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Rithy Panh (Filmmaker)

xceptional, unique and humane, I believe that Yamagata

International Documentary Film Festival (YIDFF) is the
most important festival shedding light on documentary films.
The festival plays an important role as a crossroads showing us the
cutting edge of world documentary filmmaking. Please discover
the most precious documentary films of the world, including
those treasures we can only see in YIDFE Even for us filmmakers,
they are surprising, touching, and sometimes overwhelming.
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Kidlat Tahimik (Filmmaker)

To my beloved Yamagata Eiga-Sai,
Two-and-a—half decades ago, an invitation to YIDFF surprised
e: “Whare? Kidlat Tahimik’s film is a documentary?” Thus,
1 Am Furious Yellow . . . premiered at the first Yamagata Eiga-Sai
(a 90-minute film at YIDFF ’89). Again, the film was invited to
YIDFF ’91 (this version, Redux2 had grown to 120-minutes.)
And yes in YIDFF 93, a third premiere (Redux3 bloomed to a
full 180-minutes.)

Wow! Three premieres in a row! — A grand slam? The film

crossing the plate, each time, was a fatter baby. I must thank
Mr Yano Kazuyuki and Ogawa Shinsuke — for that privilege.
My stars were naughty elementary kids in 89 — returned to
Yamagata in ’93 as college kids. So be it.

Yamagata to my 3 sons, became a special Eiga-Sai — not only
for the happy nights of sake in Komian; or for the comradrie
with activist Ogawa-san, (whose passion resulted in a manifesto
by Asian documentary makers); or the hot discussions amongst
fellow cineastes in the Mt. Zao Onsen (heated-up by New Asian
Currents curators.) YIDFF had become a sentimental journey —
surfing on an international love song.

For composing that chant, my family salutes YIDEFF staff!
Yes, 25 years of scoring that symphony into a hearty music-track
— which rejuvenates the Duwende spirits of invited filmmakers
from everywhere. Asian indie filmmaking is Alive! Mabuhay!
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Seeds of Documentary in Yamagata

Hama Haruka (Director, YIDFF Tokyo Office)

quarter of a century after its inception, in 2015 the Yamagta

International Documentary Film Festival celebrates its
26th year. As we look at the films submitted from around the
world, the visitors coming to Yamagata, and those who are vari-
ously and enthusiastically involved in the festival from their loca-
tions in Yamagata, all over Japan and across the world, even those
of unfamiliar with the festival’s pulsing dynamism in its early days
can get a glimpse of the ways in which its seeds for documentary
have sprouted and bloomed brilliantly. YIDFF 2015 awaits you
with a lineup that brims with a variety of films and events.

It’s a great opportunity to encounter both various works from
abroad as well as dynamic works and filmmakers from Japan. Five
films that defy convention will be screened in “Perspectives Japan,”
Makino Takashi (filmmaker) and Kawakami Koichi (cinematog-
rapher) will participate as jurors, and there will be premieres of a
700 min long-form documentary Discovering Images — The Age
of Matsumoro Toshio directed by Tsutsui Takefumi from “Double
Shadow” program and A Voiceless Cry, which follows the path
of farmer-poet Kimura Michio, who invited Ogawa Production
to Yamagata in the “Yamagata and Film” program. “Yamagata
Rough Cut!” will continue to provide a space for Japanese film-
makers to come together with other filmmakers, critics, research-
ers and audience members, going beyond their usual roles and
examining fragments of the world — “rough cuts” — in the form
of short footage from films, regardless of genre, that have yet to
be completed, in an exploration of the relationship between these
fresh images and our society.

To YIDFF I would like to welcome from the bottom of my
heart the films made by the filmmakers who, in the midst of chal-
lenges posed by their locations, cultures, memories, and histories,
explore methods of filmmaking that allow them to fight against,
or at times take flight from the exhausting and extremely confus-
ing realities of today — stemming from factors such as wars and
natural disasters.

That and those you will see, hear, meet, speak to, and touch in
Yamagata — I hope this leads to cross-polination, becoming seeds
that sprout and flower, bringing you once again to Yamagata one
day!

AEABEEAR

: Sunday , January 24, 2016

VENUE : Hakusan campus (Kanagawa,Japan)
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Let’s Venture into an Unknown World

qﬁﬁ ﬁ%’igllfﬁ< | An Interview with Makino Takashi

(MREER, (42 —F2aF-ar~T 42 a2 %A | Filmmaker / Juror of International Competition)
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—— lunderstand that you've been producing so-called experimen-
tal films. What is your impression of documentary films?

I don’t think documentary films are very different from the films
Ive been making. As I mentioned in the official catalog, I was

engaged in the digitization of films for ten years. I watched all
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sorts of images from different periods and digitized them every
day. What gave me the strongest impressions then were news-
reels that were shot before, during, and after the Pacific War.
Although it was perfectly obvious that they were propaganda
films, you would almost be swayed if you kept watching them.



Once the war ended in August 1945, however, we were told that
the reports we had been hearing until then were false. I was no
longer sure what was true. Watching that series of newsreels made
me wonder if there could ever be any films that just recorded the
facts. I suppose all the directors, whose work will be screened at
YIDFE understand that when making their own films. So I'm
really looking forward to watching their documentaries.

—— Documentary films and experimental films are similar in that
they can be made by individuals, right?

In around 1997, I started thinking it would someday be possi-
ble for individuals to make movies. That’s why I concentrated on
learning skills as a college student. I started doing independent
screenings in 2004. I just kept on screening my movies until more
and more people got interested in them. I feel as if I am growing
together with the audience. It seems like many of the directors
who are four-walling movies are producing documentaries. I sym-
pathize with them in their independent ambitions.

—— Maybe, there is no significant boundary between documen-
tary and experimental films in the first place.

I don’t think they were originally very different from each other.
Do we really need to be bound by respective genres when we
make films? If a film is made within the framework of a genre, do
people find it interesting? I don’t think experimental films con-
stitute a “genre.” In the meantime, the definition of a documen-
tary seems clear, but it is actually vague. The movie business is
commercially prospering at present, but I sometimes wonder how
long fiction films can remain as they are now.

—— Documentaries, which are supposed to record what is actually
happening in front of you, sometimes create another time frame-
work, all the more because they are closer to reality than fiction
movies. | think another time framework exists in your works.
When you accumulate in your memory the things that surround
you, you arrive at something abstract. My films take on an abstract
form, but they have no underlying concepts. They are completely
different from conceptual art. They are not based upon predilec-
tion towards film, either. As for formats, I'm using not only film
but also high- and low-definition video. I even started using 4K

B LR Screenings
[2012] Tcinéma concret] [JF] ... 10/14 15:00- [CL]
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Water, or the Absent Mirror
Bl % | Abe Koji

(752 232 | French Literature)
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Fcinema concretl

recently. 'm finding it more and more interesting. I sometimes
give a live performance while screening a movie. People say there
are no other artists like me. I myself feel 'm beginning to enter
an unknown world.
—— Your new films will be screened at the event in Yamagata.
It is cinéma concret, or a “concrete cinema.” [ think concrete
music becomes abstract in the end. Maybe that is what’s hap-
pening in my works. The new works I am producing present
physical abstractness as “concrete cinema.” The other film to be
screened at the event, 2012, was half shot on film with the other
half shot digitally. We will give live performances while screening
the movie. We play different pieces of music every time, so you
cannot experience the same movie twice. In a sense, the experi-
ence of the film itself is a sort of documentary.
—— What about your activities in the future?
I have no idea at all (laughs). I had my first experience with many
things this year: I played in a rock festival and took part in an
American-Japanese coproduction of a photoplay as an abstract
video director. Recently, I have been invited more often to events
that are not experimental film festivals. I would like to initiate
activities that shake the boundaries separating film festivals. So
I’'m really happy to be invited to YIDFE. I hope it will give visitors
a chance to think broadly about documentary film.
Interview conducted by Higuchi Yasuhito (Film Critic / Director of “boid”)
in Tokyo on September 10, 2015
(Translated by Murashima Natsumi)
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'he Pearl Button (Patricio Guzmadn) is a film that traces the
memory of water and water. At the beginning of the film

water is expressed as droplets contained in a piece of crystal dis-
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Silvered Water, Syria Self-portrait
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covered in the Atacama Desert, the most arid place on Earth.

From the water that lies at the corner of this vast desert the film

expands to traces of water found among the stars by the giant



electric telescope built upon the same desert. Water is the source
of life, and also its memory.

Nevertheless, this film that seems to be draped in universal
imagery goes from a visualization of the configuration of the
state of Chile, which runs parallel to the ocean, to the indigenous
peoples who live by passing through the bays and inlets that cut
into the terra firma of Patagonia, taking this opportunity to phil-
osophically consider a historical memory stained by the blood of
people. The conquistadors violently threatened the indigenous
peoples who lived by crossing the storming seas in single canoes.
They captured a single Button as a symbol of their civilization,
and took him to England. The story of Jemmy Button represents
the plundering of the universe and ocean to which he should
return. The water remembers. The tale of the indigenous peoples
who fell into hunger and disease as their lands and traditional
cultures were plundered finds its evidence in water, as memo-
ries of the massacres carried out by the Pinochet military regime
flow. People were tortured and injected with drugs, fastened to
rails and thrown into the sea. The rusted rails that lay at the
bottom of the ocean are another marker of the memory of the
dead.

Water also runs throughout Us women . Them women (Julia
Pesce). This film documents the intimate time of women who
are members of an Argentine tribe — a mother, an aunt, daugh-
ters, and granddaughters. From the beginning of the film the
viewer is enveloped in the hint of cold water, felt in images of a
vase decorated with flowers, the scenery of a garden, and a dark
corridor. Family tales are depicted — the deaths of a mother
and aunt, a daughter’s pregnancy, and birth. The images exclude
all men, even husbands and fathers. Debate between women
involved in caregiving and the rich exchange between sisters are
perceived with a closeness that at times feels scopophilic, with a
surprisingly sensitive touch that the viewer experiences bodily
at the level of their skin. From the beginning this gaze is that of
daughter and mother, niece and aunt, sister and sister watching
over one another, and while there is a touch of warmth, the gaze
is ultimately without reservation. Here again, the image of water
envelops the bodies of these women, passing through times of
life and death. The water poured upon a flowering plant, the
smell of urine in a dark toilet, a casual conversation between aunt
and niece had beneath a shower, and later a scene of bathing in
a mountain ravine tailor the film along a sharp line of “private
documentary” that simply captures the family.

Water is a symbol, and also a metaphor. As a metaphor it
can be considered to be conceptual and speculative, however the
unity of the visual event destroys the rhetorical universality of
this metaphor from the inside, and with ease.

Silvered Water, Syria Self-portrait (Ossama Mohammed,
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Wiam Simav Bedirxan) already calls to water in its title. In a
landscape of demolished buildings, the image and sound of
drops of water falling from a faucet appear to answer this expec-
tation immediately. However the images abruptly turn to those
of a hand granting a newborn their first bath. This is a beginning
of life that should be blessed, but the moment is not wrapped
in warmth. The image of a baby who receives their first bath in
the sink of an evacuation shelter shows a glimpse of the narrow
tightrope of life one crosses in an extreme situation. The film
cuts from the naked and shivering newborn to images of a
young boy subjected to gruesome violence, and then surges to
the bloody corpses of victims of a massacre. The film seems to
break and collapse as it is torn apart by these visual facts. The
filmmaker’s camera is taken by a friend from a cineclub whom
the filmmaker had only just met. The friend sets out to film the
site of a military massacre, only to collapse himself in bloodied
form. The filmmaker succumbs to fear, and clutching his images
escapes to France.

Water conceals the screen again as rain drops flow along the
window of his Paris apartment. Water twinkles along the guard-
rail of a bridge, as the surface of the river below glimmers. These
images represent the filmmaker’s hesitation, his feelings of guilt
and self-condemnation. Images of slaughter and death strike
forth from his computer screen without mercy, demanding to be
seen. Then, one snowy Christmas Day, a young woman reaches
out to the filmmaker. Her name is Simav (Silver Water), and
she offers to be his new eyes and to send him images from their
homeland. In this way, the film becomes a conversation enacted
through images, between the woman and the filmmaker, who,
like us the viewers, can do nothing but stare into the gruesome
images. Impatient, self-condemning, and far from Syria, the
filmmaker accumulates the images in the name of this film. “Oh
Friend,” she, Silver Water, says to him, “I am afraid of hurting
you with my pain.” But nevertheless, she asserts that in a situa-
tion such as this, a camera becomes a weapon against an oppres-
sive regime. That as it is, the film must take on even more of her
pain.

Here, water is no longer a question of metaphorical meaning.
Here, water becomes a single layer of paper with which to evade
the danger of falling into violence and madness. Water is a space
of resistance by cinema against images of slaughter, agony, and
lament.

As Silvered Water takes this long detour, it emerges as a film
that demands that we look directly into the suffering it contains.
This time, water becomes the absent mirror that shows the deter-
mination and resolve required to make this film.

(Translated by Kyle Hecht)
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Trembling Hands: Pedro Costa’s Horse Money

G0 | Suwa Nobuhiro

(WU | Filmmaker)
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A: the iron-bars of a gate open, a half-naked man descends
set of stairs with unsteady gait to make his way down a
dark corridor that leads, perhaps, to a Catacomb-like tomb of
the dead. Is this a hospital? Although it appears to be a lifeless,
ruined building, there is a modern elevator and the man, then,
moves away elsewhere. In the depths of the shadows, we see the
trembling of the long, thin fingers of this man who descended the
stairs and who looks for all the world like Nosferatu.

A voice is heard. “Can you describe what happened to you?”
It is unclear whether these are the words of an examining doctor
or interrogating police. “It’s because of the mold in our walls,” the
man answers. We learn that the man’s name is Ventura and that,
although he was born in Capo Verde, he now lives in Fontainhas.
When questioned about his age, however, this obviously wearied,
aging man takes us back to 1975. “I am 19 and 3 months,” he
replies. Already, we are in a maze of confusion. Where is this?
Who is this man? The first time we view a Pedro Costa film we
can never really know exactly how things will unfold. We could
easily assume that the man is mentally disturbed and that this is
a mental institution. Yet, even as we draw this conclusion, what
overwhelms us as we note the clarity of the chain of images that
appear on the screen is the singular sense of existence of each of
these images which, with the bodies and voices that rise up amidst
the light that streams in, transcend interpretation.

Here there is no distinction between past or present, life or
death, sanity or insanity. There are no norms, for everything
appears before us as an irrefutable present. Yet there is no concrete
place in which we can ground ourselves, for rather than relying
on a single time axis, this chaotic narrative creates multiple layers
that fold back around and over themselves. And Ventura’s body,
with its fragile trembling hands, penetrates those layers to merely
exist there before us.

At the 1997 Yamagata Festival, the late Robert Kramer mur-
mured to me, “For the film maker, arguing whether or not a film
is documentary or fiction is tiresomely irrelevant.” This question
was repeatedly put to Pedro Costa by the Yamagata audience in
2001 when the director received the Robert and Francis Flannery
Prize for In Vandas Room. Of her own volition before the camera,
although viewers have no sense of that camera, Vanda walks, takes
drugs, coughs, vomits and laughs. While this is real, it is also fic-
tional, and in this sense Pedro forces viewers to reflect whether or
not they are, in fact, watching documentary.

Ventura appears in Colossal Youth, the sequel to In Vandak
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Room. In that film, this aging man wanders around visiting neigh-
bours who, together with Vanda who now lives in brand new
public housing, were driven out of the Fontainhas slum district of
Lisbon and dispersed throughout the city. In contrast to Vandas
freedom, as we watch Ventura walk, come to a standstill and
direct his gaze, we cannot but feel that he is manipulated by an
outside force that differs from his own will. As a taciturn man of
very few words who lays bare a hollow body that refuses to convey
feelings through facial expression, Ventura emerges as a model
character from a “tableau vivant,” a model that can barely exist
in documentary.

Perhaps the only predecessors of this model are characters in
the works of Bresson and Straub-Huillet, directors who rejected
the need to create dialogue through everyday gestures that feign
the natural. The dialogue of these characters could be read as the-
atrical or non-theatrical. Nevertheless, rather than emphasizing
the characterization of the fiction being performed, there was a
focus on the represented body of the person performing, that is,
on the mere body being filmed. While in a conventional film,
whether documentary or fiction, each aspect of the person who
performs — word, voice and body — unites to form one undi-
vided entity that distils into a single human being, here each of
these elements remains autonomously isolated. By forming mul-
tiple overlapping layers and by ceasing to be oppressed by narra-
tive time, these elements demonstrate — right before our eyes
— the very nature of existence.

The existence of Ventura, depicted so painstakingly through
this uncompromising film, merges naturally with multiple layers
of fragments of narrative, memory and history, all absorbed as
one into a black-hole. Furthermore, an aspect of Horse Money that
differs radically from other Pedro Costa movies is the fact that,
rather than being filmed in the time and space of their own daily
lives, characters appear in either a setting that has been chosen,
or a set that has been made, specifically for the film. The sub-
jects of Horse Money had no desire to be observed in the midst of
their poverty or in the unclean temporal spaces in which they are
forced to pass their daily lives. This choice detaches them from
the everyday and invites them to take part in a bold cinematic
adventure.

Suddenly, a figure from a completely different dimension, a
soldier who might have been carved from the past, appears in
the elevator. The body is immobile and does not speak. A voice

that is totally disconnected from the screen echoes across the



theatre and, transcending time and space, speaks to Ventura. In
the midst of an explosive confusion, sound begins to recur and,
with a sudden leap, the film expands even further into a different
dimension.

We are now in a realm that is completely removed from what
we generally understand as documentary. This, of course, is
largely irrelevant. For Horse Money stands erect as a lone film on
previously untrodden ground. But rather than being some sort
of proud, detached artist, Pedro Costa, who refers to himself a

“weak director,” has not made his way to this point in isolation.
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Together with Venture’s damaged psyche and trembling body,
carved as it is out of suffering, and the cries of the countless immi-
grants for whom Ventura speaks, Costa himself moves ahead as if
summonsed by the spirits of the dead.

Working together with friends as a relentlessly committed profes-
sional who, with his delicately tuned camera, engrosses himself
on a day-to-day basis in the details of his work, Pedro Costa has
gone to the limits of what we understand as film. And he will

continue to go forward in this way.

(Translated by Barbara Hartley)
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\ )( JThat is time? Surely, time and the present are the things
t

hat film variously interrogates. This fact is directly con-
veyed to us each time we view cinema.

It is said that when the Lumiére Brothers held their first
Cinématographe screening of the short piece entitled Train
Pulling into a Station, audiences spontaneously rose to their feet
as the train appeared on the screen. This is one of those often
repeated anecdotes the historical truth of which is difficult
to confirm. In spite of the pedestrian nature of this example,
however, we can perhaps say that here we have the archetype of
documentary. In other words, in the case of documentary film,
our action in response to what we see on the screen is just as
important as the action that we see on the screen.

It is through its ability to interrogate the present and thereby
galvanize us to action which, in turn, galvanizes social change,
that the documentary approaches the political. The film critic
and news film producer, Iwasaki Akira, argues that “it is when
film becomes its most direct and furthermore rapidly political,
that documentary emerges.” According to Iwasaki, “one example
of this is the case of Iralian neo-realism.” This, he explains, is
because “[Italian neo-realism] feature film felt increasingly inse-
cure being mere feature film (...) and thus made the shift towards
documentary” (The Art of Contemporary Cinema, 1971, Iwanami
Shinsho). By the way, in his commentary as a film critic, French
director, Francois Truffaut, made the very interesting assertion
that, by filming Workers Leaving the Lumiére Factory, the Lumiere
Brothers became “the progenitors of neo-realism.” In his review
of the 1954 George Cukor film, 7t Should Happen to You, Truffaut
claimed that although this [short film] was not “un film & thése”
(a thesis film), it “radically demystified the myth of the proletariat
as mistreated workers.”

Whether, however, it was the workers of Lyon emerging from
a door at the entrance of a factory, or a train drawing into Ciotat
station, the time represented by the Lumiére Cinématographe was
scheduled time. Given that lunchtime breaks are scheduled and
that trains depart and arrive according to a schedule, it is likely
that filming these scenes required careful planning. Put another
way, what we saw on the screen in these two works was a par-
ticularly human, all too human, form of time, a time calibrated
according to a scale that the human is able to comprehend. And
this has continued since the time of the Lumiéres. We saw this at
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the last Yamagata Festival in works that ranged from Le joli mai
(The Lovely Month of May), a film included in a special showing
of Chris Marker’s works, to Sarah Polley’s Stories We 7éll, an entry
in the International Competition. In both works, it was human
time, that is to say the lives of human beings, being depicted.

But can we say that this alone is what makes documentary?
Surely, time essentially transcends the inconsequential activity of
the human being. Surely, we need to think somehow about the
monumental nature of time that takes us back to the birth of
the Earth and so to the birth of the universe. It is this concept
of another time that the Chilean film-maker, Patricio Guzmadn,
secks to capture. And through the profoundly thoughtful narra-
tion and beautiful camera work of 7he Pearl Button, a sequel to
Nostalgia for the Light which screened as part of the 2011 Interna-
tional Competition, we have the chance to experience a form of
time that surpasses the power of the human imagination.

As the film opens, we see a quartz crystal that has been hewn
out of the Atacama Desert. As this half-transparent cube is illu-
minated, we become aware of movement inside the crystal. This
is the movement of water that has been trapped within the quartz
for the past 3000 years. It thus becomes apparent that water is the
theme of the film. According to the director’s narration, the film
is a tale of the memory of water. Yet, the scale of the memory of
this water far exceeds that of human memory.

This is the water that has both nurtured the natural environ-
ment of Chile’s West Patagonia and supported the daily life of
indigenous peoples. Deep in the memory of the water there exists

a form of time that far exceeds the measurement standards upon
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which we draw as humans. In order to understand this time, we
need a form of measurement that understands the entirety of the
planet that we call Earth. What Guzmadn sets out to depict is the
time of our planet. From a different perspective, we might call
this the time of the gods.

However, even as he intoxicates us with his opulent cine-
matography, Guzmén depicts the dark recesses of the history of
modern Chile. The Pearl Button is the tale of prisoners who were
tortured and murdered during the time of the Pinochet dictator-
ship. The bodies of the victims of this regime were bound and
weighted with segments of railway track then tossed from heli-
copters into the sea. Viewing the part of the film which features a
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recreation of how this occurred is unspeakably distressing.

Water is transformed into a graveyard that swallows up the
lives of countless people. In this way, The Pearl Button returns to
the tradition, which we might say has operated since the time of
the Lumieres, of documentary as an exploration of human life.
But compared to our planet and its time, human time is surely
a flecting thing. What The Pearl Button awakens within us, fur-
thermore, should not be sadness or pathos. Rather, through the
film’s depiction of the time of the planet, it is surely the miracle
of the existence of the world, the miracle of our own lives, that is

illuminated with such stunning brilliance.
(Translated by Barbara Hartley)

FEx%kan®Rs>] The Pearl Button [IC] ... 10/9 10:00- [YC] 110/10 16:00- [CL]
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Toto and His Sisters, with a Small Video Camera
TLIY A —FF il | An Interview with Alexander Nanau

(W 54 | Filmmaker)
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—— How did you reach this poor Roma family in the first place?
How long did you take to approach the children, who are surviving
in these ultimate circumstances, surrounded by drug shooters?
How did you establish a relationship of such deep mutual trust
with them?

The Romanian producer Strada Film had some minor EU
funding and approached me to take a look at the possibility of
making a more informational documentary about marginalized
Roma communities. It was something that I did not want to do,
as I am not interested at all in such projects, but I accepted to go
and see some marginalized communities. There, I met wonderful
kids and I had to ask myself who I would be if T had been born by
chance into such circumstances. From there, I decided I wanted
to make a 100% observational film from a kid’s point of view in
order to understand what such a life feels like and how it shapes
a person. So then I started to search for protagonists and stories.
After four months of research I found Toto, Andreea and Ana.

It did not take long to gain their and their mother’s trust. They
are highly intelligent people and their curiosity for me coming
into their lives was at least as big as my curiosity for exploring
their world, which was new to me. From there it was just about
spending time together, getting to know each other and building

ThrEZADHH] Toto and His Sisters
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up trust.
—— Your filming style might be considered as “observational,” but
at the same time, the power of editing seems to be foregrounded.
Each episode was carefully woven into a touching drama based on
your own ethical viewpoint, and viewers are enticed to sympathize
and identify with these kids naturally through their words, expres-
sions and actions, which were all vividly grasped in the film. Where
does this approach of mixing an observational style with a method
of fictional story-telling come from?
I am not sure I understand the term “fictional” in combination
with story telling. I think that the way we tell stories verbally or
visually is very similar — be it stories we tell our friends from our
daily lives or from something that occurred in the past or stories
we make up for novels, theater plays, or film scripts. When we
tell stories, we try to get others to understand them and develop
sympathy or even empathy towards the people we tell the stories
about. That is what I tried to do in the editing room. I filmed
the life of the kids over a period of 14 months and then told the
stories I filmed in an honest, authentic, but compressed way for
others to understand.

I think the first and most important inspirations that were
revelatory for me regarding how documentary film and story
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telling work well together were films like Robert Flaherty’s
Nanook of the North and Man of Aran, as well as films by the
Maysles Brothers, especially their film Salesman. 1 think that
for a story like Toto’s, the best way to tell it is observational: by
getting out of the way as the documentary filmmaker and letting
the viewer develop a first-hand relationship with the characters,
so that he or she fully identifies and understands how such a life
might feel like. Furthermore, I think that it is most important to
feel the presence of the author, not only in a documentary, but in
stories in general, through his attitude towards treating his subject
and the honesty of the story.

—— It seems very clear that the driving force (and the most touch-
ing element) of this overwhelming story is the transfiguration/
growth of Andreea into a reliable sister for Toto. She had a little
setback in dancing, but apparently broadened her world to a differ-
ent space by manipulating a camera and being able to see herself
and her siblings objectively through filming, while Toto expanded
his horizons via hip-hop dancing. What brought you to provide her
with a camera and let her film her own life?

It started from the idea, “what if they could film parts of their
own lives?.” Since it was meant to be a film from their perspec-
tive, I wanted to make not only a film abour them, but make a
film wizh them. In order to let them do it properly and under-
stand the effects and storytelling capacities of a camera, I gave a
film class for three months in the educational club they went to,
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in which about 10 kids took part. We watched films and talked
about them; I let them write little stories; we watched the educa-
tional short films by Abbas Kiarostami and we re-made one of the
films together. In the end we edited the short film so that the kids
could experience the joy of producing a result. The kids learned
to film properly with a video camera without seeing it just as a toy
and we started to give them small cameras. From there, I started
to work with Andreea and she really liked the idea that she might
contribute with footage to the film. I knew that if she started a
kind of a diary it would become important to her as a tool of
reflection, but honestly I did not expect that she had such a huge
talent. It was a wonderful surprise.
—— Now this film has been shown internationally. Has this world-
wide phenomenon through cinema affected Toto's and his sisters’
current lives?
Yes! That’s for sure. We traveled together to some screenings
and sometimes they now go alone with a teacher from the club.
Getting so much positive feedback and honest admiration for
their personalities and strength from the audience helps them be
sure in themselves and it gives them strength and ambition to con-
tinue on the good path they started in their lives. Most of all, it has
also strengthened the bond between the two of them very much.
Interview conducted by Hata Ayumi
(Coordinator of International Competition)
via e-mail on September 20, 2015
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In a Freely Agreed, Modest Place: On Us women . Them women

G HIH | Takahashi Tomoyuki

(MIAZK | Scriptwriter)
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In a house an old lady passes away. And in the same house a
young student gives birth to a baby girl. Put in the middle
of these two events, Us women . Them women depicts the life of
women who gather and live together in the house; their life are
represented as something that would die some day, as that which
was born in the past. Sometimes their bodies are disclosed, which
appear on the screen as matter, for instance, as the fat pressed
and stretched by massage, as the roundness of a pregnant belly.
Instead of overflowing with affection, the gaze on their bodies
attempts to show the women as a flock of living organisms. This
is audacious and impolite in a good sense.

This impoliteness, this frankness, one might say, can be dis-
cussed in the context of the female gaze on women. The director
Julia Pesce is female, and as the title succinctly indicates, her film
is no doubt a critical work about women seen from the female
point of view. But this essay hopes to think about the “impolite-
ness” in this film from a different angle.

If we can see frankly, it’s because it’s shown frankly. The “impo-
liteness” of one who shoots is impossible unless it's approved by
objects to be shot. This is made clear at some moments in the
film. A long shot represents two old ladies lying on the beds put
side by side, with their respective nieces speaking to and feeding
them. They must have been doing just what they’re doing when
the camera captured it. However, everything appears minutely
choreographed, even a cat at the bedside. What is especially out-
standing here is their clear voices, their sonority which never

interfere with each other, and their thickness. This shot depends
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on what one might call “implicity” between the director and the
objects. It’s easy to paraphrase this tacit agreement as their “com-
plicity,” but it seems to me that the latter is too rough a term to
think about what is really happening in the film. Perhaps, the
former is not as binding as the latter. It doesn’t endure across
scenes or shots. Sometimes it doesnt even continue during a
shot. There is a shot which captures in a straightforward way two
women passing a cup of mate tea, one leaning against a door and
the other sitting on a chair. The camera is in this place as if it were
non-existent. However, the camera is set in such a position that
the objects to be shot can’t but be conscious of its presence. The
camera is allowed to stay there. But at a certain moment their
unaffected voices suddenly become unnatural. And the women
begin to be conscious of the camera that is in front of them.

“Implicity” disappears as soon as it appears, like a cigarette
lighting up on and off in a dark room. Its like a freely made,
non-binding agreement. It’s an agreement which goes unnoticed
unless one watches it all the time, like the two women’s feet on a
table that are unconsciously put off at exactly the same moment.
However, this film does embrace such small agreements one by
one, while scrupulously depicting the events of life and death that
occur in the house. And it attempts to calmly protect this modest
place which is what such agreements offer. The “impolite” gaze in
this film might have been discovered in this process of renewing
those agreements. If this is true, I'd like to call this freely agreed,
frank relationship, “affection.”

(Translated by Oda Toru)
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Women’s Time: On Always and Again
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fixed-frame long shot capturing a dimly-lit room. You hear
rain and see umbrellas passing besides a building through
a window in the middle. A seemingly sick man lies in a bed by a
wall. Called from the outside, an old woman appears, and a deliv-
eryman hands bread to her through the window. After putting the
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bread in the kitchen, the old woman returns to the window side
and starts looking outside idly. Always and Again, which depicts
the family life of four generations of women, begins with this
long take, which is quotidian and, at the same time, somehow
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This film omits all the scenes that an ordinary family drama
would highlight. There are many events which could be cli-
mactic moments in the drama: the arrest of the son, the father’s
death, the daughters’ romances and pregnancy. Instead of focus-
ing on such dramatic events, the film depicts the non-dramatic
behavior of the women, such as cleaning, bed making, washing
dishes, watching TV, fortune telling with cards, and looking
outside through the window, on which they rest their elbows. Of
course, there are conflicts. Women confront each other emotion-
ally about the distribution of housework and treatment of their
great-grandmother. However, the conflicts are interrupted and
dissolve before they reach either collapse or reconciliation. The
quarrel with the nagging female relative is suddenly interrupted
and, then, their silent faces appear in close-up; how beautiful this
scene is. The raw rhythm carved by persistence and interruption
seems to leave every moment fragmented and refuses to merge
them into a single story.

While the film avoids the dramatic, it also negates superficial
documentary sensibilities. The director’s strategy of exclusive use
of fixed-frames is an inconvenient choice in facing unpredict-
able reality. Nonetheless, the director dares to limit the camera
angles and, by doing so, tries to focus on “gazing:” staring at the
body and movement of the women, who are not able to escape
from the family, with them separated from story and image. The
great-grandmother stands behind her great-granddaughter, plays
with her hair, and engages in innocent mischief. With no special
meaning, unconnected with anything, and being “nothing other
than what they actually are,” such details in life pile up and make
an elastic swell that can’t be taken into totality. The “women’s
time” in the film is thoroughly non-macho.

Yet, men do exist in this household: the bedridden old man
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(supposedly the grandfather) appearing in the beginning of the
film and the son. Setting aside the son, who is arrested early, the
silent grandfather is always in the room. However, his presence
is kept out of the frame, in the background, or out of focus, and
the women behave as if he isn't there. There is a very striking
scene in which the grandfather casually makes eye contact with
his wife, the only person who takes care of him, in the latter half
of the film. The shot captures the back of the grandmother in
the left foreground of the frame and the grandfather in bed in
right background of the frame. We can’t see their faces because
the grandfather is out of focus and grandmother is shot diago-
nally from behind. In-between visibility and invisibility, we can
just imagine that he would show her a friendly expression and she
would smile back to him. Being very ambiguous to eyes accus-
tomed to fictional film, which makes audience “read” characters’
feeling according to acting and editing, this scene is filled with
mutual sympathy between the two in a form of non-linguistic
understanding. However, such an intimate moment is, all too
soon, cut off in the next shot. The next shot jumps to a different
time when much time has passed after the grandfather’s death,
and the camera captures the grandmother displaying the portrait
of the deceased. A TV set is placed where the bed used to be and
the change in the room highlights the cruelty of time. The shot
reminds us that the time of the grandfather had existed seems
to nestle closely with the women’s time. The grandfather’s time,
which has become non-existent, I think, illuminates the idea that
the women’s time, which seemed to be just a repetition of usual
everyday life, is actually a unique time irretrievable and filled with
light.

(Translated by Watabe Kohki)
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Documentary as Experimental Cinema
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here has been a wave of new modes of

expression generated in documentary
films recently. We're seeing the emergence
of experimental visual representations in
the digital video era which would’ve been
unthinkable in prior filmmaking frame-
works. It was the beginning of the 21st
century when I first became aware of this
phenomenon. But it was in the latter half
of the 1990s that the production of docu-
mentaries shifted from using film to mostly
using video. The development of lighter,
higher-quality digital cameras along with
the facilitation of editing through com-
puters paved the road to low-budget docu-
mentaries produced by a single individual
or minimal staff.

Granted, there were radical cinematic
works made on video prior to this current
trend, such as Chris Marker’s 7he Last Bol-
shevik (1993), Hara Masato’s The Eternal
Traveller (1993), and Alexander Sokurov’s
Spiritual Voices (1995). But, if you look
at the documentary films of Pedro Costa,
Wang Bing, Rithy Panh, and others in the
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early 2000s, you not only see a high level
of artistry, but also the adoption of a “crit-
ical” representational form and the forma-
tion of a new film grammar dramatically
different from what had been seen before.
But what does this all mean?

In the film, /n Vandas Room (2000),
Pedro Costa uses actual denizens of the
Lisbon slums to portray themselves and
captures the atmosphere of the space
they dwell in through the heavy use of
long takes of static shots made possible
by the use of video. On the other hand,
Wang Bing uses long takes in 77e Xi Qu:
West of the Tracks (2002) as a means of
reproducing the entire city architecturally
while retaining its reality as much as pos-
sible. Rithy Panh’s S-21: The Khmer Rouge
Killing Machine (2002) has garnered atten-
tion for situating the perpetrators of mass
slaughter face to face with their victims.
When taken with his The Missing Picture
(2013), we can sce how this approach is
the result of an arduous struggle to visually

overcome the inability to represent massa-
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cres of the past.
These films
fiction/documentary dichotomy. Through

effectively efface the

the unflinching fusion of the two genres,
the films interrogate how we treat the real-
ities of people and events through video
imagery. This comes from the fact that
while these authors of the 21st century
are documentarists, they are at the same
time creators of fiction. They are rendering
video documentary in cinematic terms,
and to do so, theyve had to create a new
grammar that utilizes the distinct quali-
ties of video and digital technology. And
therein lies constant invention. In Storm
Children — Book One (2014), Lav Diaz,
who has come to focus on mainly fictional
films, captures the slums of the Philip-
pines after they've been hit head on by a
typhoon, creating a film that flows in this
same current. This experimentation with
visual expression found in the documenta-
ries of today is an important trend that has
come to guide all forms of filmmaking.

(Translated by Thomas Kabara)
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During high school I was a member of the school art club,
as I was preparing for an entrance exam at an art univer-
sity. The Tokyo Olympic Games were held during my last year
of high school, and at that time there were many inspiring works
by well-known artists such as Okamoto Taro, Kamekura Yusaku,
Uno Akira, and Awazu Kiyoshi, whom I admired very much as
a young student of art. At that particular time, my main interest
was visual design. Yet, right when I was about to take the entrance
exam for this subject, it became clear that I was colorblind and
that I would not be allowed to even try. I had no choice but to
give up on the exam, leaving me with nothing much to do during
that year. That was when I rekindled my love for film. I found
myself spending a lot of time at movie theaters and screenings,
such as the National Film Center and local revival theaters.

Soon after, I began attending a film college while working
part-time as a projectionist at the renowned recording engi-
neer Mineo Yoshio’s “Mineo Recording Studio,” located on the
underground floor of the Roppongi Haiyu-Za. Higashi Yoichi,
who later became a long-time collaborator of mine, came to dub
Okinawa Islands (1969), and I also met names like Otsu Koshiro
and Tamura Masaki, who came to dub the TV movie A Tunnel
to the Sun (1968, Kumai Kei). My relationships with these men
led to a position at Ogawa Productions. The Ogawa team was
right in the midst of shooting Winzer in Narita (1970, Ogawa
Shinsuke; the same applies for following Narita series). I stayed in
Narita for 8 months, then returned to Tokyo to work as a focus
man for director Higashi Yoichi’s 7he Gentle Japanese (1971).

After finishing my stint on The Gentle Japanese, 1 was recruited
by Mr. Tamura again to work on the Narita: Heta Village project.
But I had already left Narita once for Tokyo, and I wasn’t quite
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sure if I could or should go back there again. I consulted Tamura
about my personal hesitations, but his reply was very straightfor-
ward and simple. He said, “There should be no problem, because
we're only going to be there for a short 7 or 10 days.” This did
not seem too hard, so I jumped right in — only to later find
myself working there for a full two years. My child was born right
before I left, so when I got back, the child was already two years
old. During those two years, I worked as a chief sub for two films
— Narita: The Building of the Twayama Tower (1972) and Hera
Village (1973).

We did not necessarily run the camera every day during my
time at the Ogawa Productions. We spent a lot of time visiting
the farmers for conversations in their yards, or we would help
them with their seasonal farming. By the end of our stay, I believe
we experienced almost every type of farm work they did. Every
night, Ogawa would not speak about filming techniques, but
rather would speak at length about the farmers, their history, and
how the villagers came to be who they were at the time. He said
that the way to represent them as they are is to represent their
true history. He would also tell us about the actual farming, and
Tamura would be listening quietly by Ogawa’s side. Tamura never
taught me anything about film techniques, so I had to learn for
myself by watching his work closely.

We used whole 400ft rolls of 16mm film in shooting of Hez
Village. They are about eleven-and-a-half minutes long, and once
the camera started rolling, there would be no “cut” until the
scene was successfully shot. That entire eleven-and-a-half minute
segment had to be the OK take. It was not going be in the movie
if it wasn’t, and there was no cutting process in the editing room.
Heta Village is a two hour and 26 minute feature length film,



but the number of shots is very few. It was up to Tamura when
to turn the switch on and start rolling, and when to stop. It was
all his decision when it came to when and where he would start.
Although I was by his side focusing and focusing, for a while I
would only realize what was going on in the process after I could
finally see the rush. It was all about looking and watching and
shooting an individual, a real living human being. Now my work
takes place mainly in the field of narrative film, but I believe that
Tamura’s methods and point of view strongly influenced me back
then, and that they are still with me today.

Documentary films and narrative films may be different in
a strict sense, but to Ogawa, and perhaps Tsuchimoto Noriaki,
the most important thing in filming a certain subject or individ-
ual was to develop a strong and intimate relationship with them.
That is why they chose the method of staying and spending sig-
nificant amounts of time with their subjects during the shooting
process. My idea of shooting a narrative film is not about shoot-
ing the actors, but rather about shooting the characters played by
the actors. This is not a question of becoming close friends with
the actors. It is about creating a bond with the characters that
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are portrayed in the story. That requires deep understanding of
the story, and also of the director’s intent as to how they want to
shoot and project the image.

This will be my first visit to Yamagata, and I believe that there
are hardly any people who are aware that I had anything to do with
Ogawa Productions. When I spoke with the programmers I told
(laughs)
Also, I have to explain that my actual cameraman debut was for
Filmmaking and the Way to the Village (1973, Fukuda Katsuhiko),
which I shot during the two years I worked on Heta Village.

them that I am not so sure if I am supposed to attend...

To sit in the juror’s seat at the Yamagata International Doc-
umentary Film Festival is not such an easy task. I must admit
that I first hesitated to agree to the invitation. That said, I hope
it will become a great opportunity to see many works by various
filmmakers. I am looking forward to encountering many great
films, scenes, and moments, as I recall my early days at Ogawa
Productions.

Interview conducted by Iwatsuki Ayumi (Movie Theater Employee /

Freelancer) in Tokyo on September 6, 2015
(Translated by Hamamoto Ryo)
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he Palestine Film Foundation (PFF) is a nonprofit orga-
nization that began as a film festival and expanded to an
archive of audio visual material from all over the Middle East.
While I was totally flattered and welcomed the challenge to make
a work in response to Kassem Hawal’s film, I was also surprised
to be commissioned. The co-directors of the PFF knew my work

and they knew me, and it was clear that my position on Militant
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Cinema was critical. I reiterated that my entire practice devel-
oped around questioning the human condition’s relationship to
history and politics, and would likely scrutinize Our Small Houses
for how we understand it today. They welcomed this approach
and gave me total freedom to make what I wanted — which is a
total gift. This left me faced with the problem of confronting a
period of history in Palestine that I had not dealt with in any of



my work.

I watched the film several times, projected onto my studio
wall in Paris, where I was living at the time. Very quickly it struck
me that the film was totally remarkable in its equal treatment
of Palestinian and Israeli populations, both as persecuted people.
The film has clear political aims. There are Marxist undertones,
and a woman’s voice poctically narrates the fate of both people.
I was drawn to its presentation of history as something that has
been repeating itself, a process by which Israelis and Palestinians
were doomed to either “kill or be killed” on this land.

The most striking aspect is that today the situation couldnt
be farther away from the moment depicted in Kassem’s film. The
two people, totally entangled with each other, are living in com-
pletely separate worlds. Not only is the political situation doomed
but the humanitarian situation on both sides is doomed. I was
interested in confronting the past of Kassem’s film in the present,
to move away from describing history and toward interpreting
the violence of history as a visceral experience through cinema.

It seemed obvious to me that I should be present in the film.
It was me, a Palestinian, a female, someone who has spent consid-
erable time in the Gaza Strip, who should pull this film from its
historical moment into the present. I decided on the structure for
the film fairly early in the process. I would paint over a projection
of the film as it played in reverse, at twice its normal speed so
that when it played back it would appear that the film was being
uncovered — the black paint would be lifted from the projection.
I collaborated with Ben Russell (an American Filmmaker/Artist)
to do the sound for the work, asking him to take the soundtrack
as it played in reverse and to manipulate it using a modular syn-
thesizer — again, not knowing what the work would sound like
until we played it back in the right order. All of this was a way to
simulate the experience of pulling a film out of history as though
one were digging bones out of the ground.

At the point where the black-and-white section of the film was

completed, it was clear that there was something missing. Though
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I had managed to create a film that visualized the experience of
history, I hadn’t found the contemporary moment in which to
nestle it. In a way, it felt as though that footage was suspended in
mid-air. This is how I ended up searching for material that would
confront the past with the present. That material was the young
women on spring break in Haifa. That sort of imagery is degrad-
ing, objectifying and ultimately hypocritical on Israel’s behalf in
relation to their “security state” (of supposedly living in terror of
Palestinian terrorism) that allows them to exercise gross military
action while equally wanting to protect their tourist industry. It
was also meant to reflect back on the Palestinian footage in which
women are largely absent and equally sexualized.

I often say that I was surprised by how dark and violent that
film turned out to be, as there is very little actual violence in
the film. The confrontation of how segregated the two people
are from each other is the violence of the film. Women’s bodies
are used or hidden from us — another kind of violence. Without
knowing it, I was attempting to suture Kassem’s film with my
own films, trying to understand the purpose of a declaration of
persecution and what this affords a population in the future.

I¢s hard for me to know where my ideas come from or how
exactly they develop. It’s certainly a process, one in which a collec-
tion of ideas meets research, discussion, collaboration, trial, and
error. 'm definitely a process-maker and whether or not and how
I end up in some of my pieces is always something that is carefully
considered. I am definitely not the same person and also I am not
always “me” in every work. I look at myself as another element in
a film equal to any text, still images, sound, landscapes etc. I am
another object that moves things around within the work. One
of the first films I ever made uses close up pans across an embroi-
dered dress I am wearing, my arms, my hand — it is not clear that
it’s me but rather that the body can become a sort of landscape on

which history settles.
Interview conducted by Wakai Makiko
(Coordinator of New Asian Currents) via e-mail on September 12, 2015
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From Visual Anthropology to the Third Eye
T ANRY 2B U JLEFIHK | An Interview with DlPeSh Kharel

(WU | Filmmaker)
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He’s Nepali, but something about his demeanor feels Japa-
nese. — That was my first impression of Dipesh Kharel.
I first met him at Busan Film Festival some years ago when his
documentary project Playing with Nan (2012), about a young
Nepali man working at an Indian restaurant in Hokkaido, won a
production grant. Next to him was his personal and professional
partner Saito Asami, a Japanese woman.

Something about his posture when he bows, how he was
always beaming and harmonious — it was as if the conventions
of Japanese social body language were embodied by this very
Nepali-looking man. He is currently enrolled in the PhD program
at the University of Tokyo — a Japanophile! Dipesh co-directed
the New Asian Currents film The Copper Village, together with
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Norwegian visual anthropologist Frode Storaas.

“I've always been interested in how globalization is drastically
changing Nepal society, and I've made films on this theme. At
this copper mine too, the prosperity that had continued for 300
years suddenly came to an end 30 years ago when Nepal started
importing copper from India. The young people moved out and
culture came to a standstill. This historical fact was a big concern
for me.”

The filmmakers film the act of digging and smelting copper
ore in a restrained and unspectacular tone, thus allowing the flush
excitement of the villagers to come through.

“I give the audience the chance to decide for themselves. I

want to let them feel and experience. Maybe for impatient audi-



ences it’s not too kind, but that’s my method of storytelling. I was
trained in a kind of ethnographic filmmaking.”

“Certainly the level of understanding of the film will depend
on the audience’s cultural background, knowledge, and level of
film literacy. I often worry while recording and editing that my
style of filming may be unable to convey layers of meaning to
audiences who do not know the context. But I try to let my audi-
ence feel the village as the characters live it, and add information
using subtitles, dialogue and sound.”

Recently there are more workshops for Asian filmmakers to
brush up documentary projects and learn about the industry.
How does Dipesh feel about the emphasis put on dramatic devel-
opment and strong characters in western commercial documen-
tary?

“I'm pleased to learn anew. I want to change myself, and
want my films to reach a bigger audience. In the workshop with
mentors and filmmakers from around the world, I learned new
methods like selfie and virtual reality, gained an awareness of a
larger international audience, studied how to write synopses and
make trailers, and gained insight on fundraising. These things I
did not get in my university training.

My career began in TV documentary because my uncle works
in television in Nepal. Later I studied in Norway and began to
make observational films. I was moved because only a few people
read my thesis but my documentary was seen by thousands. Doc-
umentary is a great way for cross cultural communication and
understanding.”
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FsRL# ] The Copper Village

The Copper Village was co-directed with a professor from
Bergen University, while his new work in production Dare to
Dream, the sequel story of the Nepali migrant worker in Japan,
is being co-directed with Saito Asami, his wife. “I find great
advantage in working with directors from different cultural back-
grounds. It lets me see the film from a third eye.”

Participatory, observatory, and bowing like a Japanese, I
realize that Dipesh in fact is using his third eye to look at Nepal
and Japan.

Interview conducted by Fujioka Asako (YIDFF Board Member)
in Bali on September 6, 2015
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Living across Two Languages: Viewing Anak Araw

i HAA | Yoshida Miwa
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he film, Anak Araw (“sun-child” in English translation,

directed by Gym Lumbera), is about a young Filipino man
who believes that he is an American. When we see him sitting in
a small boat, so engrossed in reading a book that does not even
appear to hear the deafening sound in the background, we, too,
have our interest sparked by whatever it is that has drawn his
attention.

Various images appear on the screen — perhaps the things
on which the young man is focused. We see a person crawling
along on all fours, a group that marches along accompanied by
the bleating of a goat, a bandsman who collapses while perform-
ing bright, happy music. Although we are drawn to their humour,
many of these shots are so strange and artificial that we are unable
to see them as connected to everyday Philippines life. On the
other hand, there is also a man holding a gun, and we indeed hear
the retort of a real gun. Not everything in view is peaceful and
idyllic.

In the second half of the film, we see a prolonged closeup
of a dictionary. Tagalog words are given in English, and English
words in Tagalog, and we know then that what this young man
is so focused on to the exclusion of everything else is a dictio-
nary. Although perhaps Tagalog is his mother tongue, for a young
man who thinks that he is an American, English must also be his
mother tongue. In other words, both languages are something
that he cannot live without. This young man moves back and
forth between English and Tagalog. Following his gaze, we too,
trace the characters in the dictionary and, remembering what we
have seen, begin the task of giving names to these things.

While the original Tagalog title, Anak Araw, means “sun-
child,” it also has the meaning “albino.” The entire work is shot
in monochrome and, as if complementing the idea connoted by
this term, has been filmed in a way that particularly emphasises
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the pallor of those living creatures, such as horses and cows, that
have white bodies. The young man, too, is a “sun-child.” The
sight of this young man, with his non-Asian appearance, who
calls himself American and who wants to have English as his own
language, impresses upon us the complicated language experience
of the people of the Philippines where it is as if both Tagalog
and English construct the people’s thoughts and way of life, and
even their landscape and history. We might say, too, that the song
which plays at the end of the film, Dahil Sa’iyo, sung, I think, in
the velvety voice of Nat King Cole, subtly conveys the complexity
invoked by language in the Philippines.

Even today, after the Philippines has long gained its inde-
pendence from United States colonial control, traces of that era
are everywhere evident and this film reveals how those traces are
inscribed on the body and in the language of one young man.

(Translated by Barbara Hartley)
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Toward Solidarity with Sunflowers and Umbrellas
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n 2014, two major democracy move-

ments emerged in the Chinese world:
one in Taiwan and the other in Hong Kong.
In both cases, the target of the demonstra-
tions was the government of the territory
in question, which had allowed itself to be
manipulated by China, ignoring the will
of the people. Although both movements
developed into prolonged occupations and
went through a similar process of strug-
gle, they ultimately culminated in differ-
ent outcomes. The movement behind the
24-day occupation in Taiwan achieved
its interim objective and was disbanded,
whereas Hong Kong’s occupation move-
ment was ultimately crushed and ended
by the forcible intervention of the police
after 75 days. The former is called the Sun-
flower Student Movement, while the latter
is called the Umbrella Movement.

On June 30, 2014, I moved tempo-
rarily from Japan to Hong Kong, to make
preparations for my film and actually shoot
it. The following day, at the invitation of
a local friend, I participated in the 1 July
event at Victoria Park. In recent years, 1
July — the anniversary of Hong Kong’s
1997 handover to China — has become
an occasion for demonstrations protesting
against China. I have visited Hong Kong
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more than a hundred times to date, but this
was the first time that I had taken part in
aJuly 1 demo, and I was astonished by the
size of the event and the strength of oppo-
sition among the people of Hong Kong.
Last year, mistrust of China in Hong Kong
reached greater heights than ever before.
The trigger was the undemocratic elec-
toral system that China planned to adopt
for the forthcoming election of the Chief
Executive in 2017. I realized that this
demonstration was likely rooted in fears
that the liberal democracy and rule of law
that have been core values for the people of
Hong Kong for many years would be lost.
On August 31, the Standing Committee
of the National People’s Congress of China
issued its final decision and, amid the
mood of despondency that settled over the
majority of Hong Kong people, university
students boycotted classes and demonstra-
tions took place, demanding “real univer-
sal suffrage.” When the police resorted to
force to quell the protests, the anger and
dissatisfaction that had built up among
many people exploded and the demonstra-
tions developed into a large-scale resistance
movement occupying Hong Kong’s busi-
ness and shopping districts, involving cit-

izens who had previously been indifferent
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toward the demonstrations.

Although neither a citizen of Hong
Kong nor a journalist, I just happened
to be in Hong Kong at the right time to
experience this historic incident, and I reg-
ularly wrote about developments and my
experiences on my Facebook and Twitter
accounts. Annoyed by the paucity of infor-
mation available in Japan and the tardiness
of its arrival, as well as the fact that the
information circulated by Hong Kong’s
official mass media was being accepted
uncritically, I went to the site of the occu-
pation every day and spent most of the
rest of my time in front of my computer,
watching live coverage on the net and
checking the latest posts by acquaintances
on the ground, as though I had completely
forgotten about preparations for my new
film. When the shock of this movement
— which some went so far as to describe
as a revolution — reverberated around
the globe, my posts were compiled into
an article on the webDICE site and soon
became cited as a source of information in
Japanese.

Now that it is all over, I believe that we
need to adopt a broader outlook in consid-
ering these two movements, going beyond

the dualistic perspective of success and
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failure. The demonstrations in Taiwan and
Hong Kong are the biggest objections and
challenges posed to date to the Chinese
Dream that Xi Jinpings regime is so assid-
uously pursuing. It seems to me that,
given the stalling of its political relations
with China, it is vital for Japan to take a
good look at the democracy movements

that emerged in these two places. There is
no need for Japanese people to fight along-
side the people of Hong Kong and Taiwan,
but I am convinced that maintaining an
interest in their political situation, under-
standing it accurately, and cheering them
on when necessary will foster a sense of
solidarity stronger and far more strategic

than anything that the Abe administration
could achieve through its foreign policy.

I believe that it is not too late to start
this process of fostering solidarity by
watching the two documentaries follow-
ing these two movements, which will be
shown here at Yamagata during the festi-
val.  (Translated by Eleanor Goldsmith)
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ust what kind of film is PYRAMID — Kaleidoscope Memories

of Destruction? 1 offer the reader two points.

The first point is expressed in the title.

The keyword here is “pyramid.” This film is set in director
Sasakubo Shin’s hometown of Chichibu, Saitama, where he still
lives, and presents the local landmark Mt. Buko (1,304 meters
tall) as a mysterious, giant, ancestral pyramid.

And just what kind of mountain is Mt. Buko? First and
foremost it is the sacred mountain of the Chichibu Shrine, the
“Mountain of God.” But, at the same time Mt. Buko is also one
of the largest deposits of limestone in Japan, and is a mountain
that has been constantly mined since the Meiji Period. Even now,
in 2015, mining severe enough to change the face of this moun-
tain continues. The cement made from its limestone has become
the flesh and blood of Japan’s economic growth. In the eyes of the
director, who visualizes Mt. Buko as a giant “grave” symbolizing
human civilization, the destruction that occurs there in the name
of “mining” is a sinister violence by which civilization destroys
civilization.

“The prosperity of our civilization is built over the destruction
of such things.” (Line from the film)

The director grew up hearing the sound of dynamite every day
at 12:30 in the afternoon.

“Our lunch bell was the sound of dynamite destroying the
mountain... This is an environment not often found in other
towns. It is avant-garde. As we were raised to the sound of dyna-
mite explosions, there is good reason that we would birth wild
forms of thought and art.” (Line from the film)

And just who is speaking here? Who is this director? Question
leads to my second point about the film.
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PYRAMID: Kaleidoscope Memories of Destruction

Sasakubo Shin was born in 1983. As a performer of classi-
cal guitar, he won the high school bracket of a national guitar
contest. He later resided in Peru for several years, delving deeper
into the musical world through exchange with musicians who
could be called the “crown jewels” of Andean music. Afterward,
Sasakubo expanded into electronic music as well. He has released
an astonishing 20 albums to date. He performs the guitar music
that plays throughout the film (he appears in the film as a man
with dreadlocks and black-framed glasses). He is active in the art
movement “Chichibu Avant Garde.”

There are many people who would say Sasakubo is an “incred-
ible talent” as a musician. Here, in this one film shot on 8mm,
and in the images, sounds, and perspective into human civiliza-
tion realized within, we encounter his “incredible talent” in a new

light. (Translated by Kyle Hecht)

IPYRAMID—HZEDEEDERLT] PYRAMID: Kaleidoscope Memories of Destruction [PJ] ...... 10/9 20:00- [F4] | 10/11 19:00~ [F4]
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ENTREVUES

e

he EntreVues Belfort film festival is an annual interna-

tional film festival, founded in 1986 by Janine Bazin and
held in Belfort, France. Through its First Films International
Competition (from 1st to 3rd film), the festival is dedicated to
support emerging filmmakers. Moreover, it offers a post-pro-
duction grant for first, second and third films through the
[Films en cours] award.

Alongside of the International Competition, the festival
focuses on rediscovering filmmakers from the cinematic her-
itage with retrospectives, tributes and encounters.

Since 1986, retrospectives have been dedicated to inter-
national directors such as: Michelangelo Antonioni, David
Cronenberg, Michael Cimino, Jerzy Skolimowski, Barbet
Schroeder, Paul Schrader, Milos Forman, Marco Bellocchio,
Paul Verhoeven, Abel Ferrara, Jean-Claude Brisseau, Jean-
Pierre Mocky, John Carpenter, Jacques Doillon and in 2014
A « Double Feature » Kurosawa Kiyoshi program and the first
complete retrospective in France of Kon Satoshi’s films.

Many first films by young directors who are now renowned
for their work were originally selected by EntreVues Belfort.
Amongst the discovered directors were: Darren Aronof-
sky, Pedro Costa, Alain Guiraudie, Chen Kaige, Abdellatif
Kechiche, Wang Chao, Athina Rachel Tsangari, Rabah Ameur-
Zaimeche, Yousry Nasrallah, Jean-Claude Brisseau, Laurent
Cantet, Lars Von Trier, and, more recently, Laurent Achard,
Brillante Mendoza, Albert Serra and Tariq Teguia.

Asiatic young talents such as Park Chong-Won, Yu Lik Wai,
Ning Ying, Ishii Katsuhito, Mizutani Toshiyuki, Kobayashi
Masahiro, Hayakawa Wataru or Sato Makoto have been
invited to screen their work in Belfort.

ENTREVUES BELFORT

INTERNATIONAL FILM FESTIVAL

CNTDEVIIEC 30™EDITION - 28 NOV-6 DEC 2015

THE FILMMAKERS OF ToMORROW : INTERNATIONAL COMPETITION

1%, 2nd 31 films : fictions, documentaries, features and
shorts.

SPECIAL 30 : CADAVRE EXQUIS

30 filmmakers, that have marked the festival’s history, are
playing the famous surrealist game by choosing a film
from the last frame of another film.

SPECIAL 30™ : ENTREVUES, 30 YEARS LATER

The new films of the directors that were selected in the
international competition of Entrevues since 30 years.

LA FABBRICA : OTAR I0SSELIANI

The famous Georgian director will present his poetic
and rebellious cinema.

A CERTAIN GENRE : BONG JOON-HO

Complete retrospective of the work of the South Korean
Master of thriller and science fiction.

CINEMA AND HISTORY : 1986

An exploration of the films that have marked the year 1986,
the year of the creation of Entrevues.

What does the year 1986 reveals in terms of cinema and
world state ?

PUT 70 THE TEST: MATTER AND MEMORY

How documentary cinema questions political issues of
collective memory.

WWW.FESTIVAL-ENTREVUES.COM &G IEd 3/ FESTIVALBELFORT
FESTIVAL ORGANIZED BY THE CITY OF BELFORT AND CINEMAS D'AUJOURD’HUI
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My Conversations with Jorge Sanjinés:
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On the Occasion of the Program “Latinoamérica”
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For the past forty years I have collaborated with, and been
involved in the independent screenings of, the films of direc-
tor Jorge Sanjinés and Grupo Ukamau, the Bolivian production
group that Sanjinés founded. Neither Sanjinés nor the members
of Grupo Ukamau, however, can be confined within the narrow
definition of documentary film-maker. While many of their
films draw on real-life events, these events are often fictionalised
on-screen. Nevertheless, since they do produce documentary and
semi-documentary, both were inevitably mentioned in research
reference books on contemporary Latin American film published
throughout Latin America and the South Americas.

I first met Jorge Sanjinés in 1975. I had happened to see his
film, Blood of the Condor (1969), while in the Ecuadorian capital of
Quito. Struck by the fresh style of the film, I made inquiries about
this unknown director and discovered that he had fled the mili-
tary administration then controlling Bolivia and was now living
in Quito. I met him the following day. As we talked, I could tell
that we shared a common sense of history, a common worldview. I
was travelling then with my partner and, since Jorge and his group
were moving around from place to place in Latin America seeking
refuge, we had the opportunity to meet many times again. When
we did, Jorge would always screen one of his productions and
also show the work of other film makers whom he thought were
important. He also explained many things about Latin American
film. In spite of the fact that I am not really involved in the pro-
duction of films, I have kept in touch with Jorge throughout the
forty years that have since elapsed since we first met.

I think it must have been somewhere in Bogota that Jorge
Sanjinés gave me a viewing of The Brickmakers (Chircales), the
1972 Columbian film directed by Marta Rodriguez and Jorge
Silva, which will be shown at this year’s Yamagata Festival. Jorge
told how his early short films, such as Revolucién (1962) and
Aysa! (Derrumbamiento) (1965), depicted the desperate poverty
of the common people. Nevertheless, the poor of the time were
highly critical of these films, pointing out that there was nothing
entertaining whatsoever about merely providing an on-screen
representation of the poverty that marked their everyday lives.
What they wanted to know, and what they wanted other people
to know, was how that situation came about. Receptive to this
criticism, Jorge Sanjinés and the Grupo Ukamau began to change
their style of film. The Brickmakers also faced the problem of sus-
picion of the project among the people being filmed. But Jorge
remembered declaring that these were film-makers that could be
trusted. I was tremendously excited when I learnt that, as well as
The Brickmakers, this year at Yamagata I would be able to sce a
later film by these two Columbian film-makers.

One of the film-makers to whom Jorge Sanjinés is closest,
in whom he places the greatest trust, is Argentinia’s Fernando

Solanas. I clearly recall Jorge’s passion as he told me about 7he
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Hour of Furnaces, a 1968 Solanas film directed jointly with
Octavio Getino. If T remember rightly it was around 2000, when
notice was given that a public screening would not be possible in
Japan, that I had the chance to see this highly acclaimed film in
a closed showing at a venue in Tokyo. I will leave it to readers to
imagine my thoughts when, my eyes never leaving the screen, I
was privileged to be part of that select audience.

I don't actually remember whether or not the name of the
Chilean director, Patricio Guzmdn, featured in the conversa-
tions that I had with Jorge, but for a time during the Allende
socialist administration in Chile between 1970 and September
1973, Jorge and his colleagues fled the military junta in Bolivia
and sought asylum in Chile. Under the Allende administration,
there was a vigorous cultural policy and many cultural activists
who had fled the various military governments of the time in
Latin America made their way to Chile and found work in that
country’s television and film industries. Because Jorge Sanjinés,
too, was one of these cultural activists it is likely that he had the
opportunity to meet with Guzmdn. Of course, I became very
familiar with Guzmdn’s name and work from the various newspa-
per articles and reference books that I came across while in Latin
America. Even before I had the chance to see his film, 7he Battle
of Chile, therefore, the title of this three part documentary pro-
duced between 1975 and 1978 was deeply inscribed in my con-
sciousness. This work will be shown in full at Yamagata this year.
Several years ago, when I saw Guzmdn’s Nostalgia for the Light
(2010), my awareness of his other work made the impact of that
film all the more profound.

The independent showings of Grupo Ukamau films that com-
menced in 1980 enjoyed great success. Thus in 1981, when I
felt inspired to continue my activities in this field, I translated
and published a book that enunciated the film theory of Jorge
Sanjinés and the Grupo Ukamau entitled Making Revolutionary
Film: Together with the People of Latin America (San-ichi Press,
now out-of-print). In an afterword I provided a chronological list
of Grupo Ukumau films and other films from Latin America. At
that time, because it was almost impossible to see screenings of
films from the region, I included a number of works that I myself
had not been able to view. Based on my conversations with Jorge
Sanjinés and the information I gained from reference books, I
added a chronological list of directors and titles. Accordingly, this
list included The Brickmakers, The Hour of the Furnaces and the
three parts of 7he Battle of Chile.

And now the time has arrived when here in Japan I can see the
films mentioned in the anecdotes related above! Thinking back
over the past forty years, recalling my life and my work in this
area, I am overwhelmed to know that it is now possible to view
these works at the Yamagata International Documentary Film
(Translated by Barbara Hartley)

Festival.
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Film About Memory, Film as Memory:

Patricio Guzmén and the Chilean Coup d’Etat
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Patricio Guzmdn’s documentary 7he Battle of Chile (1975-79)
climaxes with the tumultuous shockwaves of the Chilean
coup d’état that took place on September 11, 1973. Once
you've seen the stark vividness that colors Part One of the film,
which begins with the bombing of the Presidential Palace, and
the jolting rawness of Part Two, which ends with an overlap-
ping montage of the crumbling Palace and the proclamation of
the resulting Pinochet regime, the scenes tend to stay with you.
The film, depicting the struggle between the Salvador Allende
regime on one side and the opposition forces looking to topple
the government — the bourgeoisie and Army — on the other,
wasn't actually conceived as an attempt to chronicle a coup d’état.
Guzmdn’s original concept was to document the course of Pres-
ident Allende’s socialist policies from ideological, political, and
economic perspectives. In a way, he was probably hoping to make
a follow-up to his 1971 documentary Primer afio.

After formulating a rough sketch of the documentary, breaking
the plan into twenty or so parts, and getting ready to start shoot-
ing, the crew ran into a big problem: stiff economic sanctions
imposed by the United States, which viewed President Allende as
a potential threat, had cut off the crew’s supply of film. Trying to
secure resources through official channels would have taken years.
That's where Chris Marker stepped in to lend a helping hand.
Guzmdn had written a letter to Marker, a French cinephile who'd
been so enamored with Primer asio that he'd expressed an inter-
est in making his own version of the film for French audiences,
detailing his plans for the new project and laying out the predic-
ament that he found himself in. Marker responded by sending
Guzmain a load of film. Thus, Marker became a member of the
production team.

After finishing his studies at Spain’s Official Film School and
heading home to Chile in 1971, Patricio Guzmdn apparently
had his sights set on making fictional film. The class conflict that

M LM Screenings

FFYUoRIW] The Battle of Chile [LA] ...... 10/12 10:00- [CS]

he witnessed under the Allende administration upon his return,
however, was so visible and prevalent that he felt the need to shift
tracks and make a documentary on Allende. That change of heart
— that flash of inspiration — led Guzmén to record the collapse
of the government in a film that would ultimately leave indelible,
powerful marks on people’s memories.

The Pearl Button (2014), Guzmén’s entry in this year’s Inter-
national Competition program, suggests that the director’s mem-
ories of that fateful coup d’état — now more than 40 years old
— have lodged deep within his creative psyche. The film centers
on a single shirt button in the ocean, exploring its implications
in symbolizing the repressed memories of the indigenous “water
people” of Western Patagonia — a group that endured affliction
both during the colonial era and under Pinochet. When Frederick
Wiseman asked Guzmén why the coup d’état continues to be
such an obsession for the director, Guzmdn said that he “can’t get
away from [that] moment.”

What Guzmdn said next raises interesting questions about
his perspective and motivations. Speaking about the coup d’état,
Guzmidn said that “It’s as if I'd witnessed my home being burnt
down in my childhood.” Might Guzmdn have been invoking the
image of the Presidential Palace bombing, which bookended the
first two parts of The Battle of Chile and served as the central the-
matic pivot of the entire trilogy? Could “my home” be a figurative
representation of La Moneda Palace — the setting for the 1973
military takeover?

While most of Guzmdn’s friends in Chile say that the coup
d’état is part of the distant past, Guzmdn says that “It’s as if it hap-
pened last year, last month, or last week. It’s as if I exist inside an
amber-filled capsule.” That “amber-filled capsule” is the stone-en-
crusted pearl at the interpretive heart of The Pearl Button. Its
Guzmdn’s legacy of films. It’s a way to keep memory from disin-

tegrating. (Translated by Tom Kain)

F&¥knRs>] The Pearl Button [IC] ... 10/9 10:00- [YC] 110/10 16:00- [CL]
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Gustavo Fontdn: The Free Horizons of Sound and Image

IYUNH | Akasaka Daisuke

(WRIHEETER SR | Film Critic)
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t first glance, Gustavo Fontdn appears to be an anomalous
Immaker in contemporary Argentine cinema. He doesn’t
appear to have anything in common with the works of celebrated
Argentine filmmakers like Ana Poliak, Pablo Reyero, Carlos Ech-
everrfa, Edgardo Cozarinsky, or even the (early) work of Leon-
ardo Favio. Likewise, his work is absolutely different from that
of Matfas Pineiro, Alejo Moguillansky, and Mariano Llinds, all
former students of Rafael Filippelli at the National Institute of
Cinema and Audiovisual Arts, and now fully active filmmakers in
their own right. If anything, there is the desire to classify Gustavo
Fontdn as a filmmaker influenced by forerunners of global cinema
such as Robert Bresson, Victor Erice, Andrei Tarkovsky, and Alex-
ander Sokurov, a filmmaker who introduced their techniques of
framing, noise, light, and shadow to Argentine screens. But still,
this would be too simple. One could call Gustavo Fontdn a “cine-
matic poet,” given that he once aspired to join the world of poetry
and literature, and that he as a filmmaker he adapted the texts of
Juan Laurentino Ortiz and Juan José Saer into cinema. Yet, even
this label would be incorrect.

Gustavo Fontdn’s 2002 feature film Where the Sun Sets (Donde
cae el sol) depicts a love story between an elderly man and a
woman thirty years younger, in an exquisite work reminiscent
of American independent film or the Dardenne brothers. Com-
pared to Fontdn’s later, more adventurous work, it seems odd that
he would have made this film. From the time of 7he Tree (El
drbol, 2006), which will be screened at this festival, he begins
making films that combine low fidelity sounds and fragmentary
images, creating what one could call musical or poetic struc-
ture. The Tree is the first work in a series of films on the home of

[#&] The Tree
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Fontdn’s parents, a series that continues until 7he House (La casa,
2012), which I screened last year in Tokyo as part of a program I
organized with the name New Century New Cinema Presents Cine
Argentino Vol. 5. While The House is reminiscent of the films of
Tarkovsky and Erice in its use of imagery of wood and water and
sounds of bugs and children, as a work it is full of freedom and
without attachment. At this year’s festival we will screen The Face
(El rostro, 2013), the first installment in a series on rivers that
begins with a film that could be called a symphonic poem for a
river, The (River) Bank that Becomes Abysmal (La orilla se abisma,
2008), which I also screened last year in Tokyo. Though The Face
depicts the daily lives of “performed” fishermen, it is not limited
to this endeavor. Through the digitalized images of a handheld
camera that uses black-and-white Super8 and 16mm film, the
film actively speaks to the materiality of different formats of
black-and-white images. Another fiction film by Fontdn that I
would love to see introduced into Japan is 7he Mother (La madre,
2009). The work is reminiscent of Tarkovsky in its free use of
off-screen sound, though Fontdn’s use of the technique is distinct
and achieves a sense of liberation that is fully his own. Fontdn’s
films lead the senses of their audiences to a place where sound and
image can be perceived as material, and in so doing can be said to
liberate new horizons of freedom. Thus the question — should

we consider them poems?

(Translated by Kyle Hecht)

M LB Screenings
(%) The Tree [LA] ...... 10/10 10:00- [CS]
[#8) The Face [JF] ...... 10/14 10:00- [YC]
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Tomi Lebrero: Prodigy of the Buenos Aires Independent Scene
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For the first time in four years, Tomi
Lebrero will visit Yamagata from
Buenos Aires for a special concert held
in connection with the “Latinoamérica”
program of the Yamagata International
Documentary Film Festival. He is coming
to Japan on the invitation of the 2015
Kyoto Music Expo sponsored by the group
Quruli, and will take part in a Quruli
performance in Kyoto. In addition, he
will conduct a nationwide tour, hence the
visit to Yamagata. It is no coincidence that
Tomi will be in Japan exactly at this time
or that Tomi, who is known as a fan of
film, has been invited to perform a special
concert at the film festival.

When one hears the words Buenos
Aires or bandeneon player, it is probably a
very natural reaction that tango automat-

ically comes to mind. But Tomi’s music is

B2~ ¥)L « 5147 Special Live Concert
STFYTAINHERERE TILEYFY - TT/RTALZAORER b3 -

A48 | Ishigooka Manabu

(yama-brazx$% | President of “yama-bra”)

A&do b MOERIZOEER AL
BTYOI, Voo a  TRHIESH
TLATIEHLERET O, RO ERIRZ
SUIMEHIL L DT HDOF+Y
TE. AT AR - TAEH - Tzt T
2+ 74L—0 (Orquesta Tipica Fernindez
Fierro) &40, 2o TR TAI =Y
FroIRE o7, HRIEZDRIFZEDOLD
THHAH, 2O/ L — T3ty T
W NT =< ATHILN, FYVTD
2R = oEHED 2L TTIRLOODT,
2005 DU D F A F 2 DA ST,
FA—BWEHAOIOIOI . v h— I
7545 —LLTOIERREMG. BIEET
4IEDFVCFIL - TISLE 2 EDH
MRS, ZOEREE, £

something that goes against that instinct
entirely. I feel sorry for people expecting
classic tango, but his music is not tradi-
tional in that way. His career started in
a tango-based unit, the Orquesta Tipica
Ferndndez Fierro. He is also one of the
founders. But this group was known for its
edgy and extreme performances, so from
the start his career was not about the usual
type of tango. From 2005 onwards, he
began playing the guitar as well as the ban-
deneon, and singing the songs himself as a
singer-songwriter. To date he has released
four original albums and two soundtracks.
Although his musicality remains faintly
redolent of traditional Argentinian music
like tango and folclore, his music carries
his signature, is not tied to any genre, and
exemplifies the independent scene of the
Palermo neighborhood, the cultural hub

In connection with the Latinoamérica program
Yamagata Special Concert by Tomi Lebrero — the next generation from Buenos Aires, Argentina
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of Buenos Aires. When I say that his music
incorporates everything from the bande-
neon to stomp box, drum machines and
even rap, you might imagine it to be exper-
imental and avant-garde. However his
music is not at all difficult: within the new
methodology is concentrated a simple and
genial humanity. His songs, whose tunes
are bound by a frank sensitivity, could
never be described as accomplished, but
they have a charm that plays on the heart
strings. Please give a listen to a snippet of
his music on YouTube like that for French
film-maker Vincent Moon’s “Take Away
Show #104” or ““Matsuo Basho’ filmed by
Mitamura Ryo.” I hope lots of people will
get a taste of contemporary Buenos Aires
that Tomi will bring to this once-in-a-life-
time performance at the film festival.
(Translated by Laura Holland)
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FRANK LLOYD WRIGHT (4-16-6 Nanukamachi, Yamagata) | Advance Tickets: 2,500 yen / Door Tickets: 3,000 yen
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The Cinematic Age(s) of Matsumoto Toshio
A SCE ¢ | An Interview with Tsutsui Takefumi

(WU | Filmmaker)
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Discovering Images — The Age of Matsumoto Toshio
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—— Let me start an interview asking you about the beginning of
making Discovering Images — The Age of Matsumoto Toshio (the
series of five parts.)

I had a chance to make a documentary of cameraman Suzuki
Tatsuo and had an opportunity to meet Mr. Matsumoto Toshio
to ask him to supervise the film. The story he told me at that
time was quite interesting and I got desire to record it. It was in
2003, and the sequence I shot first was the interview in “Partl:
Documentary Film.”

—— Did you have a plan to make the series of five parts at the
beginning?

I found a lot of things as I had a lot of interviews, and it led me to
elaborate the structure of the whole film. After I started shooting
and researching him, I realize that to tell the story of Matsumoto
Toshio means not only to tell his own story. Cinema, images,
environmental art, contemporary art... He explored and crossed
every genre of the postwar Japanese cinema history. He is politi-
cally aware as well, and he conducted the educational activity to
appreciate the important works of the other countries. He had a
lot of debates as well. By depicting his extensive and deep over-
view, we'll be able to see not only the history of Japanese cinema
but also postwar Japanese history. I realized again that he is such
a phenomenon.

—— Even Part1 alone has a large volume.

Tsutsui: Matsumoto started his carrier in the film industry
working as an assistant director at Shin-Riken Film Company,
then promoted to director. He became the leader of labor union
and only he was fired. He started working as a freelance film direc-
tor, but he always made films rubbing sponsors the wrong way
and lost his jobs. He hadn’t been able to make films. He couldn’
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make even one film in between 1963 and 1967. I can't believe
it but he did any kind of job to earn a living at that time. But
his film Mothers (1967) won the Grand Prix at the 18th Venice
International Documentary Film Festival and he came back to
the film industry. The whole story I told you now is in Partl. The
most dramatic part in five parts and enjoyable with happy ending.
—— Tell me about “Part2: Expanded Cinema" and “Part3: Feature
Film."”

“Expanded Cinema” is like moving images on multi-screen or
huge moving images on an amorphous screen, the visual expe-
rience beyond what you get on the movie screen. I depicted the
story of expanded cinema deeply, too. For the Damaged Right
Eye is the first major three-screen film in Japan, and his highest
achievement of expanded cinema is Space Projection Ako at Textile
Pavilion at the Japan World Exposition in Osaka in 1970. I
visited there and saw it when I was a junior high school student.
That strange experience of images is still imprinted in my mind.
In Part3, I listened to his thought of feature film, which he made
only four, with anecdotes of people around him.

—— Many people think of Matsumoto Toshio as an artist of exper-
imental film. Thus Part4 is about “Experimental Film."

From the late 1960s to 1970s, he was making experimental films
every year using 16mm film, video, scanner, etc. In Part4, we
project his work on a screen with him talking in front of it. Images
are projected on his body as well. The same images are displayed
on the monitor in front of him, and I intend to synchronize the
words he was saying while looking at the monitor with the images
behind him. Depending on what genre we talk about, I changed
the place and surroundings where the interviews were held.

—— Finally, “Part5: Cinema Movement.”

As T learned a lot while I was shooting, there were a lot of things I
didn’t understand enough or I didn’t know in each interview. For
example, about his participation in the Japan World Exposition.
Anti-Expo movement arose, and the avant-gardes were divided
into two; participants in Expo and anti-Expo people. Anti-Expo
people criticized him at that time, but what does he think of it
now? I held additional interviews and asked him about what I
missed the chance to ask. As he made his own films, he expressed
his opinion about various films, made strong arguments, and
fought against the older generation. I asked him to summarize his
“movement” from the present position.

—— The film is totally 700 minutes.

Some people think it’s too long, but it may be very economi-
cal because you can understand the postwar history of Japanese
cinema and the postwar Japanese history in 11 hours 40 minutes.
I am confident about it. Of course it is the result of his activity
until now. I had totally 15 hours interview with Matsumoto. I



also had interviews with 20 important persons around him. Its
been 13years since I started shooting. Matsumoto has been saying
for years, “Please complete it while I am in good health.” T com-

pleted it to keep our promise.

M _EBR Screenings

Interview conducted by Yoshino Daichi (Radio Program Director,
Cinema Kinema) via telephone on September 9, 2015

(Translated by Araki Takuro)

IREDF R =mABRXOER] Discovering Images — The Age of Matsumoto Toshio [DS]
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Record of a Performance: Cinéastes de notre temps: John Cassavetes

JEI1% 4y | Hamaguchi Ryusuke
(WU | Filmmaker)
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Cinéa&tef de notre temps: John Cassavetes combines two inter-
views — one filmed in Hollywood in 1965, and the other
in Paris in 1968. We are taken by surprise as soon as it starts by
a long scene in which Cassavetes and his Faces camera operator,
George Sims, perform a kind of unfunny comedy routine. Their
banter is just like a Cassavetes film itself. The scene is also just like
an early one in Faces where two middle-aged men play the fool to
entertain a prostitute. As someone who has long been struggling
with how to achieve a Cassavetes-like “much ado about nothing”
quality in film, this was a telling scene for me. In the scenes in
both films, there’s nothing but his life, his physical self, there.

When we see Cassavetes in 1968, the first impression is that
he is prematurely aged. He hasn’t hit 40, but is showing some gray
hairs, and his expression has a hint of bitterness. But even though
he still furrows his brow, once he gets going he talks as if he is
driven by something. It was in this second part of the film that
I had a strange feeling about watching it. I felt like I had heard
these words of his before somewhere:

“Not so much that the film can be a great film or a bad film
or a mediocre film. But the idea that it can happen, that people
can go out with nothing and through their own will and through
their determination make something out of nothing, out of
nowhere, no technical know-how, no equipment.”

This quote is from a book called Cassavetes on Cassavetes (ed.
by Ray Carney, Faber and Faber, 2001). It is a compilation of
quotes from interviews held over most of Cassavetes  lifetime,
and I basically consider it my bible. It includes numerous inspi-
rational comments he made not only on filmmaking but on life
itself. They are textual gems that I feel like urging you all to go

and read right here and now. The strange feeling I mentioned
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carlier was a sense of déja vu (or déja lu) that arose in the context
of my own experience; it seemed like he was answering the inter-
viewer using pre-existing text. While Cassavetes was a performer
I was watching on screen, he was also the creator of those texts;
and what I saw was the words and the man in perfect union. This
also led me to a certain conviction.

I said he talked as if he were driven — meaning it was if he
were compelled to say what he said. Compelled by what? I'll come
out and say it. His texts make him say things. Or rather there
is a more profound “something” that generates those texts. And
that “something” drove him to make Husbands, A Woman Under
the Influence, and Love Streams. That something appears to us
here as a text that seems like a typical John Cassavetes comment,
expressed in the exact form of speech he would be most likely to
use. Isn't this just like something we know well? That’s right, it’s
like performing. Its just like the best kind of performance.

I am definitely not saying that Cassavetes is playing Cassavetes,
or that a great artist was really a common man wearing a mask.
For Cassavetes, there could be no performance from behind a
mask. Performing is as he says in this film a way of expressing a
person’s truth, and he is just putting that into practice himself.
Was not his life itself the merging of life and performance? He
would not allow himself to take a path other than the honest
expression of self. That’s a hard life. This film of him is inevitably
a merging of life and performance — that is, a record containing
John Cassavetes’ best performance, which can even stimulate our
own “something.” He had 20 years of life left at this point. He
left us after having lived about half the lifetime of Manoel de
Oliveira, a man who committed himself to keep filming perfor-

mance as performance. (Translated by Julianne Long)
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Where Does Truth Exist?: Robert Frank’s Me and My Brother
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orn in Switzerland in 1924, Robert Frank moved to New

York in 1947 and is now probably the oldest active photog-
rapher and film director today. He began his career working for
the fashion magazine Harpers Bazaar, but it didn’t take him long
to cut ties with the commercial industry. In France in 1958 and in
the U.S. the following year, Frank published a photo book enti-
tled The Americans. Widely known as one of the most influential
postwar collections of photographs, the book gives a depiction of
the illusions of American prosperity, combining profound lyri-
cism with sharp criticism.

In 1959, Frank moved on to filmmaking, making his direc-
torial debut with Pull My Daisy (co-directed by Alfred Leslie).
Based on original works by Frank’s ally, Jack Kerouac — who also
narrates the movie — the film features several literary stars of the
Beat generation, including Allen Ginsberg, Peter Orlovsky, and
Gregory Corso. It was a change of battlegrounds in a period in
which Frank was in the midst of establishing himself as a photog-
rapher. This was the very same period that saw the formative years
of anti-Hollywood (i.e., independent) films in New York. Frank
along with Jonas Mekas and John Cassavetes ended up taking on
the burden of cultivating this film movement in its early stages. In
the 1970s, Frank, while still keeping a hand in motion pictures,
returned to still photography where he exploited his filmmaking
experience with his use of written text and techniques involving
the juxtaposition of numerous images in his work. What can be
found in his still photography more than anything else is an aes-
thetic, political, and ethical interrogation of the act of “capturing”
the photographic subject — a theme frequently seen in his films
and one of the major themes in Me and My Brother.

Me and My Brother, along with Candy Mountain (1987), is
one of Frank’s few feature-length films. It is a controversial work
that displays in their most extreme and complex form the signa-
ture features of his films. These features, which originated in Pull
My Daisy, include impromptu stage direction, editing, and the
shuttling back and forth between fiction and documentary.

In Me and My Brother, Julius Orlovsky, the “main character,”
lives with his younger brother, Peter, and Peter’s live-in partner,
Allen Ginsburg after having resided in a New York mental hospi-

tal for several years. Julius still suffers from catatonic schizophrenia,
and the people around him, including Peter, have difficulties dealing
with him, as he is unable to recover any connection to “the world.”

Frank originally planned on making this film a documentary
composed of footage of Julius’s daily life and travels with his
brother; but in the middle of the production, Julius ran away. At
that point, Joseph Chaikin took over the “portrayal” of Julius. The
film adds further layers of complexity with other double-castings,
as in the case of Christopher Walken who plays the role the film’s
director, Frank, with the voice of Frank himself dubbed in for
Walken. Moreover, Frank interleaves references to the film’s very
own production by inserting several clips of the film’s own rushes
projected on screen. Sound and image are frequently out of sync,
destabilizing meaning. Through these complex effects, narrative
consistency, normally a necessity, is disrupted by a steady stream
of shifts and alterations. At the beginning of the film is a traffic
sign flashing “Stop/Do Not Enter;” thus from the outset, the act
of viewing itself has been made forbidden.

But the structure of Frank’s message is perhaps rather simple.
Whether involved with his younger brother, Ginsberg, his doctor,
or the director, Julius is always passive. He is completely protected,
he is spoken to, he is asked questions, he is controlled. The people
in his world are represented by “doctors,” and Julius is portrayed as
a “patient” who, whether through his own volition or orders from
others, cannot act. On the other hand, his reticence, to the extent
that it contrasts with the loquacity of the people in the normal
world, is a sign of his doubtless “wisdom.” The relationship of
doctor and patient is overlapped with actor and direcror and then
watcher and watched and is auto-critiqued. More than anyone else,
the person who sees through the multilayered structure of control/
controlled and is better able to understand the difficulties of using
language to talk about truth is none other than Julius. That’s what
FranK’s working hypothesis for the film comes down to. The final
scene reveals this when, after having shown up again at a psychi-
atric hospital in Napa, California, the “real” Julius becomes unex-
pectedly articulate, engaging the “real” Frank in a dialogue. Julius,
more than anyone else, acts as the part of sage.

He states: “Well, the camera seems like a — a — a reflection of
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disapproval or disgust or — disappointment or unhelpfulness —
ness — or ¢h — unexplain — unexplainability — unexplainability
— to ¢h — disclose any real, real truth that might possibly exist.”
In response to Frank’s question, “Where does truth exist?”
Julius responds, “Inside and outside — the world. Outside the

world — is — well — I don’t know.” In this tranquil yet striking dia-
logue the film comes closest to being a documentary while at the
same time sculpting a narrative climax in an eventful story about

the search for truth through every conceivable means.
(Translated by Thomas Kabara)

* This essay references the following works: Paul Roth, “Me and My Brother,” in the Handouts for the screenings of Robert Frank’s Films (Wash-
ington, D.C.: National Gallery of Art, 1994), n.p.; Toyama Sumio, “Acting, Camera, and Truth: On Me and My Brother (Robert Frank, 1968)," PHASES
Vol. 5, Division of Representation Studies in Art and Culture, Graduate School of the Humanities, Tokyo Metropolitan University, 2014, Japanese only.
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mak Bakia — it’s first of all a name of a film. More pre-
cisely, it's an assemblage of images bound together by Man
Ray, which he calls “cinépo¢me.” Etymologically, “ciné-” means
“kinema,” so we could call it a poem of movement. The collar of a
shirt a man ripped off dances in the air, and gradually transforms
itself into a fluid object that looks like a window, floating majes-
tically. This poem continues to swim since it appeared nearly
a century ago, losing none of its gracefulness. We have never
grasped it, despite, or because of, its sure and living presence.
Emak Bakia — “Leave me alone.” “Fiche-moi la paix.” Man
Ray kept the title untranslated. This Basque phrase — if it intends
to convey something — fell on deaf ears. The truth is that it was
a name given to a building. 7he Search for Emak Bakia by Oskar
Alegria appears to record a journey, in which an explorer desires
to search for that building. If this is the case, Alegria’s film can
be compared to prose commentary on a poem that gently eludes
our understanding. However, as any attempt to disclose a secret
encounters interruptions, detours, and deviations all the time, so
does this journey that seeks for commentary. Images of streets,
beaches, corridors are inserted; they were probably shot in some
unknown places. And then they are put in contrast with other
images that appear to be taken in the same places. Its legs of a
dancing woman and legs of a street performer that jump around
a glass, Man Ray’s image of “leave me alone” and an image of an
explorer, that opens up a proper space for Emak Bakia, out of
which emerges, only for a short while, a carnival. Poem for poem,
image for image. The prose in the documentary is thus elevated
to poetry.
Emak Bakia — however, if Man Ray’s Emak Bakia is a poem
and a complete work with its own vocabulary and syntax, then
The Search for Emak Bakia remains nothing but a verbose and
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approximate explanation; that is what a prose translation of a
poem ought to bear. We learn from uncertain words witnesses
narrate the ways in which a colloquial sentence no translation
can reproduce — “Emak Bakia” [“leave me alone”] — becomes
the very name of a house. It’s an idiom, a sentence, and a name.
This is all tied together to one house but in a very tenuous
manner; it may fall apart unless spoken by several persons. But
as if ridiculing the effort of reconstruction, this name also denies
its own existence as a name: “Who cares about my name? Leave
me alone.” Another explorer says to the camera about the name
which refuses itself: “Emak Bakia was more a way of searching.”
“Emak Bakia” is a name given to a gesture that refuses names.
But at the same time it’s a name which indicates a search for the
forbidden Basque name. Moreover, it’s a name for a site where
multiple journeys meet by chance.

Emak Bakia — names have an enigma which should be left
undisclosed. I do not say that the secret they hide is of a sacred
nature. A survivor from the concentration camp in Sachsenhau-
sen tells us that he wrote down names in letters, which passed
censorship. Buildings named in Basque become signs for extreme
hunger, necessary materials, and foods. This time, names become
sentences. No longer symbols, names fall down to the most mate-
rial level of subsistence. They stay in one place; they are being
hidden and hide some other things. But they also travel from
person to person, from memory to memory.

emAk bAkiA — What does the repetition of the first letter
and vowel in the alphabet predict with the chaotic dance of light
emanating from the film? Isn’t it an explorer, seduced and over-
whelmed, standing still on the threshold of a secret door? And

perhaps we are also such an explorer.

(Translated by Oda Toru)
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t first glance the place looks abandoned, a place which might

t Kurosawa Kiyoshi’s films very well. Once we step inside

the half-ruined big building, we hear chattering sounds coming
from dark areas over there. Our eyes get used to the darkness,
and we notice that 16 mm film projectors throw lights on white
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walls on all the sides. It appears that fragments of old newsreels
are being shown. The faded and almost crumbling walls were
recently repainted and scribbled, which give me a feeling that I'm
being surrounded by a herd of colorful zombies. In another room
lie heaps of film reels that smell sour. What is this? Did someone
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Lab Laba-Laba

throw away garbage in this place? Or, is this an exhibition? Like
Kidlat Tahimik, I want to march around, shouting “God of film!
God of Spaghetti!” and hitting a gong, as if in a sacrificial ritual.
In one another room, a big, stylish mural awaits us. Illustrated
panels unfold before our eyes, explaining how a film stock meta-
morphoses into a cinema with images and sounds.

This is what I saw in the exhibition Lab Laba-Laba during
my visit to Jakarta last April. Lab Laba-Laba means the labora-
tory (Lab) spiders (Laba-Laba) cover with webs. This exhibition
title is as playful as Noda Hideki’s puns, while precisely telling us
what the exhibition site looks like. At the center of the artists who
participated in this show is Edwin, an energetic film artist. After
Blind Pig Who Wants to Fly (2008) and Postcards from the Zoo
(2012) made him a leading surrealist artist in East Asia, Edwin
went to the Netherlands for study. But no sooner had he come
back to Indonesia than he launched this exhibition project.

At the beginning of this essay, I said that the exhibition took
place in an abandoned building. But this site is actually a property
of the PEN (Produksi Film Negara [State Film Production]), an
authentic institution which has served as the center of film indus-
try in Indonesia. The PFN was established in 1934, at the time

of Dutch colonialism. It made propaganda films as the Jakartan

W RY7 L Symposium
T7IvR - 7y T—Y 0% The Magic of Found Footage

[NAC/DS] 10/13 15:00- [M5]

branch of Nippon Eiga Sha [Japan Film Company] under the
Japanese occupation during the Pacific War. After the national
independence, with the Sukarno and the Suharto regimes, it
created a large amount of fictional films and newsreels, reflecting
the policies of each sovereign ruler. Up to the 1980s, it was a
widely influential laboratory not only in Indonesia but all over
East Asia. The PFN, one can say, is a living witness of modern
and contemporary Indonesia. However, Lab Laba-Laba became
obsolete and almost forgotten, as the demand for film produc-
tion rapidly dropped after the democratization that followed the
demise of the Suharto administration and due to digitalization in
the 21st century. What Edwin and his fellow artists focused on
was to “recycle” this historic place where huge and rusty contain-
ers of solution stand here and there.

To recycle does not mean to reverse the clock, however. Their
official purpose is probably to draw wide public attention, so that
the preservation and restoration of films becomes possible and
that history of film and film culture are taken seriously. In addi-
tion, Yui Ricko, a journalist well-versed in local circumstances,
suggests in a report (Sarasa, 2015 June) that their exhibition is
partly a protest against a government-led restructuring plan to
scrap the historic place and build a huge entertainment complex
which includes a multiplex and a hotel.

Although she is certainly right, there is some other thing I
sensed. Edwin and his fellows showed no nostalgia for past films
of the golden age which shine with popular dreams and hopes.
However, they were different from archivists who ask for the
preservation of old films for academic reasons. It’s playfulness of
enfants terribles that permeated the event which kept young con-
temporary artists involved. They sneaked in the dark, abandoned
building which was literally covered with spider webs, squeezing
their way along heaps of reels that were indistinguishable from
garbage, coloring them, collaging them, scribbling on walls,
piling up disc-like film cases as an installation, oiling thrown-
away hardware such as film projectors. In short, they recycled all
kinds of junk objects by putting them in a different context. This
playful space where we would almost see Edwin’s tongue-in-cheek
face did not oppose the preservation of film culture or the protest
against the restructuring plan; instead, it comprehended both of
them, constituting a larger magnetic field.

The exhibition Lab Laba-Laba is thus inseparable from the site
of the PEN which embodies Indonesian film history. I'm thrilled to
hear that the essence of the event will be shown at YIDFF this fall. 'm
looking forward to seeing, and seeing closely, with what tricks Edwin
who is on the way to becoming a trickster in Indonesian film indus-
try will “recycle” the exhibit in Yamagata. (Translated by Oda Toru)

AR Admission Free

BIEE  IRY4>, AF - TTFav bV, FrIY - ITNLIVIYMIN/BR D EBEHES
Panelists: Edwin, Yuki Aditya, Chalida Uabumrungjit and others / Moderator: Tochigi Akira

BA1RyL—>32 Installation

B D7 1)L LD%R—Lab Laba-Laba 1> X% L —> 3> Time Spun in Celluloid Thread — Lab Laba-Laba Installation
[NAC / DS] 10/9-10/14 10:30-16:00 | [HFafFI EE£E Old Photo Studio Nishimura
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Memories of a Building: What a Local Photo Studio Has Seen

[{ili% | Okazaki Aya

(32999 x4 1% | Editor in Chief, Yomiuri Way)
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“Photo  Studio
Nishimura.” It is now closed, but

large sign says
its wooden-walled Western-style facade
catches the eyes of passers-by. Last year
it was filled with visitors as the venue for
the Michi no Oku Arts Festival Yamagata
Biennale.

Photo Studio Nishimura was built in
1921 (10th year of Taisho) by the carpentry
and design-savvy family head of the time
and his father. The outside is Western, but
when you step inside, the first floor is Jap-
anese-style. The second-floor waiting room
and studio are Western, and elaborately
decorated throughout. The careful con-
struction extends to the details: you catch
a glimpse of this in places such as the deco-
ration of the eaves in the entryway porch.

These days it is looked after by
Kobayashi Kazuhiko, nephew of the family
head. He shows me a photograph taken at
the museum, noting that photographers
record the society of their time. He tells

me that before the war it was mainly the
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rich, such as daughters of respectable fam-
ilies and soldiers, who used to visit pho-
tographic studios. The photographers also
apparently used to go out on their bicycles,
shouldering their equipment, to do group
photographs. A big camera, with a glass
plate negative serving as film. I imagine it
all weighed a considerable amount.

Taking photographs in those days was
“special.” Soldiers staring at the camera
with a determined look; young ladies strik-
ing beautiful poses. During the war they
also took pictures of departing soldiers. In
every photograph I sense something like
resolution in the photographer and the
subject to capture and record the moment.

At one time there was a U.S. occupying
forces facility nearby, and many American
soldiers visited Photo Studio Nishimura
after the war. After that, demand increased
for driver’s license photos and passport
photos.

It is now exactly twenty years since the

shop went out of business due to the spread
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of home-use cameras, and various other
reasons. Cameras, photography equipment,
price lists and backdrops remain in the
studio as they were left, cloaked in silence
as if time there stood still. Apparently the
studio is bigger than that of other surviv-
ing photographic studios built in the same
era. Mr. Kobayashi tells me that there is a
window on the north side because the light
that comes in is constant, and does not vary
according to the time of day. A soft light fills
the studio, which seems to be waiting for
the chance to take photographs once more.
Works by filmmakers Edwin and Rizki
Lazuardi of the Indonesian film preser-
vation group Lab Laba-Laba are going to
be exhibited here. I hope plenty of people
will enjoy this rare occasion of the inter-
section of layers of history at Photo Studio
Nishimura with an installation of video

archive from a foreign country.
— With the cooperation of Kobayashi Kazuhiko,
head of Yamagata Historical Buildings Society.
(Translated by Laura Holland)
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To This Day, Her Father Spoke About Revolution as Life: About Tip Along Exodus

JEVLIEZE | Adachi Masao

(WUl | Filmmaker)
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his is a family story of a daughter, the filmmaker, who for

the first time comes to terms with her long-absent father, a
revolutionary who was one of the leaders of the Palestine libera-
tion front.

She also calls on family members living in Diaspora in western
and Arab countries, trying to find out more about her father. The
questioning leads her to contemplate the era through which he
lived, and the answers force her to reflect on her own status of
being as she is able to live a life of peace today.

Her questions are about her father, but the discussions direct
her straight on to a colossal and unavoidable issue: Colonialism
of the middle-east by western states and their foot soldier Israel,
their killing of local residents and expansion of territory, the suf-
fering of Palestinians forced to be refugees, and the history of
occupation and resistance that lies between.

Focusing on her father’s story, the filmmaker attempts to
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narrow down the wide-spread topics to the personal and to main-
tain an apolitical approach. But the more she does so, the more
the tragedy of Diaspora intensifies, so visible it is through the
expression of those she speaks to. The reality of occupation and
massacre is highlighted in relief. During the tranquil but tempo-
rary reunion with her father, she finds she is strongly drawn to her
father’s stance, that revolution was indeed what life was.

The father from whom the filmmaker was separated in child-
hood is Elias Shoufani. In the 1970s and 80s, he was a leader of
the PLO movement alongside the late President Arafat, and was
in charge of many operations. When he saw corruption and red
tape spreading through the mainstream faction of Fatah, which
is today the central faction in the Palestinian National Author-
ity, he went on to establish the Revolutionary Council to reform
the liberation movement. But he was betrayed by factions that

supported compromise and was further forced into underground



hiding from Mossad (Israeli intelligence agency) assassins who
feared anti-Israel hardliners. It was a miracle he was alive to
reunite with his daughter. His declaration, that revolution was
everything in his life, take us to the everyday reality of the Pales-
tinian people who struggle against occupation to this day.

away any false Anne Frank myth and ideology, and evokes the
current reality of the impending genocide of a people. The com-
passion in the filmmaker when she meets her characters is a fore-
shadowing of the optimism and determination that will allow her

to survive the future, and that is moving for me.

The daughter’s happy and youthful voice manages to wash
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Coordinator of the Program “Past and Future Stories of the Arab Peoples”)

Um Ghayeb
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Um Ghayeb — In Arab society married
women are called by the name of “umm
(mother) plus her child’s name,” which can
be a nickname or honorific title. Hanan
who appears in Um Ghayeb — Mother
of the Unborn is called “Um Ghayeb,”
which literally means “the mother of an
absent son.” An honorific title or nick-
name for married men is “abu (father)
plus his child’s name.” The late Yasser
Arafat, former Chairman of the Palestine
Liberation Organization (PLO) was called
“Abu Amar” (father of Amar.) Such an
appellation that take the form of “father
or mother of his or her child” is called
“kunya” in Arabic.

Hind Elias Shukuri Shoufani — The full

M _EM Screenings
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Jury / Khouri
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name of the director of Trip Along Exodus
is Hind Elias Shukri Shoufani. Hind is her
given name, Elias is her father’s name, and
Shukri is her grandfather’s name, which
is also her family name. Some Arabs have
longer full names. In Arab society a per-
son’s full name often provides information
about his or her ancestry.

Jury/Khouri — In Lebanon 1949, the Jury
family returns to Lebanon. In the early
20th century they migrated from Lebanon
to Mexico. At that time their family name
was Khouri instead of Jury. The first Mr.
Khouri headed for Mexico via France from
Lebanon. When a passport was issued, his
Arabic name was transcribed into Roman
character as Khouri. The sound of “kh” of

...... 10/10 13:00- [F4]

(Translated by Fujioka Asako)
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“Khouri” in Arabic is a kind of mixture
between “k” and “h.” In Spanish-speaking
Mexico, it sounded like “” in Spanish so
“Khouri” became “Jury” which has since
then been established as their family name.
Other members of the Khouri family who
also migrated to Mexico became “Kuri”
or “Curi.” In these cases, the sound of “k”
was adopted and their names were simpli-
fied in Spanish. Changes in names give a
glimpse into histories of migrants.

(Translated by Yamamoto Kumiko)
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Documentary x The Japanese Art of Storytelling
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was born and brought up in Yoko-
hama City, Kanagawa Prefecture, but
after high school, I went to Yamagata Uni-
versity, becoming an undergraduate in the
Faculty of Literature and Social Sciences.
I volunteered at this film festival in 2001
and 2003, while I was still a student here.
As one of the staff working on the
YIDFF Daily Bulletin, I had the oppor-
tunity to interview some of the directors.
On one occasion, having done my utmost
to put together a good article within the
constraints of both the word limit and the
deadline, T was pleased and proud to be
told by the Asian female director whom
“I'd like to thank you,
because even though our conversation

I had interviewed,
skipped around all over the place when

you interviewed me, youve summed up
clearly everything I wanted to say.” For a

so | SPUTNIK — YIDFF Reader 2015

G¢HZHE | Takarai Kinkan
(iRl | Kodanshi (Storyteller))
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student with no real-world experience, the
film festival was very inspiring, because it
gave me the opportunity to mix with the
older generation, as well as people from
other countries.

After graduating from university, I
joined a publishing company in Tokyo,
but I quit after less than a year and entered
the world of kodan storytelling, one of
Japan’s traditional performing arts. Now,
almost a decade after I became a kodan-
shi storyteller, I am honored to have been
invited to this film festival as a guest.

Kodan storytelling is a form of yose
vaudeville performance, with a history
dating back 500 years. Today, rakugo
comic storytelling is most prevalent, but
there was a time when kodan flourished.
At present, there are 80 kodanshi in Japan,

which is a very small number, when you
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consider that there are 800 rakugo story-
tellers.

In kodan, stories of famous historical
figures, such as Tokugawa Ieyasu, Mito
Komon, and Miyamoto Musashi, are
recited with a distinctive rhythm, punc-
tuated by the beating of a fan against the
podium behind which the kodanshi sits.
While the tales deal with historical fact,
they are so renowned for containing false-
hoods and exaggerations that there is a
senryu poem about it: “Kodan raconteur,
hammering out the untruths, with beats of
his fan.” Kodan was a form of entertain-
ment for the common people, in the days
before film, radio, and television.

When the first silent films finally
arrived in Japan, a new type of perform-
ing art emerged: moving picture narra-

tion, which involved narrating what was



happening on-screen. Initially, kodanshi
and rakugo storytellers were brought in to
serve as moving picture narrators, as they
were professional storytellers. It seems that
many kodanshi readily switched to being
moving picture narrators, believing that
their future lay in movies.

However, contrary to their expecta-
tions, it was not long before talking pic-
tures were introduced.

Today, there are even fewer moving
picture narrators than there are kodanshi,
but they continue to pass on their art as a
precious reminder of the style of storytell-
ing in days gone by. The two arts are actu-
ally less similar than one might first think,
but several years ago, at the invitation
of the moving picture narrator Kataoka
Ichiro, I gave a live narration of some old
news footage. It really is tricky!

Kodan involves using the words alone

to conjure up the characters and landscape

M _EBR Screening
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in the minds of the audience. However,
moving picture narrators have to start
from the film itself, fitting the words to the
tempo of the film. If the narrator does not
pay attention, they will fall behind what is
on the screen. I found that I struggled to
get all of the words into each scene.

In addition, I had the opportunity to
narrate for the special program “Magic
Lantern Screenings” at Documentary
Dream Show — Yamagata in Tokyo
2012. Magic lantern images are easier to
narrate than films, because you can move
the still images on at your own pace. All
five works were well-received, but to my
chagrin, after The Role of the Wife (1954),
which records the life of a farming family
in Yamagata Prefecture, someone told me,
“Your pronunciation of Yamagata dialect
You would think I
would have picked it up during my time as

needs a bit of work!”

a student at Yamagata....

10/9 18:15 [M1]
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At this year’s festival, I am undertaking
a project focused on the fusion (or colli-
sion?) of different cultures, pairing the film
Lebanon 1949 with a kodan narration. I
hope to bring this precious foreign docu-
mentary film to life by adding the rhythms
of the Japanese language to it, creating
a sense of wonder for the audience. Do

come along to enjoy it for yourself.

(Translated by Eleanor Goldsmith)

TLiX/>1949] Lebanon 1949
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waver over how to write about the East Japan Great Earth-

quake. Was it a significant incident? Or is it a significant
incident? During the four and a half years after March11, 2011,
record-breaking natural disasters occurred almost every year.
Thinking “just like that time,” I take a walk outside to see a com-
pletely renewed landscape alternating with one frozen in time.
When you live in a district called a disaster-stricken area, you
frequently feel vertigo from the sense of in-between time. I was
relieved when the buzzword “social ties” faded, but am anxious
that “erosion of memory” is no longer questioned. The “Cinema
with Us 2013” program had more than 160 entries. This year,
there were about 80. We must acknowledge that documentaries
have decreased in number. In that case, should we speak of a past
significant incident?

What does it mean to depict a disaster? In the process of
selecting ten films, I came across many authors and filmmakers
exploring what it means to depict disaster.

One notable point is that the disaster has become more

about what has been inscribed in people’s features than in the
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Trace the Future: Photographer Naoya Hatakeyama
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landscape of devastation. The East Japan Great Earthquake has
no major symbols attached to it. Or alternatively there are too
many symbols scattered in various locales. While typical tsunami
or wasteland visuals have decreased in these films, I was left with
the impression of the filmmaker’s growing need to capture the
shifting expressions of those who continue to live. We could say
that the special quality of the “slow medium” of documentaries,
which over time engages with the target deeply, has come into
its own. For example, Trace of Breath; Paths of Families — Never
Forgetting 3/11; Nuclear Nation 2011-2015 all have people with
unforgettable expressions etched in their faces.

Another important point is that artists in diverse fields are
reconsidering their expressive methods and are trying to reach
a new level of depiction, as can be seen in Trace the Future: Pho-
tographer Naoya Hatakeyama; Nature and Symptoms | From Four
Poems; Mom! I have Forgotten Your Face Already; and Live ! Love!
Singl, a' TV drama. What artists embody in their respective works
continues to extend the possibilities of depicting disaster.

The films themselves bridge the past and present, the present
and future. Proposed at the 2013 film festival and launched in
late 2014, was the YIDFF 3.11 Documentary Film Archive.
Works like close but distant; The Light after the Tsunami; 1ell the
Prime Minister, try to reach the generations of the future, starting
from the familiar circle, to the district, and then to the whole
nation.

At the first “Cinema with Us” in the 2011 film festival, the
coordinator Miyazawa Hiraku said that “this project enables us to

3%

face our situation ‘through film.”” What is the situation in which
we are placed? Through engaging in the expanding approaches to
“depicting the disaster,” I would like to raise exactly this question.

(Translated by Mari Boyd)
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t seems to me that the meaning of the question “What can
films do?” has gradually changed with the passage of time since
the Great East Japan Earthquake.

I remember that, just after the disaster, the overriding motiva-
tion for asking this question was the sense of helplessness we felt
in the face of such a huge natural event. Needless to say, even if
one were to go to the scene of the emergency, films could not be
of immediate help to the disaster victims there, so people dared to

ask themselves what the meanings of “filming” and “seeing films”

DEZD LT

BURHAL, HAHV L - L BRI OB TR LHTH
ATEA P, Th S EOERTLE VDU HIRIE -
1 THA, 1LAW THdHEOMH» L] @FELEMAS
(D L] OO b DI sE O HERPWA, TR
Kotz s GHEE - @Akl & [HRLIkE 4 >Disb
ol v LT A0, ARG AROTR 2 AR ZAL
Thb. ZITHRBET2ERENRIT [7230 05N
T) & RHIMOE RSB - T, FFSRHE 72 b ok
DRI BIF SO I 5, HRWBEE R EM TS,

BZOL THEIAHTE A0 ] SR, TR
BREONAY ] 05, TV APNEDRLARMOAL, R
EMNBATLIOTRE b ITAPRT [0 otlats
L FHESNAZLTRLDT [HEL] ZLDTILLD0 DS,
Lo BBIMTRHOMEE» T Thb, oM GEMLTL
TLADE. ZOEOTrby: LI ~OIBERIHIL,
HODHFEREPIEH LAV DS, HEOL b h T 5 &
T BATRHEATORT OO L RATTBICH LIS 2L
oo ZNZENORMENE, [EL0] tb THE] L0 FET
BBV, #L I KA S 2> T 5, <0
TADHIflN A 2L RS

actually were.

In the first edition of this feature, produced the year of the
disaster, the ethical difficulties and violent nature of turning the
camera on the disaster area were discussed. Part of a scene in the
film 311 (directed by Mori Tatsuya et al) is symbolic: the film-
makers, who had attempted to film bodies, met with the anger
of local people and had pieces of wood thrown at them. It could
be said that the hesitation and sense of unease shown here by

the filmmakers themselves was shared to some extent by viewers,
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who were only able to access these scenes in the form of images.
In other words, the question “What can films do?” was perme-
ated with a sense of guilt about the fact that one would never be
among those directly concerned.

Four years have passed since then. Of course, the situation has
not yet been resolved; it goes without saying that there are people
who are still suffering from its after-effects and forced to make
various choices on a daily basis. Nonetheless, films are gradually

»

moving away from the temporal sense of “now” that compels
people to take immediate action. That is what one sensed in
viewing this year’s program.

Recurrences and changes that only emerge with the passage of

M _EMR Screenings

several years or even more macrocosmic time periods — this is a
particularly memorable theme of this year’s films. The Light After
the Tsunami, for example, traces the origins of the generations-old
ritual called “matsuakashi,” in which the souls of the dead are
welcomed home. What Trace the Future: Phorographer Naoya
Hatakeyama and Nature and Symproms / From Four Poems put into
visual form is the change in the border between the human world
and nature itself, and the natural-historic time that passes there.
Nuclear Nation 2011-2015 is a majestic and epic work which,
through long-term observation of a specific location, brings into
relief the period of loss experienced by evacuees from the area
near the nuclear power plant.

The question “What can films do?” seems to have shifted
definitively to the similar-sounding but essentially different ques-
tion “What can be shown in films?” It is after moving away from
the action-inciting urgency of “now” that one has “something
that can be shown” for the first time. This is what a macrocosmic
shift in time means. What these films show is that the filmmakers
assigned themselves the job of picking up a camera and simply
holding it, while suppressing responses to the “here and now”
and partly effacing their own presence, until the form of time
crystallized. Each of these crystals gives off a quiet but bottomless
radiance which words like “beautiful” and “masterpiece” don’t
adequately describe. I hope they will be seen by many people.

(Translated by Cathy Gates)
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he “Cinema for Children Project” has begun in Yamagata.

Launched by YIDFF in collaboration with Yamagata City,
Yamagata University and Tohoku University of Art and Design,
the program aims to give children an authentic, hands-on film
experience.

The projects “Filmmaking Workshop” was held on March 7
and 8, 2015. Director Togashi Shin (a native of Tsuruoka City,
Yamagata) served as coach. Thirty-two children from first-graders
to second-year high schoolers were divided into four groups, each
made up of members of different ages. Over a two-day period, the
children carried out every step in the process of making their own
film--planning, shooting, editing, creating a poster, and finally,
screening the film. The theme they were assigned was “love.” The
kids tried a wide variety of methods in order to express “love”
in their films, including interviewing passersby and exchanging
ideas about love with their fellow group members. Looking at the
completed films, what seems apparent is that all of the children
created stories on their own. By spontancously inventing fantasy
worlds, seamlessly combining fiction and reality, turning stories
they had heard in interviews into dramatic film re-enactments,
adding episodes of their own creation and so on, the children
revealed their particular tastes and ideas regarding production
and editing. It seems clear that, for the children, a film was a
place to tell their own story, a new world where they could come
and go as they liked.

“Children Meet Cinema,” a camp launched in Kanazawa

M LBk Screenings
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in 2004 by Dohi Etsuko (director of the mini-theater “Cine-
Monde”), has spread to other areas of Japan. Two important prin-
ciples of the pioneering camp which are followed in Yamagata are
that grownups refrain from interfering in the children’s process,
and that a professional director works with the children on equal
basis. In addition to four films from the Yamagata workshop,
a film directed by a (then) first-year high school student in the
Kotoni district of Sapporo, and three “Children Meet Cinema”
films made in Yokohama, Waseda and Kanazawa, will be shown
at YIDFF 2015. Since the films are made mainly by children, they
naturally tend to be rooted in the local area. The landscapes in
which the action is set are enveloped in a distinctive local atmo-
sphere, and each work has a different look and texture. Films that
could only have been made in a particular place and time are also
valuable memories of their region.

The “Cinema for Children Project” will continue in the future
as part of the “Yamagata, Creative City of Film” initiative. Oki
Masaharu of the YIDFF Yamagata Office says he would like to
see many children take part. Through city planning that allows
people not only from the film world but from all walks of life
to engage with cinema in an enjoyable way, it is hoped that
Yamagata will continue to be a place where cinema is familiar
and accessible to children. That hope, which is shared by many;, is
something that is also expressed through these films.

(Translated by Cathy Gates)
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he 1950s were an era of experimenting with various kinds of

“recordings” among the social movements of the time. One
example of this “recording” is School of Echoes (1951), a collection
of essays edited by Muchaku Seikyo and written by junior high
school students in a mountain village in Yamagata prefecture. The
essays attempt to capture and record the social life of their village.
The collection elicited a major response and the movement grew
to encompass factory workers and homemakers who created
similar anthologies. The School of Echoes itself was made into a
magic lantern slideshow performance with teachers and students
portraying themselves. And in 1952, a film version, directed by
Imai Tadashi and starring Kimura Isao, was filmed on location at
the actual school. As the School of Echoes show illustrates, what
distinguished a magic lantern program as a medium of “record”
was its mobility. Unlike motion pictures, magic lantern shows

didn’t require major budgets and materials or specialized artistry,
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like acting performances. Magic lantern shows could be produced
with little more than a single camera used to shoot drawings or
photographs matched to a mimeographed script and a specialist
providing finishing touches. In this way, the magic lantern was
able to play a role in recording social concerns and communicat-
ing them to society not only for this school in the mountains of
Yamagata — the origin of the life-record movement — but for a
variety of locations as well.

It was the magic lantern’s mobility that gave it an advantage
in communicating. With the script and projector carried in a
small trunk and film brought inside a small case, a magic lantern
show could be projected on a white wall or cloth anywhere there
was electricity. Screenings were frequently seen at not only social
movement assemblies but also at magic lantern gatherings meant
for entertainment. Colorful puppet shows, like Wild Roses (1952)
— part of the Magic Lantern Protests program at this year’s festi-

TE#HIBOFZ
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val — brought a fresh visual experience to magic lantern shows in
an era in which black and white motion pictures were still stan-
dard. While the magic lantern show itself is not really a “record,”
what's noteworthy is the involvement of Atsugi Taka translator of
Documentary Film by Paul Rotha, who talks about “the creative
dramatization of actuality.” This was the theoretical pillar of the
“record” movement during the 1950s. Notably, Wild Roses was
created during an era of rearmament for the Korean War with
one scene alluding to the conflict with an image of the words
“Sud-Land” and “Nord-Land” written on a stone monument at
the national border. Thus, the slideshow, which tries to convey to
children the tragedy of war, offers an anti-war message that is not
so much a general statement as a statement of actuality.

Senpuri Senji Laughed! (1956) is another puppet show with
a message appealing to a sense of solidarity among the working
class. The show and the original woodblock prints and picture
book made from text earned high praise as a “record” in the broad
sense of the term. Toward The Unbreakable Peace: A Report of The
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8.6 World Conference Against Atomic and Hydrogen Bombs (1955)
and Appeal from the Base Okinawa (1956) are both unmistakable
efforts at recording actual social movements and issues.

These magic lantern shows made amidst contemporary social
movements have since been abandoned and forgotten among
subsequent media and social change. Nevertheless, this mobile
media has been delivered here to Yamagata, the original setting
of School of Echoes, from as far as Fukuoka and Hyogo prefec-
tures, and will once again make appearance before an audience.
At the screenings for this year’s festival, we can once again enjoy
the reading of the script, the piano accompaniment, and light
shining on these films anew. And even though the context has
changed, we can still experience magic lantern’s unique effect and
uncover the rewards of their “records.” But at the same time, we
must appreciate that the record of Okinawa’s struggle with U.S.
military presence, a struggle that has continued for sixty years, is
a record that depicts the actuality of a very real and very current

(Translated by Thomas Kabara)
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Based in Yamagata City, our activities
center around creating places for the
younger generation to go, and to learn.
It is almost 15 years since we started our
activities, and now we have managed to
put down roots in a Yamagata town with
our “third place” which like our permanent
free space, is always full of young people.
Its unique approach, which you don’t see
much anywhere else, where everyone is
accepted and a mixture of people share the
same space, has recently attracted atten-
tion from all over. Why was this approach
possible here in Yamagata?

Our efforts began in 2000 with a move-
ment to establish a free school (a place for
truants). With the help of this movement,
those young people who were involved in
the first free school in Yamagata Prefecture
would set out to be independent under the
concept of creating a free space not only
for truants and children but also for every-
one. In fact it was people linked to film in
Yamagata who in one way or another sup-
plied the resources and expertise for these
operations.

Through our activities surrounding the
free school, we came across the culture of
independent screening. At independent
screenings, the mission is to promote the

film(s) to be screened. People with various

M _EBR Screening
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job affiliations, titles and backgrounds
get together and swap opinions with each
other on an equal footing; they share, and
they construct a framework for action by
coming to agreements one after the other.
In order to get people to come to screen-
ings, you need to reach people by properly
expressing the meaning of the work. This
epitomizes the fundamentals of civic activ-
ities. Through our participation in screen-
ings and our operations, we mastered the
basics of activism, which is all about man-
aging situations involving diverse people.

At that time, various civic groups
were getting to grips with independent
screening, and what provided them with a
footing, a context and the resources were
The Yamagata-ken Eiga Center (estab-
lished in 1979) and the Yamagata Interna-
tional Documentary Film Festival (which
began in 1989). And as a cultural hub
with a close relationship to both, there
was the movie theater Forum Yamagata in
Yamagata City (established in 1984). The
network centered around these provided
fertile ground for the nurturing of civic
movements like ours in Yamagata in the
noughties.

So what was it about Yamagata that
facilitated the miraculous triangle of a film
center, a film festival and a forum? Playing
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Endlessly-Evolving Sweets of Yamagata
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the role of midwife in the birth of these
were the seikatsukiroku (life-record) move-
ment and club movement which stepped
up in activity all over Tohoku during the
1950s and 1960s, and the young people of
the time who brought about a cultural and
social awakening through them. One of
these was the protagonist of A Voiceless Cry
being screened as part of the “Yamagata
and Film” program, farmer-poet Kimura
Michio. When the corporate society and
school-dominated society that formed
after rapid economic growth led to the dis-
mantling of the village unit, the basis of
youth activism, the movement converged
and its seeds were passed to the next gen-
eration in Yamagata through the route of
film. When you think about it in this way,
our initiatives since the noughties amount
to third-generation activism.

In recent years, there has been a steady
spreading of the tendency to overlook
work in the arts and humanities sector. Do
not think this doesn’t apply to Yamagata.
But we need not despair. As I say above,
we have quietly but steadily taken over the
seeds inherited from our forerunners. We
will continue to sew those seeds here in

future. (Translated by Laura Holland)
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he history of kashi sweets has always

gone hand in hand with fruits and
grains; likewise the culture of wagashi, or
traditional Japanese sweets. In the same
way that the characters for the word kashi
originally referred to fruits and nuts, sweets
and fruits are inextricably linked. We still
use fruit as an example of the standard
for sweetness of kashi in the phrase, “the
sweetness of wanamagashi (soft, fresh-type
Japanese confectionery) should be on a par
with dried persimmon.” This relationship
is no exception here in Yamagata, where
agriculture has come to be the leading
industry.

Take the history behind a famous
confection like noshiume, for example. It
gained popularity when what had been
known as a restorative since ancient times
went on sale as a sweet in Yamagata City,
then flourishing as a post town for the many
worshippers attracted to the Three Moun-
tains of Dewa, one of the “big three” Japa-
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nese ascetic religious mountain pilgrimage
sites. Since the acid from wme (Japanese
apricot) is used in the making of safflower
dye, a major specialty of Yamagata, ume
was actively cultivated alongside saflower
in the vicinity of Yamagata City. Unripe
Japanese apricots are used in the extraction
of dye and noshiume uses the ripe fruit. It
is a leading example of sweets unique to
Yamagata.

What's
rice types like uruchimai (polished white

more, confectionery using
rice) and mochi-gome (glutinous rice)
has been passed down since olden times
as a taste of home resulting from a good
rice crop. After the recipes for these were
tweaked by adding nuts like walnuts, they
developed into sweets like kujira mochi
(“whale” mochi cakes) and yubeshi (sweet
rice cake with walnuts), which these days
have achieved permanent status as famous
Yamagata sweets.

In recent years, fruit cultivation in
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Yamagata has been developing at a dizzy-
ing rate. Beginning with cherries and La
France pears, many new varieties of fruit
are harvested, such as passionfruit origi-
nally from the tropics, improved strains of
grape like Shine Muscat, and more. Year
by year Yamagata further consolidates its
position as the “kingdom of fruits.” Natu-
rally whenever a new fruit is unveiled, the
sweet makers go through a process of trial
and error in their endeavors to use it in the
creation of new famous sweets.

In every era, Yamagata’s sweets have
evolved along with advances in crops. No
doubt there will be no end to the develop-
ment of new kashi in the future either, as
long as these advances continue. If you are
walking through a town in Yamagata and
spot a wagashiya Japanese sweet shop, stop
and go inside. You'll be sure to get a sense
of Yamagata’s seasonal best.

(Translated by Laura Holland)
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Eleven years ago, when Wu Yii-feng’s documentary about the
921 earthquake Giff of Life was released in Taiwan cinemas,
it became the number one box-office hit among Taiwan movies of
that year. The fact that a documentary, normally not considered
mainstream entertainment, sold more tickets than any other film,
attests to the bleakness of Taiwan fiction cinema in the 1990s. On
the other hand, it was a sign that the creative energy of Taiwan
documentary had come to fruition.

Taiwan society transformed drastically after martial law was
lifted in 1987. Diverse voices of political dissenters and minority
communities that the Nationalist Party had repressed and hidden
in the name of postcolonial policy and a unilateral governing
body suddenly burst out with the late 80s to 90s" frecing of
speech. Fanned by this social climate, formerly state-regulated
literature and various forms of cultural expression began to
experiment with new subjects. Taiwan documentary filmmaking
grew in tandem with this era of change, and many documenta-
ries about social issues were born. Environmental and political
issues stemming from rapid economic growth, poverty brought
about by the gap between rich and poor, emotional drama sur-
rounding the recovery of earthquake survivors, and the alienation
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of indigenous traditions — these were topics for not few of the
documentaries made around this time. Films tackled daringly and
fundamentally with the subject of sexual minorities, which used
to be taboo. Also, there were “small personal universe” films that
did away with big slogans that supposedly “discuss the times,”
challenging the distance between the subject in the frame and
the filmmaker behind the camera. Some of these films succeeded
in approaching the very essence of filmic recording. These were
the years when Taiwan movies drew away from the general audi-
ence and indulged in artistic aesthetics. Thanks to the unique and
captivating documentaries that appeared on the scene, audiences
were able to reaffirm their intimate relationship with their home-
land of today. This phenomenon later gave rise to the Taiwan
nativization movement that flourished after the 1990s.

When movies speak, what do they say? How much can they
say? Our program “Documentary Speaks — Taiwan Today in
Light and Shadow” follows the journey of contemporary Taiwan
society as it developed multi-dimensionally and dynamically over
the years. We hope to look carefully at the films and their active
voice as they sculpt in light the multiple images of Taiwan today.

(Translated by Fujioka Asako)

Documentary Speaks — Taiwan Today in Light and Shadow

Presented by Yamagata University Institute of Visual Culture, Ministry of Culture, Republic of China (Taiwan)

10/9-10/11 | #% 88 Yugakukan | A#Z## Admission Free
https://www.facebook.com/taiwandocumentary
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Anger and Acceptance:

Otsu Koshiro’s Ceaseless Exploration of the Camera’s Moods
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In 1958, Otsu Koshiro joined Iwanami Productions, a company
that made PR films. While working as assistant cameraman to
Suzuki Tatsuo on the Saga Prefecture (1961) film in the Discover-
ing Japan series, Otsu met the director Tsuchimoto Noriaki and

experienced what it was like to shoot films with a very small team,
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while engaging in discussion and discovery. With colleagues
Kuroki Kazuo and Ogawa Shinsuke, among others, they formed
a group called Ao No Kai and eventually left Iwanami. In 1963,
Otsu began visiting the Tama Zenseien Sanatorium, intending to
film the patients with Hansen'’s disease, but found himself unable
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to switch on his camera, which brought home to him that “there
are some things that one just can’t film.” At the same time, he
was impressed by the inner strength of people afflicted by disease
and went on to make films about Minamata disease sufferers, the
atomic bomb survivors of Hiroshima and Nagasaki, children with
disabilities, and the classical dancer Ohno Kazuo following the
latter’s illness in later life.

Described during his time at Iwanami as “the philosophy boy,”
Otsu also developed an incisive theory of film in his book Cine-
matography (Ibunsha, 2013), praising Kuroki’s Record of a Mara-
thon Runner (1964) and Tsuchimoto’s Chua Swee Lin, Exchange
Student (1965) for having done away with the conventional film
techniques of following a script and strict continuity. However, a
further landmark was probably Ogawa’s The Oppressed Students
(1967). The constant changes and growth of the students and
film crew barricaded inside the students’ hall signal the birth of
both a new movement and a new kind of cinema in Japan. This
very film was Otsu’s first feature-length film as solo cameraman.

Otsu accompanied Ogawa to the site of the struggle against
the construction of Narita Airport and shot Summer in Narita
(1968), but he subsequently parted ways with Ogawa, due to his
objections to the launch of “Ogawa Productions.” In 1970, he and
Tsuchimoto went to Minamata, having resumed their acquain-
tance working on Pre-Partisan (1969). They encountered the
Associations to Indict [Those Responsible for] Minamata Discase
and sought to film a movement that did not have a center, but
went through a constant process of alignment and realignment.
In 1976, he began mass-producing TV documentaries for the
producer Ushiyama Junichi at the Japan Video Culture Center.
His intellect and patience as he worked alongside the highly indi-
vidual Tsuchimoto, Ogawa and Ushiyama helped to facilitate the
filmmaking process at many locations. His work took him as far
afield as Okinawa and Amami, the site of the labor dispute at
Miike coal mine, communities near nuclear power plants, South
Korea and Palestine, China immediately after the restoration of
diplomatic relations, East Berlin just before the Wall came down,
and the Northern Territories. He also worked on narrative films.

Tsuchimoto said that the reason why he gave Otsu free rein
to film in Minamata was that “he wasnt the kind of person to
fall into a rut, using the same old camerawork as always” and
that at the beginning of every film, Otsu would “be at a loss” at
first, “searching for images,” before eventually “going into greater
depth each day” and achieving “better frames than I'd even imag-
ined” (A Record amid Adversities, Miraisha, 1976, pp. 104-5). In
each work, his camera would cautiously feel its way along the
path from bewilderment to discovery, repeating the process of
birth and growth first seen in The Oppressed Students.

A distinctive feature of Otsu’s cinematography is the gradual
zoom, regardless of the composition. The close-ups on the faces
of students and patients in his early period are striking, but he
often zoomed out as well, and backgrounds often appear in shot
during interviews in his late period work in particular. In Cinema-
tography, Otsu asks “Can one express one’s own passions in one’s

camerawork?” (p. 45); the zoom is probably one answer to that.
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Discussing Nippon Film Company’s Effects of the Atomic Bomb on
Hiroshima and Nagasaki (1946), he describes the gradual horizon-
tal movement across the scenes of devastation filmed by the cam-
eraman — thought to have been Miki Shigeru — as “containing
a quiet anger” (p. 174) and states that Miki’s travel shots in Kamei
Fumio’s Shanghai (1938) were the prototype for this. Otsu’s travel
shot through the wire fence of the polluting factory in Tsuchimo-
to’s Minamata — The Victims and Their World (1971), and the
travel shot showing the destruction wrought by the Japanese army
in Shanghai (which Otsu had not seen at the time he filmed the
aforementioned shot) are linked by anger.

Otsu continually battled against water, the camera’s greatest
enemy. In Minamata, he filmed octopuses in the water through a
hydroscope and shot footage of the Shiranui Sea off the coast of
Minamata from a boat as it lurched up and down on the waves.
While filming sharks from a small boat in the South Pacific for
Catching Sharks with a Propeller (director: Ichioka Yasuko, 1978),
part of the TV documentary series Our Wonderful World, his
camera did get a soaking, but he said that it was no more unex-
pected an occurrence than the time his camera ended up in the
firing line of a riot police water cannon while filming Summer
in Narita. In John Junkerman’s Uminchu: The Old Man and the
East China Sea (1990), it was marlin fishing. But it is not only
water to which cameras are vulnerable. During Summer in Narita,
detectives rain down blows on Otsu’s camera with their batons
as they arrest him, while in Minamata, he keeps filming even as
patients with congenital disorders reach out to touch the lens. In
Nishiyama Masahiro’s Yuntanza Okinawa (1987), a wailing girl
tears down the Japanese flag at a graduation ceremony and dunks
it into a gutter; as she does so, she collides with the microphone,
spattering the camera with mud. Otsu says that he was hoping
she would punch the camera at this point. It is precisely when the
camera is completely passive that it gains its true strength from
the vulnerable.

Allow me to recount a few key scenes shot by Otsu. Pre-Par-
tisan. A riot police helicopter circles above the heads of the stu-
dents waving a flag atop Osaka City University’s clock tower. On
the ground, capturing the students from a distance, the camera
moves slightly and the helicopter appears a few times in the
corners of the screen as it moves in and out of shot. Tsuchimoto
Noriaki, 7he Shiranui Sea (1975). In a famous scene, in which a
young girl suffering from congenital abnormalities sits with her
back to the camera, facing out to sea as she questions her doctor,
a boy sitting beside her in a wheelchair forms a cross with his
hands when she bursts into tears. Otsu believes that the boy was
signaling to him to stop filming. Otsu’s directorial debut, Buzoh
Dancer Kazuo Ohno (2005). Following what Ohno had resolved
would be his final stage performances, Otsu accompanies him to
Gifu for the presentation of the Oribe Award. After a performing
a butoh dance to celebrate this honor, Ohno ends up lying on
the stage, continuing to dance from his recumbent position. The
drama begins after he finishes.

And finally, Wages of Resistance: Narita Stories (2014), which

became his posthumous work as director (in collaboration with



Daishima Haruhiko). Otsu returns to Sanrizuka, accompanying
the photographer Kitai Kazuo, who joined in the struggle. He
captures the reunion between Kitai and a former activist who
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continues to farm the land there today, and films the moment

when they begin to reminisce about a friend who committed
(Translated by Eleanor Goldsmith)

suicide.
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f Kudo Mitsuru had never lived, Postwar Japanese Documen-

tary would likely have been a more impoverished genre. He
worked with Hani Susumu, Tsuchimoto Noriaki, Matsumoto
Toshio, and his wife Haneda Sumiko. As a documentary film pro-
ducer he worked with abandon, rare talent, and true creativity, all
while renovating the documentary genre itself.

If we assume that nonfiction films domestically produced in
the postwar era were driven by the corporate “PR” genre of the
time, then the job of producing these films was to receive funds
from industrial sponsors and accomplish their wills. Kudo began
working in cinema during the golden age of PR film, and without
bending to corporate ideology, he embodied independence and
freedom as he made films with a natural hand. Looking back on
his half-century of cinematic work, we see that he never flattered
the power of capital, let alone assented to the severe denials of
democratic process of the postwar period. He always tried to
grasp the positive elements of a situation. When he met film-
makers like Tsuchimoto and Matsumoto, who tried to destroy
the sicknesses of the social status quo, Kudo still maintained this
posture. Kudo’s motivation in making film was “freedom,” and
he guided socially necessary films to completion with absolute
determination and skill.

It is rare to find a film producer who was once a bureaucrat. As
a section-lead in the Ministry of Education’s Audio-Visual Edu-
cation Unit, Kudo first set foot into the world of cinema when
Iwanami Production’s newest director Hani Susumu made the
educational ilm Children in the Classroom. Drawn to the possibil-
ities of documentary film that Hani displayed through this work,
Kudo quit the Ministry of Education to work with Iwanami
Productions as a contractor, rather than a salaried employee. He
broke sweat as a producer for Hani Susumu’s open-minded Chil-
dren Who Draw Pictures (1956) and Zoo Diary (1957), as well as
Haneda Sumiko’s classic Ancient Beauty (1958). While working
on Horyuji (1958), a film contracted by the Ministry of Educa-
tion about the temple with the same name, Kudo went along with
the grand plans of Hani Susumu and cameraman Segawa Jun'ichi,
who wanted to capture the Buddha statue and architecture of the
temple in various ways. The film went over budget, and Kudo
took responsibility by quitting Iwanami Productions. Though
he could have been called a “line producer,” at the company his
compensation was carned through persistent independence and
freedom. In his personal life he likewise maintained true to his
flexible spirit, which is the energetic backbone that one feels in

his body of work.

With the arrival of the age of television Kudo founded Fuji
Productions, producing and directing countless TV commercials
in addition to lending a hand to important documentary produc-
tions such as Tsuchimoto Noriaki’s Exchange Student Chua Swee
Lin (1965) and Matsumoto Toshio’s Mothers (1967). Exchange
Student Chua Swee Lin documents the movement to reinstate the
student status of an exchange student from British Malaya, who
faced the crisis of having his student status revoked for politi-
cal reasons. The film was originally intended for broadcast on
television, but the station cancelled production midstream out
of fear of causing an international incident. Kudo agreed to Tsu-
chimoto’s request to continue filming, quickly acquiring the film
needed to finish production.

In this way Kudo realized his strength as an independent pro-
ducer, building a professional role for himself even as the genre
of PR film stabilized and eventually collapsed. His posture of
seeking freedom in documentary film remained present as he
founded a new company that would become the foothold for his
future activities — Jiyu Kobo. Until his final years, Kubo con-
tinued to produce splendid works directed by Haneda Sumiko
— The Cherry Tree with Grey Blossoms (1977), How to Care for
the Senile (1986) and others — many of which met the eyes of
audiences on the screens of movie theatres.

I met Mr. Kudo some 15 years ago. The Kudo that I know
is a gentleman whose mannerisms are polite wherever you meet
him, hiding a burning ambition. I remember when he came to
a documentary screening I had programmed, and had read and
critiqued a commentary written by a young novice. Kudo did
not negate things. He was always working toward his next act of
freedom. He, like the filmmakers he worked with, must always
(Translated by Kyle Hecht)

remain in our memory.

. Bl o & -

Max#E<FEBIB] Children Who Draw Pictures

* This text is adapted from an essay originally published in the book Underground Film Archives (Kawade Shobo Shinsha, 2001, Japanese only).
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Editorial

The very first YIDFF took place 26 years ago in 1989. The event was chronicled in a
documentary film entitled A Movie Capital. This year, the YIDFF will be held for the
fourteenth time, and its host, Yamagata City, has applied to become a member UNE-
SCO’s Creative Cities Network in the field of film. Yamagata, along with the films it
presents, is striving to continue making progress in the world of creativity.

We are living in a time where individual perspectives are disseminated around the
world in real-time; and both those relaying and those receiving these perspectives must
assess them on intuition. Documentary films that go after their subjects, criticism that
takes a hard look at films are probably not required in this age of “velocity.”
Nevertheless, if Yamagata is to become a true “movie capital,” we must have the patience
and endurance to work closely with these subjects and answer the questions raised by
these images. A film festival is one space where a multiplicity of looks intersects; and
SPUTNIK, in its role as mediator, presents these multifaceted looks, as it keeps pace
with this film festival.

In closing, T would like to take this advantage of this space to express our gratitude
to everyone who has contributed to this magazine. This edition of SPUTNIK could
never have been published if not for the help of all the authors who furnished their arti-
cles at the behest of our editorial department, the translators who delivered their work

under tight deadlines, and all those who provided their advertising support and backed
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