





Amitoatmovyk Bipagettakouy
Apichatpong Weerasethakul

N\[7: 510 OESTIBAA KINHMATOIPA®OY
% OEXXAAONIKHE

* 51st THESSALONIKI INTERNATIONAL
<Y\ FILM FESTIVAL




H ¢xboon autr| npayaronoifBke e T eukaipia To agiepwparog Tou TuApatos «Hpépec Ave§aptnoiac otov Amitoarmovyk BipaoeTrdxouv
iov BiopyavwBnke and 1o 510 GeatiBal Kwnpatoypdpou Oeooahovikng (3-12 AexepBpiov 2010).

The publication was compiled on the occasion of the “Independence Days” tribute to director Apichatpong Weerasethakul
that was organized by the 51st Thessaloniki International Film Festival (3-12 December 2010).

AievBuvtric OeoniBal / Festival Director: Anprjtpng Einidng / Dimitri Eipides
Empéhera-Luvroviopoc agiepwparog / Tribute selection & Co-ordination: Acutépng Adapidng / Lefteris Adamidis

Empéhera ékboong / Editor: Acurépng Adapiong / Lefteris Adamidis

Empéhea kepévwv / Text editing: Aeutépne Adapiding / Lefteris Adamidis, Maipn Kitpoég / Mary Kitroeff
Meragpaoeic / Translations: Maipn Kipoég / Mary Kitroeff, Hidva Aoukonothou / lliana Loukopoulou

Evyapiotolpe Beppd Tov / Special thanks to: Sawit Prasertphan

Ixebiaon e§wpoouv/ Cover Design: Avdpéac Pepodvng / Andreas Remountis
KaAhreyvixi empéhera - Napaywyn evromou / Design - Production: Technograph

D

Copyright © 2010

Oeonipak Kivnparoypagov Beooahovikn / Thessaloniki International FIImFesﬁval
Exbooeig OeoniPal Kivnpavoypdgou Beooahovikng / Thessaloniki International Film Festival Publications

[Mhareia Apiototéhou 10, 54623 Beooakovikn / 10 Aristotelous Sq., 54623 Thessaloniki
Tn.: 2310-378400 Fax : 2310-285759

Aewpopoc Aketavpac 9, 11473 Abiva / 9 Alexandras Ave., 11473 Athens

Tnh.: 210-8706000 Fax : 210- 6448163

e-mail: info@filmfestival.gr, www filmfestival.gr

YTOYPIEIO MIOAITIZMOY KAI TOYPIEMOY / HELLENIC MINISTRY OF CULTURE AND TOURISM






T0 0WVeHa WG jETEVOapKwon

| Tav oric apxé Tou Mapriou kahoboaye

Tov Anitoatnovyk Bipaogrtakouv va

11apouoIdog1 10 0Uvoho TG Gikoypa-

olag Tov o0 510 OeoniBal Kivnpa-
Toypdgou Oecoakovikng, okegTopaotav ori 10
Qiépwpa aurd To dikaioltar o onoudabtepog
0w oknvoBém nou Eemfdnoe Ty npwrn be-
kaetia Tov 210u aiwva. O Xpuodc Doivikag oTo
OeoriPa Twv Kawvav mou akohoiBnoe yia 10 0
Beioc Mmooy Buudrar mic mponyoupeves (wég
Tou fitav anhd ia akopn enBeBaiwon g Ee-
ywplotr¢ 1ou Béang ato abyxpovo ivepd. AkOpn
Kiav 0 «To», 6mwg {nta va tov anokahody, ev
éye1 ouumAnpwOoEL Kav TV TéTaptn dexaeria tou,
éye1va emeiel éva nohdmTuyo Epyo nou anap-
Tierarand €€ peyaou pirikoug Tawieg, moNd me-
PIOOOTEPEC IKPOD, KABAC Kal pia oelpd and
multimedia project, Bivieo ki ykataotaoei,
Eva épyo nohvidotato nov Ba pmopouioe va To
ouvoipioer kaveic we pia yewaiodwpn katdpaon
Qnévavl OTIC QvanNAVTEKES QVAYVAOEIC Kal K-
dnhooeic g xkabnyepvottag (Muornpidde
QVTIKElEvo To peonuépr) kai T payikr Sovapn
¢ pvrng. Auti 1 TeAeutaia ouviotd my Siapkr
aywvia Tov Epyou Tou, pia aévan npoondbeia
Siarpnorc g (Zivbpoya ki évag aivac) npiv
yhotproer pevyakéa, Onw Kai 1) Evtugia oto
[ia ndvra dukdg aov. O iBiog £xer avagepBei oto
OIVERA W pETevoapkwon Kal wg avakhnon, pia
Eexabapa peraguoikr Téxv Kai, mpdyyari, ol
uneppariké ewoveg Tou dev eival napd ol ka-
vobpytec avaPanmiopévec (wég avBpanwy kat
TIPaYUATWY TIOV é0a QN TV KIvHaTOYpaIKT
QNOTOMWON QTioPaKpivOVIa and 1o ouvnBioévo
Kai T0 OIKEl0 ka1 anokaAOMTOUY OTOV HayEpévo
Beard Tic avapiByntec expavoeic kat ouvdéoei
Toug, Aev E€pw ndoor dMor oknvoBEteC éxouv
Kataotpatnyroel 1600 009 kabe anynuatikd
€unodio, kaBe kavova puBonhaciag f viokiay-
TEp TIPOKEIEVOU va QNEAEUBEPOOUY TIC EIKOVES
Tou¢ and 1a deopd Tou peakioTikol katdAowmou
Kai va Ti¢ avoi€ouv 0 véeg eppunveieq, vofata

ka1 aioBijoeic, va ouk\aBouv kanote to adparo,
0nwq 10 puBixd mouki g pikpoo prikoug Boikd-
Aaxag. Olte ndoot pnopolv va avatpéyouy pie
Ty bia evkohia oty npwronopia Tou neipa-
JaTIKoU O1vepd Kat 1o EUMopIK Ovepd kat oTi
oanouvonepeg g ywpa toug, ot Boudiotikr
@thooogia kat 010 coupeakiopod f va katagép-
VOUV va (00pponodv avayieoa oTo apyéyovo kat
10 (i€Ta)Hoviépvo, 0TO QUOIKO Kal TO TEXVITO,
070 OWHATIKO Kal 0T0 GuA, OTO OVEIPO Kal TNV
TipaypatkdtrTa yia va avagépoupe Aiyou pdvo
ané 1oug uiopolG nou HlaTpéyoLY T0 €pyO TOU.
00te yvwpilw ndoor oknvoBéreg éyouv ouvbia-
Aayei 1600 vpnparikd e kdbe duvard Tpono
Kal jié0o kataypa@ii¢ TG Eikovag, 600 Kat pié T
dlepelvnon avayeoa ot oéon Tou omTIkoD Kal
Tou NnTKod nediou, pia oTaBepr Tou Eppiovr
10n and 1o vrepnotro Tov, Muatnpiaides avei-
Kellievo 1o peanuépi, mou Satpéxel ouyvd kaiTi
Jikpob prkoug Tawvieg Tou. Autéc AA\woTE ot
axpiBoBwpnreg dnptoupyie Tov elvat mov ano-
kahumrouv pie Tov KaAUTEO TOMo Gyt povo Ta
npara Bripata, ahkd Kai Toug ouvexgic nepa-
Hariopouc evog amoudaiou dnpioupyol o€ Siapkr
€6ENEN Kat ouvioTobv avanoomaoto KoppdTt
0Tnv adidppnK EvoTnTa ToU €pyou TV, OUVO-
pthotv AMwOTE ouyvd e TIC peyahou prikoug
JuBomacieg Tou — TIC OUPNANRPQVOLY, TIC ENe-
KTEIVOUV QKON Kal TIC UMovoEboLY kAmoTe nai-
yvibidpika, nw 0To peoaiou prikoug Eyxdaprec
emBupiec. Eivar or' akifeia pia povadixr 600
ka1 omdvia ukaipia péoa and 1o agiépwia auto
va ouvavtroel Kavels padepéva uta 1a «puotn-
piwbdn avrikeievan, onwg oAb ebotoya, 000
Kai apifjxava, £5ouv ovopdaoel autd Ta 1000 aTa-
&vounTa Koporexvijata, 0€ Té00epa npoypdy-
pata eneypéva and Tov iGio Tov oknvoBEm.

To nohuoyidéc doo kar ypigades épyo Tou
Anitoamnovyk, avikeievo T SieBvodg kpmrg
£ba kai Touhdyiotov ia dexaeria éxer dn ava-
AuBei ie€oduxa kar e Aaynpd Tpono atn nep-
o) povoypagia Tou TCéwg Koudvt mou exdo-

Brke and to Movogio Kivmpatoypdgou g Auv-
otpiac, onoiadnote Aowmbv olyxpion e autr
0 neplopiopév éxtaong éxboon eivar paMov
@b1kn). Eivar opw pia kaMj evkaipia yia va ej-
pavioTouv entéhou kai 0Tr) yAwooa pac keiyeva
yia éva oknvoBém nou napapéver akopn, pe
eNdyioec e€aipéoeic, anpoormog and Ty eviks)
PiBNoypaga, v kprukr) kal —pépi ipogara-—-
v Kiviatoypa@ikr) Siavopr, kai BéBaia eivar
aiyoupa éva katatomotiko, eAmiouyie, cupmh-
puwya kat evBpio g idiag e perpoonextiBac.
0 Nikog Zapparng, dnhwpévog pavatikog 1ou
okivoBém, avahapBavel o€ éva extevéq keiyevo
V0 {UA0€! TOV QVaYVAOTI) OTNV EUQUF QPYITE-
KToviki} kai Ta Baoikd vAixa ndvw ota onoia o
Anitoamnovyk ytiCe! peBodixd auté mou o idiog
ovopadel «éva oniri 010 onoio o Beatric kakeitar
va pnew. Kupiwg, Opwe, va anokahipe! Ti ka-
B6Mou npogaveic ouvéaei; kadx ka Tov iapkr
Oidhoyo avdpeoa oric Tavies peyalou prixoug
T0U ANTOQTMIOVYK, LiQ UNGYEIQ UMAIVIKTIKT) OU-
voputhia iou oAoKANP@VETaI iE payixd Tpomo oto
0 Beiog Mnodvyn Buudrar g nponyodueve (e
Tov. [ipw ané qutiv TV TeNeuTaia Tawia Tou
TIEPIOTPEQETaI 1) QUVEVTELE Mou Mapaywpnoe
0 oknvoBéng ovov Mavan Kpavaxn ato npé-
ogato OeoniBal twv Kawwav npwv tov BpiaBo
Tou Xpuool Qoivika. Téhag, To pikpol prkoug
oounav Twv Snuioupyiav Tou Eetulivetar péoa
ané pikpd aAAd aknBivd kaipia oyoMia Tou idiou
Tou oxnvoBém. Népa Guwe and omoiadimote
avdhvon evdg nokomhoka Sopnpuévou épyou mou
€lval kAT napandvw and avoiKTd 0€ eppnVeieg
Kat QvaAboeiC, To owepd Tou Anitoamovyk Bi-
paceTTdkouv npoo@épetal ndvw an’ dAa oav
éva aknfivd Swpo yia Tic aobioerc, évag ahn-
Bivoc napaMahog aioBiudg koapog mou pa
kakei va napadoBooye ot yonteia Tou xai va
TOV KQTOIKIGOUE.

Aevtepng Abayibne
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Cinema as Reincarnation

hen, in early March of this year,

we invited Apichatpong Wee-

sethakul to present his entire oeu-

vre atthe 51st Thessaloniki Inter-
national Film Festival, we felt that such a
retrospective was well-deserved by perhaps the
most important filmmaker to emerge during
the first decade of the 21t century. The awarding
of the Palme d'Or at Cannes to Uncle Boonmee
Who Can Recall His Past Lives simply confirmed
this director’s special place in contemporary cin-
ema. Even though“Joe’, as he likes to be called,
is still under forty, he has produced a multifac-
eted body of work, comprising six feature films,
numerous shorts and a series of multimedia
projects, video art and installations. A multidi-
mensional oeuvre which one could summarize
as a generous nod of affirmation to the unex-
pected readings and expressions of daily life
(Mysterious Object at Noon), and to the magical
power of memory. Indeed, memory constitutes
an abiding, urgent concern in his work — a cease-
less effort to preserve it (Syndromes and a Cen-
tury) before it slips away, like happiness in Bliss-
fully Yours. The filmmaker himself has referred
to cinema as a reincamation and a recalling, a
purely metaphysical art and, indeed, his tran-
scendental images are no more than the new,
revitalized lives of people and things which,
through the process of being imprinted on film,
move away from the mundane and the familiar
and reveal to the enchanted viewer their innu-
merable manifestations and connections. | don't
know how many other filmmakers have so
wisely overcome every narrative obstacle and
broken every fiction or documentary rule in order
to free the image of its realist bonds and open
it up to new interpretations, meanings and sen-
sations; to one day capture the invisible, like the
mythical bird of his short film Vampire. Or how
many can refer with equal ease to the avant-
qarde of experimental cinema, to commercial

cinema, to their country’s soap operas, to Bud-
dhist philosophy and surrealism; or how many
succeed in balancing between the primeval and
the (post)modern, the natural and the artificial,
the physical and the immaterial, dream and re-
ality — to mention only a few of the dualities
that run through his work. Nor do | know how
many filmmakers have conversed so innovatively
with every possible way and means of capturing
animage, with the exploration of the relationship
between the visual field and the field of sound,
a constant obsession of his since his debut fea-
ture, Mysterious Object at Noon, and one that
often characterizes his short films. Itis, after all,
these rarely screened gems which best reveal
not only the first steps, but also the constant
experimentation of a great, ever-evolving di-
rector, while at the same time constituting an
inseparable part of the unbreakable cohesion
of his work, often conversing with his feature
films, complementing, expanding, and even, at
times, playfully undermining them, like the
medium-length Worldly Desires.

This tribute s truly a unique and rare oppor-
tunity for one to see these films, these “myste-
rious objects”— the term that has so fittingly, if
somewhat perplexedly, been given to his ab-
solutely undlassifiable gems — grouped together
into four programs selected by the director him-
self.

Apichatpong’s multifaceted and cryptic oeu-
vre, which has been drawing the attention of
international film critics for at least the past

" decade, was analyzed exhaustively and superla-

tively in last year's monograph, edited by James
Quandtand published by the Austrian Film Mu-
seum. Any comparison, therefore, with this mod-
est publication would be unfair. Butitis a good
opportunity for texts to finally appear in Greek
on a filmmaker who still remains — with very
few exceptions — virtually uknown in Greece,
and of course this book is, we hope, an inform-

ative complement to and a souvenir of the ret-
rospective itself. In alengthy text, Nikos Savvatis,
an avowed admirer of the director, introduces
the reader to the architecture and the basic ma-
terials upon which Apichatpong ingeniously
builds what he calls “a house into which the
vieweris invited’, but more importantly, Savvatis
reveals the — not at all obvious — links and the
continuous dialogue among Apichatpongs fea-
ture films — a subterranean, allusive dialogue
which is concluded in a magical way in Uncle
Boonmee Who Recalls His Past Lives. This latest
film is the focus of the interview that Apichat-
pong Weerasethakul gave Manolis Kranakis at
the 2010 Cannes Film Festival, just before the
tiumph of the Palme dOr. Finally, the universe
of his short films unfolds through brief yet en-
lightening comments by the filmmaker himself.
But more than a complexly structured oeuvre
that is more than open to interpretations and
analyses, Apichatpong Weerasethakul's cinema
is, above all, a true gift to the senses, a parallel
aesthetic world that invites us to surrender to
its allure and to inhabitit.

Lefteris Adamidis
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Anitoatmovyk Bipaoettakouv

ouvévteu€n otov Mavakn Kpavaxn

Nowa firav n apyuk éymvevon yiato 0 Beiog
Mrouvp Bupdrar i rponyoupeve {wég tov;
2TV npaypatikotha n Tawia elvar évag gopog
TG oty natpida Hou Kal o' éva OUYKEKpINEVO
€0o¢ Kivnpatoypagou pie Tov onofo peydhwoa.
Av kortdger kaveic mpooexikd, kaBe piia and Ti
€61 mpateic Tov Belov Mmodvu €ivai yupiopévn
€ B1agopETIKO OTUN, DIaQOPETIKO Quw... Yndp-
Youv aoixeia ot @iy and Tig Tawvieg mou éAena
wqnaibi oty TAedpaon, and Ta kopikg nov did-
Bada... NpoonaBi To kivitpo yia kdBe kavobpyia
Tawia va elval o1 Siké pou epmeipiec, H apyiki
BéBaia eunvevon fipBe and pia akn6ivi) totopia.
Alya xpbvia npuw, éneoa ndvw otrv 1otopia Tov
Ofou Mmodvyur. Eva lepwpévog 0'éva povaatrpl
Kovid oto oniti pou pou SinyABnke v oTopia
€v0G NAIKIwpévou e To vopa Mmobvpt nov
égaoe oto vad BéNovrag va Bonbroel otic pa-
oTnpioTTTES Tou povaotnpiod kai va didayBei 1o
biahoyiopo. Mia pépa, 0 Mnobvy fipBe otov te-
pupévo kai Tou eoohoyriBnke dti, 600 Bpiokd-
Tav o Babu Siakoyiopd, pnopoloe va bl Tig po-
yoUpeves (e Tou va nepvoly Hnpoota ané Ta
KAewoTd Tou i oav KivpaToypagiki Tawia.
Eibe kai éviwoe nwg firav Poupdh, ayehdda,
KON ka1 vebpa xwplc owpa. O Epwpévog ev-
Tunwoidotnke aAa bev éviwoe ékminén, yiati o
Mnodvpi dev firav o mpwrtog avBpwnog nou Tov
elye binynBel pa tévoia euneipla. O 1Epwpévog
El)E OUYKEVIPWOE! 10TOPIES XWPIKQV and noMd
blagopetika pépn mou lyav poipaotei padi Tou
Tig nponyodyeves (wég Toug, Apyotepa, e€¢dwoe
éva puikpo Pihio pe Tov tiko Evag dvbipwnog nou
pnopei va avaxaAel Tic nponyodueves (wé Tov.

‘Hrav hondv autd To pikpé Pifhio mou
oag éxave va avakahéoete Tig maidikég

0ag avapvioe;

H Siadikaola napaywydc autig Tr¢ Taiag pe
ékave va ouverdnonofiow mwg efpar avikavog
va napapeivw motdg o€ onotadinote unapkr
nnyA éunvevong! Ektd Tov i AAaga i mpo-
nyoupeves (wég Tou fipwa, éonpwéa Tov Mnodvi
0T0 GOVTO, PEPVOVIAE OTO TPOOKAVIO Toug nflo-
10100 1€ Toug omoioug ouvepydCopar ka ot
onofol 6pouv w¢ pdptupe Tou Bavdtou autol
Tou avavupiou dvdpa. H tawia Gev agopd Tov
Mnouvpi, ald nepioabtepo-a motelw pov
yOpw and T petevoapkwon. Kai yia akopn pia
(popd, 0 natépag jov TPUNWOE yéda oTry Tawvia.
OAa ta pnyavriata niou BAémoupie 1o unvodw-

JdTI0 Tou Gppwotou Mmodvp elvai napéyoia

utd mou xpnatyomolo0oe 0 natépag pou. H ap-
ik} jou 16¢a firav va avanapaoTrow e EIkoveg
v ot ot petevodprwon TG Yuxrc, o' évav
kUkho avraMayric avdyeoa oa avBpwniva ovia,
1a {wa kai ta gutd. Apyikd To @i eixe agrynon

nov &€nyoloe Ta navra — kanoiog podoe o°

A 0 Bidpketa T Tawiac. Metd o aMagape.
OeNfoayie va elpiaote nepioodtepo agaipenikoi,
€neldr vikoayie v avaykn va oeactodpe T
gaviacia Twv Beatay.

‘Exete met nwe n Tawia givar pépog evog
multimedia mpor{ext und Tov yevikd
TivAo Primitive (Mpwrdyovo), To omoio To-
noBereivar oy narpida oag, v Tai-
Aavdn kai eibixd ovo xwpi6 Napnoua, ota
olvopa pe 1o Adog kai anoteheiar and
Jia eykardotaon ivreo o¢ emva pépn kat
Boo pikpou piikoug Tarvieg. Mo anoga-
oieve kaBe @opd moto péoo ivat 1o Ka-
taMnho yia v kaBe loopia mou Békere
va agnynBeite;

Nopiw nwq 0ha kataliyouv 010 n0I0 éao &ival
o nPaKTiko kaBe popd. MNepve) noMaUG v

an6 ) {wd pov ot {odyka, ondte 1o Pivieo
€lvar 10 povo npaypatixa katdMnho péoo yia
va KaTaypaew 1o kaBe Aemtd 6owv Piavew exel.
H puroypagia eivai ekeiwg iagopenics... AMa
10 Owepd eivai navia owepd. O Gelog Mrodvu
énpene va yupiotei o€ iy yiari fiBeka va kivw
avagopd atov akid kivnyatoypago, akrd Ty
010 omiypr katva pikvjow yia v eéagdvion e
ving o€ odykpion pe TNV eéaqdvion Tou ok
vepd. lupiCovrai nokd Niya auBevrika naioyio-
bitika pehodpayiara oric pépec pac. Axopn kai
070 XNiyouvr, Ta npdyuata oTic TawieC yivovai
ohoéva kat mo noAunAoxa kaBawe mepvolv Ta
Xpovia. Oéhw va diatnpa Tic Taivies pou abwe.

Néao eokoo frav va Ppeite xpnparodo-
TEC yia éva tévoto peyakentiBolo oxédio,
otav n yevikrj 18éa ¢ 6Ang Souherdg aag
&ivai 1600 apnpnpévn;

MNpcra an’ dAa Paoilopar otov enayyehyatiopd
TWV IaPaywywv Hou Tiov €ival mpaypaTika aior
xai npoonaBouv va netuyaivouv 10 kaAUTEPO yia
péva. Aeutepov, undpyouv Toaa oxédia nou Tpé-
XOUV TQUTOXPOVA, OMGTE EjIaI AVAYKAOWEVOS Va
¥PaQw eyho dyKo onpeidoet poonaBuvia
va e§nyrow 1o xaBéva and aurd. Eivar Aiyo oav
va e€anatw qutolc nou Béhouv va pe ompicow,
ylati Ta onueIwaTa Kai o1 uvoeIC Tiou Sive
€lvai ndvrote nio oaqi and Ta Tekixd épya.

Motevete 0Tt 0 KOOYOG TOU OIVERd avoi-
YETa1 0oV KOO TG TEXVAC f oupBaivel
10 avrifero;

Aev éyw 18éa. To povo mou §pw elvar ou ivar
niohd 0okoAo yia évav kah\itévn va empBiwoel
ot enoxy pac, Av 0 koopog TG TExvi Bekel
va unootnpifel ) doukeid pou we KivnpaTo-
ypagiot, 101é dév unopew napd va iuar evyva-
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Jwv. £ty TaiAdvon, undpyouv ak6pn Vool iou
JiMopoUV va anayopEWoL TIG Taivie 0ou e TV
dikatohoyia g ebvikiic aopdhelac. Mpoondbnaa
Kanote va 010w amholg ywpikoig mag va ypn-
olomolobv pia kdpepa, a\d 1) aotuvopia pag
otapdmog, Aéyovia mw av ot dvBpwriol pdbouy
TIEOG va kavouv Tawieg Ba xpnatponotrcouy autr
T blvapn yiava orpagov evavtiov g Kupép-
vnong. Napapével axopn mohd GUokoho va eioat
Kwnuatoypagiotrg ot Tairdvon.

TariAotndv apveiote enipova nwg ot Tat-
vigg oag eivar mohitikég, v 181a oTiypi
Tov miow oty matpida oag avriperwmi-
{gote wg «pavpo mpoParo» Kai To £pyo
oa¢ aneéital ouveywe amé Ty Aoyokpl-
oia.

H otpatiwrikr kuBépvnon emBakhel Ti andupel,
v nBiki Kai ¢ agieg g Eivar Aoyiko va aov
€unvdel epwtipata yia o Tt onpaivel va eloal
avBpwnog kai mota ival Ta ikaiwyata oov. To
yeyovoc ot eI 0 iia 1000 OHOpQN Xwpa mou
* &lvartautoypova doo doynpn ival évag Tpomog
EUMVEVONG yia va kavelg Téxvn, va ypagelg, va
KavelC Tawiec. Av o kdapiog BéNer va eppnvevel
Tpaypata ano Ti¢ Tawvieg pov katw and éva mo-
Amikd mpioyia, TOTE ag To Kvel.

Nw¢ karagpépvere va ouvbualere ig Sia-
(POPETIKEC TAUTOTNTEC 0aC WG KAAMITE-
xvne

Oewpa Tov eautd pou kvnpatoypagiotr). H ap-
XITextovikiy €lvat To naBog pov. H npaypatiki
npokAnon iva va peig Tov 1o va ouvbud-
0€1¢ Ohoug auTod Toug SlapopeTioug TpOMoug
£xgpaong péoa and To owepd. Oyt pe Tov «ey-
Keqahiko» Tpomo nou 1o éxave 0 Zav Auk lkov-
10p, AANQ pie Tawieg mov pnopel va anairodv

anokwdikomotrjon, aAd mov Tautoypova pno-
peic va Tic napakohouBrioeig oav va Slapadeig
éva Bihio kopI€.

Motebete ot petevadpkwon;

NopiCw nwe va, alkd 600 GodAeva oy Tawia,
1600 ¢BeTa o€ appioPrnon Ta motelw pov.
Aev Ba éNeya muwg moTelw 0T HETevodpKwon
100%. Xpetaeoar amodei€el yia va moTéelg
kat 0'aut  (wr &ivar mBavo va unv Tic Bpodpe
noté. AN\ eivai pua mBavotnta mou 6a pov
apeae. Miotelw neploadtepo otn Slvapn Tov
Huahod. Mropei va akouoTe apketd Bpnakeuo-
evog, aN\d motelw oto dlahoyiopd. Eyetva kd-
Vel 1€ Tov éNeyxo Tou uahol kai Ty avadrnon
¢ Ootatng ywon. Katapiépat 1o Kako pov
Kappa kdBe @opd mou €xw ta kaki pépa, ad
10 kavew paNov and ouviBeta. Eniong poBapal
0T MoTelw 0Ta avtdopata...

Togo 6w 600 Kat otV Tpomixrj acBéveia
aoyoheiote pe T puon, T Béon Tou av-
Bpwmou péoa aTov KOGHO Kal TV avaykn
oup@kiwong pe T puon. Tt cupBoilel
ylaoagn uon;

H guon eivaiyia péva évag eBiaidc. Mou apéaouy
01 €IkOVeG, T0 pdowvo, ol fixoL... ANG undpyel
ita oA €vaioBnTn 1opponia oto mawg va pnv
enavahapBaveic paypata mov EelC Kavel oo

* apehBov, ondte mpoomaliw va jin xpnotponolw

 {olyxha 1600 moAd Kai va TV mapouaiddw
ke popd pe dlagopenikd Tpono. H (obykha
ot Tawia eivar kan &évo, e Bapy oxediaopo
fixou, aN\d napayiével mavrote kdri mou nakidtepa
fitav 10 onin pag. Autdg €ival kai o Adyog yia
Tov omoio, 6rav motpégoupie oty (olykha kal
™ onnAid, ivar oav ol fipWEC kat ot Beatéc va
emotpépouv oti¢ piec Toug. M1 autd o€ kdnolo

onpeio otn oknvi} pe T onnAd umdpxet pia Ay
6mou BAémoupe (wypagiég ota Toiywpata. Kd-
miolol dvBpwnol é(naav exei ato napeABov... Eivat
ita enoTpoqr oI anapyés T bnapéng, otav
0 dvBpwnog {wypdgile otic omnhié ki ékave
éva Béatpo okiwv, Gnhadn pa mpwidyovn Hopen
Kivnuatoypdgou.

Qupwvee 6Tav 0 KOOpOC Aéel 6TI oL Tavieg
oag eivat akaravonTeg; Amaiteite e181KéC
YVWoELC and Toug Beatég yia va katahd-
Bouv Ti¢ SlaopeTIKEC EVVOLEC TWV EIKO-
VWV Kal TWV 16£wV 0a¢;

Aev avnouyw yi' auté yiari eival éva naykoapo
gawoyievo. Enfong ndvrote nioteua mwg Oheg ol
Tawiec dev elvat yia Ghouc. Av éelc oTo Huakd
00U Va IKavoroifoelg Toug Beatéc, bev mpémel
va kavelg Tawiec. Teivoupie va vioBetodye pia
ouykekpiévn Aoyikry dtav BAémoupe Tawieg. 2¢
kdfe Tawia mou kvw ouvavte blapopeTikég,
€vblapépouoes eppnveies kau elval kdtl yia To
onofo avuriopove kdBe popd. Ot dvBpuwnol eival
dlagopetikof petad Toug. Aev pmopeis va Toug
kaBodnyrjoeic. Oa umdpyovy mdvra kamotol mou
Ba amoppiyovy autd mou kavelg kat kamolol mou
Ba poipaotouv padi oov 1o ouvaioBnpa. Akopn
Ki €yw, otav BAénw pia Tawia Tou umopikod ol
ved, Oev katahaBaivw Timota. AN yia péva
T0 0WVepA €ivat o Guvato kai mo moAUmAoko
an'autd. Oéhw v'avoiéw pia mépta oto puoTiplo
6 Cwic. H mpaypatikr xapd m {wi &ivai va
ouvavrdg ot Sladpopr oou mipdypata nou dev
unopeic va e&nynoeic. H povn oupBould mov
{nopw va dwow otov Bearr eivar v agrioel 10
HuaAd Tov avoixTd Kai V' agrael TG elkdves va
Tov mapacipouy.

Kavveg, Mdiog 2010
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Apichatpong Weerasethakul

Interview to Manolis Kranakis

What was the initial inspiration for Uncle
Boonmee Who Can Recall His Past Lives?
The film is a tribute to my home and to a certain
kind of cinema | grew up with. If you look care-
fully, each of the six reels of the film is shot in
adifferent style, a different light... There are el-
ements in the film from the movies | watched
on television as a child, of comic books | was
reading. In every film | make | try to be moti-
vated from my own experiences. But the initial
inspiration came from a real story. A few years
aqo, | came across the story of Uncle Boonmee.
An abbot at a monastery near my house told
me that there was an old man who had arrived
atthe temple to help out with the temple’s ac-
tivities and to learn meditation. One day, this
man, Boonmee, came to the abbot and told
him that, while he was deep in meditation, he
could see his past lives playing behind his closed
eyes like a movie. He saw and felt himself to
be a buffalo, a cow, even a bodyless spirit. The
abbot was impressed but not surprised, because
Boonmee was not the first person to tell him
about such experiences. From near and far, he
had collected stories from villagers who shared
their past lives with him, Later, he published a
little book with the title A Man Who (an Recall
His Past Lives.

So, was it this little book that made you
return to your childhood memories?

The process of making this film made me realize
that | am incapable of being faithful to any orig-
inal source! Besides altering the past lives, |
pushed Boonmee into the background and fore-
grounded my reqular actors who act as witnesses

to this anonymous quy’s passing. The film is not
about Boonmee, but about my idea of reincar-
nation. And once again, my father slipped into
the film. All those pieces of equipment in Boon-
mee's bedroom are a simulation of those in my
dad’s. My idea was to represent the belief of
transmigration of the soul, in the cycle of ex-
changing between humans, animals and plants.
Originally, the script has a voice-over explaining
everything; we had talking throughout the film.
Then we changed it, we said we need more ab-
straction, because we need to respect the audi-
ence’s imagination.

You have said that the film is part of a
multimedia project called Primitive set
in your home country of Thailand and
especially in the village Nabua, just by
the border with Laos, consisting of a
seven-part video installation and two
short films. How do you decide which
medium is appropriate for each story
you want to tell?

| think it comes down to the practicality of each
medium. | spend many months in the jungle,
50 video is the only suitable medium in order to
capture each moment. Photography is another
thing... But cinema is cinema. Uncle Boonmee...
It had to be film because | wanted to refer to
old cinema and at the same time | wanted to
talk about the extinction of memory compared
to the extinction of cinema. There are very few
old style melodramas nowadays. Even in Hol-
lywood, films are getting even more complex
as the years go by. | like to keep my films very
innocent.

How difficult was it to finance such a proj-
ect when the general idea of your work
is so abstract?

First of all | depend on the expertise of the pro-
ducers who are really very good and try to get
the best for me. Secondly, there are many proj-
ects running at the same time so there is a great
volume of my writing, trying to explain each
one of them. In a way it's cheating, because the
statements and synopses | give are always clearer
than the final projects.

Do you think that the film world opens
up to the art world or is it just the oppo-
site?

I have no idea. The only thing | know is that it is
very hard for an artist to survive nowadays. If
the art world is willing to support my work as a
filmmaker, | can only be grateful. In Thailand,
there are still laws that can ban your films on
the pretext of national security. | tried once to
teach simple villagers how to use a camera, but
the police stopped us, saying that if people leam
how to make films they will use this power to
turn against the government. It still very difficult
to be a filmmaker in Thailand.

Why then do you consistently deny that
your movies are political? Given that, back
in your country, you are considered some-
thing of a “black sheep” and your work is
always threatened with censorship.

The military government strongly imposes its
opinions, its morals and its values, so it creates
this question for you of what it means to be hu-
man and what your rights are. It really inspiring
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in a way to make art, to write, to make films,
because you live in such a wonderful country
and at the same time it's so ugly. If people want
tointerpret my movies politically, well, it's okay.

How do you succeed in combining your
different identities as an artist?

| consider myself a filmmaker. Architecture is
just my passion. The real challenge is to find a
way to combine all these different ways of ex-
pression through film. Not in an intellectual
way like Jean Luc Godard's kind of films, but
with a film which needs interpretation, yet you
can also sit there and watch it like reading a
comic book.

Do you believe in reincarnation?

I kind of believe in it, but the more | worked on
the film, the more | started to question my be-
liefs. | wouldn't say | believe in it 100%. You
need proof, and in this lifetime we probably
cannot do that yet. But it's a possibility | fancy. |
believe more in the power of the mind. | may
sound very religious, but | believe in meditation.
It's about controlling your mind and reaching
the ultimate knowledge. | still curse my bad
karma when | have a bad day, but | only do it
out of habit. And | am afraid | still believe in
ghosts.

Both here and in Tropical Malady you're
dealing with nature, man'’s place in the
world and how we need to reconcile our
relationship with nature. What is nature
to you?

Nature to me is an addiction — | like the image,

the green, the sound... But it’s a very delicate
balance of how not to repeat what you've done
before, so | try not to use the jungle too much
and present it in a different way. The jungle in
the film is something foreign, with the heavy
sound design, butit used to be our home. Which
is why when we go back to the jungle or the
cave, it’s like the characters and the audience
going back to their roots. That's why at one point
in the cave there’s a shot where you see the
drawings on the wall. Some people were there,
in the past... You'e going back to your origins,
when you drew on the walls and did a shadow
play, a primitive form of cinema.

Do you get angry when people say that
your movies are incomprehensible? Do
you demand special knowledge from the
audience in order for them to understand
the different meanings of your images

and ideas?

| don't worry about that because | thinkiits pretty
universal, and | always believe that not every
film is for everyone. If you worry about that,
you shouldn't make films. We tend to establish
a certain logic when we watch movies. Every
film that | make, | encounter a different, inter-
esting interpretation, and | look forward to it.
People are different, you cannot force them, and
there’s gonna be people who shut off and there's
gonna be people who share the sentiment. And
for me too, sometimes when | watch a com-
mercial movie, | don't understand. But to me
cinema is more powerful and diverse than that.
| want to open up the mysteriousness of life.
You encounter things you cannot explain, and
that’s the joy of living. My only advise is: Open
your mind up and just let the images flow.

(annes, May 2010
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Parallel Worlds

by Nikos Savvatis

orty-year-old Thai filmmaker and

video artist Apichatpong Weera-

sethakul, who was voted the most in-

fluential film director of the first decade
of the 21st century by the top European and
US critics, has often said: “Simplicity is the
key" But his films —unrelentingly personal,
experimeptally original and diversely perme-
ated by the poetic otherness of Thai culture—
are anything but “simple”. To the eye of the
distant observer, the Western viewer who is
unaware of the cinematic tradition that nur-
tured Apichatpong’s uncompromising mod-
ernism, his films seem like bizarre artistic ec-
centricities. The filmmaker himself summarizes
their function in a modest and generous
metaphor: “Each one of my films is like a
house into which the viewer is invited," he
says, underscoring the fact that his work be-
gins with a plan and a construction, which is
only natural since, as a student of filmmaking
in Chicago, he already held a degree in archi-
tecture from Thailand. Regardless of whether
this simple idea of “the viewer’s house” also
applies to many other auteur films, what is
unique about Apichatpong’s singular audio-
visual architecture is that here, the most hum-
drum, tangible reality crosses paths with the
most whimsical and corrosive magic, and then
everything — beings and things, people and
the episodes of their daily, tragicomic passing
through a chimerical world via unusual or
playful narrative methods and stylistic exper-
imentation — is articulated according to the
inexplicable laws of duality, transformation,
and mutation, in an endless cycle of flow and
reincarnation.

The children’s house

When Apichatpongs black and white directorial
debut (made mostly on a volunteer and partic-
ipatory basis), Mysterious Object at Noon, landed
atthe Rotterdam Film Festival in 2000, it revealed
an immensely original gaze that broke loose
from the limitations of a poor, third-world pro-
duction, while at the same time obliged film
theorists to revise even its most basic terminol-
0gy. In this strange hybrid, which was “about
nothing at all’, according to an extreme state-
ment from its director, what is documentary
and what is fiction? Both these genres, the yin
and the yang of the filmmaker’s idiom, live to-
gether in harmony and, in the end, meld into
one in Mysterious Object at Noon. Making an
assessment of the film even more difficult, its
polyphonic, wandering meta-narrative replaces
the Aristotelian, dramaturgical logic with the
surrealist method of the exquisite corpse: a se-
quence of collective, associative verbal or visual
automatisms, which was invented as the “in-
fallible way of holding the critical intellect in
abeyance, and of fully liberating the mind's
metaphorical activity” (André Breton). Thus, his
first — and most radical — feature film is based
on yet another co-existence of opposites: on
the one hand the rapture of a narrative freed of
rules and conventions, on the other the organi-
zation of its discontinuous and diverse material
into a new — fluid and risky — structure. The
formal consistency of the filming — the fresh,
nouvelle-vague type observational or meditative
direct-cinema style — brings together the “im-
provisatory” inspirations of the successive nar-
rators of the film, saving it from slipping into
chaos. At the same time, it places it within the

aesthetic heritage of Rossellini's neorealist rev-
olution, Godard's modernist deconstruction, and
Michael Snow’s formalist experimentation. After
all that, what kind of “simplicity” can we possibly
talk about? The simplicity of a fairytale, or rather
a new mystification that gives the impression
of being formed out of nothing, organically
evolving and then suddenly dying in front of
the viewers eyes. .

“Once upon a time"is the first of the film’s
intertitles before the opening scene, a smooth
tracking shot that lasts four minutes. Behind
the windscreen of a vehicle, the camera travels
through and documents the shapeless daily
life of Bangkok, while the soundtrack switches
from the trailer of a melodramatic radio soap
opera, to commercials for perfumes and herbs
and, finally, the voice of a peddler touting his
wares. The formalist severity of this long take
is interrupted by a brief, “descriptive” sequence
of five shots: two plants in the pickup truck’s
flatbed, next to them an anonymous woman
and then a close up of the peddler in the
truck’s cab, putting down the microphone,
stopping the car, getting out and doing busi-
ness with his customers. Cut to the real subject
of the narrative, the woman in the back of
the truck. Without giving any other informa-
tion, she introduces herself to the camera with
a sad story: when she was little, her father
sold her to her uncle for 1700 baht. By inter-
cutting her narration with three fleeting shots
of posters of politicians, posing with the fake
optimism and complacency of paternalist au-
thority, the editing implies that the common
(typically third-world) drama of selling or
abandoning children has taken on the dimen-

[
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sions almost of a national tragedy. When the
teary-eyed woman finishes her story, Apichat-
pong’s voice is unexpectedly heard off screen,
coaxing her to say something more “real or
imaginary... from life or from the book’,
thereby calling into question the“truth” of her
narrative. Was it real, imaginary, or just a page
out of the script? The woman is finding it dif-
ficult to go on, and we move to an interior
general shot of a room, where a paraplegic
boy in a wheelchair goes up to a table. Behind
him, a woman is standing with her back to
the camera, gazing through the window into
the distance, which is burned by the blinding
sun. After a few seconds, the vague time and
place of the shot is identified by the sound,

Ipapdydt/Emerald

first as a “real” and then as an “imaginary”
one: we hear the peddler’s voice calling out,
which means we haven't strayed far from the
neighborhood where the truck had stopped.
Butimmediately afterwards, the woman nar-
rator, also off screen, dispels the illusion by
starting to tell a new story: “Let’s say there

was a room and an invalid boy and a teacher..”

Following the most labyrinthine “Once upon
atime”we could ever imagine, in effect a sys-
tematic game of dispensing with any corre-
spondence between “reality” and “imagina-
tion’, between the inner and outer world, the
fairytale about the teacher Dogfar and her
disabled pupil made up by an uprooted
woman in the back of a truck becomes the

main narrative block; the subject matter of
and what is at stake in Mysterious Object at
Noon.

Together with Apichatpong’ film crew, the
tale will travel though a vague geography of
rural Thailand, from north to south, and will be
turned overto other narrators who will continue
it, instantly changing its genre and mood, dis-
covering surprising versions for the heroes and
their destiny. The second female narrator, an
elderly woman farmer who is obviously tipsy,
|atches onto the mysterious object which, in the
earlier part of the story had fallen spinning out
of swooning Dogfar’s skirt, and unabashedly
turns it into an extraterrestrial boy that fell to
Earth inside a star. During this mad relay race
from one narrator to the next, the main trio of
characters is enriched by a “fake” Dogfar and a
neighbor, her savior and lover, who suddenly
turnsinto a menacing giant. The ensuing quintet
is broken up and put back together as the story
evolves, with the characters vacillating freely
between good and evil, between the roles of
victim and culprit while their conflicts multiply.

With the discontinuous, improvised “series
in progress”that races through omissions, sur-
prises, reversals, variations, reduplications and
reflections to its open-ended and enigmatic
finale on the one hand, and the strangely poetic
attempt to capture the fantasy of rural Thailand
in concrete images and sounds on the other,
Mysterious Object at Noon really takes off when
it finally becomes a children’s game. Two deaf
and dumb girls, in a steady double shot, relate
an episode of the story with the theatrical
grace of sign language. This episode could be
an autonomous social melodrama: the neigh-
bor, who, in the previous part, had kidnapped
the children to sell them in Bangkok together
with Dogfar, leaves her in the hands of a mys-
terious man who makes her sing in a nightclub.
The paraplegic boy and his alien “brother’, who
are not speaking to her, get jobs as a waiter
and a dishwasher, but in order to “strengthen
their ties’, they decide to give her a bunch of
flowers.

Butimmediately afterwards, on Panyiisland,
the last stop of the film crew’s journey and the
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ypovog tou mhdvou tautonoeltar and Tov fiyo
MIPATA WG «NPayPaTIOC» K1 DOTEPQ W «pavia-
otkde: akoupe off tov yupohdyo va iagnpiCer
10 EjMopEDyIaTA Tou, OUVENG Oev éyoupie ano-
paxpuvBEl and 0 yerrovid onou lye otapaToer
10 goprny0. Dpwq apéow; jetd, 1 agnyfpia,
eniong off, Siakvel v pevdaioBnon apyiCovrag
Jiia véa 107opia : «Ag oVJE g frav éva dwpdrio
K1 éva avijnopo ayop! kat pia daokdha...».
Yotepa and 1o mo daibarwdes «Mia popd ki
£vav Kaipd» Nou HNOPOUE Va QavIaoTolyE —
£va 0VOTNATIKO TaNyViO! Katdpynong Twv avti-
0T0IYIOV QVAEOQ 0TV «TpaypaTIKOTATA» Kal Th
«Qaviaoia», Tov EOWTEPIKO Kat Tov EEWTEPIKO
K600~ 1o mapaBi mg daokahag Ntoykpap
Kal 1o avannpou paBnt e emvonpévo and
jiia EepiCwpévn yuvaika oTny Kapotoa evog nui-
@optnyod yiverai To Baoikd apnynuarikd umhok,
10 Bépa kai 1o dlakuevpa Tov Muanpicdous
QVIIKEIUEVOU TO HEOTUED!.

Mai pe 1o ouvepyeio Tou Anitoatnovyk Ba
1a€i0¢el 0€ av adpioT yewypagia TG aypo-
Tikr¢ Tathavdng and Boppd npog véto kai Ba ma-
padoBei oe ANoug apnynTég mou To ouvexilowy,
aMalovrag ot omiypr 1 €i60g kat T bid0eor
T0u, Epeupiokoviac ekmAnkTikée exdoxéq yia ta
npoowNa Kal To nenpwyévo Toug, H dedtepn
agnyftpia, ia nAKIWpEVY aypoTIooa ENPavEG
ehagpa peBuoyévn, naipvoviag a@opyr ano 1o
puotnpiwdec aviikelyievo 1o oroio, oTo iponyol-
JEvo Pépoc TG totoplag, ixe yMotprioel oav
opobpa o1o ndrwya and m podota e AmoBu-
jing Nroykpap, avepubplaota To petapoppwvel
o€ e€wyrjivo ayopt mou €neoe ot yn péoa o' éva
aotépL. 2n didpkeia T pek¢ okutahoSpopliag
TV anyntav, autr 1y Baoikr Tpiada Twv npo-
owney eymouriCeral e pa pedm Nidykgap
KaI 1oV yefTova, 0wTipa Kal epaotr Trig, 0 omolog
Eogvika yiverar anedrikoc yiyaviag. H neviada
(mhéov) biahoeran kai avaouvriBetar kaBu, oo
1) 1otopia e€ehioogtar, of Yapaxrpeg nawdpo-
polv ehedBepa avapeoa 010 kakd Kl TO KaKD,
otoug pakoug Tou Boyarog kat Tov BT kal o1
0uyKPODOEIC T0UG NoMamaoiGlovial.

An 1) pia aouvexéq, autooxédio «series in
progress» nou TPEE Héoa and eANEIpeiC, exmhi-
£, napaMhayéc, avatponég, avabinhaoiaayolg

K0l QVIIKATOMTPIOpO0G 010 AVOIYTO Kal aviypaTikd
ke Tou, and T &M napaeva o) and-
TIEWPA NOTONWOIG T (PavIaoiakod Try; aypo-
Tk Taikavdng o€ OUyKEKpIpEVES ExbveC kal
fixous, 1o Muotnprcide; aviielievo To peanuépr
QMOYEIWVETaIyia Ta Kahd drav TeNikd yiverai nai-
bikd naryvidi. Ao kwpdhaka kopiroia, o atabepo
bimk6 mhavo, binyodvrar e T Beatpike) xdpn g
vonuarikic yAwooag éva eneio6dio g lotopiac
niou Ba unopoloe va eivar auTOVOHO KOVWVIKD
{ieNodpaya: o yeitovag mou, 0To MponyoUpEvo
Jépog, €lye anaydyel ta naibid yia va 1a nouhjoel
atnv Mravykk pad{ pe n Ntoykgap, T eyka-
Takeinel ot yépia evog puompiwdou dvbpa o
onolog T kdvet Tpayoudiotpia o€ vuxTEpIVO Kév-
1p0.To napanhnyiké ayop k1o ewyrvog «abeh-
90¢» 10U, mou Oev TG pihdve, mdvouv doukeid
0av ykapaovi kat avicépng, alkd yia va «qu-
ogi€ouv Ti¢ oxéoeig Toug» anopaciCouv va g
yapioouv éva pmoukéro Aouhotdia.

Opw apéow eta oto vnoi Mavyi, Tov Te-
heutaio ataBpo To ouvepyeiou kai TG agryn-
0ng, 6,11 wg aut To ongieio ) Tawia égotale va
ouvtdaoe! e avopBodogo Tpomo, To maryviadec
oy6Mo otn Aaikr} Tailavikd kouhtodpa Twv
apnynuarikav uppibiwy, Ba tvaytel otov aépa
ano évav jikpo xopd naibicov Tov dnpotikod, e
Kopugaio évav Saipdvio naipiko napapua.
JroiBaypéva oto katoM evog oyohkol bia-
p6yiou —piia an6 Ti nohhéc avandvrexes mikeg
Tou aouveidntou ato épyo Tou Anitoatnovyk—
@UAHapiopéva HnoloTo o€ PopuaNIoTIO Kal Tau-
T0xpova Tpupepd otabepd povomhdvo, e T pi-
Kpogwvo va e10fdMe: anednrikd and t de€id
ywvia Tou kadpov, Ta naibia Ba anehevbepwoouy
Ty totopia g Ntoykpap a1o anoAuto un vonpa
jiag ayopioTikng avapxkic ovelpopavraoiac;
Suoapeatnuévn) and To PMOUKETO Mo TG PO~
0pépet 1o e§wyrvo ayopt, n Ntoykpap ndel oo
bdoog va paléper xi AMa Aouhoddia, akNd pa
Tiypn TV Tp@e ki avdyeoa ota naidia Eeonder
noAepog. Apyikd 1o e€wyrivo nayideder kai oxo-
Tever 10 avannpo naidi 1o onoio, oy, ot ov-
véxeia Ba §avalwviavéyes, Ba yiatpeutel and
évav aMo, kaho, efwyfvo Kkat ' éva payiko
onadi Ba viknoer 1o govid Tou. Apéow PoNig
KAgioouv Tov KUKAO TG a@iiynong, 1a naidid tov
favavolyouv e i Kawoupia ioTopia: Kanote

éva aybpi nou pleve ppoita 1o Sdooc éneoe
ndvw ot Mdyiooa-Tiyon aka o Belog tov 10
¢0woe and ta viya kat 1a Sovtia e, nupofo-
Aavrac o Brpio kar orélvovidc 1o niow ot
{odyxha. KaBpemiCovtag n xivnon T agf-
ynong nou epevpiokouy a naiid, n okrvoBeaia
enmvoei éva e§aioo oyfia Kheoiyatog kai ena-
vexkivnong T Tawiac. To napaydé g Mayio-
oac Tiypric ohoxhnpaverar off, novi o éva Soyaxd
napdhnho TpaBekivyk o onoio Siadéxetar o
akiviTTo MAGVO T KpAV OQIYITAV: ) uryave]
oapavel apyd, and 1a 6e&id npog Ta apioTepa
10 omiT 6mov npuwroeidape ) Ntdyxpap kai 1o
avmnpo naibi, Toug giudge: kaharoi and 1
Jéon K1 KATW K DOTEPQ EMOTPEQE! TNV OpYIKT)
¢ Bé0n kai axwitonoieftar 0o ypeidlenar yia
Vaméoowv 0TIV v apioTepr} ywvia Tou G8eiou
Kadpou o1 mp@rot and Toug Tithoug TéAoug, mou
anapiByodv T0UC AQNYITEC Ka1 TOUC XWPOUS TG
Tawiac. Opwg évag kavoipyiog Tithog, «To pe-
onuép, pag &0yt o€ ia éxpnén evépyeiac
Kat kivnong, dmou r} Tawvia, ekedBepn and xabe
yuBomhaarikd npooynyia, Eavayiverai To exota-
TiIKO kaBapd viokiaviép Tou apyikol TeTpale-
mou TpaBehivyK oToug Spoyoug e Mnavyxdx.
H pnyavi) pdpdper naidid va nailouv nodo-
0(aipo oto npoadhio Tou idiov ayokeiov oto
vnai Mavyi (;) 7 va xohupmodv ot 6ahacoa axpi-
B and kdw, peuopévn and Ty napdtevn
0Hop@Id Miou avaxaAumTE! Miow and Ty Emd-
vela T mipayparikotta. Axohoubodv Tpia pa-
vopevikd aouvSeta, Mo kai mo napadeva, yevkd
nhdva ou BupiCouv Ta yakivia nepdopara ypo-
VOU KQI XWPOU QVALET OTIC OKNVES TWV TaMIWY
Tou 0ou, kat prdvoupe otny Tekikr) oexave onou
0'évav Ko pia pikpi napéa naidia, Qupapt-
Oéva 0 ykpo mhav, naifouv e pav aonpo-
Jaupn yara, éva MAGOTIKO QUTOKIVATAK! ki éva
avoiToxpwpio oxuli. «Maidid mvie Ta yépia
00 K EAATE yia gaynom Toug Aée off pa ywvaixa
(n pnTépa Toug;) ki QUTA NPIV UNAKOUOOUV OTO
KAAEOPA TG OKAPWVOLV TO MO PUOTNPIWOE
naigvidi an’ 6Aa 6oa anotehouv Ty Tawvia: Sévouv
010 Aaipo Tou okuAIOU TO QUTOKIVIYTO Kat TO KU~
viyolv péoa and navikoBAnta kotonouha. 0
Anitoatnovyk éxe1 ONAwOE! 0Tt QuTO T0 doupEQ-
NioTiko, avnauxnTid 0uop@o MAdve ftav 1 té-
Reutaia eixova iov KATEypae | unxavi) npi

14 Anitoanovyk Bipaoervdkouv [ 510 AigBvéc OeotiBal Kivnpatoypagou Oeooakovikng



narrative, that which up until that point the film
had seemed to be constructing in a most un-
orthodox way, i.e. the playful comment on the
popular Thai culture of narrative hybrids, is blown
sky high by a small chorus of elementary school
children, led by a shrewd young storyteller.
Crowded at the entrance to a school hallway —
one of the many unexpected gates of the un-
conscious in ApichatpongSs oeuvre — and filmed
from the chest upwards in a formal, yet at the
same time tender, steady long take, with the
microphone entering menacingly on the right
side of the frame, the children will liberate the
story of Dogfar into the absolute non-meaning
of a boyish, anarchic dream-fantasy: displeased
at the flowers offered to her by the alien boy,
Dogfar goes into the woods to pick more flowers
butis eaten by a tiger. War breaks out between
the two boys. At first, the alien boy traps and
kills the disabled child which, however, will later
come back to life, will be cured by another,
benevolent, alien and will defeat its killer with
a magic sword. As soon as they complete the
narrative, the children begin it again with a new

Lovbpopa ki évag atwvag / Syndromes and a Century

story: once, a boy picking fruitin the woods fell
upon the Tigress Witch, but his uncle saved him
from her teeth and nails by shooting at the beast
and sending it back into the jungle. Mirroring
the movement of the narrative devised by the
children, the director thinks up an exquisite de-
vice forending and restarting the film. The Tigress
Witch fairytale finishes off screen, on a structural,
parallel tracking shot which follows the steady
shot of the young storytellers: the camera slowly
sweeps, from right to left, across the house in
which we first saw Dogfar and the disabled
child, filming them as they sit, from the waist
down, and then returns to its original position
and remains fixed for as long as it takes for the
first closing credits, listing the narrators and the
film's locations, to start appearing on the upper
left corner of the empty frame. But then a new
title, “At noon', ushers us into an explosion of
energy and movement, in which the film, free
of any fictional pretext, becomes once again the
ecstatic, pure documentary of the opening four-
minute tracking shot through the streets of
Bangkok. Children playing football in the yard

of the same school on Panyiisland (7) or swim-
ming in the sea exactly below are filmed by a
camera, drunk on the strange beauty it has dis-
covered behind the surface of reality. Next come
three seemingly unconnected, increasingly
bizarre general shots, evocative of the tranquil
passage of time and space between shots in
the films by Yasujiro Ozu, which bring us to the
closing sequence: in a garden, a small group of
children, filmed in close up, are playing with a
black and white cat, a plastic car and a light
colored dog. “Children, wash your hands and
come in for dinner”a woman (their mother?) is
heard telling them off screen, but before obeying
her, the children concoct the most mysterious
game of all that came before: they tie the car
around the neck of the dog and chase it around
through panicky chickens. Apichatpong has said
that this surrealist, troublingly beautiful shot
was the last image recorded by the camera be-
fore it broke down, forcing the filming to end
for good — a most natural ending to a risky cin-
ematic experiment, whose sole purpose was to
bring the viewer face to face with the inexplicable
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YOAdOEL ka1 10 yOpioyia biakonef oploTika ~ ka-
1dAngn amohoTwg guotohoyiky o' éva pipokiv-
buvo Kivnpatoypagiko neipapia nov o {ovog T
ot0x0¢ fitav va Baket 1o Beatd aviipérwno oty
avedfiynm opop@id g npaypanikotnrac, fari
1 ahnBivr} opoppid ~0nws AMWOTE Ki 0 Epw-
T0C~ OKOTWVEL

H {obyxha Twv epwTwv

J1ou¢ avtinodeg evog nepimhokou Kivuatoypa-
ixoU uBpibiou nov ridyvetat ané anoonaoyia-
TIKEG 0TopiEC GAMapIopéveg aTo Gp6po Kai pe-
1abider v evpopia G ouMoyikr¢ agriynong
K0l Tr¢ MEipapiatik¢ Kataokeurig Tou, ) dedtepn
Jeydhou prjkoug Tawia Tov Anitoatnovyk fia
ndvia dixdc oov —kar’ e§oxAv Taia dnpiovp-
you- napadiberar omy ékotaon T andhuta
«anhvo» puBomaatiag — pia pvipaNoTike ypay-
ki), binpaxtn agrynon, pe TV mo aupnay
Ywpoxpovikr| EvOTNTa 0€ 6A T £pY0 TO OKN-
VOBEN Kal TPEI MPWTayWVIOTEC: Tn veapr €p-
YATpIa 0€ EPYOOTAOL0 DIAKOOHNTIKWV QVTIKENE-
vav Pouvyk, ) peyahotepn o€ nhikia gikn g
kat duotuyiopévn 0dCuyo Opv kai Tov Epaoi
¢ mpwne A\ MpooTaTEUGHEVD Kat Twv B0,
Bippavo AaBpoyeravaorn M, nou ndoyer and
npoxwpnpévn Ywpiaon. Or 0o véol kai —Ee-
ywpiotd an6 autodc— n Opv pali pe Tov mept-
otaotax6 epaotr) g Topv Ba anodpdoouy and
v m6An kai Ta npoBAiuata ¢ KaBnuepvc
€mpiwonc 0'éva payepévo and 1o g 1ou fkiou
bdoog, 6nou Bia vikoouv T pevyaréa éxataon
Tov 0€€ ka1 TG Enagrig e T goon. Kabig n
Jépa npoywpdel, n Opy, napatnuévn and Tov
Top, Ba EavaBpebi e  Pouvyk kai Tov My,
aAAd, omawq pag minpo@opoly ol Tithot Téhou,
ot0 péNhov o1 bpopol Toug ywpilowv yia navta.
Aurr eivar Ohn K1 OM) 1) 1oTopia.

Qor6oo, napd v agnynuaniki AToTTa g,
aurr} n Baia quorohatpixd tawvia, pakpivi) ouy-
yeviic 1ri¢ Exdpouric oty eoyrj Tou Pevoudp,
Bev anopedyer va exmhiEer e 1o puoTipio TG
bopkr¢ kai orukioTikrig idiotuniag Try¢. Anoga-
oiCovrog va Tunwoe! Toug TiThoug TG Taviag ot
J4éon Tr¢ ndviw 0'éva MpoogiAé¢ 10U OKnvoBeTikd
0o, 1a peyaha TpaBehvyk e ta onoia gu-
Hape: 1) BiaBpopr Twv VEpAY EQOTV NPog
10 8600¢ (W undkpovon T Taikavdikg non

biaoxeur| ¢ khaoikr¢ pm6oa voPa tov Marcos
Valle «Samba de verdon), o Anfroatnovyk éxei
dnpioupyroel To EpwTNHA MoV OTOIKEIGVE! TO
@y ané v npegiépa ou oto DeomiPak Kawav
10U 2002 yia noto Aoyo 1o (evepik négrer oto
45'; H andvinon an\d napanépnel otous iBioug
A6youg yia Toug onofoug OAeq o1 peyahou prikoug
Tawieg 1o —to¢ and v TeNevtaia, O Belog
Mnoivyn Buudrar g mponyodpeves (wég Tov—
vioBeroiv pia teNelwe biotunn Suabixdmmra g
agrynong, v onoia unoypappi(ouv axbpa ne-
PI00GTEPO 01 «ETEPOYPOVIOpEvor» TiThot. Enl
MIAEOV, TO EIKAOTIKO 0UOTNHA TWV TPIGV MPWTWY
Tamiv Tou Snptoupyod, nw f1dn dlapoppw-
vetal 1o Muamnpiadec avrikefuevo To peonyép,
Katagevyel ouxva otn iadpaon TG exdvag pe
peadmimhoug (1) kai oxédia oto fia mdvra Gikdg
0ou kat Tpomkij aoBéveia) mov yepiCel Tic eMel-
Vel | paMov onpatodorel Ta nepdopata g
agriynong o' éva aMo eninedo auveidnong. To
napagéviopa Tov Bearr) and v avandvrexn -
@avion Twv Timwv enavahapBdverar akdya mo
€uxdplota Niyo apydrepa, oav Ta vaii okitoa
Tou M egaviCovrat o€ Simhotunia ndvw oty
€Ikdva, mpooBéroviag otov kapBa g Aertoup-
YK agrynong pevyahéeg mvehiég e naibid-
0TIKNG evaioBroiag Tou yapakTripa nou  unap-
Sl eppnveia Tov epaoitéxvn nBonoiol T
JiooxpuBer. Avahoya ot omiopadixéc napepBdoeic
Tou €0wTEpIKoU ovoAdyou Tou Miv oty nymks
jndvra (eniong oto deltepo pépog T Tawviag)
anoxadnouv Bpadopara and tn BNBepr 1oto-
piatou, pa otopia Eepilwpol, avéxeiag kai ano-
Eévwong, n onoia pnopei va euBoveral yia v
anpoabiopiatn ané To oevdpio aviatn Seppa-
Tond6eid Tov.

Mépa and v npwrotunia g oxnvobeTikig
ypagri¢, N autoavagopIaTTa 10U AnitoaTnovyk
Snuioupyel ki Ao pworipio. fia napadeiypa,
yiati ovo fia ndvra dixd oou 0 oknvoBémg ano-
paoier va éavayupioer pia KayKoTpaYIKY) oKV
and 1o Muatnpides aviikelevo To peanuép,
Gmou évac Bapixoog yépoc EMOKENTETal T yia-
1p0 ToU K1 TrC Napanoviétal yia 1o yaAaoyévo
aKouoTIk Kal TV doTopyn kopn Tou; Movo kai
povo eneidi) Tov diaokedade, Ty napepahel
00V 0TIy} YOAOTOVTC KIKI|C vaXOU@IOnG
ot pdfuyn éxBeon g Spapanxsic kardotaang

K01 TV XOPaKTApwy nou anotekel 10 mpato pé-
o 10u fia ndvia Gixde oow; H eneibi, agoo ki
buo yovelc Tou fitav yiatpoi, ) agempia g
TpATNG éyypwyng Taviac Tou elvar o avana-
pdatacn ¢ avdgvnorc o ané 1o iapeio toug
e KGBE Aemrtopépeia — and Toug ypaguoic ne-
harec o ko (wnpbypuyn ipdonn kovptiva
nou xwpile 10 e§etaotipio and 1o ypageio;
Axdya mo pi{oomaoTikd, éva egeipnpatou oe-
vapiov ouvbéer otny ibia apnynuarixr akvoida
10 fia ndvra bixds oov xay v Tpomr} aobéveia,
b0 @iy Ta onoia oitu ) Ak eneéepydlovian
T ibia Beparice) pida épwrac-appionia-
(obykha kai 100pponodv dny ibia orukioTig
k6n Tou Eupagiod avdpeoa oto ok vio-
kipaviép kat oy avpwniohoyid uomhaoio.
T apxi ¢ Tpomri aobéveias, ya pupd
opada otpamiwtdv avakahimel 10 MWYa Tou
epaotri ic Opy,Tpu, 0 omoio oTo Geiepo pé-
pog 100 fia ndvia Gudg oou ixe xaBei and ™
JwBonacia oto ametnTikd extoq nediou Trg
Cobykhac. Mvo pia vién omm ik pndvia,
éva paxpivog nupoBohioyidg iéapiopévog pe
TouS yaNvioug foug Tou Tpomiod Sdooug, uno-
drihwve om0 Top iow eiye oxotwlel and Anarég
otonoior, emiong exto mediou, Tou efyav apnacel
To nyavaxe. Kai Sev eivar kaBdMou Tuyaio omi
e€apavion Tov Topu ouvéBawve Niyo perd and
pia and T onpavTikoTEPEC —OUpPWVa |iE Tov
810 Tov AnitoaTnovyk— oexdve Tov iy TR o€
£ovahxi) aknvi) avdpeoa atnv Opv kai Tov Topu,
@apioyiévn o€ atadepd povomhavo, 0 opiaki}
wpéTTa Tov omoiou PN petpialeTar and éva
€pBANpo moukd xovip mhovlé hdvo Twv fhig-
Xtibewv nou and Tov oupavo katpaxuAoiv yéoa
and nukvd gu@yaTa ndvw 01a oWKATa TWV
€paoT@v Aiyo mpiv Tov opyaco.

Autd 1o pipoxiviuvo @Aept e m oxhpdtTa
Tou mopvo Toviel axdpa nepooGTEPD Ty Tpu-
pepomia pe Ty onoia o oxnvoBE yepiCerar
i Eniong ToAnpéq o€ouakixés aKnvéq avapeoa
o Pouvyx kat Tov Miv. Kivnpatoypagei o€ ota-
Bepo povonhdvo and Siakpitkd mhov(é
Pouvyk va nipoogépe atov €paa T oTopanxd
£puwia, agod 1) appwoTId Tou kdvel onoiadinote
A\ owpatike enagd petadd toug oduvnpd. H
KoppOIa T ouvBEang, e TouC Epaae, A
o Kdyepa, kabioyévoug oy oxln evoc no-
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Tpomkn acBévera / Tropical Malady

beauty of reality. Because true beauty — just
like eros —will kill you.

The jungle of love

At the opposite end of the spectrum of a complex
cinematic hybrid made of fragmentary stories
filmed in the street and bursting with the eu-
phoria of its collective narration and experimental
construction, Apichatpong’s second feature film,
Blissfully Yours, surrenders to the ecstasy of the
utterly “simple” fictionalization — a minimalist,
linear, two-act narrative, the most compact and
cohesive in terms of time and space in the film-
maker's entire oeuvre, and three protagonists:
Roong, a young female assembly line worker,
her older friend Orn who is unhappy in her mar-
riage, and the Burmese illegal immigrant Min,
who is Roong’s lover but enjoys the protection
of both women. Min is suffering from a bad
case of psoriasis. The two young people and -
separately from them — Orn and her occasional
lover Tommy will escape from the city and the
daily grind of survival to a forest that is magically
lit by the sun. There, they will experience the

fleeting ecstasy of sex and closeness to nature.
As the day draws on, Orn, who has been left by
Tommy, will get back together with Roong and
Min, but, as we are told by the closing credits,
in the future their paths will part forever. That's
pretty much the story.

However, despite its narrative austerity, this
deeply nature-loving film, a distant relative of
Renoir’s A Day in the Country, does not fail to
astonish us with the mystery of its structural
and stylistic singularity. By deciding to place
the opening credits in the middle of the film,
on a favorite device of his, i.e. the long tracking
shots with which he films the young lovers'
journey into the woods (to the sound of a Thai
pop cover of Marcos Valle's classic bossa nova
“Samba de verao”), Apichatpong poses the
question that has been haunting this film since
its premiere at the 2002 Cannes Film Festival:
why do the opening credits appear 45 minutes
into the film? The answer simply refers us to
the same reasons that all his feature films -
with the exception of the last one, Uncle Boon-
mee Who Can Recall His Past Lives — adopt a

totally peculiar narrative duality, which is un-
derscored even further by their“deferred” cred-
its. Moreover, the pictorial system of the di-
rector’s three first films, which is already
discernible in Mysterious Object at Noon, often
resorts to the image’s interaction with intertitles
(o, alternatively, drawings in Blissfully Yours
and Tropical Malady) that fill in the omissions,
or rather signal the passage of the narrative
to another level of consciousness. The viewer’s
puzzlement at the unexpected appearance of
the credits is repeated even more pleasantly a
little later, when Min’s naive sketches appear
superimposed on the image, adding to the
canvas of the functional narrative fleeting
brush-strokes of the character’s childlike sen-
sibility, until then half-hidden by the existential
performance of the amateur actor. By the same
token, the sporadic intervention of Min's interior
monologue onto the soundtrack (also in the
film's second part), reveals shards of his sad
story, a story of uprooting, indigence and alien-
ation, which may be responsible for his un
named, incurable skin affliction
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Tayi00 kai oyebov «ayxakiaoyiévougs and 1a ka-
b1 Twv Sévipw 0TI v ywvieg Tov kdbpou
anokheler kGO Bpayikn Aemopépeia. Anorvé-
ovrag pia oyedov aneyvwopévn olkewbtna, n
fvwor] toug dev EexwpiCel kaBohou and to atd-
payo TEAETOUpYIKG TG pUONG nou e§eNiooeral
oAOyupa: 1o naryvidiopa tou fikiov péoa ané T
BAdatnon, toug fiyoug Twv {Owv Kai Twv ypoN-
M, v adidkom porj Tou motapod akpiBuG
0T péon Tou kabpou. AkGyia Kai To Mo npo-
KAnTIkd dyyiypa g Pouvyk oto méog Tou M,
nou §avagunvdel and T peraopyaopky vap-
KWwor 0€ ykpo mav oto TéAog TG Tawiac, ival
Jia eikva nepioodtepo napdgevn kai Niydtepo
epeBiomike), pia «kaptmootakikry» avagopd ot
gavraoparik unépPaon e (wypagikAg Tou
foudpyol. H ndovr} mou amekoviet e Tov mo
anpokaurro péno axedov e§arpiCerar, kaBug
10 PovIdl Try MEPIYaPAKVEL QvapEaa otn oKnvA
¢ Opy,  onoia vwpitepa, botepa and pia ayw-
viwdn nepimhavnon oto oo, &lye avakahpel
10 kpnogOyeto Tou (evyapiod kai unoxpewdei
an6  Pouvyk o'éva kaBaprrpio fdmmiopa ota
Vepd Tou ToTapoU, kai Tépa Aiyo mo Katw oty
0yBn oteyvavel piodyupvn, kanvilovrag kar kKhai-
yovrac yia T pova€id, m duotuyia kai Ti anc-
Aeteg TG Cwrig g, Mia napépiota BNipn motiCer
10 £ndpevo mhdvo ¢ Pouvyk mou, evi o nipd-
0wnd TG oxebov kokhde aTo koppi Tou My, Pi-
BupiCer amehmoyiéva 1o Gvopd Tou Aeg kai Tov
éxen 0 xdoe1, heq kat Toug ywpilouv émn guro,

0 eNeyeiakoq Tovog eviaybeTal akopa nepio-
00repo, kaBa n oxnvoBeaia e T peyahn idp-
kel ¢ Myne e§agpaviCel npara To xpovo ki
botepa v avBpmvn napouoia, nepviviag pe
Siaboyika cut o€ 0o unoPnika yevikd mhava
¢ pbong: éva mAdvo Tou oupavol —umoKelpe-
VK6 Tr\¢ Pouvyk;— o o fikiog akevel va dia-
NEAOEl 10 0OWEPQ KI DOTEPQ Jia YevIKr Anogn
~10 000pOUNO KaI KATW and Papid vépwon—
10U €Bvikol Spupiol dnou Siabpapiarileral To
Bedtepo pépoc g Tamiag, Merd and éva cut
010 nipdowno T Pouvyk riou yupiloviag komalel
@evyahéa Tov a€ova ¢ pnyavr, ol Tithol Téhoug
0¢ padpo @ovio ypdgouv Tov enikoyo TG 10T0-
piag, emPepaavoviag To oxotevd npoaioinua
¢ Niyo apyotepa anb auto 1o gurend did-
Aétpa TG npooéyyiong, 10 Enpwévo Ba xw-

ploet tou xapaxtpeg yia névra. Ki éror kheiver
auty ) anhobotarn, vatoupaNioTif 10topia
TPIGV TAMEVWY IPOOGINWN XapEVIY OTOV WKEQVD
¢ inapén, mov 1dwyévn yéoa ané tmy efar-
petikr evaioBnala Tou Anitoatnovyk kat kivr-
yartoypanévn o€ avrlarién e Ty exTuphaTIKA
0HOPQIG TOV QUOIKOD OKAVIKD TrY, peyeBiverar
otic dlaotdoei evo Boudiotikod atoyaopod yia
v napodikdtra kai Ty evaMa€ipdtnra nov
Kuepvolv 0ha Ta avBpwniva padyeva. 1oiai-
Tepa Ti avahapnég TG xapdc jéoa oto abidkono
okorddi g BNyng, T pevyakéa ékotaon Tou
¢pwra, autr v aloBron Tou peTewpiopiol K-
TI0U QVA|IEOQ OE Y1) KAl 0UPAvO.

H i61a pevyakéa ékotaon, oToixeiwpév and
10 gdvraoya ¢ anwheia, axtivoBokei and 1o
Hoipaio &bUANo Tou oTpaiwTn Kevyk Kai Tou
€napyiwTn epydrn o nayonoielo Tovyk oty mo
TIpoowNIKf} kat puyokivéuvn ané o fia ndvra bi-
Kd¢ aou, Tpomkrj aoBéveia. Avdyieoa ota dbo
U\ 01 GopIKEC QVTIOTOIiEG Kat OMTTIKES ojiol-
okataAn§iec eival 600 (0YUPEC WOTE To éva Ael-
Toupyei oav avteotpappévo eidwho Tov aMou.
Avtiyia v nhiohovotn, vwyehik oveipwén Tou
i mdvra dikdc 0ou, 0 OKOTEVGC, aYYWTIKOC EpIAN-
me g Tpomiri aobéveias. Avtiyia v avotnpr
€VOTITa TOU XWPOU Kai Tr) omoudr} Tou GuOIKaD
Xpdvou atnv npwrn Tawia, n ookAnpwTIKA e\-
emtikotna e agrynong ot dedtepn. Avti
Y10 TV QVIIKEIEVIKOTITa TIC KVAHaToypgnang
ToU €TepOQUAQU OEE, 1) UMOKEIHEVIKOTTA TNG
oknvoBeoiag Tou anehevBepwpiévou opogulo-
@ihikod moBou: éva adidkono maividi Tou BAEp-
patog nou npoonaBei dAote va napamavijoel
ki @More va anomavrioet To Beard. Etal, oty
apyf ¢ Tawviag, dtav n Tuyaia npoogyyion Twv
npwiaywviotav Sev éxel akdpa xkaBopiotei wg
EPWTIKT), 1 OOVIOpN Kal YEUATN EPWTIONO av-
TaMayr Bheppdrwv o' éva avoixto Aewpopeio
ouvdéer Tov Tovyk, To umoKeljievo ¢ agrynong,
€ pia Opopen ouvemBanda tou, A apéowg
Jeta, 1o ahnBivd avtikeipevo Tou méBou Tou, 0
Kevyk nou Bpioketar o' éva Sinhavd oxnua, nep-
vAE1 10 yépi Tou and Ty ndvw Akpn Tou kadpou
Kat maver Tov wyo Tou Towyk, Siakbovrag Ty
eudaioBnon. Alyo vwpitepa, ot 0ekdve Twv
Tithav, To naparetagévo BAéyya Tou awiypaTikd
yaoyehaotoo Kevyk kat' euBeiav ot kdyepa

Nepvder 10 0pio Tou gApt tou nBomoroi (Mndv-
hon Adyvoi) e To Beard, npooxakaviac tov o€
yia emivuvn Pokia otnv Gypia mhevpd ton
épwra.

To anatmia okbpmo fipdo pépoc T Tamdac,
1 anayopevpév oféon T uo véww pordle va
avaniooetar «quoiodoyid» péoa and pia yo-
Hoyehao kar avexTikf) enpaypatikbTTos Kot
va aneheftal yovo and Ty andaraon nou xuwpilz!
10 otpaténedo Tov exSnhwrixod Kevyx kan 10
onini 1ou ouveotahévou Tovy. O épwrac Twv
Suo véwv okopnilerar oo abidkono nnyawéla
Tou¢ avdyeoa o' éva iviepver kage, éva gavia-
Xtepd Maikd avayuxTripio; éva KTnviatpelo, évav
KIVIHATOYPAQO, EVa EUMIOPIXO KEVTPO Kar To Tia-
TpIK6 aypotdomioto Tou Tovyk, Trv Oxfin pag Ai-
pvng, éva &ikwvo atéyaotpo ato noubevd ki éva
1€p0 amihaio — Toug oTaBol iag aweyic ne-
pimkvnang iov aproypagel iav ewdva g
obyypovn Taikdvding xnou avayeoa ot ndk
Kai v UnaiBpo, Ty Kowotonia kat T} payeia.
Aewaivovaq  Baowd avrigaon avdyeoa omy
0TIk} Kal TV ypoTIKA EIKOvOYpagia e Toug
TOVOU TN PuToypagias Kar Toug EfaipeToic
puriopol, 0 Anitoammovyx ouvtovilgl T Kor-
VVIKTITa Kai Tr) Bepr aioBnon Tou Biwpévou
iou anonvéouv GAot ot ywpol TG Spdang e Ty
TpupEPOTITa Kal TO CuvaioBnpaTIoo Twv Mpw-
Taywviotav: «Otav oov édwoa T KaoéTa Twv
(lash &xaoa va oov dwow ka1 Ty kapdia pou»
g1 0 Kevy atov Towyk, agod mpwra tou éxel
{nrioer v deia va axouunroe 1o kepdM Tou
ota yovard Tou. lloio dpaye pmopei va evoyhnBel
ano wa oxéon (unepBohid {axapwyévn yia rok-
hoi), mov n mo Bpapn oty T ivar pia
naididoTixn kai Tautoypova {wadng ok dnov,
papid and xabe adidxpro BAéppa, ot fipweg,
P xwpioouv 0e kanoio pdyo, yAigowy 0 évag
10 yépt Tou ANou; Ziyoupa Gy 0 yuvaikes mou
QvaKaAJITTOUV T Tpaypiaikr) oo T, ayéong
TOUG; 00T 1) pntépa Tou Tovyk avidpd unepBo-
Aixa drav pioxe éva paBacdxi Tou Kevyk ato
avEAOV Tou Yi0u TG, OUTE 1) peorhixn yuvaika
iou BIaKOTEL TV Mo TPUQEPH OKAVH) ToUC KT
QN0 10 OTEYQOTPO KAt OIACE! va TOUC EpWTEDETAl
HE TV TP panid.

H avandvieyn ouvdvinon T yuvaikag e
TOUC EPQOTEC HETQUOPPWNEI TV aQAynon, Nep-
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Eykoopueg emeupiz('/ \{Vq'rldly Desires

.

Besides the originality of his mise-en-scéne,
Apichatpong’s self-referentiality creates yet an-
other mystery. For example, why does he decide,
in Blissfully Yours, to re-shoot a tragicomic scene
from Mysterious Object at Noon, in which an old
man who's hard of hearing goes to the doctor
and complains about his broken hearing aid and
his uncaring daughter? Is it just for his amuse-
ment that Apichatpong inserts this scene as a
moment of low-key comic reliefinto the lanquid
exposition of the dramatic situation which makes
up the first part of Blissfully Yours? Or is it be-
cause, with both his parents being doctors, the
beginning of his first color film is a representation
of his memory of their office in every detail -
from the oddball patients to the bright green
curtain that separated the office from the ex-
amination room? Even more radically, there is a
screenplay device that links Blissfully Yours and
Tropical Malady, two films which deal with the
same thematic triad — love-illness-jungle —
and balance on the same stylistic razor’s edge
between the poetic documentary and anthro-
pological fiction. At the start of Tropical Malady,

asmall group of soldiers discovers the corpse of
Omn'’s lover Tommy, who, in the second part of
Blissfully Yours had disappeared from the story
into the menacing, off-screen jungle. Only a hint
on the soundtrack, the distant sound of qunshot
mixed with the tranquil sounds of the tropical
forestimplied that Tommy may have been killed
by robbers who, also off screen, stole his moped.
Anditis no accident that Tommy’s disappearance
takes place shortly after one of the most im-
portant — according to Apichatpong — se-
quences of the film: the sex scene between Orn
and Tommy, filmed in a steady long shot, the
borderline brutality of which is barely softened
by an intercut, poetical low-angle shot of the
rays of the sun tumbling from the sky through
the lush foliage onto the bodies of the lovers
just before the moment of climax

This risky flirtation with the harshness of
porn emphasizes even more the tenderness with
which the director handles the equally daring
sex scenes between Roong and Min. Using a
steady long take from a discreet high-angle shot,
he films Roong offering her lover oral intercourse,

since his skin disease makes any other kind of
physical contact between them painful. The del-
icacy of the tableau, with the lovers, their backs
to the camera, sitting on the bank of a river and
practically "embraced” by the tree branches at
the upper corners of the frame, precludes any
dirty detail. Evoking an almost desperate inti-
macy, their union blends in with nature’s rites
unfolding serenely around them: the sun peeking
through the leaves, the sounds of animals and
rickets, the ceaseless flow of the river though
the center of the frame. Even the close up at the
end of the film of Roong suggestively touching
Min’s penis, awakening it from its post-orgasmic
stupor, is an image that’s strange rather than
arousing — a postcard-type reference to the
ghostly transcendence of Warhol's paintings. The
camal pleasure so overtly depicted almost melts
into thin air, with the editing placing it between
two scenes of O, who, earlier on, after wan-
dering desperately through the forest, had come
upon the couple's hideaway and had been forced
by Roong to wash herself of her sins in the river,
and who is now lying half naked a little further
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vavrag 1o kabnpepivo popdviCo Toug and Ty
oAy o ave€fyntou. Apxikd ny yuvaika To0g
dinyetral yia evavayvworn napaPod yia Ty
avBpamvn amhnotia e fipwa kdnoto Povbiotr
Jovayd ov, eva éxave oboioug 6o QTwyolG
ayparec, otepa, PAénoviag v nheovegia Toug,
ToUG eykatéenpe ot piépia Toug, 2knvobetn-
Jiévo pe Aakwvikij moinon avra€ia tov Miowvi-
ouEN, To napapudi napeppaMerat ot oknvi) e
1 ibia dveon e Ty onoia apBpwvovtal Ta
£1€100610 Tr; akataoyerng oubhoyikr¢ agrynong
010 Muomnpiadec aviiKelevo To peanuépt. £1o
Téhog Tou, 1} yuvaika, mou epyacerar wg avlo-
A € vad, odnyei tov Tovyk kai Tov Kewyk va
TIPOOKUV|00UV T0 OTONGHEVO He MOAGXpwHa KpI-
oTouyewidTika Aapniovia dyahya tov Bouda oto
BaBoc evog payikod ommAaiov. avaBhénoviag
0fjpepa TV Tawvia, 10 HETAQUOIKO piyog auTrg
¢ uroBArikriG oknviiG poidletva mpootwviletal
10 oKotewo Tonio g BoubioTikig eoxatohoyiag
6o dladpapariCerar o tehevtaio piky Tou Ani-
toamnovyk, 0 Beloc Mrodvui Buudrar Tic mpo-
Iyoujéves (wéc Tou, agol o' éva napopolo oni-
Aato 0 mpwraywvioTr¢ nepvdel ané auto Tov
Koopo otov dhho. Byaivovtag ané v katabuon
070 {UOTAPIO, 1) AYAYNON EMOTPEPEL 0T pea-
Aok emgaveid g n yvaika ywpiler toug
buo véoug oty abehgr g (nov enlong Toug
OAEpTapEL, TOU KEPVAE! QVAYUKTIK, TOUG MpO-
Teivetva kanvioowv xopto) kat padi g Toug ov-
vobeel 0’ éva KovTIvO Eunopikd Kévtpo. XTo
TEA0G TG pépac, ot paoTéq yupiCouv o évag oTo
oniti Tou kat 0 GAog oto oTpatémedo, Kai )
TAVa AnOYEIOVETAI 0TV €KOTAON HiaG VUXTEPL-
vi|G oexave 0Ao kivron ka1 puwroyuoia. H eupopia
Twv peydhwv TpdBehvyk nou Tr) ouvBEtowy —
BupiCoviac Tov Xou Xoido-yoiév Tov Goodbye
South, Goodbye- yieyahivel QKOyN NEPIO0OTEPD
otav o Anfroamnovyx, o€ piav enibein oxnvo-
Bennc epevpenikotntac, nepvder kat' eveiav
and 1 vuytepivr diadpopn Tou Tovyk oty npe-
prioia Biabpopr Tou Kevyk, nou otpipwypévo
padl pe Toug OLOTPATILTES Tou OTNY Kapdtoa
&voc kapioviod Ta€ideve o' évav aypotikd Spojo.

OAn qurr) 1 pevoTouTa e knpaToypagn-
ong, 1 abidxonn kivion ¢ dunkic () pahhov
Tputhrl¢) biabpopic katakyel oty mo kpiown
01don TG agrynon — kY pia ok e€aipe-

TIKfG oknvoBeikric evpuiac, Le otaepo, yevik
m\dvo Tou dwyiatiov Tou, 0 Tovyk §unvael, kot
1aCer €6w and 1o napdupo ki avaonkdveral
apya ané 1o kpefari. Cut o éva koviivo nhdvo
riapaxohotBnong Tou Kevyk (mhdmn) kaBag pa-
yver kanotov (1 kdn) ot kaBiotixo Tou ibiov €o-
Awou onrriod — 6w unopialOpaote drav avol-
Vel 10 Kabpo. Emotpépoupie 010 apyikd mhdvo
Tou dwpariov, pévo mou Tpa o Tovyk eivar
apavrog kar and Ta de€id Tov kabpou pnaivel o
Kevy, kdBetat oo kpedui, yaibedel to anot-
MIWHA TOU OGHATOG Tou €pactr) Tou eva, off ,
and 1o napdBupo, akodyie kanoioug va oulrrodv
yia pia Tepdotia Tiypn mov T vbyTa kataona-
pdet ta (wa v ywpikav. 0 Kevyk Eeulicel
éva Ahnoup e nakiég pwtoypagies Tou Tovyk
, TIov Ti¢ BAEOUpE 0€ UMOKEIEVIKA Ykpo Mhav.
=agvika, oy Tpitn akhayr g oehidag, To iy
Kaiyeral kai 1) eixova ofrvel o padpo yia piav
alwviotnra oyedov 15 deutepohémuwv. Madimg,
1 agrynon potaletva PubiCerar oe nvawon kai
va avaolpel and ta aouveidnta padn g pav
(Mn agriynon: éva bedTepo pépog g lotopiag,
Tavtoypova ave€aptmto alhd ki andhuta oup-
TANPWHATIKG TOU TipWTO, He TiTAo «To povondtt
€V0C TIVEDpaTog.

[equpdvovrag Ta puBiotoprAuata tou Noi
Ivravov' pe v autooyédia (otopia Twv nrTaipi-
Kadwv yia iia pdyicoa-tiypn oto Muotnpicidec
QVTIKE[uEvo To peanuépl, 1 kavolpyla agriynon
anehevBepaver Tov épwra Tou Kevyk kat Tov
Towyk ot aypiétnta: otnv aNAnyopiks Tomio-
ypagia piag nukvi kar aneihnixig {odykhac
onoia oo Se0Tepo pépog yiveral To anokheloTikd
oknviko g Spdong. X' autr) v ik outonia
iou ouvtiBerai ané nukvr) BAdotnon, aioBopa
napdora ki anetnTikd pouykpnrd, Bnpia nov
a@ivouv Ta yvdpia Toug oto ¢5agog Kai Toug
kopyoi, 8évrpa nou Bydouv napagevoug ixoug
1) pwriCoviar payikd and oprvn nuyohapnidawy,
évav TAEnaBnTikd unaynouivo Kai 10 Puoo-
piCov nvedya piag ayekddag nou avadierar ano
T0 KOUQAPI TNG, O OUVEOTAAUEVOC Kl YapOYE-
haotdq Tovyk «peTepuy@verar o' éva yopvo,
TIEMOOEVO KOI JOvaYIKD @aVIaoyo, Taydeuév
010 0WH pag peyahonpenng Tiypr ki 0 aiyou-
pog ki exdAwTIKOS Kevyk aTov kuviyo, 10 0ov-
Tpogo kai 11) Aeia Tou. Kivnpatoypaguviag Ty

apyf kai obuvnpr| touc oxéon ' éva oTu xénov
avdyeoa oy apyaikotia Tou fubod ovepd
Kai 10 goviepvioyd 100 peralaypévou vioki-
aviép o Quowoi xpovou 10u fia ndvra bird
0ou, 0 Anftoatnovyk Ty obnyei oty andheia
Tov eautod, T Buoia kai v avBpunogayia. To
Tehikd champ contre champ, pia povixr) aviak-
hayt| Bhepyidraov avpeoa oty emBhrri tiypn
Kai TOv TPOHOKPATAEVO OTPATIGIT, PeTapé-
metal and T e§aipenikd mukvi nyrTik pndvia,
niou upaivet fiyoug ¢ Codykha, nhexTpovikoi
BopuBoug Kar eowrepikolc povoAdyoug, o” éva
ouvtpimrikd gvae: éva e€xooyo Siguvo dopa
qopdTwv nov uyvel v amdhutn napddoon atov
(Mo, v TéNeia woywon avdpeoa tov dvBpwno
kat 1o {&o. «KdBe orayova and 1o aiyia pou Tpa-
youddei To Tpayoudi pag / éva tpayoldi evtuyiag
/ va 1o / unopeic va 1o akoloeig» Mg off, o
otpaniwmg, v 1o povrad éver to Saxpuopévo
TOMio Tou MPCEwINU Tou e Tpia mAdva Tou aépa
110U Quodel iéoa and TIC KOPPEC Twv Bévipwv
010 Aukauyéc uag vitac eéadwong.

H appwona ¢ gdppac

Me e€aipean mv lepiméteia m¢ Aipov [loder Tou
2003, pia mapwdia Twv KopIKG ka1 Tou oNTwoug
KIVaToypag(xod oipial tinou hvuidva T{douvg
Kai Zodneppav nou anotekei T povadixr and-
ieipa Tou Anitoammiovyk va okrvoBetrioe: «ifoc»
~f ydMov éva avépieha oM ka OXETIKG KaAd-
YOUOTO |i€iy}ia NEPTETEIQC, OIKOYEVEIQKOD -
hodpdparog kai poodikal— GAC ot Tawieg Tou
Siaouvdéovtar y'éva dikTuo ava@opiv, potiuv
ka1 avapvrioewv. Ki €rol, napom Beparixa 1o Ziv-
Spoua K1 évac auvag kar ) Tpomusj aoBéveia
poiaouv va épyoviar and Ao mhavi, 10 gw-
TEVO KOt MEPITENVO AEUKWLA» QMO NIPAYMATIKEC
) EMVONUEVEC OIKOYEVEIQKES QVapVIACEIS Tou
patov Gy ouvdéetar pe TV Tpayw] vixta
¢ oHo@UAGQUNG ux'ig Tou Sedrepou o¢ pia
napagevn, oiyoupa Oy Tuxaia, aMnhouyia. To
evapxrpio mAavo Tou Jivdpaga ki évag aiva,
jia yahvia ki Eiaotikr) o0vEeon onou e govio
Tov 0AOQWTO 0UPav Eva UMEPOXO BévTpo Aikvi-
Cean o npwive) adpa, €ivar oav va avafel
axpiBuC exei mov éxel ofnoel n kataAnKukA &-
Kova ¢ Tponiric aoéveiag. H ehagpada kai n
Qurenorna tou IAdvou diayéoviai o€ oAokApn

20 Anitoamnovyk Bipaserrdkouv [ 510 Aigbvéc Oeotial Kivnuatoypagou Oeooaovikng




down the riverbank, waiting to dry off, smoking
and crying over her loneliness, her misery and
all she has lostin life. A similar sorrow permeates
the next shot of Roong, who, with her face al-
most stuck to Min's body, despairingly whispers
his name as if she has already lost him, as if
they're already light years apart.

The elegiac tone is reinforced even further,
as the long duration of the take eliminates first
time and then the human presence, moving
with successive cuts to two imposing general
shots of nature: a shot of the sky — from RoongSs
point of view? — with the sun struggling to
break through the clouds, and then a general
shot — at twilight and under heavy clouds — of
the national forest where the second part of the
film takes place. After a cut to RoongS face in
which she turns and looks fleetingly at the cam-
era axis, the closing credits against a black back-
ground write the film’s epilogue, confirming its
ominous presentiment: shortly after this shining
interlude of closeness, destiny will separate the
film's characters forever. And that is the end of
this simple, naturalistic story of three humble
characters lost in the ocean of existence which,
seen through Apichatpong’s extraordinary sen-
sitivity and filmed in counterpoint to the blinding
beauty of its natural setting, takes on the di-
mensions of a Buddhist meditation on the tran-
sience and alternation that govern all human
phenomena; especially the flickers of joy within
the unending darkness of sorrow, the fleeting
ecstasy of love, this sensation of hovering some-
where between the earth and the sky.

It is this same fleeting ecstasy, haunted by
the ghost of loss, that radiates from the ill-fated
romance between Keng, a soldier, and Tong, a
provincial worker at an ice factory, in Tropical
Malady, a film both more personal and more
risky than Blissfully Yours. The structural corre-
spondences and the visual rhymes between the
two films are so powerful, that each one func-
tions as the inverted image of the other. Instead
of the sun drenched, lanquid wet dream of Biss-
fully Yours — the dark, stressful nightmare of
Tropical Malady. Instead of the strict cohesiveness
of space and the study of natural time in the
first film — the complete ellipsis of the narrative

in the second one. Instead of the objectivity of
the filming of heterosexual intercourse — the
subjectivity of the mise-en-scéne of liberated
homosexual lust: an endless game of the gaze,
as it tries to deceive and, alternately, to seduce
the viewer. Thus, at the beginning of the film,
when the chance encounter between the two
protagonists has not yet been defined as sexual,
a brief and highly erotic exchange of glances on
an open bus links Tong, the subject of the nar-
rative, to an attractive female fellow passenger,
but immediately afterwards, the real object of
Tong’s desire, Keng, who's riding in another ve-
hicle that drives up next to the bus, reaches out
into the top of the frame and touches Tong’s
shoulder, effectively dispelling the illusion. A
little earfier, during the opening credits sequence,
the steady gaze of the enigmatically smiling
Keng straight at the camera had overstepped
the bounds of actor-viewer flirtation, as set by
the rules of the film narrative, inviting the viewer
on a precarious walk on the wild side.

In the deceptively scattered first part of the
film, the forbidden relationship between the
two young men seems to develop “naturally’,
through a smiling, tolerant “reality’, threatened
only by the distance that separates the army
camp of the outgoing Keng from the house of
the reserved Tong. Their love is diffused among
theirincessant comings and goings between an
internet café, a garish karaoke bar, a veterinary
clinic, a movie theater, a shopping mall, Tong’s
family's farmhouse, the shores of a lake, a
wooden lean-to in the middle of nowhere, and
asacred cave — the stops along a constant pere-
grination, charting a picture of modern-day
Thailand, somewhere between the city and the
countryside; between banality and magic. By
blunting the main contradiction between urban
and rural iconography with the tones of the cin-
ematography and the exceptional lighting,
Apichatpong coordinates the sociability and
cozy, lived-in feel evoked by all these action lo-
cations with the tenderness and sentimentality
of the protagonists: “When | gave you the Clash
tape, | forgot to give you my heart,” Keng tells
Tong, after first asking for permission to lay his
head on his lap.Who could possibly be offended

by a (overly saccharine in many people’s opinion)
relationship, the dirtiest moment of which is a
childish yet at the same time animal-like scene
where, in a street away from prying eyes and
just before parting company, the heroes lick
each other's hand? Certainly not the women
who discover the true nature of their relationship:
neither does Tong's mother overreact when she
finds a love note from Keng in her son’s pants
pocket, nor does the middle aged woman who
interrupts their most tender scene under the
lean-to—in fact, she appears to fallin love with
them at first sight.

The unexpected meeting between the
woman and the lovers transforms the narrative,
ushering their ordinary romance through the
gate of the unexplained. At first, the woman
tells them an intelligible parable about human
greed, in which a Buddhist monk turns two poor
farmers into wealthy men, but then, when he
sees their avarice, he abandons them to their
misery. Directed with a laconic poetry worthy
of Buriuel, the fairytale s inserted into the scene
with the same ease with which the episodes of
the insuppressible collective narrative are artic-
ulated in Mysterious Object at Noon. At the end,
the woman, who works as a flower seller at a
temple, leads Tong and Keng to pray at a statue
of Buddha covered in colorful Christmas lights
deep inside a magical cave. Watching the film
again today, the metaphysical shudder of this
evocative scene appears to foreshadow the dark
landscape of Buddhist eschatology that provides
the setting for Apichatpong’s latest film, Undle
Boonmee Whao Can Recall His Past Lives, since it
is in a similar cave that the protagonist passes
from this world to the next. Exiting from its sub-
mersion into the mystery, the narrative returns
to its realistic surface: the woman introduces
the two young men to her sister (who also flirts
with them, treats them to soft drinks, invites
them to smoke weed) and together they all go
to a nearby shopping mall. At the end of the
day, Tong returns home and Keng to camp, and
the film takes off into the ecstasy of a night se-
quence filled with movement and illumination.
The euphoria of the long tracking shots that
compose it — reminiscent of Hou Hsiao-hsien's
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TNV 10T0pia TV ylaTpdv yoviwy Tou Anitoart-
MIOVYK TNV omoia o dnpioupy6c mpooroleita ot
 dinyeirar, G unekelyer, auvBéoviag ot
Béon g éva ovelpikd Kivnparoypagikd dokipio
iov BupiCer v aioBnmike Tou Todt Mivyk Aawyk.
AkOpa neploodTEPo and TV OMTIKr avTioTolyia,
o1 atpikol 6pot oToug ayyAikoug Tithoug Twv dlo
Tamiv Ti¢ ouvbéou oty ibia npoPAnparikr
¢ appworiac, aMd moiag appworiag; Elvai n
yuBomhaoia ¢ Tpomkrs aoBéveiac ia yieta-
gopa yia 1o AIDS, onw¢ noMol T Bewpoiv
eneidr o1 fpwéc T elvar opogurdgior; H pr-
NG, AQO0 NPOKEITQI YIa TNV UIAVIKTIKT TEXVI)
10U AnitoatnovyK, npénet va PAGHE yia Ty «ap-
pwotia Tou épwra» nou hoyiCer Tic kapbiéq Twv
NPOWY Kai Twv dUo TaMIGY,;

Napadota, oro Zivdpoya ki évac aidva, 1o
onoio e€ghiooetal oyedov anokAeloTika 0€ vooo
KOJeia, 1) appwotia anwoeita Aev deiyveral 1oo
tpopaxTike 600 010 0 Geloc Mnodvui Buydral Tig
TPONYOULIEVE (wéc Tou (Onov 0 NPWIAYWVIOTNC,
NEPIKUKAWEVOC QMO TIVELHATA Kl pavTaopaTa
NEVQIVEL QMO VEQPPIKT) QVENQPKEIQ)- KI OTAV N
poveialeTal, TiC NEPIOOOTEPEC POPEC yivetal
QQOPUN Y10 KWHIKT) QvaKOL@ION) T} EJUEDD KO
vvIKO 0xOMo. Fvag YEPOC POLOIOTTC pOVaxOC
Nov (0w RAOYEI QRO OLPIQ, NAPAROVIETAI 0TO

YIATPO TOL OTI PAENEL EQIQATEC J1€ KOTONOUAQ KO

Taudypova Tov méCer va Tou ypapel mapavoa
ita ouvtayr yia kdmolov aXko (6mwe n Opv oty
npwn oknvA Tou /ia mdvra dikdg oou mpoonalei
va anoondcel and t yiatpd g éva napdruno
motonoinikd uyeiac yia tov Mwv). Aiyo apydtepa,
0 a\o¢ Boudiorric povayog g Tawviag, o veapdg
Yakvtd (0 nBonoiog-gerly Tou oknvoBém, Lakvid
Kaoupnotavt) nnyaivel va oppayioet 10 dovii
TOU KI UMOYéVE! OTWIKG pia kavipt pmakdvia ou
0 odovroyiatpéc-Tpayoudiotrc Tol Tpayoudael,
@Aeprapovtac Tov e Ty kahoouvdtn aBpdtnia
TWV MPWTayWVIoTWY T Tpomkric aoBéveiag
Agrvovtag katd pépog v TAeomiki katd
XPNOM TWV YIQTPWY KAl TOU 00MEVS TN MPaKTIKIig
T0UG, 10 J0vdpoua ki évac aidvac Nemoupyel we
QQNPNEVOC KIVLATOYPAPIKAE OTOXAOOC Yia T
Celyn wv aviBétwy (apoevikd/Bnhuko, enay-
yEAaTIopo¢/epwriopg, emotiun/Sodaoia, vo
onyla/iaon, oupBatiki pappaxeutikr/Bovdiotixi
Botavohoyia) nou ouykpodovral kai ouppicvou
ora krripia dbo voookopeiwv. Mo oupeTpik and
noté, 1 duadur dopr g Taviag apbpaver oto
CYUVOIKELD» NIPWTO LEPOC TIIC (HE MPWTaYWVIOTRIA
v T¢1) éva long didpkeing «avpikon» dettepo
(e mpwraywwviorr Tov Novyk) kai 1a ouvdéel pie
10 HQYIKO OUOTA{A TWV QVTIOTOI(IWV KAl TWV Qv
TavaKkAQOEWV T0 0Moio EEQ0QANICE Tr) OUVOXT OTIC

QouvexeiC pubonkaoieC Tou Anitoatnovyk. Kai 1a
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L < RIS T,

boo iépn Eexavolv e v idia oxnw], piapopévn
OTQTIKG eV K1 and T idia Yeutovioxipaviepio
andoraon, ak\a and SlapopeTixéc BéoeiC pnyavic
ka6 popd: 0 véog ayatoAdyoc Novyk, mou ok
éye1 anohuBei and To otpard, Siver cuvévieus om
yiatpé Téi, my unedBuv yia Ti npockpei ev
ENapyIaxol VoooKojeiou (0To mpwto époc) K
&vo aomkod (oo dedTepo). Opwg axdpa ki autr
1 otoieidng Spayatoupyr ouwvbirkn anode

KvUETal AAAOC évag MepImAoKog ypipog e Aok
«Anitoanovyk». H ouvévieudn yiverar mat atov

anekmopéva epwreupévo pe v Tér veapd Toa
KQI, VQavovTac TiC QvapvnoEI Twv yoviwv Tou
OKnvoBéTr and T npaypaTiki NPT cuvdvinon
TOUC 1€ TNV ENQyYEALIQTIKT) EPNEIpia TG EpaOiTE
Xviooag Bomoioy mou Epunveve! T yiatpo, &€&
Noogtal oav ooupeahioTikd YuyoAoyiko teot. Meta
Qo QUTT) TNV KOIVI Kt 0TQ OUO LEPN aQEPia, N
a@nynan, 1000 QUYOKEVTPN MO MOAAQI T DEwW-
POUV HIQ IMPECIOVIOTIKT) QAVTIOQ MOITIKWY OKT

VWV, OLQOTIATQL O€ OTIYHEC QO TIC CUVAVITOEL Twv
YIATPWV L€ QODEVEIC N OEUTEPELOVTA MPOOWNQ.

WONOU QNOKPUOTAAMWVETQ! 0 £va yaItavaxi @

CONUATIKWY MEPUIETEINV. 2TO NPWTO PEPOC

QNOKPOUE! TV NQEIAOLIEVN ECOOAOYNON TOU |0a
QNOKQAUNTOVTAC TOU TF) QUUMQEEIR TNE NPOC TOV
avbonwAn Noug, Mo Opws evOiapEpeTal yia ka

MOWGV QAAN 1Uy\lr\)\w\d ECEAIOOETAL N QIAKPITIXA
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Goodbye South, Goodbye — increases even more
when Apichatpong, in a show of directorial in-
ventiveness, moves straight from Tong’s nocturnal
passage to Keng’s daytime one, squeezed to-
gether with his fellow soldiers in the back of a
truck rumbling along a country road.

Allthis fluidity of filming, the incessant move-
ment of this double (or rather triple) journey,
ends up at the most critical stop of the narrative
—yetanother scene of directorial genius. During
a steady, general shot of his bedroom, Tong
wakes up, looks outside the window and slowly
gets out of bed. Cut to a close up of Keng, with
his back to the camera, as he is searching for
someone (or something) in the living room of
the same wooden house —as we are led to sus-
pect as the shot widens. We return to the initial
shot of the bedroom, only now Tong is nowhere
to be seen. Keng enters from the right side of
the frame, sits on the bed and caresses the im-
print of his lover’s body while, off screen, people
are heard through the window talking about a
huge tiger that has been killing the villagers'
animals at night. Keng leafs through an album
of old photos of Tong, which we see in subjective
close ups. Suddeny,at the third tum of the page,
the film burns and the image fades to black for
an eternity of almost 15 seconds. Along withit,
the narrative seems to fall into a trance and to
dredge up from its depths another narrative: the
second part of the story, independent of yet at
the same time entirely complementary to the
first one, entitled “The path of a spirit".

By bridging Noi Inthanon's' novels with the
improvised story of the children about a Tigress
Witch in Mysterious Object at Noon, the new
narrative sets Keng and Tong’s love free into the
wild, i.e. the allegorical landscape of a dense
and menacing jungle which, i the second part,
becomes the exclusive setting for the action. In
this poetic utopia consisting of thick vegetation,
blood-thirsty parasites and ominous growls,
wild beasts that leave their traces on the ground
and on the tree barks, trees that emit strange
sounds or are magically illuminated by swarms
of fireflies, a telepathic baboon and the luminous
spirit of a cow rising from its corpse, the shy
and smiling Tong is “reincarnated” into a naked,

hungry and solitary ghost, trapped in the body
ofa majestic tiger, while the confident and out-
going Keng becomes its hunter, its mate and its
prey. By filming their slow and painful relation-
shipina style somewhere between the archaism
of silent cinema and the modernism of the mu-
tated documentary, and in real time, like Blissfully
Yours, Apichatpong leads it to a loss of self, to
sacrifice and cannibalism. The final shot-coun-
tershot, a deadly exchange of looks between
the imposing tiger and the terrified soldier, is
transformed by the extremely dense soundtrack
— which interweaves jungle sounds, electronic
noises and interior monologues — into a crushing
finale: an otherwordly, two-voiced Song of
Songs, extolling absolute surrender to the other,
the perfect osmosis between man and beast.
“Every drop of my blood sings our song / a song
of happiness / there it s / can you hearit?" says
the soldier off screen, while the editing links
the tear streaked landscape of his face to three
shots of the wind blowing through the tree tops
against the dawn after a night of disembodi-
ment.

Theillness of the form

With the exception of The Adventure of Iron Pussy
in 2003, a tongue in cheek take on comic strips
and the Indiana Jones and Superman-type pulp
movie series which s Apichatpong’s sole attempt
todirecta genre film — or rather alight-heartedly
pop and relatively tasteful mix of adventure,
family melodrama and musical — all his other
films are interconnected through a network of
references, motifs and memories. And so, despite
the fact that, in terms of their subject matter,
Syndromes and a Century and Tropical Malady
appear to come from different planets, the bright
and intricate“album”of real or fabricated family
memories of the first film is linked to the tragic
night of the homosexual soul of the secondin a
strange, and certainly not unintended, sequence.
The opening shot of Syndromes and a Century,
atranquil pictorial composition in which, against
the background of a shining sky, a beautiful tree
sways in the morning breeze, seems to come
on precisely where the closing scene of Tropical
Malady was turned off. The weightlessness and

lucidity of the shot are diffused throughout the
story of Apichatpong's doctor parents. The di-
rector pretends to be telling the tale, butin fact
he prevaricates, replacing it with a dreamlike
film essay that brings to mind the aesthetics of
Tsai Ming-liang. Even more than the visual cor-
respondences, the medical terms in the English
titles of both films bring them together under
the topic of illness, but which illness? Is Tropical
Malady a metaphor for AIDS, as many seem to
think because its heroes are homosexual? Or
could it be that, since this is Apichatpong’s allu-
sive art, we should be talking about the “illness
of love” that fires the hearts of the heroes in
both films?

0ddly enough, in Syndromes and a Century,
which s set almost entirely in hospitals, the ill-
nessis suppressed. Itisn't shown to be as daunt-
ing asin Uncle Boonmee Who Can Recall His Past
Lives (in which the protagonist, surrounded by
spirits and ghosts, dies of kidney failure), and
when it does appear, it functions mostly as comic
relief or as an indirect social commentary. An
elderly Buddhist monk, who s perhaps suffering
from raised urea, complains to his doctor of hav-
ing nightmares of chickens and at the same time
pressures him to write a prescription for someone
else (just ike in the first scene of Blissfully Yours,
in which Orn tries to get the doctor to issue a
health certificate for Min). Shortly thereafter,
the film's other Buddhist monk, Sakda (the di-
rector’s actor/fetish, Sakda Kaewbuadee) goes
tohave a tooth filled and has to stoically endure
a country music ballad that the dentist sings to
him, flirting with him with the kindhearted gen-
tleness of the protagonists of Tropical Malady.

Putting aside television’s overuse of doctors
and the suspense of their practice, Syndromes
and a Century functions as an abstract film med-
itation on the pairs of opposites (male/female,
professionalism/eroticism, science/belief, dis-
ease/cure, conventional medication/Buddhist
herbs), which clash and coexist in the two hos-
pital buildings. More symmetrical than ever, the
dual structure of the film articulates in its “female”
first part (starring Tei) a “male” second part of
the same duration (starring Nohng), which it
connects through the magical system of corre-
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epwrik(;) giNia Tov obovioyiatpo Kai Tpayow-
diorr) Mhe e Tov Boudiorr) povayd 2kvra, f orola
KOPUQVETAI OTO EKOTATIKG VUXTEPIVO DElTEPO
Jii00 ToU IpATO PEpOU i Tov Eagviko, avedfi-
Y710 YwpIoy6 Toug, & éva Adiko mavnylpt é§w and
10 HovaoTipi Kovrd 0o voookopeio, o Mhe Tpa-
youddel pia prakavia yia To GuIEVd xapioyeNo
10U €pWTA TO KI apéow perd Oivel T Béon Tou
otov kifapiora tou mou nayve yia Nyo 10 ypovo
T aQIyNong, YONTEDOVTOG He jia VuXTepvi} po-
iGv(a ToUG AKPOQTEC TOU, TOUG NIEPATTIKOU OTOUG
YUpuw Bpdjouc kai Toug aBAodyevoug oTic ahdveg
hiyo mo yakpid. Yorepa o MAe ouvavide Tov £6-
KvIa, 0 onolog, anv and T yioptr, dev dkouoe
nioté v Tpayoudiopévn e§opoNdynor} Tou, Tou
xapiCerto (D Tou katTov pwtdel av &lvat n petev-
0dpkwon Tou vekpol adehpol Tou. 0 Ldkvia To
apveftal, Myovrag ot oty mponyoUpevn (wr 1o
frav Ghoyo K1 6Tav Kamoiog exTog kapou Tov puw-
vade, yaverat péoa oto oxotddl g voyac, Ako-
houBivra Tov, 0 Mhe kataljyer pévog o1o odov-
Tiatpeio Tou K exel akpipag To povidd anbropa
avadimhavel T agriynon om apyikr) ouvévieuén
Tou yiatpod Novyk omn Té1.

AyOtepo oTaTiko kat oikelo, ywpic o mpdoivo
rephoudio Tou Bvnatyevoic eibukhiov g T e
1ov Nouv Kat Twv «BoukoNik@v» ouvavtroedv
G He v unnpépid Tov NaTZw, To «avbpixdn
épog T Tawviac enavakapBave, napaldoaov-
10¢ T0, Hepika potiBa and To «yuvaikeio» mpiv
ouykevipwBel oy kdBodo Tou yiatpod Novyk
an6 Toug nhiGACVOTOUG Ndviw 0POPOUS ToU Vo-
00KOJIEIOU, 0TO QMOOTEIPWIEVO OKNVIKO TOU UMo-
yeiou Tou, nov of TexvrTol uwriopioi To Seivouv
ax6pa mio nayepo. Exel, o€ pia and Tig mo Tpu-
@epéq onyuéc i agriynong, o Novy Ba ouvay-
Trioet Tov O, évav veapd 0 onoiog avappavel
apyd and bhnnpiaon ané povoteidio Tou dv-
Bpaxa kai B oulrrroe padi ou yia 1o aBéBaio
UéNov kai Ti mponyodpeves {wé Tou. Alyo ap-
yotepa, o'éva anopoviopévo dwydtio, Ba ouvav-
Tfjoel 1 peorihixn yiatpo Oudv riov, yia va xaha-
phoet npw Byer oy TAEONTIKA exmownr T,
EeBaBer éva pnoukdl ovioki and éva Tegvto
iob, mivel éva noTnpdki kal petd npoonalel pd-
1010 va Bepanevoe Tov O evepyeiaxd, Baloviag
10 Y€1 T 010 T0aKpa Tou Kegakiod Tou. Miow
010 ypageio 1o, 0 Novyk EpWIOTpORE! pe TV

konéha tou TC61 pnpootd oto napdBupo, eviy
autr npoorafel va tov neloe va tr axohoubrioer
0T QOUTOUpIOTIKS) NOA 60w MPOKErTal va pie-
TareBel and v exaipla g, Opw exeivog b pai-
vetaiva evBovordCerar. Auto eivaiomov; Yotepa
ano pia baibahidn napdxapn, n agrynon ota-
Jatder o€ Ao éva adié§odo b0Mio; H npo-
KANiKf} koplgwon ¢ aknvic, Toykpo mhav g
otlong péoa and 1o naviehovi 1ou Novyk to uro-
voel, agod pia avrioTonyn Kat mo anokahumTiki
€IKOVQ IPOLIAVUE TO XWPIOO TWV EPAOTAY 0TO
1ého Tou fia ndvra dikd¢ oov. Kai n oknvoBeoia
10 émPepaiwver agov, eykataheinoviag Ta npé-
owna, apyiCet i apnpnpévn onoudr ¢ apy-
TeKToVIKIG ToU ddelov voookopieiou, pia oeipa
an6 apyd tpdBeNvyk ndvw o' éva okotewvo, nhe-
Ktpoviko soundtrack. Z¢ pia anenriki] aiflouoa,
yeudmn pnyavijpara ki ave€rynrec avaBupidoeic,
1o Teheutaio TpaBeAyK akiviTomoleita mpoata
an6 1o xaivov atpio evog peyahou owva, an’
6mov o kanvdg kat padi ohokAnpn  Tawia yavetal
oto Tinota. O ekotatikog enhoyog ot ypappn
Tou Muamnpicidous aviikeyévou To peonuépr ane-
AeuBepavel To BAéppa Tou Kivnpatoypagiotr) o'
évav 00vtopo Upvo ¢ Kabaprg kivong, T kot
voTonng oplolopopgiac, TG opop@idg g kabn-
pepwiig Cwric mov ouvexilerar oav maiyvidl €§w
and 1o voooxopeio kai tr) puBonacia. To Teheu-
Taio o1aBepd yevixo mhvo TG Tawiag, onou pia
unaifipia 16én aepoPikric yuyvaakric yoponnddel
0¢ nhextpovikol puBluoic, 6a pmopodoe kikiota
va épyetar and T oxedov navopoidrumn ok
¢ Tpomuric aoBévelag.

TuvoyiCovrag tn Sopkr) Kat a@nynuarik
1blaitepdtnTa Tou Zivdpoya ki évag aidvag, o
oknvoBEm kataedyel Gnig ndvia o€ piav ank
1déa, ) peragopa Tou dévrpou, nou To MpwTo
nhdvo TG Taiviag n Seixver WG kupiohegia.
«Yndpyouv dbo Sévrpa. To éva aviimpoowneler
v otopia Tou natépa pou. To Ao Ty 10Topia
¢ pnrépag pov. Meyahavouy padi ki emiong
@ANEC loTopie peyahvouy péoa and autdn.’ H
diihwon anoxahdmel pev v opyavixj don g
a@iynon aAd anokpoBe: to m ot aAnBivéc pi-
(e g Bplokovtai dx1 1600 0T Botaviki) 600
oty apytextovikr kai 10 Boudiopd. lati po-
hovon 10 Zivdpoua ki €vac ardvag Kvnpato-
¥pagiBinke KouudT! Kopan, ywpic oupBarikd

Oevapio kai e pia Siaxont eviyion pfva av-
JIE0Q 0Ta YUpiopaTa Tou APATOU Kat Tob BelTe-
Pou pépou, Ta Ak ikuikod yeapou K pivou
iou To Soyolv Sev elvar ataxtie eppipéva alhd
axohovBoiv Ty nebapyia evog naviayod no-
poviog ayebiov. Autoavagopidc dmu ndvra,
0 Anitoatnovyk Snhaver T epgovii Tou 0to
oxebiaopd Tou auTooyEiou pe 10 MAdvo Ty TiT-
v, éva mhavo unoypagfic. Tekeiavoviag 1 ou-
vévteu€n pe Tov Novy, 1 Tér gedyei and o ypa-
@eio T ki Tov ouvodeder pali pe kdnoiov
UNaMAo T0U VOOOKoyEioU 0Ta eniyovia nepi-
otamika. Me pia e§apenixr) aMhayr ywviag, 1 kd-
JEPQ PIAGpEr TIC QUTIOTEC OIAOUETES TOUG v
Byaivouv and ta 8e€id Tou kadpou, aMAd, avri
va 1ou¢ akohouBrioel, nepvdel pe éva eukheidia
€uBiypaypo TpaBeNvyk péoa and 1o avoigto
napdbupo oto PaBog kai oTapatdel oto yevikd
nhdvo evag nhidhouotou ywpapiod. Névw Tou
TIEQTOUV 01 TiTAOI, Ev&) TNV MTIK Pndvia o
didhoyog Twv mpoownwv ouvexiletar oty ibia
010640, nepvavrac and aioBnyarika koutooy-
noNid o€ mnpo@opieC yia pia mieipevr Bou-
Siotiki) yioprd, 010 napdnovo Tov unakkiou
(1 Tou nyoMjm;) 6n éxer §exaoer va kheioer o
LIKPOQWVO Kl TENOG O Ia XIOUHOPIOTIKI OU-
{fymon yia 1 e€avihnikeg enavahipeic Tou yo-
pioparoc. Extd and evpdviaato navid ue
aovpavia exovag kat fAou, n Aqyn &var 1o
Kheidi yia v avayvwon Tou napdéevou gop-
pakiopod g Taviag. Tehid n «xhiviki» eixo-
voypagia kai ) xeipoupyikr} axpifeia twv 1pd-
Behvyk ato Zivdpoga ki évag ardvag Sev eivar
Tinova nepoodTepo and Ta onuddia g mveu-
patiki¢ Bepaneiag oty onoia o nuioupyds
unoBakhel T @opua Tou yia va ) yiaTpéyel and
TV «appionan T,
QpipdCovrag and Tawvia o€ Tavia, TAnoiadoviag
0o kainepioadiepo 1 Boudioni} xoooBewpia,
0 aywd kvparoypagixd BAéypa tou Anitoar-
TIOVYK QTIOYUVAVETI QN OTISANOTE NEPITTO KAt
npooavarohilETar Mo Kat MEPIOOOTERO Tipog T
aTapayn evatévion T kevorntac. Ito tekeutaio,
Mo anho anynuatika gy tov, O Geiog Mrodvi
Bupcran 1 ponyodyievec (e Tou, nou BagioTe
0¢ BiBhio kanoiou Bouiom povayod, 1 Béa g
peTepOywon e petageperar ato navidi twv
HETOUOPQOEWV TOU KIVIIATOYPaQiKOU UAKOD
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spondences and reflections, thereby ensuring
cohesion among Apichatpong’s discontinued
fictions. Both parts begin with the same scene,
filmed statically and from the same pseudo-
documentary distance, but from different camera
positions each time: Nohng, the new hematol-
ogist who has just finished his military service,
is interviewing with doctor Tei, in charge of
hiring at a provincial hospital (in the first part)
and a ity one (in the second). But even this
rudimentary dramaturgic convention proves to
be yet another complicated riddle of the
"Apichatpong logic” The interview takes place
next to Toa, a young man who's desperately in
love withTei, and, as it interweaves the memories
of the director’s parents of their actual first en-
counter with the professional experience of the
amateur actress who plays the doctor, it evolves
into a surrealist psychological test. After this
starting point, which is common to both parts,
the narrative, so centrifugal that many consider
it an impressionist chain of poetical scenes,
breaks up into moments from meetings of the
doctors with their patients or with secondary
characters, until it crystallizes into a string of
amorous escapades. In the first part, Tei rebuffs
Toa'simpassioned confession and reveals to him
her fondness for the flower seller Noom, who,
however, is interested in someone else. At the
same time there is the development of the dis-
creetly erotic (?) friendship of the dentist and
singer Ple with the Buddhist monk Sakda, which
culminates in the ecstatic nocturnal second half
of the first part with their abrupt and inexplicable
separation. Ata local fair outside the monastery
near the hospital, Ple sings a ballad about the
bright smile of his love and immediately after-
wards gives his place to a guitarist who briefly
freezes the narration by singing a nocturnal ro-
mance and enchanting his listeners, those walk-
ing along the nearby streets and the people
playing sports in the empty lots a little further
away. Then Ple meets Sakda, who, having missed
the fair, didn't hear his sung confession, he gives
him his CD and asks him if he's the reincamation
of his dead brother. Sakda denies this, saying
that in his former life he was a horse and then
when someone off screen calls him, he disap-

pears into the night. In an attempt to follow
him, Ple ends up at his dentist’s office, and that
is where the editing makes the narrative fall
back on itself, taking us to doctor Nohngs first
interview with Tei.

Less static and familiar, without the green
interlude of Tei and Noon's short-lived romance
and Tei's “bucolic” encounters with Pa Jane's
maid, the“male”part of the film repeats certain
motifs of the“female” part, varying them some-
what, before concentrating on Dr. Nohng’s de-
scent from the sun drenched upper floors of the
hospital to the sterilized setting of its basement,
which the artificial lighting makes even chillier.
There, during one of the narrative’s most tender
moments, Nohng will meet Off, a young man
who's slowly recovering from carbon monoxide
poisoning, and will talk with him about the un-
certain future and his past lives. Some time later,
in an isolated room, Nohng meets middle aged
Doctor Wan. In order to relax before going on
the set of her TV show, she produces a bottle of
whiskey out of an artificial leg, pours herself a
glass and then tries to cure Off using energy
healing, by placing her hand on the chakra at
the top of his head. Back in his office, Nohng
flirts with Joy’s girlfriend in front of the window,
while she tries to persuade him to follow her to
the futuristic city where she is to be transferred
by her company. But he doesn't seem thrilled
at the prospect. Is that it then? After a
labyrinthine deviation, does the narrative stop
atone more dead-end romance? The provocative
culmination of the scene —a close up of Nohng’s
erection inside his trousers — does seem toimply
this, since a similar and even more revealing
image foreshadowed the break up of the lovers
in Blissfully Yours. And the direction confirms i,
as, abandoning the characters, it begins an ab-
sent minded study of the architecture of the
empty hospital, a series of slow tracking shots
ona dark, electronic soundtrack. In a menacing
room, filled with equipment and inexplicable
emissions, the final tracking shot stops in front
of the gaping mouth of a large pipeline, through
which smoke and with it the whole film disap-
pear into nothingness. The ecstatic epilogue
along the lines of Mysterious Object at Noon lib-

erates the filmmaker's gaze in a brief hymn to
pure movement, mundane uniformity, and the
beauty of daily life that continues like a game
outside the hospital and the fiction. The last
steady general shot of the film, in which an
open-air aerobics class bounces up and down
to an electronic rhythm, could very well come
from the almost identical scene in Tropical Mal-
ady.

Summarizing the structural and narrative pe-
culiarity of Syndromes and a Century, the film-
maker resorts, as always, to a simple idea, the
transfer of the tree, which, in the film’s opening
shot is shown as a literal act. “There are two
trees. One represents the story of my father; the
other the story of my mother. They are growing
together and other stories are also growing out
of them?."This statement reveals the organic na-
ture of the narrative, but it hides the fact that
its real roots lie not so much in botany, but rather
in architecture and Buddhism. Because even
though Syndromes and a Century was filmed
piece by piece, without a conventional screenplay
and with a month and a half break between
shooting the first and second parts, the blocks
of filmic time and space that build it are not
simply thrown together but follow the discipline
of an omnipresent plan. Self-referential as al-
ways, Apichatpong declares his obsession with
planning the improvisation of the shot of the
credits — a signature shot. Once the interview
with Nohng is over, Tei leaves her office and ac-
companies him together with another hospital
employee to the emergency room. With a superb
change of angle, the camera films their unlit
silhouettes exiting on the right side of the frame,
but, instead of following them, using a straight
track shot, it moves out through the open win-
dow and stops at the general shot of a sunny
field. The credits start to roll, while the dialogue
between the characters continues on the sound-
track at the same volume, going from gossip
about people’s love lives to information about a
Buddhist feast, to the hospital employee’s (or is
it the sound engineers) complaining about hav-
ing left the microphone on, and, finally, to hu-
morous banter about the shoot's exhausting re-
takes. Besides the imaginative game of the
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otte o Suadixdrmra g agrynong. Yadpxe kai
extifetar npoatd 0TI KiEpa we avapigiopmm
kupiohegia. To pdvraoya g yuvalkac Tou €10l
yoBavarou aypdrn Mnodvi kai o mbnKkyoppo
TVED}Ia Tou yio0 Tou Mriowvoovyk, rou ipw mefidvel
frav guioypagog, eppavilovial o1o TeAevtalo
0IKOYEVEIaKO BEMmVO ToU MpWTaywvIoTr Kal 00TE
1 xouvidba tou TCev, olte 0 aveiog Tou Tovyk,
0UTE 0 VOOOKOHOG TOU KAl apavopo¢ PETavAOTTG
an 1o Adog T, deixvouv va EeviCovrar ané v
unepguoikr mapovoia Toug, Kat guoikd oute n
agiiynon tou Anfroammovyk nov, eykatakeimoviag
yia npawn popd  duadikotnra, eSeNooetar ya-
Mjvia, akohovBavrag éva Sopiko oxrua €61 pepav.

KaBe pépoc diapkei 600 pia pmopniva g
Tawviag ki ywpilerar and 1o endpievo e napak-
Aayég 00 OTUA KaI TV TOVIKGTATA TG KIvnja-
Toypagnong 1600 eheyyopeves mou oyedov eival
abpateq.  Yotepa anmé TV OVEIPIKI] «apiepIKAvIKN
ViyTa» ToU MpoAGyou —6mov, 0'éva OTOIEIWpEV
baooc, éva BouPdh ondel 1o oupi nov To bével
o' évav kopjo, Eeelyer, ad tibaoevetal and
Tov 1B10KTTN ToU~, 01 Ouyyeveis Tou Mmouvy
Epyovrai ano v noAn o Gdpya Tov yia va
Tov anoyaipetioouy. To mpwro pépog TG agri-
ynon, elvat gpipapioyiévo oav uBpIbIK vIoK-
pavrép, biyaoyévo avdeoa ota peyaha Tpape-
hvyk T Sladpopric kat Ta otatikd povomdva
e Ta omofa kabopiCovrai 0 X@pOC, To omiTi T
Mnoovy, kai ny 6papatiki katdotaon, n appu-
omia Tov. To beutepo O, T0 OIkoyevelaKo Oei-
mvo miou axohouBei, eivai oknvoBetnuévo oav
niahiopoditiko, pnavika naiypévo, THAEoNTIKO
Bpayia mov yhiotpdel 010 paviaoTik oTav ey
gavilovrai 10 pavidopata e apyaikd edika
&pé. Tnv QA pépa —oo Tpito pépoc— o mepi-
natog 1ou Mnodvyt kai g Tlev ota ktata
TOU TIPWTOU KIVIHATOYPOPE(TAl «kANwC 0av yaA-
hikd gi»* ) uckhov oav pia anibvn owvdvinon
avayieon otry amhorna 1ou Popiép kai Tov unep-
Banikd peakiopd Tov ou. To Tétapro pépog,
éva pha pnax otig nponyodpeves (wég Tou
Mnodvju (0w eniong kat 0 npohoyog e 10
Poupak) avoiyer oty agfiynon pia napéveon
«1QIviac enoyricy: ua npiykiniooa npoogépei 1a
Kooprard g o' évav napadeioio katappdxn
KQi 10 TIVEDJQ TOU, EVOAPKWHEVO O€ yaTOpapo
e avBp@mvn guwvi, xdver épwra pali g, o

{ia oknvi) 6riou 1 avéyvrion ¢ MhaoTIkGTTag
100 Zak Toupvép eviverar e Tov napanpnpia-
1ikO doupeaNiopi6 Tou Anfroatnovyk. Metd an6
autr v napayuBévia kopiguwon, To néymto
Jiépoc, ouvbudlovtag To peaNiopd Kai To 00u-
peakiopid Twv o nponyodjeviwy, akohoulel tmy
napatoBkd nopeia Tou Mnodvpi ki Tw ouv-
Tpogwv To nov, iaoyiCovtac pa otukiCapi-
opévn Cobykha katahdyouv 010 EVIUMWOIAKO
onfhaio Tou Bavdrou Tov.

To peaBavdrio givake eivar pia avayéwnon
TN apAynong oTnv MPoowIKf autokpatopia
Twv onyielwv Tov Anitoatmovyk. X' éva Aevkd
duwydmio Eevodoyeiou, éva axnvikd 1000 oubétepo
600 T0 voooKop€(o 0To ZUvdpoya ki évag aivag,
1 TCev katn) Pouvyk, 01 OUUMPWTAYWVIOTPIEC TOU
fia mévra dikd¢ 0ou, 0YONOUVTAL I TIC NPAKTIKEC
Aemopiépete¢ Tov névBoug. Avapwriobvial av o
exhmGv €le Ta ypripata yia va ekdoBei To BiBhio
g kndeiag mov Ba ouvnpet T pviyn Tou. H
nopta yrundel kat pnaivel o Towyk , 0 omoiog
Jietd 1o Bdvaro Tou Beiou Tou anogdatoe va yivel
Hovay6c aha bev pnopei va koipnOei 1o «Tpo-
JakTikd» yovaoTipt kai {nTder and Tig yuvaikeg
Va YpnoIHomotoel To Hnavio Tou dwpatiou Toug
(0 Zakvrd Kaoupnovavr, yia deltepn popd
Tovyk, yla dedtepn opd povaydg o Tawvia Tou
Anitoatnovyk). Avayeoa otoug ayannpévoug
Tou nBonoiolc 0 dnpioupyd aioBdveral bmi pno-
pel va aneheuBepwdei and pita 1otopia nov ev
€lvat OiKr Tou, KAEVOVTAG T e TI MPOOWITIKES
TOU EQEUPEDEIC: €va EpWTIKO BAEypa oTov Tovyk
TI0U KAvel VIOUS Ki éva naiyvidi e o xpo Kai
10 Xpovo, pe v avtinyn Tov Bearr. Amha-
0iaCovrac Ta npoowna Tou Tovyk kat g Tev,
Toug defyvel va Bpiokovral Tautoypova oto dw-
jdmio Tou §evodoygiou kat o' éva pmap. Moiog
and Toug duo dpdyoug TG aiynang elvat o
anBivog;

Yndpyouv napahAnot kéopol toxupiCeral n
Tawia n onola, an6 v apys, vioBeTdvag To
napacevo dopikd oxfpa g, e§ehiooetar oav
Simk, eheyeia yia v fpepn Sidhuon Tou
Mnolvp péoa otn gion kai TIC PpOVTIOES Twv
Qyanngévwy Tou kai Tov apyo Bavato Tou «na-
Kot kivnpatoypagou T vt pag. Y fokia
10U¢ 010 XWPAQIQ, 0T TPITO 4éPOC TG TaIviag,
0 Mnodvyu biver ot Tev péh and Tic Kupéheg

Tou, AAG 10 yorTeuTixd Tonio nov Toug Mepr-
PaMer eivar otongiwpévo and my oTopir
vAn Twv eyxhnudtwy tou Taikavbixod otpa-
100 0€ PApOC Twy PIOTEPWY aYPOTLY TG M-
ploxfic, onwe or tekeutale omypég Tou fpwa
and a gavidopara. 0 idioc o Mnodvy moteder
011 1) app@aTia Tou eival 1) Tipwpia yia 1o kaxd
Kapya T0v, agol «£yer okoTwoEr ToMOlE Koy
Jouviotécr. AvalnTwviag Toug anoyovous Tou
npaypatikod Mrobvpt kai tautoypova Siepeu-
vviac autr T okotewr nepiodo Biac,  onoia
enavahapPaverar akhicx otr) ongepiv npay-
paTikéTTa TNC XWpac Tou, 0 AnitoaTnovyk Ta-
§ibewe yia nohd kaipd om Boperoduikd Tai-
Aavén. H eymeipia e napapovric Tou 1o ywpio
Napniola kai ot oxéoeic Tou pe Ta naibid Twv
aypotiv nou &iyav umootei Tic Siwéeig g b
ktatopiag anotunw8nkav oto mo pik6dodo oyé-
016 Tou: TV eykatdotaon Primitive, r} onoia
anoteheitar ané €61 Bivieo kai oupmnpavetar
ano Tic uikpob prikoug Taivies Eva ypdupa oto
Beio Mmodvui ka1 Gavrdayara e Naynoba. To
0 Befog Mmoivpn Guudtar Tig nponyodeve (wéc
To €ivai T0 EMoTéyacyia autod Tou noAdmAakoy
£pyou ka1 Tautdxpova To KAEioio Tou kikhou
TG péxpt orjuepa Snptoupyiag Tou Anitoar-
iovyk. E8 1 €peuvd Tou yia T oyéon ¢ mpay-
pankdTag pe T pin katakiyer otV apy
WOpWON Twv avapvioewv Tou Mmodvy e TiC
avapvioeig Tou oxnvoBé kai ) Tpaywdia Tou
Bavdrov avoiyetat ndvia ot eAnida pag véag
(wic. H ag véag Tawiac. Onwg 1oxupiletar
éva GMog peydhog gopyakioTi kar pooTng
¢ eovag, o Are€aviep Zokoopog: «0 k-
atoypdgoc eivar yua napdManAn Curpr.

Abriva, OxtBpioc-NoéuBprog 2010

" Meydhoc Taikavdic ouyypagéag (1906-1963), o
onoiog yia Ty noidvrta i Mpaag Tou kat T nept-
nveiec m (odykAag nou agnyeitan éye xapaxtnpioTel
«0 Xépwyouei 1ou Zidy».

! Apichatpong Weerasethakui, emy. James Quandt,
exd. Osterreichisches Filmmuseum, Biéwn 2009

* Ao ) ouvévteudn Tou Anitoatniovyk BipaceTtaxouw
ova (ahiers du cinéma, T(.657, louviog 2010
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discrepancy between the image and the sound,
this take is the key to reading the film'’s strange
formalism. Ultimately, the“clinical”iconography
and the surgical precision of the tracking shots
in Syndromes and a Century are nothing more
than the marks of a spiritual healing to which
the filmmaker submits his form in order to cure
it of its “illness".

Maturing from one film to the next and ap-
proaching the Buddhist worldview more and
more, Apichatpong’s magical cinematic gaze is
stripped of anything superfluous and orients
itselfincreasingly towards a serene gazing into
the void. In his latest, narratively most simple
film, Uncle Boonmee Who Can Recall His Past
Lives, which is based on a book by a Buddhist
monk, the idea of reincarnation is not imple-
mented in the transformation game of the filmic
material or the duality of the narrative. It exists
and is exposed in front of the camera as an ir-
refutable reality. Boonmee is a farmer who is
dying. His wife's ghost and the spirit of his son
Boonsong, who was a photographer when he
was alive and has now been reincarnated as a
monkey, appear at Boonmee’s fast family sup-
per, and neither his sister-in-law Jen, nor his
nephew Tong, nor his male nurse, nor Jaai, a
Laotian illegal immigrant, seem perturbed by
their supernatural presence. And, of course,
neither is Apichatpong’s narrative, as it aban-
dons duality for the first time and evolves
serenely, following a six-part structure.

Each part lasts as long as a film reel and is
separated from the next one with variations in
style and the tonality of the cinematography
which are so controlled to be almost invisible.
After the dreamlike“day for night"of the prologue
—inwhich, in a haunted forest, a buffalo breaks
the rope with which it is tied to a tree, escapes,
but is finally caught by its owner— Boonmeg's
relatives come from town to his farm to say
goodbye. The first part of the narrative has been
filmed like a documentary hybrid, split between
the long tracking shots of the trip and the steady
long takes which define the space, Boonmee’s
house, and the dramatic situation — his illness.
The second part, the family supper that follows,
is directed like an old-fashioned, mechanically

played television drama that slips into the fan-
tastic when the ghosts appear through the use
of archaic special effects. Next day, Boonmee
and Jen's walk through the dying man'’s fields,
the third part, s filmed “somewhat like a French
film?” or rather like an improbable encounter
between Rohmer’s simplicity and Ozu’s tran-
scendental realism. The fourth part, a flash back
to Boonmee’s past lives (as is the prologue with
the buffalo), opens a “costume drama” paren-
thesis in the narrative: a princess offers her jewels
to a paradisiacal waterfall. The waterfall's spirit,
reincamated into a catfish with a human voice,
makes love with the princess in a scene in which
the memory of Jacques Tourneur’s plasticity
melds with Apichatpong’s delirious surrealism.
After this fairytale climax, the fifth part of the
film, combining the realism and surrealism of
the two previous ones, follows Boonmee and
his companions’ hallucinatory course as they
€ross a stylized jungle and end up at the im-
pressive cave of his death.

The posthumous finale s a rebirth of the nar-
rative in Apichatpong’s personal empire of semi-
otics. In a white hotel room, a scene as neutral
as the hospital in Syndromes and a Century,
Roong and Jen, the two female protagonists in
Syndromes and a Century and Blissfully Yours re-
spectively, are busy with the practical details of
the grieving process. They wonder whether the
deceased had enough money to publish the
book that will preserve his memory. There's a
knock on the door and Tong walks in. Following
his uncle’s death he decided to become a monk,
but he can't sleep in the“frightening”monastery
and asks the women whether he can use their
bathroom (Sakda Kaewbuadee again as Tong,
and again asa monkin a film by Apichatpong).
Among his beloved actors, the director feels he
can free himself of a story that isn't his, ending
it with his personal inventions: an amorous gaze
atTong taking a shower and a game with space
and time, with the filmgoer’s perception. By
doubling the characters of Tong and Jen,
Apichatpong shows them being in the hotel
room and in a bar at the same time. Which of
these two paths of the narrative is the real one?

There are parallel worlds, claims the film,

which, from the beginning, adopting ts strange
structural shape, evolves like a double elegy on
Boonmee’s gentle disintegration in nature, and
the care given by his loved ones, and the slow
death of the “old" cinema of our youth. During
their walk through the fields, in the third part of
the film, Boonmee gives Jen some honey from
his beehives, but the gorgeous landscape that
surrounds them is haunted by the historical mem-
ory of the crimes of the Thai army against the
region's leftist farmers, just as the hero's last mo-
ments are haunted by ghosts. Boonmee himself
believes that his illness is a punishment for his
bad karma, since”he has killed a lot of Commu-
nists”. Searching for the real Boonmee's ancestors
and at the same time exploring this dark period
of violence, which is repeated in a different way
inthe modern-day reality of his country, Apichat-
pong traveled for a long time through north-
western Thailand. The experience of his stay in
the village of Nabua and his relationship with
the children of the farmers who had suffered
persecution during the dictatorship have been
captured in his most ambitious work: the instal-
[ation entitled Primitive, consisting of six videos
and two short films, A Letter to Uncle Boonmee
and The Ghosts of Nabua. Uncle Boonmee Who
(an RecallHis Past Lives is the crowning achieve-
ment of this complex work and also marks the
closing of the cycle of Apichatpong’s output so
far. Here, his research into the relationship be-
tween reality and memory leads to the slow os-
mosis of Boonmee's and the director’s memories,
and the tragedy of death always opens up to the
hope of new life. Or a new film. In the words of
Alexander Sokurov, another great formalist and
master of the image: “Cinema is a parallel life."

Athens, October-November 2010

' A respected Thai novelist (1906-1963). The quality
of his prose and the jungle adventure stories he wrote
eamned him the moniker “The Thai Hemingway”.

? Apichatpong Weerasethakul, Ed. James Quandt,
Osterreichisches Filmmuseum, Vienna 2009

 From an interview by Apichatpong Weerasethakul
to Cahiers du cinéma, No. 657, June 2010
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2NUEwOELS Tou Amftoatmovyk Bipacettakouy
VIO TIC HIKPOU HNKOUG TaIViEC TOU
Notes by Apichatpong Weerasethakoul

on his short films

0116643225059

Kard m &iapkeia pag napatetapévng anouoiag
T0U an'10 oiti, 0 oknVvoBEtn kakel Tov apiBo
01166... yia va piNjoet e ) intépa Tov. Xty
Tawia, ol avapvioeic kat n vootahyia dlanotiCouy
Tov kaBnpepvo xwpo evog dlapepiopatoc: pia
Quvi oty GWAn Akpn TG YPaHKAG Kal pia gw-
Toypagia emrelvouy v anovoia.

The filmmaker dials 01166... to speak to his
mother inThailand during a long absence from
home. In the film, memory and longing pervade
the everyday space of an apartment; a voice on
the line and a photograph underline absence.

Zav v apeilikTn opyr TWV KUpATOY
Like the Relentless Fury

of the Pounding Waves

To viokipavtép e€erale, pe yahapd pubjo, To
n petatoniCeral ) €otiaon Tov fixou Kai Trg
eIkovac, Hrav pa (eotr) pépa o€ pia kwponohn,
K1 0 fixoc Tou padiogavou yéple Tov aépa. O1
(wéc elyav nayideutel oto xpovo Tou padioguw-
viKoU Beatpikol Epyou, T pwroypagiac, kai
¢ Tawviag, H agrynon eivai anoonaoparikf,
Kanole popé¢ autooyebiaomikr) ki AN mak
avotnpd dopnuévn. Ta padiopwvikd kipata
avapetadiboviar ano évav Tuno o¢ noAkolg, npo-
0pépoviag 010 akpoarrpio éva Beatpikd perd-
bpaya, m Bed m BdAacoag. H rawia napou-
0i0(£1 QVIIOTIKTIKG TOv KOOWO TOU NAPOVIOG Ki

autov T pvipng. Ta péoa perapopds (to av-
Tokivnto, T0 mholo, éva aepomidvo mou mepva)
elval oty Tawia oxfpata mou dlatpéyouy Kat
Toug 6uo kdopoug.

This documentary leisurely examines the shifting
focus of image and sound. It was a hot day in a
small town, where a mystic radio filled the air.
Lives were trapped in the time of the radio play,
of the photograph and of the film. The narrative
form is broken, sometimes improvised, and
sometimes structured. The radio wave is trans-
mitted from one place to many others, delivering
amelodramatic play, The Sea Goddess. The film
juxtaposes the worlds of the present time and
of memory. Transportation (the car, the ship, the
passing plane) in this film s a vehicle that runs
through both worlds.

Tpitog kbopog

Third World

H 1awia napovaiddel Tonia, perapopixd Kai
npayyarikd, and 1o vnoi Mavyi g vomac Tai-
Aavén. Anorunaver v aioBnon nouryepwy
yuplopdtwv oto vnol. Oi Aot mpoépyovrar and
biagopetikéc nnyéc, aAAd nyoypagriBnkav i
KpUpEvo pikpogwvo. To épyo Ba pnopotoe va
OVOLIQOTE] «QVAKATAOKEVQOWEV» VIOKIAVTED.

This film depicts landscapes, metaphorically and
in actuality, of the southern island called Panyi.

It reflects the impression of several days of shoot-
ing on the island. The sounds are taken from
different sources, but all were recorded while
the subjects were not aware of the recording
apparatus. Thus, this piece may be called a “re-
constructed” documentary.

NapdBupa

Windows

"Hrav n npwm @opd nou xpnoiponoinoa Bivre-
okdpepa. Apyikd oxoneua va Tpapiéw éva vo-
ookopeio otn yevéreipd pou. Aoxipalovrag,
Opwe, TV kayepa, €ida pia aviavaxhaon Twv
napaBipwv oty 086 g Aedpaong. H ki-
VI|ON) TOU 0WpaToc jov kaB kpatovoa Ty ka-
pepa ennpéale T kivyon oty oBovr Tou Piv-
1€0. Ta MlapdBupa eivar évag autooyediaopac
10U Xpntgonaei avenaioBrteg QuOIKES kivioei
yiava aipahwtioe 0 paxog G kayepag kanoia
QUOIKA avopeva.

It was the first time | shot with a video camera.
| originally planned to document a hospital in
my hometown. But when testing the camera,
I noticed a reflection of the windows on the
television screen. The movement of my body
while holding the camera effected the move-
ment on the video screen. Windows is an im-
provisation using small movement to capture
natural phenomena through the camera’s eye
mechanism.

——
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H Mahi kat To ayopt

Malee and the Boy

Me apyiké titho H MaAi kai o aydpi kai 10 -
Kpdwvd Tov ki vag mewaouévog oatavdc, 1 Tal-
via elvar éva GUPHETOXIKO €PYO KI EXEl WG MPW-
Taywvioth éva dexdypovo ayopt oTo omoio
0Bnke éva pkpoowvo. To maidi nepigépetat
oV Mnavykok kat aukhéyet fiyoug yia éva Bivreo.
01 iyt O¢ixvouv mpog Ta mov mnyaivel kai Tl Tov
Tpapde v mpoaoy(}. O aknvoBétng avahapdvel
TNV €lkova, kataypdgovtag Ta pépn an'omou
niepvd 1o aydpt. H agriynon e tawiag, mou -
aviCerar w yparo Keijevo, ival Saveiopiévn
ano éva BiBhio kopi€. Autr n anotinwon mpo-
0wnwv Kat Tonwv Hmopei va (0wBel kai wg pia
nuepohoylakr kataypagr evog anoyebpatog
oTou¢ Opopoug e Mmavykok.

Originally called Malee and the Boy and His Mi-
crophone and a Hungry Satan, this s a collabo-
rative project with a 10-year-old boy who was
putin charge of the microphone. The boy roams
around Bangkok to gather sounds for the project.
The sound we hear indicates the directions he
headed in during the filming and displays his
points of interest. The filmmaker s in charge of
theimage, filming roughly around the same lo-
cations as the boy. The narrative of the film, pre-
sented in texts, is taken from a Thai comic book
available close to where the filming was taking
place. This documentation of faces and places
cn be viewed as a one-afternoon diary of a
day outin Bangkok.

Iolelwpéva onitia

Haunted Houses

Toxwnuatoypagiko yyeipnua Zroyeiwyéva omi-
Tia e€gnalel Slagopenikés poppéc §dptmang and
Ta mA€omIka iéoa (oamouvomepeg, Tpomot {wiig,
HETaoKnuaTIoNd Twv moAmop@v f Hetady au-
T0v, KAn.). H Bepoidv g Taikdvdng eivai To
npwIo épyo autrg T oeipdg. O Tepdotiog av-
TIKTUMOG 110U €YUV 01 GPAHATIKEC THAEOMTIES
0€lpég ot Slapoppwon Tou Toniou Kal TG Yu-
YoobvBeon g unaiBipou éxer SiepeuvnBei o
oAU iikpo Babuo otnv Taikavdn. KaBe onin
€ival kAT oav «pévrioup- pihoSevel ia Theo-

paon riou avayietadidel exoveg nov umvwtiCouy.
Merd i 8 pp, moMd ekatoppipia onitia «otol-
Yelovovraw. Ta meploodtepa épya ota Srojel-
wyéva onfria éyouv oxedlaoTel e TéTolo Tpomo
wore va neptin@Bobv o’ autd Tnheeaté kal
padiogwviKe akpoarrplo, 01 omolol OUIETEYOUY
kavovrag T dikr Toug mapaywyi. Ta épya eotid-
(ouv oToug Tpémous avanapaywyg e agiyn-
0N, 0T X€lpaywynon Tou Beatr Kat oty €v-
0dpkwon pohwv.

(onuedoeic and v npomapaywyr)

The Haunted Houses project deals with various
forms of media addiction (soaps, lifestyles, trans-
formation of/between culture, etc) The Thailand
version is the first work of the series. There has
been little exploration on Thailand of what a
tremendous impact dramas have in shaping
rural landscapes and minds. A house is like a
“medium', hosting a television set that transmits
these hypnotizing images. After 8 PM, several
million houses are“haunted”. Most of the works
in this Haunted Houses series are designed to
involve television viewers or radio listeners in
participating in their own media production.
The works focus on narrative reproduction, ex-
ploitation, and impersonation.

(pre-production notes)

0 Upvog

The Anthem

0 duvoc givar a yioptr mpog TRV TG Kivnua-
Toypaikr¢ dnptoupyiag Kat g eumeipiag g
Béaonc. Xy Taikdvon, npw and kdbe kvnua-
Toypagikr npoBoNy, axolyetal o Baathikdg bvog,
mipog Ty Tou Baoihid. Eival pia mpakTiki mou
éxel pilwoer oty Taiavdé(ikn kowwvia yia va
doBei evhoyia o¢ kdm ) o€ kdrolov mpIv and avy-
Kekpipéveg Tehenéc. O Yuvog mapovaiddel évav
«KIVHATOYPAQIKO DvO» Tiov EEUVE Kal uhoye
v Tawia mov Ba axohouBrioe! o€ kdBe mpoBoli.

The Anthem is a celebration of flmmaking and
the viewing experience. In Thailand, before every
cinema film screening, the Royal Anthem is
played before the feature presentation. The pur-
pose is to honor the King. It is one of the rituals

imbedded in Thai society to give a blessing to
something or someone before certain cere-
monies. The Anthem presents a cinema anthem”
that praises and blesses the approaching feature
at each screening.

Ourewvoi dvBpwmot

Luminous People

Htawia Gwrewoi dvdownor eivain avanapdoraon
EVOG YEYOVOTOG POV TIHAV TwV VEKPWY, P0G TV
¢ gBivouoag pvApng Twv {wviaviy, mpog Ty
Tou Kvnuatoypdgov. Mia opdda avBpunwy pe-
Tagépovrat j'évamoldplo katd ikog Tou mota-
Hod Mexdvyk, puatko atvopo petah Taikdvong
kat Adog. Méouv kévipa atov avepo, poofhé-
TIOVIAG O€ i Npdcn anoyaipetiopiod. 2t éon
ToU otapo, n yuvaika enmke@adc TG oIKoyEvelag
plyvel i otdytec oto motdp. HAeukr akovn ava-
Katebetal i€ Ta Aaonwpéva vepd. To motdpio
Kavel avaoTpogr] aTn yépupa mou evivel Tig duo
ywpec. O empdreg elvat Koupaayiévol ki apyilowv
va «anoabpovar oTov dikd Toug kdopo. Htawvia
dlaNverat. Zuvepyeio kai nBoroloi Eeplaxpaivouv
0T MoTdpI NG Mpoaopoiwong. Ta alvopa ouvdé-
0UV TV KOO0 TV (WVTaVY | QUTOV TV VEKPGV.
H prjn Tou avivupou vekpod atépa napapével
(wvravr). To maidpio e§akohouBei va kiveital
Kabiwg mépret To codpouro.

Luminous People is a recreation of an event to
commemorate the presence of the dead and
the decayed memories of the living, of the film-
making. A group of people in a boat traveling
along the Mekong River that stretches along the
Thailand-Laos border. They are running against
the wind, anticipating an act of farewell. In the
middle of the river, the lady head of the family
casts the ashes off into the stream. The white
dust merges with the muddy water. The boat
makes a U-turn at the bridge that links the two
countries. The passengers are tired and start to
drift off into their own worlds. The film disinte-
grates. The crew and the cast wander offin the
river of simulation. The border links the worlds
of the dead and of the living. The memory of an
anonymous dead father lingers. The boat still
moves on as dusk falls.
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Ipapdybi

Emerald

310 Bovbiotikd puBiatdpnya O npookuvnrc Ka-
yavira, ypappévo 1o 1906 and tov Aavo ovy-
ypagéa Kaph kéhepoun, ol npwtaywviotéc a-
VAYEWIOUVTAL IE Tr) HOPQr) AOTEPIEV KAl TOUC,
nalpver aiveg va agnynBodv o évag otov ANo
TV 10Topia 10U, wg 6Tou MavouY va undpyouy.
To «Mopakor» elvai éva epemuwpiévo kai Anopo-
vipévo §evodoxeio oty kapbid T Mmavykok
iov efye avoi€el Tic népreg Tou T dexaeria Tov
oybovra. Exelvn v enoy, n Taikavon §exivoboe
v avodikr) g nopeta npog m Biopnyavoroinon
kat o Kapnoriavo katékhuCav Toug Taikavéi-
K00 Mpo0QUYIK0UG KaTakAUOHOUC HeTa Ty €l-
oo Twv Biervapélikwv duvdpewv ot xopa
Tou, Hrav pia enoyr pihogeviag. Apydrepa, tav
omnv Avatohik Aafa enrABe n otkovopuij kpion
Tou 1997, n oveipondAnon éhape téhoc. Onwg o
Kapavia, é101kai To «<Mopakot» eivai éva dotpo
nou 1o Bapaivouv (1} 1o Bpégowy) or avapvi-
08I,

In The Pilgrim Kamanita, a Buddhist novel written
in 1906 by the Danish writer Karl Gjellerup, the
protagonists are reborn as two stars and take
centuries to recite their stories to each other,
until they no longer exist. “Morakot” (Emerald)
is a derelict and defunct hotel in the heart of
Bangkok that opened its doors in the 1980s: a
time when Thailand shifted gears into accelerated
economic industrialization and when Cambo-
dians poured into Thai refugee camps after the
invasion of the Vietnamese forces. It was a host-
ing time. Later when the East Asian financial
crisis struck in 1997, these reveries collapsed.
Like Kamanita, the unchanged Morakot is a star
burdened (or fueled by) memories.

Bpikohaxag

Vampire

31a ovopa petagh Taikavong kar Bippaviac (e
1y (o0oe éva nhdopia ovopari vok @it (nouli-gdv-
Taopa). Av oviwe undpyel, 10 vok @i, fa elva ~
e e€aipeon Tov onivo Ppikohaxa Twv Nnoiwv
[kahdnayog— 10 povo mnvo nou Tpé@etat jié To
aipa AMwv (bwv. Ze mohéc and Ti¢ Tomkég
IPOYOPIKEC napabooeic, To vok il mepiypdperal
w¢ éva emBetiko apmaxikd (bo ¢ voytac, To
2007, ywpikoi ot Popeia Taikdvdn einav ot éi-
dav éva apoevik ki éva Bnhukd vok git. Aeyotav
T6TE 6T QUTO fitav To TeAeutaio (edyog oTov KO-
0}0. AuTd T0 OKETIKA kPO TTNVO e Ta peydha
jdria ev éxernoré aiypahwriotel olTe (wvtavo
0UTe vekpo. Ago Oev umapyouv yeIpomaoTég
anobei€eic, autd To (wo pnopei va pn eivai
napd éva paviaotiko mhaopa, anoxinpa g
€Nng mou aokodv atov dvBpwno o kivbuvog kai
0 pubog. O BpikdAaxag eivar éva oveipo yi'auto
10 napd€evo mnvo Kat To nepiPaMov Tou, n
anotinwon evog Tagidiol mpog aixpaAdion av-
100 Tou aouvriBiotou Broaupod oTo Kivnpato-
YPaQIKO GIAY.

Somewhere along the border of Thailand and
Burma lives a creature called Nok Phii, Ghost
Bird. Or there used to live one. f it exists, Nok
Phii would be the only species of bird apart from
the Vampire Finch of the Galapagos Islands that
feeds on other animals'blood. In several of the
local tales, Nok Phiiis portrayed as an aggressive
nocturnal predator. In 2007, a sighting of the
female Nok Phii in a remote mountain was re-
ported by the villagers in the north of Thailand.
There was speculation that this was the only
pair eftin the world. This supposedly small bird
with large eyes has never been captured, dead
or alive. Without concrete evidence, this rare
bird might only be an imaginary animal asso-
ciated with alluring danger and a mythical aura.
Vampire is a dream of the strange avian and its
habitat, an impression of a voyage to capture
this unusual treasure on film.

Eyxoopuec emBupiec

Worldly Desires

Tva (euytpr 10 oxGer and y omoyéveid tov kai
nnyaive npog avalfjtnon evo veuparikod 5év-
Tpow atn {odykha. T vt avinyei éva tpayoids
niou uihd yia T aBsa aydmn ka  avadfjinon
G evtuyiac. Or Eyxdopuec embupiec eivan éva ner-
papaniko eyyeipnua yia to onoio xkakeoa Tov
ko kai oxnvobétn Miyndxa Toovipa va kvn-
patoypagfioel Ty iotopia aydnn katd m Siap-
KEIa TN Népac kai To Tpayoldi m vixta.

A couple have escaped their family to look for a
spiritual tree in the jungle. There is a song at
night, a song that speaks about an innocent
idea of love and a quest for happiness. Worldly
Desires is an experimental project in which | in-
vited a filmmaker friend, Pimpaka Towira, to
shoot the love story by day and the song by
night.

‘Eva ypappa otov Bgio Mmodvy

A Letter to Uncle Boonmee

Y Naynoda, 1o AeképBpio Tou 2008, emoké-
pma Sidpopa onitia avadnraviag To katak-
Métepo autiov yia 1o Beio Mnodvy, yia va yi-
VUV €KEl Ta yupiopara ¢ peyahou prjkoug
Tawiag nou ixa ota oxapid. AuTi ) pikpod -
KOU Tavia €ivat éva mpoowmixd ypdya nou ne-
piypde! atov Bio Mmodvpt ) Sk pou Nay-
noda.

In Nabua in December 2008, | located several
houses that | thought would be suitable as Uncle
Boonmee's house in the proposed feature film.
This short film is a personal letter describing my
Nabua to Uncle Boonmee.

PR ——
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Kivolpevol dvrpeg
Mobile Men
10 kanoto kaipé katamdotnka pe o Bépa g
e€agaviong Twv &GV, TWV QWVLY, Twy mapa-
dooewv, Tov kivnpatoypdgou. H taihavdiki kol-
vwvia empavelakd poiddel @eipnvikr, wotooo
unoBdokouv moMég adikieg ot onoleg ouvtehoty
oty e§oviwon «tov dlapopetikod. H kupép-
VIjon xpnoiponotei ppaceohoyia 6nwg «npoota-
oia Twv Taikavdikav aiwv» Kat «€Bvikr aopd-
Aeta» w¢ mpoGaon yia va KkataoTpaTnyroel Tig
dlagopeTikéc yvwyieg, nemoiBroeiC kat Kouktou-
pec. Zuyva akolw &01ioeig mou hobv yia dia-
Kpioeic kar Bia evavria otic pelovotnec. To 2006
Kai 10 2007, 070 anoyelo Tou OTPATILTIKOU Ka-
Beotarog, mévre kupepviitec emapyicov g Tai-
Mvng e€édwoav dlatdypata olpgwva e Ta
onofa anayopeudrav aToug §évoug petavdoteg
va Byaivouv and ta katayeypapiéva onitia 1oug
T VOXTa, va xpnotgonoiodv kivntd Tépwva
Kat va ouveBpiokovtal £§w anod Ta omitia Toug
0€ 0pdOEC peyahlTepe Twv mévte atopwy. Ta
dlardypata agopolv Kupiwg Toug epydeg mou
mpoépyovral and  Bippavia, To Adog kai Ty
Kaynotdn, napd 1o yeyovdg 6t oty Taikdvén
€pydlovial petavdotec amd moMEG akopn XWPEC.
Mapd Tic diapaprupieg Twv unéppaywv Twv av-
Bpwnivwy dikaiwpdtwy, Ta dlatdypara pexpt
0nyepa ivat o€ 1oy0.

rouc Kivoduevouc dvipes mpwraywvioTr el-
vai évag petavdotn, o TCadi, and v mepioxA
2aav ¢ Bippaviac. Kdvovrag autr Ty tawia
B€Anoa va kataypdyw v miotn kai v alo-
npéneld Tov. Aev mpokerrat yia pia lotopia pu-
Bomaoiac ak\d yia évav dvtpa mov opiel ano
(i

H Badixacia g Kivnpatoypagikic dnpi-
oupylag eiva yia péva mohb aneheuBepwrir.
Douhebw ouyva pie 1o ib10 OuvepyEio Kat TG
{810u¢ nBomotolg ka e Ta ypovia yivopaoTe Ka-
hoi giho. Eror kdBe popd nou kdvoupie piaTavia
elvatoav yioprr. 6a iBeAa va mapouaidow autov
Tov k6opo atov T{adi. Anpioupyodpe napaNn-
Aoug KOOHOUG MpayaTIKAC KAt PavIaoTIKAG
(wiig, mou kamoleg popéc dlaataupwvovral. Me-
TaQépw TIG yetpovopies kat Ti¢ (wég alnBviv
avBpanwv otov Kvnyatoypapo. AAnBedel ot
1a avBpwmva dikaiwyaTa eivat yia npayparik

unéBeon, Opwe n napouoiaon Twv Bedroy elval
ndvra unoketevikr. Mpoonabw va anodwow
QuTH TNV 16 TwV «jin 0uVOPWW M TWV «eNd |-
0TwV 0uvepwv» 0T dladikaoia avayieoa oto yo-
pIOpa Kat To anotéeapia.

Y10u¢ Kivoupevous dvipeg, 0 Kvnparoypdgog
yivetai éva epyakeio autoyvwoiag, Eivar onpav-
TIKG va vidBe Kaveic umepripavog yia v bmapéry
ToU Kai va avayvwpiCel Ty imapén Twv AMwv.
E6 n katdotaon éxet xopoypagnBei wg To mai-
yvid1 e Snptoupyiag piag Tawiag yia Tov €op-
TAO6 TNG VIGTNG, TG OHOPQIAG Kal TG aglo-
npénelac. H tawia Tipd Tic anhég yeipovopie
mou kdvouv Ty atopkotTa va §exwpilel, péoa
and aviaMayég eikovwv. Evyopat To kowo va
katavorjoet o1, drav nBonolol kai oknvoBetng
Kpatdpe Tv kdpepa kal “tpapdye” ' autr, ka-
TaoTPEQOUHE TO 0pIo Twv dlakpioewv. To pop-
TNyAk! yiveral mpooopoiwon v KIVOOHEvou
vnolol xwpic obvopa, 6mou undpyet E\evbepia
0TIV ENKOWWVIa, To BAEpa Kat T ouppETO .

I have been interested in the topic of extinction
for a while, the extinction of species, of voices,
of tradition, of cinema. Thai society looks peaceful
on the surface, however, there are so many in-
justices going on which contribute to the elim-
ination ofthe other”. The government use terms
such as"Preservation of Thai Values”and“National
Security"as pretexts to destroy different opinions,
beliefs and cultures. Too often | came across
news about discrimination and violence towards
minorities. In 2006 and 2007, at the peak of the
military controlled regime, five provincial gov-
emors in Thailand issued reulations that pro-
hibited migrant workers from leaving their des-
ignated housing at night, from using mobile
phones, and from gathering together outside
of their houses in groups of more than five. The
decrees are specifically enforced on the workers
from Burma, Laos, and Cambodia, despite the
fact that Thailand has migrant workers from var-
ious countries. Even though there are strong
protests from human rights groups, until now
the decree has not been nullified.

In Mobile Men, the main actor is played by a
migrant worker from Shan state in Burma named
Jaai. By the act of making the film, | would like

to capture his confidence and dignity. It is not
about storytelling, but about a man who s full
of lfe.

Making films is the most liberating force for
me. | often work with the same crew and actors
who become good friends over the years. So
every time we are making a film, itis like a car-
nival. | would like to introduce Jaai into this
world of ours. We are creating semi-parallel uni-
verses of real life and of imagined life. At times,
these two lives cross paths. | put real people's
gestures and stories into a film. It is true that
human rights are real, but the “presentation” of
the topics is always subjective. | try to convey
this idea of “no boundaries” or at least “fewer
boundaries”between the making and what you
see.

In Mobile Men, cinemais a tool to create self-
awareness. [t is important to be proud of one’s
own existence and recognize it in the others.
Here, the situation is choreographed as a movie-
making game to celebrate youth, beauty and
dignity. The film honors simple gestures that
mark individuality through visual exchanges. |
hope the viewers realize that, when the actors
and the director are holding a camera and shoot,
we are destroying a discriminating barrier. The
pickup truck simulates a small moving island
without frontiers, where there is freedom to
communicate, to see and to share.

m rracmpusm i s
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[Muotnpiwdeg avrikeipevo To peonuépt / Mysterious Object at Noon]

Taihavén / Thailand 2000

MuBomaoia, viokipavtép, Yeudoviokipaviép, 1o Muatmpideg avrikelievo To peanuépt
agnyefral i aodvdeteg peradd Toug (wég dlagopenikwv katoikwv T Taikdvang. To
Kivnuatoypagikd ouvepyeio diérpete T xwpa an’tov Boppd we To Noto, kataypd

govrag e T kapepa Tig (wée kanowwv avBpanwv. And kabe kivnuatoypagolpevo
(ke va ouppetaoyer otn Slapdpewon piag otopiac. Ztnv endyievn noAn, évag
aMhog «mpwraywviotric» avahapPavel va ouvexioel v totopia e andutn eAevBepia
Mnopei pahiota va emotpéyer oe makioTepo onpeio TG agrynong, va kave aAayég
ka1 va ovveyioet mpog diapoperik katevBuvon. H tawvia divel €upaon o€ pia viokt

pavrepiotikn mpoogyylon kai napovoidder avBpanoug SlagopeTikav enayyeAudtwy
Ywpic va emyével o€ pia TéAela, abidkonn agnynuarikr porf. Metd to taéiéi oo Noro,
10 OUvEpyElo EmoTpéper ot Mnavykok mou, e Bdon T ouMoyikr] (Topia nou ka

Taypdgnke otny enapyia, yupiCera pia Spaparikr Tawia puBonhaoiag pe epaorméveg

ndonoiouc

Mysterious Object at Noon is part fiction, part documentary, and part pseudo-docu
mentary about several unrelated lives in Thailand. The film crew set out on an expe
dition across Thailand, from the north to the south, documenting several lives along
the

way. In the process, each subject filmed is required to continue a story. Another

person in another city is asked to resume the story with total freedom of expression
[he person can even come back 1 any point in the story, make changes, and continue
the tale alternatively. The film en phasizes a documentary approach that presents pe
ple with different professions, rather than looking for a perfect and unbroken narrative
f the fiction’s storyline. After the journey from the ith, the crew set back for
Bangkok, where the AD0rated story IS shot in a fiction-drama style with non-pr

fessior tor
€ il d

IxnvoBeoia/Direction: Apichatpong Weerasethakul Leva-
plo/Screenplay: xwpikoi ¢ Taikavdng/villagers of Thailand Gw-
Toypagia/ Cinematography: Apichatpong Weerasethakul, Pra-
song Klinborrom Movrd{/Editing: Mingmongkol Sonakul,
Apichatpong Weerasethakul Hyo¢/Sound: Teekadetch Watcha-
ratanin, Sirote Tulsook, Paisit Phanpruksachat, Adhinan Adulayasis
Napaywyol/Producers: Gridthiya Gaweewong, Mingmongkol
Sonakul Napaywyr/Production: 9/6 Cinema Factory, Thailand
T.+66 28 424 736, +66 25 137 628 F. +66 29 385 646 cinemafac
tory@usa.net & Firecracker Films, Thailand www.firecrackerfilms.com
& Kick The Machine Films Co., Ltd., Thailand

35mm Aonpopavpo/B&W 83

HBomotoi/Cast: Somsri Pinyopol, Duangjai Hiransri, To Hanudom-
lapr, Kannikar Narong

BpaBeia/Awards:

Aeirepo Bpapeio oto AieBvéc Alaywwiorixo & BpaBeio NETPAC
2nd Prize for International Competition & NETPAC

awards - Yamagata International Documentary FF 2001
Méeyaho Bpapeio/Grand Prix - Jeonju IFF 2001

Eidik Mveia/Special Mention - Vancouver IFF 2000
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Sud Sanaeha

[Ma mavta dikdg oov / Blissfully Yours]

TaiAdvén-faAAia/ Thailand-France 2002

2€ jlla pkpr moAn ata obvopa g Taihdvang pe tn Bippavia, n Pouvyk Aaytapd va
¢pBetn pépamov Ba Bpeei oty aykahid Tou Bippavol epaatr e, Miv, 0 omolog éxel
yeravaoreloel oty Taikavon AaBpaia. H Pouvyk minpwvet v Opy, pia nAikiwpévn
yuvaika, va @povriCet Tov Mwv eva ekeivn avadnei éva pépog dmou Ba pmopéoowy va
xapolv v evtuyia Touc. Eva amdyeupa, o Miv maipvet T Pouvyk yia pia BoATa peg
ot (olykha. Exei pmopolv mia va ekppaoouy Tov €pwtd Toug. Opw, Ty ibla wpa,
otn {olykha Bpiokerat n Opv pie Tov To, éva ouvadeAqo Tou dvipa Te. Mia tétola
unepBoNikr d6on eutuyiac Ba éxel dpaye mapevépyelec;

In a small town on the Burmese-Thai border, Roong longs for the day when she can
be in the arms of her Burmese lover, Min, who has immigrated to Thailand illegally.
She pays Orn, an older woman, to take care of Min while she looks for a place for them
to share their happiness. One afternoon, Min takes Roong on a picnic in the jungle,
where they feel free to express their love. Meanwhile though, Orn has also gone into
the jungle with Tommy, a colleague of her husband's. Will an overdose of happiness
have side-effects?

HBomotoi/Cast: Kanokporn Tongaram, Min Oo, Jenjira Jansuda, Sa-gnad Chaiyapan,
Kanitpat Premkij, Jaruwan Techasatiern, Duangjai Hiransri Mee Maadman, Suchada
Sirithanawuddhi, Wibool Boonrak

IknvoBeoia-Levapio/Direction-Screenplay: Apichatpong
Weerasethakul ®wroypagia/Cinematography: Sayombhu
Mukdeeprom Movra{/Editing: Lee Chatametikool Hyo¢/Sound:
Teeekadet Vucharadhanin, Lee Chatametikool Movaukiy/Music:
Nadia Zentrady KaAAirexvikry S1eo8uvon/Art Direction:
Akekarat Homlaor, Arthit Mahasri Ixediaopog mapaywyric-Ko-
oroupa/Production Design-Costumes: Santipap Ingon-gnam
Napaywyoi/Producers: Eric Chan, Charles de Meaux Mapa-
ywyn/Production: Kick the Machine, Thailand & Laong Dao (o,
Ltd,, Thailand & Anna Sanders Films, France

35mm Eyxpwpo/Color 125

Bpapeia/Awards:

Bpapeio «Un Certain Regard» - Oeot. Kawwv 2002 /

Un Certain Regard Prize - Cannes IFF 2002

Bpapeio Xpuadc ANé€avipog Kahutepng Tawiag - Oeor.
Kivnuaroypdgou Beaoaovikng 2002 /

Golden Alexander Award for Best Film - Thessaloniki IFF 2002
Meydho BpaBeio TOKYO /

Grand Prize TOKYO - FILMeX Japan 2002

Bpapeio Tou Kikhou ONavdwv Kprrikav /

Circle of Dutch Film Critics (KNF) Award - Rotterdam IFF 2003
Bpapeio FIPRESCI / FIPRESCI Prize -

Buenos Aires Film Festival 2003

Bpapeio Apyupric 086vng & Bpapeio Néou Zxknvobém /

Silver Screen Award & Young Cinema Award - Singapore FF 2003
BpapBeio Kahutepn Aiebvouc Tawia /

Best International Film Award - Images Festival Canada 2004
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Huajai Toranong

[H nepinéreia tngAipov Movot / The Adventure of Iron Pussy]

TaiAavén / Thailand 2003

H Mepinéreia ¢ Aipov MModor (0ibnpo aibofo) ivar ia oeipd and avrepykpdouvt ivieo-
Tavieg e Kevrpikr npwiba pia kuvnyo eykAnuativ mou unrpée kanote opeutric go-go.
310 Xpdvia miou epyaoTnke 0" autd To ywpo, 1 Apov Modot yvwpioe ané kovid Tic adikieg
iou dlanpdrovra i¢ Bapog Twv epyalopévwv o Blopnxavia Tou oe€. Me kogtep pamd
kat yvaon (0epeapel Oy pépa oto dladiktuo), n Atpov Modon yiveral n npwida nov Ba
0woe1Tr) Mnavykok kai Ba m kdvel aogav) yia Toug ToupiaTeg o épovraiva ammpiouv
 Biopnyavia tou oe€. H Aipov Modot efvar pia an'Tig nepodveg mou evoapkve o Taikaviog
nepdppiep Maikk Zaoovavaod, Tou omoiou n Souleid kpmikdpet kat oamipiCel m Blopn
yavia Tou o€ ahha kai g Téxvng oy Taikavdn. X' autr) my tavia n Aipov Modar, anoga-
0iCer va dexBei yia anootohd mov ¢ avabéret n Taikavdikr kupépvnan, n onoia ouviBg
0 Bewpel doeyvn Adyw g avoitrc unoaTpi§rc e mpog T Bopnyavia tou o€, Napda
Quta dev ymopoly va ayvorjoouv Ty IKavoTnTa T va Abvel Ta eykhpata pe opopgid. H
puoriki) anootol) Ba my odnyrioet o€ pia énauln nou Ba Bpebel anévavr o napdvojeg
BpaotnpioTnTec, kA Kat O pia mpwn, nakid aydnn

The Adventure of Iron Pussy series are underground video projects portraying a crime
busting heroine who was once a go-qo boy. He has witnessed the unfair treatment
of sex workers during his years in the business. Thanks to his sharp eyes and knowledge
(he surfs the Internet all day), Iron Pussy becomes the heroine who is most likely to
save the day and make Bangkok safe for the tourists who came to support the sex in
dustry. Iron Pussy is one of the personas of a Thai performance artist, Michael
Shaowanasai, whose work directly criticizes and satirizes the Thai sex industry and
the art industry at the same time. In this film lron Pussy decides to take a commission
from the Thai government, who usually deems her indecent for her publicly supporting
the sex industry. But they cannot deny her ability to scrap the crimes with beauty. An
undercover operation takes her to a remote mansion where she not only discovered

llegal activities, but also her past, and her first love

IxnvoBeoia-Levapio/Direction-Screenplay: Apichatpong
Weerasethakul, Michael Shaowanasai ®wroypagia/Cinemato-
graphy: Surachet Thongme Movral/Editing: Panutat Wisetwong
MovawryMusic: Animal Farm KaAArreyvaxr) Stev@uvory/Art Di-
rection: Akekarat Homlaor Koovodpa/Costumes: Prae Pakmis
Napaywyoi/Producers: Peyanan Chantraklom, Pheeraya Prom-
machat Napaywyry/Production: G-Gate Production for GMM Pic-
tures & Ray Pictures, Kick the Machine Films Co.Ltd, Thailand
BetaCam SP Eyypwpo/Color 90

HBomotoi/Cast: Michael Shaowanasai (Iron Pussy), Krissada Ter-
rence (Tang), Teerawat Tongjitti (Pew), Siriyakorn Pukkavesh
(Rungranee)

34 Anitoamovyx Bipagerrdxouv [ 510 Aiebvéc Oeotifal Kivnpatoypagou Beooalovikng



Sud Pralad

[Tpomkn acBévela / Tropical Malady]

Taihavdn-faAhia-Teppavia-Itaia/ Thailand-France-Germany-Italy 2004

Kami payiké mavdrar atov aépa. 0 veapdg otpaticytng Kevyk kai To ywplatonaido
Tovyk (ouv eutuylopiéves pepec yepdtec ayann. Euxdpiotec Bpadiéc jie T otkoyévela
Tou Tovyk, vOxTeC yepdteg TpayoUdia atny mon... Ewg 6tou n wi dlatapayBei and
i e§apdvion. Aéyeratmwg éva dypio (wo okotdvel ayehddec. Lopguwva jie Toug To-
mikoU¢ Bpukoug, 0 avBpwnog pnopei va petapopewBei oe Ao nhdoja. Yotepa Eexva
1 loTopia evdc oTpaticytn o ndet povog To atn (olyKkAa, kel omou 0 poBog MoMég
(opéc ylveral mpaypatikdTTa.

Something magical s in the air. Times are happy and love is uncomplicated for young
soldier Keng and country boy Tong. Pleasant evenings with Tong’s family, song-filled
nights in town... Then life is disrupted by a disappearance. And some kind of wild
beast has been slaughtering cows. Local legends say a human can somehow be trans-
formed into another creature... Then begins the tale of a soldier who goes alone into
the heart of the jungle, where myth is often real.

Bpapeia/Awards:

BpaBeio ¢ Emrponiic - Oeot. Kavvav 2004 / Jury Prize - Cannes FF 2004
Bpapeio «Age d'Or» / “Age d'Or” Prize - Belgium Cinedecouvertes 2004

Meydho Bpapeio / Grand Prize - Tokyo Filmex 2004

Bpapeio Kahutepn Tawiag & Erdikd Bpapeio ¢ Emrpomc /

Best Feature Film & Special Jury Prize - Turin International Gay & Lesbian FF 2005
Ei81kd Bpapeio ¢ Kpruiiyc Emepomric / Special Jury Prize - Indianapolis IFF 2005
Bpapeio Twv Kpruikav / Critics Award - Sao Paulo IFF 2004

Eibixo Bpapeio g Empontic / Special Jury Prize - Singapore IFF 2005

IxnvoBeoia-Levapio/Direction-Screenplay: Apichatpong
Weerasethakul ®wroypagia/Cinematography: Vichit Thana-
panich, Jarin Pengpanich, Jean Louis Vialard Movra{/Editing:
Lee Chatametikool, Jacopo Quadri ‘Hyo¢/Sound: Akritchalerm
Kalayanamitr KaAArrexvikn SievBuvorny/Art Direction: Akekarat
Homlaor Mapaywyoi/Producers: Charles de Meaux, Marco Miiller,
Piboon Damrongchaiyatham, Christoph Thoke, Axel Moebius, Pan-
tham Thongsang Mapaywyry/Production: Anna Sanders Films,
France T.-F. +33 1 5830 9385 cdemeaux@annasandersfilms.com
www.annasandersfilms.com Zvpmapaywyr/Co-production:
Kick the Machine Films (Thailand) & TIFA (Thailand) & Thoke-+Moe-
bius Film (Germany) & Downtown Pictures (taly)

35mm Eyxpwpo/Color 118’

HBomoioi/Cast: Sakda Kaewbuadee (Tong), Banlop Lomnoi
(Keng), Siriwej Jareomnchon, Udom Promma, Saritpong Boonyadi-
son, Arna Rattapan, Donruedee Chana, Huay Deesom
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Sang Sattawat

[Zuvépopa ki évag aiwvag / Syndromes and a Century]

Taikdvdn-Avotpia-Takria / Thailand-Austria-France 2006

To Zuvdpoua ki évac aiwvac Slepeuva T Pvipn Kai To NG KAola GaIVOpEVIKA aor-
pavta npdypata pnopoby va nupodorroouy Ty eutuyia pac. Htawia anotehefral and
buo pépn nou kanoteg popég avinyolv T éva 1o dMo. Toug 0o KevipikolG xapaxTrpeg
ToUg EpnvetoBnke o oknvoBETng and Toug yovei Tou, dnwg avtol Ba frav mpotol
yivouv €paoTéc. 20 nPWTo éPOC MpwTaywvIoTEl ia yiatpiva kai ) loTopia ektukicoeTal
0'éva ywpo mov Bupier o mepiBdMov dmou yewvriBnke kai peyahwoe o oknvoBetng
To debrepo pépog eomialer o' éva yiatpd kai TonoBereiTal ywpoxpovikd o' éva mo oby-
xpovo nepiBdNhov, nou poiael jie Tov O1kO pag onpiepivo k6opo. H Tawia npaypato-
noifBnke oto nhaioio Tou OeotiBdl New Crowned Hope (Biéwn) yia Tov eopraod
Twv 250 xpdvwv and T yéwnon Tou Métoapt

Syndromes and a Century explores how we remember; how our sense of happiness
can be triggered by seemingly insignificant things. It is a film in two parts which
sometimes echo each other. The two central characters are inspired by the filmmaker's
parents, in the years before they became lovers. The first part focuses on a woman
doctor and is set in a space reminiscent of the world in which the filmmaker was born
and raised. The second part focuses on a male doctor and is set in a more contemporary
space, much like the world that we live in. The film was commissioned by the New
(rowned Hope Festival (Vienna) to commemorate the 250th asnniversary of the birth
of Mozart

IxnvoBeoia-Levapio/Direction-Screenplay: Apichatpong
Weerasethakul Qwroypagia/Cinematography: Sayombhu
Mukdeeprom Movral/Editing: Lee Chatametikool Hyo¢/Sound:
Koichi Shimizu, Akritchalerm Kalayanamitr Movouay/ Music: Kantee
Anantagant IxeSiaopoc mapaywyrc/Production Design:
Akekarat Homlaor Koavodpa/Costumes: Virasinee Tipkomol,
Askom Sirikul Napaywydc/ Producer: Apichatpong Weerasethakul,
Charles de Meaux, Napaywyr/Production: Kick The Machine,
Thailand & TIFA, Thailand & Anna Sanders Films, France Zuymapa-
ywyi)/Co-production: Backup Films (France) & New Crowned
Hope (Austria) 35mm Eyypwyio/Color 105°

HBomotoi/Cast: Nantarat Sawaddikul (Ap./Dr. Tei), Jaruchai la-
maram (Ap./Dr. Nohng), Nu Nimsomboon (Toa), Sophon Pukanok
(Noom, eibixoc onic opy18éec/Noom, the orchid expert), Jenjira
Pongpas (Pa Jane), Arkanae Cherkam (o8ovtiatpog/dentist Ple),
Sakda Kaewbuadee (povayo¢/monk Sakda), Sin Kaewpakpin
(vépog povayoc/old monk), Wanna Wattanajinda (Ap./Dr. Wan)

BpaPeia/Awards:

Bpapeio Kahutepng Taviag /

Best Film Award - Deauville Asian FF France 2007

Bpapeio Movia( / Best Editor Award -

Asian Film Awards, Hong Kong 2007

Eidur) Mveia / Special Mention - Fribourg IFF 2007

Tignmin Mveia / Honorable Mention - Adelaide FF Australia 2007
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Lung Boonmee Raluek Chat

[O Bgiog MoV Bupdtar Tig mponyoUpeveg (wWEG Tou /
Uncle Boonmee Who Can Recall His Past Lives]

Mey. Bperavia-Taikdvén-Teppavia-TakAia-lomavia /
UK-Thailand-Germany-France-Spain 2010

Ynogépovtag and o€eia vegpikr avendpketa, o Beiog Mmodvp anogaoiCel va ne-
pdoel Tig TENeuTaleC To HéPEC MEPITPIYUPIOpEVOS QN6 Ta ayamnéva Tou Mpoowna
ot e¢oxr. Katd évav nepiepyo tpémo, 1o pdvraopa g ekhimodong ouiyou Tou
ejlpaviCeTal yia va Tov @povrioel, eva 0 and kaipd E§apaviopévog ylog Tou EMOTpé-
€L e pn avBpwmvn popen. KaBuwg avahoyiletal T mpokaheae v appwotia Tov,
0 Mnodvpi exiva pe v otkoyéveld Tou éva odotmopikd péoa otn {olykAa, e mipo-
0pIopO pia puotnpicddn omnNid — yevéTEIpa TG MPWTNG TOU EVOAPKWONG...

Suffering from acute kidney failure, Uncle Boonmee has chosen to spend his final
days surrounded by his loved ones in the countryside. Surprisingly, the ghost of his
deceased wife appears to care for him, and his long lost son returns home in a non-
human form. Contemplating the reasons for his illness, Boonmee treks through the
jungle with his family to a mysterious hilltop cave — the birthplace of his first life.

IknvoBeoia-Levapio/Direction-Screenplay: Apichatpong
Weerasethakul @wroypagia/Cinematography: Sayombhu
Mukdeeprom, Yukontorn Mingmongkon, Charin Pengpanich Mov-
ta{/Editing: Lee Chatametikool ‘Hyo¢/Sound: Akritchalerm
Kalayanamitr, Koichi Shimizu KaAMirexvixn Ste08uvon/Art Di-
rection: Nitipong Thintubthai EyeSiaopd¢ napaywyri/Produ-
ction Design: Akekarat Homlaor Koovoupua/Costumes: Chatchai
Chaiyon Mapaywyoi/Producers: Simon Field, Keith Griffiths,
(harles de Meaux, Apichatpong Weerasethakul Napaywyry/Pro-
duction: Kick the Machine Films, Thailand & Illuminations Films
Past Lives, UK Zupmapaywyr/Co-production: Anna Sanders
Films (France) & The Match Factory (Germany) & GFF Geissendoerfer
Film-und Fernsehproduktion KG (Germany) & Eddie Saeta, S.A.
(Spain) 35mm ‘Eyxpwpo/Color 113

HBomouoi/Cast: Thanapat Saisaymar (Boonmee), Jenjira Pongpas
(Jen), Sakda Kaewbuadee (Tong), Natthakarn Aphaiwonk (Huay,
oU{uyog Tou Mmolvy/Boonmee's wife), Geerasak Kulhong (Boon-
song, ylog Tou Mmodvp/ Boonmee's son), Kanokporn Thongaram
(Roong, pin ¢ Jen ato §evodoygio/Jen's friend in hotel), Samud
Kugasang (Jaai, apxiepydtng tov Mmodvp/Boonmee’s chief
worker), Wallapa Mongkolprasert (mptykimooa/princess), Sumit
Suebsee (otpatiwtn¢/soldier), Vien Pimdee (aypdmn¢/farmer)

Bpapeia/Awards:
BpaBeio Xpuadg Doivikag - Oeot. Kawwav 2010/
Palme d'Or - Cannes IFF 2010
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The Anthem [O Opvoc)

Ty Taikdvén, npiv and kaBe kivnpatoypagixii npofold, axolyerar o Paoimd
Opvoc, npog Tipfv Tou Baothid. Eivar éva and 1a teAetoupyikd nou £xouy eSpanube
ka1 AayBdvouv xwpa yia va Tipfioouy éva oupBav f évav avBpw awia na
pouaialer évav Gjvo oTov Kivpatoypao nou oxond éxet va eukoyroel Ty aifovoa
Kai trv emkefpevn kivuatoypagixi npofolr). Autr n omtixoakouaTik Siadwaoia
€§ayviopol enrreAeitar and Tpeic AIKIWEVES Kupiee, 01 onolec eniong otéhvouy
&vépyeia oto koo yia va kaBapioel 10 puaké Tou

IxnvoBeoia/Direction: Apichatpong Weerasethakul ®wroypa-
pia/Cinematography: Sayombhu Mukdeeprom Movral/Editing:  In Thailand, each film screening is preceded by the Royal Anthem. The purpose is
Lee Chatametikool Hxo¢/Sound: Akritchalerm Kalayanamitr KaA- to honor the King, It is one of the rituals that are imbedded in society and take
Aireyvir Sie08uvony/Art Direction: Akekarat Homlaor Kootou-
a/Costumes: Suphapich Thitithammasak 35mm Eyypwo/Color
5'Mey. Bperavia-Taikavdn / UK-Thailand 2006

place before certain events to give a blessing to something or someone. The
Anthem presents a cinema anthem that praises and blesses the theater and the
film before each screening. This audiovisual purification process is performed by

HBomotol/Cast: Donruedee Chana, Garuna Luktoomtong, Jenjra three old ladies. They also channel energy to the audience in order to give them:

Pongpas, Sakda Kaewbuadee, Nantarat Sawaddikul aclear mind.

Mia opdda avBpwnwv peragépoviar ' éva mhoidpio kard ko

. 0 \
L u m I n o u S p eo p I e Tou notayiod Mexdvyk, Quoikd olvopo petalh Taikaving xa

Adoc. MMAéouv kdvrpa otov Gvepio, mpoofAénoviag o wa npdén
[QWTEIVOI GVB pw"o I] anoyaipeniopod. Zn péon Tou notagod, 1) yuvaika emkeQaic

asbeste useyyapte ity Direction uiniopacly Blkag: oic NG OIKOYEvelag plvel TG oTdyTeq oTo motdp. H Acuxr) oxovn ava
oia pagpia- jon-Cinematography-Editing: Apichatpong \ e FE S
Weerasethakul Hyo¢/Sound: Akaritchalerm Kalayanamitr KaAArrexvir SievBuvory/Art mrfzampz I? ognuue‘m»epa : u:;iu“‘m‘\‘w i L,
Direction: Akekarat Homlaor Koavoupia/Costumes: Suphapich Thitithammasak Ma- TN SANUNAN I (N u;“ VEKW& . “d'{ P
paywyoe/Producer: Luis Correia Napaywyry/Production: Lx Filmes, Portugal & Kick 010 «BexanevBiiuepo o Zxvoberav m Oeonpah Kov
the Machine, Thailand HDCAM ‘Eyxpwpio/Color 15 2007, w pépog ¢ onovduhwr Taviag 0 o Mur

0d0 a0 Munac

Noproyahia-Taikavdn / Portugal-Thailand 2007 Katdotaor) Tou kigiou). Htawvia xpnparodounke and 1o 1pupa

(alouste Gulbenkian g AioaBvag yia Tov EopTaopd Twv nevivia
HBonotoi/Cast: Sakda Kaewbuadee, Jenjira Pongpas, Nophakraw Ngawvichai, Prasit  tou ypaviav. Suppieteiyav eniong ot okmvoBénec Ayioa Eiympayoy
Donsung, Somchai Matimata, Garuna Luktoomtong, Somchat Aksornsiri, Surasak  sqyra) Axepydv, NNépo Kdara, Bioévie Depad, Oudwyx Mmvyx
Krotchaompu, Sudsakorn Ngawvichai

A group of people is in a boat, traveling along the Mekong River
that stretches along the Thai-Laos border. They are running against
the wind, anticipating an act of farewell. In the middle of the
fiver, @ woman, who is aiso the head of the family, casts the
ashes into the water. The white dust merges with the muddy
water. The boat makes a U-tum at the bridge that links the two
countries. The border links the worlds of the dead and the living

The film premiered at the Directors Fortnight at th

Festival 2007, as part of the omnibus filr tado do Mu
(The State of the Worid), commissioned by The Calouste Gulbenkia

Foundation, Lisbon, to mark its S0th Anniversary. The other d

rectors were Ayisha Abraham, Chantal Akerman, Pedro Costa

Vicente Ferraz, and Wang Bing
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A Letter to Uncle Boonmee

[Eva ypappa otov Ogio MmoOvuli]

IxnvoBeaia/Direction: Apichatpong Weerasethakul Mapaywyry/Production: Kick the Machine, Thailand & llluminations Films, UK
HDCAM ‘Eyxpwpo/Color 18" Mey. Bpetavia-Taiavdn / UK-Thailand 2009

Tnv tawia ouvBétouv mdva ané 1o E0WTEPIKO
kanolwv oy vwpic o fpadu. Oha ta onitia
elval eykataelppéva, extoc ané éva omou ou-
VVTGyie pia mapéa OTPATIWTWY, TOUG OMoioug V-
oapkavou égpnBotan’tn Nayrova. Avo an’au-
To0¢ avahapBdvouy o poho Tou oknvoBém,
daveiCovtag Tic puvég Toug otV agriynon e
Tawiag.

The film is comprised of shots of the interiors of
houses in the evening. They are all deserted ex-
cept for one house that is inhabited by a group
of young soldiers, played by some teens from
Nabua. Two of them impersonate the director
by narrating the film.

Sud Vikal [BpikdAakag / Vampire]

IxnvoBeoia-Ouwroypagia-Movrdl/ Direction-Cin-
ematography-Editing: Apichatpong Weerasethakul
‘Hyo¢/Sound: Akritchalerm Kalayanamitr, Chalermrat
Kaweewattana Napaywyr/Production: Kick the Ma-
chine, Thailand & Louis Vuitton Malletier, France
HDCAM Eyxpwpo/Color 19’

[aANia-TatAdvén / France-Thailand 2008

0pgwva e kanote lotopieg, ota Bouva ¢ Taikavdng
(&1 éva ondvio movki mov Tpépeal jie T aijia AAAwv
(wwv, mBava kai avBpwnwv. Eivar yvwotd wg vok ¢,
10 nouki @dvraopa. Eva Kvnpatoypagikd ouvepyeio
ava{na Ta ixvn Tou

According to certain stories, there lives a bird in the
mountains of Thailand, which feeds on the blood of
other animals, and perhaps even humans. It is known
as Nok Phii, the ghost bird. A film crew has set off to
search for the creature
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0116643225059

«Auth) n Tavia yupiotnke otic apyéc ou 1994, Trihepuvotoa Gho ar Ayorepo
010 0niTi pou kat kAnwe éviwba autd Ta AepuVApATa oav yia unoypéwon

Mia pépa, Niyo petd tn peraxopior pou o’ éva kawvobpyio Siapépioya, ov

veibnronoinoa nooo yepaopévn akouvyorav 1) guvi e utépac pov. Mia
naMid aonpépaupn puwroypapia an’ta naidixa g xpovia kai o apBude tou
TAEP@VOU TG €lval Ta pova npdypata mou unope va ouvbéow ' exeive o
auth Ty Tawiar.

IxnvoBeoia-Eevipio-Dwroypagia-MovraDirection-Screenplay- “This film was made earlier in 1994. | called home less and less, and some-
Cinematography-Editing: Apichatpong Weerasethakul Mapaywyiy/Pro- oW feltit was ke a duty to do so. One day, after | had just moved 1o a new
duction: School of the Art Institute of Chicago, USA www.saic.edu & Kick ~ apartment, | realized how aging my mother sounded on the phone. Her
The Machine Films Co,, Ltd., Thailand HDCAM Aompopaupo/B&W 5’ Tai-  childhood’s black and white picture and telephone were all | can relate to
Advn-HNA / Thailand-USA 1994 her here”

Mae Ya Nang

[Zav Tnv apeilikTn 0pyn TWV KUPATWY /
Like the Relentless Fury of the Pounding Waves]

IxnvoBeoia-Levapio-Owroypagia-Movral/Direction-Screenplay-Cinema- ¥ jiia kwjonokn g Taikavng, pia eor 1épa, 0 fiyoc ano éva
tography-Editing: Apichatpong Weerasethakul Hyo¢/Sound: Mae Ya Nang (padio-  ugmixiomiko padioguvo mavaar otov aépa. Or (wéc éxouv na-
‘DQVIK‘S ez‘arpo/vadio‘ play) quuvwvﬂll’rpdu;tlon: School of}the Art Institute of yiBeurei aTo xpovo Tou padioguvikod Beatpikod, TG pToype-
Chicago, USA www.saic.edu & Kick Tltl.e Ma(hlne Films Fo., Ltd., Thailand 9iag, ka1 TC Tawviag. AUTo To nelpayarnd viokiaviép eetals
HDCAM Aonpopavpo/B&W 22 Taihdvan-HIA / Thailand-USA 1994 ; o
€ yahapd tpémo T petardmion Tou kévipou Bapouc petalh

HBomotoi/Cast: Piyaporn Tananupappisal, Juthamanee Tananupappisal, Noppadol fiyou Kat éiovac. H agiiynon eivar anoonagyatix, kdnoiec
Tungsakul, Tawin Jaidee, Chatsakkarin Pahukul, Tawat Jareonwuttitum Qopéc autooyebiaoixr) i AMec ikt auotnpd Sopnpévn, Ta po-
Siopwvika kbpara avayetadidovral and évav Tono o€ noAoug,
TIPOOQEPOVIAC 0T0 aKpoaTrpio éva Beatpud perddpaya, m Bed
T BdAagaag — «H Bed nepiséver QIVEC yia va ouvavTTE! Kl
1AM Tov ayannyévo T nou npootaredel v mApn Tou nhciou
0mou KATOIKE] T0 Tveya e

It was a hot day in a small town in Thailand, where a mystic
radio filled the air. Lives were trapped in the time of the radio
play, of the photograph, and of the film. This experimental
documentary leisurely examines the shifting focus of image
and sound. The narrative form is broken, sometimes impro
vised, and sometimes rigidly structured. The radio wave is
transmitted from one place to many others, delivering a melo
dramatic play, The Sea Goddess —“She has waited for centuries
to reunite with her lover who has been protecting a ship's bow,
which her spirit inhabits”
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IknvoBzoia-Levapio-Owroypapia-Movral/ Di-
rection-Screenplay-Cinematography-Editing:
Apichatpong Weerasethakul Mapaywyn /Produc-
tion: Kick The Machine Films Co., Ltd., Thailand
HDCAM Eyxpwpo/Color 12/

TaiAdvén / Thailand 1999

0 oknvoBémng neipapariCeral pe T kataypagr gu-
OIKWV PaIVOEVWV XPNOIHONOIWVTAc yia npwTn gopd
Bivteokdpepa.

The director experiments for the first time by captur-
ing physical phenomena using a video camera.

Teem (November 20, 21, 22)
[Ti (NoépPBprog 20, 21, 22)]

AUTEG 01 TaIViEG QnOTUMWVOUY TPEIC MPWIVEG EIKOVEC TOU Tiyt, GLVTPOPOL TOU OKNvoBET, katd T didp-
KEla TpIaV ouveyopevwy nuepwv. Kabig oty Taikdvn pmaivel o yewavac, o Tiy evnjiepwvel Tov
Anitoatmovyk ot Ba méoel ae yeiyiepia vapkn péxpt o OeBpoudpio Tov 2008. (¢ ek TolTou, Kolpdral
ioAd 0" 6Ao a6 To didotnpa. O Anfroatnovyk mapatnpei T véa katdotaon Tou GiAov Tou Kat KAToleg
(OPEC T OIaKOMTEL YPNOILONOIWVTAC va KIVTO TNAEGWVO.

Eachvideo is a morning portrait of Teem, the filmmaker’s partner. As winter approached i Thailand,
Teem informed Apichatpong that he would start to hibernate until February 2008. As a result, the
man sleeps a lot during this time. Apichatpong observed and sometimes disrupted his partner’s
mission with a mobile phone.

IknvoBeoia-Owroypagia-Movral/Direction-Cinematography-Editing: Apichatpong Weerase-
thakul Napaywyéc/Producer: Tomo Suzuki
HDCAM ‘Eyxpwyo/Color 10" 23’ 28" Taikdvdn-lanwvia / Thailand-Japan 2007

HBomotoi/Cast: Chaisiri Jiwarangsan (Teem)

Windows
[MapaBupal
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Goh Gayasit
[Tpitog k6opocg / Thirdworld]

H tawia napovoidder tonia and 1o vjoi Navyi, ot vétia Taikdvén. Or Aor égouy
Kataypagei and diagoperikéc nnyéc, akha ndvia e kpuppévo pikpopwvo. O titog
napwbei tov yapaktnpiopd nov o1 Autikoi npoodibouv ory Taikavén f o dMoug
«€§WTIKOUC» MPO0pIOpOUC.

This film depicts landscapes of the southern island called Panyi. The sounds are

ExnvoBeoia-Eevipio-Duroypagia-Movrdl Direction-Screen- taken from different sources, but all were recorded while the subjects were not
play-Cinematography-Editing: Apichatpong Weerasethakul ~ 4are of the recording apparatus. The title is intended as a parody of the word
Hyoc/Sound: Paisit Phanpruksachat, Adhinan Adulayasis ~thatis being used by the West to describe Thailand or other “xotic” landscapes
Napaywyn/Production: School of the Art Institute of Chicago,

USA www.saic.edu & Kick The Machine Films Co, Ltd., Thailand HD-  HBomotoi/Cast: Chumnan Boonyaputhipong, Paisit Phanpruksachat, Apichatpong
CAM Aonpopavpo/B&W 16’ Taikavon-HNA / Thailand-USA 1997 Weerasethakul, Nappaporn Kongkirati

Malee and the Boy

[H MaAi kat To ayoépt]

IxnvoBeoia-Movral/Direction-Editing: Apichat- |
pong Weerasethakul Keipeva/Texts: ano o ifhio [
KojKg Satan Hew Rak (0 newvaopévog Zatavac)/from ‘
the comic book Satan Hew Rak (The Hungry Satan)
Tou/by Daoneau, o 1oTopia Tou/story by Kamnul
Ouroypagia/Cinematography: Sirithorn Teer-
akulchanyut,  Apichatpong  Weerasethakul
Napaywyry/Production: Kick The Machine Films
(o, Ltd., Thailand

HDCAM Eyypwyo/Color 27

Taikavdn / Thailand 1999

Eva neipapa oto onoio o oknvoBétng axohoulei éva
Sexdypovo aydpt otoug Spdgouc e Mnavyxok. To
ayopi xewpi(eTal To pKpOPwVo, 0 OKNVOBETC TV Ka
jepa

An experiment where the director follows a 10-year
old boy in the streets of Bangkok. The boy handles
the microphone, the director is in charge of the
image
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Nokia Short

IxnvoBeoia-Owroypagia-Movral/Direction-Cinematography-Editing: Apichatpong Weerasethakul Hyo¢/ Sound: Masato Hatanaka
HDCAM Eyypwpo/Color 2’ TaiAdvén / Thailand 2003

H tawia yupiotnke ' éva kivnto TAépwvo Nokia kat e T xpnuatodotnon e
i01ag eraipeiac yia v mpowBnan Tou MPWTOU KIVNToU e EvowpaTéVN Kdpepa
Bivreo. Eva kovrivd mhdvo evog 0HATOC, EPWTIKE EIKOVEC TNV TAEOpaON, Evag
KoAupBnrc o€ pia moiva — auti ival 1) ouvelopopd Tou Anitoatmovyk Bipa-
oettakouy otoug mepapatiopous e Nokia pe mv moidmnta g ekévag mou
MIPOOQEPEL N KApEPa EVOG KIVTTOD TNAEEVOL.

Shot on a mobile phone and funded by Nokia, Thailand, the film was made to
promote their first phone with integrated camera. A body in close-up, erotic
images on television, a swimmer in a pool — Apichatpong Weerasethakul's con-
tribution to Nokia Shorts experiments with the formal quality of images created
from a mobile phone camera.

This and a Million More Lights
[AUTO KI éva EKATOMMUPLO aKOHa pwTa]

IknvoBzoia-Owroypagia-Movral/Direc-
tion-Cinematography-Editing: Apichatpong
Weerasethakul

HDCAM Eyxpwpo/Color B&W 1’

Taihdvdn / Thailand 2003

To gwc and pia otpoBookonikr Aduna pBopiou
unepguwriCel mhdva and pia moiva o' éva aoTikG
nepiBaMov. Eva ayopi Sokipadei o vepo. Har-
via anotehei pépog avtiotoiywv Bivieo evag Ae-
1ol mou yupiotnkav and kaANTégves yia 1o
16pupia Néhaov Mavréha kai v kaindvia evav-
Ta oto AIDS pe titho «46664: Awoe ato AIDS
éva hemo Tévne.

A strobing fluorescent light inter-cuts scenes
from an urban swimming pool; a young boy
tests the water. This and a Million More Lights
is one of several one-minute artists videos made
for the Nelson Mandela Foundation’s “46664:
Give 1 Minute of Art to AIDS" campaign.
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IxnvoBeoia-Owroypapia-Movral/Direction-Cinematography-
Editing: Apichatpong Weerasethakul Zevapio/Screenplay: Apichat-
pong Weerasethakul, Baciopiévo og 800 eneioddia ¢ TAEomTIKrg
oeipac/based on two episodes of the TV series Tong Prakaisad
‘Hyo¢/Sound: Soontara Pinwisai lapaywyr/Production: Kick The
Machine Films Co., Ltd., Thailand HDCAM Eyxpwpto/Color 60
Taikavon / Thailand 2001

HBomotoi/Cast: Toy Luangjan, Suriyon Luangjan, Pratom Buranrom,
Nim Janmo, Chaiwat Yahuadong, Supatra Sanmeung, Prapaijitr Kotmool,
Sopa Yahuadong, Pranee Kamnerdsingha, Duang Malad, Jitlada Poon-
tegong, Nooklai Senbee, Noodang Dungchaiyapoom, Anong Chaiyadech

Haunted Houses

[ZToixeiwpéva onitial

H agriynon BaoiCerar e€ohoxApou oto oevapio dio enioodiwv e Snpog
oeipdc Tong Prakaisad. H oeipd katamavotav kupitwe pe Béara ayanng ko pe ta
npoB\iuara tr edmopng 1aéng. O oknvoBétng Ta€ideipe ota ywpid kovid otov Tom
karaywyr¢ Tov kat {fTnoe and Toug KaToikoug va OUpHETAoYOUY, UMOSUEVO! Tou
poAoug mov unaydpeue 1o oevapio. AdBnxav poror oé &€ ¢
ywpid. H 1otopia frav ouvexrc, aAAd ot nBomoioi nou énaifav
halav diapkaq kaBwe AMade 0 TONOG Twv yupiopdTwv and xwpio o¢ ywpid. H avia
napovoidotnke oty 7n Aiebvii Mmevake ¢ Kwvoravivodmong

[0UC XOPAKTIPEC QA

The narrative was directly scripted from two episodes of a popular Thai TV serie
called Tong Prakaisad. The series mainly deals with love and the probles
wealthy. The filmmaker then traveled to the villages near his home and asked v
lagers to participate by acting according to the script. A total of sixty-six villager
from six villages participated by assuming roles. The
the actors who played the characters constantly ¢
moved from one village to another. The film was presented at the 7th Intemat
Istanbul Biennial

Morakot

[Zpapaydt / Emerald]
IknvoBeoia-Owroypagia-Movrdl-Napaywyd¢/Direction-
Cinematography-Editing-Producer: Apichatpong Weerasethakul
‘Hyo¢/Sound: Akritcharlerm  Kalayanamitr - KaAMreyvixy
S1evBuvan/Art Direction: Akekarat Homlaor HDCAM Eyypwpo/
Color 11’ Taikdvén-lanwvia / Thailand-Japan 2007

HOonotoi/Cast: Sakda Kaewbuadee, Jenjira Pongpas, Nitipong
Thinthupthai
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IxknvoBeoia-Movral/Direction-Editing: Apichatpong
Weerasethakul Owroypapia/Cinematography: Re-
naud Chassaing, Apichatpong Weerasethakul KaAArrexvikr
S1e0Buvony/Art Direction: Nitiping Thinthupthai Napa-
ywyog/Producer: Charles de Meaux Napaywyry/Produ-
ction: Kick the Machine, Thailand HDCAM Eyxpwpio/ Color
7' [aANia-Taihdvon / France-Thailand 2007

HBomotoi/Cast: Sakda Kaewbuadee, Jenjira Pongpas

IknvoBeaia/Direction: Apichatpong Weerasethakul,
Pimpaka Towira (mpookexAnyiévog oknvoBétne/invited di-
rector) Qwroypagia/ Cinematography: Apichatpong
Weerasethakul, Sivaroj Kongsagul Movra{/Editing:
Apichatpong Weerasethakul, Sompot Chidgasornpongse
‘Hyo¢/Sound: Akritchalerm Kalayanamitr Iyeiaopdg
napaywyri¢/Production Design: Akekarat Homlaor
Napaywyr/Production: Kick the Machine, Thailand
HDCAM Eyxpwpo/Color 43"

Taikdvdn-Notia Kopéa / Thailand-South Korea 2005

HBomotoi/Cast: Chanchai Amonthat, Thanatporn Ve-
jchayom, Priya Wongrabeab, Sirapa Theansuwan, Siriporn
Chemijit, Atjimarak Songsangjan, Utchalaluk Songsangjan

Eva Ceuydpi To okGer amd Ty otkoyéveld Tou kal mnyaivel
npog avadrjmon evog tepod dévrpou ot (olykha. Tn
vixta avinyei éva tpayoddi mou piAd yia v aboa ayamn
kai T avadfjmon T eutuyiag kai Tou épwra. H Tawia
anotéheoe Turipa Tou Jeonju Digital Project 2005.

A couple escape their family to look for a spiritual tree in
the jungle. There is a song at night, a song that speaks about
aninnocent idea of love and a quest for happiness and sex.
The film was part of the Jeonju Digital Project 2005.

My Mother’s Garden

[O knmog TNG untépag poul

H tawia napovaidCe! tn ouoyr koopnudTwy Tou Biktoudp vie KaoteAdv. O dnptoupyog
éyel pnveuoBei and didgopa emkivéuva avln kat capkoBopa gurd. Kabe koaunpa éxel évav
Kpugd pnxaviopo kivnong. To peyalutepo pépog T Tawviag amotehefral and mohl «kAeioTa»
Kovtiva mdva Twv Koopnudrwv. H tawia anotehet eniong kat popo Tiprf oTov Ko TG jn-
T€pag Tou oKnvoBEm, pe Tic dyples opyI0¢eC, Ta éVIopa Kal ToU HKPOOPYavIaHoUg Tou.

The film is an impression of a jewelry collection by Victoire de Castellane. The pieces in the
collection are inspired by various types of dangerous flowers and carnivorous plants. Each
piece has a hidden mechanical movement. Most of the film's images consist of extreme
close-up shots of the jewels. The film is also a tribute to the filmmaker's mother's garden,
withits wild orchid roots, bugs and various organisms.

Worldly Desires

[EykOopieg emOupiec]
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IxnvoBeoia-Owroypapia/Direction-Cinematography: Apichatpong Weerase-
thakul, Christelle Lheureux Eevapto/Screenplay: Jantrakansorn Sukkrajang, Sakda  Makers imagine a ghost that fives and wandersal
Poka, Nantawat Poonpeum Hyoc/Sound: Akritchalerm Kalayanamitr MououiyMusic:  They invite three children — two boys and a girl — to.a Thai is
Gandhi Anantagant Mapaywyry/Production: Cité Siam, Thailand & Alliance Francaise,  land to make a film. The kids are provided with an actor whose
Thailand & The French Embassy, Thailand, e v unoatripién Tou Yroupyeiou Mohmopou  function s, like a puppet or a ghost, to perform tasks dictated

¢ TaiAdvdng/funded by The Ministry of Culture, Thailand
HDCAM Eyxpwpo/Color 9’ Taikavdn-fakhia / Thailand-France 2005

HBomotoi/Cast: Sakda Kaewbuadee

IxnvoBeoia-Owroypagia-Movral/Direction-Cinematography-Editing:
Apichatpong Weerasethakul ‘Hyo¢/Sound: Akritchalerm Kalayanamitr,
Chalermrat Kaweewattana Napaywyry/Production: Art for the World, Geneva
& Milan info@artfortheworld.net

HDCAM Eyyxpwpo/Color 3’ EABetia/Switzerland 2008

HBomotoi/Cast: Jaai Loongsu, Nitipong Thinthupthai

[(Davraoua ™¢ Aoiag]

To @dvraoua me Aalac eivor pia yioptr mpo T ¢ (¢ kai T
euyapiotnong. O oxnvodéTeC okégTriav va ypnowonolr oot
10¢a evoC paviaopatod, 1o onoio (g1 kat MEPIAGVIETaI OTIC aKTE
¥ éva vnoi g Taikavdng, kdheoav duo ayopia ki éva kopio
yupioouv pa Tavia. Ta naidia eiyav otr diaBeor Toug évav ric
11010, 0 0Nolo¢ NII-’)UOWUHF 00 LOPIOVETa, 0av Eva pav
exeiva kateuBovouv kai Tou Méve Timpénér va kdvel. H rawia eiva
Sopnpévn o0p@wva pie Tov oxrvoBeTikd pubid nou bivouy o1 ve
apoi oknvoBérec. O nBonoidg yiverar pia npooopoiwor e
TOUC, pia mipoBold Twv Oowv pmopady, Suvapel, va kavouy

Ghost of Asia i a celebration of living and pleasure. The filr

by them. The film is structured according to the children’s real
time pace of direction. The actor becomes their simulated life
their projection of the things it is possible for ane to do

Mobile Men

[Kivoupevol avrpec]

H tawia &ivai pépog Tou omovdulwrod épyou loTopis yia T’ avBpumva b

Kaigyara and oxnvoBetes, KaMITEYeC Kar ouyypagei, mou YupioTnKe yia
v 60n enéteio g nayxoopiac Siakrpuéng Twv avBpwniviv Saiwpdiov
01 pikpou prikouc Tawvieg nou ouvBéouy 1o mpaTlext Eouv we mnyr €y

nvevang Tig &€ Bepanixé¢ g npokiipuéng: Tov noAmopd, Ty avamuén
v adlonpéneia kai ry dikaioouvr), To nepIBANOY, 10 Komwvikd PUAC Kai
N oupperoxr. Avo dvipeg oy kapdtoa evoc pikpou gopimyou TpaPave
Je TV Kayepa o évag Tov AAo. Npoépyoviar and Siagopemka pépn Tov
KOOpO0L KaI 160w TN KApEPaC avaxaAlmTouy 0 évag Tov Mo

Maobile Men is part of Stories on Human Rights by Filmmakers, Artists and
Whiters, a project marking the 60th anniversary of the Universal Declaration
of Human Rights. The project’s 22 short films were inspired by the six
themes of the Universal Declaration: culture, development, dignity and

justice, environment, gender and participation. fwo young men in a pic
truck are filming themselves. Belc NQing to different parts of the world

through the use of a camera they are discovering each other
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Anitoatmovyk BipageTtakouy
Apichatpong Weerasethakul

1994
1994
1997
1999
1999
2000
2000
2001
2002
2002

2003

2003
2003
2004
2004
2005
2005
2006
2006
2007
2007

2007

2008
2008
2009
2010

2007

Opoypagia/Filmography

0116643225059 (p/short)

Mae Ya Nang/Like the Relentless Fury of the Pounding Waves (py/short)
Goh Gayasit/Thirdworld (py/short)

Windows (pp/short)

Malee and the Boy (py/short)

Boys at Noon (py/short)

Dogfar Nai Meu Marn/Mysterious Object at Noon

Haunted Houses (peaaiou prikou¢/mid-length)

Sud Sanaeha/Blissfully Yours/a mdvra 81kéc cov

Second Love in Hong Kong

(ouv-oknvoBeaia/co-direction: Christelle Lheureux) (py/short)

Huajai Toranong/The Adventure of Iron Pussy
(ouv-oknvoBeaia/co-direction: Michael Shaowanasai)

This and a Million More Lights (py/short)

Nokia Short (up/short)

Is It Possible that Only Your Heart Is not Enough to Find You a True Love (pp/short)
Sud Pralad/Tropical Malady/Tpomki aoBéveia

Worldly Desires (pp/short)

Ghost of Asia (ouv-oknvoBeaia/co-direction: Christelle Lheureux) (py/short)
The Anthem (pp/short)

Sang Sattawat/Syndromes and a Century

Luminous People (pp/short)

Teem (November 20) (uy/short)

Teem (November 21) (py/short)

Teem (November 22) (pp/short)

Morakot/Emerald (p/short)

My Mother’s Garden (py/short)

Mobile Men (pp/short)

Sud Vikal/Vampire (pp/short)

A Letter to Uncle Boonmee (pp/short)

Lung Boonmee Raluek Chat/Uncle Boonmee Who Can Recall His Past Lives/
0 B¢iog Mmodvpu Bupdrar Tig mponyodpeves {wég Tou
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¢ Kov Kaév kar éxave petanuyiakés onoudéq otn 2knvoBeoia otn Zyohd tou votimolrou Texvaw tou Ziayo. To 1994 Egxivnoe )
dnpioupyii Tov nopeia e pkpod pjkoug Tavieg kai pivieo, ev 1o 2000 ohoxApwoe T mpwtn Tou peyarou prfxous tamia. And
10 1998 dnputoupyel Pivieoeykataotdoeic kat ouppeTéxer o€ avapiBpnteg exBéoei,

Ta épya tov ougva xapaktnpiCovrat and pn ypappikr agrynon kat napovaidouv aiobrtd xahap dopr, v katamdvovial beéotegvikd
i€ npoownikd kai noAttikd {ntpara, Méow tng eraipeiag Kick the Machine, nou ipuoe to 1999, enebiwée va npowbroe: neipapaticéc,
aveGdprnteg Tavieq, mapapévoviag oTi napuges TG epnopikr Taitavoikrg kivnpatoypagikic Popnyaviac. Ta kakegvika npordexr
Kat o1 peydhou prikou Tawvieg Tou edpaiwoav SieBvay T run Tou kai Tou anégepav nokhd Bpapeia o¢ kivnpatoypagikd peonBal, ouy-
nepihapBavopévav kat piwv Bpapeiwv oto OeatiBal Kawav. To 2005, To Ynoupyeio Mokmopod g TaiAdvéng tov anéveie 1o Bpapeio
Silpatorn mou anorehei yiia and Ti onpavtikdtepec Bpapevoeic yia exaotikols kaNiéyveg otn xpa. To 2008, éyive o mpartoc kahhiégvre
niou BpaBettnke ot 55n ExBeon Camnegie International twv HITA. Trv {6ia xpovid, To Ynoupyeio NoArmiopod try; fakhiag Tou anéveie 1o
ETaANio Tou Inmén T Taéng Twv Teyvawv kai twv [pappdtwy (Chevalier de 'Ordre des Arts et des Lettres). H awia tou Zivépopa ki évac
atwvag, mov ohokAnpwBnke ota Tékn Tou 2006, firav ) npwn Tailavoikr Tawia nou ouppeTeiye oTo diaywviotkd TuAga Tou Deotifal
Beveria, Yotepa and avabeon tou Oikou Louis Vuitton, o Anftoatmovyk avéhaBe va yupioe! pia pixpod prjkoug Tavia pe titho iampire, 1y
oroia mapouoidotnke oto Espace Louis Vuitton ato Mapior. O Anitoatnovyk frav éva and toug 20 kahmévec kar oknvoléTes otoug
onofou avatéBnke and Ty Ynatn Appooteia ov OHE yia ta AvBpamva Aikaiwpara n Snpioupyia Tawiag pikpos prkous ye agopyr Ty
60n Enételo and v Maykoopia Atakrpuén Twv AvBpwnivuv Aikaiwpdrtwy. To 2009, 1o Mouaeio Kivnuatoypdgou ¢ Auotpiac eédwoe
Jita povoypagia ota ayyNikd yia o odvoho Tou épyou Tou. H teNeutaia tou Souhetd, Primitive, anoteheital ano pia peydhn Bvreoeykardotaon,
b0 itkpol prikou Tawies, évav katdhoyo kat pita peydhou pijkoug Tawia e titho O Gelos Moty Bupdrar i mponyodpeves wé Tou. H
tawia anéonaoe 1o Xpuod Goivika oo GeamiBdl Kavvev 2010 ki éywve n mpwn tawvia and ) votiavatohikr) Aoia (xai n 7r) and v Acia)
1iou AayiBavel To anpavrikd auto kvnuatoypagikd BpaBeio. Zet kat epyaleral ot Toiavykpdi g Tairdvang.

I'zwnenxe ot Mnavykok kat peyahwoe otnv Kov Kaév ¢ fopeiavatohikr Taihavdng. Znobbaoe Apyrextovixs| oto Navemotdgo

University and a Master of Fine Arts in Filmmaking from the School of the Art Institute of Chicago. He began making film and
video shorts in 1994, and completed his first feature in 2000. He has also mounted exhibitions and installations in many countries
since 1998.

Often non-linear, with a strong sense of dislocation, his works deal with memory, subtly addressed personal politics and social issues.
Working independently of the Thai commercial film industry, he is active in promoting experimental and independent filmmaking
through his company Kick the Machine, founded in 1999. His art projects and feature films have won him widespread international
recognition and numerous festival prizes, including three prizes from the Cannes Film Festival. In 2005, he was presented with Silpatorn,
one of Thailand's most prestigious awards for visual artists, by the Thai Ministry of Culture. In 2008, he became the first artist to receive
the Fine Prize from the 55th Carnegie International, USA. Also in 2008, the French Minister of Culture and Communications bestowed on
him the medal of Chevalier de I'Ordre des Arts et des Letters (Knight of the Order of Arts and Literature). His film, Syndromes and a
Century, completed in late 2006, was the first Thai film to be selected for competition at the Venice Film Festival. He also completed a
short film commission entitled Vampire for Louis Vuitton. It premiered at the Espace Louis Vuitton in Paris. Apichatpong was one of
twenty international artists and filmmakers commissioned to create a short film for the United Nations High Commission for Human
Rights to mark the 60th anniversary of the Universal Declaration of Human Rights. In 2009, the Austrian Film Museum published a major
English language monograph on his work. His latest project, Primitive, consists of a large-scale video installation, two short films, an
artist’s book, and a feature film, Uncle Boanmee Who Can Recall His Past Lives. The film won the Palme d‘Or at the 63rd Cannes Film
Festival in 2010, making it the first Southeast Asian film (and the 7th from Asia) to win this most prestigious award in the film world. He
lives and works in Chiangmai, Thailand.

H e was born in Bangkok and grew up in Khon Kaen in northeastern Thailand. He holds a degree in Architecture from Khon Kaen
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