
I t h o u g h s t y l e s a n d 
themat ics are f inal ly diver-

I I si fying w i th in the industry , 
I I m o n e y i s l a c k i n g . A n d 
I I t r a i n i n g is the f irst aspect 

of f i lm m a k i n g to d i s appea r . In 
pos t -Do i M o i V i e t n a m , o ld s t ruc ­
tures a n d mater ia l become rap id ly 
obsolete. A l l these a r i s i n g p rob ­
l ems have made the f i lm p r oduc ­
t i on fa l l d o w n to a n a l l t ime low: 
only 10 f i lms p r oduced a year. 

N a t i o n a l i den t i f i ca t i on i s , of 
course , a m a i n topic i n a soc ia l i s t 
c oun t r y l ike V i e t n a m a n d f inds i ts 
f i lmic t r ans l a t i on t h r o u g h h i gh ly 
c o m p l e x n a r r a t i v e s a b o u t w a r 
hero i sm. It i s the sha r ed c u l t u r a l 
ident i ty of the V i e tnamese people 
w h i c h is s t ressed . W a r is a lways 
present bu t rare ly v is ib le . These 
fi lms emphas ise the hero i sm of the 
ind i v idua l a n d the sol idar i ty of the 
masses , not the atroci t ies of war . 
The ideolog ica l message conveyed 
by the state t h r ough war f i lms is 
so l idar i ty a n d to lerance. 

The con t rove r s i a l f i lmmake r 
T r a n V a n T h u y asser ts that " the 
state on ly wan t s to take u p po l i t i ­
ca l p rob l ems . " Fo r h i m , "everyday 
life c once rns are different." 

SOUNDS OF SILENCE 
In V i e t n a m , documenta ry a n d 

f e a t u r e f i l m s h a v e i m p o r t a n t 
i n t e r l i n k a g e s - b e c a u s e f i l m 
themat ics are a lways rea l is t ic or 
h is to r i ca l . "There are, i n fact, no 
Tict ion ' f i lms made i n V i e t n a m , " 
says filmmaker X u a n S o n . 

Mos t V i e tnamese films relate 
everyday life concerns . Everyday 
life co inc ides w i t h momen t s of s i ­

l e n c e , o f i n a c t i v i t y , o f h u m a n 
glances. S i lences , or long m u s i c a l 
b r eaks w i thou t words , is a char ­
ac te r i s t i c feature of V i e tnamese 
c i n ema . Sequences of s i lence are 
the t r ademark of a n art is t ic , qua l ­
ity f i lm. T h i s is i n s h a r p contras t 
w i t h m o r e r e c e n t c o m m e r c i a l , 
m o s t l y S o u t h - p r o d u c e d , c h e a p 
v i d e o f i l m s w h i c h c o n t a i n a n 
abundance of dialogue. It is almost 
a ru le i n V i e tnamese c inema : the 
less dia logue, the better the film. 

F a m o u s film ar t is ts s u c h as 
D a n g Nha t M i n h a n d X u a n S o n 
use the typ ica l l y r i ca l a p p r o a c h of 
b l e n d i n g s i l e n c e s w i t h a s l o w 
r h y t h m of f i lming. Not as a means 
of rejecting the s t rong o ra l cu l tu re 
of V i e t n a m b u t as a creative way 
of c o m p e n s a t i n g for the p o o r 
s o u n d qua l i t y both at p roduc t i on 
a n d project ion level. 

In V i e t n a m , no f i lm h a s ever 
been made w i th s y n c h r o n o u s d i ­
r e c t s o u n d r e c o r d i n g a n d the 
s o u n d qua l i t y of V ie tnamese film 
screening venues is generally poor. 

VIETNAMESE "NOUVELLE VAGUE" 
Of f i c i a l V i e t n a m e s e c i n e m a 

nowadays only has a n elit ist, ar­
t ist ic pub l i c . The rap id d i sappear ­
ance of film aud iences bo th in the 
u r b a n a n d r u r a l context is due to 
five factors: poor s o u n d qua l i ty , 
i n c r e a s e d c ompe t i t i on f r om the 
commerc i a l sector, ex terna l i n f l u ­
ence, video p i racy , a n d the lack of 
protect ion of a u t h o r s ' r ights . 

"V ie tnamese c i n e m a now has 
to rely on y o u n g f i lm m a k e r s to 
create a new filmic language if it 
wan ts to surv ive on its own spe­

ci f ic t e rms , " says f i l m m a k e r Le 
H o n g C h o u n g . 

T h e y o u n g genera t i on does 
not acknowledge the social ist pro­
p a g a n d a d i c ta t ing c u l t u r a l educa­
t ion th rough f i lm. A new aesthetic 
a n d narrat ive f ramework wi l l ac­
c o r d i n g l y h a v e to r e fu t e the 
themes of wa r he ro i sm as well as' 
the s ty l is t ic l y r i c i sm w h i c h is as­
soc iated w i th official filmmaking. 

The t ime has passed when a 
large a u d i e n c e f r equen ted c i n ­
emas to see f i lms made by Viet­
namese f i lmmakers t ra ined in fa­
m o u s film schoo ls i n Moscow, Po­
l a n d , o r C u b a , soc ia l i s t brother 
countr i es . 

Some V ie tnamese filmmakers 
have exper imented w i th new cr i t i ­
ca l po ints of view. They, too, how­
ever, have to cope w i th the real i ­
t ies of a nonex i s t ing aud ience on 
the one h a n d a n d the dif f icult c u l ­
tu ra l a n d ideological compromises 
they are stiU forced to make on the 
other. 

T h i s "nouvel le vague" of Viet­
namese f i lms, b o m i n the nineties, 
has a l ready proven i ts excellence 
by w i n n i n g some awards i n inter­
na t i ona l f i lm festivals a r o u n d the 
wor ld (not on ly i n socia l is t c oun ­
tries). 

These f i lms are first a n d fore­
most the m i r r o r s of a r i ch and fas­
c ina t ing cu l ture . Filmmakei^s such 
as T r a n V a n T h u y , Viet L i n h , Le 
Hoang , a n d Le H o n g C h o u n g ex­
press their persona l perceptions of 
the contemporary realit ies i n Viet­
n a m , i n w h i c h the asp i ra t ions of 
the "people" are st i l l i nd i s t ingu ish­
able from those of the state. 
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