.:f:f.?::.'-él Tickets for the filns are avaliable free of changs ane howr Befone screaning of 8 frst-oome frst-sersed
basis. If parsans whi have siready colletbed Bokets do not turm ug after 10 mirtes of scresning, their Bokets will be hamnded
v Uy othir persons.
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6-3 | #j% | Report

F—TZoTELEZ—T, EIvI~Y—BAEEXEDOINILFRE, &
BRABRLBERO Mz - TV K, BIZRET—H17TEROM S
BEK, =7 - o= TAIILLTALIY—DF v H—RHAEEL,
RE—F%=1T>1, o, THRDR] TP 7IETHRABABRFELY Iv
IR—BEANBEINT, CLEZ—ICIE, FATATDIFHD, Tvov—
DEZEEPEEZIILDETHIEIERMMBRARENEEY, KR
BREADEFEENGINIDNZT,

REISEZELT3,010 A, B ERFEHI30 AEVLSERZTLIENT
&, BHTH TARDR] IZIERVELHETE SN, 28D LA S
IZIFIERBRBI o1, TEEYBEITEEMI TS 0 EBRIZIE, BR
BEEBCER, Yr—FIYRNSORGMNEIL>71-—AFT, [ERYD K
rOJ e TEIEDOWK] DAL, EEBLMOTEELBRETIETE
Behote, HIZTBIED5VLK] TIRESEBENBREIZEENT,

TRAFT) LHEICE, LROMBEKD S, RMEDOEENE R CHRN
BREFHMADFTREIZDOWTE S W2 W, 72, 3B8HD TBA®
R EBRETICIE. A1 74ILLDTAY - oy hREL—T - v v—-
TANLDF Yy H—EDS, ERBNIKOATTVIIETICESRiE
HERBAWL S0,

HEIOFVAAIRTOZES DL osTRIINIAD, BREIRE
EREELTESICKRTL,

At the opening ceremony, welcoming addresses were extended by
Maruyama Ichiro, Ambassador Extraordinary and Plenipotentiary
of Japan to Myanmar; Ye Naing, Director General of the Informa-
tion and Public Relations Department of Myanmar’s Ministry of
Information; Okajima Hisashi, Director of the National Film Archive
of Japan; and Maung Okkar, Project Director of Save Myanmar
Film. During the ceremony, the restored version of The Daughter of
Japan was formally presented by the Japanese government to that
of Myanmar. In addition to the gathered media, a variety of figures
from Myanmar’s film community including famous actors and
directors were among the audience, underscoring the high-profile

nature of the event.

Over the festival period, screenings amassed a total of 3,010 admis-
sions, with a per-screening average of 430 viewers. The Daughter of
Japan in particular drew special interest, packing a full house for its
premiere showing. While the screenings of Tokyo Story, Rashomon
and GodZzilla attracted a plethora of filmmakers, writers and jour-
nalists, the close to full audiences for My Neighbor Totoro and
Tora-san, Our Lovable Tramp were notably diverse in both age and
gender. The audience seemed particularly fond of Tora-san, roaring

with laughter whenever he was on-screen.

Prior to the screening of Rashomon, NFAJ director Okajima Hisashi
addressed the audience on the film’s historical background and
the reasons for its acclaim worldwide. For The Daughter of Japan's
second screening (on March 8), U Thein Htut of A1 Film Company
and Maung Okkar of Save Myanmar Film ascended the podium to
introduce the film, and also provided background information on

its digital restoration.

Overcoming much anxiety amidst the beginning of the COVID-
19 outbreak, the festival ended without issue to be declared a

resounding success.

#E %1 | Audience Totals

THADR] (7YoL EThR] 1E1E
The Daughter of Japan [Digitally Restored Version] (1st screening)

486
F&7sY o s OJ My Neighbor Totoro 432
F3>3] Godzilla 368
[+ P9J] Rashomon 407

FBA0R] [FyoLETiR] 208
The Daughter of Japan [Digitally Restored Version] (2nd screening)

458

FBlE25W&K ] Tora-san, Our Lovable Tramp ..., 461
Is=¥EE] Tokyo Story 398
XEE# Seating capacity 486




EIvI—HAEARME ALFERE

Maruyama Ichiro, Ambassador of the Embassy of Japan in Myanmar

BREBBLBRER (- F1VE
Ye Naing, Director General of the Information and
Public Relations Department of the Ministry of Information

- VeF . = .
‘ ﬂ\nrnl'\.k'_"r:-.an- of Myanmar Fim

BB 7 N1 7 ER @ SHE
Okajima Hisashi, Director of the National Film Archive of Japan
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#%# | Acknowledgements

In addition to hosting the premiere of the digitally restored The
Daughter of Japan (1935, dir. Nyi Pu)—a joint Japanese-Myanmar
production with significant value for the film heritage of both
countries—this project also saw the realization of a number of
initiatives aimed at fostering cultural exchange, including the
screening of Japanese film classics complete with supplementary
talks; an invitation program extended to members of Myanmar’s
film community and its Minister for Information; and the holding of

a film restoration workshop.

Through encouraging the exchange of information and opinions
at both a governmental and private level, the project succeeded
in deepening the mutual understanding and ties between the
two countries. The screenings and workshop held in Myanmar,
attended in large part by those in their twenties and thirties, gave
participants fresh insight into the charms of Japanese classics and
the importance of film preservation. Despite the limits in finances,
facilities and human resources that Myanmar faces, the young
team at Save Myanmar Film is actively engaged in furthering the
agenda of film archiving in the country, their passion serving as a
beacon of hope for the future of the industry. With the conclusion
of this project, we hope that the appreciation for film archiving’s
significance will continue to spread throughout the country, and
that Myanmar’s film industry—now in its hundredth year—will go

on developing from strength to strength.

The acclaim afforded Japan’s classic cinema worldwide, together
with the level of professional expertise and experience accumu-
lated over the years by the National Film Archive of Japan, film
production companies, and laboratories represent some of the
Japanese film industry’s strongest assets. Looking forward, it is
hoped that exchange programs based not only on film production
but on the practice of archiving also—as this one was—will con-
tinue to develop and expand, finding a likeminded audience in yet

more regions of the world.
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The project coordinator would like to express sincere gratitude to the following parties: the Embassy of Japan in Myanmar; the National Film

Archive of Japan; the Ministry of Information (Myanmar); The Japan Foundation, Yangon; Save Myanmar Film; Wathann Film Festival; Mie Mie

Thet Lwin, Hosokawa Takanori, Hyodo Chinatsu, and Tanabe Hisao for their invaluable interpretation; and everyone else who kindly lent their

time and service to the realization of this project.
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