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economic crises in Nepal. The seemingly exotic subject mat~
ter of civil violence and child soldiers in faraway "Shangri-Ia"
confronts the viewer with broader questions about adult
exploitation of the social dependency and cultural plasticity of children-especially children at the bottom of the
socioeconomic lad der .
The "voices of the victims" are foregrounded, an ethnographie emphasis characteristic of anthropological research
on violence. The word victim is appropriate here in both
moral and legal senses: international standards proscribe
recruiting children under 18 years of age for combat, and
recruiting children under 15 is a war crime. Dramatic intensity in the film is generated by juxtaposing victim voices
with voices of authority such as leaders of the insurgency,
government officials, journalists, scholarly experts, and national and international welfare organizations workingwith
former child combatants. In one interview, a spokesperson for the Maoist insurgency denies that children were
used as combatants-a statement that is voiced alongside
filmed footage of children carrying guns or engaged in
battles as well as footage of interviews with children describing participation in battle or seeing former playmates
killed.
The superb pieture and sound quality of the film captures
both the lush beauty ofthe Nepalese landscape ofmountains
and valleys as well as the sounds of battles, military ceremonies, and political speeches. The technical quality of the
film intensifies the formal tension of the narrative' s contrast between poignant natural (and human) beauty versus
political violence and the exploitation of children.
By skillfully weaving together interviews with scenes
of battles, violence in the streets, and rebel-group cultural
programs for youth, as well as a short photo narrative of feudal kingdoms in Nepalese history , political and ideological
complexities emerge. Why is an insurrectionary movement
against an oppressive, dictatorial government called a "terrorist" group, and what are the global politics legitimating
that designation? How do we und erstand the contradictions
between revolutionary idealistic doctrine and human rights
abuses carried out in its name?
The film brilliantly captures the blurred line between
"choice" and "forced recruitment" of children, which is a basic
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analytical problem in the anthropological study of child soldiers. Consider three short examples. Ashish says he "joined"
when he was 14, but his story describes being tricked into
a rebel-sponsored excursion for school children to a very
distant place where children could not find their way back.
Ashish's father succinctly sums up the violent logic limiting the options of civilians and their children: if you fulfill
the Maoist demands for food (01' children), the government
army will punish you; if you do not, the Maoists will kill
you.
Maya explains that she "joined" when she was around
12 years old. Her mother begged the older women in the
insurgency not to take her daughter and pleaded further that
they take some other girl in the village. From the mother's
point of view, neither she nor her daughter had a choice about
this recruitment. Poverty and lack of opportunities make
young girls easy prey for forced recruitment and make many
children vulnerable to the political rhetoric of resentment
and revenge. The film· powerfully captures the economics
of gen der (as well as caste and socioeconomic status) in the
recruitment of children.
The last seetion of the film focuses on postconflict rehabilitation of child soldiers and highlights the social contradictions in this well-meaning endeavor. For example,
Asha, who was recruited when she was 13, reminds us
that "reintegration" is more complicated than the warm
connotations evoked by this postconflict policy term. Asha
was stigmatized and forced to marry when she returned
to her village, and she attempted suicide to escape the
physical abuse of her husband and in-Iaws. The last image of the film-a tear on Asha's youthful cheek combined with her painfully cracking voice-sums up the suffering of children who lost their childhood to the physical
violence of civil war in Shangri-Ia and are vulnerable in
its aftermath to the subtle structural violence of postwar
society.
The depth of ideas about youth in civil conflict and
postconflict societies, which are explicit in the interview
testimonies as weIl as implicit in the narrative and visual
structure of the film, provides rich case material for scholars,
teachers, and students at all levels of intellectual engagement
with global issues.

Angry Monk: Reflections on Tibet
Lue Sehaedler, dir. 97 min. Brooklyn: First Run/Iearus Films, 2005.
Michael G. Chang

George Mason university

Billed as a road movie, AnBTY Monk follows the life and
travels of Gendun Choephel (1903-51), whü is "arguably
the most important Tibetan intellectual of the twentieth

century" (Lopez 2006:3). Born in the northeastern region of
Greater Tibet (a.k.a. Amdo, present-day Qinghai province),
Choephel received his primary education at a local monastery
(1907-20), continued his studies at Labrang Monastery
in Gansu province (1920-27), and finally entered Lhasa's
famed Drepung Monastery (1927-34).
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T 0 his great credit, director Luc Schaedler depicts the
unfolding of Choephel' s life as an ongoing dialectie between
circumstance and temperament. We learn that the young
noviee' s curiosity and imagination were sparked by a passing
acquaintance with an unnamed li.S. missionary in Labrang
during the 1920s. More important, his increasing frustration
with scholastie authorities in Lhasa coincided with the death
ofthe 13th Dalai Lama (Thubten Gyatso, 1876-1933) and
the'failure of ongoing attempts to modernize Tibet's political structure, military, and economy. Doctrinal retrenchment within prominent centers of learning soon followed,
which precipitated Choephel' s departure from Drepung in
1934.
Having left monastie life, Choephel encountered a kindred spirit in Rahul Sankrityayan (1893-1963), an Indian
nationalist and Marxist polymath who had come to Tibet in
search of ancient Buddhist texts that were no longer extant
in India. After assisting in this scholarly endeavor, Choephel
followed Sankrityayan back to India. For the next 12 years
(1935-46), he traveled widely across the subcontinent, experiencing firsthand the social, politieal, and economic realities of colonial modernity. His long-simmering dissatisfaction with the dogmas of "old Tibet" informed his embrace
of cultural iconoclasm and renovation, both of whieh were
wedded (within the context of British India) to antieolonial
resistance.
In India, Choephel' s writings and behavior were largely
geared toward questioning the cultural status quo and enlarging the acceptable bounds of Tibetan identity. He immersed
himself in the study of modern history and began :work on his
Wbite Annals (1978), an unfinished his tory ofTibet' s militant
expansion in the sixth and seventh centuries. He wrote the
Treatise on Passion (published as Tibetan Arts 1 Love, 1992),
a Tibetan adaptation of the Kama Sutra, while drinking and
smoking and frequenting Calcutta's brothels.
All this, along with certain political acquaintances,
aroused suspicions within Lhasa' s clerieal hierarchy. After
returning to Lhasa in 1946, Choephel was arrested by Tibetan authorities on charges of being a Communist spy. He
spent three years in a prison beneath the Potala Palace before
being released in 1949. He died shortly thereafter, in poor
health and relative disgrace.
Choephel' s story belies more conventional visions of
Tibet as a romantically mysterious land of magic and spirituality, untouched by time or larger forces ofhistory. Indeed, director Schaedler's intent is to force us to reconsider our (mis)perceptions of Tibet, both past and present.

In this respect, AnBry Monk is similar to a number of recent English-language works on the same subject (Goldstein
2004; Goldstein et al. 2004-; Powers 2004-; Tuttle 2005),
any of which might complement the film in a elassroom
setting.
But what distinguishes Angry Monk is its visual power
and elegance. Throughout the film, Schaedler exhibits a
fine ethnographie sensibility, presenting seemingly contradictory sights and sounds of daily life in contemporary Tibet
for our consideration. He deftly interweaves scenes of young
Tibetans printing and reciting sutras and engaging in philosophieal debates as well as dancing in bars and nightclubs or
playing pool, soccer, and video games. Equally important,
we hear the voices of Tibetan poets, writers, and scholars as well as Choephel's elassmates, relatives, and elose
companions. They express such sentiments as "what people
in the West find fascinating, the mysterious Tibet, for me
it's stagnating." The cumulative effect is to provide a useful
counterpoint to what we may have come to expect. Instead
of simply viewing Tibetans as meditating monks or passive
victims of religious or political persecution, we also see them
as crities of their own culture and active agents ofhistory.
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