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Reading Whirling Signs of Images
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Maboroshi no Ogawa Shinsuke Noto (The Legendary Notes of
Ogawa Shinsuke; ed. Kageyama Satoshi) published by Ciné
Nouveau in 2022 includes the text by the late Shiraishi Yoko, a
former member of Ogawa Production based on her interview by
Suzuki Hitoshi, book designer who sadly left us in August 2023.
In her minute reminiscence of Director Ogawa and Ogawa Pro-
duction, Shiraishi gives a vivid account of how Japanese subtitles
were created for a scene of AJapanese Village—Furuyashikimura.

The viewer display at which Ogawa points shows this long
shot. “Look, this picture is saying something, isn't it? Some-
thing is surging and whirling. Put that into words.” Fid-
geting frequently, Ogawa urges on us (quickly as much as
possible, quick, quick...please!). As | look at it more closely,
| can surely hear a voice. No sound stands out apart from
a brass tone of the trumpet. It is a tranquil, rather languid
picture, but it definitely has a sign of saying something.

The word “the War in the Showa era” in the finished film shows
us tellingly that it has resulted from the delicate process in
which Ogawa and his crew intently looked at and listened to
the image itself in order to awaken their own sensibilities, which
they would eventually associate with their thinking when select-
ing a word. Ogawa Production spent a lot of time to under-
stand its subjects. After shooting was over, he conversed with
each raw image carefully, added words and proceeded with
editing. Such an enormous task helped to create a film which |
can only describe as what is very much like Ogawa Production,
transcending the mere recording of ethnographic facts or testi-
monies of the times. Ogawa'’s episode which | have just quoted
reminds me of this and is very impressive.

This year’s YIDFF has many films whose images show whirl-
ing signs of something hidden within themselves—the light
of dusk shining on the bus terminal in Cérdoba, Argentina; the
mechanic movements of women at sewing machines who get
completely absorbed in their work in a Turkish factory which
mass-produces denim jeans; the contrast between the encoun-
ter with the Hakka villagers and their way of life thirty years ago
and what is being lost now; wandering thoughts in the still of
the moonlit night in the outskirts of Seoul; sorrows of the dead
overlapping with those of the living on the streets of Beirut
and in the gamas of Okinawa. Watching how villagers in 47KM,
familiar to us from the director’s previous films, work with their
hands in farming throughout the year gives us another kind of
joy. The privileged images—which cannot be filmed unless the
filmmaker is familiar with the daily gestures and movements
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A Chance Meeting with Heddy Honigmann
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of the people who have faced and lived in the place for a long
time—appear to outsiders who look at them on the screen to
be a somewhat mythological space, rather than a natural land-
scape. The gaze/lens of the director who is also a performer
will allow us to experience a rare filmic space in which she has
speechless conversations with the villagers while resonating
with the farming rhythms, children’s dances and plays.

It is important to realize again that our emotions and chang-
ing consciousness are caused by our gaze towards tiny details
of reality, which we can easily overlook unless we are careful. |
hope that each participant will be able to find such a momentin
something in films which this edition of the YIDFF will offer.

(Translated by Yamamoto Kumiko)

| first met director Heddy Honigmann in 2007 on the grounds of
the Hot Docs Festival held in Toronto, Canada.

That year, at the same festival, she won the Outstanding
Achievement Award commemorating her career as a filmmaker.
My debut film produced with my wife, Kashiwagi Kiyoko, Cam-
paign (2007) had been invited.

At the festival, Heddy’s newest work at the time, Forever
(2006), was screened. Kashiwagi and | were overwhelmed by
how superb it is.

The structure of the film is extremely simple. Basically, Heddy
interacts with visitors of the famous graves of Chopin, Proust,
and other greats who sleep in Paris. Somehow these scenes
quicken the heart, bringing tears.

| was impressed by the so-called “interviews” that she con-
ducted, which, though resembling those | would conduct
during my television director period, were totally different.
Moments in which subjects’ words stagnate, or in which they try
to think, remain as they bloom, such that speakers’ ponderings
and intuitions flow in real time depictions. Heddy decides to not
add subtitles to a man'’s tale that speaks passionately in Korean
of the magnificence of Proust. As a result, if one does not speak
Korean, they will not understand the meaning, yet the apparent
fervor translates as funny on its own.

Spotting Heddy at the exit of the festival grounds, we ran
up to beg for a commemorative photograph. She smiled and
squeezed in a picture with us.
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Perhaps it was that night when | saw Heddy again in the hotel
lobby. | went for it and began talking to her. With great energy |
told her just how fantastic | found her film, especially the inter-
views.

In response, Heddy expressed her thanks before saying the
following.

“I tend to think of these characters’ tales less as ‘interviews’
and more as ‘conversations’ with me.”

Hearing her words, | enlightened to why Heddy's “conversa-
tions” are so appealing. When conducting interviews, documen-
tarists often grasp, like hunters, for something in the depths of
their interlocutors’ hearts, whereas Heddy would simply enjoy
conversation without much of an agenda. | believe that she
managed to ban herself from using her subjects as tools.

After, | learned Heddy would call those who appear in films
“characters,” rather than “subjects,” which touched my heart all
the more. This way of thinking and stance of hers has become
and remains my guiding principle.

Since meeting in Toronto, Heddy, Kashiwagi, and | devel-
oped a close personal relationship. She would visit New York,
where we lived, and when we would participate in film festivals
together, we would enjoy chatting over meals.

Unfortunately, my wish of meeting Heddy in person eventu-
ally ceased being granted. However, her spirit and existence still
breathe in films. If | want to meet her, all  need to do is watch her

movies. (Translated by Kyle Hecht)
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Looking Forward to Noda Shinkichi Retrospective
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The YIDFF 2023's Noda Shinkichi Retrospective, curated by
Tanaka Shimpei, follows the festival’s great tradition of organ-
ising historical retrospectives to re-evaluate essential positions
in Japan’s documentary film history. | am interested in the rich
context of Japanese documentary and art production from
the 1950s onwards. Such an in-depth retrospective is a unique
opportunity to see these rare films and develop my research.
This programme displays the filmmaker’s work across decades,
styles and modes of production, including educational and sci-
entific films, socially engaged films, and films on folklore and art.
It offers an opportunity to seek different perspectives on Japan’s
interconnected histories of documentary film culture, practice
and theory. Noda'’s rich and multifaceted oeuvre indicates a con-
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sistent and diverse pursuit of the social role of cinema and doc-
umentary. | want to learn more about various aspects of Noda’s
filmmaking; his engagement with theory, publishing and film
exhibition, and other forms of expression such as poetry, eth-
nography and art. | also look forward to further investigating his
writing and criticism, the groups and societies he founded and
was involved with, the circles and networks for discussing doc-
umentary practice he participated in, and how they influenced
his work and others.

Noda’s films | have seen previously provide glimpses of
his practice. His interest in preserving traditional culture is
demonstrated in the educational Renovating Farm Houses (1941)
screened at the YIDFF 2019 programme The Creative Treatment
of Grierson in Wartime Japan (coordinated by Morita Noriko).
Country Life Under Snow (1956) impressed me with its careful
depiction of the hardship of a rural community living under
the snow and its formal beauty. The early ethnographic Tohoku
trilogy (1956-1957) foregrounds the principles developed in his
work on folk rituals, traditions and performing arts. Marine Snow
(1960) is an impressive experimental and poetic visual treatise
on the life of plankton and the origins of oil. In Yamagata, | also
look forward to seeing works such as Forgotten Land (1958), the
visual poem A Town Not Yet Seen (1963) or films on labour and
social issues, like The Matsukawa Incident (1954), furthermore the
films about the artists, Yamashita Kikuji or Mizutani Isao. | am
looking forward to attending the festival.
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Seeing the Truth Through the Wall
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“Sputnik” means “fellow traveler,” and has ended up having
the same meaning as “satellite” in Russian. The cinema is full
of them: co-pilots, accomplices of the journey that a film pro-
poses. They can be the programmers who first select the film,
the viewers who give the film continuity with their own views.
The main characteristic is to be next to each other, side-by-side,
to follow the orbit that a film draws, to help, and to collaborate
in the parable that the filmmaker proposes: two arrows, but the
same bow.

Being part of the jury in a place like Yamagata expresses a
lot of this journey. This is destination and this is starting point.
Watching the films from the official selection in a country so
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far away my home is very attractive. | don’t know if a film is the
same, given the distance it covers in geography. | don't like to
know a lot about movies before judging them. | prefer surprises.
I only know that there are 15 pearls... and two islands™ between
them, though I'm sure all the movies in that official selection...
are like islands unto themselves. And then there are the other
jury members, great travel companions with whom you always
learn, and the rest of the festival, another blackboard, another
school. All full of sputniks.

Sometimes, the best travel companions at the end of a per-
sonally significant film have unofficial names. Their rebellious
labels and manifestos of being the other, the reverse, the space
that is freer than the main sections, usually more subject to
rules, prejudices and a language marked, or competition prizes.
| am talking about the second or third strands, under the protec-
tion of the official sections, where the rules are always extolled,
not beaten paths, the innovative, the proper, the revolutionary
and free. Panorama, Wavelengths, Envision, Cine Silvestre, Backlot,
Riscos, Estados Alterados, La Regién Central, New Visions, Hors les
Murs, The World Differently... These are some of the names of
containersin which the festivals place the letters that the cinema
addresses to that viewer with whom they want to dialogue from
their most personal corner. Oblique gaze, | remember that it was
the name of a selection with these characteristics in a festival in
Argentina.

Many times, these are the places or sections where interna-
tional juries escape after seeing the official proposals, to rest
their eyes on other travel companions. The programmers some-
times find sleeping pearls there. The filmmakers for their part
have in them their satellites, or sputniks from which to begin a
journey that never ended in “The End” of their films. These pro-
grams are like Double Shadows, another great name to refer to
the same space, a more undefined place to speak of the cinema
from the cinema, a language that at the end achieves a great
miracle: being a mother tongue for all of us.
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* A reference to YIDFF International Competition 2023 selections
Knit’s Island and The Island.

[YC] I mhRA RER—IL (6F) | Yamagata Central Public Hall (6F) [CL] ILfzi R&8EAHR—IL | Yamagata Citizens’ Hall (Large Hall)
[CS] ILF i R 8E/\R—IL | Yamagata Citizens'Hall (Small Hall)  [F5] 7#—3/45 | Forum5 [F3] 7#—3/43 | Forum3 [F2] 7#—3/2 | Forum 2
[Q1] ®EN L2V IAT4T2T142>29— Q1 (2B%) | Yamagata Creative City Center Q1 (2F)  [YE] Y& AR RK—ILA~X> k&1 | Yamagin Kenmin Hall Event Square
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Homemade Stories and Tales of the Purple House
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What if Japanese house decluttering guru Kondo Marie was
approached with this question: “| am forced to flee my country,
what should | carry with me?” Kondo’s famous mantra is “Keep
Only What Sparks Joy,” but would that work for Nidal Al Dibs,
a Syrian film director exiled in Cairo? In his film Homemade
Stories, Nidal and his wife Laila long for their cherished home
in the Syrian capital Damascus, adorned with “what sparks joy.”
But the nostalgia is portrayed in the shadow of pain, as we learn
that they had to abandon it due to political oppression by the
dictatorial Syrian military regime, the same regime that shut
down Nidal’s film club and bombed the neighborhood of his
childhood cinema.

The director left his home in Syria, but carried with him a
Syrian man’s spark of joy: a wound that transcends time and
place in a relentless struggle for healing. In Egypt, Nidal could
not declutter the urban labyrinth of Cairo, but he worked with
passionate local youths trying to revive a dilapidated cinema in
an old neighborhood. And in Lebanon, while he can't tidy up
a muddy Syrian refugee camp, he and his comrades created a
makeshift cinema club to show and discuss films with refugees.

In contrast to the home-video style that dominates much of
Nidal Al Dibs's Homemade Stories, Abbas Fahdel’s film, Tales of
the Purple House, employs static, contemplative shots to portray
the scenic landscape in and around the home of the director
and his wife Nour, a painter, in the Lebanese mountains. Here,
the protagonists are not geographically out of place, and they
share with the viewer many scenes that “spark joy,” from playful
cats in the house’s lush garden to breathtaking views of the sur-
rounding nature. However, under that canvas of serenity lies a
different layer of reality that is sober and intimidating.

Lebanon is a country that carries a fair share of contradic-
tions within its political structure, and also mirrors the problems
and discontents of the wider Arab region. In Homemade Stories
we see anti-government demonstrations in Syria and in Egypt.
And it is only natural for Tales of the Purple House to take us to
the downtown of the capital Beirut to see Lebanon’s own anti-
establishment movement that started in 2019. Fahdel also
reminds us of the country’s bloody civil war that lasted from 1975
to 1990. In the midst of that civil war, in 1988, renowned Leba-
nese historian Kamal Al-Salibi published his influential book: A
House with Many Homes: The Lebanese Entity Between Perception
and Reality, in which he dissects the country’s unique identity
and the fragile relationship between its different “Homes”
(socio-cultural groups). Watching Tales of the Purple House,
one feels a painful gap between what is perceived and what
is desired. The couple live in a dreamy village where Muslims
and Christians, local Lebanese and displaced Syrian refugees,
all live together in harmony. But when the camera takes us to
Beirut, we are reminded of the tension as demonstrators shout
a peculiar slogan: “Long Live Lebanon! Long Live Culture!” This
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vague slogan, “Long Live Culture!”, without feeling the need to
specify what is meant by “culture,” signifies an all-encompassing
mistrust and fear of the hegemony of a political ruling class per-
ceived as barbaric, outdated, and anti-culture, and displays the
deep schism between the intelligentsia and the warlords ruling
the country.

Commuting from beautiful villages in the Lebanese moun-
tains to work in the bustling city of Beirut is a uniquely Lebanese
lifestyle. Fahdel’s film takes us on a similar commute between
serenity and tension, raising hope that one day we will truly
become “better versions of ourselves,” as his wife Nour says
during a visit to an infamous detention center in South Lebanon
(abandoned after liberation from Israeli occupation), and that
we will find a way to come together and sprinkle sparks of joy in
the corners of our tormented, beautiful house of many homes.

[FR—LZ k=Y —] Homemade Stories
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The West Exit of Yamagata Station: A New Communication Base

EAREA | Aoki Naoto

(PEZEARRKR—ILZEA | Yamagin Kenmin Hall Manager)

WERAEONSHES 15, BROZBEETRISERETIPEEA
BRR—IL (LEERAEEMEE) (X, 2019FICHELICEEA
=L (LERRRAME) ORMEMEERE LT, 2020 F58ICHELE
L7z, BEBICHIz>TIE, RIBEPT I DWIBEZAIZILFERD
BEHRIRELDO I EMER) ANBIET, #RO - EE%
BEL, ZOMEERY LT, 2001 EOWRAHEEILBRERDL
WRT—Y%FTHRA—ILTLEINS, ARFPNLI, Ta—
PHLREDRKBERBEEEMAER, BREFLENESBT
FHEINITILY ICRER 7 TREDARY ML, BRAADS
ZLOADHN, WREREOTI7IZWE, ZEARRIEETND

It's a one minute walk from the west exit of Yamagata Station.
A covered walkway leads directly from the station to Yamagin
Kenmin Hall (aka the Yamagata Prefectural Cultural Arts Centre),
which opened in May 2020 as the successor to Yamagin Hall (aka
Yamagata Prefectural Hall), which closed in 2019. The opening of
the new Hall carries on a tradition of respecting local culture and
history by incorporating the traditional craft and manufacturing
techniques of Yamagata prefecture throughout the Hall’s facili-
ties and design. Major performances of opera, ballet, and musi-
cals in the Main Hall, which features one of the largest stages
in Tohoku and a seating capacity of 2001, along with events at
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the outdoor plaza on weekends, including markets and local
goods fairs, has attracted visitors from all over Japan, making
the west exit area of Yamagata Station a place for diverse com-
munity today. Our goal is to make Yamagin Kenmin Hall a home
base not only for cultural and artistic activities in Yamagata, but
also for communicating Yamagata’s appeal and energizing local
industry and tourism.

For more than 30 years the YIDFF has served as an interna-
tional communication base for Yamagata while still maintaining
its roots here; so, the opportunity for Yamagin Kenmin Hall to
take part in this year’s film festival as one of its venues is one
of great significance. The event plaza in front of the Hall will
serve as a venue. A large screen will be set up, and there will be
outdoor screenings and panel sessions for four days during the
festival. I've heard this will be the first officially planned outdoor
screening at the YIDFF. Audiences can watch films under the
autumn night skies after the hustle and bustle of the day has
passed. I'm certain audiences will experience a unique sense
of openness and tension. It may sharpen senses different from
the everyday. Admission is free. Please come join us. | hope this
event will be a memorable experience for alland an opportunity
to expand and build connections in the world of art and culture.

(Translated by Thomas Kabara)

Editorial

After 4 years, YIDFF takes place on site. During this time, the city-
scape of central Yamagata has shown many changes. The Yamagin
Hall (Former Yamagata Prefectural Hall) once facing the Bunshokan,
an old prefectural office and assembly building, was leveled in 2019
after its closure, and the Yamagata Bank Head Office Building as well
as main branch of Juichiya Confectionary along Nanokamachi Odori
Street are being redesigned.

Further, new cultural facilities are born. The Former Yamagata
Daiichi Elementary School that operated as the Yamagata Manabikan
has been renovated as Yamagata Creative City Center Q1, and in 2020
the Yamagin Kenmin Hall (Yamagata Prefectural Arts Centre) opened
near Yamagata Station’s West Exit. Both are venues for this year’s fes-
tival. The Yamagata Citizens’ Hall known to YIDFF participants is also
planned for relocation to the site of the Former Yamagata Prefectural
Hall mentioned above.

Of eateries and pubs, the old Italian place Tirol in the Plaza Building
Nanokamachi (Former Hachiya Building), long loved by locals, shut
down this August, though several new restaurants gain acclaim, like
the dining bar Pourpier (in Sakuramachi) and Japanese-Italian place
Al-ché-cciano con cert (on the grounds of Yamagin Kenmin Hall).

Between films, we encourage you to wander Yamagata’s streets,
which change daily, and gorge yourselves on culture and cuisine, old
and new. If tired of walking, we recommend the Beni-chan bus and
the Yamagata City community bike service running since last October.

To those here for the first time, for the first time in 4 years, or for the
first time in a long time, welcome to Yamagata.

(Okuyama Shinichiro, translated by Kyle Hecht)
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Records of Voices: For Cinema with Us 2023

=HER | Miura Tetsuya

(BREIFFZE | Film Studies)
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Twelve years have passed since the Great East Japan Earthquake.
This year's “Cinema with Us” presents three films, including an
old film. What is common to all is the theme of voices.

The Sound of Waves co-directed by Sakai Ko and Hamaguchi
Ryusuke (2011) will be shown after 12 years. How difficult was it
to record the voices of victims at the time when the memories
of that day were still exceedingly fresh? What sort of trials and
errors did the directors make? Sakai and Hamaguchi who were
younger than now by more than 10 years were once sincerely
talking with a microphone in hand at Yamagata. Such images of
theirs came back to me.

Now a globally acclaimed filmmaker, Hamaguchi has repeat-
edly emphasized how important it is for his career to have made
documentary films in the Tohoku region, beginning with The
Sound of Waves and continuing into Voices from the Waves and
onto Storytellers. What The Sound of Waves shows is the impor-
tance of listening to subtle emotions put in people’s voices,
which opens up new possibilities of filmmaking. If you see this
film again now, you will realize it even more clearly.

Doi Toshikuni’s Tsushima: Fukushima Speaks Part 2 records the
voices that reflect on the Earthquake after a long period of time
since the Fukushima Daiichi nuclear disaster whilst taking the
older layers of the town’s history into perspective. Tsushima in
the title refers to the name of a town northwest of the Fukushima
Daiichi nuclear power plant. The inhabitants were driven out of
their town and even now “Return Our Hometown: the Tsushima
lawsuit against the nuclear power plant” continues. People who
appear in the film are mainly plaintiffs of this lawsuit.

Talking about lives once vibrant in their hometown thought-
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fully in their local dialect, the voices are particularly impressive
because individual lives, which are not preserved in statisti-
cal documents, are discussed in individual voices. Despite the
extreme poverty into which she sank after her divorce, a woman
raised her three children in this town with the help from her
colleagues and neighbors. She says with a sparkle in her eyes,
“l enjoy living here.” Multiple voices gradually bring a full picture
of local history into relief. The town was developed in the moun-
tainous region and inhabitants naturally came to help one
another in a unique way. Neighbors had an intimate relation-
ship and festivals helped to reaffirm the meaning of life. Direc-
tor Doi is a journalist who has covered the Palestinians driven
out of their hometowns over a long period of time. His film is an
elaborate work that attempts to depict a universal aspect of the
tragedy in Tsushima on an epic time scale.

Radio Shimo-Kajiro: The Songs that Led Us Here Today directed
by Komori Haruka thematizes the singing voice. The singers are
people who have left their hometowns because of the nuclear
power plant accident. They are forced to live in the Shimokajiro
Housing Complex newly built for refugees. A cultural activist
Asada Wataru has launched “Radio Shimo-Kajiro,” a medium
within the housing complex together with his fellow volunteers,
in order to record songs with memories of inhabitants, most
of whom are now elderly. Categorized by theme and edited
like a radio program, the songs are distributed in CDs within
the housing complex. They seem to be a spiritual medium of
exchange for people who are isolated from time to time.

Voices singing golden oldies, such as “Aoi Sanmyaku,” “Kimi
to Itsumademo,” “Kassai” and “Ai San San” with full of memories
have a guileless charm. Old memories inserted before and after
the songs are so dramatic as to betray our expectations pleas-
antly and make us laugh, surprise us or moves us profoundly.

Asada and his colleagues eventually come to form a band
to organize a song festival with inhabitants of the housing
complex. The band is named “Bansogata Shien Band” (Accom-
paniment-type Support Band). Dismantling the constraining
relationship between the supporting and the supported, it aims
to have fun with everyone. The scene of the song festival at the
end is the best part of the film as the participants’ wide-ranging
emotions resonate with one another. The screening time is 70
minutes, slightly shorter than the maximum recording time of
the CD. The marvelous editing tempo contributes to bringing
out euphoria in this film.

(Translated by Yamamoto Kumiko)
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Men with Movie Cameras

—Shooting the Great Kanto Earthquake

[AA 71025 L Perspectives Japan] 6 H Oct.6 20:10- [F5]

Itis unknown which are originalamong the numerous documen-
tary films made on the Great Kanto Earthquake as films were fre-
quently duplicated and repurposed. Nor do we know whether
authors or locations of filming have been correctly identified.
However, there remain testimonies that Iwaoka Tatsumi, Kosaka
Toshimitsu and Shirai Shigeru were among those involved in
shooting the earthquake. Taking both their names and the
remaining films as a clue, Men with Movie Cameras re-records a
proof that they truly filmed the earthquake. Many approaches
are tried because there are few clues: watching films, listening
to stories and shooting a film in the same locations. The crew
make discoveries as they approach or distance themselves from
the figures of the three people. Last year | had the opportunity
to write an article for the National Film Archive of Japan’s “Films
of the Great Kanto Earthquake of 1923” and began watching
documentaries of the earthquake before | came across Men with
Movie Cameras. | was trying to understand what cameramen
were thinking as they filmed the earthquake. My filmic experi-
ence overlapped with Men with Movie Cameras.

Although the crew could not directly interview the three
cameramen themselves or victims of the earthquake, it could
collect episodes about the cameramen that barely remain
among their children or grandchildren. It also sought a film
specialist’s assistance to shed light on some facts. Interestingly,
accounts of these people who are farther away from the earth-
quake or the three cameramen bring a proof of records into
relief. In the film Tanaka Masaru, historian of natural disasters
analyses which paths Iwaoka Tatsumi took for shooting over two
days. Iwaoka himself has left no testimony. When Tanaka rear-
ranges shots not in order of editing but in order of filming, that
is, according to the route Iwaoka took, his precise path begins
to appear on the map. This brings into the surface an unlettered
proof that Iwaoka was really walking to film the earthquake. The



HDTHICEZEITI {5,
BEERAANOEFELZOBRBEOHRTELHRLELTWS, O TEE
SNICBHEAATIADAVFE 21— DREUROIRTEEEY H
T, TTNUSR- EDRERIZHTZ7 |, BEDILEB DY) IC LIk
DItxZABOFTES, BHREVIZIE, Eﬁﬂ@h‘vtlc‘:%fﬁsl)o
THEIZRBRN U, BELRTEITAHHDTEHHAI AT EREITT-D
WA SRR KD ARDFERREZ 7, ?ﬁg’%EGDF‘T?%EH?é/\,
W T AERY Iz 2Tz, bDOZFRSTHHIABEZYTHEH DL
SHREFTTLNR, BERLTWERLEWLWSIHD | EFINTWLT, ZD
SEIL BEIARICBDEHDOB T2 TIIVAIZERES LERLZ0D
HAoNTI, BAADKBORTEE LGNSO NASZRIFTE
1RIEP, ZOREL, KESRSTHTAILLDSEREZ,
RELICATBEDRBWII, FLREFHINEIHRT EAIELER
N20IE, 100 FFDORKELRLRIRLIZAXIRTIILLH, AL
DHEREZZLTWEALIEESL, COREIIGEATNTVWELS#
[N B, BRFDHXTH, SEORIIHIHERRDEE T O LR
LTHEEMIT TN, ZDTIILLDEREEZFEICES 2D, 100
FEVWOBBEDERMABED TUUNELIIZELD, hXTHENT
IZBIWT WS, 7AILLDBEESNGEITS, 3 ADARINE->TLS,
ANINTEZEP TR RBDELLEINIIEET DD S, RO
FOBVWFI-HHBHONEITTLEDDE LN,

Ben/vosg
— I HZREDI-HDEE]

crew also interviewed relatives of those filmed. Following the
name of Kawahata Kiku written on the wall to confirm her safety,
they met Kawahata Seiko, Kiku’s granddaughter and her family.
In the scene of their encounter, the Kawahata family mutters,
“Only for a second” after seeing the archive film. | don’t know
why, but the fact that Men with Movie Cameras has recorded their
mumble is itself impressive. Lasting only a second, the shot in
the archive film shows neither Kiku’s face nor her figure, but only
the letters on the wall. Had it not been for this written record,
the crew could not have met the Kawahata family or witnessed
the moment together with them, which | find quite mysterious.
| want to listen to what records have brought to us although or
rather because it cannot be heard directly nor is it in the archive
film.

Men with Movie Cameras also re-records the voice of a cam-
eraman. Shirai Shigeo whose interview has been recorded
begins to explain how he filmed the earthquake at that time.
“I've got to film this.” He said this, referring to the time when
he witnessed a pile of bodies. His stylish way of speaking also
seems to have reflected what he could not discuss. In continuing
with filming, Shirai pointed the camera to behaviors and expres-
sions of people who took refuge. Ashizawa Akiko, the director of
photography says, “Shirai wanted to film people. He shot even
things like living creatures. He is gentle to all.” This explains why
I've felt such a strong gaze in Shirai’s film. Both his attitude and
readiness with which he trained the camera perhaps hesitantly
on the disaster will not fade in his film over time.

Men with Movie Cameras, | believe, conveys to us that thoughts
of those who recorded the earthquake prompt others to doc-
umentary films because cameras and film which recorded the
catastrophe of 100 years ago have more longevity than humans.
A camera from those days captures the soft outline of the City
of Tokyo in front of us. That | find the light and colors fixed on
film fresh seems to shorten the temporal distance between 100
years ago and us. The camera is not broken but is working; film
continues to replay; the names of the three still remain. The next
bearers of records may continue to be invited because records
which have survived unnoticed still remain somewhere.

(Translated by Yamamoto Kumiko)

The Knock Sound of History: Notes for a Film

A | Niiya Kazuki

(77X AREIZE | Latin American Film Studies)
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Modeled on the book Ten Years in Araucania 1889-1899 by
Gustave Verniory, a Belgian who relocated to southern Chile
in the late 19th century to work in railroad construction, this is
the first film by Ignacio Aguiero based on an original art object.
Typical of Aglero, whose works fancifully investigate events
about Chilean society and himself, more than wholesale histor-
ical fiction, the film beckons the brimming, curious heart of Ver-
niory by playing freely with form. Using a minimum of staff and
actors, even props, the film process retraces Verniory's steps,
rolling itself into its mise-en-scene—the director, producer, and
cinematographer occasionally appear on screen, their arrange-
ments with actors humorously shown in fore—the movie
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exploring bare technologies for historiography. In precisely cal-
ibrated monochrome images, the light and shade of southern
Chilean nature clash, and varying qualities of time-space merge.

Chile as recorded by a virile Verniory in his 20s, particularly
his love for Mapuche language and culture, is respected by
Aguero; a world integrated in a book’s first-person is redevel-
oped in a film of multiple consciousnesses and perspectives:
Verniory as colonizer, Chileans with whom he relates, deep
Araucanian nature, a film crew that records. This work wander-
ingly progresses in the borders where these agents differing
of time and space, fictional and real, intersect, calmly observ-
ing how capitalists and others are slaves to curiosities, desires,
fears, and threats. Aguiero boldly plays to the sullied, rather than
purity, of storytelling, even cutting images from a Japanese
bullet train, perhaps from a past trip to Yamagata, into a dream
of Verniory. The filmmaker’s and Verniory’s awarenesses, fan-
tasies desert viewers in vagaries in the first scene, when voice
from Theo Angelopoulos’ Eternity and a Day (1998) and a ship
on the ocean—excerpts of Agliero’s past This Is the Way | Like It Il
(2016)—overlap. Also, Arrivée d’un train a La Ciotat (1985) by the
Lumiére brothers and the Chilean railroad ridden by Salvador
Allende mid-campaign recorded by Joris Ivens in The Victory
Train (1964) are vital in this synthetic note on railroads and poli-
tics in film history.

Many languages fly to-and-fro, voiceover speakers swapped
irregularly in this polyphonic work, the over 10-minute long
take in which we hear Miguel Melin testify in Mapudungun
memories of the persecution of his family central to liberating
the flow for this thick storyline. The cornerstone guiding this
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flow is Raul Ruiz's Henceforth We Will Call You Brother (1971),
in the first half. As Ruiz documented the eloquent rhythm of
Mapudungun that overwhelmed Allende’s speech during the
heat of the Popular Unity regime, Aguero listens to Melin's
reserved, yet certain pride, as he lives with the land carrying the
struggles of his father and mother. Tales in Mapudungun and
Verniory's stories in French create not discord, but instead shift,
phrases overlapped and displaced to beckon a polymorphous
image of Chile, the film leading us to feel far from perfect in our
understanding of Araucania nor the experiences of a young for-
eigner. Eyes of dogs staring upon neglected train tracks and, cut
into Agliero’s images in the film's opening, knocks of unknown
source, which also appear in the end, reverberate as if to pound
in the exhausted expressions of the film crew riding in a van, like
echoes resounding of a past lost, appealing to reality and strug-
gle as here-and-now, a call from a future film from which this
one entrusts notes.

(Translated by Kyle Hecht)

[HBBREDT-HDEE | Notes for a Film [~ —F33F)L - A>~_F 1> 3> International Competition]
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Quiet Rage, Secret Creation:
The Visit and a Secret Garden

AP ERF | Nakanishi Kanako

(BRE7'AZ 5~ — | Film Programmer)
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The blurred image of something is reflected through the frosted
glass. A figure is seen through the slightly open door. Faint
household noises resound in a silent space with a cat meowing.
After a while a woman with gray hair appears sitting by the
window with her mouth tightly closed. This film which begins
with these shots dispassionately shows the life of an old woman
while maintaining a certain distance. The old woman, Isabel
Santaléis said to have been a painter. In the 1950s through 1970s
her works were exhibited not only in Spain but also abroad and
received critical acclaim. But she suddenly disappeared from
center stage and most of her works were (probably) lost. She is
forgotten by Art History—her past career is told by her house-
keeper, a daughter of her cousin and Antonio Lépez Garcia (who
starred in Victor Erice’s Dream of Light, 1992), one of the few con-
temporary painters who knew her in those days. Isabel Santalé
is the aunt of Irene M. Borrego whose first feature-length film is
The Visit and a Secret Garden.
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[Eh/. BEDEE The Visit and a Secret Garden
[1>5—F>aF)L - 3>RF 13 3> International Competition]
6HOct.6 15:05- [YC] | 8HOct.8 13:25- [CL]

While this film, apparently, can be characterized as a feminist
documentary in the sense that it rediscovers a woman buried
in history, it at the same time looks a little different. The peo-
ple’s testimonies are interwoven with daily fragments of Isabel’s
secluded life in the suburbs of Madrid. As the director herself
has described this film as “anti-biopic” in an interview, the film
does not make Isabel’s past activities clear; nor does it reveal
new facts. The room which appears to preserve what works she
has kept remains locked. The camera shows only the door which
looks golden or walls with traces of paintings once being dis-
played. Speaking of the locked door, this film consists of myste-
rious motifs. However, the moment we notice that a recording
microphone is shown in a scene near the opening, the screen
changes with a clapperboard and beeping tones. After that
the clapperboard is repeatedly struck in the film and the direc-
tor with a camera is also reflected in a mirror. Director Irene M.
Borrego is trying to shoot this film in order to seek as a woman
and also as an artist guidance from her predecessor Isabel.

In the latter half of the film Isabel begins to speak. While
Irene boldly and actively poses questions to Isabel in a loud
voice, Isabel also responds in a strong voice. What emerges
from conversations between aunt and niece—although Isabel’s
voices, which seem to have been recorded separately, are even
superimposed on her peaceful images—is both difficulties in
which she has lived as an artist and as a woman and patriarchal
and familial curses on her. An Italian feminist and art critic Carla
Lonzi has pointed out that history is a masculine construct that
structurally excludes women. The lost history of Isabel Santalo
as a female painter must be anchored to the present. In order to
achieve this, the film tries to evoke a realistic image of an artist
who is also a woman while keeping details of her profession as
painter enigmatic.

Eventually Isabel invites Irene to another room in her flat. In
the studio she even now continues her modest creative work
with materials at hand. Like a sanctuary, her secret garden as it
were attests to her continuous struggle for creation, which she
has never abandoned, even after all those difficulties. It looks
like hope. It reminds me of Isabel’s voice, saying to her niece,
“True rage is humble.” Here is a woman, quietly enraged and
secretly creative. (Translated by Yamamoto Kumiko)
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Different Cinemas, Same Problems: Young Cinema

21)R7277F | Chris Fujiwara

(RREIHLET | Film Critic)
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['# ZBRE ) Young Cinema [Double Shadows/ ZEn§ 3] 6 HOct.6 19:20- [CS]

In 1965, the Festival of Young Cinema was founded in Hyéres,
France, to give a platform to young directors’ films that lacked
opportunities to reach the public. The support of critics and
prominent filmmakers enabled the festival to persevere, despite
the hostility its offerings sometimes aroused in audiences
unused to the avant garde. The festival continued annually in its
original location (except for a five-year exile to Toulon) until the
withdrawal of public funding forced it to close in 1984.

Yves-Marie Mahé’s documentary is assembled entirely from
archival materials; there are no new interviews with festival pro-
grammers or film historians and no narrator to impose a coher-
ent reading. We are in the presence of history in progress. The
present-time effect of Young Cinema is all the stronger because
the issues that the festival faced from year to year are the same
ones that, 40 years after its last edition, film festivals today still
struggle with. Here is a partial list:

« The need for festivals to address two audiences—a cinephile
audience and a general audience—whose habits and expecta-
tions may be incompatible;

The conflict between politically progressive festival pro-
grammers and reactionary politicians;
«  The obligation for a small festival to position itself in relation
to festivals that are larger, better funded, and more prestigious;
+  The competition between different sections of the festival
program over budget and screening time and space;
« The ability of the festival to meet its implied or explicit
responsibility to filmmakers as a platform for the promotion of
their films;
« The festival’s self-definition in relation to continuities and
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ruptures in the larger history of cinema;

The conflict between a dominant cinema and an alternative
cinema, together with the difficulty of deciding on a terminol-
ogy to describe the two adversaries.

This last problem provides Young Cinema with some of its
strongest moments, through the words of two supporters of
the festival. The first is the critic Dominique Noguez, who points
out the absurdity of the term “Different Cinema” to designate
the range of experimental work shown under that label at the
festival. “What is called different cinema is simply cinema itself,
the cinema that is most alive and innovative... The ‘different
cinema,’ from a certain point of view, is the other cinema, the
commercial cinema.” The second is Marguerite Duras, who, visit-
ing the festival at a time when its continued existence in Toulon
was under threat, praises “different cinema, cinema without
borders, free from financial interests. Its existence is vital. The
festival of Toulon is the different cinema. Its suppression would
be infinitely more harmful for the cinema than canceling the
Cannes festival.”

Intentionally or not, Young Cinema confirms the close
dependence of even the purest and most autonomous cinema
on a version of the star system. The archives yield a stream of
luminaries: Duras, Emmanuelle Riva, Claude Chabrol, Pierre
Clémenti, Philippe Garrel, Bernadette Lafont, Michel Piccoli,
Michel Lonsdale, Bulle Ogier... Their participation elevates
and justifies both the festival itself and the film that Yves-Marie
Mahé has made to document its history.
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Yamane Sadao at Yamagata
ZHERM | Yasui Yoshio

(¥ F BB E R EEE R | Director, Kobe Planet Film Archive)
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Yamane Sadao and | went back a long way. | first met him in 1975
when | invited him as a guest to the Kato Tai film marathon in
Osaka which featured ten films by the director. At the YIDFF, too,
he helped me out with many programs in which | was involved.
He was absent at the first YIDFF in 1989. But in the following 1990
he was invited to the Torino Film Festival in Italy together with
Ogawa Shinsuke with whom he became good friends. Before
going to Torino, Ogawa asked me about Yamane. | remember
answering him, “Yamane is the most reliable film critic in Japan.”

| had organized a series of Japanese documentary film ret-
rospectives by historical period since the first edition of the
YIDFF. After 1993 | asked Yamane to chair a symposium where
guest directors took part. In 1993 we had the following guests:
Matsumoto Toshio, Kuroki Kazuo and Sato Makoto; in 1995 Koike
Masato, Hara Kazuo, Fukuda Katsuhiko and Yamatani Tetsuo;
and in 1997 lizuka Toshio, Ise Shinichi, Kanai Katsu and Kawase
Naomi. | thought that only could Yamane draw out unique opin-
ions of directors. After that Yamane used his skillful storytelling
at talk events in order to bring out thoughts on film-making
from guest directors at the Kamei Fumio Retrospective in 2001
and the “Borders Within—What It Means to Live in Japan” in
2005, both of which | coordinated.

During the film festivals | was busy with film screenings and
had little time to see Yamane who was running from a venue
to another to watch films. We usually met at a drinking party in
the evening after film screenings were over. In the 1991 YIDFF
Yamane had drinks with Director Morisaki Azuma, one of the
Competition Jury, almost every night at Fukinoto, an authentic
Japanese restaurant, which was really impressive. The restau-
rant was run by Ishikawa Sachiko who was a voice actor for Only
Yesterday by Takahata Isao. | sometimes joined them. A juror
should not go out so often, | thought, for confidentiality’s sake.
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YIDFF 1997

Probably because of this, Morisaki seemed to act stealthily. At
the 1995 YIDFF Yamane usually met up with Director Kudo Eiichi
who was also a juror at Fukinoto. Kudo sneaked out of the hotel
to enjoy talking to Yamane. Although | was also there, it's a pity
that | don’t remember what story made us laugh. But just by lis-
tening to them, | was happy as | felt like playing a role in Japa-
nese cinema. With such memories, | hereby remember Yamane
Sadao, my benefactor at Yamagata.

Postscript:
| also learned of the passing of Suzuki Hitoshi, book designer on
whom Yamane relied and with whom he always worked. Suzuki
designed the catalogue for “Borders Within—What It Means
to Live in Japan.” The last time | saw him was at the funeral of
Yamane. May Suzuki rest in peace.

(Translated by Yamamoto Kumiko)

RHFSADELE R | ATalk with Yasui Yoshio

6 HOct.6 19:00-21:00 [Q1]2-B

T HBMEKAMESEin BR%EHS | Organizer: Preparatory
Meeting towards a Japan-Korea Projectionist Conference in Fukuoka
#1>%#l | Donation suggested | Event in Japanese only

I990*19 s

6861—9./61
AR IR BISE D

Hoboo Mooo
Hoouvw-maNs

U iﬂ] /\ T174-0056 RREMRIBXFHHT1-13-15  TEL.03-5970-7421 FAX.03-5970-7427 E-Mail info@kokush

(BRIDOITH) TOWEERRA. TLUTRALHE —[F YR8 ERH (BFRERF) 272 ETHL!

RS = EIZIKIH&W

AU U C HABRBE O BE L A8E] U781 HH# T2 78 AEBIDAT ) ZRIND DT H——
[Reat 22 é‘ﬂib‘f”V BEDRFEFEER

EIEIKHH%I_IH%J%EE

Fal SR

TYITHA =tk —5 ;'—".;

= 4

58 e R

oA | O 3=

O Bl ) O fg ETIN

N 7 N 9

@E% é - OE# T

%# A oar I

4 ; -
2

0 N

¥ s

://www.kokusho.co.jp

*RNIBLUAM TS

SROIFEE. A BRLIAZLE

o MMATEXDHENREZ - X *ELES



W BUREIITAELSZ%Z

Welcome to the New Komian Club!

PHEAHE L EIchTo>T, LI TRORROG TH-7- [ BIRE
0571, 2019 FEORBERE TZORIBER>TUW [HARLS
B L BESBICELENODOLENE, BitbIZIZSIZ15BETD
I avhARBREIN, MEICDOWVWTENAEI AL TENTWEY
LEDEFIEFZ > TULRL,

AFERYDOYIDFFIRMBREICAS, MBIREBERIFLAER
DFEFELTWBRED, hOTD TRNRIZSE | HOES 3D, X
A EBDIFHTRRARE,SIIES 22T S, (LFEEH
B>y byRTIL2BED THEEMR =+ =BE | ICBPORD
MO, FEX—ERYIDFFEERARKRTILOFRBFIELRICEH
TBE MEROESREELICHT- BREIST | NEILCEE
SNTEBULERA, EHOFIBEZREL TN, LT 4
MGLSIEMEH BT, [H - BEHRES 7 ] OBEIRE LT,

WWEERBI 7S > b RTILIZ 1981 FE4BIZA—T >, 2D L]
ME=+H=MERLHRIN, Z+ZHBEVSRZIEZLZLEE
DIV b RTIVTIV=THARIEDHE—&MIZ> 1, HWELZD
ZDMEDLDNTWBIEIFEABIFETZEND, BET-<{WiBIES
BEAHLCHEOHRLMITIZEZ L, FHOIYFIAALIZIZES R
AR, WEEFOELITBEWYRRETIRD> TS,

H-BREI/S7IE, WEE2—FT«7La3vay, LS
SHEFT, MBESRIVTATRAYY7, Z+ZBERYYIDHAIC
LYEEIND, BEiL 1086H (&) ~98 (B -#) ®21:00~
24:00, CNETRERIZ, ABBS00HTIY RV ZETARDE
BFNAFEIN, PIABZEFEOEREHRLHZ, bEAALRT
HED, IIFERMTY Y b RTFILKBERXR AL TZNETE
[FESTHEETELEN ANDD, AREANELDBH- B
Bo77%EY EIFTULEW ] LB,

SEFESE, LMBBOHEIENOLIABBRENEIZ TS
12550 M- EHRETSVELLS ]

Ba)11,v—ER (SPUTNIK #RE=2R)

[ A] KBEE (ILFEEEBIVY Y bRTILEEA) . MEE— (A
RTIBIEBREBY R — v —)

SPUTNIK YIDFF Reader 2023 ......... No.2

The Komian Club had been a great get-together place after the
film screenings for over a quarter of the century. Maruhachi
Yatarazuke, which was the club’s venue up to the 2019 YIDFF,
closed down in May 2020 although it was missed by many fans.
A 15-story apartment building has been built in the site and
there are no remnants of days gone by when it was full of people
talking about films.

While the YIDFF Office was looking for a new get-together
place for an on-site YIDFF for the first time in four years, they
singled out Sanjusangendo, a traditional Japanese restaurant
on the second floor of Yamagata Nanokamachi Washington
Hotel, which is located a three-minutes’ walk from the former
Maruhachi Yatarazuke and a two-minutes’ walk from the YIDFF's
main venue, the Yamagata Central Public Hall. When consulted
by Ito Koichiro, Chair of the YIDFF, Ise Kazumasa, President of the
hotel soon understood how much people cherished the Komian
Club which was as old as the YIDFF itself and readily agreed to
offer the restaurant as a new get-together place. That’s how they
decided to open the New Komian Club, taking over the name of
“Komian.”

Yamagata Nanokamachi Washington Hotel was opened in
April 1981, together with Sanjusangendo, which used to be a
unified name for a Japanese restaurant of the Washington Hotel
Group across Japan but which is currently used by only a few
restaurants. Sanjusangendo is a rare Japanese restaurant with a
huge tatami room in central Nanokamachi and is crowded with
businesspeople and shoppers during the lunchtime on week-
days.

The New Komian Club will be jointly run by the Yamagata
Beautiful Commission, the Junior Chamber International
Yamagata, the YIDFF’s volunteers and Sanjusangendo’s staff
members. It will be open from Friday, October 6 to Monday,
October 9 (National Holiday). Its business hours will be 21:00 to
24:00. Like before, the admission is ¥500 with a drink and a Den-
rokumame snack. Imoni will be served free of charge inside the
club. Everyone is welcome, of course. Onuma Takashi, General
Manager of Yamagata Nanokamachi Washington Hotel said,
“We'd like to create a new Komian Club where everyone can
enjoy themselves while adopting a new management method.”

This year we will be probably hearing spectators greet each
another here and there in the theatre, saying: “Let’s get together
at the New Komian Club!”

(Translated by Yamamoto Kumiko)

Okuyama Shinichiro (SPUTNIK)

Special thanks to: Onuma Takashi (General Manager of Yamagata
Nanokamachi Washington Hotel) and Kato Shinichi (Food and Bever-
age Manager of Yamagata Nanokamachi Washington Hotel)
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A Town Not Yet Seen

There are no other film directors like Noda Shinkichi. Were one
to watch films like Marine Snow, Snow as Flowers, The Loneliness
of Two Long Distance Runners, and Forgotten Land without the
credits, would they even seem like works of the same director?
This is not simply the difference between the two systems of PR
film and independent cinema. Nor is this a difference between
the genres of science film, folk art documentary, experimental
film or filmic reportage on remote regions. Were we talking
about Matsumoto Toshio—author of the manifesto “On the
Methods of Avant-Garde Documentary” (Kiroku Eiga, June 1958)
and Noda's comrade in the reform movement of the Docu-
mentary Filmmakers Association—the stamp of the director’s
authorship would be unmistakable, no matter the genre. So is
Noda Shinkichi a mere craftsman exhibiting weak individuality?
While this may, in fact, be the case, it’s also off the mark because
Noda has a singularity unlike any other filmmaker.

Noda left us six written works. Half concern cinema: A Com-
plete History of Japanese Documentary Film, A Filmmaker: Film-
ographic-Autobiographical Notes and The Image: Can the Dusk
Be Called Dawn? The remaining works are two collections of
poetry and a nonfiction book: Adrift in Abyss (“Naraku tenten”),
Benighted Songs (“Angu shoka”) and Nakahara Chuya: The Bleach-
ing of My Youth. Clearly, his mentor for poetry was Nakahara
Chuya, while one could say his mentor, or even older brother
figure, for film was Kamei Fumio. Noda joined PCL studio (which
shortly became Toho) in 1937, but he had been writing poetry
since around 1930, long preceding his film career (although
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his writing was interrupted for an extended period due to his
military service). If one encounters his poetry, the experience is
astounding. There are scenes that reveal glimpses of the hellish
experience of war, where toes engage in conversation, where
ants become the beard on a queen, and where gouged out eye-
balls gaze back at the reader. Noda’s poetry possesses a tough
and surreal imagery that to some degree evokes Bufiuel. The
subject that is purportedly looking at “things” is itself trans-
formed into an object.

What of film theory and criticism? His essay on Kamei Fumio
atthe beginning of his book The Image is precious for its descrip-
tion of the first preview of Shanghai and details about Kamei’s
long-lost Song of Ina. However, one must note this collection
excluded important and timely essays about aesthetics. These
include “The Creative Treatment of Actuality” (a series published
in Kiroku Eiga between November 1958 and January 1959), “The
Unreality of Actuality” (Kiroku Eiga, May 1959), “Frustration,
Void, Stirrings” (Kiroku Eiga, October and November 1959), and
“Destruction of the Frame” (Eizo Geijutsu, June 1965). In accord
with Matsumoto Toshio, these essays advocate for a departure
from the documentary film of old, which were centered on polit-
ical exegesis (in other words, “messages” and “concepts”).

If | were to single out one film as a turning point in Noda
Shinkichi’s career, it would have to be his 1958 film Forgotten
Land. It describes the harsh reality of a region that can only
survive by attracting the nuclear power industry. With its por-
trayal of the rugged environment where turbulent sea meets
land, it is a masterpiece inviting comparison to Flaherty's Man
of Aran. It marks Noda'’s first step towards a new approach
to documentary that tries to manifest the object as a subject
through the gaze of the artist. Noda'’s close friend Matsumoto
Toshio immediately published a review of the film (Eiga Hihyo,
August 1958), where he argued, “Stripping away the stereotyp-
ical veil covering the surface of his subject, and breaking down
that which cannot be reconciled with concept or consciousness
into objects and actions, Noda presents a method that turns
the discoveries of actuality in a medium for the fulsome recon-
struction of reality.” Matsumoto argued that this approach suc-
ceeded in some scenes while falling short in others. Noda can-
didly acknowledged Matsumoto'’s observations in a November
response in the same journal: (I hope to) “overcome this in my
next work through self-examination and criticism.” And in a dia-
logue published in the January issue of the same journal, the
two filmmakers affirmed their commitment to the movement
to revolutionize film, innovating through work after work. Has
there ever been such an impactful reception to criticism in the
history of Japanese cinema?

After this, Noda’s filmmaking was an exercise in subjec-
tifying “things"—Marine Snow’s montage of plankton and
sea that plays with scale, the attempt to make his own poetry
echo in images of Nagasaki in A Town Not Yet Seen. A reversal
occurs where the filmmaker’s weak individuality brings out the
strength of his objects. Perhaps Noda Shinkichi’s works deep-
ened Matsumoto’s film theory (or shall we say Matsumoto and
Noda’s theory?), even more so than Matsumoto’s own films with
their overemphasis on technique.

(Translated by Markus Nornes)
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GAMA is set in Okinawa, which has been represented, consumed
and discussed as the landscape. Would it be possible even now
to create a different image of Okinawa to which the landscape
of the sea and the sky has been repeatedly ascribed? Instead of
Okinawa as the landscape, this film entitled GAMA depicts only
a proper place and history as time accumulated there. Exclud-
ing hyperboles, ironies, sarcasms and wits, Oda Kaori’s consis-
tent style as a filmmaker who never tries something unusual has
resulted from both dignified graciousness and her strong will
to retain the transient and the ephemeral as images. Such an
auteurist style of hers is deeply inscribed in GAMA.

Natural caves called “gamas” are the place which harbored
and saved inhabitants during the Battle of Okinawa, but where,
at the same time, many lives were lost. Matsunaga Mitsuo who
appears in the film conveys most briefly the ambivalence of
the gamas through his storytelling. Speaking of both Chibichiri
Gama where 83 people took their own lives and Simuku Gama
in which 1,000 people survived, Matsunaga emphasizes that
courage with which to discuss the war is the first step towards
peace and tells us never to forget it for the rest of our lives. As
we listen to his voice speaking of the Battle of Okinawa from
inside the gama or through it, we meet another person, no, to
be precise, we meet the woman again who was standing with
her back to us at the opening of a gama when the film began.
Moving through time and space freely, this woman suddenly
appears or disappears in the screen. She inhabits not in the
gamas but in GAMA the film. Emerging from between the shots,
she connects the past with the present, the inside of the gama
with the outside.

GAMA evokes, through the woman in blue, Yamashiro
Chikako, artist and filmmaker who has thematised the memo-
ries of the Battle of Okinawa and their succession. Gamas and
women make two films about the Battle resonate each other. A
girl accompanied by a group of women who leads us from the
beach to a gama in A Woman of the Butcher Shop directed by
Yamashiro (presented in the 2017 YIDFF) looks like being reborn
as the woman in GAMA; red in the former shows a striking con-
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trast with blue in the latter. Differences between the two films
in which gamas play an important role bring Oda’s specificity
as a filmmaker into sharp relief. Limestone caves and stalactites
in A Woman of the Butcher Shop, a photo series The Body of Con-
donement and other works by Yamashiro eloquently bespeak
the human body’s materiality and voluptuousness. Having been
eaten up by men in front of the butcher shop, the girl is resur-
rected, multiplies and joins the women from the past. Female
bodies are reproduced in the body of a gama.

A gama or limestone cave was formed by water gradually
dissolving and eroding the uplifted limestone made of accumu-
lated remnants of sea animals, leaving cavities that grow over
time. It sometimes has a striking visual similarity with the human
body. But the caves which Oda depicts in GAMA are never per-
sonified. The image of stalactites inserted occasionally totally
lacks human texture. By carefully distancing itself from emotion,
GAMA reminds us of another connection between the gama and
the human body. In the scene of collecting remains of the war
dead, the woman in blue touches a bone left on the sieve with
her hand. The bone, which she touches, attests to life at once
lived and lost. When Matsunaga says, “Remains have human
rights,” the white bone returns from the past to the present
as the body, i.e., as a resurrected human being. When human
remains collecting is shown as the act of calling back the bodies
and lives of those killed in the gamas with Matsunaga’s matter-
of-factly storytelling, we find Okinawa not as the landscape but
as the place and time witnessing the Battle of Okinawa.

(Translated by Yamamoto Kumiko)

Capturing from a Distance the Things that are Close:

Radiance
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An Interview with Hatano Shuhei
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— This film takes the form of a one-year audiovisual diary start-
ing in the spring of 2020. Have you shot this kind of diary-style film
before, either continuously or intermittently?

No, this is my first time doing it. In the past, | would point my
camera at things that were distant from me, the things I didn’t
know or that were unknown. So, | didn’t shoot anything close
to me, like my own family or daily life. But as | kept on shoot-
ing, | realized a child was something | didn't really know, and
raising kids and being in a pandemic were the unknown, and
| figured these things were no different from what | had been
filming before. It started out as a record of my surroundings, but
it gradually turned into something more cinematic, and it was a
joy to capture from a distance the things that were close.

— Tell me about the filming and production process.

There were two stages to finishing the film. The first stage
started in April 2020 and lasted 12 months where every day
I'd edit the day’s footage while the family was asleep at night,
and I'd add it on to the previous days’ work; and on the last day
of each month, I'd send five-minute clips with no soundtrack
to my friends as a sort of status report. The second stage was
a period of re-editing where after a year or so of reviewing all
the footage, it occurred to me I'd have to remove a large chunk,
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maybe an hour or so, to make it into a film.

— | get the impression that structurally this is a very well put
together film, including the soundtrack. What things did you pay
attention to when editing?

In the daily editing process, it wasn’t possible to get a sense of

what the whole film would look like because | didn’t know what
| was going to shoot the next day, so | was connecting shots that
had some kind of similarity here or there. In a way, it felt like
the previous shot was inviting the next shot in a sort of contin-
uous game of shiritori [word-link]. It was a very sense-oriented
process, you could even say it was kind of lark. In the later stages
of editing, | got a view of the whole picture and restructured the
film, reordering and adding footage. Since | wasn't recording
sound while shooting, my first draft was silent, but | created a
soundtrack in a single day on the final day for submission.
— The overall tone is shaped by a monologue where passages
seemingly from a letter or a diary are being read aloud. Were these
words written down at the time of shooting, or were they thought up
during the editing process? Tell me about the words associated with
this work.

It was both: some of it was something | sensed while shoot-
ing, and some of it came to me afterwards while editing. I've
never considered the audio a slave to the visual; rather, they
have a mutually independent relationship while still influencing
each other but in a way that’s more expansive than convergent.
— Although never mentioned explicitly, | think coronavirus looms
large in the background of this film. As a director, what have the last
three years been like for you?

The impetus for deciding to shoot something every day
came from a musician who once asked, “What kind of musician
does nothing during coronavirus and expects to be able to
play music normally again when it’s over?” Besides Covid-19, |
was raising a child for the first time, and so | had a lot of confu-
sion and anxiety; as a result, | pointed my camera only at things
with vitality and light as a way to compensate for my mental
health, or, then again, maybe | was just trying to distract myself.
| couldn’t have made films any other way under these circum-
stances. (Translated by Thomas Kabara)

* Interview conducted by Narita Yuta (Film History / Yamagata Docu-
mentary Film Library) via email in September 2023
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A Night of Knowing Nothing and Land of My Dreams
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[l #0570\ & ) A Night of Knowing Nothing

It's said that India is not a country but a continent. I've always
found it difficult to speak about some event in the context of the
whole of India or to apply the whole of India to some event, but
after watching Payal Kapadia’s A Night of Knowing Nothing and
Nausheen Khan's Land of My Dreams, | continue to be amazed at
how, for a period of time starting from the end of 2019, people
were able to truly resonate with each other across space.

Both films use the same video clip. It's footage from a secu-
rity camera at Jamia Millia Islamia University on December 15,
2019 showing security officials raiding the university and stu-
dents fleeing after being blocked from escaping. When the
video was shared on the Internet, it was students who were the
first to respond, with a ring of solidarity spreading around the
country.

Two days before this incident, parliament approved the Citi-
zenship Amendment Act (CAA). The law grants Indian citizenship
to Hindu, Sikh, Buddhist, Jain, Zoroastrian, and Christian refu-
gees who entered India from Afghanistan, Bangladesh, and Paki-
stan before December 31, 2014; but it does not include Muslims.
In August of the same year, nearly 1.9 million people who didn’t
meet registration requirements faced the threat of losing their
citizenship when the National Register of Citizens (NRC) was
announced in the northeastern Indian state of Assam. Half of
them were reportedly Muslims. On December 13, demonstra-
tions broke out mostly by students protesting this move, which
undermined the foundation of a nation claiming to be secular.

Land of My Dreams begins with a scene from this very protest.
Nausheen Khan, a student at Jamia Millia Islamia University in
New Delhi, was raised by education-minded parents and taught
at a school with almost no other Muslims and had no friends
of the same faith. India has an estimated 200 million Muslims,
but they are a social minority, many of them poor, with limited
access to good education.

The story of A Night of Knowing Nothing is told by L, a female
studentata film school (the Film and Television Institute of India)
in Pune, Maharashtra. L is a lower-caste Hindu who falls in love

[#&H\ B DE ] Land of My Dreams
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with a man from another caste (considered taboo and poten-
tially lethal in India) but goes through a pointless estrangement.
She tries to focus on making films, but with the school under
the influence of a Hindu supremacist political party, her school-
mates sense their freedom of expression being threatened and
decide to go on strike. L enthusiastically joins in and sees the
world in a new way.

In India, it's easy to identify a person'’s origins by his or her
name. A name like Khan is obviously Muslim, but L’s real name
is unrevealed, and coming from a lower caste, she wouldn't
have volunteered it. The two of them experience the influence
of politics on their university, which is supposed to guaran-
tee academic freedom, as they live within a twisted structure
where merely revealing your name causes distress. Neverthe-
less, instead of blaming society, they realize they too have been
absorbed into this structure and are living unconsciously within
it, and they too have internalized a sense of intolerance.

Midway through Land of My Dreams, Muslim women begin
a sit-in at Shaheen Bagh Square, not far from the university.
They are not protesting for themselves. It's for the sake of their
future daughters that these women gather quietly but in large
numbers, speaking with each other, supporting each other. This
elegant, sublime, and nonviolent solidarity transcends faith and
origins and reaches the souls of people across India.

Islamophobia is accelerating in India under the current gov-
ernment. | can’t help but feel regret for those who've lost their
lives to the injustices of this world through lynchings, rapes, and
suicides. If we want to make a difference in an intolerant world,
we must not despair, but instead continue to speak out. And we
must continue to listen to the voices of others. Just as Nausheen
Khan, L, and the women of Shaheen Bagh did. That’s where it
starts. Victory to the revolution.

(Translated by Thomas Kabara)

At the Borderlands Between Dream and Reality:
A Lost Heart and Other Dreams of Beirut and Night Walk

EIMFE | Yuki Hidetake

(BREHEET | Film Critic)

Y=V - TTRyL=NT7 [RAIL—bDEbNIDEE] TlE, —
RERBARMIL—FDOEDORERD EIZ, FEPREIRIZE>TU A7
TLESTCARIZDOVWTES3ADANYDELEROND, ZDED
BlE, LN/ ERZIELOHETIERER, ZDRIZHZREHIN
TXRRERBGDLIBARAN—FDEEHNZLELTVIDONEEE
N3,

RIZPBVWEEOREL, AXORIZERZMBSNICERED T
BENTLBLIIICRABTBDIEN, BEICEELDIG, BFHFESA
BOREDRBEMAEDLIBLDTHBEI LT, RELVEE
EEDD, BYVFARIZEYUTEHT, bEAHA. £5 LIcBDRE
BHBRITEZ 7R EZHERTHIEIITESBL, BUTHEICR
RIZIFRIDBDSIIEAI LB HIEBERDITONS, LI LE

In Maya Abdul-Malak’s A Lost Heart and Other Dreams of Beirut,
three voices speak of the dead and missing against a backdrop
of seemingly ordinary scenes of Beirut life. Audible in these
voices are echoes of Beirut’s history, from that of armed conflicts
including the most recent Lebanon War to the underlying reli-
gious strife and economic conditions fueling them.

Casual scenes of everyday life are juxtaposed against blood-
soaked memories that lie dormant within the city’s inhabitants,
but what is truly important is that the narrative content depicts
something like dreams that transcend the logic of reality. The
dead rail angrily against those still alive. One narrator turnsinto a
dog and begins howling in rage. We can infer, of course, which of
the events at the heart of these dreams happened in real life, just
as to a certain extent we can tell which definitely didn’t happen.
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[RAIL—bDEbNIDEE | ALost Heart and Other Dreams of Beirut

But at the boundary between these two extremes remains a
space altogether more ambiguous, one simultaneously perceiv-
able both as a nightmarish reality and a realistic dream.

In such moments, the contrast between the voiceovers
narrating dreams of a distorted reality and the images of the
real world suddenly becomes ambiguous. In one sequence
set against a woman'’s voiceover, the camera follows men and
women from behind as they walk along the coast, switching
between the backs of their heads each time a new person enters
the frame, until the last woman stops with her profile to camera
and faces out to sea. Given the highly intricate camerawork, it's
unlikely the scene was filmed spontaneously. This isn't meant as
a slight on the artifice of the direction, but rather to point out
that the scenes that appear taken from everyday life have also
been “constructed” from reality, just like the voiceovers narrated
as dreams.

It's interesting that the director describes the filmed
sequences as being the “reverse shot” of the voices we hear. The
contents of the voiceovers exist outside of the visual frame, of
course, just as the on-screen imagery lies beyond the frame of
the narrated dreams. And yet both supposedly happen in the
same place—were the director to point the camera in the oppo-
site direction, one is to assume, there they would be. Scenes of
everyday life thus drift across the border between dream and
reality.

Having no firsthand experience of the horrors of war, | can’t
pretend to relate personally to the tales of loss and the merging
of dream and reality evidenced in the relationship between
voices and images in the film. But in my own way, | did recog-
nize in them the faint echo of a sensation with which we have
all become familiar throughout these past years of pandemic-
fueled lockdowns: a feeling of uncertainty, that reality and
dreams might not be as distinct as we tend to think. Speaking
personally, at least, | can only recall that time through tenuous
memories that seem neither quite dream nor reality, even
though it was only three years ago. | cant think of any scientific
data or logical explanation that would be capable of connecting
the way things are now to how they were back then.

Sohn Koo-yong’s Night Walk is another work that makes us
recall that time as if it were a dream. | don’t know if the director
shot the images used in the film during lockdown or not. But
there’s something about them—their greyish-blue tint, the way
human presence is perceivable only as flickering lights in the
night, the absence of sound—that resembles the way nights
used to look during lockdown, that shared experience to which
so many around the world can relate.
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At times, superimposed against a backdrop of images minus
people—in which the only things moving are cats or vegetation
or the reflection of light on the water’s surface—are poems red-
olent of scenery from days long past, and drawings that seem
as if they might be of the places evoked in the poems, or then
again perhaps not. Initially, the drawings and poems give the
impression of having been positioned in the darker portions of
the screen so as to surround the brighter parts of the image, as
though in imitation of the outline of the night views on display.
Aninvisible imagination standing in for the missing periphery of
what can be seen. But to keep looking at it—at this silent world
where there’s no color but blue, and hardly even any move-
ment—is to become aware of just how blurry the line separat-
ing visible and invisible really is. In the spaces between light and
darkness, you begin to see things that you could have sworn
weren’t there. Something is stirring (“All the stones are trying
to move, wriggling and squirming...”). A palette of nothing but
blue is comprised of an infinity of different gradations. It even
starts to feel as if the barely perceptible movements themselves
are making faint sounds.

Perhaps this is what learning from history and past memories
is always like. So as not to forget the fear, the foolishness, the
small kindnesses we feel certain existed—so as to learn some-
thing from them—we traverse the border between reality and
dreams at night. (Translated by Adam Sutherland)

Alors, la Chine?/ What About China?/ Howatto abauto Chaina?

V=7 /—=2R

(RREIFFZE | Film Studies)

Markus Nornes
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A core concern of Trinh T. Minh-ha'’s has always been the matter
of translation, so let’s consider her film’s title in Japanese: 7=k~
v e FINT k- FvAF?" This is actually a transliteration and not
a translation, the transliteration of which would be “Howatto
abauto Chaina?” What would this mean to Japanese, even if
their English was competent? The English actually has a semi-
otic density filled with promised meanings depending on the
context and the reader. Perhaps this led the Japanese translator
to throw up their hands in despair and resort to straight con-
version to the script reserved for loan words—thinning out the
title’s productivity while marking the film as resolutely foreign.
It's a pity, since Trinh borrows her title from an essay by
Roland Barthes entitled, “Alors, la Chine?” (translated as “Tld.
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[R7y bk« ZINTb « Fx 1472 ) What About China?

FEIE?” by Yoshimura Kazuaki; so perhaps the Japanese film
title should really be “Dewa, Chugoku wa?"). Barthes published
this in Le Monde weeks after a journey to China with a Tel Quel
delegation in 1974. It was a search for a real revolution, a cultural
revolution after the disappointments of May '68. We know from
this essay and his published diaries that he found China dull and
dreary—except for the cuisine, calligraphy and the children (the
only anarchism he could find). He was repelled by Party’s stulti-
fying ideological template and its endless iteration across their
tour. He wrote, “China offers very little to be read aside from its
political Text. That Text is everywhere: no area is exempt from it.”

Barthes found no inspiration in China, as he most certainly
did on his trips to Japan in 1966 and 1967. This comes out in the
lackluster prose of the diary, except for a May 3 note about the
Europeans he met, who exhibited two tendencies. Either they
strove to speak from the inside and see China as Chinese, or they
continued to see China from the point of view of the West. He
concluded, “These two gazes are, for me, wrong. The right gaze
is a sideways gaze."

Curiously, Trinh herself brought a translation of Barthes’
“Alors, la Chine?” to English in “She, the Inappropriate/d Other,” a
special issue of Discourse she edited in 1986. What About China?
is a fitting tribute to Barthes, as the film is not only in dialogue
with Barthes, but it embodies his “sideways glance.” Trinh’s film
eschews binaries structurally and aesthetically, starting with
center/periphery. Like all her films and writings, it is an open
text with many inviting points of entry. Quite unlike the round,
fortress-like Tulou with their single entrances, everyone will find
their own way into this film. Mine was the moment she intones,
“Time is river. What if the ancient is not past? And the modern,
neither present nor futuristic?” This is not a search for authen-
ticity on the rural periphery or equating village life with some
archaic, timeless, fixed reality. It is, rather, a braiding of tempo-
ralities where the violent logic of Barthes’ political Text meets
the durability of other times, aesthetics, ways of living—ways of
Being.

[~ —+5FIL - 2v~F 13> International Competition] 6 H Oct.6 17:40- [YC] | 7H Oct.7 13:05- [CL]

SIHBEC | Abbreviations for venues
[YC] lWEzH R RAREER—I (6B%) | Yamagata Central Public Hall (6F)
[CS] Lzt R&8E/\R—IL | Yamagata Citizens’ Hall (Small Hall)

[CL] Wi R&EEARAR—IL | Yamagata Citizens' Hall (Large Hall)
[F5] 7#—3545 | Forum5 [F3] 7#—3543 | Forum3 [F2] 7#—35/42 | Forum 2
[Q1] %N 2V IAT4 7> T142>%— Q1 (2B) | Yamagata Creative City Center Q1 (2F)

[YE] R EEFARRF—ILAX>YNES | Yamagin Kenmin Hall Event Square
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Bradford, City of Film:

Its Heritage and Future

WA—HF A=y ZILARY | Louisa Rose Mackleston

(FREEE | Filmmaker)

HI-LOBE 7Ty K7+ —RIZ19HCICF THEENRIRENE E
IZEEN. 2009 F(ZIFHFRMD IR IMBEANERHICFEESN
FLice 1V SV Rz A I =0 v —INDHRDITIF-TH, %
BBRAVEDNBSLTHATHI150%BR2E BN EINDZDHE
&, BEEDEDL, MREBEEZEDEAL LA, EBEOHE) —X(1E,
1888 FITILA - L - TIVRIZK->TE EHIOBREN D HNIzED
ALLTHHONTWET, 7Iv K7+ —RIZDWTIE, FERIED
RERBIRECTLEDFIERER>TWBIEH YD, BALWEE
BaHEZ ATV EZOMIB TEAETMIIRBRBEOEY F/-5
PERUSHEIZ Y I —EFEBRLTHEWBEWS A, EblfL
Z—UBRHHESABTLLD,

TIyR7+—RAOTIREME LTI ENSDIE, ILFELLE-Z
DM TEERAS—IARBEROBHEMHENI HY . LEPEREH
HY), REBEEEOROME LTRAZ100FEU EOEEE LD
2717 NI THRROEZERENED, ZORARIZEZHDT
¥, SEITEASXBRE] £WS R¥axXrs) —DfETILFE 2N
12E&H, ZTIZHBHD, FoEY TN oy MERIIIT TR T
DAVTARYTYMERICLDXBOF 2 E LERZZOIEN, @
HETELONEBWIEME>TWAIEIZRINENELT,

FL RTFVREBDORF X5 — TMRELDO MBS 14,
ZDESBEREDRIETA TR T Y MRREFED RSNz
ESLLWEFIDVEDTY, ZONRETIE, HIRIARS LTIREE D
(BABDOEME, Z L TENDALDIZERHPHEESNESDOLH
WEBZBLDTHANH, VNI MMz THERIMMNMTWET, 7
Sy RT7x—RDI5 LIzXXbld, ZOHIBOREERI-HAE-T
X —ROD VNI EWERZADDFYEITEWEA LI %
FRELIEEBHINBBIMEE-BDNT E LTHIR FIZIB D570
IZEBIZEIBATWEDE, HYDEXITRTHDRDTT, FED
RELEROEETICEDY DD, BOIE EIfo /=%y - T —
RLR - 74ILLXR | TERFIEDA Y TaRY T MeREZ DL S
HIzLELTH, 7Y R7x—ROEDbENSE>TVWE LD %
IZHISLHBEIT TR, D LizbDEAB L TEIDEERX
{LEB TR LTUNISEDBEVWEIH T, RIERDFEEADZETT
EZDBRIZHLNDEANTVWET,

BRIATIE, 1TEDH20HMDEWVATZEDIHTDIRE DI
—RICRYEARDSTETE 7OV /N REFRI—T IR
TA—R VT TAINLA—=H—=X - FrLrI | bhi-LOEH
T THRE->TWET, SMEBLELABHEFNENTTTEIER%E
HRTDHIWN, OT4N=JIZblLIzbDRETSE KR —> |
TOLEMEFRELUNIOE, TORBEIRERE 75y R7+—
ReTALFT74R] T, TATIEIS LI ERIFIZLWIET
137K, BREWER/-BDIERBN OGS RBELTUUNEIEIE4H
ERZAR=ZADNZIH LIIZHBDTT, (PREAR)

&5 < BRI ] The Power of Film Against the Landscape

Bradford, my hometown, became the world’s first UNESCO City
of Film in 2009 and has a rich Cinema heritage dating back to the
1800s. Nestled in the heart of West Yorkshire, England, Bradford
is home to a diverse population, with over 150 languages
spoken in the city, a vibrant history, and a thriving film industry.
The first-ever film was made in the neighbouring city of Leeds,
by Louis Le Prince in 1888. Bradford is particularly unique as it
not only hosts big-budget feature film & television productions
but also has a flourishing network of independent filmmakers
creating award-winning content in the region.

Bradford is a popular location for filming due to its unique
and diverse landscape, like Yamagata, including vast, green
countryside, hills and moorland, and industrial Victorian archi-
tecture reminiscent of its part in history as the capital of the
UK textile industry over 100 years ago. When visiting Yamagata
to make my documentary, The Power of Film Against the Land-
scape—From Yamagata to Bradford, | found incredible similari-
ties in what the cities had to offer and how they not only support
big-budget productions but also local, independent filmmakers.

A great example of independent filmmaking at its finest is
Kim Hopkins's documentary: A Bunch of Amateurs. This piece
encapsulates the love local filmmakers have for the art, and how
it transcends age and background. This culture reflects that of
filmmakers across the district, and how they support and cham-
pion each other, working together to put Bradford on the map
as a hub of talented and passionate creatives. As a filmmaker
who has worked on both big-budget productions and inde-
pendently through my production company, Northern Fortress
Films, I am not only enthusiastic about celebrating what Brad-
ford has to offer, but also about giving back and nurturing the
next generation of talent, in the hope that they will grow and
sustain the valuable culture we have created.

Most recently, | have created a project called “We're Rolling!
Bradford Young Filmmakers Challenge,” where we have been
working with young people aged 11-20 to support them in cre-
ating their first film. Bradford Film Office organised these films
being screened on our “big screen” in City park, to showcase the
effort and work participants had put into creating their films.
Screenings like these are not uncommon across the city, with
various organisations and spaces hosting a platform for film-
makers to showcase their work.

TES <BE] (31 | The Power of Film Against the Landscape
—From Yamagata to Bradford and more [ B2o5H2 A& B 285
View People View Cities] 7 H Oct.7 10:00-/13:00- [Q1]2-B
IEREE D HE7-5] A Bunch of Amateurs

[Double Shadows/ —E D5 3] 8 HOct.8 18:30- [YE]
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And Just Where is Yamagata Sake Headed?

BEAAEB | Kumagai Taro

(RS LI BARKEEH MK EFPIELa Jomon/EE |
President, La Jomon KK; Owner, La Jomon Junmai Sake Boutique)
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Three Yamagata City stocks of pure rice wines blended by
Kumagai Taro into Junmai Daiginjo Nanuka sake. Enjoy yours
with a local specialty, Noshiume dried plum, in a Yamagatan
classic sake cup from Hirashimizuyaki Ware.

“Yamagata received the most gold prizes from the Annual Japan
Sake Awards!” a bright story that simmered up 2023. Our local
Dewazakura Sake Brewery twice brewed Champion Sake for the
IWC (International Wine Challenge), and the famous Juyondai by
Takagi Sake Brewery is also Yamagatan. Featured in a selection
of local sake, “Gl Yamagata” (our first time nominated at the pre-
fectural level), we have fermented in the public eye, to ourselves
and others, as a sake lovers’ haven.

To speak to the prosperity of Yamagata sake, there is no one
better than Koseki Toshihiko, former Director of the Yamagata
Research Institute of Technology. Energetically facilitating
exchange between our breweries, Mr. Koseki led the Yamagata
Kenjokai, which studies the industry and was founded in 1987.
Several times per year lectures on technologies are shared, with
overnight trips in which late into the evening attendees would
drink and discuss sake in a delightful and still regular event.
There, we have trained new generations of brewers, outstep-
ping the rest of Japan. “What sake needs is love, love itself,”
Mr. Koseki has impressed me with the passion with which he
would speak such words. Supported by such a love, our heritage
of study and high standard of information sharing is a key ingre-
dient to Yamagata sake.

Of course, some elements of our brew lack. The standard-
ization of sake quality is one. Do the tastes of the sakes seem
similar, differing only slightly? A trait of Yamagata sake is thor-
ough cleaning of rice before use, so it is full of aroma, yet carries
a smooth sensation. So there is a certain loss of uniqueness on
that point. No matter how good the tuna may be, one gets bored
of eating it at a sushi restaurant. That there are various kinds of
sushi is what allows the enjoyment to go on. Sake should also
have modest flavors, various textures, like the many types of
ingredients used in sushi: kohada gizzard shad, hamaguri clams,
and squid. | wish for our many breweries to truly polish their sig-
nature brands. So, for the customers, there shall be no need for
set drinking styles: one can heat their sake or blend with soda.
I think it is time to stretch our limits a little bit, to have fun. May
Yamagata sake achieve what Edo did with sushi! The world over!

(Translated by Kyle Hecht)



S P U T N I K “,UJMEP% ﬂFJ}V?U_BRE%QOQ:s
YAMAGATA' Internati=:nal Documentary Film Festival

YIDFF Reader 2023

BREISE AN F[RT—h=7]

BRLDOHIESEEZTTIK
—TESTNE & >T? ]

No.4

10588|0c¢t.8

Living with Irrevocability: What Should We Have Done?

REEF 1% | 1zuno Chita

(RREIFAFZE | Film Studies)
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Many people have enormous private archives of family movies.
Images of the past will be brought to life when you turn the
pages of your family aloum and replay your home videos. They
serve to retain memories, prompt a conversation about your
good old days and function as the support on which you will
weave your collective family narrative in which the meanings of
irrevocable events are turned towards a desired direction (“we
did our best”) as much as possible. But what if your narrative
turns out to be wrong? Director Fujino Tomoaki tried to resist his
parents’ narrative, which closed in on “we did our best,” through
the disturbing home videos he filmed over 20 years.

The house is a firmly closed space. Fujino’s parents, both of
whom were medical doctors and researchers, refused to consult
a psychiatrist for their daughter who showed schizophrenic
symptoms while a student and confined her at home over a
number of years. Although Fujino was suspicious about their
decision from the very beginning, he had to leave home full
of problems without being able to do anything. It was in 2001
that he returned to his parents’ place with a camera and began
filming his family periodically. 18 years passed at that point since
the day when his sister developed schizophrenic symptoms. His
father looks gentle whereas his mother appears a little strong.
His sister behaves strangely. They go out together and talk over
ameal. Such ordinary daily scenes of theirs, created through the
cumulative time they spent alone with themselves, make me feel
intensely uncomfortable. Excluded from their life, only Fujino
with an outsider’s eyes is aware of their abnormality. The dis-
tance between the camera and the object makes Fujino further
removed from his family and yet his voice uttered from behind
the camera unmistakably keeps him as a part of this family. What
can he do from this ambivalent distance? Having failed to inter-
vene, he can only keep recording his family who is falling apart
year after year as they get older while asking himself, “What can |
do?” All he can do is to store images which project the present at
once objectively and cruelly just like evidence, in order to con-
front what his parents’ subjective narrative has failed to capture,
discarded or tried not to look at. Self-documentarians often
attempt to (re-)construct a narrative which will give meaning to
their own or family problems into which they force their way,
equipped with images. But Fujino cannot give meaning to his
images. Nor can he present a new narrative. Only the irrevocable
present accumulates.

In 2008 his parents’ solid narrative began to come apart
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Realm of Influence: Beppie and Herman Slobbe
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and his sister came to be hospitalized as he desired. At that
time his parents were over 80 years old, his sister 50 and Fujino
was turning 42. After his mother with dementia died, he took
his father and sister to many places, celebrated their birthdays
and the Christmas, and filmed them as if to retrieve his “correct”
familial videos until his sister died of cancer in 2021. He thereby
tried to leave a happy narrative for their not-so-distant deaths.
His sister to whom expression returned could once again com-
municate with her father. She spent 13 years peacefully with
him. The images from these 13 years are, however, overwhelm-
ingly shorter than those of 7 years in which she was eventually
hospitalized—as if to say that the past cannot be rewritten no
matter how often you repaint it. Both irrevocability and the
question of what | can do to which Fujino could find no answer
back then are constantly following him and keep coming back
to him. Realities recorded as an image permit neither oblivion
nor sense-making with a self-complacent narrative. So does this
cruel home video tell us.

(Translaed by Yamamoto Kumiko)

FresgniE&s -7=H?J What Should We Have Done?
[BA702'5 L Perspectives Japan] 8 HOct.8 20:00- [F5]
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In 1965 Johan van der Keuken completed a documentary film
on Beppie, a ten-year old girl living in Amsterdam. Beppie goes
ding-dong ditch with her not so good friends and sometimes
turns over a scrapped car in a vacant lot. According to van der
Keuken, such energetic presence of hers seemed to shine on the
canal near his place.

The innocent figure of Beppie in the film is exceptionally
attractive. She is just radiant; she wants to see many films at the
Christmas party and if there is a chance, she wants five or six
movies in one night. But as we go on watching the film, we are
made aware of her somewhat detached gaze. At times the ten-
year old girl who looks like Zazie in the métro is singing a times
table song loudly and at other times she is laughing, saying
“Your soul goes to heaven, or to Shell, to the gas station!” After
she kissed a boy, she says, “I don't think I'm going to stay with
Hennie forever.” She doesn’t mind selling a ring given to her and
is busy counting money in her possession. These scenes show
her realistic side.

After a series of scenes on Beppie's daily life, the director
places his interviews with her parents at the end. Her father
says smilingly, “I think life is fantastic!” as he is talking about his
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hobby which is motorbikes. Her mother, on the other hand, says
angrily holding a baby, “People with money look down on you.”
As if to emphasize the contrast between them, van der Keuken
uses a nonchalant background music for his interview with her
father. This will make spectators understand convincingly that
Beppie’s soul is constantly influenced by not only her will but
also the environmental and social structure that surrounds her.

Van der Keuken shot another film a year after Beppie. The
protagonist, 14-year-old Herman Slobbe is born blind. Herman
says he underwent eye surgeries as a child and that even now
pressure behind the eyes gives him horrible headache. He is at
the mercy of ordeals that have come to him unintendedly.

Herman however refuses to surrender to such cruelties. He is
at once funny and strong in front of the camera. “The not-blind
have their playthings...their distractions. We don’t.” Though he
is melancholic, he creates his own playthings. In a car heading to
a boy scout camp, for example, he enumerates as many diseases
as possible in a loud voice while clapping hands: “Cancer...pleu-
ritis...typhus!”

This play may be “no attitude” as Herman'’s mother would
say. If | were his parent, | would scold at him. At the same time,
however, | can’t help but to recognize the reality that Herman
confronts. A visually impaired old man tells Herman that they
could have been wiped out in the Hitler era. This is not a folk tale;
forin 1966 when the film was made, James Meredith was shot as
he was marching for freedom and the US attacked Hanoi. How
could one lead a quiet life under such circumstances?

That is why Herman gets more and more fierce. He leans
forward as he sings a Louis Armstrong song or he goes extremely
high on a Ferris Wheel sitting on the exposed bench. He records
“Radio Haarlem” which collects only the best music numbers
and calls out to his listeners very loudly with making his hair
stand on end—"It's a number by the Merseys. Fabulous!” The
biggest surprise is however an auto-racing on a holiday. Sitting
on the grass clasping his knees, Herman takes in the roars of
motor cars which are driving on the circuit at breakneck speed
and intensely reproduces to the mic the frenzy which he has
heard with his ears.

| can't stop getting emotional about the way Herman
is because he unconsciously extends the time worth living
through seriousness with which he desperately attempts to
convey what he finds truly beautiful, although he is extremely
pessimistic about getting older. While he is constantly influ-
enced by his innate condition and society, he nevertheless tries
to breath to his heart’s content.

(Translated by Yamamoto Kumiko)
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— [ would like to ask about "hibi” AUG, which resembles "hibi” 13
full moons, which screened at the 2005 festival. That was shot over a
year in 2004, each day having a shot roughly 15 seconds in length...
| set a goal to make a film over many months and years,
deciding to record every August. At the beginning, | was very
aware of the film that | had made over 12 months in 2004, so
| was set on filming 12 years of Augusts, but with the Corona
disaster another year was added, the film finally finished in the
15th year of 2022. Like in “hibi” 13 full moons, | would coordinate
my shoots off-tandem with the movements of the moon, con-
necting 15 seconds per day, yet this differs in that | have added
music and monologue to make it a little more accessible to audi-
ences. Shooting daily at a given interval, | was bent on capturing
the unexpected. More than recording the reality of my routine, |
wished for the filmic rules.
— limagine that your approach of cording everyday scenes has its
roots in diary films, yet feel strongly that this work was tied to the side
of rules.

| think it can be said that diaries have to base themselves in

some kind of rules, but perhaps it could be the case that cin-
eastes who have made personal films in the diary film approach
are not very aware of rules. Beginning in the 1990s, | have made
cinema with video cameras rather than on film, and since enter-
ing the digital age, we can record without time limit, managing
footage by computer. This is the age that we are in, so there
must be some kind of rules as a base for practice. In the early
2000s, | would create media that use computers for automatic
editing, which were in a sense rule-based, but the first film that
I shot according to strict rules applied to myself was “hibi” 13 full
moons.
— In the film we frequently see unexplained shifts in space, one day
in Ogaki, Gifu, next in downtown Shibuya, for instance, and | found
it very interesting how such unrelated spaces clash as a core of your
montage.

Well, if | shot this yesterday, what should | shoot today? |
thought things through from the previous cut. An extremely dif-
ferent place results in tremendously strong montage, so | would
make such connections, or conversely return to the same place
as the day before to shoot from the same camera position. | shot
daily through trial and error.

— So you are orchestrating. All the more, this seems like a personal
film of a cineaste. In any case, your 15-second shots show the real
world, and | am curious, what, if anything, does this on-camera
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reality mean for you?

For me, the real world is, well the more you look at it the more
uncertain it becomes, a world with elements that cannot be
captured. Human vision is ambiguous, and this uncertainty poi-
gnantly pierces. The environs | shot with my camera may not be
the most unsettling, yet they were chosen to put their existence
into question. Like the cinema audiences of the Lumiere broth-
ers, said to have been shocked upon first seeing as background
motif trees and shrubs swaying in the wind, how can contempo-
rary audiences be awed? Such | thought while filming, connect-
ing cuts to make a movie.

(Translated by Kyle Hecht)

* Interview conducted by Murayama Kyoichiro (Film Critic) via Zoom
in August 2023
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Theo Montoya had set out to direct a feature-length B-movie
based in Medellin. As the deceased increase in number without
enough graves, the unburied become ghosts and linger in a
world governed by violence and drugs. The living even come
to desire ghosts as sexual partners. This new sexuality begins to
change the instincts of youths, whom the state and the church
label “Spectrophiliacs,” deploying hunters as their executioners.

Almost half the audiovisual track is invested in the story of a
work of illusory fiction, “Anhell69.” Wide landscapes of Medellin,
its cityscape, youngsters enjoying the night, creatures that
resemble zombies or aliens. Footage from past films (according
to the end credits, works like those of director Victor Gaviria,
who appears in the film we see) are effectively referenced, us
seemingly fooled by the mirage that a work called “Anhell69”
truly existed.

The city, presented as dystopian imaginary, along with the
city, real, long-governed by anti-state guerillas and drug cartels,
overlap, as do the Spectrophiliacs placed in contemporary
Colombian society as stand-ins for queer outcasts. From the
start this is a trans audiovisual undertaking, meaning boundar-
ies and gender are non. Two Medellins, living and dead, images
intersecting, fantasy as metaphor for actuality. Something of
a delightful social irony almost emerges, as a 2016 peace deal
between the government and FARC (Revolutionary Armed
Forces of Colombia) occurs and nothing changes.

The director conducts interviews with young gay and trans-
gender friends and actual residents of Medellin, whom they
would like to cast as characters in the film we see. Yet, Camilo
Najar, who had won the leading role, passed away early of a drug
overdose. Though said that life and death are somehow harmo-
niously in this work, regardless, the loss is so sudden. Without
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Camilo, the fact that we cannot overcome death is heavily
enforced, and with strict meaning. Reality quickly deviates from
an aborted fantasy movie. Now, the director, full of sadness over
the passing of their friend, had to find a way to finish the work.

Staring into the camera, Camilo laughs that now is most
fun, that the future is unclear. Similar things emerge from the
mouths of other youths. Camilo says death does not scare them.
Before a Colombian present that bars them from carving their
futures, youths live valuing most the thrill of the moment, para-
doxically pulling death'’s limit closer, all at once.

From the beginning to the final, a shot of a casket in a funeral
car is repeatedly inserted. Inside lies a corpse, their voice telling,
“l have died.” Now this body is Camilo’s, fallen friends’, or that
of guerillas or gangsters throughout Columbian history, those
countless incarnations lost to police or state violence. It is also
of the ghosts from the feature never made. At the end, the car’s
destination is opposite, scenery a little more gentle than dysto-
pia. Friends huddle close, easing into nature as if melting. Far off,
we see Medellin’s lights from a place where humans, animals,
insects, and various life appear equal. This may not reach the
beauty of utopia, yet here the loss of a significant other is reason
to seek long life. We remember that Anhell69 is a trans movie,
and that “trans” means “to cross.” The corpse’s casket faces a
world full of life, while Camilo and the others are resurrected in
image. Can the movie become the promises of the near future?
Loaded with dead souls, the funeral car rolls through this cine-
matic art, arriving here, now.

(Translated by Kyle Hecht)
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Nelson Mandela led the abolishment of Apartheid in South
Africa. Amilcar Cabral, the revolutionary activist threw himself
into the emancipation movement for the Portuguese African
countries. Thomas Sankara was called the Che Guevara of Africa
as he founded the revolutionary regime in Burkina Faso. Por-
traits of such African heroes are pasted without any gaps on
the walls of a room of an apartment in the 11th arrondissement
of Paris where Bouba Touré, the storyteller of the film lives.
He repeatedly whispers the same word, “Life is a struggle, life
is a struggle...” as he rolls a camera alone in his room, as if to
respond to the souls of his great predecessors, to brace himself
for a struggle or talk to someone unknown from the future.

What was Bouba Touré’s struggle like? In 1965 he left Mali his
home country for Paris. Three years before that the Algerian War
ended and African countries became independent one after
another. But what he witnessed in Paris was his fellow Africans
who had been exploited by factories as low-wage laborers,
pushed into poor living conditions called “foyer” and forced
to live inhuman lives. Driven by an urge to communicate their
harsh realities to the broader public, Bouba eventually took up
a camera to record lives of immigrants around himself. In 1970
he formed the Central Association of African Workers in France
(ACTAF) with his comrades. He continuously carried out strikes
and demonstrations by appealing for the eradication of discrim-
ination. He also wrote a play to accuse neo-colonialism, which
was nothing but colonial domination with a different facade.

In 1977 a turning point came. The drought that hit the Sahara
region propelled Bouba and his comrades to leave Paris for
Africa where they formed an agricultural cooperative called
Somankidi Coura by the Senegal River in Mali. By taking back
into their hands the land which plantation agriculture had
wasted and building a self-sufficient system, they attempted
African independence in the true sense of the word. While
they proactively used the technology of irrigation, which they
had learned through training at the French farm, they rejected
a foreign NGO that offered to support them and transmitted
information about know-how on regional radio. This cooper-
ative was designed from the very beginning to become a sus-
tainable model case for its followers. To our great surprise, it still
continues farming there after some 40 years. A member proudly
says, “Not four months, not four years, but forty years.”

The trajectory of Bouba Touré and his comrades may be com-
parable to that of Ogawa Production, which moved to Magino,
Yamagata in the 1970s to make both films and rice, having shot
the films about the Sanrizuka Struggle. Suppose Bouba and his
comrades saw Magino Village—A Tale for example, they would
be clapping their hands and rejoice, saying “This is surely our
tale.” What is great about Crossing Voices is that it is made to
elicit such imaginary “crossing” in the mind of spectators. This
film has acquired a breadth and intensity that transcend time
and space in that Raphaél Grisey, his collaborator has superim-
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[1>% =737 - I>RF 1> 3> International Competition]
7H0ct.7 10:10- [YC] | 8 Oct.8 15:40- [CL]

posed various footage over a huge archive left by Bouba who
was actually involved in the movement. Speaking of it, Bouba
himself says, “My life began many centuries ago. I'm not the
only one.” Life is a corollary of many lives that preceded it and
contains much longer time and space than a person’s life. Voices
emitted towards the future horizon of Crossing Voices will even-
tually become echoes somewhere and intersect with voices of
people who will take on new challenges.

(Translated by Yamamoto Kumiko)
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From out of the darkness, a woman'’s voice implores someone
to go back in time. “Are you able to see anything? Where are
you?” she asks, moments before addressing her listener, the
director of Raise Me a Memory, by name. A sudden gunshot
gives way to footage of a field being run across complete with
audible panting; moments later, the perspective shifts to that of
someone wandering through a forest. A man’s voice—that of
director Varun Trikha himself—narrates in first-person how he
ended up here after losing his way while searching for a particu-
lar village. Upon emerging from the trees, the camera alights on
a railroad that leads to a small hamlet, a place where the dead
visit the living in their dreams. The film focuses on three people
who call this land home.

One of them is Aino, an elderly woman unable to escape the
aching loss she feels for her son, who was hit by a train when he
was just a boy. Evar prays daily that his grandfather and ances-
tors, whose old village now lies at the bottom of a lake, might
rest in peace. Lea smiles softly as she explains how she still feels
the nearby presence of her late father, whose half-written diary
she holds onto. Inserted between these testimonies is footage
of a young boy playing in a forest, though these scenes, appar-
ently lacking in any particular significance, simply exist. Else-
where, striking images—a clock with its second hand perpetu-
ally stuck; hazy glimpses of the moon; the camera’s roving field
of view, never settling in one place—serve to beckon the viewer
into a world ever so slightly out of phase with reality.

This dreamlike aspect of time and space is presented utterly
naturally as contiguous with the real world, lending even more
weight to the visions of dream encounters recounted by the
film’s three subjects and reinforcing the intensity of their feel-
ings for their departed loved ones, evident in their expressions
captured in close-up. Aino wanders the forest in the grip of
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sorrow, seemingly caught in a vortex of confusion;
Evar, with his daily beseeching on behalf of the
dead, embodies the act of prayer; while Lea, confi-
dent that we continue to exist alongside those who
have died, appears “saved.” This transition through
different stages of grief that the trio represents
seems almost like a signpost guiding the director’s
own journey.

Inspired by his subjects’ stories, Trikha narrates a dream he
once had in which his grandfather sang an old song from his
deathbed. Never having met him, Trikha has no memories of
the man. Instead, what he has is his grandfather’s old brief-
case, which contained a letter his grandfather wrote detailing
his intense sorrow at losing his home and everything he held
dear—even his heart—when they were taken from him in 1947:
events that, while never made explicit, one assumes occurred
following the partition of the Indian subcontinent. This sense-
less hardship wrought by division is something the late loved
ones mourned by the film's three subjects knew all too well.
The Seto community to which they belonged is situated on the
borderlands split between Estonia and Russia. Aino’s son was hit
and killed by a train deporting people to Siberia, the same place
Lea’s father died in battle. When a formal border split the com-
munity in two, Evar’s grandparents became refugees overnight.
The director’s “memory” of his grandfather thus overlaps with
the three subjects’ memories of their late loved ones. Through
the narration of dreams, as well as the relationship between
the filmmaker and his subjects that gives birth to this narration,
Trikha, shouldering his grandfather’s pain, can begin to move
toward that same horizon of salvation that Lea has reached,
where it is possible to be with those who have passed for as long
as their memory survives.

Dreams are a way of raising memories; films take the dreams
of individuals and render them visible for a wider audience.
Through its narration of dreams, Raise Me a Memory serves as
a conduit to the memory of the departed, while stirring within
the viewer an imaginative empathy for those no longer with
us. Such compassion, Trikha's film tells us, becomes an earnest
prayer on behalf of all who have died, so that they might rest in
peace. (Translated by Adam Sutherland)

[E2BDELE ] Raise Me a Memory [ 77 F % 75 3% New Asian Currents] 6 H Oct.6 18:00- [F5] | 8 H Oct.8 12:40- [F3]
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To Hunt for the World’s Best Video Collection: Kim’s Video

PIT3—EBB | Yanashita Kiichiro

(BREIFFEAZR | Film Critic)
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The first time | went to Kim’s Video must have been in the mid-
1990s. Perhaps | stumbled upon it when visiting St. Mark’s Book-
shop, a central pillar for the New York art community at the time.
It could have been that, precisely because Kim’s Video and St.
Mark’s Bookshop were around, St. Mark’s Place became such a
key New York cultural district.

Kim’s Video was a video rental store, so a tourist like me could
not enjoy its true value. Yet, there were approximately tens of
thousands in stock, volumes of pirated and rare movies with
various dubs, underground flicks, and other bootleg VHS for sale
that one could never find at a leading software shop. | bought
VHS and laser disc (LD) in bulk. Among them, there could easily
be Richard Kern or Lydia Lunch masterpieces that | had never
found before. | have heard that the reason they offered Kure Kure
Takora was that Ukawa Naohiro himself had brought in an LD
to be copied. Kim’s Video, in this way, even grew into a space
replete with global underground exchange.

In 2008, with the fall of the rental era, Kim’s Video closed.
Where did its top-class collection of over 55,000 rare videos end
up?

What follows is a surprising tale of discovery. David Redmon
(who co-directs this film together with Ashley Sabin), a cinema
fan who would rent movie after movie at Kim’s Video, sets out to
track what happened to its collection. His journey takes him to
the faraway ltalian island of Sicily. Redmon is later told by Kim,
“It's like a movie scene. A movie scene of Scorsese,” to which
he narrates, “And that comment by Mr. Kim made me nervous.
| don't want to be in a Scorsese movie. And | was wondering
which scene he was referring to. Had | been invited to dinner
with the Goodfellas... or maybe | was inside Rupert Pupkin’s
distorted mind.” In any case, a happy ending seems unlikely.
In order to flee the labyrinth of cinema, Redmon attempts to
summon the ‘gods of cinema.’

At the opening of the film, there is a warning that any simi-
larity to fictional characters in this documentary is purely coinci-
dental. For Redmon, and the angels possessed into the movies
at Kim’s Video, everything is cinema, where all those who appear
are characters of a film. The quest to recover the lost treasure of
Kim's Video slips into fictions. Is this truly a Scorsese flick, or one
directed by Ben Affleck? The greatest joy of cinema fans is real-
ized, the ability to live inside a movie.

This tale, which makes a happy ending the last thing one
expects, turns peripeteia in too cinematic a way, welcoming a
surprise fortunate finale. The video collection that dazzled New
York movie fans comes home, given new life in a new corner of
Manhattan. | have actually visited their new abode, Manhat-
tan’s Kim’s Video Underground. When | saw the Japanese VHS
packages in their video rental corner nestled into a luxurious
multiplex lobby, | truly felt that there is still life for cosmopolitan
underground film exchange. So much so that | would wish that
an aspirant of film culture appear and buy up the video collec-
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Memories of Outdoor Screenings
KHEEEHZ | Yatabe Yoshihiko

tion at the Tsutaya'’s Shibuya flagship store.
(Translated by Kyle Hecht)
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F%LX « €T Kim’s Video [Double Shadows/ &N § 3]
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(RIS REFRBRER T 1 L2 % — | Former Director, Tokyo International Film Festival)
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When talking about outdoor screenings, probably the one the
most people think of first is the Piazza Grande at the Locarno
Film Festival. The Locarno Film Festival is held every August on
the shores of a beautiful lake in southern Switzerland, and is
famous not only for supporting young filmmakers and screen-
ing an enormous number of films, but also for its grand outdoor
screenings. About 8,000 seats are arranged at a large plaza
encompassed by gorgeous buildings, and entertaining films
selected for the festival are shown on a gigantic moving screen,
perhaps one of the largest in the world. When | attended the
festival for the first time in the year 2000, there was a pleasant
summer night breeze that caressed the skin, and if you turned
your glance just above the screen, you could see the stars
shining. | thought, “This must be heaven...”

We're normally accustomed to watching films in an estab-
lished setting indoors, but watching them where the weather
is unpredictable gives the films a natural sense of tension and
excitement, making outdoor screenings a perfect fit for a film
festival. Accordingly, a lot of film festivals try outdoor screen-
ings. I've even heard a rumor that the giant screen used at the
Locarno Film Festival was rented and shipped in from a film fes-
tival in Okinawa. It’s liberating to escape the usual confines of
indoor space to watch a film in the open air, and this creates the
sense of breaking some major taboo and getting some perverse
gratification from it.

But outdoor screenings lead to a more direct emotional
experience that remains fresh in our memories. In the summer
of 2021, | was living a rather vacant life after leaving my job
during the pandemic, when | was invited to be a mentor at the

n
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Yamagata Documentary Dojo workshop in Hijiori. It was quite
inspiring to work with filmmakers for the first time in a while
who were looking to create art, and on the final day, the orga-
nizers gathered the local people and held an outdoor screen-
ing. They hung a screen on the outer wall of a building, set up a
sound system, and had themselves an outdoor theater. After a
series of short films, the animated puppet film, Okon joruri, was
shown, and as the dark cloud of the personal struggles stirring
in my heart began to clear away, | found myself in tears.

I think the reason | was invited to join the documentary Dojo
in the first place was my experience working with director Sato
Makoto. Sato was putting together Memories of Agano, a 10-year
follow-up to his masterpiece, Living on the River Agano (1992),
when he asked me if | would like to work as a producer on the
film, and | had the temerity to accept, which lead to some truly
irreplaceable days. At the time, Sato had a penchant for trying
different screening formats. He even tried something where he
projected several films on a single screen at once at a theater
in Tokyo. My job for this was to sit behind the audience with an
8mm projector, and as one film was being shown from the pro-
jector booth, | swung my projector from side to side as it pro-
jected an entirely different film onto the screen.

After that, we went on location to the Agano River in Niigata
prefecture, and visited the areas connected to Living on the River
Agano. That's when the idea of projecting Living on the River
Agano on a wall of snow came about. There is a memorable
scene in Living on the River Agano, where people are seen break-
ing into smiles as they watch a rush print and showing this scene
in a new way would reinforce its multi-layered nested structure.
We tried projecting it on a snow wall, but Sato wasn't satisfied
with that, so we ended up stretching a screen onto some forest
trees and had a proper outdoor screening. This situation has
been imprinted onto Memories of Agano. Sato, who had bound-
less energy and ideas, alas, passed away a few years later. My
memories of outdoor screenings will always
be tied to my memories of Living on the River
Agano and remain very special to me as one
my most significant film-viewing experi-
ences.

(Translated by Thomas Kabara)
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Something Remains of the People Who Transit: The Bus Station
TRYR T35 EBIZEC | An Interview with Gustavo Fontan
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— First, | would like to know about the La Falda bus station. What
about that place called you to start filming it?

From the beginning, we were thinking of a bus station
through which pass interurban vans, those that go from town
to town carrying workers and students, basically. We wanted to
tend to this flow, on a small scale, but also to other flows like
those of the light in the space; | am always interested in being
attentive to the way in which the light moves itself over things
and bodies. When we found the La Falda bus station, in the
Sierras Cordobesas, we had no doubt that it was our place.

— How long did the shoot take, and what was its form?

The shoot took three weeks, but divided into three stages. |

like, in this kind of film, to film, edit, think, and then return to film
again.
— The camera’s attention is given to the trivial things (light, depres-
sions in the asphalt, spider webs, etc.) that shape the bus station in its
totality. The image is not so transparent and has a misty whiteness,
reflections of crystal and shadows. How was the cinematographic
work?

Places of passage, or of waiting, are sometimes in a flow: they
fill, they empty. What appears, disappears. | always thought that
this is an appearance: movement is that which is visible of this
flow. But also, as has been my conviction, these spaces house,
in some way, traces of the human experiences that occur there,
something remains of the people who transit: their pains, their
fears, their hopes. Something residual, persistent and elusive,
which remains in the place. In relation to this, with Ezequiel
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[#—ZX7Iv] The Bus Station
[4>%—+> 3+ - ARF 1 3> International Competition]
6HOct.6 14:15- [CL] | 9HOct.9 16:00- [YC]

Salinas, the director of photography for the film, we worked
hard to endow the image with a thickness that distances things
from such transparency. And we knew that we would find this in
the trivial details that the light, and its shadow, transform into
extraordinary ones.

— lam impressed by the multiplicity of sounds. Especially memora-
ble for me is the sound of the door. What was your idea for collecting
sound at the bus station?

All of the sounds that are heard in the movie pertain to the

space where we filmed. But we did not record with a “direct”
idea, which to say a sound that corresponds literally with the
shot. The sound recording was independent of the camera-
work. Atilio Sdnchez, the sound engineer, dedicated his self, for
a long while, to recording the sounds of doors, for example, or
the motors of the vans, or the murmurs, or the nocturnal silence.
Having all these sounds, that was our idea, which would allow us
to make music, or produce an effect similar to that of music.
— Testimonies that speak of past loves contrast with the precipi-
tant time of the bus stop. In the credits there appear many names
of speakers. How was the format these interviews and how were
certain voices chosen?

Already in the script we had decided to cut out the oral

stories, focusing on amorous experiences. For this, Atilio
Sanchez, throughout all the shoot, asked those who waited their
vans or got off of them if they had and wished to tell us some
love story. Some people refused, but many others trusted us
and the answers were marvelous. Later, the selection was given
not only for the potency of what they would say but also for the
possibility of accommodating those fragments in the respira-
tion of the movie.
— The absence of the body of the speaker, their voice resonant in
the space, evoked an almost phantasmic sensation. And still, other
sounds do not fit the quadrated image. How was the combination of
images and sounds conscious?

The sound work was governed by the same idea as that of
the cinematography: space poses a temporal dimension more
complex. We sought for a present that shelters traces of the
past, on one side, and promises of that to come, on the other.
We knew that sound would be central to be able to construct
this state of perception. In addition, in totality, in the becoming
of the portrayal, we thought of the sound as landslides, of major
and minor closeness in relation to what the image establishes
as present. For the voices we thought something similar: they
are scraps that vanguard the environment, traces of true experi-
ences that appear and return again to disappear.

(Translated from Spanish by Kyle Hecht)

* Interview conducted by Niiya Kazuki (Latin American Film Studies)
via email in September 2023
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Distance from the Battlefield: Fastern Front and Three Women
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ISR ER¥AR ] Eastern Front

In Eastern Front (directors: Vitaly Mansky, Yevhen Titarenko),
two cinematic temporalities that differ to the extreme interlace,
occasionally in a profound violence (which is to say, what had
been occurring on its own has already been incredibly brutal).
On one side, of course, there are the ghastly images of battle-
fields. Joining the medical team as volunteers, the flmmakers
assist troops while recording the terrain with handy cameras.
The screen, lackluster in sepia, depicts a little girland her mother
who flee attacks from the Russian army, as well as a soldier
rushed to a hospital on the brink of death, a movement replete
with anxious intensity. Moreover, there are the chocolate and
washing machines left in the trenches abandoned by Russian
forces, or the herd of cattle caught in the mud in mortal peril.
Connected to those ghastly scenes are family gatherings
of soldiers who have returned to the country from the front,
images of reprieve between friends. Relaxations by a shore,
meals with kin huddled around a garden table, baptism of
children in a church. Unlike the shots of battlefields, these are
cornucopias of natural color, bird song and bubbling water
reverberating background. Bridging such breaks and the battle
are murals depicting immersion baptism, statues celebrating
heroes. Like the chatter between friends and family, immedi-
ately quite heavy, which suggest sperm be stored should one
be unable to go home, sunniness contradicts death’s shadow.
Closeups of soldiers, who must return to battle, where they
await heroic deaths, tie into dreary shots of endless war, oppo-
site the light of life. Not even the cinematographer can imagine
a Hollywood ending. When a lyric melody by Ennio Morricone
plays, a desperate split is exposed all too starkly between a con-
flict that defies mythologization and the mundane of home.
Mundane, the world in Three Women (director: Maksym
Melnyk), evokes precisely such routine far from battle. Full
of energy, a young film crew visits a wintery town in Western
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[=AD%1=5] Three Women

Ukraine, the Carpathian Mountains that lie on the Polish and
Slovakian borders, to record three women. There is Maria, an
employee of the post office who walks about to pay pensions
to villagers, Nelya, who seeks a doctorate researching migratory
animals at a national park, and Hanna, who lost both husband
and son and lives as a widow caring for abandoned livestock.
First stubbornly shy, Hanna blooms as the ideal film subject,
inspiring the filmmaker and cinematographer to cross the line of
observational documentary and relate with the villagers more
deeply. Hanna invites the youths to her table, and they return
the favor by buying her a piglet. In the end she is able to fatten it
up for them.

Itlooks as if Zelenskyy is to be elected, but the villagers doubt
him, saying he must have been propped up by the troops. Men
cannot return from dispatch, and only elderly, women, and chil-
dren remain in town. It appears the next town'’s post office has
closed. This one’s does not even carry stamps. Maria must leave
the country to find work. But, even in this situation, the film-
makers capture Nelya excited to stumble across much-sought
bear droppings, Hanna celebrating Christmas for the first time
in years. Hanna asks the youths to go to a snowy river and draw
water as her late husband used to, which they do, washing away
the fiery memories of the conflicts since the 2014 annexation
of Crimea. Calling Hanna from a hilltop, the youths ask if she
can see them waving their hands, as if they are in peace for the
moment, sweet respite before the pyres of war sparking on the
Eastern Front would reach them.

(Translated by Kyle Hecht)

[SREREEHR] Eastern Front [~ % —F+33F)L - A>~F 1> 3> International Competition] 8 HOct.8 10:10- [YC] | 9H Oct.9 17:00- [CL]
F=ADZt=5] Three Women [ > % —+< 3L - A>~F 1> 3 International Competition] 9 HOct.9 10:10- [YC] | 10 HOct.10 14:00- [CL]
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I Can Hear Young Birds Flapping Their Wings:
Above and Below the Ground; Losing Ground; and Journey of a Bird

JNZAEE | Kawamoto Kanae
(hHZ R ALEZ | Buddhist Studies, Religious Anthropology)
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What does Myanmar remind you of? The sweltering heat in a
tropical country? A glittering golden pagoda? Or the military
coup that took place two and a half years ago? On or around
February 1, 2021 when the coup happened, it was often fea-
tured in the international news, but it is hardly covered today.
People still live under strain in Myanmar. Even under such a cir-
cumstance, however, they are trying to live strong like a bird that
keeps flattering its wings. Their figures are reflected in the three
films which will play in the New Asian Current program.

Above and Below the Ground features an anti-dam movement
in the Irrawaddy River (Ayeyarwady River) against the back-
ground of Myanmar as a multiethnic and multi-religious country.
Running through the heart-shaped land of Myanmar like a blood
flow, this river divides into the Mali river and the N'Mai river
upstream. These rivers merge in Myitsone in the Kachin State
where the governments of Myanmar and China started to build
a dam in the 2000s. Many Kachins are Christians in Myanmar
where about 90% of the population are Theravada Buddhists.
Pre-Christian animist belief is still alive in the Kachin State.

The inhabitants oppose to the construction of the dam in
order to protect both Myitsone and the Irrawaddy River which
are sacred to the Kachins. A rock band, BLAST sings protest
songs and three women help one another like sisters. When
the anti-dam movement begins to fight a losing battle after the
coup, Hkawn Mai, the youngest of the three leaves for Thailand
in order to further study for her hometown.

The short, Losing Ground (the original title literally means
“what was lost is civil”) repeats a gaze which looks out of a
window in a dark room. The gaze seems to reflect the current
psychological state of people in Myanmar. The narrator is a
young man who has been imprisoned after taking part in a
protest movement in the big city of Yangon. A sense of help-
lessness hangs heavy in his reminiscence although he says little
about his experience. He has returned home from prison and
yet he laments, “After | left the actual prison, | stepped into the
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[EBAROILDEE ] Journey of a Bird
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prison of life” and like “birds in a cage” he looks at the world
outside with a burning desire for freedom.

Will these young people remain desperate? No, we see a
glimpse of hope. What the young man is drawing under light
from the window is Garuda (or Galone in the Burmese language).
Garudais a spiritual bird which appears in Hindu mythology and
it is worshipped as a guardian animal in Myanmar. The radiant
figure of Garuda spreading its wings out will represent the
future of Myanmar.

Another short, Journey of a Bird depicts a heartwarming
story of youth although it likewise documents young people
who protest in Yangon. It nicely captures what is good about
the Burmese people who like to joke and laugh. It includes both
video footage of the protest filmed by the young people and
clips of news footage from the past. Among these a video of the
army firing men passing by on bicycles shocked the world. The
young people have filmed the sight in which longyis for women
(wrap skirts) are dried on the street. Taking advantage of the
customs in which it is inauspicious for men to pass under longyis,
people try to prevent the army from entering the street.

Being still young, the protagonists move from place to place
in the city of Yangon like migratory birds until they temporarily
settle in a village in the Rakhine State. While Above and Below
the Ground powerfully depicts the identity of an ethnic minority,
Journey of a Bird portrays the big city of Yangon with a mix of
different ethnic groups in which apparently the Bamar protago-
nists make friends with a Rakhine boy. One of the protagonists
eventually returns to Yangon but where are they all heading
next? Like birds at sunset at the end of the film, they will fly
somewhere after resting a while.

Listen to the powerful flapping of the wings of young birds in
Myanmar in the three films!

(Translated by Yamamoto Kumiko)

[ k. #dT ] Above and Below the Ground (777 T35 733 New Asian Currents]
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A Mother and Daughter’s Extended Journey: Parallel World
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In 2007, Hsiao Mei-ling’s Somewhere Over the Cloud garnered a
Special Mention in the New Asian Currents of Yamagata IDFF.
This remarkable film delved into her personal struggles and
reflections as she balanced her roles as an artist and a mother
after becoming a parent. It also explored the intricate question
of identity, particularly for her Taiwanese-French mixed-race
daughter. This intimate family portrait fearlessly probed the
complexities of their relationships, sparking both controversies
and enlightening discussions.

Fast forward 16 years to 2023, Hsiao Mei-ling presents her
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latest film, Parallel World, at the YIDFF. This film can be seen as
a natural continuation of her earlier work, Somewhere Over the
Cloud. Even when her French husband returned to France, Hsiao
Mei-ling remained unwavering in her commitment to filmmak-
ing and her dual roles as an artist and a mother. Her unwavering
focus remained on her daughter, Elodie, with the hope that she
would stay in Taiwan and embrace a Taiwanese identity. Over
the span of 12 years, Hsiao Mei-ling meticulously documented
her daughter’s growth and the challenges posed by Elodie’s
Asperger’s syndrome. Throughout this extended journey, we
bear witness to her solitude and the profound helplessness
experienced by a mother.

Undoubtedly, the central perspective of the film is that of
the “Mother,” which provides a lens to explore the multifac-
eted roles of women as wives, mothers, and more. The camera
serves as a unique catalyst in her life, as Hsiao Mei-ling herself
describes in the film: “I turned my life into a movie, so | could
distance myself from my tragedy... it's both real and unreal.”

Simultaneously, we also observe the unwavering dedica-
tion of the mother/director. As time progresses, Elodie became
a young woman. In pursuit of professional skills in France, she
must depart from her mother and Taiwan. However, the mother
persists in sharing cherished memories and moments with
Elodie through video calls, showcasing how the once-fixed
dynamics within the family continue to evolve.

The film is replete with recurring scenes—arguments, video
calls, conversations—that are essential in representing their
everyday life. Gradually, we are immersed in their emotional
and spiritual world, enabling us to grasp the essence and signif-
icance of “love” within this context.

Parallel World reveals how things and truths are always so
complex, especially when it comes to issues of identity, rela-
tionships, and emotions. The director doesn’t shy away from or
evade these complexities; instead, she showcases her challeng-
ing circumstances and tremendous efforts. Undoubtedly, this is
an incredibly powerful film. It's far from perfect, and the contro-
versies it may stir challenge conventional values, prompting us
to reevaluate contemporary society.

As | watched the film, tears welled up for several times. It's
a sincere work filled with profound emotions, deeply touch-
ing and heart-wrenching. It's a unique and beautiful film that
belongs to the reality of life.

[T 5R ) Parallel World [72 775 % New Asian Currents]
7H0ct.7 12:40- [F5] | 9HOct.9 17:40- [F3]
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Noda Shinkichi published two poetry collections in his life-
time: Naraku tenten (“Adrift in Abyss,” 1978) and Angu shoka
(“Benighted Songs,” 1982). Noda showed literary ambition from
a young age. During his student days on the French Studies
course at Waseda University, he contributed poetry to Hansengi,
a self-published literary magazine founded by Nakahara Chuya
and Takahashi Shinkichi. He spoke of being influenced by the
French poets Rimbaud and Baudelaire. His drift away from cre-
ating poetry, so he writes, came as a result of “being fascinated
by the allure of cinematic expression” upon joining Toho, but
even more decisive was his being called up to military service, at
which point he resigned himself to death. He wrote, “| decided
to give myself over to the idea that | would be crushed like a
worm and die, and thus completely abandoned the pen.”

His decision to compile his poems after turning sixty (“l tear
up and throw away any | write, while others dissipate unfinished,
so only a handful remain”) was likely prompted by a bout with
serious iliness in 1974. Fortunately, “tucked away in a box among
various notebooks that [his] mother had kept” were the poetry
manuscripts he had written in his twenties prior to the war, a
repository of work strongly reflective of the modernist poetry of
the pre-war period. Here | will introduce just one:

A Sleeping Goldfish

Within a murky, water-stained glass case, / an aged goldfish
slumbers / like a toy airship sitting neglected on a shop
shelf.

Trailing withered fins / drab even in the light, / it sinks
beneath its own bodyweight.

Oh, those eyes forever open, / that saponified head, / organs
visible beneath the skin. / Rotting residue / encased in
water beneath a thin layer of ice.

Harpoon-like spears / of dappled winter sunlight / pierce
the old fish / amid shadows of swaying bamboo.

A single scale / peels away, / then another, drifting ever
downwards. (1934)

On first reading, this poem bears the hallmarks of the early
work of Noda’s contemporary, Yoshioka Minoru. Yoshioka too
was conscripted in his youth. When he departed for war, he
entrusted the manuscript of his collection Ekitai (“Liquid”) to his
friends. Whereas Noda chose to abandon the pen altogether,
Yoshioka dreamed of leaving his work to the world. The differ-
ence could hardly be starker.

After the war, Noda resumed writing poetry, collaborating
with poets such as Hasegawa Ryusei and Kuroda Kio, as well
as literary critic Sasaki Kiichi. In his later years, he seems also
to have enjoyed participating in renku (“linked verse”) sessions
with fellow poets Manabe Kureo, a practitioner of haiku, and
Naka Taro. Nakahara Chuya needs no introduction, of course,
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The Feast of the Gods on a Winter's Night
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The Feast of the Gods on a Winter's Night: Toyama’s Shimotsuki Festival
and Good Road for the Living and the Dead:

Niino Bon Odori, Festival to Send Off the Gods

[27 M & & 454 Noda Shinkichi Retrospective] 9 H Oct.9 14:25- [CS]
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Good Road for the Living and the Dead

but in fact all the writers | have mentioned here are big names
in the world of poetry. | can imagine Noda standing somewhat
bashfully in the presence of these renowned figures. He was
truly a man of the written word.

What about his visual works, though? Two independently-
produced films from what is often termed his folk ritual trilogy—
The Feast of the Gods on a Winter’s Night: Toyama’s Shimotsuki
Festival (1970) and his final work Good Road for the Living and
the Dead: Niino Bon Odori, Festival to Send Off the Gods (1991)—
eschew not only interviews but any narration whatsoever. By
eliminating from them almost any trace of language, Noda
focuses his gaze entirely on the rituals, achieving a visual seren-
ity that is at times even eerie. In this approach, | feel the tremen-
dous power of Noda Shinkichi the poet at work. It is as if, like
the expert archer from Nakajima Atsushi’s tale “Legend of the
Master,” he managed to achieve the ultimate feat of “shoot[ing]
without shooting,” or in this case, speaking without words.

(Translated by Adam Sutherland)

Cinematic Resonance with the World of Rokyoku: With Each Passing Breath

7—Ar+¥z0— | Aaron Gerow
(BABREZR | Japanese Film Studies)
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Filming another art in cinema often sparks transmedial troubles.
Film and the other art frequently move in different directions,
one sometimes overwhelming the other, or the two remain-
ing fundamentally mismatched. That is why Kawakami Atiga’s
With Each Passing Breath is so intriguing. A documentary on a
woman'’s struggles to become a performer of the Japanese
traditional verbal art of rokyoku, which combines spoken and
sung narration with shamisen accompaniment, it attempts to
embody in its very form both the woman’s struggles and the
essence of rokyoku.

From the start, With Each Passing Breath shakes the viewer
with its bold formal choices, such as the predominant use of
mobile close-ups, the lack of a voice-over narrator, or a non-lin-
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ear narration that sometimes refuses to provide core informa-
tion. The film can be dizzying, both visually and narratively. But
several moments in the film suggest this is Kawakami’s effort
to render cinema more rokyoku-like. Kosome, the stage name
of the apprentice to the aging rokyoku star, Minatoya Koryu, is
told that learning the art is less a matter of memorizing scripts
than of becoming one with it, of essentially absorbing it into
one’s body. Not only is Kawakami attempting that in the body
of With Each Passing Breath, aspiring for a film that itself breathes
rokyoku, but through techniques such as the mobile close-ups
she is also creating a work that literally moves the viewer, in both
mind and body. When Kosome visits the ailing Koryu and plays
for her a cassette tape of the master’s old performance, Koryu lit-
erally begins to rock in bed, as if trembling from the bodily-ness
of rokyoku. In another crucial moment, Tamagawa Yuko, the
shamisen player who effectively takes over as Kosome’s teacher
after Koryu, admonishes Kosome for a performance that is too
clean. Rokyoku, she says, requires a dirtier voice, a mode of
expression exemplified—at least to rokyoku fans—by the deep
gravelly voices of old stars such as Hirosawa Torazo or Suzuki
Yonewaka. With Each Passing Breath is similarly a less-than-clean
film narratively, its voice refusing to lecture the uninitiated in
rokyoku or even inform us of Koryu’s passing until later. While
it may sound like an excuse, the documentary self-consciously
aspires for a roughness in form that resonates with the coarse,
plebian world of rokyoku.

The almost bodily intimacy of the camera can be both com-
pelling and oddly detached. Koryu’s progressive debilitation
and Kosome’s disconcertion are palpable to the viewer, giving
a personal, almost physical weight to art of rokyoku captured
on screen. Yet what is often missing is the wider view, the
social context, and especially the audience, which infrequently
appears on screen. Perhaps we the viewers of the film are asked
to fill in for this lack, to inhabit this film and live with its dirtiness,
and breathe along with its attempt to meld with the verbal art
of rokyoku.
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In the 50s, the French journal Cahiers du Cinéma proposed the
idea for a new cinema of auteurs. This was taken up in 1962 by
US critic, Andrew Sarris, who defined it as the Auteur Theory, the
idea that the film director takes the leading responsibility for the
artistic creation of the film.

About a decade ago, the Yamagata Rough Cut! workshop
was introduced. In an instinctive way, Rough Cut reverses the
theory of the auteur. Suddenly, everyone inside the Rough Cut
workshop has the chance of being an auteur, a creator in his/her
own right.

Filmis sound and vision. We look at cinematography, compo-
sition, special effects, location, costumes, and the sound. But in
many cases, the aspect of how we bring the image received into
words is lacking. The workshop emphasises the idea of listening
to film & audience—listening to words, how they are spoken,
and most importantly listening to and speaking about what we
are thinking about the footages screened. This process is often
missed because we are just looking. In this atmosphere of listen-
ing and speaking, we realise that everyone has the opportunity,
privilege and ability to “direct” the creative process.

In my experience of film festivals, I've never seen this act of
meditation being so pronounced and | must credit workshop
leaders and filmmakers, Sakai Ko and Watanabe Kazutaka, for
encouraging this atmosphere. Most festival market/project
events are transactional, result orientated and industrial.
Yamagata’s Rough Cut! is not about result. It's about BEING at
one with the film. For once, we begin to realise the philosophy
of creating a film.
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An International Film Festival and a Local Magazine
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Since 2021, | have been personally editing and publishing a
local magazine in Yamagata called giinika. There were several
catalysts for launching the magazine, and the Yamagata Interna-
tional Documentary Film Festival was one of them.

| came to Yamagata in 2014, and the first local | had a chance
to speak with at length was Takahashi Takuya, the Festival Direc-
tor at the time. Before meeting him, | had imagined the Festival
Director as this commanding figure, but actually he talked about
the films in a quite soft-spoken manner, and everyone from his
office was warm and welcoming, which was comforting.

| was also struck by a story from Abe Koji, a member of the
festival board, when | interviewed him for a web media outlet.
At the 1999 festival, Abe saw a film with cinematographer Eric
Guichard (cinematographer for Heddy Honigmann'’s The Under-
ground Orchestra), who was in attendance. After the screening,
Abe mentioned how astonished he was by a coincidentally well-
timed shot of an eagle on a road, and Guichard told him, “It was
probably no coincidence.” He said a documentary is something
that is carefully prepared by observing circumstances, too.

Just like Guichard, | experienced all at once what each of the
artists was seeing when | went to cover the Yamagata Documen-
tary Dojo. I'll never forget the things | saw and the conversations
that took place there. A conversation or discussion can go in any
direction depending on how you pose a question, and minds
can be closed or opened...

To be honest, there other reasons why | continue to interview
people and edit the magazine, but the main one is that | want to
encounter, reporton,and publicize people who watch thingsand
speak with great care: the people who've immersed themselves
in the joy of “creating” at Yamagata. In Issue Number 1, | covered
the welfare center, Watashi no Kaisha; in Issue 2, | reported on
the Forum, the citizen-funded movie theater; Issue 3 featured
“Ohisama Noen,” a group of organic farmers; Issue 4 was on
“Umayado,” a restaurant serving macrobiotic cuisine; and
Issue 5 featured livestock farms, falconers, and others who live
with animals. Issue 6, which will be published in fall 2023, will
report on the spirit and climate the Yamagata International
Documentary Film Festival inherited from the work of the late
Takahashi Takuya and arose among the empathy and alienation
of interpersonal relationships. It's now the end of August at the
time of writing this manuscript. | hope to have Issue 6 ready
around the time of the film festival in October.

(Translated by Thomas Kabara)
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If you've got this leaflet, you may be a spectator or a guest of the
YIDFF. If that is the case, you must have occasionally heard of the
name Takahashi Takuya since you came to Yamagata. Takahashi
Takuya is a well-known figure for those associated with the
YIDFF but some of you may be wondering who he is. Who is
Takahashi Takuya? Why is this name heard from many different
places this year? In order to answer these questions, | am going
to present his personal history.

In 1984 Forum, Japan'’s first citizen-invested movie theatre
came into being in Yamagata City. Having returned to Yamagata,
a college graduate Takahashi came to know Forum through a
newspaper article and was so impressed by the phrase, “a movie
theatre created by a citizen movement” that he visited it on its
opening day. Two months later he joined the theatre as the first
full-time employee. Soon after he got his job, he was transferred
to the Yamagataken Eiga Center which independently screened
films in places that had no cinemas. Eventually in 1987 he dis-
tributed Magino Village—A Tale and made friends with the film’s
director Ogawa Shinsuke. This meeting became a turning point
for both Takahashi and the City of Yamagata.

In 1989, two years after their meeting, the City of Yamagata
planned a film festival to celebrate the 100th anniversary of local
government in Yamagata City. Asked to give some advice to the
City of Yamagata, Ogawa suggested that the festival should be
Asia’s first documentary film festival and that rather than leaving
it all to the administration, film lovers in Yamagata Prefecture
should be proactively involved in it. The person whom the city
singled out in response to these pieces of advice was none other
than Takahashi, who immediately talked to young film people in
Yamagata, in order to launch the cheering group for the film fes-
tival. This organization laid down the foundation for the YIDFF's
current system of volunteers.

In 2006 the YIDFF became independent of the administration
and Takahashi was appointed as the Director of the Yamagata
Office. He worked hard to make the YIDFF citizen- and com-
munity-friendly by removing the criticism made against it for
some time that it was aiming too high for Yamagata citizens to
take part. He, for example, started the program “Yamagata and
Film” that focused on the theme of Yamagata. He also played
an important role in making the City of Yamagata be a certified
member of the UNESCO Creative Cities Network in the field of
cinema.

After 2018 when Takahashi retired from office, he produced
a number of documentary films on Yamagata, including Reviv-
ing Recipes (directed by Watanabe Satoshi) and Benibana no
Moribito (directed by Sato Koichi). He was also deeply involved
in Films Under the Blessing of the Great Mountains, the YIDFF
pre-event created in collaboration with Yamagata citizens. He
always delivered films from the citizens’ side and continued to
appeal to the significance of having a film festival in Yamagata.
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He played a no small part in the YIDFF where international films
tended to attract more attention than the Japanese ones. The
YIDFF could not have been a film festival for both the citizens
and the community like now without Takahashi.

In October 2022 Takahashi Takuya suddenly left us at the
tender age of 66. His passing has made us realize his distin-
guished service anew. Like the mountains he loved, he was gen-
erous. As if overlooking from the top of a mountain, he gently
watched over us—we can never express our gratitude enough
for his great support for the YIDFF. That is why we hear his name
from everywhere.

This year’s “Yamagata and Film” focuses on films in which
Takahashi Takuya participated to commemorate him. Takahashi
fully supported the location shootings in Yamagata for
Warabinokou: To the Bracken Fields (directed by Onchi Hideo) and
produced A Voiceless Cry (directed by Haramura Masaki). These
films help to convey his thoughts on Yamagata, cinema and the
YIDFF, enabling some of you who do not know Takahashi Takuya
to understand his personality.

(Translated by Yamamoto Kumiko)
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Taipei Documentary Filmmakers’ Union: An Introduction
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The Taipei Documentary Filmmakers’ Union was officially estab-
lished on September 9, 2006 by documentary filmmakers such
as Yang Li-chou, Tsai Tsung-lung, Huang Hsin-yao and more. The
union is Taiwan'’s first independent union initiated by documen-
tary workers. Up till now, we have about 500 members, includ-
ing professionals from different generations in the field of doc-
umentary filmmaking, such as directors, producers, film critics,
composers, and curators, and more. The union consists of 12
directors and supervisors, as well as 3 full-time staff members,
who are responsible for the day-to-day operations and manage-
ment of various union activities.

Because documentary filmmakers usually do not have fixed
employers, are temporarily employed, or even do not have insur-
ance, we are often alienated and isolated. As a result, we often
find it more difficult to negotiate with employers when our rights
are being infringed. In the context of Taiwan, although there
have been many organizations within the film industry, most
of them have taken the form of associations and clubs instead
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of unions. These groups primarily focus on networking, com-
munication, and event organizing instead of advocating. While
there are other labor unions in the film industry, they are more
oriented towards service-providing, such as providing labor
and health insurance service. In face of these circumstances, our
union unites under the banner of “Documentary workers are
also laborers.” Through the organization of the union, we aim
to build collective strength to address the challenges related to
labor rights and intellectual property rights that documentary
filmmakers face due to their position within the labor structure.

The work of the union now includes doing advocacy which
aims at safeguarding the basic labor rights of documentary
workers, elevates the professional standards of documentary
in Taiwan, and promotes the development of the documentary
industry. Besides, the union provides services such as labor and
health insurance as well. We also regularly hold “Documentary
Filmmakers’ Happy Hour,” which is a series of gatherings and
talks about the documentary industry, and regularly publishes
the “Taiwan Documentary E-Paper,” which features film cri-
tiques and event reports.

The union continues to delve into the realm of documentary
filmmaking through diversified forms and cultivates solidarity
within the industry. The union published two books: Love, Hate,
and Emotions in Documentary: Interviews with Taiwan’s Middle
Generation Documentary Directors (2009) and Beyond the Frame:
A Portrait of Taiwan’s Documentary Landscape (2012). In 2014,
during Taiwan'’s Sunflower Movement, the union initiated a col-
lective documentary project, inviting documentary workers to
record the significant social event through filmmaking. Subse-
quently, we established the “Sunflower Image and Video Data-
base,” archiving visuals for continued usage. In recent years, the
union has also dedicated efforts to “Beyond Completion | & II:
Studies on the Distribution and Marketing of Taiwanese Docu-
mentaries,” a research project on the distribution and marketing
experience of Taiwan’s documentaries.

In addition to uniting the collective strength of documentary
workers to address their labor rights issues, the union also aims
to attract more public attention to documentaries through film
festivals and visual education activities. This is why the union
has organized “HSINema,” “Taiwan International Human Rights
Festival,” “Action Taoyuan,” and more. The union hopes to
foster a deeper understanding of the industry from within and
beyond.
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Seeking New Landscapes for a Creative City
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Had it not been for the Yamagata International Documentary
Film Festival, there would be no Creative City Center QT in
Yamagata.

In 2017, Yamagata City joined the UNESCO Creative Cities
Network. The biggest reason for this was the film festival,
which has been supported by citizens for over 30 years. At the
same time, here are a symphony and an arts university at levels
unprecedented for a municipality of 250,000 people. Evenin our
everyday, high-quality food culture and crafts pervade.

Of course, for Yamagata residents such things are expected,
not thought of as creative at all. Precisely due to this, the back-
ground for Q1’s founding was a desire to build a base that fosters
potential and a natural experience of Yamagatan creativity. Its
name is inherited from the former Yamagata Daiichi Elemen-
tary School building, affectionately called the Kyu-ichi sho (“OI'
School #1”). Q1 has likewise meant questioning the creative itself.

Negishi Kichitaro, filmmaker and Chairman of Tohoku Univer-
sity of Art and Design, defined Q1 as a place for “the democra-
tization of cinema/visual culture.” Now anyone can create and
transmitimages, so he urged citizens to start a movement. There
is no room for doubt that the film festival is behind this idea.

Q1 not only houses a space for cinema, but also restaurants
and cafes that feature local ingredients, a metalwork shop and
space that follows the tradition of Yamagata imono casting,
ateliers for young artists, on top of offices for businesses. It is a
mixed-use facility unlike any other. It takes just the right amount
of chaos and noise to give birth to the creative, does it not? Q1 is
always incomplete, seeking new sceneries: a creativity that rural
cities have to offer. (Translated by Kyle Hecht)
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Editorial
YIDFF 2023 has come to a close. How was our first on-site film festival in 4 years? At screening venues and in the streets, we imagine many of
you were joyfully able to cross paths. The great happiness of a film festival is viewing and discussing cinema with others, the film festival impetus
to meet; such is the YIDFF experience. We hope to see you in 2025.
Launched in 2013, SPUTNIK—YIDFF Reader now celebrates its tenth anniversary: entirely thanks to guests of the film festival, all who have read
our humble magazine, our contributors, translators, and supporting advertisers. We offer our warmest gratitude from the bottom of our hearts.
(Okuyama Shinichiro, translated by Kyle Hecht)
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