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Inside and Outside of the Rectangular Screen ....... Hata Ayumi
The Pilgrims Find Their Way .......... Philip Cheah
Beyond a Sense of Interruption ......... Ogawa Naoto

What’s Lost, What’s Passed On: A Place Called Komian Club ......... Okuyama Shinichiro

Film Juries Are Not All the Same ......... Mark Schilling

A Bizarre and Disquieting Journey for Cattle: Her Name Was Europa ......... Kusakabe Katsuyoshi
Only Love: Miguel’s War ......... Yoshida Miwa

Yamagata, a la carte (1): Kaminohata-yaki Ware, Ginzan ......... Ishigooka Manabu

Drawing......... Roxlee

The Land Becomes the Gun: Nuclear Family ...... Markus Nornes

Curiosity and Discoveries .......... Edwin

An Ethnography of a Family Called Camagroga and Their Land ......... Interview with Alfonso Amador
Listening to Women’s Voices: Night Shot and Broken ......... Atsumi Yoshiko

Yamagata, a la carte (2): The Fruit and Wine of Woody Farm & Winery ....
For Nameless Fragments of History: Whiplash of the Dead ......... Iwatsuki Ayumi

These Women’s Media: This Stained Dawn, Writing With Fire, and Makeup Artist ......... Izuno Chita
Fear, Power and Fairy Tale—The Folk Memory 2020: Self-Portrait: Fairy Tale in 47 KM and Luo Luo’s Fear ......... Gao Ang

.. Inoue Yoko

The Moroccan Art Scene of the Seventies Regained ... Interview with Ali Essafi
Yamagata, 4 la carte (3): Candied Ume Plums by Kotobukiya Jukogura ......... Toda Takeshi
Cinema’s Reach ......... Jay Rosas

Gathering Place: The Playground Cafe BOX Initiative ...... Okuyama Shinichiro
Drawing......... Roxlee

Coordinators: Looking for Ways of Being Together After the Great East Japan Earthquake ........ Miura Tetsuya
Memories of Occupation, Memories of a Lost City:

The First 54 Years—An Abbreviated Manual for Military Occupation and Little Palestine, Diary of a Siege ......... Abe Koji
Language to Live Together ......... Interview with Nishino Madoka

Youth and Solitude ......... Interview with Claire Simon

2021and BYT ........ Maeda Shinjiro

Yamagata, 4 la carte (4): Fresh Noodles from Sakai Noodles ......... Suzuki Nobuo

Fear’s Place in Political Struggle: Inside the Red Brick Wall and Fear(less) and Dear ......... Cameron L. White
Without Averting Our Gaze From the Dying......... Farida Pacha
Vietnam’s Exported Laborers: Behind The Lucky Woman and Dorm ......... Akiba Ako

A Signpost for the Journey to Come: Toward “Yamagata and Film” ... Kuroki Aruji
Yamagata, 4 la carte (5): Okuyama Meriyasu Knitwear ....... Umeki Soichi

Children Before the Dawn: Notturno ......... Tanaka Shinpei

Fiction for Themselves: Notturno ... Tanaka Ryosuke

“We’re Going to Be Mayor!”: City Hall ......... Yuki Hidetake
From Skepticism to Affirmation: Cizy Hall ........ Chris Fujiwara

The Year of the (Re-)Discovery ... Interview with Luis Lépez Carrasco

Between Memory and Record, Between “Me” and the Public: Soup and Ideology ......... Ishizaka Kenji
A Simple Air of Wildness: Nude at Heart ..... Muto Daisuke

Yamagata, 4 la carte (6): Learning about Local Specialties from Local Mascots ......... Yoshino Michiko

Drawing......... Roxlee
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= YAMAGATA INTERNATIONAL DOCUMENTARY FILM FESTIVAL 2021

Ay 2 XY — | Roxlee
_ (W fESR. 5 | Filmmaker / Cartoonist)

Inside and Outside of the Rectangular Screen

W@ | Hata Ayumi

(YIDFFILIJE4## % | YIDFF Yamagata Office)
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I haven’t got on a train for about six months. There is nothing special
about this for those in the countryside who live near their workplace
and mostly drive middle to long distance in their living area. Seruck
at home due to both the pandemic and hectic work, I have even less
opportunity to travel by train. These days I miss train journey not
as form of simple transportation. As is well known, the train as the
vehicle is closely related to the history of film; for not only has it been
represented/thematized in the narrative, but its development has also
transformed our visual experiences. Our desire to be physically trans-

p()rtcd to view cxtraordinary landscapcs hasbeen ampliﬁcd by a static
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time in which we gaze at the changing screen while sitting still in a
cinema or at home. Since last year our movement has been restricted
globally and time spent in watching the small rectangular monitor
has increased in proportion to physical immobility, making us aware
of our excessive attachment to or dependence on seeing in our daily
life, which has gone unnoticed so far.

Takashi Toshiko’s film (a part of BETWEEN YESTERDAY &
TOMORROW Omnibus 2011/2016/2021, Perspectives Japan (PJ))
stares at the nearby JR station on which she has not set foot for more
than a year. It simply and directly depicts this absurd situation about
movement and the act of seeing, and images driven out of the frame
further emphasize its reality. The camera slowly averts its gaze from
the station without capturing a train or the world that would unfurl
beyond it and returns to the somewhat disquieting familiar town-
scape. I am more conscious of the rectangular frame than usual. Is
this because I hesitate to innocently imagine the space beyond the
station here identified with the screen and the pleasure of moving
towards it? Or do I yearn for recklessness with which to go beyond
the frame in this very situation? Both the fear of being surrounded by
an epidemic (Luo Luo’s Fear, New Asian Currents (NAC); Wuhan, I
Am Here, Special Invitation Film) and a sense of impending crisis due
to a violent siege (Inside the Red Brick Wall, International Competi-
tion (IC); Little Palestine, Diary of a Siege, NAC) are intensified most
definitely because image/the monitor even more compresses actually
confining space time, which must resonate with our, the spectator’s
everyday life.

Meanwhile, both diverse sounds and spoken words we hear from
the rectangular screen unreservedly widen and inspire our imagina-
tion. What is particularly impressive in this year’s programs is the
subject’s storytelling: former soldiers of the Israeli army who violently
oppressed the Palestinian citizens (The First S4 Years—An Abbrevi-
ated Manual for Military Occupation, IC); long-term detainees who
make accusation against the realities of the Higashi-Nihon Immigra-
tion Center (Ushiku, P]); memories of contemporary witnesses who
talk about a student of Kyoto University killed in the Haneda Strug-
gle and their student activism at the time (Whiplash of the Dead, PJ);
and what a rich tone of voice from old women who look back on past
events and recite poems in their local dialect (Songs Still Sung: Voices
from the Tsunami Shores, NAC; I Remember, PJ). These narratives
are there for us to listen to and potentially weave our, the listener’s
presence into the films. But the listener will freely envisage what has
remained unsaid there from their gestures, their ways of speaking,
and their storytelling as a whole.

YIDFF 2021 has ended up forcing the spectators to watch films
individually in the non-theatrical space. The viewing environment
that hinders immersion into the filmic world can inversely enable us
to watch films more closely, intimately, and analytically. I would like
you to enjoy dialogue with eccentric and idiosyncratic films this year,
too, pointing your eyes and cars between the cut-out space inside the
frame and the invisible one it excludes, between the spoken world and
the unspoken.

(Translated by Yamamoto Kumiko)
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The Pilgrims Find Their Way
74Yv7-F7 | Philip Cheah

(W13 | Film Critic)
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Beyond a Sense of Interruption
MIEA | Ogawa Naoto

(AW RAT4T T —2% 2% H | Sendai Mediatheque Curator)
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When the Yamagata Int’l Documentary Film Festival (YIDFF) was
last held in 2019, I thought that it was very lucky to have a physical
event before the beginning of the Covid lockdowns in 2020. Then
this year I thought; maybe YIDFF will get lucky again and have a
physical edition just when lockdown cases up. But that was not to
be. YIDFF will be a virtual reality this year. As someone who has to
view films online professionally, I greeted this news with no obvious
joy. In the 100-plus-years history of cinema, it has been our constant
battle to argue the beauty of the big screen against every technologi-
cal innovation from VHS tapes to DVD to online screenings. Covid
has really pushed us into a corner. No more delicious soba when I
first visited Yamagata in 1991. No more Nepalese Himalayan curry
from that corner shop that stayed open a little later than usual. No
more nice Yamagata staff member who took me to the bus station in
2013 when the typhoons were swirling around and causing trains to
stop service. No more walk up those 1,000 steps that the poet Basho
took, to that Yamadera Buddhist temple. And no big screen for now!
As they say, the Yamadera mountain temple will still be there when
Covid passes us by. For centuries, the pilgrims kept finding their way.
For another hundred years, cinema will find its way back to the big
screen. And we will find our soba and our Himalayan curries waiting

for us in another festival edition at Yamagata...

Neither in my relatively short lifetime nor in the long history since
the birth of this medium called film has Tohoku been recognized in
cinema as much as in the past 10 years. This is a fact that, as someone
born and raised in Tohoku, I would like to apprehend in a positive
light, even it’s through the devastation of the Great East Japan Earth-
quake. When an event that takes place right before our eyes becomes
a film, it survives history in some way as a series of light, shadow, and
sound. Whether it’s documentary or fiction or both—since at this
festival it’s understood that separating the two is a fool’s errand—
enough films or image fragments have been created to the point where
we get the impression that every image has been photographed and
every story has been told.

Of course, that’s not the reality. Even if the three minutes after
2:46 pm March 11, 2011 had been barely contained in the news
media and mobile phones of individual people, what was happening
in homes, offices, and schools all around wasn’t necessarily recorded.
The acrial coverage and shots taken from high ground showed only
a very small part of the tsunami that rushed in afterwards, and we’ll
never know the shape of the wave each person who died or went
missing saw in front of their own eyes. And all that time people spent
lookingat partitions in emergency shelters, small rooms of temporary
housing, or the walls of their newly rebuilt homes wasn’t necessarily

recorded cither. With the exception of a few official announcements,
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the only thing we've been given from inside the Fukushima Daiichi
Nuclear Power Plant, which is still in the process of being decom-
missioned, is sounds (Kainuma Hiroshi’s 2021 CD The Symbiosis of
Selection, Interpretation, and Loquaciousness).

Still, we've seen a variety of films. Some of us were outraged by 311
(Mori Tatsuya, Watai Takeharu, Matsubayashi Yoju, and Yasuoka
Takaharu, 2011), as it pointed its cameras at the struggle to carry
away a few of the dead bodies, while on the other hand, watching
Reunion (Kimizuka Ryoichi, 2013), some of us must've felt we were
viewing the mortuary everyone had heard stories about, but no one
had seen. Some patiently watched as others talked for eight hours
in The Sound of Waves, Voices from the Waves, and Storytellers by
Hamaguchi Ryusuke and Sakai Ko (2011-2013). And audiences of
The People Living in Hadenya (2014), Tremorings of Hope (2017), and
a film screened this year, Madelaine Dreams (2021), all directed by
Agatsuma Kazuki, are surely aware of the commonsense reality that
the people of Tohoku had a local life before the disaster, and even
after suffering severe damage, this local life will continue as long as
they’re still alive. And there are even those of us who found the carth-
quake disaster sublimated into something else in the 2016 films Shin
Godzilla (Anno Hideaki) and Your Name. (Shinkai Makoto).

I feel somehow ill at ease at what I've written so far. I began
writing about “Tohoku” as a single thing, but I wonder if that’s the
right way to look at it. I remember, at the time, feeling a sense of dis-
tance from the “disaster area” even though my home was less than 10
km away from the rubble. While I was aware of the endlessly repeated
problems of the “concerned parties,” there was also a side of me that
could talk about the disaster as if representing someone else. Maybe a
film has been made that plucks out one by one the uneasy feelings we
have toward these things, so we continue to see them. Perhaps what
we need now is to re-interrogate those uneasy feelings on our own. Or,
perhaps we need a lesson in not readily accepting the images created
by others but rather assembling our history on our own.

(Translated by Thomas Kabara)
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What's Lost, What's Passed On: A Place Called Komian Club

YIDFF 2019 TOELKEZ 57 | The Komian Club, YIDFF 2019
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%54 EB Online Screenings

[ #LAX7=5 & Komian ] Pickles and Komian Club
[%° %A/ £ BiE Yamagata and Film] 7 H Oct.7 18:30-

On May 31, 2020 Maruhachi Yatarazuke ended its long history,
while being missed, as the pickles shop that had been around for 135
years since 1885 and represented Yamagata. Though designated as
registered tangible cultural property of Japan and also a symbol of the
city, the gable roof shop/main building and the two storchouses have
been already demolished and an apartment building is being built in
their ruins.

“Let’s get together at Komian!” With this phrase, cinephiles, staff
members, international visitors, and filmmakers from abroad gath-
ered together at the Komian Club over the years. Continuously bus-
tling with people until the closing time, Komian was the YIDFF’s
nightly social space where many different languages were spoken.

It was in 1993 when the third edition of the YIDFF was held that
the Komian Club got started. Until then many participants/visitors
stood talking in the street with a drink in their hand after the films
were screened. Yamagata had no social space where spectators could
discuss the films they had seen together, despite the fact that most
of them were strangers here. Then, the Yamagata Beautiful Commis-
sion volunteered.

Proposed and established by the Junior Chamber International
Yamagatain 1991, the Yamagata Beautiful Commission is a voluntary
organization to develop a new community. A leading member, Doi
Tadao consulted the President of Maruhachi, Niizeki Yoshinori. In
October 1992 Maruhachi renovated its storechouse into a restaurant
called Komian Maruhachi to serve local food of Yamagata. Niizeki
readily agreed to offer this restaurant as a place for social gathering.
This is how the Komian Club was born.

Initially, the Komian Club was free of charge. At the second
edition, however, it started charging for admission. At that time, it
was set to 200 yen, so participants from Asian countries whose prices
were cheaper than those of Japan could have something to cat and
drink once they got there. Later the price of admission rose to 500
yen, which was maintained and continued well into 2019. It included
both a drink and snacks, and customers could enjoy Yamagata’s spe-
cialties such as imoni, apples, and pickles inside Komian. The staff
members were all volunteers, working from 10 pm to 2 am.

The Director of the Yamagata Beautiful Commission, Satomi
Masaru helped to run Komian as part of the support team when he
still belonged to the Junior Chamber International Yamagata. After
he left it at the age of 40, he continued to support the Komian Club as
a member of the Commission for a long time.

“I am very sorry that Komian no longer exists,” says Satomi, “But
the YIDFF is trying to reproduce the Komian Club online. While I

can’t meet you face to face, the online version has some advantages for
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those who have not been able to visit Yamagata so far or for people
of all ages who can freely take part. We have no idea of what will
become of the Komian Club in the future. At any rate it is important
to embrace change in running it.”

This year’s YIDFF will begin with Pickles and Komian Club
(directed by Sato Koichi) in which Satomi serves as the Chairperson
of the Production Committee. “Yamagata people would definitely
prefer Yatarazuke to Fukujinzuke (vegetables pickled in soy sauce)
for curry rice,” continues Satomi, “But then, why did Maruhachi
Yatarazuke, Yamagata’s culture itself, have to go? How can we pass
on the culture that forms the basis of ourselves? I wanted everyone to
think about these questions. That’s why I decided to make this docu-
mentary film.”

“Let’s get together at Komian!” Both this phrase and encounters
in that space will be remembered by those involved in the YIDFF and
will be passed on to a next new place.

(Translated by Yamamoto Kumiko)

Okuyama Shinichiro (SPUTNIK)
Special thanksto: Satomi Masaru (Director, Yamagata Beautiful Commission /
Vice-Chair, YIDFF)

BEEBII—ATHL—ATHAWL
Film Juries Are Not All the Same
<=7 | Mark Schilling

(B HEEE, A v 2 —Fvadv-avFyvavHHR
Film Critic / International Competition Juror)

I have served on many film festival juries, but a being on jury for an
online festival, like this year’s YIDFF, is a personal first. Will the
absence of an audience be a problem? I honestly don’t know, but I do
know that film festivals have no one standard approach to juries. At
some festivals the jury does not watch films with the general public, at
others it does. Also, deliberations follow no one pattern. At a film fes-
tival in India I attended, the jury chairman asked each jury member
to state their opinion on cach film in the competition. Not surpris-
ingly, it took us hours to decide a winner. At another film festival in
Germany, I and two other jury members soon discovered that one
film topped all our “best three” lists. We chose it as our winner and
ordered lunch, five minutes after we sat down. At still another festi-
val in Hawaii, the jury chairman and I each had our favorite film but
the third jury member liked both of our picks—and couldn’t choose
between them. So the chairman and I took turns trying to persuade
her—and she ended up siding with my rival.

My strangest jury experience, though, was again in Hawaii, many
years ago. [ was on a three-person jury, but one member, a Vietnamese
director, confessed that he couldn’t read English subtitles, so he told
me and the other jury member, a Chinese film scholar, to decide the
winner ourselves. Soon after, my wife’s mother died and T had to rush
back to Japan to attend her funeral. The day before I left I saw ten
films on VHS and told the scholar my pick for the prize. I later heard
the director had seen and liked one film in the competition that hap-
pened to also be the scholar’s top choice. They gave the award to that
film and not my selection. Outvoted again!
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I Z D% FiIETYA—~—1:>7-] Her Name Was Europa

[1>%—F>aF)L - AvRF 1> 3> International Competition] 8 H Oct.8 19:00-| 10 H Oct.10 10:00-

$ZHCHFW TR
— LD BZFiFTIVA—~R—F>71:]

A Bizarre and Disquieting Journey for Cattle:

Her Name Was Europa
HTE85= | Kusakabe Katsuyoshi

(8 YIDFFILIJE 4485 )% £ | Former Director, YIDFF Yamagata Office)

OJOBOCA, the filmmaking duo based in Berlin, creatively depicts
a meditative journey for the resurrection of the aurochs, the wild
ancestor of modern cattle that went extinct some 400 years ago, while
making full use of black and white 16mm film stock.

It was Lutz Heck, the zoologist and director of the Berlin Zoologi-
cal Garden who attempted to resurrect this wild breed of cow through
cross-breeding in the 1920s. A zealous Nazi, Heck was supported
by Reichsmarschall Hermann Géring to repeatedly experiment on
cross-breeding, which successfully resulted in cattle with big horns and
sturdy limbs, characteristic of the heroic aurochs. Although most of
this breed died out during World War II, some have survived to this
day, called Heck cattle. This film narrates such a story with a unique
method of manually showing text printed in transparent film, reminis-
cent of a nostalgic overhead projector, in front of the camera. In addi-
tion, photos of animals in Heck’s books are frequently inserted from
below. They are indeed various, including a caged giraffe or a cheetah
that stares us through the lens. The text appears from the top of the
screen and the photo gradually approaches the screen from below. We
cannot take our eyes off this truly impressive mechanical movement.

The directors refer to an ongoing project in which to create cows
that perfectly match the aurochs by genetic engineering in the middle
of the film. In the scene where they explain genetic analysis, the film
feeder breaks down and the screen is stained with dust. As a result, they
have to shoot the same scene with new film stock. But they show both
stained and non-stained footage in the film and repeat the same scene
twice. By juxtaposing the flawed image with the successful cut, they
intentionally refrain from keeping only the good ones. They seem to
metaphorically implicate the danger of being particular about superior-
ity or inferiority through the filmmaking process itself.

They also use a similar showing technique later in the film. Falling
in love with Europa, the Phoenician princess, Zeus transforms himself
as a white aurochs to seduce her. In shooting a fictional scene of this
Greek myth, they choose Tropical Islands, an artificial tropical rain
forest created in the world’s largest airship hangar approximately 60 km
south of the center of Berlin as a location. Although they are planning
to shoot Europa landing at this place after crossing the sea on the back
of the bull (Zeus), they nonchalantly give this up and have cockrails
against a painted beach backdrop. When we learn the fact that the loca-
tion was once an airport built by the Luftwaffe in pursuit of the territo-
rial expansionist policy, the directors’ act begins to appear purposeful
and even satirical.

This film narrates eugenic thought and a history of invasion by Nazi
through the episode of the aurochs restoration plan in a subdued tone.
Each scene consists of both surface and deep meanings that overlap
with mutually changing depths, inevitably evoking strange uneasi-
ness. This is a very elusive film with a bizarre method that forces us to
gaze at the screen. And yet overwhelming disquietude produced by the
method will certainly fascinate the spectator.

(Translated by Yamamoto Kumiko)
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NS ] Miguel's War

[4>%—F> 37+ - aAvRF 1> 37 International Competition]
8HOct.8 16:30-| 11 HOct.11 18:00-

A man born in 1963 claims his birthday to be October 31, 1996.
Though this must be a lie, upon hearing that this was the date of
his rebirth—his arrival in Barcelona after flecing a nightmare in
Lebanon—there is a grain of truth in his words that cannot be
entirely dismissed as falschood. It suffices to say that we see how,
through cinema, Director Eliane Raheb extends a hand to Miguel,
whom she met while he was working as an interpreter at a film festival
in Spain and who has a wise, yet bizarre air about him; she seeks to
help him face himself.

For Miguel, the conflict was more than anything a civil war in
Lebanon: the Lebanese forces (a private military organization of the
Maronite Christian faction) for which he volunteered and enlisted.
His life will always be constrained by his memories of the destruction
of everyday life in that civil war and of the frequent sexual harass-
ment he experienced in the army for being gay. An existence in which
everything becomes strife is further imposed upon Miguel by family
discord—the loneliness of having been told by his mother that he is
no longer her son—that, in scarring him for life, is virtually indis-
tinguishable from war. Through stop-motion animation (by visual
artist Fadi El Samra) that mixes pop aesthetic with obscenity and
reenactments by actors, mental imagery formed of Miguel’s past rec-
ollections, delusions, and every other conceivable ideation emerges.
These images and performances that were chosen as means to capture
his internal world with a camera necessarily expand upon notions of
documentary.

In the latter half of the film, the director has her mother appear
(she also appeared in T'his is Lebanon (YIDFF 2009, New Asian Cur-
rents); before the camera Raheb reveals to her parent that she was
inspired to produce a film with Miguel after attempting to scarch
for her father’s former lover. This was a history that was not to be
told between mother and daughter; there are events that do not fit
the story (the lover was not found), so instead Miguel speaks for
himself as this film begins. It is not likely that Miguel did so to carry
the burden of the director’s lingering emotions. Yet, the two become
obsessed with the production, as if conspiring together.

Miguel confesses, “I have never loved anyone before.” He contin-
ues, “I don’t want to die without being loved by someone in return.”
Maria, his best friend; Tony, to whom he was attracted during his
military days; and Takla, a Syrian wetnurse, all appear to be counter-
examples of Miguel’s self-rejection and anxiety. Moreover, an episode
in which an older person who knew Miguel’s father while he lived
at a monastery speaks provides sufficient evidence of Miguel’s libera-
tion from a sense of guilt inspired by his father’s death. The director
probes Miguel’s life deeply through various means, such as provoca-
tive questions, close coverage, and travel to places to which Miguel
once had connection. She listens intimately to the sincerity beneath
his loquacity, which combines lies and truths, also searching for what
it is that Miguel truly desires.

No one can shoulder the deep pain of another. Nevertheless, it is
possible to empathize, dedicating one’s gaze through a camera. This is

not what Miguel wants, and though it may be different than the love
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Kaminohata-yaki Ware, Ginzan
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$RIL_F I BEF =+ % — | Kaminohata-yaki Ware Pottery Center :
https://ginzan-kaminohatayaki.jp/
(kv 742y 7B | Online shop available / Japanese language only)

that he secks, I believe it is one possibility of cinema that Eliane Raheb
has discovered. Her point of departure may have been self-healing.

However, a different conclusion regarding the empathetic possibil-

ities of cinema was reached, and this film about Miguel’s love was
(Translated by Kyle Hechr)

born.

Situated in the famous hot-spring town of Ginzan, Obanazawa
from which it gets its name, Kaminohata-yaki, Ginzan is one of four
ancient kilns in Yamagata Prefecture and the northernmost of Japan’s
porcelain kilns. (Readers may be familiar with Ginzan as the setting
of Naruse Mikio’s film Yearning.) Founded during the Tenpo period
(1830-1844), the kiln shut up shop just over ten years into its run,
achieving near-mythical status in the years following its demise. In
1980, after many years of research, an Obanazawa local by the name
of Ito Hyodo revived the kiln using porcelain sourced from the area to
create the Kaminohata-yaki that exists today. Last year it celebrated
its fortieth anniversary.

Kaminohata-yaki is known for its distinctive santamon
(“three-motif”) pattern, which combines images of peaches, pome-
granate, and a fingered-citron known as a “Buddha’s hand”—respec-
tively considered good omens of longevity, prosperity for future
descendants, and happiness. Indigo patterns hand-painted in gosx
pigment adorn thick, white porcelain, achieving an effect as strik-
ingly beautiful as it is simple.

When musicians visit us here in Yamagata to perform at the con-
certs we organize, we typically gift them a piece of Kaminohata-yaki
ware as a memento of their trip, each of which is made bespoke by
Hyodo-sensei himself. The photo on this page shows Hyodo-sensei
together with Carlos Aguirre, who was delighted with this keepsake

of his time in Yamagata. (Translated by Adam Sutherland)
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Editorial | Given that YIDFF is being held online, the SPUTNIK—YIDFF Reader, first published in 2013 and now in its fifth volume, will this year, in lieu of a
printed version, only be released in PDF format and, to try something new, delivered in daily newsletter style. Over the course of six issues, it is our intention to cover
all aspects of the film festival’s attractions by including film reviews, essays on special programs, interviews with directors, columns about Yamagata, and more. While
we will not be able to meet in Yamagata, I believe there must be some who have been able to participate in YIDFF for the first time because we have gone online. It
would bring me great joy if this magazine serves as a helpful guide to all of you. (Okuyama Shinichiro, translated by Kyle Hecht)
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The Land Becomes the Gun: Nuclear Family

I—2+/—22R | Markus Nornes

(WL 72 | Film Studies)
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I write this short essay about an essay film from my parents’ basement
in Fort Collins, Colorado—from literally within the carth of the
traditional and ancestral homelands of the Arapaho, Cheyenne, and
Ute Nations and peoples, the original stewards of this land. As the
name suggests, my town was originally a military outpost, founded
in 1864—the same year as the Sand Creek Massacre, which features
prominently in Erin and Travis Wilkerson’s powerful Nuclear Family.

This film hits close to home. Travis was born in a town not 40
minutes from my own. His family took him north to Montana, but
we both grew up in the West. This film is very much a film about the
West by a Westerner. I could identify with it in ways I've rarely expe-
rienced in documentary.

Nuclear Family is an essay film, in the tradition of Santiago
Alvarez and Chris Marker. As theorized by Michael Renov, it’s a form
of non-fiction film that plays with convention and ties representations
of the world and its history to the point of view of the filmmaker.
Nuclear Family starts with the structure of the travelogue and the
home movie. The Wilkersons present us with their family vacation,

an absurd trip across the West visiting massacre sites, nuclear missile

F#% =% ) Nuclear Family [ >4 —73aFIL - A>~F 1< 3~ International Competition] 8 H Oct.8 14:30-|9 H Oct.9 12:30-
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silos, and other sites connected to the bloody history of the Ameri-
can West. They weave autobiographical storytelling into more than
one of the American grand narratives at once: nuclear warfare, Native
American genocide, and the patent ridiculousness of the romance
of the old West. The film is built from a set of visual and aural ele-
ments—measured by Wilkerson’s sight—that provoked so many
long-buried memories I found my own life woven into the film.

Incredibly, one of the main objectives of the Wilkerson’s family
vacation was sites of horrifying massacres and battles of Native
American peoples. Their first stop, Sand Creek, just Southeast of
my parents’ basement, made me recall my American history teacher
in high school who taught us about the massacre to connect Native
genocide to the Vietnam War. The Wilkersons have an analogous
strategy here, except they link their visits to quiet, empty battlefields
to all American wars—and the always-present threat we’ll start a new
one and, as the seductive and terrifying images of mushroom clouds
suggest, the next one might be nuclear.

In between battlefields, the Wilkersons visit the nuclear missile
silos that dot the West—my Colorado home is surrounded by them.
Travis’ mother often took her family to nearby silos to teach them
the realities of the Cold War world. Unlike all other features of the
western landscape, these silos are unique for their terrifying iterabil-
ity. They are small patches of land set apart from the open landscape
by fencing, decorated with poles bristling with surveillance cameras
and, unseen and deep in the Native carth, homes to tall rockets
topped with nuclear warheads. They are ubiquitous, but out of sight
and thus out of mind. And there are enough to make a weird family
vacation for a clever filmmaking couple like the Wilkersons. Their
kids were surely outraged.

Nuclear Family is a formidable film about the West, its history,
land and families. The Wilkersons’ cinema is all about setting you
off balance, connecting family history to massive historical processes
and ever more ghastly technologies of destruction. It’s a profoundly
personal film; but it compellingly argues that the Wilkersons’ private
West is aimed at a global audience when Travis’ urgent, hushed voice
whispers, “Seize the land by gun. Land becomes the gun. The gun is
pointed at everybody’s head.”
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Curiosity and Discoveries
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I'm quite familiar with the word Yamagata. When I was in film
school in early 2000’s, I heard a lot of good things from my teacher
Gotot Prakosa. He told me how important Yamagata International
Documentary Film Festival for him as documentary and experimen-
tal filmmaker was. He told me a lot of crazy and interesting films that
he discovered in Yamagata. I was inspired by his story, and I hoped I
could visit Yamagata, and watch some films there.

In 2015 I gotinvitation to visit Yamagata. Together with my friend
Rizki Lazuardi, as a collective artist from Jakarta called Lab Laba-
Laba, we did an installation in a very beautiful Old Photo Studio
Nishimura. Our installation engages our perception of contemporary
situation triggered by our ignored memories. It was really beautiful
experience for me to be there. The owner of Nishimura Photo Studio
still lived in the studio. So I did some talk and listen to his stories.
Despite of language barriers, we shared the same energy. It was a new
learning experience for me. Of course, I'm happy to explore the pro-
grams. I remember watching a very beautiful program that focused
on experimental films from Chile in 60’s-70’s. It was a precious
moment. [ don’t think I would be able to watch these films if there is
no Yamagata. And the audience, they also scemed to be discovering
something new. I felt I was surrounded by curiosity and discoveries,
all the time.

After watching some interesting films, I feel hungry. And then I
discover Yamagata beef. It’s crazy, it feels so magical, the combination
of good feelings after discovering new things from good films, and
Yamagata beef. This kind of feeling will stay forever in my mind and
my heart.

I also remember a small coffee shop near the train station. There
met a very nice lady wearing very beautiful Kimono. She was drink-
ing the coffee while talking with the coffee maker, a man in his late
60s. They were talking something in Japanese, but I could pick up
some words about my installation, she mentioned Nishimura Photo
Studio. I introduced myself and began to talk with her. We both used
a broken English, but we ended up sharing each other stories.

In Yamagata, I learned and discovered new things, not only from
the films, but in everyday life situation. I think Yamagata taught me

about cinema in a very special and honest way.
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An Ethnography of a Family Called Camagroga and Their Land
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I#=2'07# ] Camagroga
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— Firstof all, would you tell us about this distinctive title, Camagroga? Why
did you choose this name, the family nickname of your subjects, as the title?

Farmers in this area are known and call one another by their family
nicknames, nicknames of their ancestors. This is a very peculiar and
distinctive feature of the region. I discovered both this tradition and
Antonio’s family nickname at the same time. Camagroga is the name
by which his family is called. Now, the film has a spirit of western
movies (e.g. framing, stories, and ambience); and Camagroga means
“Yellow Leg.” Doesn’t this somehow sound like an American Indian
name? When I heard it, [ knew I had the title.

— There is a passage where one names and describes implements that are
no longer used in modern agriculture. It seems to convey to the andience the
physical sensation of farming, more than the nostalgia for what is being lost.

Flare is the main antagonist of the film as opposed to Antonio. If
Antonio is a pessimistic and introvert character, Flare is vital, optimis-
tic, and sensual. So, you are right in not finding nostalgia in his words.
He just tells stories, he just teaches me for the sake of teaching, and is
proud of his world and his way of life. Is the film nostalgic in any way?
I can’t tell. What I am sure of is that, if it were nostalgic, this is not a
product of my research and intention, but of the images themselves.
— In the sequence just before the end of the film, Antonio mentions Luis
Bunuel’s Viridiana. Do you think that the issues of class and capital that were
portrayed in that film have been carried over to Camagroga?

Capitalism, if not capital, definitely surrounds the film like the
underground stream. It is absolutely what is at stake here. But I don’t
think class operates the same way. Anyway, this has nothing to do with
Antonio’s quoting of Viridiana. As a matter of fact, he misunderstands
the film! Bufiuel’s movie has no such sequence as he recalls...

— You use some music in your film. Are they local folk songs? Do they relate
to farming?

Yes, they are local folk songs. There is a strong tradition of this
kind of music, although it’s not so widely known. Usually it consists of
putting music to old lyrics, whose origin is difficult to trace. Two out
of the four songs in the film directly relate to farming; like the blues,
these songs were sung by farmers who worked in the fields. The rest

of music (in the film) and other traditional songs are just about every-
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day life. There’s an obvious reason to use them because they are full of
power and energy. Besides, since the film is also a kind of ethnographic

research, it is organically woven into the local milieu by these songs...

Interview conducted by Yuki Hidetake (Film critic) via email in September
2021

Listening to Women’s Voices: Night Shot and Broken

BEEF | Atsumi Yoshiko

(T4 #4 5 | Editor in Chief, Fort Cinema)
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Night Shot (2019) by Carolina Moscoso Briceio, who was sexually
assaulted several years ago and is currently based in Chile, captures
a passage of post-assault time (along with changes as time passes)
through everyday landscapes that include her family and friends. It
can be said to be a self-documentary with at once sensitive and shock-
ing contents.

Why do I call them shocking? This is not because the film depicts
the process in which a young woman is sexually assaulted by a man
whom she meets by chance and who gets angry over a trivial thing;
although she is hurt both mentally and physically and her pain won’t
be cured for the rest of her life, she is condemned to a life of loneli-
ness instead of being protected as a victim of sexual violence by both
society and the police. This process is such a banal reality that makes
one sigh in Japan in 2021. I've heard of similar stories so often that
I find it rather boring than shocking. What is shocking, however, is
that a survivor of rape shows the fact to the audience as a documen-
tary film. Many films about sexual crimes, including rape, (most of
which, I suspect, are fictional films by male directors) were made in
the past. But isn’t it the case that no film has ever confronted the inci-
dent in such a manner?

Most of the film consists of blurry images in the night shot mode,
incoherent conversations with her friends and her family, track-
ing shots of scenes of the crime taken after the incident, or abstract
paintings, frequently interspersed with subtitles that explain how the
incident takes place in a matter-of-factly indifferent way. The film
can hardly convey a specific message or tell a spectator-friendly story.
It could at times provoke some spectators by making a show of her

faults, but it clearly tells something.

The filmmaker, Nan Khin San Win was brought up in a small

Foo®F ] Broken
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The Fruit and Wine of Woody Farm & Winery
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Editor and publisher of Yamagata newsletter, giinika / YIDFF PR staff member)
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village adjacent to the armed area in Myanmar far away from Chile.
In her short, Broken (2021) the ilmmaker, who left the village when
very young, makes an appearance to narrate her own experiences,
while her father who has lost a leg to aland mine resolutely remains in
the place, always thinking of his daughter. Her story alternates with
the sequence of a woman from the same village who has been sexually
assaulted in special circumstances such as armed conflict (caused by
men). To put it bluntly, one could cry loudly if one lost a leg to a land
mine. This film, however, quietly shows the woman who talks about
her sexual victimization in a small voice in front of the camera. We
don’t understand how she is related to another woman, that is, the
filmmaker herself, in the film. Both a burning rage and a deep sadness
that pervade the film will unquestionably emerge as a reality before
the eyes of the spectator.

These two small films attempt to express the question of sexual
victimization through different approaches. Don’t they simply ask

the spectator just to listen to the women’s voices?

(Translated by Yamamoto Kumiko)

Nothing says fall in
Yamagata quite like its
fruit—which is why, for
this film festival scason,
I  highly recommend
Woody Farm & Winery in
Haraguchi, Kaminoyama.
In addition to growing
fruit, Woody Farm &
Winery also produces its own wine and dry fruits. Their cherries and

Western pears are edible straight off the stem, with the latter coming
in eight carefully selected, fall-harvest varieties. Of these, Doyenné
du Comice is particularly suited to Kaminoyama’s relatively dry
and snow-free climate, reaching maximum ripeness in October and
November; it’s also orderable from the farm’s catalogue. For those
who prefer a tipple, look no further than the farm’s Premium Poiré, a
sparkling wine made using three varieties of Western pear, including
Doyenné du Comice and La France. Combining one percent grape
with flavor rivaling that of even the ripest La France pear, this quint-
essentially Kaminoyama beverage packs a crisp and bright aftertaste
and is guaranteed to liven up any conversation.

Something Woody Farm & Winery takes particular pride in
when making wine is ensuring that each year’s season is reflected in
the taste. To this end, they use fruit grown using organic fertilizer
and minimal pesticide, eschewing herbicide, percolation, heat steril-
ization, chaptalization, and concentration techniques entirely. If such
exacting requirements sound in any way austere, life on the farm is
anything but, with staff cheerfully bringing their own creative inge-
nuity to products every bit as lively as their charming labels. Inciden-
tally, CEO Kimura Yoshihiro has also been involved in screening the
works of Ogawa Productions, who were formerly based in Magino,
Kaminoyama; his family was on good terms with the collective,
including director Ogawa Shinsuke himself.

(Translated by Adam Sutherland)

http://www.woodyfarm.com/ (+ v 74></=» 7B | Online shop available / Japanese language only)
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For Nameless Fragments of History: Whiplash of the Dead

EWE | Ivatsuki Ayumi

(Zawes 77—y 2 [WL 254 ] #7453 | Film Archivist / Editorial Member, Eiga Gesjutsi)

[E&&ZH AT & T Whiplash of the Dead
[BA 7025 L Perspectives Japan] 8 H Oct.8 18:00-
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Allow me to begin with an unexpected episode. During the roundta-
ble on Whiplash of the Dead for the 475th issue of the Eiga Geijutsu,
the editor-in-chief, Arai Haruhiko mumbled, “A fter all, there is some-
thing that only the contemporary can understand,” to both Inoue
Junichi born in 1965 and Shiraishi Kazuya born in 1974, (probably
also keeping in mind the director of this film, Daishima Haruhiko
born in 1959 who was not there). His mumbling was never published
in the journal. Born in 1975, I thought that he might be right as I was
transcribing the taped conversation. But at the same time, I wondered
if it was okay to give up just like that. This ilm, Whiplash of the Dead
seemed to question the way we committed ourselves to intangible
past, memory, and history.

On October 8, 1967 students took to the street at Haneda to
protest against the Vietnam War and Yamazaki Hiroaki, a student
of Kyoto University, then, aged 18 was killed during the clash with
the riot police. Whiplash of the Dead is composed of the testimonies
of fourteen people who were involved in the student activism at the
time, focusing on those who were closer to Yamazaki.

The fourteen people’s narratives, composed by theme, are not so
different from one another and even consistent, as if they are playing
the same melody with different musical instruments. While they are
instrumental to securing an unwavering (hi)story of the death of
Yamazaki, is there room for us, the outsider and the non-contempo-
rary in this series of powerful narratives?

In this film something that gives rise to cracks in the mono-
phonic narrative is, in fact, present. It’s not a different sort of story
interpolated from another angle, but a linguistic malfunction or a
soundless state—silence, stagnation, stutter, misreading, sobbing, or

speechlessness—emanating from the speaking subject’s body. Simul-
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tancously to this, their face and body undergo distortion, twist, and
fluctuation that leaves meaning indeterminant. What is present is
emptiness itself, eloquently telling us that something other than what
is being told here once existed and still continues to exist. In the film,
Whiplash of the Dead stories are told to commemorate and historicize
the dead who is evidently identified with the proper name, Yamazaki
Hiroaki. But the very emptiness that almost violently manifests itself
in narration, catching the narrator off-guard, will immediately strike
us who fail to live in the same age, as a sequence of “nameless frag-
ments of something to which history did not give voice.”(1) And can’t
our imagination be finally mobilized towards intangible history by
the intermediary of “the unnamable in history”?

InJune 2021, abook version of Whiplash of the Deadwas published
by Shobunsha. I hesitate to say this, but it is more interesting than the
film. While the film (should I say, necessarily?) foregrounds the death
of Yamazaki Hiroaki and secks to trace the subsequent lives of the
witnesses who lived in that era, the book is full of more variegated
and complicated traces of their lives. It includes the following mighty
word from Shimamoto Keiko who felt uncomfortable with the 10/8
Yamazaki Hiroaki Project itself: “Don’t be a great person. Live anon-
ymously.” Thope that her determination will “become like dust with a
passage of time” in the gaps of history and “eventually come to surface

without saying a word”(2). (Translated by Yamamoto Kumiko)

(1) Taki Koji, Historical Philosophy of Images, edited by Imafuku Ryuta,
Misuzu Shobo, 2013, p. 57 (only in Japanese).
(2) Ibid., p.55.
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These Women’s Media:

This Stained Dawn, Writing With Fire, and Makeup Artist

FRBFHZ | 1zuno Chita

(WL BF 72 | Film Studies)
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TR EBLHIZA A>T ] This Stained Dawn

It is not the case that all women can become one. The main charac-
ters of This Stained Dawn are diverse individuals of various domestic
environments, social classes, ages, and faiths, yet—due to awareness
of their shared oppressions in Pakistani society—together they seek
possibilities for a movement. They know that the stronger the enemy,
the more power required to resist and that, as a result, movements can
themselves become oppressive, threatening collapse from the inside
as a result of power dynamics of exclusion and discrimination. This
knowledge is a precaution against the trap of excitement brought
about by casily comprehensible frameworks of resistance. Certainly,
this film dramatically increases in tension as nervousness and expec-
tations ferment in moments in which, while subjected to strict pres-
sure and interference from patriarchal society and Islamic funda-
mentalism, these women wield the power of solidarity, going as far
as marching for the destruction of these systems. Nevertheless, what
makes this film rich is precisely those things that lic behind what the
camera captures of the women’s shared excitement: the accumulated
and vast weight of everyday words, the facial expressions in a scene in
which women of different opinions candidly and seriously debate, the
sense of futility after a failed press conference, and the energy of other
such minutia not encapsulated in heroism.

In Writing With Fire, women establish media to expose the social
and political structures of India, as well as protect the central pillar
of democracy: journalism. More than battles of women versus men,
ones of the weak versus institutions of authority (politics, religion,
police, mafia) are emphasized as frameworks of opposition. This film,
which specifies media as its main topic, does not only gaze at women
journalists; it becomes a second layer of media laid over that which
these women create with smartphones. We see what they see and
hear the voices they hear. This approach silently protects them, who
continuously put themselves at risk to continue their activism, and
expands upon the thoughts and messages they communicate. Take,
for instance, a scene from a mid-clection press conference in which
a BJP (Bharatiya Janata Party) candidate is interviewed. The foolish
look of the candidate who cannot directly answer the women’s carnest
questions and the women’s bitter smiles do not escape the camera. He
clearly loathes the questions, whereas the women know how equip
themselves with forced grins and sidestep this candidate who looks
down upon them. Then there is the interview with the young Hindu
nationalist leader. The women persist in pushing this group, which
does not trust media, for an interview and finally succeeds; a hand-

some young man responds pleasantly. However, his tactless responses



No.3 10598/0ct.9

© Black Ticket Films

MRZ EH252&E =5 ] Writing With Fire

Mzt bicF 2 oh e WEEREH O MY ik 2 L3553 a0k 7
L RAa kv, oI 2 HAY. BabR T LTwa 12,
FHECTRELLSLOLTMPHEL LI HIZETIT0E, Hb»
13, eV Fy— - FaF YR LDET)—X—~DHH, AT47 %#1EH
LZWEW) ZORMRICH DV SR B LTL ) RAmE TS A v F 2
120 AV ARF IR C RS2, AR BE L I A
DEZINTIRI TRIERA LD 72, RS r LEETE AL
ol ALAL LA OV TV 23— LDxf s, T E DFIDIERFR
PWEEL, COFNMSHEL R TELOTHEIER P> T
2072, BJPOME D tev Fo— > aF ) XL DB ViR LI ETR
HLDr —FYRLDNHHIINE I B, Lo Lk bizd Faic, M
HLUgMLSEPECTE, BILP L 22 D% 200272012,

[A=279 7« 7=F42 ] 13, —ERLTATVDDHLFEEL VIS
LA OGO, EARDI-—FIZOMS#ET T2
2D, WU L) AT T R BRI TR ThH B, KRS
WBRFTHERIESAFHR YOI TLRIIE 526 L0 s 2D
DI, P 63— FIITES 2R IAT DRI THELEL, &
DWERPBRICHR OGS, ZOHTRA=2Ty 7« 7T—=T4 AN Lo>ThH
JOEWIRDOBEZPINIZCDIE, 15 HAT DIFAEIIRZHITLL . K
IR s, Wog o —03FICR S 1T B AP REAATZ DT LB b,
W BEHIZLTLI), RIFWHLLVI—FI. IXTDFIT. HD
FRLOILWISMRPEEOUE, L Li—F30 53T S IEE
PHFIZLoTHS DB TERE ZRAPRATRIZHTH1EHIC
ZEHET2, WKOBEMZRD G322 T— R H BB LA P
O, I=FOTE R 25125 s o TV 8z kB, —FH R
FZOHMPEDLH N E RAPHZE2H DB Z) L3 D6
DSOD LA E 2 S F B SEEIE T kM c T T 2, B LEOM
Bl ¥ DM TH LA VIS 003 B PHEDE S, 05T, ¥
LAINIEBRIED A VT —=1Eo T ZEIZFA BRS¢, FEN
T, BT, BOBEODROEF T, BATREENIZ LTI LY R
JohaddTULH»GR2TADIR, ZADMIZH 25 CEE
LHOA~OBFE 572, Kb v RIGEEERZ 2 25Dz DId
WA FI R LIZB L) AT T 12572 DTH B,

%54~ LR Online Screenings

[X—=27v7 « 7—F+4Z k] Makeup Artist

to straightforward questions disappoint. The juxtaposition of the
fresh-faced, young male respondent and Meera, who listens to him
with her arms folded, tells of the asymmetry of knowledge between
the two. She knows that this tactlessness is purposefully deployed by
authorities. As the authority of the BJP and energy of Hindu nation-
alism gather force, the position of women journalists becomes all
the more precarious. Nevertheless, they have steadfastly cultivated
knowledge, strategy, and words. This is because what they question
are the very power dynamics that support this momentum.

Makeup Artist doesan about-face, instead chroniclinga small-scale
struggle in an Iranian home. As Mina, the main character, carries out
this struggle, she becomes a tactician through her intentional use
of cinematic media. It seems that before marriage her husband had
said that she would be able to study at university and hold a job, but
there is no proof that this promise has been made. Accordingly, Mina
rehashes this story again and again before the camera, impressing
her husband’s lies upon the audience. Meanwhile, she secks a com-
mitment from her husband to allow her to become a makeup artist.
However, the presence of the camera shocks the husband, at times
enraging him with the thought that the film crew is filling his wife
with erroneous thoughts; he grows recalcitrant. Before the camera he
communicates to Mina, who does not compromise, and imposes con-
ditions or his seckinga different wife. Nevertheless, Mina changes her
tactics, now reversing custom to select a second wife with whom she
can align and whom she can supply to her husband. Now, her strug-
gle in search of freedom suddenly seems farcical, and Mina’s actions
begin to force the film forward. In contrast, the husband makes no
moves toward acknowledging the freedom of his wife nor welcoming
a second wife; he resists by stonewalling, dragging things out without
committing to a decision. Due to the equilibrium of this tug of war
between action and silence, their conversation shows no bounds; the
cycle brazenly repeats itself. Before long, we realize that it is rather
this, in and of itself, that was the main theme of the film. Through
their home, farmland, and long grazing travel, what comes into view
as the camera becomes witness to an endlessly repeating and expand-
ing candid conversation are the strong love between these two and
their mutual attachment to one another. Mina’s use of cinematic
media makes a marital dispute, something usually considered unpal-

atable, somehow palatable. (Translated by Kyle Hecht)
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Fear, Power and Fairy Tale—The Folk Memory 2020:
Self-Portrait: Fairy Tale in 47 KM and Luo Luo’s Fear

%% | Gao Ang

(ML 5%, 74— 2+ &) —- 71 Y= 7} | Filmmaker in the Folk Memory Project)
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At the beginning of 2020, the COVID-19 pandemic broke out glob-
ally. The pandemic caused significant limitations to face-to-face com-
munications and the embodied practice in documentary filmmaking.
However, a group of filmmakers in the Folk Memory Project jointly
broke through their isolated situations. They tried to establish a kind
of mutual spiritual support through filmmaking. The Folk Memory
Project was launched in 2009 by Wu Wenguang—one of the found-
ing predecessors of Chinese independent documentary. This project
sent young people back to their ancestral villages to collect the “Three
Years’ Great Famine” oral history. Films will be made in the process
of collecting oral history and conducting social engagement.

Zhang Menggi—a dancer, filmmaker, and performer—was
involved in this project in 2009. She returned to her father’s village—
Diaoyutai Village, Hubei Province—one of the millions of villages
in China. Zhangs life has entangled with Diaoyutai village—where
she named 47KM. She has been portraying herself and the village by
the camera since then. In the last ten years, she made ten films of her
Self-Portrait film series. Zhang spent ten years observing 47KM and
conducting social engagement. She also reconstructed her selfhood by
the deep engagement with the people and 47KM.

Throughout Self-Portrait: Fairy Tale in 47KM, a little girl runs
around the village and announces building the Blue House. In the
tenth year, Zhang built a public space in 47KM—she named it Blue
House. Blue House was built on the top of this hilly village. Just like
the blue colour in the grey landscape, 47KM signifies something dif-
ferent. From the girl’s speech, we know that the Blue House belongs
to this village. It expresses Zhang’s vision of the Blue House, which
can build a mutual connection between the future generation and the
village. Zhang built a strong bond with 47KM in the past ten years

by discovering its history, building its community, and exploring its
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ordinary moments. She wants to pass her experience to the next gen-
eration in the village, just like in the film, we saw the girls start car-
rying the camera. Zhang made her fairy tale in 47KM by ten year’s
continuous filming and self-reflecting. She also found fairy tales in
47KM—the normal life in the everyday.

Another fairy tale was grown in a small flat in Miyi, Sichuan prov-
ince, in the middle of nowhere in southwest China. The virus-related
fear increasingly impacted Luo Luo—a retired middle-aged woman
who lives with her father. To get through this challenging time, Luo
Luo started to talk about her fear
in front of the camera. The video
diary became her daily routine.
Luo Luo is a newcomer to the
Folk Memory Project. Since the
lockdown, the Folk Memory
Project filmmakers have isolated
themselves in their respective
villages. Luo Luo did not see
her fellow filmmakers in person
since she joined the project. She
was curious about where are her
fellows who supported each other
to ride through this difficult time together. She, then, decided to find
her fellow filmmakers on the map. Luo Luo’s everyday film diary fol-
lowed by the map-searching represented the main structure of Luo
Luo’s Fear.

Between each section, we randomly have a glimpse of Luo Luo’s
life with her father. The most striking moments were her father’s
talking about the past. Luo Luo’s fear and her father’s memory of fear
gradually overlapped. The present and the past mirrored each other
in the narrative development of Luo Luo’s film diary and her father’s
memory. Luo Luo tried to understand the fear rather than falling into
the fear through filmmaking and attending online activities with her
fellow filmmakers. When she was at the point of collapsing because
of the pandemic, she decided to plan the way of spending her retired
life. We heard a song Luo Luo sang at the end of the film, she became
aswan goose and had freedom. Luo Luo is creating a fairy tale because
she is brave enough to choose an alternative life.

2020 was Zhang’s tenth year’s filmmaking journey and Luo Luo’s
first year. Zhang’s ten years’ experience of filming crucial reality and
painful history in rural China evolved into a fairy tale, and Luo
Luo’s fear became her internal freedom. Both films signify the ten
years’ persistence and the continuity of the Folk Memory Project.
I joined the Folk Memory Project in 2019. Through the immersive
communication, I was always inspired and encouraged by a partic-
ular internal power from my fellow filmmakers. Especially in 2020,
with this internal power, the project filmmakers experimented with
diverse workshops online during the pandemic. More importantly,
they established a more profound and broader connection within the

community and the public.

[1> 45—+ 3+l - aAv~F+1 3> International Competition] 10 H Oct.10 17:00-| 12 H Oct.12 10:00-
FILANF DN Luo Luo's Fear [72 7Tk 538 New Asian Currents] 9 H Oct.9 12:30-| 12 H Oct.12 14:00-
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The Moroccan Art Scene of the Seventies Regained
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— What was the inspiration behind the restoration of About Some Mean-
ingless Events by Mostafa Derkaoui, which is quoted in the film?

In 2011 I embarked on my first film of archives on the 1970s for
the Sharjah Biennial. During my research, I found a very bad copy of
VHS that preserved the unique trace of this film. The discovery was
decisive because it is the sole film in Morocco where the camera goes
into the street to meet the people. I used a large chunk of it in my
first film entitled Wanted!. This work was shown all over the world
and helped us not only to rediscover Derkaoui’s film but also to do
research to regain and restore it. I could, in turn, use alarge portion of
the restored copy in my latest film, Before the Dying of the Light.

— How did you meet Abdelaziz Tribaq, the director interviewed in the
Silm?

I met him after I discovered his autobiographical book, I/al Aman,
Autopsy of a Calvary. At that time, a number of ex-political prison-
ers published their experiences. But I found Tribaq’s testimony most
revealing and courageous, speaking of internal affairs that T had never
heard of, including about my elder brother who practically followed
the same trajectory.

— All the music used in the film is very impressive. Please tell us about your
choice of music.

Apart from one or two additional scores, all the rest come from
Moroccan films in the 1970s. After the film was distributed, many
people asked me the same question about music! Contrary to our
expectations, the young Moroccans in this epoch were stakeholders
in a wave of the worldwide rebellion of those years. They naturally
consumed all popular works of music, art, and literature. In music,
there was a penchant for Afro-American music that, beyond its
quality, expressed their revolutionary movements in which all Afri-
cans from former colonies were represented.

— How did you see the Moroccan art scene in the 1970s when you were a
teenager?

I grew up in a small town in the middle of nowhere without any
theatre, museum, or bookshop. There were just two cinemas that
exclusively showed Bollywood or Hong Kong films. These cinemas

also offered rare musical concerts and theatrical pieces that sometimes
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AR C0—& | Yamagata, a la carte - (3)
SEFBROBOWIEES
Candied Ume Plums by Kotobukiya Jukogura

FH&E | Toda Takeshi
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Japanese Confectioner “Kayusenshin Todayashodo” Third-Generation Master)
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EE#HER | Kotobukiya Jukogura

ventured into unknown territory. So, my knowledge of the Moroccan
art scene was limited to the music that was more accessible by radio
stations and in audio cassettes. The first time I saw a Moroccan film
at the cinema in the big city, 60 km away from my place, was when I
was 18 years old.

— Do you think that there is more freedom of expression in Morocco today
than in the 1970s?

Yes, I believe that freedom of expression has evolved well even
though it still remains vague and very fragile. A few years ago, I would
not have believed that my latest film could be co-produced by the
public TV channel, 2M. This station has launched, thanks to a direc-
tor crazy about the documentary film, a slot dedicated to this genre
that at last shows films that narrate the realities of Morocco.

(Translated by Yamamoto Kumiko)

Interview conducted by Ishikawa Taichi (YIDFF Tokyo Office) via email in
September 2021

afflower is Yamagata’s
Saffl Yamag
prefectural  flower, blos-

soming colorfully early in

summer. It has been used

EE PR IR S

as red dye from of old.

Transported to Kyoto by the merchant ship, it brought wealth to the
prefecture. To turn such safflower into a beautiful red dye, people
have used plum vinegar. That is why they have planted a lot of plum
trees while cultivating safflower in Yamagata. Noshiume is a famous
ume plum-based sweet. There is, in fact, a non-confectionary shop
that produces a specialty with the #me plum. It is a pickles shop. A
combination of #me plums and the pickles shop immediately reminds
us of umeboshi or ume plums pickled in sale. But Kotobukiya Juk-
ogura, based in Higashine, pickles ripe #me plums in sugar and cider
vinegar to produce mature candied #mze plums. This product called
Akanehime uses the variety of big Setsuda #mze plums farmed locally
in Higashine. Waiting for #me plums to fully ripen, they pickle
them in sugar to be matured slowly. The surprisingly big #7z¢ plum
is slightly amber-colored and has melt-in-the-mouth texture. It is ele-
gantly sweet with a refreshingly sour taste of the ume. Please enjoy
this special treat from the pickles shop with culture of Yamagata as a
souvenir or a sweet served with green tea.

(Translated by Yamamoto Kumiko)

https://www.akanehime.com/ (+ v 743/ 2v 7B | Online shop available / Japanese language only)
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Cinema’s Reach
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In October 2015, I traveled to Japan in what was to be my first travel
abroad to be part the film criticism workshop of the Yamagata Inter-
national Documentary Film Festival. It was a surreal moment for me
not only because of the opportunity to travel to an entirely different
place than where I grew up in, but also because I never thought an
opportunity like that would present itself to me as an aspiring film
critic at that time. In the Philippines, the locus of film culture has
always been in Manila. Filmmaking, and by extension film-related
endeavors and practices like film criticism is usually concentrated in
the capital/center, leaving the peripheries behind. That of course has
since changed in a matter of decade and there is certainly a new film
landscape now in the country. But it was important for me to bring
that perspective as I went into the workshop and immersed myselfin
the atmosphere of the festival.

One of the things that I took away from the workshop under
the mentorship of Chris Fujiwara was to instill a kind of discipline
in writing, i.e. setting deadlines. There is a certain rigor in writing
about films that is unique in its own way. It’s both an art and a dis-
cipline, and sometimes, this discipline can bring about the art, and
consequently the “voice” in the writing. But my biggest takeaway
comes from the experience of the festival itself and the experience of
watching films together with a diverse audience. In one of the open
forums after the film screening, a housewife who wanted to watch a
film before going home asked the filmmaker in focus what the film
meant for the filmmaker; but not only that she proceeded to also
share her insights about the film. It was such an insightful moment
for me. I realized that the conduct of the festival since 1989 has really
developed a film-going culture that is inclusive and participatory.
Whereas, as film critics or people involved in the business of film,
we get used to the company of like-minded enthusiasts and that we
tend to forget cinema’s reach, and that certain films, no matter what
genre is, appeal and mean differently to different audiences. Inspired
by all this, in December 2015, I, together with two friends, formed a
film collective called Pasalidahay (screening in Bisaya) which aimed
to develop a film appreciation culture in Davao, my city, through the
conduct of short film screenings that showcase regional and indepen-

dent works.

Yy MRERFT—23v7 | Yamagata Film Criticism Workshop

F¥a 22 —Bl 28 LT owTERF L., BEL. U LR T
HEFID T uT= 7 H34IEIIA Y IAV T, V=2 ay 7B E 5, Fu
OBEHEFF RO 7 F 84 2% %0, BELEEFHL, BB SR A 94
VIR £ EE AT (heeps://online.yidffjp/) iz TIEXFEFK ST,
(FAG) 292 - 7097 (FEE) . b HbE (HAFE

Aspiring film critics have the chance to think, read, and write about the world

we live in, through the lens of documentary. The established project will be
held online this year. Professional critics advise the participants, who write
their own articles about films, to be published during the festival on the
online film festival site (hetps://online.yidfFjp/).

[Mentors] Chris Fujiwara (English), Kitakoji Takashi (Japanese)
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Built over 50 years ago, the Kudo Buildinglies just kitty-corner to the
Bunshokan, the former Yamagata Prefectural Office and Assembly
Building. In August 2018 Playground Cafe BOX was founded there
by cinephile owner Kikuchi Nobukatsu; the establishment is tenant
to a space once occupied by the long-popular bakery Princess (which
has now moved to Yamagata’s Shironishimachi district). In the cafe,
a large volume of movie pamphlets, flyers, posters, soundtrack CDs,
and books fills the walls. The first issue of Forum Cinema Press that
was released when Yamagata’s Otemachi district still had the Forum,
nostalgic film flyers from when Nanukamachi still had Cinema Asahi
and Nouvelle F, and other such treasures are daintily filed away inside.
Most of this is Kikuchi’s personal collection, which he has built since
he was a high school student, but there are also many items that have
been donated by customers. It seems that several old cinema books
were even inherited from director Hayashi Kaizo.

For this YIDFF we will be live-broadcasting Q&A sessions and
other talk events featuring directors and others associated with our
selected films, straight from Cafe Box and our rental “class studio” on
the fourth floor of the Kudo Building.

Mr. Kikuchi began to regularly attend movie theaters, above all
the Forum, during his high school days. He has profound memories
of fun, passionate discussions on cinema shared with other frequent
moviegoers. He knew he wanted a career related to movies, so he
moved to East Japan for college, during which he worked part-time as
a projectionist, later transitioning to a full-time job at the same cine-
plex.

Afterward, Mr. Kikuchi returned to Yamagata to involve himself
in his family business. This work would bring him to several coun-
tries in Asia, as well as America and Europe, throughout over a decade
of a frequent overseas business-trip lifestyle. When he returned to
Japan in 2015, Mr. Kikuchi decided to fulfill his long-held dream of
establishing a cafe devoted to his hobbies. He opened shop in Nanu-
kamachi out of a desire to contribute to the dazzling energy of this
district once full of cineplexes.

In the spring of 2020, just as a customer base of movie fans and
local high school and university students was beginning to grow
through word of mouth, coronavirus infections likewise began to
spread through Yamagata, forcing a temporary closure. With the pan-
demic, running a cineplex also became a precarious enterprise. Mr.

Kikuchi, anxious that movie theaters might disappear from his town
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Film Geeks Society : https://www.filmgeekssocicty.com/
Cinemars Store : hteps://www.cinemars.jp/
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entirely, wanted to do something to support cineplexes, even cinema
itself; in October he launched a cinema club, the Film Geeks Society
(FGS), together with his cafe’s clientele. FGS’” membership is made
up of roughly 40 cinephiles of a varicty of ages—high schoolers to
people in their sixties—and vocations are energetically contributing
to Yamagata’s cinematic culture with screenings, gatherings, newslet-
ter publications, and the establishment of a YouTube channel. That
same October the Cinemars Store opened; this joint establishment
with Cafe BOX deals in a wealth of film and overseas drama mer-
chandise. It is owned by FGS co-founder and Cafe BOX regular Tada
Satoshi.

Even as communities bound together by cinema slowly change
shape, they carry on without dissolving; though Komian is no longer,
now a new gathering place has been born in Yamagata.

(Translated by Kyle Hecht)

Okuyama Shinichiro (SPUTNIK)
Special thanks to: Kikuchi Nobukatsu (Playground Cafe Box), Tada Satoshi

(Cinemars Store)
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Coordinators: Looking for Ways of Being Together

After the Great Fast Japan Earthquake
=B | Miura Tetsuya

(WL BT 72 | Film Studies)

[FHENZEEYRL—3X] Madelaine Dreams

HFEMMEDO [THHEOZL<FLv—x] (202148 13, B =
BEMT D8 T4 2 Th MRS AL, RERTVTATIIHIZT LG
. HOOHETIERBIE T3 TR TAMEMTH S, 2ITHL
TLEAE. Xbha [FEk] o—oicB2srblilkv, 1Z0320Uid
(FCARIEDRE TH 2, bIFHIzB T r o013, X
LSRG ER R LI LTV b0, EALTIEDD 221200
TO. D UYERCEBAVEATSRFTEL, 2ok fFoRES, &
H&235H 5,

FIREWEENL, EBE EDINRINTVEDD, RIVT4T b3
{2 A3 TH B T2DH, HFOHTIIEIBOTD LR LD,
— RN IAR SN B ZEDHEMII L AV R R DI D B A, Bk
N2 ED L Lr — 22>,

HFEOHE [HCERRGE] Q01748) 13, HELFREKOE I LY
DML B IEYED T a2k, RIGFEHEE DO, B{RSHET
RS THIEI 572, RIEVENEILB T 2R % Fo, 1212 L4
DA GBI IR TII LS REROHHRLFEHADL LT
A —Klaia=74TH 2,

BoOFEARLEISIAI VL, IV TAT LD [a—F4 34
=] %HDHIRTRE—SAL, BROEHHBEIZLCIRTIAIR, )
DT FHU R TEN T BE LI DLV Fx— L, BIEINITv

Madelaine directed by
Agatsuma Kazuki (2021) documents

Dreams

how Nagashima Ryota, a patissier
based in Minamisanriku-cho, Miyagi
Prefecture comes to open his pastry
shop, supported by disaster volun-
teers. Summarized like this, it may

sound like just another heart-warm-

ing story. But this is only one side of
the film and the other side depicts in
detail how the relationship between
the supporter and the supported is
established in the first place, what
problems this relationship brings
about, and how these lead to a ques-
tion of economic  circumstances,
including something quite personal.
Wherein lies the film’s worth and fun.

In fact, this film poses a number of questions on volunteers: How
volunteers work? What are their working hours? How do they divide
the work among themselves? Self-serving volunteerism may cause
mental stress to supported people. What kind of case is it exactly?

Agatsuma’s previous film, Tremorings of Hope (2017) laboriously
unravels the complicated decision-making process for a festival in the
community from the ethnographer’s perspective with amazing preci-
sion. Its stance is common to that of Madelaine Dreams whose object
is not, however, a traditional community but a temporary one formed
in a special post-disaster situation.

The film has the second protagonist, Kinoshita Kenichi who
coordinates volunteers. A Co-op staff member in Nara, Kinoshita
tells first-time volunteers how to be mentally prepared and how they
should behave. He is always concerned about the financial conditions
of the local people who try to rebuild their lives and racks his brains to
solve a severe problem of how to run a business with them. His stren-
uous efforts help to reveal complex inner workings of volunteerism.
While the film was being shot, he was killed in an accident. When the
pastry shop was finally completed, everyone remembered Kinoshita
who had worked behind the scenes.

Focusing on post-carthquake films, “Cinema with Us,” one of the

YIDFF’s programs celebrates the tenth anniversary this year. Even
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Songs Still Sung: Voices from the Tsunami Shores

now great films are continuously created and there is no sign of dis-
continuity, though the number of films decreased from immediately
after the carthquake. Why? This is probably because filmmakers are
given extremely important and fascinating challenges to record and
reflect on a form of communality in new communities/groups formed
or reorganized after the disaster. These challenges, of course, still
exist. How can people live together in the lands violently transformed
by the earthquake? When one asks such a question, one’s camera must
naturally be drawn to coordinators like Kinoshita Kenichi.

Coordinators are those who put people and things in order (“ordi-
nate”) together (“co-”) and broadly play a significant role in some of
the important films produced after the earthquake. Acting as a guide
for the director, Matsubayashi Yoju in Fukushima: Memories of the
Lost Landscape (2011), Tanaka Kyoko originally devoted herself to
revitalizing the community. Ono Kazuko supported Srorytellers
(Hamaguchi Ryusuke and Sakai Ko, 2013) by creating an invaluable
space for listening to tellers of folktales. Abe Hiromi in Listening to
the Air (Komori Haruka, 2018) is also engaged in activities as a radio
personality to connect people in the changing community. Another
film selected for “New Asian Currents” this year also involves a
charming coordinator. In Songs Still Sung: Voices from the Tsunami
Shores (Suzuki Yoi, 2020) women poets who use the immensely
attractive local dialect gather together, gracefully coordinated by the
poet Arai Takako. The list can go on like this and there are too many
to count. Coordinator are not necessarily the protagonist on whom
films focus. But meeting coordinators active in various places, large
and small, of Tohoku is one of the great pleasures post-carthquake
documentaries offer.

(Translated by Yamamoto Kumiko)

IFHENDZELZFL—3X ] Madelaine Dreams
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Songs Still Sung: Voices from the Tsunami Shores
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Memories of Occupation, Memories of a Lost City:
The First 54 Years—An Abbreviated Manual for Military Occupation

and Little Palestine, Diary of a Siege
FIERER % | Abe Koji

(77237 | French Literature)
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With deadpan irony, Avi Mograbi’s The First 54 Years—An Abbre-
viated Manual for Military Occupation offers up the Isracli govern-
ment’s strategic expansion of the Occupied Territories as a handbook
in how to stage a “successful” annexation. Mograbi himself speaks
directly to camera, lecturing the viewer performatively in a devil-
ish whisper on shrewd tactics for territorial expansion. The rest of
the film is comprised of archive footage and testimonies gathered
for Breaking the Silence (a campaign group set up to record former
Israeli soldiers” statements about their own role in the violence and
oppression), interweaved with documentary footage that depicts with
careful precision the inhumanity of occupation. Discerning anything
at all in the expressions of the veterans speaking calmly and precisely
for Breaking the Silence is no easy task. A testimony needs to be just
that, after all: a testimony. Even Mograbi himself hides within the
shadow of a cartoonish premise, betraying no emotion.

But it’s different when those same testimonies and blank expres-
sions are displayed alongside images of Palestinian homes being
destroyed by tanks; of bedrooms being ransacked; of sleeping chil-
dren dragged from their beds; of adults, blindfolded, forced to line up
in scorching desert plains. Or else alongside images of soldiers cheer-
ingat the sound of exploding shells—then, these testimonies have the
power to disturb and traumatize. Who of those familiar with Mogra-
bi’s past work can forget the fear in young Yasmin’s face as she stood
before the sign refusing entrance to “outsiders” in Once I Entered a
Garden (2012)? In these moments, the fear of the oppressed and vul-
nerable intertwines with the guilt of their oppressors in the image on
screen.

Yet no image, no matter how vivid, can readily convey the fear and
anguish such a life instills in those forced to live it. An image and
screen have only two dimensions, “neither [of which] can be walked
through” (Jean Genet, Four Hours in Shatila). What an image can
do—what it shoulders a responsibility to do—is to bear testament

to the lives of those living in the fear of death’s stalking shadow: to
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[) bV - 7XSLZT 1 F ] Little Palestine, Diary of a Siege

acknowledge those lives by affirming that they existed.

As if moved by precisely this will to bear witness, Abdallah
Al-Khatib’s Little Palestine, Diary of a Siege documents the figure of
a lost city. Following an opening scene in which we see the director
himself, a humanitarian aid worker active in the region, a subtitle
announces that we are in Yarmouk, Syria, home to what was for-
merly the world’s largest Palestinian refugee camp. During the Assad
regime’s siege of 2013 — 2015, Yarmouk was deprived of its food,
water, and electricity, and cut off from even medical supplies. Streets
shown to have been once bustling with people going about their busi-
ness are suddenly cordoned off, blocked by towering barriers of sand
and rubble.

Often called a camp, Yarmouk was in fact closer in scale to a city.
But then the walls go up, obstructing the view of the mountain range,
once a symbol of hope. All that remains for the camera to capture
is a population riven by starvation and hardship: perishing infants
and elderly women, and the pained cries of those left behind to
mourn them; children pulling up grass—“We're eating cattle food!”
they laugh—in a neighborhood garden. A brief, rousing attempt at
resistance is met mercilessly by gunfire, resulting in more life lost.
A camp waiting for nothing but death—soon to be delivered, one
suspects, by invading ISIS rebels and the Assad counteroffensive.
Meanwhile, the camera goes on documenting what it sees: a woman
sharing with her mother the paltry amount of grain she’s managed
to gather; the defiant pose of a young girl clad in tattered clothes.
Another girl gathers weeds in an empty lot, hoping to ease her fami-
ly’s hunger; when a shell hits the building behind her, she doesn’t so
much as flinch. A road leading to insanity and suicide, a siege can at
times reveal the very worst aspects of humanity. But if we look closely
enough, we can also see the good behind the depravity, the all too
human longing for dignity. Perhaps the elderly man seen begging
the director for food will eventually succumb to starvation; in which
case, all the more reason to record him, to attest to his existence come
what may. By dint of the sheer intimacy of its gaze, the image refuses
to settle for being wielded as mere testimony in a war-crimes trial.
Rather, so the image seems to say, by aspiring to serve as a mark of
existence, it provides the strength to endure the pain of facing reality
in all its hardship.

(Translated by Adam Sutherland)
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IEEDRI3128%%H D] Beyond the Language
[7>7F K 7% New Asian Currents | KR~ DBREE Film Letter to the Future]
10H0Oct.10 17:30-| 12 H Oct.12 16:00-

— This film, Beyond the Language is about courses on French as a Foreign
Language at Paris 8 Vincennes-Saint-Denis where you have also studied.
Both international and French students attend the courses, don’t they?

The courses are open to all students. French-speaking students,
notably students from former colonies and second-generation immi-
grants take part in them to refine their vocabulary and master how
to articulate and communicate thought. Nicole offers courses on
themes, such as gender for example, that would provide a common
ground for both students from extremely sexist communities and
those who are highly aspiring with profound social recognition to
motivate the economically and culturally challenged. French begin-
ners have heated discussions with native speakers and cach reflects on
her-/himself through the presence of others. This is how a space is
created for mutual learning,

— As I was watching your film, I felt as if I was a part of their discussion.
Could you tell us what you kept in mind while composing and directing the
film?

People who speak up inspire me and passion with which the pro-

fessors guide them is also inspiring. To depict both of them, I conjured
up the courage and ran up to a student who began to speak. Drawing
on the happy acceptance of my camera at that time, I tried to create
a dynamic space in editing. At the beginning of the film I also intro-
duce some features and experiments of Paris 8 Vincennes-Saint-Denis
where 30% of the students are non-French and which is open to the
world, hoping that such a place can be created elsewhere.
— Made up of discussions in the French language throughout, this film
is nevertheless entitled Beyond the Language. What is impressive as an
important clue to it is the fact that the title is shown again after the sequence
in which one of the professors argues that they should liberate victims of colo-
nialization from the process of victimization itself. The film poses a question
of what will become possible when one studies French, the colonizer’s lan-
guage, with considerable difficulry.

While preparing couscous, Ferroudja says in the film to the effect
that she can’t tolerate students who stay in their shell on the pretext
that they are born into colonial families; for they live in a country
where everyone can access culture. Nicole asks her students in the
classroom whether it is really impossible for students who live in the
poor area and despair at the future to make their own way. In fact, it
is not so easy for young people from the areas with a high unemploy-
ment rate and many immigrants to move forward, shaking off preju-
dice incited by the media, a sense of being trapped in the community,
or its conventionalities. This film is also about the story of resistance
by the two professors, Nicole and Ferroudja, who try to dismantle
social prejudice and restraints that penetrate individuals.

The film’s title expresses my respect and admiration for those who

are struggling to overcome historic, political, and social barriers and
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Youth and Solitude

for the people whom I have encountered through a language, a word
of which I couldn’t speak before I went to France. Although language
is indispensable for individual thinking, it also contains both restric-
tion and violence. To share a language, we need to take others” prob-
lems sensitively. Overcoming linguistic barriers is to keep changing
by facing both ourselves and society that surrounds us. I have learned
this through my encounter with people in the French language that
has both light and dark sides. Before I conclude, let me share with
you the words Nicole gave me: “Even if the course’s objective is to
make students master language skills to pass for a reasonable French
speaker, I aim at what lies beyond it; having acquired the ability to
listen to others through repeated dialogues as they confront different
opinions, they can launch common projects with people from differ-
ent countries in various places to realize the future to live together.”

(Translated by Yamamoto Kumiko)

Interview conducted by Kakinami Ryosuke (French philosophy) via email in
September 2021

L= EVEBIZEL | Interview with Claire Simon
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— Why this topic of solitude?

Because it’s taboo. When I made Le Bois dont les réves sont faits
(2015), people reacted to the film saying, “But these people are so
alone.” Well yes, people go into the woods to be alone! I could feel a
lot of criticism of solitude, as if it was wrong to be alone.

When we're teenagers, we have this thing where we don’t want to
appear as though we're alone. At the same time, in this day and age,
it’s alittle different with computers and the internet...

I'm a very solitary person, so I was thinking that this was some-
thing I could share with them. I really didn’t think that this word
would trigger such a tsunami of revelations. It intersected a lot with
their own experience.

Once I edited all these interviews together and, in that process,

learned who they were, I suggested we organise dialogues among
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*Seventh Row, 2018%4H25H (https://seventh-row.com/2018/04/25/

claire-simon-premieres-solitudes/) &4Wik¥:, BMEF=TLF - FX1vo

them. That way, they speak with each other. It’s completely different
from speaking to me. I refer to things they’ve told me in my conver-
sations with them, but they can approach them however they please.
Most importantly, they are standing by what they’re saying and how
they’re saying it in front of the person they’re speaking to and every-
one else. Which is completely different from what happens when I'm
working hard to draw things out of them. [...]

— Do you think this solitude of young people is even stronger today? Is that
why you wanted to make this film?

For a very long time, I wanted to make a film about how we all
leave our parents. I had written a completely different script, a fantasy
film, and it made me laugh to see that it was a topic that came up so
often in my conversations with those kids. I told them that it’s normal
to think that your parents have wasted their lives and failed, that it’s
normal to think that at their age.

The issue that is troubling every generation, but much more so
theirs, is “love is a catastrophe.” We're in love, or were going to be
in love: what do we do? That’s the scene with the three girls talking
about havingkids, while we've just spent 90 min seeing how that leads
to catastrophe...

— What else did you do to make them comfortable?

Ithink, as a filmmaker, we're not like their teachers or parents. I'm
the age of their parents or older, yet I'm not like an adult teacher for
them. I made a film called Récréations (1998), with kids in kindergar-
ten, and it was exactly the same thing. I told them I'm not the teacher.
They’d play together, and I'd film everything, even crazy things.

Maybe the place of the cinema is to be the one that can tell the
story of what happens between people without being prescriptive or
tense, nor even the one who asks questions. The same way that these
kids aged between three and six years old trusted me to show me
things that no one else ever saw, so did the teenagers here.

— The film begins with the girl going to the infirmary. Was it scripted?

Yes, it’s all shot like a fiction film. But, for example, on that day,
the men from road safety happened to be at the school, so I quickly
integrated them in the scene. But the school nurse is played by an
actress. She lived nearby, and I wanted to try something with her, to
start the film with an adult to get us into the story of the kids.

The actress watched the film I'd made of my conversations with
the students, to prepare herself and get a sense of what I wanted. She
made a few mistakes, and I shot this sequence around 50 times, yet it
was all true. Melodie put herself in the situation, and everything she
said was true. It was a situation she knew. Things she hadn’t told me
even appear, like the story about how Melodie doesn’t eat with her
mother and about how they watch their own TV shows separately.

Excerpted from Seventh Row, April 25,2018.
https://seventh-row.com/2018/04/25/claire-simon-premieres-solitudes/

Interview conducted by Elena Lazic
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2021 and BYT

gIEE_ER | Maeda Shinjiro
(Mef%1% 5% | Filmmaker)
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Launched in 2008, BETWEEN YESTERDAY & TOMORROW
is a film series comprised of short works produced according to the
rules of what’s called the “instruction sheet.” Someone once abbre-
viated this lengthy name to BY'T, and that’s what I've come to say as
well. Briefly, the BYT “instruction sheet” states that on Day One,
filmmakers must make an audio recording of them talking about a
place they’ll visit the next day; then, on Day Two, they go to that place
and take some footage. On Day Three, they make a second audio
recording of them reflecting on that place. They then put together
a soundtrack with the audio from Days One and Three and combine
it with the footage taken on Day Two. The rules even specify the
number of seconds for opening and closing credits. I'd been searching
for a style of filmmaking that was based on these kinds of rules for
shooting and editing since long before.

For my 2005 release, “hibi” 13 full moons, 1 shot 15 seconds of
footage every day throughout 2004, starting with New Year’s Day,
and then linked all 366 shots in order. By continuing to shoot every
day for a year and weaving together everyday footage with improvised
staged material, I was able to put together a 90-minute film. While
aiming for a “photographer as author” film where the raw act of pho-
tography is reflected in the work itself, what ended up becoming the
focus was the body of the photographer reacting to the world he sees.
I wanted the act of restricted photography under some set of rules
to reveal an unconscious individuality. That’s how the BYT films
work. They’re defined by how photographer’s “voice” is handled and
by an attempt to view the present with an overlapping future and past
through asynchronous image and sound.

On March 11, 2011 the Great East Japan Earthquake occurred. I
shot my film BYT#06 ITO-kun on March 27 while aftershocks contin-
ued throughout a thoroughly nonplussed Japan. I immediately started
preparing an online release with my collaborator Okazawa Rina.
When I asked the filmmakers I knew to produce films for BY'T, many
of them obliged, and I released their work online as they were finished.
In the ensuing year, 32 filmmakers came to take part in the program,
and 60 films were released. And a wide variety of omnibus films have
been compiled and screened at a number of film festivals. The first one
premiered at the Yamagata International Documentary Film Festival
2011.

Now in 2021, a year and a half of the unending coronavirus crisis
has made the future hard to see, and I've once again asked BY T direc-
tors from past programs to produce new films. Thirteen of them have
contributed. Our web page was launched in June and allows visitors
to compare new films with those from ten years ago. In the future,
we’re sure to see new, diverse omnibus films that include past works.
In one sense BYT films are about “time,” and the past ten years have
lent this long-term project a new depth.

(Translated by Thomas Kabara)

%54 EM Online Screening

TBETWEEN YESTERDAY & TOMORROW Omnibus 2011/2016/2021]
[BA704 5L Perspectives Japan] 10 H Oct.10 15:00-
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Fresh Noodles from Sakai Noodles

FHAERK | Suzuki Nobuo
(gatealfii 4l | garta! Editorial Board)
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SEFELEEFT | Sakai Noodles :

The unswerving champion has made its eighth straight year as Japan’s
top diner-out of ramen noodles. Yamagata has fully established
itself as the ramen prefecture. It boasts the highest ratio of home-
made noodles in Japan and each area has its characteristic noodles
and soup, which is also attractive. Steeped in such a culture of daily
noodle-eating, the locals frequent a noodle factory, delighted with its
delicious noodles. The noodle factory is called Sakai Noodles, estab-
lished some 80 years ago near the Mamigasaki river in Yamagata.
What stands out most in the adjacent shop is a section of stacked food
trays that contain fresh noodles. The shop has a variety of noodles,
ranging from ramen noodles to Shonai’s specialty, mugikiri, from
udon noodles to whole grain soba. It also offers seasonal noodles such
as fresh hiyamugi. “Oh, it’s the scason of that noodle!” How nice to
experience the four seasons with noodles! No doubt, it’s the happy
privilege of the locals to have the preferred number of bundles of
noodles wrapped in paper and to get freshly made noodles anytime
at a reasonable price. To tell you the truth, however, recently I have
learned that I can order noodles from the shop. Since then I have sent
Yamagata’s chewy noodles to my friends far away who reply with tears
of gratitude. I have found a different kind of happiness.

(Translated by Yamamoto Kumiko)

https://www.sakaiseimen.com/ (43 74>+ 2y 73 | Online shop available / Japanese language only)

SPUTNIK YIDFF Reader 2021 ......... No.4

FEAT  FENPO BN HITBEBEF % 2 2> %) — Bl 4 | Published by Yamagata International Documentary Film Festival (NPO) ©2021
T990-0044 IWJE T ARDHENT 9-52 KD~ 22201 | #201,9-52, Kinomi-cho, Yamagata, 990-0044, JAPAN | Phone : +81-(0)23-666-4480

F$47H © 2021 4E 10 H 10 H | Date of Publication: October 10, 2021

VOL.1 | 2015%k | 2000 F3+7#%

IR [HAS] Bk

PIHIHETE  Chaplin wants to talk to you.

NOh WELEREDXALT  27YAr 77—« 7 — TV ilifi

AREET N—2 N o278 6EITH?

HEBRT AV-XTYVDLLE

AHIEEZ I LT [BHEIIHSA] EHEHLLILT

P — WL L 55 B D42

FREME T RTRZTIED B <SAE LT EREE [JAba]
FaEREE (777 )] DBEDA—ZF Ty R =Ry I 285 550
BEHLCT HELETIHHOEWES 7YV - F - FROFH 2L IRE )~
FEWEAE  HIRE OIEHERTE © 5 A\ D3O R 3 — i D W~

BISHARAE B2 1Yy 7 - v [JHEONL]

I [oa=] OB, RO [>A4=] (D : BURTRY WLl o — i
Batt [HEmoel 373Gl [ME8EFE ]

V7Y ANVE— ) T X (FUER - LOEETD KOG sbY L BRI & 22 a7 B

2=y - Yy h— G LIRS =2 - 257

2N T KL= (AIEEHD  BLOWHE  Yav - 7a—F [REO&KIL]
I FFOEDAR—T eV Ta s XF—2LbTay s 7x—F
PRANET Tl A NBNIZALRSATE] L) o Tl 28> T a7z
PEILEET B L3 (D) BFEOFa—=v s

<

VOL.2 | $t = #4mrh
[H17] > %H | cinetoride.com

O

|
I

o

%
Jii
2
<
(VY
5

W L
i 7
g
8 %
e 3
°x
S

OO, TZwgs AR RS
(U AR A D S ERRNE T RBTES

N S A > OREEERISHE] L 00

ODE=S me [DR | ooBvTIvEE

FECRERE Alorrowy
ACZERTE S>> O8] |



SPUTNIK YIDFF Reader 2021

No.5

BURRHFICHIIBHNOfE
— TEREFI e EORT

Fear’s Place in Political Struggle:

Inside the Red Brick Wall and Fear(less) and Dear

FoAOYL7R74b | Cameron L. White

(7o 7474 7 W52 | East Asian Media Studies)
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[ AKEH Inside the Red Brick Wall

Inside the Red Brick Wall is a vital film that documents yet disori-
ents, rigorously observing the 2019 occupation and subsequent siege
of Hong Kong Polytechnic University (PolyU) during Hong Kong’s
anti-extradition bill protests. Remembered as one of the most intense
standoffs between protestors and police, the conflict at PolyU makes
for contentious subject material. However, the directors of Inside the
Red Brick Wall, an anonymous collective known only as “Hong Kong
Documentary Filmmakers,” resist the urge to fully contextualize
PolyU’s place in the overall trajectory of the movement. Instead, they
zero in on the interactions among those encircled by the police, flesh-
ing out a portrait of fear and the psychology of the besieged.

Early shots follow protestors” occupation of PolyU in conjunction
with their efforts to block traffic through the nearby Cross-Harbour
Tunnel, a major traffic artery linking Kowloon Peninsula and Hong
Kong Island. Police attempts to enter the campus are subsequently
rebuffed by protestors wielding umbrellas and Molotov cocktails,
leading to a stalemate from which the film derives its emotional core.

Should protestors leave the encircled campus? If so, how? Delibera-
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tions ensue, giving voice to innumerable concerns and logics. If caught
on the PolyU campus, protestors face capture by police and charges
of rioting. They can try to exit, but the threat of water cannons and
rubber bullets looms, as does the guilt of having left behind injured
comrades on campus. The possibility of death is repeatedly invoked
by protestors, as are a slew of information sources on which they base
their decisions. Television news, Facebook Live, local social media
platforms, and hearsay are all namechecked or represented on camera,
giving credence to the reputation of the 2019-2020 protests as web-
savvy and decentralized. Yet the downsides of such a model also
becomes apparent: anxiety and uncertainty abound, with the ensuing
mental strain takinga toll on protestors.

Relentless shifts between scenes in and around PolyU upend any
coherent mental map viewers might try to draw of the action, yet the
discombobulation serves the film well, centering the diegetic space
around the rooms and courtyards where the occupying protestors
mull over their fate, set against the surrounding environs from which
the police occasionally make their presence known. Where those
spaces meet, violent conflict ensues, along with jerky camera move-
ments as those filming the action become caught up in the movement
of bodies in flight and bodies in pursuit, not to mention the occa-
sional order from a police officer to stop filming. The soundscape
adds a layer of tumult to otherwise calm moments, with protestors
and police alike blasting curated playlists to intimidate the other side.
The pressure builds to the end.

Intensely personal and thoughtfully narrated, Fear(less) and Dear
is a powerful counterpoint to Iuside the Red Brick Wall. Director
Anson Mak begins by voicing
her desire to understand fear
given her own past struggles
with a panic disorder. Does the
emotion—or absence thereof—
allow for new emancipatory
possibilities or foreclose them?
Interviewing a trio of polit-
ically inclined Hong Kong
artists, Mak asks them for their
own thoughts on fear while
also probing their identities as
parents. This second dimen-
sions provides a powerful avenue through which to explore trans-
generational concerns over Hong Kong identity and the city’s future,
while also exposing subtler battle lines that have been drawn far away
from protest sites like PolyU. Mak conveys an intimate sense of Hong
Kong through shots sampling diverse visual textures, ranging from
a glistening nighttime seascape to an interpretive dance staged at a
crosswalk, from gentle playground patter to an isolated pedestrian
flyover. Implicit in the film’s construction is a sense of city still inhab-
ited yet already missed.

KB Inside the Red Brick Wall [ >4 —3< 3+l - A>~F 1 3> International Competition] 10 H Oct.10 14:30-| 11 HOct.11 13:30-

TN & ZB DRI TI Fear(less) and Dear |7 7% 75 i New Asian Currents]

A{EFITYIDFF 2021 51> EBRIZHY £ B A, This film will not be screened online.
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Without Averting Our Gaze
From the Dying
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[fr% B 5F >TJ Watch Over Me [ > % —73aF)L - A>~F+> 3> International Competition]
10HOct.10 12:00-| 11 HOct.11 15:30-

After completing film school in the US, I returned home to India to
find myself taking care of my sick parents. My mother had been diag-
nosed with Parkinson’s some years before and my father was a heart
patient having already suffered a few strokes. I was 28 years old. I had
no experience of sickness or aging. But over the next six years I learned
how to cope with both.

From anger and resentment at the situation that I found myself
in to an acceptance of it was a long and difficult journey. And while
these six years turned out to be the most harrowing and traumatic
period of my life, looking back now, I can say with certainty that they
were also the source of great insight. I learned about my strengths and
weaknesses, I learned about suffering and the possibility to rise above
it, I learned about helplessness and guilt and love. To this day I am
grateful that I was with my parents at home when they took their last
breaths, and glad that they were not alone.

But all these years since their deaths I have been left with a lin-
gering sense of guilt and remorse. And it is only while working on
this film that I have understood where these feelings stem from; they
come from being completely unprepared for their deaths. Though all
the signs of a life fading were there, I didn’t know how to recognize
them. Nor did I ever think of asking my parents: what is it that you
want? Is there something you wish to do before you die? In fact, the
word ‘death’ was never spoken between us. There is no doubt in my
mind now that my parents and I would have benefitted tremendously
had someone from outside come to assist us during this period.

The process of accompanying the dying in their journey towards
death, of recognizing the patterns of death and of coping with the
associated emotions was a common experience for people even a gen-
eration before us. But in the last 60 to 70 years, this knowledge has
been lost. We are no longer familiar with the dying process. In fact,
death has become such a taboo subject in our cultures that we hesi-
tate to even utter the word. This loss of familiarity and knowledge
is directly related to the rapid advances made in medicine in the last
century. Lifesaving drugs, chemotherapy, advanced diagnostic and
surgical techniques have all helped to lengthen life, but they have not
managed to push death away. [...]

And thus, mortality, which was accepted as the natural order of
things in generations before us, has now become essentially a medical

experience. Doctors who visit patients in their home, who hold the
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Vietnam’s Exported Laborers:
Behind The Lucky Woman and Dorm
FREHEF | Akiba Ako
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hand of the dying and who comfort and counsel the family no longer
exist. Modern physicians are trained to aggressively prolong life at
any cost; little in their education prepares them to talk about dying.
Death, itself, has moved away from the home to the hospital. The
last days of our life are swallowed up by procedures and treatments
that rob us of any meaningful existence. Surrounded by anonymous
spaces, controlled routines and strangers we are separated from all
that matters.

It is in this context that I find the work of these palliative care
workers so inspiring and significant. The team, with their compas-
sion, their expertise and their time, help the patients and their fam-
ilies to be prepared mentally and emotionally for what is coming, so
that the patients can die in peace at home surrounded by their loved
ones. By sharing the burden of the dying, by not looking the other
way, they affirm our humanity. [...]

The stories you will see in this film will make you think about the
people you have lost, about the ones you could lose and about your
own death. This is inevitable. The film may even make you sad, but
I hope that it will also gently comfort you and make you less afraid
of facing the unknown. As long as we do not avert our gaze from the

dying, a good death can be a possibility for us all.

Excerpted from the director’s statement in the press kit.

[BRIFIAZTE] Dorm

By sheer coincidence, the two Taiwanese films selected for this year’s
New Asian Currents section both address the theme of Vietnamese
migrant workers. The Lucky Woman is a straightforward documen-
tary following workers who, forced into unemployment, become
illegal residents (otherwise known as “runaway migrant workers”). By
contrast, Dorm plays with the conventions of the genre, documenting
young female laborers as they attempt to recreate their experiences in
the form of a play. That two directors so different in style and tech-
nique should have chosen to explore these themes independently of
one another speaks vividly to the importance of issues surrounding
the ever-increasing number of Vietnamese workers in host countries
like Taiwan. Here, Thope to explore some of the historical background
of this topic while also sheddinglight on the current situation.

In Vietnam, emigration for the purpose of working abroad is
referred to as “manpower exports.” The practice dates to before the
collapse of the former socialist order, when, lacking much in the way
of exportable products, Vietnam instead dispatched manpower as a

commodity to developed socialist nations. In the space of roughly a
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TEETOEEFEDS] The Lucky Woman

[7>7F K 753K New Asian Currents] 10 HOct.10 15:00-| 11 HOct.11 16:00-

decade prior to 1990, the Vietnamese government dispatched close to
300,000 laborers, bringing in the equivalent of 300 million dollars in
revenue in addition to goods and resources worth several times that.

Around the time it stopped sending new laborers to the Soviet
Union and other eastern European countries, the Vietnamese gov-
ernment, now pursuing a market economy under the Doi Moi (“ren-
ovation”) reforms, announced its intention to transfer the handling of
collective labor affairs to government-approved broker agencies. From
1991 onwards, Decree 370 required that workers pay a broker fee and
deposit to these privately owned firms. Such enterprises were now a cor-
nerstone of national policy, as shown by a 1998 Politburo of the Com-
munist Party directive which highlighted the promotion of manpower
exports as a long-term strategy for the acquisition of foreign currency.

Since then, the main destinations for Vietnamese workers have
been Taiwan, Malaysia, Korea, and Japan, which together account
for the majority of the approximately 540,000 laborers currently
working abroad to sustain families back home. Taiwan, the subject of
both films, began accepting Vietnamese workers in 1999, and is cur-
rently home to 170,000 laborers from the country. This is due partly
to the high numbers accepted, combined with the fact that the initial
hurdles (financial and otherwise) facing prospective workers are also
lower than those in other countries. As the films make clear, however,
problems related to wages and working environments remain rife.

The reason so many Vietnamese work abroad is because of desti-
nation countries” higher wages, allowing workers to remit sufficient
funds back home even despite the initial loans taken out to cover
broker expenses and deposits. The average monthly income of a
laborer in Vietnam is $243 (as of 2018), compared to $650 in Taiwan
and $1,400 in Japan. Vietnamese culture also places a strong emphasis
on lookingafter one’s family, as evidenced by the plush mansions built
with remittances sent from abroad that line the streets of many of the
laborers” home villages.

Nevertheless, stories abound of workers who, travelling abroad
with dreams of a better life for themselves and their family, instead
arrive to find a situation nothing like what they’d been promised.
Lacking any prospect of paying back their debts, they grow despon-
dent and eventually go missing, with more and more overstaying
their visas and working illegally, and some even becoming involved
in crime. Many of those who go missing are Vietnamese, and at a rate
disproportionate to that of other countries—an issue the Vietnamese
government is aware of, though has yet to make headway on solving.
In recent years, the number of systematic smuggling operations to
Europe is also on the rise, with up to 18,000 workers estimated to be
smuggled by land, sea, or air every year.

Trade unions in Vietnam are government-affiliated, and while
workers technically have the right to strike, the procedures involved in
doing so are cumbersome, so it rarely happens. Protests, also subject to
strict regulation, are vanishingly rare. In fact, many workers themselves
have no concept of their rights: accordingly, the discussion of strikes,
protests, and trade unions in the two films feels specific to the Taiwan-
ese context and would be unlikely to happen in Vietnam. On the other
hand, the Vietnamese way of treating companions as family—as seen
in the robustness of worker-built networks (7he Lucky Woman) and
the generosity of spirit towards one’s fellow worker (Dormz)—is clearly
still alive and breathing even on foreign soil.

(Translated by Adam Sutherland)

[BRVFARKRTE ) Dorm (727 FiK 7338 New Asian Currents] 8 H Oct.8 20:00-| 11 HOct.11 18:00-
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A Signpost for the Journey to Come: Toward “Yamagata and Film”

BARHBL | Kuroki Aruji

(fEFR | Writer)
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[ BADENEAL] The Buddha Mummies of North Japan

Featuringlocal films and directors, the “Yamagata and Film” program
underscores Yamagata prefecture’s role as the venue for the YIDFF.
This year will be the eighth time running this program, but, as has
been announced, the festival itself will be held online. To be honest,
it feels a bit lonesome knowing that there will be no “place” where
people from all over the world can gather. However, it is these con-
ditions that makes thinking about Yamagata even more meaningful
than usual. Surely, the YIDFF is due for a big rebound in 2023—and
as the coordinator of this program up until 2019, I hold on to that
ray of hope.

For now, let me introduce this year’s lineup. To begin with, 4
Movie Capital (dir. lizuka Toshio, 1991) documents the first YIDFF
ever held. Seeing fledgling directors earnestly discussing “what an
image can convey” amidst the collapse of the Soviet Union, the Tian-
anmen Square massacre, and other events that shook the world is
an answer to the question: “why continue to hold a film festival in
Yamagata?” Thirty years after its premiere, the world is once again
in turmoil, and we are confronted with many challenges. Now is the
perfect time for us to re-evaluate the significance of this film festival
and the purpose of holding it in Yamagata via this documentary.

The World’s “Top” Theater (dir. Sato Koichi, 2017) revolves around
the Green House, a former movie theater in Sakata City, Yamagata.
Film critic, Yodogawa Nagaharu, once praised it as “the top movie
theater in the world,” but its name has since become semi-taboo as
it was the source of the Great Fire of Sakata. Still, not all traces of
the Green House have been erased from the people’s hearts. Through
the striking recollections of the people who knew the theater at time,
this film searches for the “the link between movie theater and region.”
Since the film will be screened online this year, it’s a good chance to
consider the importance of “watchinga film in a theater.”

The Buddha Mummies of North Japan (dir. Watanabe Satoshi,
2017) is a short film focusing on the sokushinbutsu (self-mummified
Buddhist monks) who are worshipped even today at the temples at
the Three Mountains of Dewa. At the end of the Edo period, some
high-ranking priests tried to become living Buddhas on Mount
Yudono (one of the three mountains). For 1000 days, these monks
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practiced mokujiki, eating the roots and bark of trees, later entering
into a living eternal meditation in the soil to become mummified
Buddhas. Supposedly, these monks devoted themselves to asceticism
asaway to save the plague stricken. What can we find in these “ancient
living Buddhas” now that we once again suffer from a plague?

Lastly, Pickles and Komian Club (dir. Sato Koichi, 2021), filmed
this year, is about Maruhachi, a long-established pickle shop familiar
to YIDFF fans. Next to Maruhachi was a restaurant known as the
Komian Club, a popular gathering spot after screenings that helped
liven up the festival. However, after more than 100 years, Maruhachi
closed its doors last year when business fell due to the coronavirus
crisis. This film presents the last recorded images of the bygone days
of Komian. While grieving the fact that we’ll never hear the watch-
words “let’s meet up at Komian” again, this film is both a requiem and
nocturne—a remembrance of “that night” I visited the place myself.

It was the French novelist Proust who said, “The real voyage of
discovery consists not in secking new landscapes, but in having new
eyes.” If we emulate these words, we may find it’s not impossible to
discover a new Yamagata through film without going to the “place”
called Yamagata. Once the epidemic has subsided, the film festi-
val will once again take place in Yamagata. If so, this program may
serve as “a signpost for the journey to come” as well as a rehearsal for
2023 —that’s the way I feel.

(Translated by Thomas Kabara)

On a chilly morning during the colder months, it’s nice to put on
some warm, fluffy knitwear. These days, there’s a brand of knitwear
out of Yamagata, the heart of knitwear production in Japan, garner-
ing alot of attention called Batoner.

Launched in 2013, Batoner is the house brand of the Okuyama
Meriyasu Ltd. company in Sagae, Yamagata. Celebrating its 70th
anniversary this year, Okuyama Meriyasu has long been entrusted
with the production of many renowned brands. Batoner’s knitwear is
made using a process called “fashioning” and is known for featuring
an inverted V at the seams of the chest. Its everyday, low-key design
makes it good for mixing and matching in a variety of combos and
keeps it fresh. Its signature knit t-shirts for summer are becoming
quite popular.

Okuyama Meriyasu careful selection of threads along with its
craftmanship know-how accumulated over a long
history have helped ensure a superior product.
This idea is also reflected in the batoner brand
name, which means “the successor to the baton.”
In recent years, there have been many inqui-
ries from overseas buyers, and the company has
exported to more than 10 countries including the
United States and France. In June of this year, the
first flagship store was established in the Jingumae
district in Tokyo.

This winter, a lot of people will be bundling
themselves up in knitwear made by this long-es-
tablished manufacturer from Yamagata.
(Translated by Thomas Kabara)

BATONER : https://www.batoner.com/ (43 74 2+7 H3 34) v | Online shop available / English-Japanese bilingual)
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Children Before the Dawn: Notturno
HPEFE | Tanaka Shinpei
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Gianfranco Rosi points his extraordinary gaze at the time when the
world is shrouded in dim light that faintly illuminates things and
humans. Every time the screen is filled with the light of dawn or dusk,
it evokes overlapping memories of landscapes and characters in the
director’s other documentaries. And we, the spectator who sit in the
darkness of the cinema suddenly get the vivid impression that we are
in a place adjacent to the screen.

Rosi covered the border regions of Iraq, Syria, Lebanon, and Kurd-
istan for a long time to complete Nozzurno. The film begins with sol-
diers running in ranks on the dusky athletic field. Survivors of the
violent ISIS that ruled the lands, the bereaved, or female soldiers who
guard the borders also appear in the screen with their body half sub-
merged in the darkness. We may detect the film’s camera composition
and its characteristic images that resemble light in, for example, Sacro
GRA (2013), inspired by Italo Calvino’s Inwvisible Cities. The silence
of Ali, the unforgettable boy in the film who awaits a hunter on the
road before the dawn cannot help but reminding us of another boy in
Fire at Sea (2016) whose left eye has got weaker and who sits on the
pier in the early morning on Lampedusa, to which refugees drift at
the risk of their life.

Notturno makes us, the spectator imagine the world of death that
is invisible on the screen and unfurls beyond the darkness through
the wailing of the mothers who have lost their sons and children’s
drawings of atrocious acts by ISIS. However, simply pointing out the
presence of the invisible dead or a dark history of the Middle Eastern
region cannot be the film’s intention. As the camera is filming the
almost speechless boy who stands in faint light before sunrise, it also
holds its breath, waiting for the time to come. It looks as if the film-
maker wants to be there at the moment when a light of hope is lit
again in the child’s eyes, whom both death and silence have almost

dominated. (Translated by Yamamoto Kumiko)

TEE &8 Notturno [~ 5 —F aF+)L - A>~F 13 3> International Competition]
A{EMITYIDFF 2021 51> EBRIZHY £ B A, This film will not be screened online.
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After covering Iraq, Syria, and other Middle Eastern countries over

years during the period of the collapse of ISIS, the filmmaker shows,
with utmost tranquility throughout the film, people who live their
lives in the midst of events woven into local landscapes. An old
woman looks for the trace of her son on the prison walls as she wails,
“I can feel your presence.” Pointing at the picture, a child stutteringly
explains violence committed by ISIS. A grownup man always holds
his gun, whether riding his motorcycle or going down the river in a
boat, without saying a word. A boy makes some money by helping
hunters. A horse stands still on the street corner with cars rushing by.
Can we identify these people living there with the morning light that
shines after the night of ISIS? (Gianfranco Rosi not infrequently talks
about his intention to that effect in referring to this film).

Butisit morallyacceptable to find a sign of such night and morning
in the film? The initial subtitles present the fact that colonial powers
drew new borders for Middle Eastern countries after World War I1.
As if to resist the violence of lines with which the West forcefully
divided this land, the film completely avoids imposing lines from
outside in editing without attaching (fabricating) a specific meaning
to the subject. Consequently, it has almost no perceptible (fictional)
story line.

On the other hand, each shot is at once autonomous and beauti-
ful: prisoners who take a walk in the courtyard and return to their
overpacked cell; soldiers who wander inside a building in the dark-
ness; and the light emitted by the smartphone playing the video of
a girl abducted to Syria. But where these beautiful images belong? If
they are cherished for their own sake and if this is what is required for
the film, can’t we see another exploitative face of the West there?

Having said this, however, the film includes a scene with singu-
lar charm. Overlooking the nightscape from a balcony, a couple has a
chat and smokes a water pipe. We do not know who they are, nor are
we sure whether the scene is staged altogether. At any rate their con-
versation is surreally unrealistic in a similar way to the morninglight
in midnight. “Look at the sky. How beautiful.” “Soon it will rain.”
“God be praised. It will rain on us.” “Let it rain. Is there anything
more beautiful than the rain?” “Cheers!” “To your heart!” This scene
certainly shows the intimacy to be expressed as fiction for themselves,
like a one from a romantic comedy.

(Translated by Yamamoto Kumiko)
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For better or worse, it isn’t possible to talk about Cizy Hall and
Wiseman’s previous work, Monrovia, Indiana without mentioning
the fact that they were both produced during the Trump adminis-
tration—even more so now that Boston Mayor Marty Walsh, Cizy
Hall’s main protagonist in all but name, has since been appointed
Secretary of Labor under President Biden. Which is precisely why
one question stayed with me the whole time I was watching the film:
Can the complex workings of a generic institution such as city hall
(note the lack of “Boston” in the title) really be laid at the feet of a
single politician?

The answer, of course, is no. This isn’t just my opinion as a viewer,
though; rather, the film makes plain as much. For the first half of the
documentary and then some, we watch as Mayor Walsh and his team
set about working to increase diversity, correct inequality, and launch
projects to stamp out economic disparity. And as the film shows,

these efforts aren’t without results. Walsh uses his own past cancer

FRZR W& City Hall [1>9—FaF)L - A>~F 1> 3> International Competition] 12 HOct.12 18:30-
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From Skepticism to Affirmation: City Hall
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diagnosis and struggles with alcoholism as a springboard into conver-
sations with all manner of people from different walks of life to his
own—the elderly, ex-servicemen, people with disabilities; watching
him, one is struck by the pedestrian thought that the life of a mayor is,
well, busy. And from the looks of things, Walsh and his team appear
to be doing a fine job.

Butit’s also a job in which it’s impossible to do enough. Even after
all the hard work we watch Walsh and his team get up to for over
two hours, there’s always more to be done: micro-enterprises remain
unable to contract large-scale projects directly from the city; Latinx
women’s wages lag far behind those of their white male counterparts;
parkingviolations stack up; rats infest houses, and roofs go on leaking.
In one scene, a group of investors is trying to open a marijuana dis-
pensary in a poor, crime-ridden part of the city. (In Massachusetts,
the possession, cultivation, and sale of marijuana are all legal in small
quantities.) At a related community meeting, the neighborhood’s res-
idents push back, voicing their concerns born of similar experiences
in the past. The owners listen earnestly, speaking passionately of their
desire to contribute to the community. Even so, by merely following
the procedures laid out by the city, there’s little potential for the sub-
stantive discussion needed to bridge the divide between both parties.
A woman speaks up: “We need to get organized and get to the city
then. We need to change this process!” The words sound like a call to
arms against the city hall system as personified by Marty Walsh—as
if to claim that the very space they’re in is itself a “city hall.” For some
reason, a picture of Spiderman can be seen hanging on the front wall
behind the group of investors, complete with the phrase “Be your own
hero”—words of encouragement that seem almost intended for every
single person in the room.

The reason Marty Walsh features so prominently is made appar-
ent in an anecdote he tells during a speech at the end of the film. He
recounts how, on the morning after the 2013 mayoral election, an
African immigrant woman named Leti delivered him his breakfast in
his hotel room, whereupon she hugged him and tearfully exclaimed,
“We did it! We won! We're going to be mayor!” That’s why Walsh
appears so frequently throughout: to remind us of Leti along with
every single person out there he represents other than himself. At the
end of the day, isn’t that what the job of a politician is supposed to be

all about? (Translated by Adam Sutherland)

Bchind the various discussions that are heard throughout Cizy Hall,
the skeptical viewer will detect certain assumptions about the func-
tions and limits of government. If, over the course of the film, this
skeptical viewer is won over to the side of its central figure, Boston
mayor Marty Walsh, it’s because Walsh’s personal qualities affirm the
ideals of the liberal society in which he was formed. He is serious,
energetic, and sincere, he treats everyone with respect and sympathy,
and he takes a competent, knowledgeable, and principled approach to
cach of the successive issues he must address.

The experience of Frederick Wiseman’s film is not unlike that of
Roberto Rossellini’s Augustine of Hippo, in which the viewer is led to



SPUTNIK YIDFF Reader 2021 [27—t=2]

V== [y BDT V7274 ZA]
BYROTEN—BHF T VIR
T4 ZZDFH 2RFEY TR E 250
AR BB S T R 72
YD THE0bhoTVTH, DL
WORFETLEZAIZAFALTLED
——LZILSRHD TR, H
PV INEPBURDARMEZHELY
DEE 2500, [FAr T4
13, TAVIVERBROARY
WRPEANSMCHSLTIE LR
e, Vav - 72 —F O [IREDOHIF] LABSEI, HHIbioLL
TR BLTARY Y — - AL T2 HROBE TR L2 s
RpTe o g 2 BRI S 0o, BITOME—DHENI AT L 2B
VAZLHBLURTOIE, MUEED [R2rliFa] Tk, R
LHOMBLODCIEZORTLUSLH LRIV 2B TLINEDT,
AIEDANATALDOEDIITH NS> TOFRNIIHIBIZ KK > =29 7%
B T (T O W 2 IO LB 35 AL ML e Rk —v T,
ZREIVAR =V IIIZ ORI AL RA RS PR T BB LB TH D
B, ZZTI. EMORFEH 2L Z2DNE 0720 At 24
HADBERPHELESH-THEDIT I T2, WITERD LI
NFERREMIIE) . RIFEHRRIZO0TIREIFE2TWD0, H
JE$2ZETHEOZ WX OH % D& S B L @F It hZy
BB REDHDE, BB LM OB oD, ZALLH, B
KON IR ~E— [FHSZDIDF L2 LTI, 2D
R ELTIOY—v &b AT, RMETHIZTAIT RO H
D272 E 2D CHBIAMIRITVEHD, Thbb, FFDOL»T
DAI2=TUABINDB DNV AT LDEENLOL DB TH B,
VAN T IRANY Y Trm— A=V TOHEFD [HRBEDEIE]
(BIARIEDHE 3D o T LD LD LIcTHEOMPFE L. Bl
13TV BREOHERE X HDTHS) T, [bobadSsiFlarn
W, B3 LR c kB ] LR <Twd, B RIMETIZ O
w3 [LL%h (resilient) | O (72Tl resilience % resiliency &
Vo IZATIETHbILE) 13, ATBEDCEVA V2D @R 2T
WRBRIEDDHLLNTH 2, [RALVHTTFE] TUAX=2 L, B
Yoo, ZOBKMIDH T EAMPIREL. 2O OFMAR
ZLUILTWS, 20U [voVz v ] L84 ) b~<12 0 THIEIZ
Fb B2 ZETIRL. LAZOMAREANIZEGRLEETHIL
D2, (HHEAFO

4z [ e W B E b =

Japan Film School Association

identify with Augustine’s aims,
even while being able to see how
Augustine’s  values, language,
and actions are formed and
limited historically. As a study of
the nature of politics, Cizy Hall
is also not without resonances
with the best known previous
film to feature an Irish Ameri-
can mayor of Boston as its hero,
John Ford’s The Last Hurrah.
Through a handful of anecdotal
incidents, which also serve to convince us of the political skills and
essential decency of the mayor (Spencer Tracy), it is shown in The
Last Hurrah that the sole function of government is to help people.
The same point is made in Cizy Hall through an endless variety of
interactions between citizens and government functionaries.

One of the highlights of the film, and a stirring example of the
perennial strengths of Wiseman’s cinema, is the long scene concern-
ing the efforts of a company to obtain a city license to open a can-
nabis store in one of the most troubled neighborhoods of Boston.
The company representatives’ bland confidence about the ill-defined
social benefits the proposed store will bring is met with local residents’
sharp and persistent questioning about crime and safety, about ethnic
representation, and about the impacts of the store on the day-to-day
life and the long-term health of an embattled district. One partici-
pant observes, “We need to change the process.” This insight, and the
whole scene, indicate what is missing in the discussion of the forms
and functions of government heard in Cizy Hall: a way for commu-
nity participation in dialogue to translate into changes to the system.

At his own “last hurrah” at Boston Symphony Hall (a little more
than a year after the filming of Cizy Hall was completed, Walsh
resigned as mayor to accept his current position as President Joe
Biden’s secretary of labor), he says, “A more equal conversation means
a more resilient city.” The word “resilient,” used by Walsh through-
out the film (usually in the noun forms “resilience” and “resiliency”),
expresses the optimism that founds and justifies his beliefs about gov-
ernment. In Cizy Hall, Wiseman submits evidence concerning this
optimism and offers a framework for analyzing it, making the film,
rather than a hollow and platitudinous celebration, a complex testing

and affirmation of the idea of resilience.

hetps://jfsa.jp/
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— You were about 11 when Murcia’s parliament was set on fire. Do you
remember anything from that day?

I remember the building burning on TV, yes. I was seven when it
opened to the public. At school, they gave us classes to explain what
“autonomy” meant, and made us colour sketches of the new parlia-
ment. And there it was, four years later, on fire. When I first started to
think about this second film, I wanted to look at the industrial recon-
version of the city, because it’s a process that affected plenty of people,
and yet it hasn’t really been studied much. Anytime you approach it
you always hear the same standard explanations: well, we had to do it,
those were factories from the Franco era, they were old, it was inevita-
ble... But when I began to ask those around me about those dramatic
protests, even the elderlies, nobody seemed to remember.

— Seriously? The marches, the strikes, the burning?

Yes. They thought I was making it all up.

— But why?

Well, that was the question that made me want to make the film!
Why did nobody remember any of that? There had to be a reason.
And that was because 90-95% of our attention those days was given
to Barcelona’s Olympic Games, and Seville’s Expo 1992. The Spanish
people was called upon to show the world the country was a civilised,
modern nation. And nothing was to shatter that illusion. Yes, protests
had occurred all through the 1980s—in Asturias, Galicia, Cadiz,
Bilbao... but our zeitgeist said otherwise. We were becoming part of
Europe. You see, after Franco’s dictatorship, people wanted to believe
things were going to be alright. I remember my mother would tell me,
“I don’t want anyone to give me bad news”. Plus, the state-controlled
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public television channels always turned those protests and suffering
into background noise. And the main goal of this movie was to give
them a new voice, and shatter a myth the press helped fabricate: that
workers were nostalgic, opposed to progress. [...]

— I was really fascinated by the hybrid nature of your project. It’s not
exactly clear whether what we’re watching is a re-enactment, a documen-
tary, fiction...

[...] Here we're talking about a time and a place nobody really
knows much about. It’s about making visible something that doesn’t
really exist. That’s why when we started to interview the workers, we
wanted them to also feature in the film. But that meant the whole
re-enactment premise started to shrink. We did keep the idea of using
old Hi8 cameras to shoot. And we did keep the idea of filmingin a bar
that had the look and vibe of those years.

— Bur it isn't just the bar — the whole film seems to hang in some anachro-
nistic region, and everywhere you turn things and people look frozen in time.
Does the city really look like that?

Well, it very much depends on the neighbourhood you're in, and as
Cartagena received plenty of investment since 2000, with the growth
of tourism, it changed a lot. But La Unién, for instance, hasn’t at all.
I was walking there with my partner not too longago, and she turned
to me and went: “am I even in Spain? This looks like 1970s Portugal”.
It’s not like it’s underdeveloped, or abandoned - but it truly does look
like it’s frozen in time. We made sure people wore outfits that could
casily pass for that era, too. And in some cases we tried to add a layer
of fiction to their chats, but never too much. Some of the youngest
folk would ask if they could add some temporal references from the
era: “ok, but let’s mention pesetas, let’s give this or that detail...” But
those early experiments did not work out. They were all too hung
up on that fiction. So I ended up giving them a blank cheque, and
decided I’d recreate this temporal ambiguity in the editing room.
Sure, there was still some artifice, but none of it could ever match
what they offered us through sheer improvisation. In the end, I did
attenuate the re-enactment a fair bit.

Excerpted from Senses of Cinema, Issue 94, April 2020.
hteps://www.sensesofcinema.com/2020/conversations-with-filmmakers-
across-the-globe/luis-lopez-carrasco/

Interview conducted by Leonardo Goi
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This film was announced as a concluding part of the “Yang Family
Trilogy” at crowdfunding. The first of this trilogy, Dear Pyongyang
(2005) depicts discord between the director, Yang Yonghi and her
father, a dedicated and leading activist of the General Association
of Korean Residents in Japan. In the second of the trilogy, Sona, the
Other Myself (2009) she visits her brothers in North Korea who have
migrated there as part of the repatriation program, focusing on the
present moment of their lives. When we think along this line, we
can naturally see Soup and Ideology as the third of the trilogy since it
begins with her mother who lives alone and continues to send money
to her sons. However, like Kidlat Tahimik who showcased the latest
version of the ever growing Why Is Yellow Middle of the Rainbow? (I
Am Furious Yellow) at almost every YIDFF years ago, isn’t the film-
maker, Yang Yonghi still in the process of shooting a super-long film,
including the feature, Our Homeland (2012), that remains incom-
plete and continues to grow? Will a concluding part really arrive,
then? Musing like this, I came to see this film.

The film greatly differs from her previous films in that she can no
longer enter North Korea. Inconvenience in which she cannot directly
film her family has, not unexpectedly, influenced the structure of the
film, and she tries to supplement it by mobilizing media other than
real-time documentary: flashback; photos; letters; and animation.
Nonchalantly inserted, these are superbly effective. While the figures
of her late father and family members in Pyongyang are quoted from
her previous films to appear in flashback, innumerable photos hung
on the walls that surround her mother are also quite impressive and
even nostalgic. Nevertheless, the character of her father, photo-
graphed together with the most powerful man in the North, prevents
the spectator from indulging in such sentimentalism and brings us
back to reality. Although the filmmaker only and consistently talks
about herself and her family, she simultancously captures the struc-
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A Simple Air of Wildness: Nude at Heart
X | Muto Daisuke

(v 244t5F | Dance Critic)
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ture of the world or depths of history in an intimate way.

A great pillar of this film is the scene in which the mother begins
to tell about the massacre on Jeju or the Jeju April 3 Incident as a
witness and survivor. The memories of the terrible mass slaughter
of her relatives and other islanders have been transformed into ani-
mation in the film. Just as Rithy Panh uses claymation to depict the
wholesale killing by Pol Pot in The Missing Picture (2013), Yang
Yonghi has also carefully considered the aporia of how to represent
the almost inexpressible experience, the trace of which is palpable in
the film. Be that it may, what a surprise! As soon as the mother begins
to publicly tell her personal story to a group of researchers, her Alz-
heimer’s disease progresses. As travel restrictions have been relaxed
due to changes in the situation in the Korean Peninsula as well as the
relationship between Japan and Korea, she, with her fading memory,
finally travels to Jeju. Her faraway gaze brings into surface both the
gap between memory and record and the chasmal question of “me”
and the public that runs through Yang’s films. Perhaps, this is a high-
light of the entire film.

Another pillar of the film is the filmmaker herself who is about to
get married. A man (who will become the spouse) arrives as a visitor
from afar. He has a laid-back vibe about him and is eager to learn
the recipes of the Samgyetang soup, the mother’s specialty. Besides a
breath of fresh air in the film, he leaves us the impression that he will
walk into a new era with the filmmaker (while inheriting the Korean
soup). Preparing for a new life, the couple remove the aforementioned
photos from the walls, one right after another, to put them in a box.
Indeed, it may be reasonable to put this symbolic scene in which
the familial past intersects the future as the concluding part of the
trilogy. But I'd love to see more of the couple’s story in the sequel.

(Translated by Yamamoto Kumiko)

Japanese striptease performances began soon after World War I1, but
since its salad days in the 1960s and 70s, the industry has seen a con-
tinuing decline, and, today, the business is hanging by a thread. At
its peak, there were 200 strip theaters nationwide, and now there are
twenty. Nude at Heart, directed by Okutani Yoichiro, traces the daily
lives of the odoriko (dancers) who work at these strip theaters.

The screen frequently jumps between dressing rooms and theaters
in Gifu, Saitama, Ehime, and all over Japan. But that’s not to say the
film follows the odoriko on their nationwide tours. Rather, through
a complex intermingling of images and sound that blends different
theater stages and kitchens, fuses separate dressing rooms as if they
were one interior, and links numerous spaces in a cunning, rhythmi-
cal way, the film boldly dilutes a sense of “place.” It grips us with the
strange sensation of being entangled in an abstract space-time that
transcends any particular space or time.

It’s a murky zone that merges the reality of the odoriko’s everyday
life with the unreality of the fantasy on the stage. The film shows a
side of the odoriko at work that is normally invisible to audiences,
rotating turns backstage, meeting with lighting directors, and
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holding post-performance stage rehearsals, and it merges this spec-
tacle with the details of the everyday business of cooking, cleaning
bathtubs, phoning family, and repairing costumes as a way to convey
the “life” of odoriko, which lives and breathes on the border of truth
and invention.

A motionless camera captures garrulous unprompted commen-
tary, or sometimes the commentary is introspective and spoken to a
makeup mirror. A young odoriko radiates with joy as she confides how
an old man, normally asleep in his seat, finally looked up to watch
her stage. Another odoriko talks about how she’d like to keep at her
job but doesn’t want to show her derriere sag (A third one hears this
and responds with a sympathetic half-sigh, half-shrick). The movie is
so full of these kinds of striking moments, you have to wonder how
much footage they had to shoot.

As a regular of the strip theater, I can't say 'm completely comfort-
able with the portrayal of the striptease as a lost art, with a touch of
pathos. However, watching the truly intergenerational lot of odoriko
documented in this film passing on their knowledge and craft, lament-
ing the loss of old customs, or trying new things as they build on an
unbroken “tradition,” it’s impossible to believe the day will soon come
when it all ends. The dancers as well as the theater staff are full of a
quiet but positive energy. It’s different from the people who compete
ruthlessly in a showbiz world dedicated to the latest fashion or the
rigid world of classical theater that is protected by history. It’s like
dressing in something that could be called a simple air of wildness.

Entertainment industry laws have made it nearly impossible to
open a new strip theater, so, in the future, their numbers will only
decrease and never increase. Nevertheless, watching the dynamics
of the “tradition” reflected in this film, ’'m taken by a strange sense
of optimism, maybe because this “tradition” is one of community
formed by women. There are the relationships between veterans and
newcomers, like mother and child, the frank conversations that can
only be shared between women, and the teachings of techniques
delivering “sex appeal” to the audience. Japanese strip shows were
created a very long time ago and have endured through a lineage that
includes the shirabyoshi of the Kamakura and Muromachi eras and
the geisha and other female entertainers of the early modern era. And
although it may sound like an exaggeration to equate this tradition
with community, as audiences are painfully aware and as the odoriko
fully understand, striptease is a breed of entertainment that humans
can’t let go of as long as they have bodies and sexuality.

(Translated by Thomas Kabara)

[X—K 7y b« N\—bF] Nude at Heart [1>%—73 a3+l - A>T+ 3~ International Competition]
A{EMITYIDFF 2021 51> EBRIZHY £ B A, This film will not be screened online.
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Learning about Local Specialties from Local Mascots

HEFEEF | Yoshino Michiko
(OC 281 1 1 N L R B i 2 EIBR A i B

Former Coordinator for International Relations, Association for International Relations in Yamagata)
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Yamagata City's mascot character, Hanagata Beni-Chan

BEAARNTRAY X vII5— o> & (/o &
Takahata Town's mascot characters, Takakki and Hatakki

If I had to pick my favorite thing about Yamagata, it would be its
yuru-chara. Yuru-chara are the various mascot characters created to
promote the cities and towns of Japan. While buying mascot mer-
chandise is fun enough, what’s great about yuru-chara is that they
can also teach about what makes a town special. For example, the two
mascots for the town of Takahata, named Takakki and Hatakki, are
based on The Red Ogre Who Cried, the classic fairytale by Hamada
Hirosuke, an author from Takahata. Takakki is a big, round red ogre
and Hatakki is a big, round blue ogre, and each one carries around
a pouch in the shape of their favorite thing, a bunch of grapes for
Takakki and a pear for Hatakki, two fruits Takahata has been pro-
ducing for a long time. There’s also Hanagata Beni-Chan, the mascot
of Yamagata City, who wears akimono adorned with cherries, perhaps
the most famous fruit of Yamagata. And the hanagasa (straw hat dec-
orated with flowers) in her hand, has been featured in the Hanagasa
Festival, Yamagata’s quintessential summer festival. These adorable
mascots are a good way to remind us of the various local specialties in

our communities. (Translated by Thomas Kabara)
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Editorial | Though we were not able to learn from meeting our guests in person, the selected film direc-

tors were unable to visit Yamagata, and it was not possible to watch the films on screen, on the other hand

there must have been things that became possible because of this online festival. Considering the path

the YIDFF has walked to date, continuing over 30 years while overcoming various crises, I think there is

some encouragement for the future in this year’s event, which has made us yet again verify the meaning of

holding an international film festival in a provincial city. In any case, we hope to see you in Yamagata in

2023. And, in closing, I would like to express my most heartfele gratitude for the generous support of our

contributors, translators, and sponsors. (Okuyama Shinichiro, translated by Kyle Hecht)
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