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FIGURE 5.1 The Juche Idea still: Yoon Jung reading her Juche poem at the Mass
Games

5.2 SCRIPT EXCERPT

5.2.1 INTERVIEW ONE (Greenhouse)

INTERVIEWER:

We are here today with Jung Yoon Lee, the Korean-Japanese artist who is part of

the international Juche Farm Residency outside Arirang. How are you?

JUNG YOON:

Great.

INTERVIEWER:

I would like to start with politics. You were recently in the United States. What do

you think of activities of the present American administration’s activities?

JUNG YOON:

It reminds me of the myth of the nymph trying to teach a goat to read. She bought so

many books and the goat was very happy and seemed to respond well to her lessons so

she kept teaching and teaching through the night until she fell asleep exhausted. When

she woke up, the ungrateful goat had eaten all the pages and chewed up the binding. Out

of anger, she slit its throat and drained its blood.
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INTERVIEWER:

You lived in the U.S.

JUNG YOON:

I studied in the US. I watched TV and saw these White House people walking the

grounds like Spandau-prison fascists. Really these people are barely human. They might

as well be creatures living in dark trees that mock passersby.

INTERVIEWER:

But the country is so rapacious. It’s always invading or threatening to invade some-

one. It’s hard to believe that people there can’t be aware of that.

JUNG YOON:

True, but it’s not like the old British lion leaping from one continent to another.

American-style imperialists are ectotherms: ambush predators that save their energy

soaking in the sun to better take advantage of the prey bumbling into its path.

INTERVIEWER:

Could tell us what your days are like here?

JUNG YOON:

For one thing, I have had more work opportunities here in two months than I have in

the last ten years. But not all the work is so technical. One of the daily farm chores we

have to do to earn our keep along with weeding, tending the crops, cleaning chicken shit,

and helping with evening lectures. Because I’m South Korean and lived in Japan, they

assume that I am professionally trained to do everything. This isn't like a Western art

residency. Here you work on your own projects but you also help others by training

them and you learn new skills yourself. It's very communitarian.

INTERVIEWER:

What other jobs do you have?

JUNG YOON:

I’m continuing with my own videos. And we’ve been developing closed-circuit

television shows in English and an internet broadcast in Juche film theory. English video

classes.

INTERVIEWER:

Are there other international artists there?
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JUNG YOON:

There’s a Russian actor but no one else here lived in Japan and certainly no South

Koreans. It's quite diverse really. There's farmers who paint, welders who write, anti-

capitalist English teachers, Stalinist vegetarians. Bulgarians. There's all kinds. Most of

the residents, of course, are North Korean.

INTERVIEWER:

How do you get along with them?

JUNG YOON:

Everyone is an artist here: writers, actors, painters. We wake up in the morning and

do our chores and then everyone disappears for the day and comes back again for the

evening lectures. Some kind of rodents are eating the cabbage. Tonight there is a vigil to

stay awake and try to kill them. I think I might sleep though.

5.2.2 INTERVIEW THREE (Chicken Coop)

INTERVIEWER:

How did you decide to come to North Korea?

JUNG YOON:

They said they had an artist residency where I could work with North Korean artists

and technicians.

INTERVIEWER:

Why didn’t you work in the film industry in your adopted country. It seems as

though you have the talent for that.

JUNG YOON:

I'd rather work in a sewage treatment plant without a respirator.

INTERVIEWER:

What was it like making your kind of films in the US and Japan?

JUNG YOON:

Making non-commercial movies in a capitalist country is like building a homemade

floating barge in a bay. People are charmed, supportive and even offer bits of lumber or

some indoor-outdoor carpeting. But when it comes time to launch your clunky house-
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boat, no one notices because they are all crowding the bridge rail to watch the cruise ship

grease its diesel bilge and raw sewage out onto the open ocean.

INTERVIEWER:

Doesn’t the state support the arts?

JUNG YOON:

In Europe it does, though it's really just a subsidy to artificially prop up an industry

that in the much-touted free-market system would shrink to near oblivion. In the US

state arts funding is basically for symphonies and education. There is some money for

individual artists on a more local level and from private foundations but it’s ultimately

very little. Imagine skinny Mexican dogs in a street market fighting over avocado rinds

and you’ll get an idea of what's it is like to try and make it as an artist in that country.

INTERVIEWER:

How old were you when you moved to Japan?

JUNG YOON:

I grew up in South Korea until age 9 and came to live in Japan with my aunt when

my mom died. My family in South Korea are all lower middle-class petit bourgeois. My

family in Japan are all more or less communists and run three Pachinko parlors.

INTERVIEWER:

What about your father?

JUNG YOON:

He’s quite elderly actually. My mother was young when he married her and he had

never been married before or since. We are in touch but are really not too close. I don’t

think he’d mind though. He wants to see the country unified again.

INTERVIEWER:

What did your family in Japan think of you coming here?

JUNG YOON:

They were proud. Well actually my aunt was proud. My cousins thought I was crazy

for accepting. They said I was going to be thrown in a gulag and that I would have to

raise rats in my shack to get enough protein. My aunt is part of the Japan-Korea Friend-

ship Organization. That's who sponsored my trip. It is an open organization and is

considered a charity though some have called us the North Korean yakuza.
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INTERVIEWER:

When you came here, one writer compared you to the aging Ezra Pound, who had a

pro-fascist radio show in Mussolini’s Italy.

JUNG YOON:

Well like many who are fooled by fascism, his paranoid fear of Jews was really a

kind of ethnocentric fear of capitalism. I suppose it’s an honor to be compared to him

even as an insult. I’ve been called much worse.

FIGURE 5.2 Cover, Korean-language guidebook used as a title card (North Korea)

5.2.3 INTERVIEW FOUR (Barn)

JUNG YOON:

In some ways this country and Cuba perhaps are like medieval monasteries pre-

serving the sacred books in the Dark Ages. With the same temptations to alter the texts

and re-write the histories to better adapt to their situation. I feel like I know how my

ancestors lived since I’ve come here. The kind of Confucian community values and the

lack of modern - capitalist - worries and anxieties… But I do have communication
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problems sometimes. I mean I spoke about my pet guinea pig having eye surgery and the

director was horrified. He did not understand why anyone would perform such difficult

and exact surgery on a small animal that serves no scientific or societal purpose. I

explained to him the economic theory that money goes from one part of the economy to

another creating jobs along the way. He told me I was confused because in fact that

money is taken away from working people to enrich the professional class for useless or

redundant expenditures for a tiny proportion of the society. Removing a guinea pig’s

eye, he said, is blinding a small factory boy who has to slave in a fascist tropical dicta-

torship so that citizens can have more money and goods to give to the upper classes. He

was nice and said it was not my fault since I was bombarded with lies from the time I

was a babe.

INTERVIEWER:

Have you been able to see much of the countryside?

JUNG YOON:

I have been doing some exploring and found this cave near the farm. It reminds me

of the Pitcairn Island cave. Fletcher Christian used to hide out and brood at the cave. He

kept writing utensils, paper, guns and ammunition to protect him from drunken muti-

neers, kidnapped Polynesians, and the British navy and brooded over his imprisonment.

INTERVIEWER:

So what are your next projects? They told me there would be Anti-capitalist English

classes as well as an action film.

JUNG YOON:

I am editing those now. We use these tapes for closed-circuit video classrooms. And

we’re still working on the script for the futuristic movie.

INTERVIEWER:

Science fiction?

JUNG YOON:

Well, yes sort of. A science fiction movie about a future world where North Korea’s

borders have been irradiated with tiny Macarthur nukes. They sent me an assistant to

develop it. I am going to use this as an excuse to go to Pyongyang. A sci-fi city if ever

there was one. I want to shoot in some of the old churches.
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INTERVIEWER:

Why were you interested in coming here?

JUNG YOON:

Well, I was approached and agreed to do it. It sounded interesting. I mean I knew

that Kim Jong Il was a film theoretician. Most people have no idea of this. The image is

of a madman who dabbles in film for thrills.

INTERVIEWER:

The image of him outside is quite different than in this country.

JUNG YOON:

Yes, of course. I mean he's stereotyped. Of course stereotypes have some basis in

reality. So in the US, he is seen as a maniac sweating with his finger on a nuclear button

and in Japan he's seen as a mad emperor:  planting tulip gardens, watching blackface

Judy Garland musicals and listening to Europop.

INTERVIEWER:

Really?

JUNG YOON:

The point of all this is not to take the man seriously. I just decided to ignore all that

and look at his film theories the way I would any other theory. And so I am adapting

some of my own ideas and practices to his Juche theory of cinema.

5.3 GRADUATE CRITIQUE EXCERPT (R.P.I., December 10, 2007)

AMANDA

One of the reasons is to talk about the other than your own is to critique your own

culture. How do your language issues and foreign-ness do this? It seems like it somehow

lets the audience distance themselves.

JIM

I do think that humor can distance the audience and working in another language

also does. The other perspective I have is that I have lived outside the US and I’ve

learned another language and have studied three other languages and out perspective in

the US is so limited. Even on the Left, we still only see the world with this imperialist

baggage. Where most of the people are living that are affected by capitalism but they
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aren’t constantly affected by what’s happening in the US. Also, this allows me to create

my own fictional world. One thing that allows me to come in to another culture is the

communist thing because I know a fair amount about it and I’ve read a lot. I lived and

worked in southern Mexico and Guatemala. The civilian base of the left-wing insur-

gency had these various lines of Marxist ideologies, and every group was aligned with

one of these groups. So it’s interested to deal with this medieval differentiation within

the Left, the atomization of the different lines, each one believing they have the right

one. And I want to have a critique not just of capitalism but also of the Left, of the

authoritarian tendencies and the atomization of the Left.

AMANDA

I am still a little hung up on the language. I’m wondering how an audience who un-

derstands the language is going to see this.

DAVID

I’m surprised to hear there’s a political meaning I’m supposed to get out of it. Po-

litically it seems very confused to me. The people who are presented to criticize

American imperialism are from countries that are not exactly shining lights of democ-

racy. So I’m prepared to accept it because it’s funny and for the exoticism of taking this

Korean thing and I guess I’m concerned about how one can accept this message to get

across.

JIM

I certainly don’t see it as a message. I’m just telling you where I’m coming from

when I’m making it. It is funny and I’m kind of letting it roll with this humor idea. There

are some in jokes about film and film theory and these are the motivations I have when I

start and what the audience gets out of it, I don’t know. I have mixed feelings. On the

one hand there is a state sponsored critique of capitalism and of filmmaking. Of course

they aren’t critiquing their own system.

NEIL

I feel that the political focus and satire doesn’t come across to me are really well

thought out. I mean it’s fun to be confusing and it jumps around. But to feel that there is

a double barreled critique of Western thought and politics though—I thought there were

a bunch of quick shots that were funny.
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JIM

The idea is that she made the pieces about capitalism and English as a Socialist

Language and Flesh Ring. And she made the piece about Dentures of Imperialism. So in

a sense these are dramatic monologues. I’m trying to think about this character.  She’s a

South Korean socialist who’s in North Korea. I’m hoping you get this from the whole

movie the idea of the unreliable narrator. Does she really believe this? In the end does

she still believe this? Does she really want to clean chicken shit? Does she want to make

propaganda films? I don’t know. I also felt that I couldn’t work with an American—that

they wouldn’t allow an American there.

MARY ANNE

There are these threads here of totalitarianism. The best moments were when they

were talking about the West. I thought there was something very unique happening, a

very complex layering. This layered critique was perversely funny.

AMANDA

I have a question about audience.

JIM

My audience is from video art and I started doing art shows in the Chicago art

community and that’s where it started. The tours that I’ve been on in universities,

microcinemas and cinematheques have been important to building and getting to know

my audience. And internationally they’ve played well. It has played in galleries but I

don’t think they work as well in that environment. Single channel is really the best

venue. And it’s even better when I’m there so people don’t get any funny ideas.

KATHLEEN

Can you talk about the disabled soldier bit?

JIM

That’s a fascist totalitarian thing. The disabled soldier is the ultimate sacrifice of the

nation. That scene was very striking because it was a criticism scene in the film. It’s

offensive; it’s funny; it’s also really touching. I have mixed feelings and then I read the

theory and put that theory, that text, next to it. And it’s looking at that model of the

totalitarian, pseudo-communist society. There are two other films of the English as a
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Capitalist Language and I’m hoping that the political elements will pan out more by the

end of the film.

KATHLEEN

The construct within the construct within the construct of the film is very intricate

and very moving. And I’m wondering how much people get that or not.

JIM

Well I feel I make films on a couple different levels. I have the ability to make peo-

ple laugh so you can watch them on a different level. I feel frankly that if you watch the

films a couple times, you get something different. Some people like my films because

they’re funny some don’t like them because they I’m politically reactionary or making

fun of the Left or confused politically. In a sense I have an inner Trostkyite child that I

fight against. And that comes in the movie and that’s kind of an in-joke on myself or

people I know.

DAVID

Why are you fighting it?

JIM

Because I don’t want to be a Trotskyite. I’ve known a lot of Troskyites. They’re

cool on the one hand. Trotsky was cool, I mean.  They’re better than Stalinists. But at

least Stalinists did something. And made mistakes. Trotskyites never seem to do any-

thing. They’re always on the sidelines criticizing everyone else.

BRANDA

Media literacy is a thread in your work examining how you can use cinematic lan-

guage to create power. In a way we we’re laughing like we’re not like them. But your

point is that we are set in a set of language and industry traps just like they are. In a

sense we are all trapped in a residency here.

MIKE

I also see a critique of critiques. These characters are intensely looking at systems

and critiquing systems and it’s not just ironically trashing these systems. But there’s a lot

of care in the humor.

DARA

Did you write the language part with the woman in the office?
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JIM

That’s audio from the Voice of America, which is a radio—started as a way to pro-

mote US culture in the 50s and anti-communism. They have these radio shows and

everything is very skewed towards business. So that’s edited to sound more insane than

it is.

DARA

Then as a follow-up, the leads are women of color of the three films you’ve done.

So I’d like you to talk about why these films about communist ideology with these

women.

JIM

I chose Nandini Khaud as an Indian cosmonaut in an East German program. Then I

made a movie based in Peru and now with Korea, I’m not sure women of color is exactly

what I’m thinking about when I start. I’m trying to think about characters and the role of

women within revolution. One that’s not been a big focus on film. Usually in a revolu-

tion, a typical role women are portrayed are, for example in Vietnam, the women are the

ones who fixed the Ho Chi Minh trail. Very little is given to about what exactly the role

is of women within a revolutionary context.

AMANDA

Who is your audience? I don’t think you’ve answered it. You talked about the his-

tory of your screenings.

JIM

I feel that one of things that working in the longer form has allowed me to do is to

reach a wider audience. I’ve had more press in the last three years than in the previous

seven years. I think the 3- or 10-minute films I’ve made are awesome and I stand by

them. But the reality is that unless you have a gallery representing you, you’re not going

to get the promotion. I’m trying to make films that are going to be seen but that are

criticizing and developing the actual film language. So the reason I talk about the history

of my screenings is that I’m not just making work in a tube. I’m not just floating and

saying people think I’m genius. Some people love my work and some people don’t.

AMANDA

I think television might be a good though.
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JIM

Television would be a disaster because they’d just change the fucking channel.

They’re not going to have any patience to sit and watch a film within a film. They’re

gonna say, “What is this crappy film? There’s text on the side, this is insane.” And also

the part with Oleg and his ears is very funny. But taken out of context, I’m just making

fun of a big-eared Russian guy. To me it’s very important to have the whole film. I feel

I’ve expanded my audience into international film festival and out of experimental and

underground festival. So I feel I’m expanding my audience.

PAULINE

You’ve got something like eight disciplines in your work: music, sound design, text,

image, theater, politics, history, theory. There’s probably more. I just want to ask if you

believe in egalitarian principles?

JIM

Yes.

PAULINE

Then I just want to speak up for music, which is always the stepchild of film and

can really complement your work. Maybe you could have a scene and that scene could

carry a sound design somehow. I would suggest you review your entire soundtrack.

JIM

The sound is the last thing I work on and right now it’s scratch track and maybe we

can talk about it more.



55

6. PRESS

6.1 SELECTED REVIEWS: INTERKOSMOS

6.1.1 VARIETY (March 2006)

"A delightfully tongue-in-cheek homage to a fictional East German space pro-

ject, Jim Finn's "Interkosmos" uses recreated newsreels combined with musical

interludes to resurrect the '70s in all its Brezhnev-era glory. Similar in its mockumentary

approach to "First People on the Moon" but with a broader sense of wry fun, pic uncan-

nily captures the self-glorifying hyperbole and straight-faced seriousness of the

Communist bloc's attempts to make a splash in the race to space. Adventurous fest auds

will best appreciate this genuine crowd-pleaser. (Jay Weissberg)

6.1.2 VILLAGE VOICE (New York, March 2006)

"Jim Finn's Interkosmos, a retro gust of Communist utopianism, is set to open the

New York Underground Film Festival on March 8. A cosmonaut romance set aboard a

1970s East German space mission to colonize the moons of Saturn and Jupiter, In-

terkosmos weaves together lovingly faked archival footage, charmingly undermotivated

musical numbers, propagandistic maxims ("Capitalism is like a kindergarten of boneless

children"), stop-motion animation (of a suitably crude GDR-era level), a Teutonic (and

vaguely Herzogian) voiceover, and a superb garage-y Kraut-rock score (by Jim Becker

and Colleen Burke). Finn's deadpan is immaculately bone-dry, and his antiquarian

fastidiousness is worthy of Guy Maddin." (Dennis Lim)

6.1.3 THE STRANGER (Seattle, August 2006)

Interkosmos, the first feature from experimental shorts director Jim Finn, success-

fully bridges the gap between the filmmaker's noggin and the comprehension of the

audience. Not every notion fully registers, but Finn scores enough hits to mark this

poker-faced saga of far-out space nuts as a transcendent goof.

Shot in an artfully cruddy mix of Super 8 and 16 mm, the film purports to tell the

story of the theoretical East German space program, complete with a series of hilariously

low-rent training programs and stress tests (watch out for the tarantula). From this fertile

premise, Finn constructs a rather astonishing replica of boxy '60s Soviet style and tone,
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bolstered by a series of barely-there special effects (the Tinkertoy space colony is a

particular delight), and a propulsive, gloriously kitschy soundtrack. The absurdly ex-

tended end-credit/musical coda sequence alone may be enough to warrant admission.

Narratively speaking, the film focuses on the burgeoning romance between female

cosmonaut "Seagull" and the fiercely mustached "Falcon," mainly conducted via inter-

com from their respective orbits around the moons of Jupiter and Saturn. Any real

semblance of plot, however, is continually at the mercy of whatever the director feels

like riffing on at the moment, be it a digression on the socialist nature of dolphins, or

stop-motion animation of a guinea pig in a spacesuit, or, in what may be the film's

highlight, a gloriously lead-footed musical number performed by rival field hockey

teams. Taken individually, these scattershot non sequiturs don't always fly, with perhaps

one too many musical interludes. On the whole, however, Finn's seemingly random

whims combine to form some sort of wobbly, infectious gestalt. "Capitalism is like a

kingdom of boneless children," Seagull wistfully intones at one point. Trust me, it works

in context. (Andrew Wright)

6.1.4 FILMMAKER (November 2007)

Part loving art-doc recreation, part comedic musical, Interkosmos may be the best

communist propaganda since 1955, a genre that excelled in style and mathematic form.

It revels in the Russian avant-garde cinematics that bled into its bombastic government

documentaries. Once some human issues come up (birds and bees and astronauts), the

film gets realistic and funny. Although you are never quite sure what filmmaker Jim

Finn takes seriously, alternating between laughs and existentialist atmosphere, as if it

was a predecessor to the new Daft Punk film Electronoma.

Following the space exploits of cosmonauts Seagull and Falcon, East Germans on

their way to conquer moons of Jupiter and Saturn, Interkosmos blends the deadpan but

beautiful vibes of newsreels, NASA static drone cameras – and actual musical sequences

with a drill team – to a great new film that’s almost educational. The feature started out

as a sequel to one of Finn’s short films about a gerbil, hoping to send the little guy in

space. The film kept growing until humans in spacesuits and dance numbers were added.

It would win art direction awards if film fests had them. The music is original but drawn
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from 70s German pop and real communist morale boosting riffs. There’s even exit

music. The scenes and dialogue are also new but inspired by real training films.

While its perfect for film fest crowds and art fans who’s temple is the Museum of

Jurassic Technology’s oil painting lounge dedicated to the Russian rocket dogs who did

not return from space, Interkosmos could also play on PBS. And I seriously, seriously

want it to play to Russian audiences over 50 – can anyone make this happen? (Mike

Plante)

6.2 SELECTED REVIEWS

6.2.1 VILLAGE VOICE (New York, January 2008)

Though critically lauded and popular at festivals, Finn's previous work—like his

East German cosmonaut mock-doc Interkosmos—could have been taken (unfairly) as

mere winking countercultural nostalgia, but Trinchera proves that he's engaged in some

serious play. A crypto-retro-Marxist faux-documentation of one day in a Peruvian

women's prison populated by Shining Path Maoists, Trinchera has the flattened feel and

relentless tempo of a long-lost artifact of low-tech propaganda; shot entirely in Spanish

and Navajo, complete with large-scale rallies and musical numbers, its compulsive

ambition only furthers its enigmas.  (Ed Halter)

6.2.2 VARIETY (October 2007)

Following "Interkosmos," his improbably original pic about an imaginary Soviet

space program, American indie filmmaker Jim Finn continues to confound with "The

Shining Trench of President Gonzalo," an unclassifiable work that creates a slightly

fictional world, occupied by female prisoners loyal to the titular Peruvian guerrilla

leader. What purports to be a doc on these Maoist true believers is actually a cleverly

conceived facsimile, as well as a devilish spoof of political fanaticism. Leading-edge

fests and hip venues and cinematheques are likeliest takers, with mainstream buyers sure

to be clueless.

Though clearly based on Peru's Shining Path guerrilla movement, which was active

in the countryside throughout the '80s and into the '90s, Finn's pic replaces the term

"path" with "trench," suggesting an even more militant, kickass class of rebels. Finn's
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camera supposedly visits Canto Grande prison in 1989 Peru to record the day-to-day

activities, statements, meetings and manifestos of the Shining Trench women, and finds

them to be thoroughly swept up in a fever for armed struggle, even though they have no

hope of prison release. Viewers arriving late will wonder what they've stumbled into, for

Finn's simulation of an actual Maoist cadre is utterly convincing. The group hashes out

methods of battle and medical care in the line of fire, ideological points of debate and

theories of working-class dictatorship, and unabashedly embraces a particularly vicious

version of Mao's Cultural Revolution-era "scorched earth" policies, in which any vestige

of bourgeois life is to be eradicated. The massive chunks of discussion are taken directly

from actual texts by Mao and Shining Path prisoners, delivered by Finn's ensemble with

an off-the-cuff immediacy that's downright startling.

Displacing the mood of permanent war are more relaxed episodes, in which the

women knit, paint, make music and even perform "Macbeth" in, of all languages, the

Dine tongue of the Navajo tribe. Long before the end of this too-brief featurette (just

long enough to stand on its own, but also short enough to be comfortably billed with

"Interkosmos"), dazzled auds will get a strong, heady whiff of what life ruled by Maoist

fanatics would feel and sound like, and the bloody-minded absurdity underlying it all.

Perfs are astonishing in retrospect, and the physical creation of a prison space in

New Mexico is pure filmmaking legerdemain. Pic's onscreen title is in Spanish. (Robert

Koehler)

6.3 SEPTIMO VICIO INTERVIEW (Spain, September 2007)

INTERVIEWER:

How do you like to introduce yourself? As a filmmaker or as an artist?

JIM FINN:

Depends on the audience. I think of myself as a filmmaker but an artist is allowed

much more leeway. If you're a filmmaker, are you a genre/dramatic/experimental direc-

tor? Whereas people understand that artists want to make a unique piece of art.

INTERVIEWER:



59

In short films such as “Comunista!”, “El Güero” and “”Wüstenspringmaus” there

appear some of the visual keys and topics of your future films: retro esthetic, the use of

file footage and propaganda, the recreation of the spirit of the classic Hollywood and its

musicals, karaokes, or the portrait of both, revolutionary and strange episodes of the

animal life. What can you tell us about all of these aspects?

JIM FINN:

I see my work as starting with these films. I was completely committed to working

in the short form and never thought of them as stepping stones to feature filmmaking.

Now that I am working in a longer form, I have to use everything I can to make it work.

Naturally I'm going to work in the same style and themes and use similar devices. The

use of propaganda I'm interested in because I love the idea of communist propaganda

films even though when you actually watch them, they are usually mind-numbingly

boring. I thought of myself as a consultant that went back in time to make the propa-

ganda more appealing and fit in more with our postmodern aesthetics. The 70's doc was

the American version of communist propaganda. There were lots of long nature shots

and doomy music and talk of how the last of the golden eagles was dying and stuff like

that. It was more or less true and it served its purpose, to push along these laws that we

need to protect species and habitats but it tended towards the hyperbolic and gloomy so I

am just making them more revolutionary. The Hollywood musicals in the Golden Age

were amazing but sadly lacked almost any political realities with the exception of the

early Warner Bros musicals, so I just wanted to radicalize the genre. In a sense, what

would Hollywood have been like had Eugene Debs been our first socialist president.

INTERVIEWER:

Which are, in your opinion, your influences at the time of filming your short movies

and [feature-length] movies?

JIM FINN:

Star Trek, Hollywood musicals, 70's docs, Dune, Luis Buñuel's low-budget Mexican

films, my gerbil Francoise and my ball python Martin.

INTERVIEWER:

In your short film “wüstenspringmaus”, we see the “correlation between the life of

a gerbil and the capitalism of the New World in its incessant energy". It seems that, in
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fact, in your films to keep the interest in connecting episodes of the animal world with

relevant history events in the history of economics and politics during the 20th Century.

Why do you have this interest?

FIGURE 6.1 wüstenspringmaus still
JIM FINN:

It was a gerbil actually. I had this idea for a trilogy with the gerbil as the cute but de-

structive capitalism, the social and gentle guinea pig representing communism and the

rabbit representing fascism. I never really made the fascist movie, but the gerbil one is

wüstenspringmaus and the guinea pig part ended up in Interkosmos. During the Cold

War, when I was growing up, everything was used for the benefit of our respective

economic systems: space travel, sports, etc... so why not animals. Some animals just

seem more capitalistic or socialistic. Of course, this is also an excuse to talk about

capitalism, which is basically unheard of in the US. Talking about capitalism is like

talking about the amount of nitrogen vs. oxygen in the air. It's just the natural way of

things. We can talk about the excesses or imbalances of our system or we can talk about
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political and economic realities, but there is no meaningful discussion outside of acade-

mia about whether or not capitalism is really the smartest way for us to go. Is it really

working for the majority of humans? I think that's an important question.

INTERVIEWER:

What can we find in the series of videos “La lotería”?

JIM FINN:

It's in a bit of a limbo right now. I'm trying to figure out the best way to distribute it.

A couple are on Youtube.

INTERVIEWER:

We had the opportunity to see “Interkosmos” in Sitges 2006 and we chose it as one

of the best films in the festival, valuing positively the visual creativity and its humor.

Since its premiere in Rotterdam, which is the attitude of the public and critic towards the

film?

JIM FINN:

Interkosmos is the gift that keeps on giving. I had been used to a slow burn with my

films. It took wüstenspringmaus nearly a year to get going and same with Decision 80

and el güero/comunista! But it great some great reviews from critics at Rotterdam which

really helped. It's an odd sort of experimental film so it needed all the help it could get.

It's still screening around. The American audiences that are used to strange cinema and

are open-minded usually love the film; those that are prepared for a wacky mockumen-

tary comedy are disappointed because the humor sometimes spills into a pseudo-

scientific monograph or a political diatribe, which I love but kind of dampens the humor.

I was at the screenings in Rotterdam and in Leipzig, Germany. Even though there's a lot

of German, the film basically plays best to an English-speaking audience because

everything is subtitled or in English voiceover and some of the German in garbled. So in

Germany, people didn't laugh at the parts like the Trolley Song which normally gets

laughs but they do laugh at the idea that Albany, NY is Germany and that the name of

the program is "wundertüte". Overall it seems pretty universal, especially if there are

subtitles in the home language.

INTERVIEWER:

How did you come up with the idea of making this film?
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JIM FINN:

I had this idea of a communist space colonization mission involving guinea pigs and

miniatures. It was going to be a sequel to wüstenspringmaus about the capitalist gerbil.

Then I realized I needed humans and a space capsule and footage of outer space and then

it developed from there including lots of references to (socialistic) dolphins. I had been

talking about it for over a year and trying to figure out a way to get the funds and crew

and cast together. Once we started production, everything happened fast.

INTERVIEWER:

Both the nostalgia of the 70’s and some affection towards human utopías are, in my

opinion, present in “Interkosmos”. What do you think about this?

FIGURE 6.2 Decision 80 still
JIM FINN:
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Well, certainly the 70's was one of the most open-minded time politically in the US.

Post hippy, post Watergate. Jimmy Carter was president. It's amazing that guy was ever

president of the United States especially if you look at the animals that came after him.

Here's a guy who really tried to run US policy (not always successfully) in accordance

with Christian and traditional American values like tolerance and equality for all. And he

was just destroyed for years. I doubt if Bill Clinton mentioned him 5 times in his presi-

dency. Now he's basically a non-person as a president. He's considered a model ex-

President of course but that really goes along with the narrative that he should never

have been President. And that time with the Soviet Union was an interesting time as

well: the detente years. How might things have developed if they Soviet states had been

allowed to transition out of that system instead of being plunged into capitalism like a

drowning puppy?

INTERVIEWER:

As it happens in many of your short films, the music is wonderful. Is this one aspect

that worries you much at the time of making your films? What can you tell us about the

work of Colleen Burke and Jim Becker?

JIM FINN:

They are both amazing musicians and were willing to work together. They got along

and liked each other's work. I gave them a number of examples of music I loved for the

movie and they came up with their own version that really added so much to the movie.

They gave me a copy of the opening jam of the movie and I was completely blown

away. That's one of those moments where collaborators take some of your ideas and add

their experience and their vision and energy. It was amazing.

INTERVIEWER:

Your new film is called “La trinchera luminosa del Presidente Gonzalo”, a film

which has been seen in the Chicago Underground Film Festival and which shows us one

day in the life of the women of the Sendero Luminoso terrorista group in the Canto

Grande Jail in Peru. What can you tell us about this film?

JIM FINN:

I wanted to make a film that would show a stylized version of a day in the life of

Shining Path prisoners. This group, which was the most extreme left-wing guerrilla
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group in Latin America, had a high proportion of women commanders and guerrillas, all

of whom were fanatically dedicated to Presidente Gonzalo. I wondered what happened

to a lot of them after he was captured. The group has been more or less forgotten here in

the states, but I've never stopped thinking about them. So I found a location, the 4H

Youth Dormitory at the New Mexico State Fairgrounds, and casted women of Mexican

and Navajo Indian descent. We painted the sets, got everyone in costume, recorded the

music before the movie, practiced the marches and the lines, then put everyone in this

prison for a week and out came the movie. I had a rough edit in a few weeks but it took

months to make it watchable. The first edit was just wall-to-wall Maoist rants and non-

stop subtitles. It's much more reasonable now. There's a lot of humor in the film but it's

different than Interkosmos, which lent itself to a lighter tone at times. This humor in this

one is in some of the metaphors and situations the women are in. Overall, I wanted a

really different kind of movie than Interkosmos.

INTERVIEWER:

Which are your future projects?

JIM FINN:

Right now I am shooting and editing a film about a South Korean video artist that

goes to a North Korean art residency. I've mostly been working on her videos, what she's

been doing there. Now I have to make it work as a longer format film. It's a fun project

and hard since I'm back working in a language I don't understand. After that I'm not sure.
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7. CONCLUSION

My goal with Trinchera Luminosa was to make a film that could be viewed as a

document of what an intense revolutionary indoctrination looks like. With Interkosmos, I

wanted to make a film about an alternative future from the past: a utopian community in

space freed from the historical Stalinist baggage of capitalist interference. In The Juche

Idea I worked from the idea of a leftist artist trying to escape the capitalist cultural-

political model that she is trapped in. With all three films, I wanted implant this idea of

what happens to these people. Are they dead in space, trapped in North Korea, or still in

prison? A revolution is an ongoing process and adapts to circumstances, but our idea of

revolutionaries is inevitably someone dead in the past, young and idealistic, or old and

corrupt. How are these artistic revolutionary characters functioning within a post- or

soon-to-be post-communist system. Have they renounced their beliefs or faded away? Or

are they still working but in another way.

As an artist making films myself, the first thing is to challenge the dominant struc-

ture and classification of films into genres and conventions. If you agree to rules laid out

at the beginning, then you are starting at a severe disadvantage. Working from a revolu-

tionary film model, it’s impossible to go back to the optimism and sense of historical

certainty that a film like Battle of Algiers has. But freed up from the burden of prodding

on or glorifying a revolution, I am able to create characters functioning against the tide

of history but with a revolutionary certainty that never lets up. The characters are back to

the Bilbo Baggins of the Fellowship of the Ring: the young hobbit embarking on a likely

doomed journey but plodding along anyway with his comrades.

.
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APPENDIX

COMMUNIST HEROES OF SOUTH AMERICA PILLOWS
These six needlepoint portraits are all of people who were once and often still are

considered communist heroes. Each portrait appears alongside a symbol of a group they

belonged to, were sponsored by, or influenced. Besides representing different countries,

each of them also represents a different aspect of communism. Carlos Marighella

represents the urban foco, or the idea that the revolution should start in a major city and

work its way out; Tania, who fought in the Bolivian countryside with Ché, represents the

rural foco, the Cuban model that the revolution will begin in the countryside; Markus

Wolf represents the institutional communism of the Eastern Bloc; Edith Lagos represents

the Maoist insurgency; Carlos the Jackal represents the international terrorism of the left;

and finally, Father Camilo Torres represents liberation theology, which is the moral

imperative that the struggle for justice happen in this world before getting to the next.

I chose needlepoint because I grew up with it. In St Louis, girls make their boy-

friends and brothers needlepoint belts and women needlepoint pillows and church

cushions among other things. I designed the images I wanted and sent them to the Sign

of the Arrow, a needlepoint store in an affluent suburb of St. Louis. They hand-paint the

image on the canvas and I stitch across it and then make them into pillows. A number of

people have helped on this project. I want to acknowledge the hard work of many friends

who helped stitch, stuff, sew, iron, and advise.
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Figure Appendix: Pillows top left to right—Markus Wolf, Carlos the Jackal, Tania
la guerrilla; bottom left to right—Edith Lagos, Camilo Torres, Carlos Marighella

Carlos Marighella
Brazilian revolutionary (1911-1969) famous for writing the Minimanual of the Ur-

ban Guerrilla. He was born in Bahia in eastern Brazil and joined the Brazilian

Communist Party in 1930. In 1953 he traveled to China and met Mao Tse-tung. After

being expelled from the party in 1967 for his “pro-Cuban” sympathies, he formed the

National Liberation Action (ALN). His tactics and writings inspired the Italian Red

Brigades, the Provisional Irish Republican Army, and the Red Army Faction (Baader-

Meinhof Gang). It is their logo that appears on the pillow. He was killed in a police

ambush in November 1969.

A second strategic objective of revolutionary terrorism is to provoke ruling elites

into a disastrous overreaction, thereby creating widespread resentment against them.

This is a classic strategy, and when it works, the impact can be devastating. As explained

by Carlos Marighella, the Brazilian guerrilla leader whose writings influenced political

terrorists in the 1960s and 1970s, if a government can be provoked into a purely military

response to terrorism, its overreaction will alienate the masses, causing them to “revolt

against the army and the police and blame them for this state of things.” (Johnson,

preface)
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Markus Wolf
An East German born in 1923 and a “fluent Spanish speaker who ran Stasi opera-

tions in Chile during the Allende government, set up a system using false compartments

in cars to smuggle fugitives like [Chilean Socialist Party leader Carlos] Altamirano

across the border into Argentina.” (Dinges) The sword and the shield were the symbol of

the East German intelligence agency, the Ministry for State Security, Stasi for short.

Known as the man without a face for his ability to avoid being photographed, Wolf went

on to be the head of the entire Stasi and had a reputation as brutally efficient in his

intelligence work. He was put on trial and later acquitted by the post-communist unified

German government.

It used to be my principle, even with someone who sold himself to us, to
try to remove their feeling that they were doing something dirty. I tried to
instill a different motivation, to give them the security and the conviction
that they were doing something good, something necessary, something
useful—if you want to use a grandiose expression, that they were doing
something for peace. I mean, we did believe we were doing it for peace.
(Wolf)

Edith Lagos
On September 3, 1982, nineteen-year-old Edith Lagos was killed in a confrontation

with members of Peru’s Guardia Republicana. A few days later more than thirty thou-

sand people attended her funeral in Ayacucho in an act of open defiance to the

authorities’ ban of a public funeral. The frail-looking, petite Lagos had become a tragic

and romantic rallying figure in a context where there were none. A member of the

Partido Comunista del Perú-Sendero Luminoso (Shining Path) since the age of sixteen,

Lagos symbolized the aspirations of many of the Sierra youth who were, then, still trying

to understand the full significance of the bloody rebellion initiated only two years earlier

in the remote Sierra village of Chuschi. More significant still, the apotheosic posthu-

mous tribute paid to Lagos was a clear recognition of the important role played by

women in Sendero’s organization. (Castro)

Tania la guerrilla
“The only woman who fought with the guerrilla force led by Ché Guevara in Bo-

livia, Tania’s portrait hangs in every Women’s Federation office in Cuba.” (from the

foreward to Tania, Marta Rojas, 1973) She was born Haydee Tamara Bunke Bider in
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Argentina to German exiles in 1937. She moved to Cuba in 1961 and was trained in third

world liberation struggles. She was assigned to build a support network for the newly

forming Bolivian guerrilla front. With the assistance of CIA advisors the Bolivian army

tracked down the guerrillas. Tania was killed in an ambush just six weeks before Che’s

death in 1967. Her bones were discovered in 1998 and reinterred near Che’s in Santa

Clara, Cuba.

When Tania’s diary was later examined it was found to contain only one entry, a

quotation from Niccolai Ostrovski’s How the Steel was Tempered: "The most precious

thing a man possesses is life. It is given to him only once and he must make use of it in

such a way that the years he has lived do not weigh on him and he is not shamed by a

mean and miserable past, so that when he dies he can say, I have devoted my whole life

and strength to the most beautiful thing in the world, the struggle for the liberation of

mankind.” (Rojas, Epilogue)

Carlos the Jackal
Born Ilich Ramírez Sánchez in 1949 in Caracas, Venezuela, he was named by his

Marxist father after Lenin’s middle name. He joined the Venezuela Communist Youth in

1964 and studied at Patrice Lumumba University in Moscow. Carlos befriended Pales-

tinian students and after he was expelled from the university for joining Arab student

protests, he went to Jordan to train in the camps for the Popular Front for the Liberation

of Palestine. He gained a reputation as a fearless fighter during the “Black September”

expulsion of the Palestinian guerrillas. He adopted his guerrilla name Carlos while a

member of the Popular Front and became famous as an international terrorist after

kidnapping the OPEC representatives in Vienna. He was later expelled from the Popular

Front and began work as a terrorist subcontractor based in Eastern Europe and the

Mideast. He was captured in the Sudan in 1997 and is currently imprisoned in France

Father Camilo Torres
Fidel Castro remarked that ‘the Communists in Latin America have be-
come the theologians and the theologians Communists.’ His aphorism has
enough truth in it to trouble the ruling classes and confound the State De-
partment and the CIA. With the Roman Catholic Church in Latin
America, heretofore a rampart of the existing order, there has appeared a
new movement—priests preaching the gospel of socialist revolution in
the language of Christianity. No one is more exemplary of that movement
than Camilo Torres, the Colombian priest who was killed in the moun-
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tains of Bucaranga by government troops, on February 15, 1966, four
months after joining the guerrillas of the Army of National Liberation.

Camilo was a rare man: priest, professor, agitator and organizer, and for
an all too brief moment in his life, guerrilla fighter. At his death, his per-
sonal influence among the masses had become so extraordinary that for
fear that his grave might become a revolutionary shrine for the dispos-
sessed, the government has never disclosed its location. (Torres, preface)
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