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A black-and-white photograph of the seashore is placed against the wall of a stark room. Nearby is Ning,
who adores the photos made by her boyfriend, Meng, formerly a photographer and now a documentarian.
Lying like a sculpture nude on the floor, Ning is sleeping. Her sleep is interrupted by Meng, who sleeps
beside her but apparently has nightmares. Ning tries to offer him some solace by touching his face. Hearing
sounds that resemble gunshots, Meng awakes. He leaves Ning for another room; there, he takes a Bolex
16 mm camera out from a leather box and assembles the handle and viewfinder to the machine in the
light of the break of dawn. He winds up the camera, presses the release, and shoots. The clattering of the
running camera is clearly heard as Meng immerses himself in the shooting...

On this poetic opening sequence of FLAT TYRE (Ming-Chuan Huang, TW 1998)," Erik Bordeleau
considers Meng’s awakening from the nightmare a pivotal form of historical presentation (“chaque
présentation de I'historie doit commencer par le réveil,” as Bordeleau quotes Walter Benjamin).” Yet,
what history is to be presented and how? As mmplied in the following dreamlike scene in the opening
sequence in which Meng and his fellow cameraman Jianxian climb to the summit of Mount Jade to film a
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damaged monument, the history to be presented is the past of Taiwan represented by public statues that
were destroyed or abandoned across the island, and the method used to present the history is a film.

Since the end of martial law in 1987, monuments that were erected to commemorate past rulers have
become more and more controversial for Taiwanese society. For example, many public statues that
commemorate the late dictator Chiang Kai-Shek (1887-1975), the leader of the KMT government in
Taiwan (1949-1975), are more often demolished as a result of the current democratization of the island.’
Besides, the statues of other political figures, such as Yu You-Ren (1879-1964), a former president of the
Control Yuan of the KMT government,’ and Wu Feng (ca. 1699-1769), a Han Chinese official who tried
to end the headhunting—an aboriginal tradition in Taiwan—were also destroyed by opponents of the
KMT." The destruction of the statues reflected one of the most noticeable political phenomena in the
post-martial law society of Taiwan during the 1990s.” Until today, the statues of the past rulers, especially
Chiang, are stll destroyed or vandalized during the public commemorations of the victims of the KMT
authoritarian regime and in protests for transitional justice.’

As Meng and Jianxian’s shooting of the damaged monument on the peak of Mount Jade in the opening
sequence implies, FLAT TYRE intends to record the decaying statues of the political figures mentioned
above. Moreover, not merely recording the political monuments, the film captures religious statues that
were erected in a great number while the political ones were demolished, despite the fact that part of them
could also be ruined later for certain reasons. In other words, the film records the aforementioned statues
by focusing on their destruction and tries to explore the historical meaning that these “marginalized”
statues represent. As the director Ming-Chuan Huang emphasizes, “the marginalized” objects enable us
to discover the “traces of history” and thus are worthy of being filmed.”

FLAT TYRE records real statues and nevertheless it is as a fiction film, not a documentary. However, the
protagonists are indeed two documentarians—Meng and Jianxian—who take a Bolex 16 mm camera and
drive an old jeep from one location to another to search and shoot the real (broken) statues in the
landscapes of Taiwan. In the process, they discuss not only background information about the filmed
objects but also how to shoot them. With the simple tools, they attempt to capture the unique statues as
historical objects in the physical world. Additionally, the film introduces other characters, such as Ning,
Meng’s girlfriend who has no interest in those “lifeless stones” and struggles to develop her own career as
an actress against the background of a sharp downturn in the local film industry, and a mysterious man,
who has been as silent as a statuette since the protagonists met him. In these ways, FLAT TYRE portrays
the relationships between the statues and Taiwanese people from a bottom-up angle and meanwhile
presents a meta-perspective on the practice of documenting the public statues by means of cinema.

The meta- and bottom-up perspectives, as well as the form of fiction film, make FLAT TYRE a special
case among films that deal with destroyed or decaying artifacts and memorials.” Besides, scholars have
discussed FLAT TYRE as a film representing the “ruinscapes” in Taiwan and an alternative example in
the broad context of “ecocinema”" and as a visual work resistant to the images of “landscaped space”
shown in the mainstream media with marginalized space and the aesthetics of ruins.” However, in
analyzing the images of the film the meta-perspective which marks a fundamental characteristic of the work

ras hardly explored in existing literature. By depicting the documentarians who travel around the 1sland
of Taiwan with their camera and jeep to search the public statues, FLAT TYRE in fact invites the viewer
to join the search, to “trace” the broken statues with the images of the film, and at the same time to reflect
on how the cinematic images of the statues are created, as well as how the history of Taiwan is interpreted
with the images in the film. Therefore, in what follows, this article will firstly discuss statues recorded and
presented in FLAT TYRE and secondly explore the film’s reflection on the practice of documenting the
statues by means of cinema. Thirdly, the article aims to look mnto the work as a cultural practice of tracing
the statues as the traces of the history of Taiwan, and, lastly, analyze how the history is (re)interpreted by
the director with the cinematic images.
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Record

Showing the filming work by Meng and Jianxian as documentarians of the political and religious statues in
Tawan, FLAT TYRE uses a considerable number of documentary images of the statues, among which
some are still sound but some are already destroyed, broken, abandoned, or unnoticed. The statues shown
in the film include that of, as mentioned earlier, Chiang Kai-Shek, Yu You-Ren, Wu Feng, Chiang Ching-
Kuo (1910-1988), Chiang’s son, and Cheng Cheng-Kung (Koxinga, 1624-1662)," and the political ones
that represent the past rulers of Taiwan in different historical periods, and Buddha, Guanyin," Daoist gods
as the religious ones, as well as other statues.” The statues are shown in the film as they are filmed by the
documentarians on location and in documentary sequences that appear as part of the film (Figures 1-2).

Figures 1-2. FLAT TYRE, Ming-Chuan Huang, TW 1998

In addition, FLAT TYRE captures unusual images of the statues. In Figure 3, for example, the film shows
a huge statue of the Jade Emperor of Daoism, beside which are the statues of Guanyin and Chiang Kai-
Shek. They stand next to a temple, with four flagpoles set in front of the statue of Chiang Kai-Shek. This
1mage appears in the last part of a series of sequences showing a variety of statues of Guanyin which are
ubiquitous in Taiwan and conveys an image of the “coexistence” of the political and religious statues
mentioned above. When showing this image, the film provides a comment on it with Jianxian’s voice-over:
“[...] we Taiwanese really need great figures to protect us!” Perhaps conveying a sense of absurdity or
strangeness, this image implies that there seems to be an everlasting spiritual need for “protectors,” be it a
religious figure, political one or both, in Taiwanese people.
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Figure 3. FLAT TYRE, Ming-Chuan Huang, TW 1998
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On the other hand, FLAT TYRE uses several visual documents like documentary photographs and
footage that represent the historical events that involve the public statues in Taiwan, such as the
demolishing of the Yu You-Ren’s bust on Mount Jade and the equestrian statue of Wu Feng in the city of
Chiayi. In these cases, the origin of these documents is not specifically indicated in the film, and it is
uncertain whether they are archive documents (some of these documents could be works by the director
Ming-Chuan Huang himsell). However, some ol them are used to give a context to the statues recorded
by the protagonists. In the case of the bust of Yu You-Ren on Mount Jade, for instance, a few photographs
are inserted to show a man who demolishes (or prepares to demolish) the head of the bust (Figures 4-6)
and the finally destroyed statue (Figure 7). Holding an indexical function, these photos refer to the incident
of destroying the bust. According to a report published in 2007, on November 1, 1995, a few opponents
climbed up to the main peak of Mount Jade and cut off the head of the statue. One of the men who
demolished the bust was Po-Wen Yeh, a social movement figure in Taiwan. The reason why they
destroyed the bust was to “revive the original face of the mountain.” The destroyed head of the bust was
discarded at that time but was found and stuck back to the bust later. Yet, in 1996 the bust was found
demolished again, and therefore the entire monument was finally replaced by a natural stone engraved
with the words “Mt. Jade Main Peak.”"
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Figures 4-5. FLAT TYRE, Ming-Chuan Huang, TW 1998

Figures 6-7. FLAT TYRE, Ming-Chuan Huang, TW 1998

After showing these photos, the film cuts to a series of sequences with the same bust recorded by Meng
and Jianxian accompanied by a voice-over, a dialog between them exchanging memories of shooting the
bust. According to the voice-over and the images of the sequences, the viewer learns that what the
protagonists recorded are the repaired bust and the remains of the monument after the destruction in
1996. (Figures 8-9). Furthermore, FLAT TYRE presents documentary images (in the diegesis they are
recorded and shot by Meng) with the lelt pedestal of the bust, showing that the pedestal was, surprisingly,
once used by unknown prayers for some kind of religious ritual/activity at a point after the 1996 destruction
and a man sitting on the pedestal where the destroyed statue was set and chanting incantations (Figures
10-11).

Figures 8-9. FLAT TYRE, Ming-Chuan Huang, TW 1998
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Figures 10-11. FLAT TYRE, Ming-Chuan Huang, TW 1998

The documentary recordings of this religious event, on the one hand, remind the viewer of the image
showing the three religious and political statues standing next to a temple (Figure 3), implying the spiritual
need for “protectors” in Taiwanese; on the other hand, these images recontextualize the historical
mcidents of destroying the bust of Yu You-Ren on Mount Jade in a new context of religion, and that
undoubtedly expands the viewer’s memory and imagination of the past events related to the destruction
of the monuments to the political igures.

Reflect

By showing Meng who concentratedly assembles and shoots with the Bolex camara in the opening
sequence (Figures 12-15), FLAT TYRE adopts a reflexive approach while recording and presenting the
statues. This approach and the image of the two documentarians with the camera in the film might recall
Dziga Vertov's MAN WITH A MOVIE CAMERA (USSR 1929) and the concept of Kino Eye. FLAT
TYRE appears to share a similar belief in the task of the movie camera, that 1s, as Osip Brik has stated,
“not to imitate the human eye, but to see and capture what the human eye usually does not see,”” and also
a belief in the work by a cameraman, that 1s, as what Siegfried Kracauer comments on Vertov’s work in
MAN WITH A MOVIE CAMERA, “again and again penetrates the seemingly self-contained collective
realm,”" as the film emphasizes the camera as an important device for the protagonists to record the
statues as historical objects and portrays how the objects are shot by them with the camera.

Figures 12-13. FLAT TYRE, Ming-Chuan Huang, TW 1998
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Figures 14-15. FLAT TYRE, Ming-Chuan Huang, TW 1998

At the same time, the movie camera can be considered differently, as a pragmatic choice for filming the
statues in FLA'T TYRE. As shown in the opening sequence, the Bolex camera is chosen as a key
mstrument by Meng to make his documentary. Introduced in the 1930s and once being “both tool and
talisman” for a generation of filmmakers," this camera can be approached as a “museum piece” nowadays,
as Jianxian jokes about this antique device in the film. However, as Meng responds to Jianxian’s joke, the
crucial features of the camera — its mobility and low costs (“it doesn’t need batteries!” as Meng says in the
film) — can definitely be useful for Meng, an independent documentarian who does not have enough
financial resources but aims to film as many statues placed in different environments and remote sites as
possible.”

In this pragmatic view, the film further presents how the protagonists shoot the statues with the camera
and use other tools like an old jeep for a filming process. For instance, in the scene that shows the two
documentarians’ encounter with an uncompleted statue of Buddha atop a religious building on their way,
they decide to film the statue from the moving jeep. Meng drives the jeep and Jianxian first measures the
light with a light meter and then leans with his upper body out of the window of the jeep to shoot the statue
(Figure 16). Meanwhile, Meng asks Jianxian not to “zoom in.”

Figures 16-18.

Figures 19-21. FLAT TYRE, Ming-Chuan Huang, TW 1998
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The shot therefore goes back and forth between Jianxian (who is filming the statue) and the headless
Buddha statue (the filmed object) (Figures 17-21). We can see that the image of the statue 1s captured
from the point of view of Jianxian’s camera, and the size of the image of the statue is changing together
with the moving of Jianxian on the running vehicle. In this way, the film clearly shows how a documentary
image of the headless Buddha statue is captured and manipulated by the documentarian from his point
of view with the filming tools (i.e., the light meter, the camera, and the jeep) and shooting techniques (i.e.,
no “zoom in” and shooting on the moving vehicle) he uses.

And through the representation of the documentarians’ action of filming the statues, FLAT TYRE further
reflects the definition of the filmed images of the statues. In this particular scene of Jianxian’s action of
shooting the headless statue of Buddha, for example, the film reflects that what has been shot refers to
what 1s shot from a certain angle in space and mn a certain moment in the flow of time; the images of the
headless statue of Buddha captured here are far less capable of representing the statue as an object existing
i space and time. Nevertheless, the film reminds that what image depicts 1s hard to describe with words.
In one of the scenes, Meng and Ning argue over the way of writing a voice-over script for his documentary:
whereas Meng considers that Ning, who is supposed to write the text, should accompany him on location
i order to “feel” the statues and the environment, Ning assumes that such a text can be written based on
a discussion. In this way, FLAT TYRE emphasizes the function of documentary images as “eye witnesses.”
Meanwhile, it reflects on the question of how a cinematic image as historical evidence should be read. In
other words, the image can have very different meaning to the ones who witnessed the relevant history and
the ones who did not.

Trace

Since the term “trace” became a key concept and method in historiography, things, as Peter Burke
idicates, like “manuscripts, printed books, buildings, furniture, the landscape,” as well as those providing
images, such as “paintings, statues, engravings, photographs,” are all potentially viewed as a significant
“vestigium” for historians. As Gustaal Renier has pointed out, the Latin word “vestigium” refers to “the
trace left by the sole of the foot and also the sole of the foot itself,” and thus implies “an intimate relation
[that] exists between a trace and that by which it was left.”” Therefore, as Renier assumes, “[tlo be
acquainted with a trace brings us nearer to the event by which it was left [...].”*Along this line of thinking,
FLAT TYRE has multiple meanings. First, the film deals with destroyed or abandoned statues. In this
sense, 1t conceptualizes them as traces that are left from original monuments as well as indicates events
that lead to their destruction or abandonment. Second, the film documents a number of 1mages of the
statues and in doing so preserves them as a kind of trace in audiovisual form. And third, the film
demonstrates a continuous cultural practice of “tracing” by depicting the protagonists who trace the above-
mentioned statues with the movie camera; as a result, more 1images and information about the statues,
their location, and surroundings, are revealed in the course of the film.

For example, in the scene that shows an abandoned statue of Guanyin as a huge uncompleted building,
the film depicts Meng and Jianxian in search of the statue driving to the intended destination. The viewer
firstly sees the building located on a desolate riverbank in a rural area (Figure 22).* It appears that Meng
has visited this place for investigation for several times, whereas it 1s the first time for Jianxian to see this
statue on location. The film continues to show the remaining steel structure of the statue in more detail as
the protagonists enter the building to see the inside of it (Figure 23). Meng tells his partner that according
to his inquiries the construction of this statue has stopped for a long time. Meanwhile, some documentary
video fragments showing workers on the building are mnserted into the film (Figure 24). The content of
these fragments refers to the construction of the statue in the past. And then Meng proposes to climb up
to the top of the building to find out more details of this abandoned statue as Jianxian is amazed at the
space constituted by the steel structure and thinking how to film it (Figure 25). While they are ascending
to the top, more parts of the building are shown to the viewer (Figure 26), and a few more video fragments
are again inserted into the film. These video fragments present the exterior of the statue from the top to
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the bottom and reveal that the head of the Guanyin statue 1s unfinished and a smaller but finished Guanyin
statue 1s on the base of the building (Figure 27). As the protagonists arrive at the roof, they have a dialog
about the bankrupt of the construction company that results in the incompletion of the building. Besides,
while the dialog goes, the viewer can see through the steel structure the surrounding area with lush greenery
that contrasts with the decay of the steel structure (Figures 28-29).

Figures 22-23. FLAT TYRE, Ming-Chuan Huang, TW 1998

Figures 24-25. FLAT TYRE, Ming-Chuan Huang, TW 1998

Figures 26-27. FLAT TYRE, Ming-Chuan Huang, TW 1998
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TFigures 28-29. FLAT TYRE, Ming-Chuan Huang, TW 1998

In this process of tracing and revealing (the past of) this particular statue, the film further raises curiosity
in the viewer. For example, in the dialog between the protagonists at the roof of the statue, Meng asks a
question: “Can politics and documentary be kept separate?” To this question (which in fact is a big
question about politics and art) Jianxian replies humorously: “[...] who planned this Guanyin were
bankrupt and fled to China? If so...in one sense this is a political Guanyin. And that makes this a political
documentary!” What Jianxian says sounds bewildering and ambiguous, but in this way, and with all the
images and video fragments shown previously, the film prompts broader questions of what does this
abandoned statue exactly represent, what history does the statue represent in terms of Taiwan’s politics,
economics, and religion, and what is the role of cinema in tracing the history?” In this sense, the film
mmplies that the images of the statues captured in this work can be regarded as an alternative approach to
triggering historical thinking or as a kind of “raw material” for historical exploration in the context of the
reconstruction of the history of Taiwan in the post-martial law era, and more importantly the film, as what
the protagonists have been doing in the film symbolizes, encourages more practices of tracing, as well as
documenting, those abandoned, unnoticed, forgotten, and marginalized as historical traces. On the other
hand, how can the statues traced by the protagonists be interpreted in regard to the historical issues of
Taiwan? What follows is a discussion on this question.

Interpret

Drawing on Roland Barthes, Yu-Chin Huang points out that the statue of the “great man” Chiang Kai-
Shek was once taken as a material for creating mythological discourse. However, when the discourse which
surrounds the statue is faded, the statue is but a lifeless cold stone.” Yet, Yu-Chin Huang emphasizes the
mmportance of exploring and interpreting the meaning of the statue as a historical artifact in the
contemporary context of Taiwan.” From this viewpoint, FLAT TYRE on the one hand aims to trace those
destroyed or abandoned statues and on the other hand tries to provide a historical interpretation with the
images shown 1n the film.

Rather than mterpreting the destroyed or abandoned statues as an imagery connected to the traumatic
historical experience of the Taiwanese, the film tries to transform the ruined into a “battlefield” of
historical mterpretation and invites more radical reflections on the historical consciousness of the
Taiwanese. For instance, in the film Meng and Jianxian encounter a mysterious man on their way to filming
their documentary. The man is standing beside a damaged car, and it seems that a car crash has just
happened. Meng gets off the jeep to check the situation, but the man has been silent when Meng shows
his concerns. Meng mvites the man to join their ride to the foot of the mountain. However, when Meng
wants to help the man to get into the jeep, he suddenly pushes Meng into the jeep and then shuts the door
of the vehicle. Instead of sitting in the jeep, he stands on the outside board of the car and grasps a handle
on the top with one hand. By waving the other hand the man wants Jianxian to start the car. Shocked by
this unusual behavior, Meng and Jianxian become curious. When they arrive at the foot of the mountain
and approach the rugged coastline, it starts to rain heavily, so that they decide to stay overnight at the
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seashore. Then Meng asks the man: “Where are you from?” The man answers: “Very, very far from
here.” This answer makes Meng bewildered so he continues to ask: “Where?” But the man does not
reply. And then Jianxian comes to talk to Meng:

Jianxian: You're such a tough guy. Why not film those buckers of ‘50s...from the “Recapture the
Mainland” Campaign?

Meng: Why would I want to film buckers?

Jianxian: They’d fit right into your documentary. They’re like the statues...Stiff and lifeless! Plus, they
have that “historical significance” you love!

Meng: No, it’s different. Nobody’s really looked at those statues before. That’s why they’re
“alive”...and worth filming!

Jianxian: Let’s face it... Taiwan 1s so close to China. Because the KMT Nationalists retreated
here...your whole life 1s overshadowed by them...and their Communist enemies.

Meng: No, it’s only the KM'T which overshadow us. I don’t see any shadow of the Chinese Civil War.
Jianxian: What's the difference? The Civil War 1s a historical fact!

Meng: Historical fact? Everything we were taught about China...was from the KMT’s perspective.
That shaped our whole lives. It'll shape our children’s too. Where’s the Communist influence? There
hasn’t been no one connecting our lives to Communist?

Jianxian: Okay, but it’s only since martial law ended...and Chiang Kai-Shek and his son died...that all
these religious statues have appeared. Those damn great icons of concrete and steel...Aren’t they
“political” too?

In this conversation, the film reflects on Taiwanese’s historical consciousness which 1s formed and
mfluenced by the KMT’s historical education since the government retreated from Mainland China to
Taiwan m 1949. The historical education is based on a “nationalist historiography” that, according to
Albert Tzeng, aims to glorify the nation and is constructed in opposition to an enemy.” Therefore, the
historical education aimed at glorifying the past of China and strengthening the people’s hostile attitude
towards the Chinese Communist Party (CCP) as the enemy of the KMT, as well as mobilizing the people
to defend the island by promoting this Chinese nationalist identity. In other words, the Taiwanese were
being educated by the KMT which promoted a “history” that does not reflect their actual life on the island.
The film indicates the problem of the historical education and suggests a more critical attitude toward
history. By defining the statues as “live” objects to be filmed, FLAT TYRE appears to expect a historical
mterpretation that can go beyond the existing historical boundaries set by the authority and draws attention
to the actual space, time, and materiality as elements of history encountered by the Taiwanese.

Silence?

When Meng and Jianxian are talking to each other, the mysterious man is silently sitting beside them.
When Meng and Jianxian start to talk about the 1950s” buckers against the background of the “Recapture
the Mainland Campaign,” the man closes his eyes and sits like that during their conversation (Figure 30).
When Meng says about the filmed statues (“No, it’s different. Nobody really looked at those statues before.
That’s why they’re ‘alive’ [...] and worth being filmed!”), the camera cuts to a head-and-shoulders shot of
the mysterious man, who is sitting as a “live statue” (Figure 31). And then the camera zooms out from the
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shot a bit and pans from the man to Meng and Jianxian who are still talking to each other. When the
conversation ends, the image jumps to a medium shot of the man again (Figure 32) and then a close-up
that clearly shows the outline of the man’s face and the meditational expression of him (Figure 33).

Figures 30-31, FLAT TYRE, Ming-Chuan Huang, TW 1998

Figures 32-33. FLAT TYRE, Ming-Chuan Huang, TW 1998

Ending at the close-up of the mysterious man, the film raises curiosity and a set of questions: Why does
the man behave himself wordlessly? What does the man think when he closes his eyes? Does he listen to
the conversation between Meng and Jianxian? What does the image of the mysterious man mean?
Apparently, the silent man contrasts the intense conversation between Meng and Jianxian. The man’s
distant attitude towards the conversation on the history of Taiwan implies an attitude of anti-interpretation,
questioning whether the history discussed by Meng and Jianxian as “Taiwanese” refers to “our history.”
Sitting silently like a “live statue” the man symbolizes the real statues to be filmed and interpreted. At the
same time, the expression powerfully reminds of the necessity of self-reflection in terms of any historical
mterpretation.

Conclusion

Walter Benjamin stated that “[ijn the ruin [...] history does not assume the form of the process of an
eternal life so much as that of irresistible decay.”” However, FLAT TYRE conveys a message that the
destroyed or abandoned is “alive” to the ones who attempt to explore history and thus worthy of being
traced and filmed. The film was also discussed as a text with regard to representing the mythologies of
politics and religion of Taiwan.” However, as this article indicates, besides showing the political and
religious statues, the film suggests a meta-perspective to reflect on the definition of the filmed images of
the statues as historical objects and the meaning of documenting the objects by means of cinema. With
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the two documentarians who search and film the political and religious statues, the film tries to seek an
alternative and an open perspective to interpret the history of Taiwan in the post-martial law context of
the island.

This article suggests the first step to explore the images of the statues recorded in FLAT TYRE and the
meaning of the images as historical traces in the film. The cinematic images of the destroyed statues
represent the drastic political and historical changes of the island. Meanwhile, the images mmply the
impossibility to show a complete history and the boundaries of writing a history. At the end of the film,
the jeep driven by Meng and Jianxian has a flat tyre, but they pursue their journey of tracing history with
their camera. More images await to be shot, and the images shot await further explorations by the audience.

' This article is part of my PhD research “Beyond Sadness: Historical Films in the Post-martial Law Period of Taiwan (1987-2017)” supervised
by Frank Kessler and Judith Keilbach at the Institute for Cultural Inquiry, Utrecht University, the Netherlands. A previous version of the article
was presented at the conference “Truth and Imagination: The Metaphors of Cultures and Their Refashioning and Interpretations” held by the
Department of Drama and Theatre, National Taiwan University in Taipei on October 27-28, 2018. I would like to thank the respondent Wei-
Chih Wang (Institute of Taiwan Literature, National Tsing Hua University, Taiwan) to my paper at the conference. My thanks also go to the
following people for their valuable contributions to this article: the reviewers for suggestions, Clara Pafort-Overduin (Department of Media and
Culture Studies, Utrecht University) for comments, Levon Kwok for assistance with editing the draft of the article and translation, and Tatiana
Astafeva at Research in Film and History for copy editing.
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