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Since the cinema was born 130 years ago, filmmaking formats
have changed with technological development. Now in 2025, a
certain number of people on earth easily create videos on their
smartphones and distribute them instantly. On the other hand,
elaborately-created images, including online games and digital
arts, also circulate widely in the world. While only a very small
number of them can become, as always, what can be called
films, it is certainly less challenging for individuals to create and
publish videos. It seems like it's become a distant history that
early filmmakers attempted, in their initial aesthetic film prac-
tice, to create narratives and realism unique to cinema, incorpo-
rating or opposing existing art forms, such as art and music.
Now that more technological options are available, films
created over the last two years, including those shortlisted for
this edition’s two competition sections, make us realize once
again that various stylistic approaches are being born one after
another. Footage recorded on the internet or a mobile device,
or old film or video footage—whether it was a daily record of
the family or it was recorded to preserve wartime urgency—can
emit light and begin to breath to the current audience once it
is converted into a digital file and edited. Who makes the film,
what and how do they film and tell the story? Depending on
the filmmaker's attitude, their film can have a completely differ-
ent face and reality even in the same genre of family or local
histories. This is a very ordinary thing to say, but it has become
increasingly important, in this world of excessive information,
for us to appreciate images, not as information, but as cinema.
This edition of YIDFF will screen the two winners of the first
edition in 1989: Route One/USA and Time Has No Name, which
have been recently digitalized and housed in the Yamagata
Documentary Film Library. In that year Robert Kramer came
to Yamagata with his film, Route One/USA. What did he discuss
with Ogawa Shinsuke who saw it? One of the key issues this film
raises should be how a filmmaker can establish a relationship
among the real world, the constantly changing subject in that

FL—=r1 /USAJ Route One/USA
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world, and the filmmaker themselves in a film. This edition will
also screen Narita: Heta Village by Ogawa Productions on film. It
would be a fun to imagine a conversation that must have taken
place between the two great cineastes by watching their films in
between new digital films around the world.

Paul Mclsaac who “played” Doc in Route One/USA says this in
a text that refers to Kramer and his film: “Route One does have a
story, a narrative and ‘characters’...but the perspective is always
shifting between the objective and subjective. We were striving
for poetry not journalism or entertainment” (YIDFF 2001: “Now,”
“Here,” and “About the World"—Robert Kramer, p. 37).

Seemingly cutting out the reality and characters of the
here and now, films however contain under their membranes
multi-layered traces of exploration into the relationship
between the world and the self, so that they bring out feelings
or understandings different from those of the viewer. | hope
all those watching YIDFF 2025 films will enjoy such real, poetic

moments. (Translated by Yamamoto Kumiko)
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Fertile Memory (1980) is a feature-length documentary by Michel
Khleifi (b. 1950), also known as the father of modern Palestine
cinema. Romia is in her 50s, living in Nazareth, Galilee which
became an Israeli occupied territory in 1948. Sahar (b. 1941) is
a novelist, a generation younger than Romia, living in Nablus in
the West Bank, occupied by Israel in 1967. Told in parallel, the
stories of these two Palestinian women form the warp thread
of the film.

As single mothers under the Israeli occupation, the two live in
similar circumstances. But they are different in many ways. First,
their religion is different. Romia is a Christian whereas Sahar is a
Muslim. The violence is differently inflicted on Romia who is an
Israeli citizen by occupation from on Sahar who lives under the
military occupation. Romia internalizes traditional values while
being the victim of patriarchy. By contrast, Sahar won a divorce
on her own, became independent, and is now a novelist. While
Romia is one of the so-called subalterns, who have no way of
representing themselves in society, Sahar is an elite intellectual
who can represent in her novels not only herself but also subal-
tern women like Romia.

Objectively observing the situation and seeking to be lib-
erated from the oppressive occupation and patriarchy, Sahar
chooses to live a life of resistance; she is a warrior of liberation
with a pen. But the true protagonist of the film, as intended by
Khleifi, is not the feminist Sahar, the subject of self-liberation,
but rather Romia.

Why doesn’t Romia give up rights to land that she cannot
own? Wouldn’t she be better off if she gave them to the gov-
ernment and got compensation? But unlike Sahar, Romia cannot
logically verbalize why she can't. “No is no,” is the only answer
she can give. But why no? It's not the attachment to land; it’s
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because of injustice. She cannot accept injustice done to them,
nor can she pretend it never happened. The film seems to
find the power of the collective resistance of the Palestinian
people—most of whom are subalterns—in Romia’s nonverbal
resistance, rooted in the Palestinian existence of life.

Where does the power of resistance come? It is expressed
by images of memories in Palestine that weave the film as
the woof thread: the red of fruits on the plate; golden ears of
wheats swaying in the fields; traditional cuisine; sweets; prov-
erbs; nursery songs; olive oil; love songs; and resistance songs...
Culture is what the time humans have lived in the land weaves.
Land, humans, and time give rise to a culture, and eventually to
a history and cultivate the identity of humans who live in that
culture, in that history. Palestine is a memory, and the Palestin-
ians are those who live in that memory.

The ongoing genocide in Gaza does not simply kill a large
number of humans who live there; but it also transforms Gaza
into a sea of rubble; it completely destroys the culture which
the Palestinians have built in the land over thousands of years,
and it wrecks the place of memories of resistance they have
woven since the Nakba, whereby erasing what makes Palestine
Palestine, eradicating their historical memories from this land,
and effacing Palestinian identity itself from this world. We must
watch this film more than ever now since culture as memory,
history as memory, and identity as memory are all exposed to
the violence of erasure, in order to let our thoughts towards
those who still resist there by stubbornly continuing to live even

without words. (Translated by Yamamoto Kumiko)
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Three rock documentaries being screened this year depict the
three stages of the 1960s counterculture movement, including
its budding, blooming, and breakdown.

The first is Dont Look Back, D.A. Pennebaker’s documentary
about Bob Dylan’s May 1965 tour in England. This was the period
just before he went “electric,” and although it's supposed to be
a record of the tour, the film features little on-stage footage,
instead focusing its camera primarily on Dylan’s departure from
an exclusively “folk singer” framing toward his emergence as a
cultural hero. The events, depicted through his interactions and
arguments with the various people flocking around him, seem
chaotic, but once you get to know the people and understand
the context of their actions, they all become fascinating. The
smiling face of Albert Grossman, known as a shrewd manager,
is striking, and he is the one who made the film possible by
bringing Dylan and Pennebaker together. Had he already fore-
seen that this newfound cultural chaos would eventually lead to
enormous profits?

That very same May, major protests against the Vietnam
War were being organized on the campus of Berkeley. Thomas
Pynchon’s novel Vineland (the indirect source material for
PT. Anderson’s One Battle After Another) depicts the fate of a
woman, Frenesi, who throws herself into this struggle with a
belief in the camera’s power to capture the truth directly. Just as
she confronts the riot police, she is whisked away by a lady ninja
biker and taken to a café pulsing with psychedelic music—a
scene that symbolizes the history of the political movement’s
drift into hedonistic self-indulgence.

Monterey Pop, another Pennebaker documentary, captures
on camera the formative steps the media at the time hailed as
the “Flower Power” movement. The June 1967 concert brought
into the commercial mainstream a sound that had been sub-
merged in hippie subculture. The film records this fervently in
a series of narration-free zoomed-in facial close-ups. With a dis-
tinctly 1960s feel, the film tracks the ecstasy on the stage and
the intoxication of the audience. Few could forget how the Janis
Joplin and Jimi Hendrix presented in this documentary culti-
vated a dreamer’s spirit in boys and girls around the world. The
film closes with two minutes of wordless applause following an
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extended take of Ravi Shankar’s performance of Indian music.

Started by a select few elites, the sensory revolution went
through a fleeting period of euphoria before collapsing into
political failure and cultural chaos. And yet it was Woodstock
in the summer of 1969 that raised spirits by staging an “Imag-
inary Republic.” About three months later, the Rolling Stones
announced that the final performance on their U.S. tour would
be a free concert in the San Francisco Bay area. This would
be made into Gimme Shelter, co-directed by Albert and David
Maysles, who were traveling with the band, and Charlotte
Zwerin, who joined them later.

The documentary opens with Mick Jagger strutting around
the stage with a smile on his face, but a pivotal moment comes
when the film cuts to these performers absorbed in a monitor
showing their own performance. At that instant, this “chaotic
scene” becomes framed as “safe and secure.” And at the same
time, any action that attempts to break free from this “framing”
would likely be suppressed by “force.” While radio coverage
of the Altamont incident carries the voices of the Hells Angels
venting their anger towards the Stones, what the camera cap-
tures is the expression of these rock stars protected by this
framing and force.

It wasn't supposed to be like this. The footage of them
recording their next album, Sticky Fingers, at a studio in
Alabama is brimming with innocent joy. That was two or three
days before Altamont. They hadn’t even settled on a venue at
that point. They just announced it the day before. Then, some
100,000 cars descended on the arid lands of the San Joaquin
Valley. There wasn’t even enough time to set up for sanitation
and waste management. The stage was too low. They had to rely
on the brute force of the Hells Angels as the whole situation was
“shelterless.”

When they started to break down the framework of adult
society, Dylan and others launched a world of creative chaos
dominated by direct-ness. It would all have to be forced back into
aframe, and that is what led to the rock and film of the 1970s.

(Translated by Thomas Kabara)
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[ 744 Fhf-BDEEEEE ] Film, the Living Record of Our Memory
10HOct.10 12:30- [F1] AZ#EH Free admission

In our digital age, a strange paradox has emerged. We celebrate
the endless possibilities of new technology, yet we find our-
selves yearning for the very imperfections they sought to elimi-
nate. The unique, grainy texture of film can now be meticulously
faked by software, but this imitation forces us to confront a pro-
found question: If a film’s look can be perfectly replicated, what
then is its true, enduring value?

This film, Film, the Living Record of Our Memory, is not a simple
ode to nostalgia; it is a deep exploration of that question. We
argue that the value of film lies not in what it looks like, but in
what itis. When light passes through a lens, it imprints an image
directly onto a chemical emulsion. This is a physical reality—a
tangible result of light and chemistry meeting at a specific
moment in time. This authentic, unpredictable process makes
every frame a unique artifact of the moment it was captured.

The very limitations of film also shape it into a medium of dis-
cipline. With finite film rolls and the high cost of development,
filmmakers are forced to be more intentional and thoughtful.
Every shot is a commitment, not just a possibility to be fixed
later. This deliberate rigor becomes part of the art, a silent con-
tract between the artist and their craft. The weight of each frame
carries a physical gravitas that digital freedom cannot replicate.

Ultimately, a celluloid reel is a physical guardian of our cine-
matic memory. While digital files are fragile and easily altered,
a film strip is a tangible master copy, a permanent record that
exists independently of a specific machine or format. In a world
where Al can endlessly generate and modify images, film is the
unassailable, physical proof of what once was. It stands as a for-
tress against the erosion of history and artistic intent.

Film, the Living Record of Our Memory is a tribute to the archi-
vists, curators, and technicians from around the world who
work behind the scenes to safeguard this physical medium. It is
through their dedication that the magic of film is not only pre-
served but continues to remind us why these moving pictures
are more than just a memory—they are the living record of us all.

© El Grifilm Productions

P ENTRIEE T EFR S 2025 BE LR Related Screening for the Yamagata Creative Cities International Conference 2025
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Memories of Architecture, Family and Town: On the Former Yoshiike Clinic

BL[[.C—) | Okuyama Shinichiro

(SPUTNIK#REER | SPUTNIK)
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If you are a Yamagata citizen or a regular participant of the
YIDFF, you must have seen it more than once. Starting from the
AZ Building that houses the Yamagata Central Public Hall as
the YIDFF's main venue and continuing along the main street
towards the Yamagata station, you will see a Western-style
building in the back of a large site across from the post office.
The gatepost sign reads: “& 1 E&FE (Yoshiike Clinic).”

Initially used as an eye clinic, the building was designed by
the architect Chujo Seiichiro from Yonezawa who greatly con-
tributed to history of modern Japanese architecture. It was
built for Yoshiike Shogo, the first clinic director in 1912. Chujo
served as design advisor for the Bunshokan (Former Prefectural
Building and Assembly Hall, completed in 1916) at the end of
the main street going in the opposite direction from AZ. These
two buildings have some similarities in architectural design. The
clinic is a two-story wooden mortar building. It has a stately
exterior with the balcony with a Western-style balustrade above
the entrance porch in an elaborate design. When you enter it,
you will be impressed by the beautifully decorated wooden
window frames and stair railing. This architecture is nothing like
today’s buildings, giving you the impression that you are in a
movie set in the Taisho era (1912-1926).

The Yoshiike Clinic had been passed down from generation
to generation. The third-generation director Yoshiike Fumio ran
a pediatric clinic and his wife a dermatology one for a long time.
In January 2023, however, the clinic was closed and the direc-
tor passed away before long. Hearing the news of his demise,
Kumasaka Toshihide, advisor to Yamagata Prefecture’s regional
landscape development became increasingly alarmed that the
clinic’s building would be demolished if they didn’t do anything
about it. He passionately explained to the bereaved family how
important this historic building was and got their approval to
make it public for a limited period of time. Calling out for friends
quickly, he launched the Yamagata Museum of Modern Archi-
tecture Committee and held the exhibition, “Yamagata Museum
of Modern Architecture at Former Yoshiike Clinic.” While making
the building public, the exhibition introduced the clinic’s history
as well as architectural history of Yamagata. Since then more
exhibitions have been held with over 5,200 visitors as of this
spring. Currently, the fifth exhibition is being held (until Novem-
ber only in specified weeks).

Kumasaka says, “Whether we can save this building is not a
problem we can handle. But we have taken action, considering
the best way we volunteers can do. What do we think about it?
and what about government office and citizens? How do we
play our roles, working together with them? | think these are
important questions to save the building.” At the end of August
soon after we interviewed Kumasaka, the local paper reported
that arrangements were being made for the city of Yamagata
to acquire the land of the former Yoshiike Clinic and for the
Yoshiike family to donate the building to the city.
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This edition of the YIDFF will use the Former Yoshiike Clinic
as a venue, where home movies shot in both Taiwan and Japan
(including pre-war movies) will play with commentary; a talk
event will take place about glass dry plate photographs from
the pre-war era, discovered in the clinic; and other events are
scheduled (all admission free). Local and intimate images, dif-
ferent from filmworks, will gain a fresh perspective in this build-
ing which was passed down in a family and which has been a
part of amemory of the town over the years. Documentary films
about the history of modern architecture in Yamagata will be
also screened with talks.

After Maruhachi Yatarazuke (Komian) is gone, there are very
few buildings with a history of over a century in the center of
Yamagata-shi. Please take advantage of this opportunity to visit

the former Yoshiike Clinic. (Translated by Yamamoto Kumiko)

Special Thanks to:
Kumasaka Toshihide, Okada Soichi, and Shoji Tsutomu

Editorial

If there’s one thing a bit unusual about the Yamagata Interna-
tional Documentary Film Festival, it's the sheer number of publica-
tions involved. Of course, there’s the official catalog, but there are
also always highly informative catalogs for each one of the programs.
Up until 2019, our Daily Bulletin provided live coverage of the festival
each day. Before that, we published the journal Documentary Box for
15 years (nearly all issues are available on the YIDFF website). Follow-
ing this year’s festival, we're planning on publishing a collection of
interviews with the films’ directors (a crowdfunding campaign will
run until the end of this month; as always, check the YIDFF website for
details). It's almost as if it's a “film festival that you read.” But just as it’s
physically impossible to see every film being screened here, it would
be quite challenging to get through all these publications during
the festival itself. Still, the lifeblood of print media is the fact that it
remains with us long into the future, and that’s what gives publishing
its “publicness.”

This very magazine, SPUTNIK, joined the lineup above in 2013.
This year, we plan to deliver some 24,000 words across six daily issues
once again. Inside, you'll find reviews of films you've just seen, intro-
ductions to films you're considering seeing, and even invitations to
the films you had no plans to see. When you happen to have a spare
moment between screenings, please don't forget to pick up the latest
issue being distributed at the festival, or maybe pull out that issue
from yesterday that you've stuffed in your bag.

Documentary is something that connects to the past, the present,
the here, and the elsewhere in a direct way, and that may be what
prevents it from being self-sufficient as a film alone, compelling us to
seek out words. These words circulate ceaselessly between film and
what lies beyond it. (Nakamura Daigo, translated by Thomas Kabara)
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F—bh—E—DFLEL
The Home Movie’s Gaze
= IFKififi | Miyoshi Daisuke

(BREEZE | Filmmaker)
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& Z BRI — L L— l: &*) From Masuya Jiro's home movie

The projector makes a rattling noise in a dark six-mat room.
Light is projected onto the fusuma sliding door and a family
scene emerges: “Ken, you fell down! haha.” A reel of 8mm film
can record 3 minutes and 20 seconds into which a day’s event
is condensed. The moving image was still very special half a
century ago.

Spread contemporaneously with the era of high economic
growth in Japan, 8mm film recorded daily images: children
playing in the back alleys; newlyweds ballroom dancing; a large-
scale costume procession; or simply a baby sleeping peacefully
on the veranda. These are from a laid-back era. They may be
blurred, out of focus, or overexposed, but they convey the pho-
tographers’ unpretentious emotions which are not shown on
the screen and which are all the more touching. | suddenly find
myself tracing my memories as | identify with a stranger’s gaze.

17 years have passed since | began to make a film by dis-
covering home movies hidden in the local area. This activity,
nicknamed “regional films,” is locally produced and consumed
filmmaking where multi-generational citizens have taken part.
Elementary school kids add sound effects to silent images,
junior high school students make animation, high school and
college students interview people, and the civic choir adds
vocals. A bit unrefined, their work is charming. A slightly out of
tune melody played by children fits amateurish images. A free-
to-talk screening invites both laughter and tears. Each spectator
rushes to talk about memories. These form a part of the film,
and regional films become the narrative of us who live now.
We screen films at community centers, schools, hospitals, or
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nursing care facilities and viewers talk about their experiences
and memories. With the record of the launching ceremony of a
tanker, an elderly lady remembered her cousin who went to war.
Watching a fierce mock cavalry battle, elementary school kids
look confused, saying “We'd love to try it, but the teacher will
say no.” Recording daily life, home movies sometimes remind
us of war and give a chance to think about the way society is.
Teenagers to people in their 80s gather in a circle and listen to
one another, which is the best part of a discussion meeting. | feel
that conversations triggered by home movies can create a new
society.

Premiered at YIDFF 2025, Rokkoku Kitchen is a documen-
tary about people we have come across along National Route
6 (also known as “Rokkoku”) running near the Fukushima
Daiichi Nuclear Power Plant; it explores what they eat and how
they live. It also includes home movies made before the Great
East Japan Earthquake. On the Koriyama Coast, Futaba-machi,
which is now a restricted area with the Interim Storage Facility
for removed soil and waste, children used to play happily. The
shopping street in Shinmachi, Namie-machi, now deserted with
many buildings lost, was once packed with people to see the
Nomaoi processions. As reconstruction overwrites the land-
scape, memories ingrained in the town disappear and people
who have lived there also lose their identity. As the scenery in
our memory is slowly fading away, home movies attest to the
fact that people have actually lived there. No one can steal their
memory even if the town is lost.

It is getting harder to collect home movies as people age,
film deteriorates and is increasingly dispersed. Under such cir-
cumstances, | have co-founded Manazashi no Archive (Archive
of Gazes), a general incorporated association. While collecting
home movies across Japan and making regional films, we hope
to develop this into a community archive that can collect small
narratives of ordinary people. While only the grand history of
politicians and celebrities is told, innumerable small narratives
are born and disappear. Fragmented records in home movies
emerge steeped in the spirit of the age and revive the stories
that lie dormant in the depths of people’s memories. How have
people gazed at the world? A collection of hidden gazes must
form a new history of life in Japan.

(Translated by Yamamoto Kumiko)

Fawyas - v F> ] Rokkoku Kitchen (B : JIINE &+ =47 K& | Dirs.: Kawauchi Ario and Miyoshi Daisuke)
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[%> %A= &£ BRE Yamagata and Film] 10811 HOct.10&11 [Former Yoshiike Clinic]
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— Please tell us about these images, which have a unique feel and
are such a characteristic of this work, their methodologies and com-
positions.

For us there was political power in working with the images
recorded by these particular women in prison. Filming is also
deciding how to frame, what to show and what to exclude; it
is exercising a judgement, an authorship. The photographs and
videos produced in prison don’t only reflect a reality, instead
also reinterpreting and reconstructing it. As such, we wanted
to work with that self-representation. The vertical form of the
film seeks to respect the origin of the materials and, at the
same time, express life in the enclosure: the bars and vertical
windows are the only form in which the women can look toward
outside, mere fragments of the world. Working with images of
“low technical quality” allowed us to reflect on what constitutes
a cinematic fact. In a neoliberal system that overvalues crisp-
ness and visual perfection, we decided to embrace a blurry and
irregular archive, in dialogue with the ideas of Hito Steyerl on
the “poorimage,” which can challenge hegemonic visual stories
and have a profound political and affective impact. At the same
time, following Didi-Huberman, we understand the archive as
a form of preserving memory and combating oblivion. For this
we decided to print the 32,640 photograms and later digitalized
them anew, granting them physical space and a materiality that
resists erasure. Finally, we understood the necessity of con-
structing a collective film, now that there have been common
milestones for all of the women with whom we have worked,
especially with regard to maternity.

— Regarding the women’s stories, how did you achieve this collective
sensibility into which multiple experiences fold of individual voices?

Karina’s voice runs throughout the film, but she does not
only speak of herself. She spent more than six years in prison,
and some of the narrated episodes are her own experiences,
while others belong to her friends and women comrades. In this
way, the narration converts itself into a choral voice, which dis-
places the androcentric mandate of the individual protagonist.
One of the political objectives of the film was to grant visibility
to the triple conviction that women mothers deprived of liberty
face: the penal, the social—the demand placed upon them to
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Yamagata Creative City Center Q1

be “exemplary mothers” where there is no room for transgres-
sion—and the personal, marked by the separation from their
children. Over the course of extensive conversations with more
than twenty women was woven this collective story, which
Karina interprets as if it were her own. The film is thus the tes-
timony of many women, held in affections that likewise convert
themselves into a form of resistance.

— Might the circumstances of these women’s imprisonments
connect with disparity and poverty in Chilean society?

Indeed, the majority of causes that bring women to prison
in Chile are linked to contexts of vulnerability and poverty.
Although these women represent less than 10% of the penal
population of the country, over 55% of women incarcerated
have been so for offenses associated with the micro-trafficking
of drugs. Many assumed this role as a means of sustenance for
their families within the framework of a precarious economy
and the charge of being providers. In general, this deals with
women from marginalized sectors who conduct the micro-traf-
ficking from their own homes. The penalties for this type of
offense oscillate between 500 days and 5 years of prison, which
has generated a massive incarceration of women, in a clearly
structural problem.

— In prison the women make friends with convicts and build new
“homes,” even pulling together small relationships with women
guards. How did you capture that environment?

In prison, the women develop ties of affection and care that
become a sort of new family. The women comrades support one
another in their most difficult moments, share their everyday
lives and reconstruct a sense of home in conditions of enclo-
sure. The women create links even with some guards, although
always within a relationship crossed by power and control.
These ties allow them to overcome the pain and, in a certain
form, weave a net of support that complements—or on occa-
sions substitutes—the external family. It is a means of resisting
institutional violence and of keeping affection alive in the midst
of isolation. (Translated from Spanish by Kyle Hecht)

* Interview conducted by Niiya Kazuki (Latin American Film Studies)
via email in September 2025
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City of Darkness: Rising Up at Night
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Nights in Kinshasa are dark. Months after being flooded by tor-
rential rains, the entire area remains without electrical power and
with no sign of life returning to normal. The affected are forced
to live in extremely difficult and unsanitary conditions, their
homes inundated waist-deep with water and without electric-
ity. They spend what little money they have on canoes for hire,
traveling out on the streets, making their way through unpaved
alleyways with flashlights barely penetrating the darkness just
ahead. The residents huddle together and engage in a heated
debate about how to replace stolen electrical wires, every night
gathering around a clergyman to pray single-mindedly for Jesus
Christ to bring salvation to the Democratic Republic of Congo.
Mothers lament how the power outage leaves them unable to
check whether their children’s food is infested with maggots,
and if their daughters are raped, no one would be able to iden-
tify the rapist. On Christmas Day, a man dressed as Santa Claus
peddles portable lights on the street, and people of all ages
crowd together, seeking illumination.

Nelson Makengo, who studied film in Paris and returned
to one of Africa’s top large cities, turns the camera in his own
hand on the people enduring this double-hardship of flooding
and power outage. However, this documentary is of an entirely
different nature than the usual disaster reporting. The screen
remains dark throughout the film, composed almost entirely
of nighttime footage as if to declare that the sun never rises on
this land. Layered over these images is ambient music. The faces
of the people captured on camera remain in shadow, their sur-
roundings obscured, as the recurring nights of Kinshasa take on
an indistinct form.

What is striking to us is that almost no one in this film blames
their own hardship on society or politics. Progress on a plan to
build the world'’s largest hydroelectric dam is reported in minute
detail, but meanwhile, the residents struggle to scrape together
money to purchase a single electrical line; suspicions grow
amongst each other, and, to make matters worse, one of the men
from the community working on the project dies from electro-
cution. Normally, floods and blackouts are the kinds of disasters
where public assistance ought to be extended; however, we are
left with the impression that the people here seem to be expe-
riencing this ordeal as a form of self-inflicted penance. For the
devout Christians appearing frequently in the film, the blackout
is the work of the devil, and electricity is one and the same with
the light proclaimed by Christianity. As Kinshasa is enveloped
in darkness, rather than seeking help from the government or
local authorities, they simply wait patiently for the grace of God
to be bestowed.

The original title, Tongo Saa, is said to mean “the time of day-
break” in Lingala. Indeed, as the film reaches its conclusion, it
finally captures some sunlight. Still, these images hardly tempt
us to take on a naive belief in old proverbs about no night
lasting forever, nor do they deepen our sense of pity toward
these “miserable” lives as they are laid bare in the light of day.
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It Has Always Been There:

Scenes of the Occupation from Gaza
and With Hasan in Gaza

LN FF ¥ T7—E— | Mohanad Yaqubi

(RREIYER | Filmmaker)
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Rather, the film simply and silently reflects the solemn fact
that life goes on from one day to the next. In recent years, the
Democratic Republic of Congo has seen a number of devastat-
ing floods. In 2025, Kinshasa suffered flooding on an unprec-
edented scale, affecting over 60,000 people. Naturally, these
frequent disasters can be linked to broader social issues, such
as urban development driven by explosive population growth,
lagging infrastructure, and climate change, and it's certainly
possible to reconsider them within a postcolonial context.
But for those directly affected, these problems are far too big
and far too distant. Rather than merely shining a light on their
status as victims, Nelson Makengo attempts to render an honest
picture of those living with long-term disaster in all its darkness.
The result is a true-to-life portrait of present-day urban life in
Africa, where emergency situations are rapidly becoming a new

normal. (Translated by Thomas Kabara)

LB Screenings

IHY o EBEDER] Scenes of the Occupation from Gaza
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TAHYIZTING > & ] With Hasan in Gaza
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International Competition / Palestine—Memory of the Land]
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Two films in YIDFF 2025's “Memory of the Land” program ded-
icated to Palestinian cinema struck a particular and personal
chord with me as an archivist and a filmmaker with family in
Gaza: Scenes of the Occupation from Gaza by Mustafa Abu Ali and
With Hasan in Gaza by Kamal Aljafari are both resonant with my
desire to project a deeper understanding of a landscape contin-
uously facing destruction.

Both films ponder the constructed image and in so doing
give back agency to the people of Gaza. By reconstructing
perspectives, they offer a crucial opportunity to challenge the
24-hour broadcast of violent imagery depicting the dismantling
of urban spaces in Gaza. Watching these films is an urgent act of
solidarity. Gaza and Gazans exist here not merely as subjects of
violence, as a space of crises and humanitarian needs, but also
a source of inspiration. This returned gaze speaks to what Pales-
tine and its image means to cinema.

Remarkably, these films, made 50 years apart, document a
similar Gaza—tired yet vibrant, dusty, beautiful. In both films,
first impressions come with confusion: impossible to recognize
where the cities begins and where the refugee camps ends.
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Both use ‘found footage’ and are constructed through editing,
creating a narrative that exists through an ongoing search into
the landscape. Their archival approach allows images of the
land and its people to seep out of the screen, inviting the audi-
ence to recall a young man'’s smile, to register graffiti on a wall,
to behold flourishing orange orchids.

Mustafa Abu Ali's 1973 film incorporates rare footage from a
French news teams’ visit to the Gaza Strip, where they seemingly
accompanied the Israeli army on jeep patrols, at checkpoints,
and during raids. These compelling materials in 16mm, which
were somehow given to Mustafa—a key figure of the Palestinian
militant cinema, served as powerful evidence of the brutal occu-
pation. Recut at his editing table, they became a unique militant
film exposing Zionist suppression tactics—tactics that bear strik-
ing resemblance to the current phase of the ongoing genocide.

Kamal Aljafari’s With Hasan in Gaza (2025) builds on Aljafari’s
ongoing archival exploration, seeking to bridge the broken con-
sciences between time and space, image and landscape. The
film is based on three MiniDVs (a video format popular in the
early 21st century) that the filmmaker recorded over 20 years
ago in Gaza while searching for a man he had met in prison
during the first intifada in 1989. Preserved in them is his journey
through the Gaza Strip, accompanied by a local guide, Hasan.
Aljafari’s editorial intervention creates a sense of realism, trans-
forming the film into a search for Gaza as a society, not merely as
a space or an idea.

These films are not simplistic or direct representations of the
‘problem’ of Palestine. They are critically acclaimed, both artisti-
cally and politically, in their embodiment of people’s resistance
and ability to survive through acts of disobedience. Despite
depicting disappearances, the cinematic language of both films
adopts the heartbeats of its people and in this way, offers a
sense of hope, even the suggestion that cinema will preserve
Gaza, keeping it safe and cherished in our hearts.

X EBELNYTR - YT CE—DEBEIAT7-TL—L/BFIZT)
(2016) %, YIDFF 2017 D E [BUA L BRE /XL T F - LN/ >
70s-80s] IZT ERENTULS,

* The author Muhannad Yaqubi’s film Off Frame aka Revolution until
Victory (2016) was screened at YIDFF 2017 in the program “Politics and
Film: Palestine and Lebanon 70s-80s.”
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Thickness of Time: My Blue Heaven and Don’t Shoot My Back

H Fi#B % | Kusakabe Katsuyoshi
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| work in nursing care. With the news of the death of a service
user, a fragment of a conversation | had with her comes to mind
with her face. | know she is no longer with us, but she remains
inside me with a very real presence. When this occurs, | feel
that | have touched on something important. Though it resem-
bles memory, it is not memory itself, being more abstract and
slightly incomprehensible. Let me provisionally call it the “thick-
ness of time.” Recently, | suspect that the thickness of time,
which is formed as a person lives, continues to exist even after
the person is gone.

This was triggered by Murakami Hiroyasu’s My Blue Heaven.
Murakami'’s father is a patient with terminal bile duct cancer.
His mother has chosen to look after him at home. The director’s
camera accompanies his parents. Although Murakami accepts
that his father has very little time left, his camera avoids being
overly sentimental and leaves us with the impression that it is
refreshingly indifferent. Thisis largely because his mother gradu-
ally becomes energized through interactions with caregivers, as
opposed to his father who is dying. In one of my favorite scenes
in this film, the camera also captures the director’s mother in
the center of the frame: she sits by the bed and sings “When |
Become a First-grader,” a children’s song for her husband while
holding his hand. As she sings gently in a slightly trembling
voice, | can imagine him as an elementary school teacher, as a
junior high school boy who has a hard time in an unfamiliar place
after returning from Manchuria, and in all his figures throughout
time until now, which “has been” certainly what | call the “thick-
ness of time.” | wrote this in the present perfect because | have
gradually come to think so since | watched the film, looking back
on it many times over. This means that Murakami Sr.’s thickness
of time is still present in me.

If the thickness of time is what emerges with a presence as
one reflects on life, it may be something like a symbolic body,
invisible to the eye, in the sense that it shapes a person’s exis-
tence that continues to exist even after the person loses her
physical body. The camera of My Blue Heaven plays the role of
a caregiver in taking care of the invisible body and helping it
to exist independently as precious life. The camera of Don’t
Shoot My Back—The Life of Actor Junkichi Orimoto by Nakamura
Yumi, on the other hand, has the inverse vector of it. This film
focuses on Orimoto Junkichi who has lived as a great support-
ing actor with a quick study over 70 years. But Orimoto suffers
from declining memory as he gets older. He is distressed, has an
angry fit, and cries. His state like this is captured by the camera
of his daughter Nakamura who is also the director. But he does
not accept that he has aged. In order to point this out to him, his
daughter begins to film him. True to her intention, the camera
demonstrates its innate violence in exposing everything. It gen-
erates a powerful drama and gives the film intensity. But it is dif-
ficult to immediately find the thickness of time Orimoto must
have formed; the film is far from the caring gaze. Since, however,
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From Images to Spaces:

the subject is an actor, the film can’t be that simple, making it
more interesting. If the father in front of the camera is always
the actor Orimoto Junkichi, he may be putting on a big show at
the end of his life even in the last scene where he accepts aging
and thanks his daughter. This scene has in fact the catharsis of
salvation. But the one who is cured and saved at this moment
may not be Orimoto the father, but isn't it his daughter, the
director Nakamura, and us the spectators of this film? The caring
gaze is shifted from Orimoto and is directed to this side of the
camera. As proof of this, | feel now that | have received Orimoto
Junkichi’s thickness of time all right.

(Translated by Yamamoto Kumiko)
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Don't Shoot My Back—The Life of Actor Junkichi Orimoto

Primary and Crisis, Two Political Films in Direct Cinema

2YA+-7¥97 | Chris Fujiwara

(RREHEET | Film Critic)
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Robert Drew’s Primary documents image-making: the last-min-
ute arrangements political candidates make before TV cameras
are turned on, adjustments to John F. Kennedy’s shirt cuffs
during a photo shoot... The flmmakers don't stop at acknowl-
edging what was already well known, that political candidates
are carefully packaged and presented to the public. The film
goes further and shows that the public has become an image
that is packaged and presented to itself.

Primary is a film about desire: desire for contact, for reality.
Kennedy is so confident in his power to be desired that he pays
no attention to the filmmakers: he sees them as more people
who want him. Less comfortable on camera, Senator Humphrey,
Kennedy’s opponent, can still give his supporters something
precious: the opportunity to share in the intense media focus on
his campaign and thus to become, for once in their lives, media
figures themselves. What is “primary” is the desire to be recog-
nized.

Three years later, Crisis: Behind a Presidential Commitment
deals with pragmatic questions facing the Kennedy White
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House: how to enable two Black students to register for courses
at the University of Alabama; how to prevent the governor of
Alabama, George Wallace, who intends to physically stop them
from entering, from winning the war of images in media cov-
erage of the conflict; and whether President Kennedy should
take the political risk of committing himself to the cause of racial
integration in a nationally televised address.

The film also raises more far-reaching questions. In what
space are such questions resolved? Or, to put it in another way,
where is history made? And how can this space become accessi-
ble to cinema, and through cinema, to the audience?

Much of Crisis is built on crosscutting between distant
places. People on opposite sides of the conflict finally appear
in the same space on screen when Deputy Attorney General
Katzenbach confronts Governor Wallace at the entrance to the
university building. For Vivian Malone and James Hood, the
two Black students, it's at this entrance that their lives become
history. Normally insignificant, this space becomes visible and
meaningful in being contested. At the moment of this contesta-
tion, the viewer of Crisis is forced “to see as real something that
we didn’t even see as unreal, something that we didn’t see” (to
quote Jean-Luc Godard'’s great review of Nicholas Ray’s Bitter
Victory [1957]).

The final title of Samuel Fuller’s Run of the Arrow (1957), a film
that is set during the aftermath of the American Civil War, reads:
“The end of this story can only be written by you.” The message
John F.Kennedy gives at the true climax of Crisis is little different.
The “moral crisis” that the question of civil rights represents, he
says, can be resolved only by action “in all of our daily lives.” The
ultimate space of history is the space of the public, and it is to
this space that Drew and his team offer their film.

[t —AHBEICLDINADER]
Crisis: Behind a Presidential Commitment
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First Time Meeting My Hometown
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A rock musician said, “My hometown is in content.” Born in
Wakayama Prefecture 500 km west of Tokyo in 1981, he is cur-
rently based in Tokyo. | was born and live in Yamagata Prefec-
ture, but | can relate to him.

Born in 1980, | am slightly older than he. Growing up in a
nuclear family like my generation, | have no recollection of lis-
tening to my grandparents’ old stories about Yamagata. My
parents apparently thought that they should not tie me down
in Yamagata, and would often tell me to “leave Yamagata once.”
Naturally, my horizon expanded beyond Yamagata.

The city nearest Yamagata is Sendai in the neighboring Pre-
fecture Miyagi. It takes about an hour by train or bus to get there
from Yamagata City, without costing much for transportation.
By the time | became a high school student, many of my class-
mates preferred Sendai to Yamagata to go shopping and even-
tually | followed them.

It was in 1998 right after high school that | first used the
internet. Interacting with people far away by email or on chat
was such an amzing experience that | immersed myself in
online interaction every night when communication fees were
cheaper.

I enrolled in a university in Osaka after a year after graduating
from high school. The town where | lived was in the countryside
like Yamagata. But | could get to a big city in an about 30-minute
train ride. | could also access the internet from the palm of my
hand if | used the mobile phone my parents gave me when
| started to live alone, though it had far fewer features than it
does now.

What | felt nostalgic about over years was Sendai or Osaka’s
skyscrapers where | often got lost, the chat screen that took
a lot of time to load, and the cell phone’s cheap ringtone. My
affections were scattered among these things and passed by
Yamagata town, which was quantitatively close to me since my
childhood.

In January 2020 an old department store in Nanukamachi,
Yamagata City closed due to bankruptcy. This was reported
across Japan. Yamagata Prefecture was to be known as the first
to lose a department store.

The closure came suddenly. It was not announced to neither
customers and business partners nor employees. Its cruelty
inspired my interest, or to be honest, anger and curiosity.

Ironically, the closure of the department store triggered an
affection for my hometown. Determined to write non-fiction
based on the dishonest department store that went bankrupt, |
began to learn in the course of investigation about the historical
background of the town as it was born and developed in the
land of Yamagata. Just as we get to know people by learning
their personal histories, learning about the long history of the
town enabled me to get rid of negative emotions and to love my
hometown. Is this also considered as the power of documentary
films?

My hometown is still dispersed here and there. But I'd love
to stay close to this town, no matter what happens to it, simply
because | am attracted to Yamagata's charming story.

(Translated by Yamamoto Kumiko)
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A Local Store Where You Always
Run into Someone
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The seats are beer crates. Crispy “gesoten” straight from the fryer
get washed down with beer. There's an exquisite “konpachi” or
compatibility you can’t help but smile at.

“Gesoten,” which has been enjoyed in Yamagata since long
ago, is a kind of tempura made from squid tentacles. There's
a shop there that exudes a magnetic cheerfulness, bringing
together delicious, locally-rooted food, the personality of its
owner, and a “just right” design that makes the most of it all. It's
called Endo, and it's in Nagamachi, Yamagata City. It's a unique
community-centered supermarket that, these days, draws cus-
tomers from all over Japan and the world, making it a new land-
mark for not just the Chitose area, but all of Yamagata City.

It's not the latest trendy shop. It's a place where grandmas
and grandpas see each other every day, where families bring
small children, and even young people go to meet up, a sanc-
tuary that cuts across generations. It feels nostalgic, but not
old-fashioned, probably because of the “gesoten” logo and
mascot, which can be seen everywhere. Even the normally
annoying banners have just a familiar feel to them.

Local shops have been disappearing one after another, hit
hard by the rise of large supermarkets and mass retailers, and
Endo once struggled with the same hardships. What brought it
back from the brink was local soul food, gesoten, and its design.
But that’s not all of it. Since the summer of 2018, the Suginoshita
Design Office has helped not only with logos and packaging but
also with reviving the store as a brand; and they and the store
owners have aligned in perfect sync to form a kind of konpachi
or compatibility.

How could they unearth and revive the essences of the
people and things in that place to make them shine again as
an “event”? Not by recklessly overhauling everything; rather, by
skillfully adapting the ideas of the creative staff while preserving
the store’s existing touches and atmosphere as much as possi-
ble, achieving an impressive balance.

From cheerful staff to familiar faces, you'll always run into
someone there. It's a rare thing these days, a store that’s a place
for community. But we've witnessed firsthand how the power of
heartfelt design, born from trial and error, can bring our town's
supermarket, once on the verge of extinction, back into the
spotlight. The town we live in and what relationship we want to
have with it is something worth thinking over again.

(Translated by Thomas Kabara)
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For the Future of Women:
Voices from Afghanistan in Writing Hawa and Shot the Voice of Freedom
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TANTDFB] Writing Hawa

Both Writing Hawa and Shot the Voice of Freedom focus on the
women of Afghanistan, illustrating the reality where, under
the Taliban’s reign of terror, the freedoms they once enjoyed
have been once again snatched away and their dreams for their
future cruelly shattered. The two documentaries, which depict
the period before and after the U.S. withdrawal and Taliban
takeover in August 2021, differ in visual approach and polish,
but when we view them as companion pieces, we see how these
seemingly unrelated women are linked through the films’ inter-
textuality, and their anguished pleas to “Hear our voices” echo
each other.

Shot for five years beginning in 2019, Writing Hawa weaves
together the stories of three generations of women: the Afghan
journalist Najiba Noori, her mother Hawa, and her niece Zahra.
The film begins in 2021 as its director, Najiba, flees to France
for asylum, but then it quickly flashes back to Kabul two years
earlier. Hawa, after being forced to marry a man thirty years her
elder at the age of thirteen and raising six children, now cares for
her dementia-ridden husband. Having spent forty years of her
life as a caregiver for her family, she dreams of a little freedom
and a new future and decides to learn to read and write and start
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a business using her skills with ethnic handicraft.

When her daughter, now an adult and a close friend, puts her
in front of the camera, Hawa speaks her mind freely, her words
refreshingly blunt. She says she once considered running away
but stayed for the children and bitterly regrets that her own
mother failed to warn her against having them. What makes
Hawa extraordinary is that she encourages her daughters to take
a different path and seek education and independence. Even-
tually, she resolves to take in Zahra, who has fled her father’s
abuse, and provide her with an education. She wants to protect
her granddaughter from child marriage. Hawa is unpretentious,
happily applying lipstick and competing with her grandchildren
in reading and writing. It's astonishing how the camera captures
such an intimate portrait of a woman living in Islamic society,
but it makes sense considering how she speaks with her daugh-
ter via the camera. Subtly interwoven shots of Kabul's cityscape
and townspeople and the snowy landscape of Bamiyan add
color to Hawa'’s presence.

However, in August 2021, the nightmare suddenly begins.
Zahra is returned to her father, and on the day Kabul falls, Najiba
is faced with the decision to flee her home country and leave her
mother without even notifying her. Reliving the tense evacua-
tion through her camera is itself documentary-worthy material.
But afterwards, her elder brother Rasul (nicknamed Ali) contin-
ues filming in Kabul. Hawa is in tears, angered by the Taliban’s
rampant reign of terror. In Paris, Najiba photographs pigeons
at her window, talks to Hawa on her smartphone, and sends a
letter. Hawa, feeling a bit better, reads the letter. The voices of
mother and daughter overlap, as if to connect their two worlds,
Kabul and Paris, which are as different as heaven and earth.
“Please do not forget that you and |, we will fulfill our dreams.”
The history of Afghanistan reflected in a single family.

Towards the end of the film, a girls’ protest appears on tele-
vision. Hawa is troubled by the sight and curses the Taliban.
Almost as if carrying on Hawa'’s story, Zainab Entezar’s Shot
the Voice of Freedom, records these very “events” with smart-
phones amid the maelstrom of protests. Starting in October
2021, her camera spends roughly five months following the
activists Reshmin and her younger sister Nastaran. In contrast to
the skillfully constructed Writing Hawa, the visuals of Entezar’s
documentary have an unpolished, in-progress feel, adding a
sense of urgency, as the film prioritizes its mission to convey
the cries of these women to world. Reshmin and her allies per-
sistently call for the right to freedom, safety, and education for
the future girls in Afghanistan with the slogan “Jobs, Bread, and
Education!” Attacked during the protests and fearful of being
reported by those around her, she nevertheless declares, “I will
continue to fight until | die!” Will her voice reach the world? The
film closes in May 2023, as she continues her pleas on the streets
of Paris, where she lives in exile.

Hawa's daughter speaks quietly to her on her smartphone:
“We were targeted by the terrorists in the previous government,
too, but people continue to survive. That's the meaning of resis-
tance, Mom.” So that these small voices can reach the world, the
cameras continue to record, and we continue to watch such films.

(Translated by Thomas Kabara)
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[i-h1-BHOFE%IRN] Shot the Voice of Freedom
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A Production Begins Blind to its Future:
Appalachian Lenses
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In Kentucky, USA, Appalshop has held documentary workshops
for youth since 1969. Director Kasezawa Atsushi stays in Whites-
burg, Appalshop’s hometown, in this artwork that follows its
2022 summer workshop.

Appalshop is an archival institute that preserves en masse
local records, as well as the several artworks shot via this
workshop. My first surprise was that this town achieves such
ongoing, long-term documentation with these activities. Youth
come into contact with various regional histories and realities
through the workshop. In one scene, a team shoots protests that
call for women'’s rights to abortion. It is difficult to forget their
facial expressions as they throw their bodies and souls into this
encounter with current events. As these youth proceed to dis-
cover the very act of shooting, Director Kasezawa’s camera stares
with a certain confirmational look, dazzlingly watching, as if to
remember. Even if the film had continued in such a gaze until its
end, it would have been a splendid work. Each youth would have
completed art that only they could have shoot at the time.

The end of the workshop arrives in an unforeseeable fashion.
With his camera, Director Kasezawa turns toward the very act
of shooting via the youngsters, yet overnight reorients, as if
unarmed, toward a town that tragically changes shape. As the
camera runs mid-maelstrom, | was scared by the flood itself
and remembered the words of Director Sato Makoto, who said
that a documentary begins after sideslipping from its originally
advanced path; so, the true flmmaking had begun, blind to its
future, which in and of itself was scary (at the Film School of
Tokyo Director Kasezawa and | attended Mr. Sato’s documentary
workshop in the same year and cohort). The camera resumes
together with a youth attempting to document the townsfolk
after the disaster. There was no dazzled nor confirmational look;
Director Kasezawa and the young woman seem to be comrades
beginning their own productions, each blind to their future.
Further, these two are probably still in the maelstrom, even after
this film assumes its final form.

At the workshop, youth face cameras toward one another,
in one scene also laughing together in a meta, even super-
meta spirit at their situation of likewise being shot by Director
Kasezawa. Several cameras appear in this film. One camera has
visited town to learn of the activities of Appalshop, and | think
the process by which several lenses are used to stare upon the
land, then layered and interwoven, was especially beautiful.
Beyond the lenses that expose conversations unbound by gen-
eration and age, the town, its history, youth itself, and the act of
documentation, all quicken the heart as single existence, insep-
arable. That Appalachian mountain range, without horizon,
nevertheless appears flat as its ongoing peaks run off into the
far distance, accumulating layers; is there not a word for the line
that results? (Translated by Kyle Hecht)
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A Window of Memories

The world is filled with a vast amount of memories and there
are many films about memories in the world. How can we share
our precious memories with people we don’t know through
film? Kiyohara Yui's A Window of Memories and Ignacio Aglero's
Letters to My Dead Parents are unique achievements in that they
record the process in which the intimate memories of the film-
makers’ families are released as images that at once belong to
and don’t belong to somebody.

In A Window of Memories, two young actresses recite the
texts in which Kiyohara's two grandmothers’ life stories are
written. Kiyohara is actively involved in the composition of
the texts by her grandmothers and the film shows how she is
editing the text with one of her grandmothers, saying “I rather
like this.” In reading them aloud in a place that looks like an
austere studio, the reciters are careful not to put too much
emotions into the texts as memories interwoven with Kiyoha-
ra's perspective. Between the scenes where the grandmothers’
memories are flowingly recited, inserted is another in which a
reciter talks about her own childhood memory, suggesting that
the reciters are not transparent; the bodies of the reciters who
read the others’ memories aloud are also filled with their own
memories. Eventually, in the space of recitation which initially
looked lifeless, we begin to hear the sound of cars outside and
see light and the view coming from the window. While Kiyoha-
ra's grandmothers’ memories go through filters of the texts, the
actors, and the place, they do not shake off the residues from
the filters and are impurely refined, so that innumerable others
beings embedded in her grandmothers’ memories emerge:
a colleague’s message written in the margin of paper in trans-
lating into braille; a song her husband sang at karaoke a day
before he died; a woman who kept staring at her in a yellow
dress across the rice paddies... Their memories are bolstered
by words, voices, and figures of people who are not them. Near
the end of the film, when the reciters begin to talk little by little
in a darkened room, memories become autonomous images
with others, floating. The images are sent back again to the
world from the windows of the train crossing the river with light
reflected on the surface of the water.

In Letters to My Dead Parents with a beautiful garden and sky
you see from the window of Aglero’s house, too, the intimate
memories of the director’s parents are never autistic. Although
we are supposed to look back on his father at that time through
the interview with Marcos Medina, a former union member who
worked with him in a factory, we are led to go into memories of
Medina himself and his family members. The narration of memo-
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ries that slides sideways and the voice-over that repeatedly devi-
ates due to external interference (this film occasionally uses even
the voice of Alicia Vega) are Aglero’s forte. The film's nonlinear
narrative further involves the dead and people in dreams, forming
an archive of unfixed memories. Agliero talks to his dead parents
in where “there is no time or space,” where he refers to dead
cineastes like Raul Ruiz and Jean-Luc Godard. His voice invokes
many massacre victims or missing persons under Pinochet'’s dic-
tatorship. Conscious of having studied films in “the country filled
up with dead people,” the filmmaker does not fill the house of
memory with his personal nostalgia, but recreates it as the space-
time where numerous people, living and dead, who have crossed
paths talk to one another in the correspondence between dreams
and reality. The faces of unnamed workers in Medina’s photo-
graphs, together with those of ordinary people dozing off on a
bus in modern-day Santiago make us imagine their lives. Avoiding
goals and destinations and ignoring the linear timeline, Agliero’s
memories are guided by others to spread out.

Film cannot talk about countless memories without apply-
ing a certain window or frame. But we can open the window
of memories, if as Kiyohara does, we can bring to the surface
unknown memories dormant in memories, or if as Agliero does,
we can connect memories inside and outside the frame. It is
through the memories of others we see or hear from the open
window that we are sustained. (Translated by Yamamoto Kumiko)
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The film unfolds in the rural countryside surrounding Nantes,
capital of the Loire-Atlantique department in western France. In
2009, when plans to revive the decades-dormant Notre-Dame-
des-Landes International Airport resurfaced, farmers, activ-
ists, and a diverse array of people established the ZAD (Zone
a défendre, literally “Zone to Defend”). A play on the bureau-
cratic term “Zone d’aménagement différé” (land reserved for
future development), the ZAD names the territory originally
earmarked for the airport but now occupied and “defended”
by people of varied backgrounds. Perpetually at odds with
various state and capital apparatuses, it stands as an alternative
zone—or “commune”—against the state. “ZAD,” through this
globally recognized struggle, now signifies any occupied site or
space where people live in defense of the territory: “La Zad est
partout” (the Zad is everywhere) has become their rallying cry.

As the film’s opening reveals, their tenacious resistance
against violent repression and huge public support compelled
the Macron administration to formally abandon the airport
project in January 2018. It is difficult to call this a “victory.” Later
that year, violent land expropriations by the government and
internal deliberations within the movement marked a turning
point. Then, the struggle has deepened—radicalized through
experiments in communal farming and other collective ven-
tures. This evolution lies at the heart of the Notre-Dame-des-
Landes ZAD story portrayed in the film.

Their credo of “living in struggle” also challenges the con-
ventional human relationships with the land, nature, and other
animals. Even their sowing and cultivation methods stand in
stark contrast to the modernist, productivist vision embodied
by mega-projects like an international airport. The Notre-Dame-
des-Landes ZAD goes beyond mere defense of territory: it seeks
to restore the non-destructive, coexisting practices traditionally
carried out by “paysans,” or traditional farmers. In opposing the
profit-driven model of modern agribusiness, it prefigures an
alternative way of life here and now.

Toward its end, the film focuses on the organizing work
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behind the March 25, 2023 protest in Sainte-Soline against giant
reservoirs commonly called the “megabassine.” Co-organized
by Les Soulévements de la Terre (the Earth Uprisings), a coalition
founded at the NDDL ZAD in 2021, the protest opposed both
the massive concrete craters built to supply irrigation water to
a few large-scale farmers and the societal model they embody.
A historic crackdown ensued as heavily armed police fired thou-
sands of tear-gas canisters and grenades at tens of thousands
of unarmed demonstrators from across France. The government
then issued a dissolution order against the Earth Uprisings, later
overturned by a court ruling. Today, the coalition stands as one
of the most prominent environmental movements in post-pan-
demic France.

Rooted in a specific piece of land (terre), the NDDL ZAD as
a movement has cultivated a global consciousness precisely
through its local practice of living in struggle, achieving a vision
that embraces the Earth (Terre) as a whole. This may sound
grand, but it is sustained by everyday acts—tending sheep and
pigs, baking crépes and bread—that the camera so vividly cap-

tures. (English version also by the author)

[1>%—F>aF)L - TvRF 1> 3> International Competition] 10 HOct.10 13:05- [YC] | 11 HOct.11 15:40- [CL]

FClE~DZ 4L,

Hohoyk
—TZfii 1T Below the CloudsJ

Gaze into Memory,
Voice in Night:

The Seasons and
Below the Clouds
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Quoting Berthold Brecht, Hannah Arendt called interwar
Germany “Dark Times.” Georg and Vera Leisner also lived in
the same era. While excavating in Alentejo, Portugal they
were informed that their apartment in Munich was destroyed
in an air raid. Whereupon they gave up returning to Germany
and continued to excavate megalithic monuments. Maureen
Fazendeiro’s The Seasons shows archival footage of patterns of
probably ancient relics, followed by an automobile driving up
a hill road to the accompaniment of light music. On the hill we
see archeologists and students continue the legacy of Georg
and Vera and conduct excavations. The camera slowly pans and
gives the landscape temporal mobility, with which Georg and
Vera’s voices reading the letters overlap, creating an illusion of
seeing the images from the past.

Voices and songs lend temporal stratification to the film
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Below the Clouds.]

filled with light and wind. A gray-haired woman sings sitting
on chairs with her friends of the mobile library. Her voice brings
back memories of people who fought to build a self-sufficient
agricultural community when the Carnation Revolution took
place in 1976. Or the scene with a garden that follows it reminds
us of the year 1944 through the image that evokes oranges to
which Georg and Vera refer in a letter. The gesture of a shepherd
who returns home with a crying kid re-enacts that of an ancient
shepherd. Finally, an ancient girl appears with golden orna-
ments in her hair. These images reproduce legends to convey
now people’s memories underlying there: the story of a man,
for example, who was torn to pieces by horses for criticizing the
ruler. The voice of a resident who talks about this execution that
took place hundreds of years ago revives the spirit of resistance
that has been passed down through the ages. The images then
become an archeological gaze that explores popular memories
in the scenery.

Gianfranco Rosi’s Below the Clouds is also a narrative about
ancient memories. Its images and sounds can, however, be said
to be the opposite of those of The Seasons. The monochrome
images themselves objectify with certain distance the things
projected. No, they are not exactly things, but what is projected
is movement, notably the movement of the plume rhythmi-
cally spewing volcanic lapilli; the movement of a train running
through the city with the vehicle creaking; the iron fences of the
underground storage of the museum with the sound of their
opening and closing; or the voices of firefighters over the radio
who climb down the hole and explore the underground tunnels
dug by a gang of thieves. All these are covered by the gentle
movement of a rain column behind Mount Vesuvius capped
with clouds.

The camera captures with a meticulous gaze details of lives
under the clouds. In a vacant shop filled with books at the corner
of a timeless town, Grandpa Titti is reading Victor Hugo's Les
Misérables while teaching children after school. At the docks
of the port, young Syrian men covered in white are working in
the holds of a cargo boat to unload wheat they have loaded in
Odessa. In ancient ruins buried in volcanic ash, the University of
Tokyo's study team members give their full attention to excavat-
ing amphorae and animal bones. While showing an ancient city
and relics stored in the basement of the museum, the camera
also quietly presents to us the now of Naples covered in clouds.
In an almost ruined cinema with rows of broken chairs, the news
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Brilliant Magic for Transcending Orientalism: A Magical Substance Flows into Me

&3F3 | Kinjo Miyuki

(SLRFF /4 ZZTILEFFR | Palestine/Israel Studies)

footage of Mount Vesuvius eruption plays on a screen that no
longer exists, and Roberto Rossellini’s Journey to Italy (1954) is
also screened.

And voices—but those that resonate here are not from the
past. They are the present ones echoing through the night of
the town which seemingly looks like the resting place of eternal
time. Along with the alarm of the earthquake monitoring room,
residents who fear of earthquakes are making inquiries one after
another. Or a wife cries for help after escaping from her hus-
band’s violence. A voice informs about a fire. Eventually, these
voices are also swallowed up by the silent townscape. With the
bodies of the dead cast from beneath the volcanic ash, with a
cargo boat heading to the battleground in Ukraine, and with a
boy watching lasagna recipes on his smartphone, we continue
to live in the dark times. Clouds covering Mount Vesuvius seem

to be telling us so. (Translated by Yamamoto Kumiko)
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Brilliantly discovering traditional music in various communities
in Palestine, A Magical Substance Flows into Me pleasantly shakes
our monolithic understanding of Palestine and Israel.

Born in the US and currently based in Berlin, Jumana Manna
is of Palestinian descent. It’s one of the charms in her films, such
as Foragers (2022) depicting Palestinian foraging culture banned
by Israel, that they interweave indigenous Palestinian culture on
the verge of destruction with ethnographic and gender ele-
ments.

The story unfolds along the radio program in the 1930s by
Robert Lachmann (1892-1939) who was a German-Jewish eth-
nomusicologist specializing in Arab music. When the Nazis rose
to power in 1933, Lachmann fled to Palestine and inaugurated
a radio program on Arab music in Jerusalem. He eloquently
talked about his love for Palestine and Arab music on his radio
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program. He may have poured his passion into recording Arab
music in the process of change and loss due to moderniza-
tion all the more because he witnessed Jewish culture’s loss in
Germany.

Expelled from Germany, Lachmann was still unmistakably
a settler in Palestine. Palestinian music which he wished to
preserve in genuine form was the very object of destruction
in Zionist society where he lived. Was he aware of this contra-
diction? He wasn't perhaps, as he innocently described Jerusa-
lem as a neutral place where the Westerners worked with the
“Orientals.” Taking a neutral position, he demonstrated Zion-
ism’s moral superiority, introduced indigenous music which (he
thought) was unknowable to the Arabs, and contributed to epis-
temological rule. His knowledge was exactly what Edward Said
described as Orientalism.

Jumana Manna makes various musicians who currently
reside in Palestine listen to Lachmann’s radio program. Musi-
cians of Kurdish, Yemeni, Samaritan, Moroccan, Bedouin, and
Arab city music then talk about their own music and play. This
process also reveals Lachmann’s misunderstandings. What he
believed Bedouin music was in fact Arab peasant music for the
Bedouins.

But Manna’s message is not limited to musical diversity. The
domineering Zionist culture that suffocates diversity is the very
reality that she wants to expose. She gives that role to her father
Adel Manna who is a historian living in the Northern district
of Israel and studying Palestinian expulsion or the Nakba (the
catastrophe) when the state of Israel was founded. His narrative
sheds light on the background of the crisis of Palestinian music
culture.

Living in the Islamic world for a long time, the Arab Jews
also accuse Zionism's destructiveness. A Moroccan Jewess talks
about her grandmother who continued to live in her “Morocco”
even after migrating to Israel. The Moroccan song the grand-
mother sang sounded like a world-transforming magic to the
granddaughter who believed in the value of Zionist society that
erased Arab culture mixing Judaism, Christianity, and Islam.

Female characters charmingly appear in the film. In the
scene where a Samaritan man explains their sacred recitation
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[BEEHDFACTRNAATL S ] A Magical Substance Flows into Me
[INLRF 1 F+—Z D LD ECIE Palestine—Memory of the Land]

method from antiquity, we hear a woman taking out the trash in
the background. The Samaritans are those who have separated
from the Jews among the descendants of the twelve tribes of
Israel in the Bible. Currently, there are only 780 Samaritans, half
of whom live in the West Bank and half of whom in the Israeli ter-
ritories. The appearance of the woman here perhaps suggests
that even sacred music culture in crisis requires housekeeping
and care by women.

While music played in the film has been unavoidably influ-
enced by Orientalist knowledge and power, it still retains a
magic that escapes it. The magic can be a compass for the resto-
ration of Palestinian culture to come someday.

(Translated by Yamamoto Kumiko)
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Together with Uncertain Temporality: Until Completion of At the Triangle Intersection

I | Yamada Toru

(BRIEIZ5E | Filmmaker)
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Beginning in 2018, my production of At the Triangle Intersec-
tion was a long journey, an ongoing and solitary walk of strug-
gling with fundraising. Cycling between recording and editing,
as | converted cinema into words for financing, at some point
a reverberation of “universality,” a term that sustains no form,
got stuck in my head. | approached this word and structured
my story, in the commotion losing sight of the complexities, like
depth and multiplicity, of the people who appear in the images.

Hoping to shake off that feeling of unease, | participated in
YIDFF 2019’s Yamagata Rough Cut!. | had brought a 15-minute
rough cut that scooped everyday family living. Without the goal
of “evaluation,” this was a place for exchanging words, where
artists and participants watched raw work with like gazes. The
voices exchanged there breathed new life into the project,
scooping and raising to the fore depths that | had missed. Our
time there passed, and a new feeling sprouted for me; I began to
believe in what | shot. | continued to record without hesitation,
completing my rushes in 2021.

However, as | began editing, my images again entangled in

n
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my hands, and | was unable to advance. Seeking a breakthrough,
| participated in this February’s Yamagata Documentary Dojo. In
a stay at a profoundly snowy Hijiori hot springs, it was a month
of diligently facing each other’s images. Artists from around
Asia gathered and lived together in this residence, reviewing
their works. There was no rush for result, completed versions
out of reach, in this tranquil and intimate time surrounded by
snowfields. In ongoing dialogue, we were made aware of our
unconsciously executed “personally convenient ways of seeing.”
People see reality by already gleaning something about it, and
cinematography and editing cannot escape these frameworks. |
was finally able to accept these obvious truths as my own.

This sense, after leaving the Dojo, further deepened through
joint-editing in Vietnam. As | disentangled footage with Pham
Thi Hao, an editor whom | had met at the Dojo, | became vis-
cerally aware of how to approach the images: how to pace
them and let them breathe, for instance. The profundity of the
images had, upon approximation in words, been disappearing.
How to reverberate these things, like the realities and emotions
that well within, without losing multiplicity? As | looked back
on the rushes while asking such questions, the tangled threads
became undone. Ultimately, | realized that | had always aimed
my camera when charmed by ambiguity. Reality may vacillate
with the intervention of the camera, but people severed from
their roles, lives, etc. with the earthquake disaster live an uncer-
tain temporality, vacillating themselves between change and
stagnation. | have documented such vacillation as ambiguity.
This sense has remained at the core of this work even after |
updated its title from Ambiguous Loss to At the Triangle Intersec-
tion.

My days in Vietnam changed my editing decisions, as well. |
dug up material unused in the rough cut submitted to the Dojo,
greatly reforming the overall structure. | altered course toward
a structure contingent on “listening” to rhythms and silences of
the rushes, rather than simply “telling” of events. | would not
rush to advance, instead waiting for the film to complete itself.
When | grew able to believe in that blank canvas, the impeded
film began to move again with a certain gait.

(Translated by Kyle Hecht)
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Unrest and the Ordinary: Time to the Target and Another Home

EHHAH | Yoshida Miwa

(MZ8ERE | Library Associate)
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TZEH E CORRE ] Time to the Target

Time to the Target is a film that takes up another side of war, one
in which livelihoods are realized far away from the battlefield;
to start, one can say that its sensibility differs from the harsh
frontlines recorded in the prior work Eastern Front (screened at
YIDFF 2023). Filming his home city of Lviv, director Vitaly Mansky
roots in military musician activities and also in gravedigger exis-
tences. After many rehearsals, a brass band visits a cemetery
and performs the dirge as accompaniment, while gravediggers
place the caskets of martyrs into the earth; filming continues,
camera indefatigably attentive, as a vast territory is gradually
transfigured into gravesites from its extremes. Thus is the situa-
tion of Ukrainians fighting to maintain reason and sanity, one for
which the truth cannot be denied that their livelihoods center
on death.

The city is further shrouded in loss. In its center is placed a
panel that displays the photos and service records of missing
soldiers, citizens overcome with grief. Likewise, men are shown
in various scenes with prosthetic arms and legs, crutches, and
wheelchairs. Death arrives for people, injures people, on the
frontlines in the amount of time it takes a missile to reach. Else-
where, people await the returns of families from remote places
and pray for their survival. Livelihood in Lviv is cobbled together
from all circumstances in which humans suffer from war. In
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addition, the film's latter half depicts
collective housing largely destroyed
by bombing. Ukrainians simply cannot
escape being targets anywhere.

Another Home, setin a diner on Hong
Kong’s Cheung Chau island, centers on
proprietor Zheng and regular Plumpy,
depicting exchanges across genera-
tions of ordinary folk. As roasted dry
squid is sold, beer is drunk among
family and friends, tobacco smoked,
mahjong and cards wagered upon.
It may look as if these livelihoods in
which labor, leisure, and play intertwine
boundlessly are without melancholies,
but the TV toward the ceiling floods
news on anti-government demonstra-
tions that demand democratization
(the film begins in 2019); to the extent
this is a corner of Hong Kong, it is shown that there no longer
exist oases like tranquil fishing villages, which can harbor no
relation with social unrest.

Demonstrations increase in participation and vigor, suppres-
sive actions of police becoming violent, intensifying demon-
strations in turn. Old man Zheng watches TV on an outer island,
Plumpy herself participates in the demonstrations, and other
regulars take different actions; yet, everyone thinks on Hong
Kong's final destination, stares off in the same direction.

COVID-19 became a key impetus for change, such as those
of intimate relationality between fellow humans and of pas-
sionate experiences that move society. There was the masking,
sharp decline in tourists, and loss of occasions for banquets and
gatherings. Such influences absorb into the operation of a diner,
as well as the demonstrations. Even as the bustle recovered as
the menace of infection settled, some things never returned to
normal. It looks as if demonstrations that should have made tan-
gible the vox populi vanished at this juncture.

In the Western Ukrainian city of Lviv some 1000 km from the
frontlines, justin as Cheung Chau island in the outskirts of Hong
Kong's urban core (Plumpy would commute to demonstrations
by ferry. The required time would have been around one hour),
war and disturbance are strongly intertwined with ordinary live-
lihoods, far more than we imagine. Yet, this so-called “proxim-
ity” is a matter of course for folk living in these territories, places
of their own. To the extent family and lovers are fighting on
distant battlefields, the like of serene and peaceful days remains
nonexistent, the trends of the city coming to reflect upon every
corner of the countryside, as everyone knows. Director Mansky
so persistently films repetitions of mourning and burial, expos-
ing an ongoing statement of frustration toward a never-ending
war on their homeland. Plumpy’s thoughts verbalize the present
feeling of a landscape of rapid urbanization, an unease shared
no doubt by many Hong Kongers across the islands. Director
Frankie Sin mediates a view of Hong Kong through the gazes
of the characters who appear. Both films share very intimate
positioning about the intended contemporaries and futures of
home, while we again, led by the directors and people of their
films, stand together in vortexes of unrest.

(Translated by Kyle Hecht)
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Something Unsettling,
Something Burning:
L’'Homme-Vertige: Tales of a City

bt | Nakamura Takayuki

(BRI XLIR | Transatlantic Cultural Studies)

EDHMHICHIRITEDRBIILEADRETIIR VBN H S, &
EWBRET 2. HUTBOEES T RIL—70HROEHRI Y FE—
MLOHIX I, T ERODBST R, RITEICIZBRICKRS D,
HLNBEWZOZEE%E, HEEL YWENICEREAEE BEK
LOKMDOHERZEDHS ZEMNTES,

LHL, SIS EEDLENLRREEZEINTAI I HS,
— R E VWS IBENLRREAEZSCRELONGDIL, BR%E
BB EBER TRV, RMEISBPEH A TERT 5, B
BEHELCENICEBRT2EWLZDOAEIZE>TIOBREA ALY
BERALIETEOIG, EFRIMEAZ—BORENALEETHS,

TP RT3, BEEDVILT1 =y EHIZ1635F DTV AHE
BURE, KEHEIGRESICLDIGREI% 1848 £ TRERL, 1946
FLRIGBARO—AZRELTARY, LIH>TEBRIZEE LIE
TIVANTHY, ERBETIET IV REBERZR—HT, WG
HICB SN RMETHB /LA —ILEEET, ZDLSIZT5
ZEDBRRIEHTH D,

XIS RIEFIEAESG HAONTz, BEREIRFAIZIE, TS
HEETTFRLAVEEE T, ZOBICEBEEXITIEALS - F
LT LRERISNTSRIMZ MY ) F 12— RODEEERD, RIETIEIR
REINDEIMDOELIRERBT 5,

1960 I, Fa—N\OEMBUHERIIC 77V HhDE | %5
SRS B 7TV REORERMCEES DR, S RiEE&HE
# GONG A fER SN Tz, FEMIE (1967 E58 ) DRIV FE—
LTHDARSATHEDRICZEBIZENIZSNDIHOD, ZOREE
BEZATHEEESZXHERE UTRERSINIZUPLG (19784F) 14,
DM EENEES TS, BREIOREZI/NSCRBEIL, 7
7 RIL—T7OEEE LUTUPLGHE R LTz, ZOIRIOEIEIE, 1960
ERIZFTVTAINEGDEL B> TF2—NITE W =T - vl
DEVITADONDED, fixBS5ZDBALWEERIELLSIC. K
RIEFKECE DT,

ZOESOMILRABETHEMSEMITOY v I —EL
2020 FE N SEIELA B E 572, 1970 FERICOYS RO IZER
SNB3BOEEST—bIFFEBRICER L RERLEAWE
HIC, F7-a#BistBEob LIl IESND, HEBREAS T30
AVHEDTYIN—, IT1%IELHETIHNRRVEBZALIL. H
1oh b ZOWIRICE>TERE RS2 BURETHEH DL, &
U TR AES,

HEED—ATVyIOEFE [ {Fifb) IFETHEEZ | I2, L
TAZY I ADBESIZEIRZ (G [Fh& (L5ED | TR TFATBE (S5
M1, EWSBRRI) Ytk B TH)7ERS] (19814F) D
SEENERD, COFHNREOERIZIETIVREA) 7 HERICE

Every city has places where tourists shouldn’t enter lightly. The
neighborhood captured in this filmis in the city of Pointe-a-Pitre,
the heart of the Guadeloupe archipelago on the Caribbean Sea,
and it is a space of local residents living their lives. To tourists,
this space would appear dangerous, but viewers can experience
this unfamiliar world safely, through a screen.

Nevertheless, there is something here that unsettles the
viewer’s sense of psychological safety. A normal running time
of one and a half hours feels longer, and this is not unrelated
to the silence that envelopes the imagery. The film intentionally
resists explanation. With its poetic construction and eschewing
of prosaic explanation, it attempts to communicate above all
else the type of psychological instability felt by the residents.

Guadeloupe, along with the neighboring island of Mart-
inique, fell under French rule in 1635, experienced the slavery
system of the Atlantic slave trade until 1848, and has remained
an overseas territory of France since 1946. The people on the
island are French citizens educated in French, but they speak in
Creole, a local language developed during the time of slavery.
As such, the relationship with France is complicated.

Resistance against colonial rule was attempted a number of
times. During the slavery era, they battled against Napoleon’s
forces with the future of slavery at stake. Statues of Louis
Delgrés, a soldier who died in this battle, and La Mulatresse
Solitude, a mixed-race woman who was executed, symbolize a
remembrance of the resistance to slavery in this film.

In the 1960s, in response to the Year of Africa and the accel-
erating wave of decolonization movements in French territories
following the establishment of Cuba’s revolutionary govern-
ment, the nationalist group GONG was formed. The group was
targeted by authorities during the suppression of the May 1967
riots in Pointe-a-Pitre. But drawing from this experience and
the support of labor unions, the UPLG (formed in 1978) came to
lead the independence movement in the region. The small flag
shown at the end of the film was designed as the national flag
of Guadeloupe by the UPLG. A remembrance of this resistance is
imbedded in the story of Ti Chal and his journey to Cuba in the
1960s in pursuit of a dream of Latin American revolution; but,
as his frail, aged body scarred by lung disease attests, the times
have changed dramatically.

The demolition of La cité Chanzy, the low-income housing
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complex and home to this long-serving independence activist
began in 2020. Three high-rise towers built in the Lauricisque
district in the 1970s were also demolished around the same time
as part of a new urban plan, with the official reason being that
they were deteriorating and vacant. Memorable characters, like
Eddy, a cocaine-addicted rapper walking the streets day and
night, wander aimlessly through the city as though they were
drifters who had lost their homes in the devastation.

When one of the wanderers, Eric, says, “The ‘us’ is very
important,” it echoes the words of philosopher Edouard Glissant
in Caribbean Discourse (1981), when he writes, “The question we
need to ask in Martinique will not be, for instance: 'Who am 1?"...
but rather: ‘Who are we?"” Behind this poetic imagery lies the
problems of colonialism shared historically among the French
Caribbean.

Joél Beuze, a taciturn poet from Martinque, is the author
of the unfinished novel Somewhere Without Knowing that Eric
reads aloud. He writes: “Earth, if you want me to be silent, if you
want my tongue to perish. So why, why did you let so much
fire smoulder in my chest?” In a discussion about his film, the
director echoes the poet’s words: “We live here, but there’s
something burning inside us.” Within the people living in these
crumbling spaces resides something burning, something that
survives amidst repeated defeat, which we might call hope.

(Translated by Thomas Kabara)
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Radically Personal, Radically Together: TrepaNation

VY 2570 2 | Ulrike Krautheim

(F—=FAYRT 1 by —FRR XELE RE—F 1 F&—%— | Coordinator, Cultural Department, Goethe-Institut Tokyo)
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| have hardly ever met an artist, who is so dedicated to the
people around him as Ammar al-Beik. His engagement with his
environment is so intense that it sometimes even pushes him
beyond the limits of his physical capacity.

This was the case when Ammar was scheduled to come to
Japan for a six-week residency in spring 2019. We invited him to
Japan as part of our project “Goethe-Institut Damascus in Exile
in Tokyo.” Right before his planned departure from Germany, |
received a message informing me that Ammar had been hospi-
talized due to exhaustion, following the intense preparations for
his solo exhibition “One to Free,” which had just opened at the
“Haus am Waldsee” in Berlin. | was concerned whether he would
be able to come to Japan at all during the scheduled period.
But just ten days later, Ammar arrived in Tokyo—with the same
overwhelming and captivating presence you can witness in
TrepaNation.

| was not surprised to hear that Ammar’s new film has an
extensive duration of 222 minutes. In Ammar al-Beik’s artis-
tic approach, a clear distinction between art and everyday life
does not exist. During his stay in Tokyo, Ammar was filming
almost all the time. As this habit was always accompanied by
the utmost empathy towards the people he encountered, and
the experiences, stories and images they carried, the people
around him naturally became his allies and the protagonists in
an ever-evolving film.

In TrepaNation—as in most of Ammar’s films I've seen—the
people who appear before his lens are those living under intense
pressure and oppression. Ammar himself and his housemates in
the refugee shelter on the outskirts of Berlin, where he lived for
about two years after fleeing Syria, have left almost everything
behind. They face uncertain residency status in Germany and an
insecure future. Through the continuous presence of Ammar’s
camera, their memories, their efforts to create a sense of ‘home’
in tiny rooms, and the family photos they show on their phones
reveal political realities in a way that substantially differs from
what a more ‘orthodox’ research-based documentary could
depict.

Ammar’s films are created without a camera crew, sound
or lighting staff, editors, or production coordinators. These
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roles simply do not exist in his artistic universe. TrepaNation
was premiered in the private apartment of a man Ammar had
met long time ago in Aleppo. In the film, there is a scene where
Ammar urges this man to act as the producer of TrepaNation,
even though he had not been involved in the production at
all. The scene made me laugh—it was exactly the Ammar | had
come to know during his residency in Tokyo: “We don’t have
money, maybe we don’t need money. To produce a film is to
create energy...” Framed with excerpts from films by Alexander
Kluge, Jean-Luc Godard, and others, al-Beik references historical
efforts to liberate cinema from the constraints of economics and
emotional exploitation.

Ammar Al Beik’s production style to me is more than just
“Independent.” | would call it radically personal. Apart from any
economic interest, Ammar al-Beik demonstrates that film can be
an attitude rather than a ‘product’. Through his simple presence
and his camera, he connects with those around him, draws them
into the moment, and creates a shared space for engagement
and solidarity.

So Yo-Hen'’s latest film, Park (Taman-taman), continues his
acclaimed approach to documentary filmmaking. Building on
his earlier works, Hut (2019) and Dorm (2021), which were also
featured at YIDFF, this new project solidifies his unique practice
of “workshop cinema,” a collaborative method that co-creates
narratives with participants. The film has been widely praised,
winning three major awards at the Taiwan International Docu-
mentary Festival and the “Award for Outstanding Artistic Contri-
bution” at the International Documentary Film Festival Amster-
dam (IDFA). The IDFA jury commended the film “for creating a
singular improvised form that creates space for the experiences
of an invisible community which is rendered audible and finally
visible,” lauding its improvisational structure and poetic aes-
thetic.

Coming from a contemporary art background, So Yo-Hen
and Your Bros. Filmmaking Group consistently apply an exper-
imental, interdisciplinary spirit to their filmmaking. At the heart
of these works are relationships, subversion, and collaboration:
through shared fictions they reach each other’s realities—what
could be called as “conspiratorial reality,” a practice that tran-
scends conventional definitions of reality and fiction in docu-
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mentary cinema and brings forth deeper, more layered mean-
ings.

In Park, two Indonesian poets meet in a park at night, a space
that transforms after dark into a vibrant stage. During the day,
they collect stories from fellow migrant workers; at night, they
release these narratives, weaving them into poetry. This inti-
mate, improvisational process dissolves the barrier between
director and participant, transforming the park into a stage
where time and space fold into one another. The result is a
moving portrait of migrant workers’ lives and stories—a rich
symphony of documentation and poetry.

Unlike the “invisible” stance of directors in traditional doc-
umentary filmmaking, So Yo-Hen is a visible presence in his
films, listening, questioning, and co-creating alongside his sub-
jects. This collaborative model reconfigures cinematic narra-
tive, proving that the documentary can be a malleable art form
shaped equally by filmmakers and participants. From this per-
spective, the world of Park is both profoundly beautiful and a
testament to the power of shared creation.

As So Yo-Hen has remarked: “If we describe it with landscape
painting, no matter how realistic it is, the painter cannot bring
the scenery in front of them into the exhibition hall. However,
looking at the landscapes that the painter has selected, mod-
ified, and embellished, sometimes the soul can be taken to a
farther place. Or, the painting itself is already an independent
landscape—whether as a whole or in detail—people yearn for
or fear.”

With a gentle yet resolute stance, Park pushes the boundar-
ies of documentary cinema. More than just a film, it is an artistic
action, a fluid workshop, and a symbiotic filmic laboratory that
invites us to move beyond being mere spectators. After experi-
encing it, we are no longer just watching a story—we are invited
into a shared space of imagination and practice.
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The Same Long Road Home as Always: SP/
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The Tayal tribe has the third highest population out of the 16 rec-
ognizedindigenous tribes of Taiwan. There is an original concept
in their society called “gaga,” which is said to tie together with
family and collective identity. The firepit referenced in the orig-
inal title of this film is place where people gather for enclosed
flame, sustaining a meaning of situated family ties and cultural
transmission. It seems a space deeply bound to gaga, as well.
However, in the film, it is not as if the cultural importance of this
firepit is explained. For example, while this is the place where
both families gather to discuss the marriage arrangements of a
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cousin pregnant at 16 years old, it is not indicated exactly why
it had to be this place; this simply seems because it is a space
where a great crowd of people can gather at once. Actually, the
firepit in this film, rather than a sort of mystical, strict space that
one might imagine upon hearing about its being a traditional
institution of the Tayal, is a place that conveys familiarity, clearly
showing how its shape has changed since modernization, a
wood-burning stove enclosed in galvanized sheet iron, an used,
old sofa nearby.

What is impressive in this film is the contrast between its
‘dreamy’ cinematic language, with film-like texture and the
screen changing size, for thoughts about the late grandfather
and other ancestors, and its realistic way of showing the firepit
as something that the grandmother and other people living in
these ever-changing times use in their daily lives. In this film,
Sayun, the director, learns the Tayal tribal language anew from
her grandmother, crafting a diorama of the mountains where
her ancestors lived, wandering the mountains where her grand-
father would hunt. However, through these acts, it is not as if her
distance from the ancestor’s former way of life has shortened
(the question of whether culture is always passed down amid
changing lifestyles is a common one in generations following
the Indigenous Cultural Revival Movement; various indigenous
tribes of Taiwan are interviewed in Tomita Katsuya's Ilha Formosa
and shown to actively engage in cultural exchange with com-
pletely different outside cultures, that of hip-hop, depicting
people who work to recover the tribe’s originality).

Why is it that one cannot simply explain the word “gaga;” this
film, which begins with this inquiry, expectedly ends unable to
explain so clearly. However, | do not consider this to mean this
attempt to investigate the lives of the grandfather and the other
prior relatives to have ended in failure. Finally, when the firepit
from when grandfather was still alive is revealed, one recalls
how, at the beginning of the film, beyond the long take of the
road home, that firepit had appeared. Connecting their own
name to the father’s, as the father’s name is in turn connected
to the grandfather, as the grandfather’s name is connected to
the great-grandfathers’, over the course of this long journey
to know distant ancestors remembered and never met; at the
same time, this is the road home to the firepit of always: just
as Sayun whispers in her grandfather’s last moments, “Granpa,
we're going home. We're going home now.”

(Translated by Kyle Hecht)
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Depicting Cycling, a Road Movie: CycleMahesh
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During the pandemic lockdown the young migrant worker
Mahesh rode a bike home from his worksite, 2000km in seven
days. The event became news, inspiring the director and film
crew to make his suddenly famous cycling trip into a film.
CycleMahesh is a work with a very weird touch, a process of trial
and error that is itself given form as the piece applies itself as a
holistic record of the burdensome impasses of his lifestyle, the
realities of India, and the discord of whether any of this can be
visualized, all while tracking the developments of its film shoot
from start to finish.

Even with the clear gist of recreating and shooting the
cycling trip with actors, this work finds itself twisting and turning
almost like the roads for his bicycle; deviations and interruptions
repeat. Whatever expectations of a heart-pounding road movie
one receives from the words in the credits, “We will meet along
the way,” are later nullified when filming is stopped. There is a
thrill to being pulled onto a different path the very moment one
seems to have apprehended the work’s street directions. This
manifests as a defining characteristic of the piece, a certain diffi-
culty to grasp.

The characters who appear in various forms in this work, in
particular Mahesh’s existence, must constitute the core of this
difficulty to grasp. The actual young man, the actors who play
him in the film. A total of four forms of Mahesh bring a layered
structure to the work. The intertitle “Mahesh appears in many
forms in this film,” displayed at the beginning, means more than
simply explaining the distinction between actual person and
actor. The Mahesh of this film, straddling multiple forms as he
actualizes himself, binds allegorical reflections on realities bur-
dening many in India.

A young man on his own, he successfully completes this
gallant cycling trip, earning his place as the subject of this film,
yet in this process there are the Maheshes. In truth, Mahesh’s
story in the film advances while reverberating with various
landscapes that emerge on the road. Mamta, a woman film
crew who reports they have to move house for the construc-
tion project of a highway to the village; fasting performances
in cubic lattice, Franz Kafka's A Hunger Artist as their motif; the
shadows of people who migrate as if chased, rendered domestic
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refugees... Such myriad elements seem to accumulate together
in the forms of Mahesh facing harsh livelihoods.

Mahesh finishes the shoot and must return to being a migrant
worker at a construction site. Ultimately stepping back into a
reality where nothing changes, he cannot leave this literal cycle.
One night, as he sleeps exhausted, he says he “Saw everything
but the sea,” and, whether real or dream, he runs off toward the
ocean. It is as if there were total desperation toward the wasted
effort, on behalf of the various Maheshes, of not being able to
escape cycles, or as if there were a writhing will to escape cycles.
This is neither an irresponsible expression of hope, nor an aban-
donment to reality. The wake left by such beautiful scenes,
which shows that the difficulty to grasp CycleMahesh comes
from its very faithfulness, is very refreshing.

(Translated by Kyle Hecht)

Living with the Lingering Presences: No Exorcism Film
arnsky sy av—BBH 2K | An Interview with Komtouch Napattaloong
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— This film felt like a robot’s nightmare rendered as video—familiar,
yet unlike anything seen before. As for the text, it seemed poetic and
enigmatic. Do these words emerge from within you, or do you hear
them from outside yourself?

The words come from both within and outside, and often
from a confusion about where exactly they come from. Most
lines are deeply personal; others almost arrive as if spoken by
something beyond me. For example, the line ‘Brothers will no
longer remember that their dead sisters are watching them.
| can’t fully recall if it came from a dream, or if | once read or
heard and unconsciously paraphrased it. | even searched to see
if it already existed, but found nothing. This destabilizing uncer-
tainty is part of the texture of the film itself.

— You cite Trinh T. Minh-ha's essay “Documentary Is/Not a Name”
(1990). How did it influence you?

Trinh T. Minh-ha has been a major influence on me and my
work. In my previous film, Hours of Ours, her notion of ‘speaking
nearby’ helped me overcome a long resistance to writing voice-
over. With “Documentary Is/Not a Name,” | felt my frustrations
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with documentary conventions and the industry—the ways
images and stories of real people are (re)produced, valued, cir-
culated, and capitalized—were both validated and articulated.
That essay gave me confidence to approach reality not as some-
thing to be represented, but as raw material for a film that can
suggest, refract, and open other kinds of encounters beyond
representation.

— The man who performs the serpent prayer at the beginning and
end is striking. How was this footage shot, and why include it?

The footage was shot at a local fair in Nonthaburi, a suburb
of Bangkok where | live, and where many of the film’s images
come from. The serpent prayer performance became important
because it embodies an in-between space: between modernity
and tradition, between reality and fiction, between belief and
skepticism. A lot is going on in the scene as well between the
audience and performer, the animals, and the space. Whatever
the truth of the performance, the audience, including myself, is
transfixed. That tension drew me in to explore this in-between
state of awareness and drifting. | wanted to end the film with
his blessing to allow the film to loop back, but also to extend
the performer's gesture of goodwill further. So the performer’s
blessings of health and wealth could also reach the audience in
the cinema as they leave and re-enter their world, just like at the
local fair.

— What is the story behind the title No Exorcism Film?

Exorcism implies the expulsion of ghosts or lingering pres-
ences. For a long time, | thought of filmmaking, or any creative
act, as a kind of exorcism, a way to rid myself of dreams, pasts,
or memories that haunted me. With this film, | wanted to take
a different approach: not to rid the lingering presences, but
to acknowledge and live with them. The title No Exorcism Film
marks an acceptance and a space where haunting can remain,
transform, and even accompany me forward.

* Interview conducted by Ishikawa Taichi (YIDFF Tokyo Office) via
email in September 2025
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The Dorm and Democratic Sociality: The Yoshida-ryo Dormitory

F—ur-Yzua— | Aaron Gerow
(BAARBREHZ | Japanese Film Studies)
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Japanese films about the closing of student dorms are not as
rare as you think. There have been not only documentaries like
W/0 (2001) or Doro-uso to tento-mura (2004) but also fiction films
such as Wonderwall (2020) and Ukauka to shden (2023) about
the turmoil raised by closing these student-run institutions.
They may have different purposes, but all tend to parallel the
loss of the dorm with the loss of past youth. Fujikawa Keizo’s
The Yoshida-ryo Dormitory does that too, especially by looking
back on past footage shot mostly from 2017-2018 of efforts to

n
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save the over 100-year-old Yoshida Dormitory at Kyoto Univer-
sity. Yet as its Japanese title suggests—Iliterally, “the outcome
of dialogue”—it is also pointing to the future, one that is not
promising.

Fujikawa'’s film shares much with earlier Japanese protest
documentaries, from images of students organizing to shots
of university officials refusing to respond, but there are no
scenes of forced evictions or demolition. The film, one can
argue, is focused less on the spectacle of activism than on the
dialogue of the title. Initially, this would seem to be the failed
dialogue between the students and the university, but several
scenes make it clear it is really about the system of jichi/B78—of
self-governance that is as important to the dorm as its cheap
rent and communal spaces. Students speak of the real expe-
rience of having to discuss dorm matters with others, listen
to very different views, and find ways to create consensus, an
experience they take with them after graduation. But as inter-
views with faculty make clear, jichi was also the basis of univer-
sity governance, with decisions often made bottom up, until the
Ministry of Education begin to tether university budgets to obe-
dience to top-down directives. (The Trump regime is starting
to do the same to US universities.) To this documentary, what
is lost with Yoshida Dorm is not just an old building, but one of
the last remnants of a certain form of democratic sociality that
extended to the university and beyond.

The question this film needs to ask is the role of media in
this sociality. The students are media-savvy, as they use SNS
and press relations to get news out on their struggle. But one
scene reveals their fear over how TV news cameras at their dorm
council meetings might inhibit free expression. Yet we spec-
tators then ask what this means for Fujikawa’s camera which
already attends those meetings. Is cinema different? Is Fujikawa
different? Largely shot in verité fashion, the film doesn't engage
in clear self-reflection on this topic. Yet it might still spur us
to ask what the place of media is in “dialogue,” how media in
an age of fake news, algorithms, and tech billionaires can still
support—or destroy—democratic sociality.
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Don't be scared of the German title. If | were to translate it appro-
priately to the film, it would go like this: “Somebody like me was
before, is now, so will be in the future (with an Osaka accent).”

This is a comedy if | describe it without fearing a misun-
derstanding. Where | have to make an excuse saying “without
fearing a misunderstanding,” there is a modern problem. Since
when people started to limit the meaning of laughter to sneer?
Laughter must, in essence, have been an act of celebrating one
another’'s momentary peace and friendship, which will emerge
when both physical and mental tension is released as one inad-
vertently resonates with the wavelengths of the other with
whom one cannot necessarily co-exist. This film is fully capable
of provoking laughter in this radical sense.

The film listens to people whom it comes across on the
streets of Kamagasaki, Osaka. That's all about this film, that’s it,
but we cannot help but be stunned with the first guy. Is this an
interview? The interviewer is not given a chance even to nod.
Why does the filmmaker start the film with such a most amazing
person? Who can beat him later in the film? Despite our worries,
characters who can equally play leading roles appear one after
another and the film ends up with the dream collaboration of
two big stars. This is an extremely luxurious film.

However, if thisis all, it can be agood TV project. It might even
give a chance to make people easily understand a fun program
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Tlch war, ich bin, ich werde sein!J | Was, | Am, and | Will Be!

unique to Osaka. But Kamagasaki is and is not Osaka in the first
place as it is where people have drifted for various reasons from
all over the country. The trust relationship between the film-
maker and the filmed is questioned more than usual because
the filmed are people with pasts and stories. In the middle of the
film the filmmaker shows a series of landscapes with off-voice
narration. The narration sort of accuses the authorities by reveal-
ing how the residents who have no one to claim their bodies die
there. That is why, | guess, the filmmaker dares not to show the
speaker’s face. He and his crew'’s suppressed anger here seeps
out through the unpopulated and unspoken landscapes, sug-
gesting that they have no intention of pretending to be neutral
observers. At the same time they apparently forbid easy ideal-
ization by making clear the realities of the residents who con-
tinue to be exploited after their pals die. As people in the film
say, Kamagasaki faces a critical juncture (as the Airin Center is
shutting down). The film, however, has nothing of self-righteous
charity by which the idealization of the former Kamagasaki
results in preserving the current structure of exploitation.

At the end of the film we see only the shot of a sky with drift-
ing clouds as we hear people speaking without seeing their
faces. It is no accident that they also talk about death earnestly.
The agonizing tension that is reaching its peak is all of a sudden
relieved when unexpected words are uttered. | don't have to
say what response we are to give to the very moment we have
witnessed. Even when society no longer requires Kamagasaki,
some people are necessarily forced out—"Somebody like me
was before, is now, so will be in the future.” What is at stake is
how much room for laughter is guaranteed.

The filmmaker is Itakura Yoshiyuki with a camera. | remem-
bered his name fifteen years ago with his untimely and dis-
turbing feature Hate, Hallelujah! Sato Leo who directed The
Kamagasaki Cauldron War, a genuine comedy set in Kamagasaki,
takes charge of recording as well as interviewing people. The
two join hands to create a masterpiece with consistent quality
in times like this. May the venue be filled with laughter!

(Translated by Yamamoto Kumiko)
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Those with delicate sensibilities are still, as ever, debating; over such

films, whether they are truly cinematic. Isiit not apparent to.them that

the films themselves are mediating and circulating an ideology off

return to Japan—what might be called “pitiful yet beautiful Japan”?
———Yasui Hosaku, 1996
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Drawing the Time of Mourning: The Last Visit

H Yk #s | Tanaka Daisuke

(FFREBEBRT=X—>aYBRER 7027 JL7 RNAH— | Program Advisor, New Chitose Airport International Animation Festival)
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In 2018 Keawalee Warutkomain from Thailand received the
news of her aunt’s passing aboard an airplane bound for Estonia
where she studied. Her aunt had cancer. The news was never
unexpected, but she could not attend the funeral as Thailand
was too far away from Estonia. This experience of failed separa-
tion pierced her heart like thorns. The Last Visit is a poetic short
animated film about the mourning journey from the acceptance
of loss to the last farewell.

The Last Visit unfolds through a series of abstract images. Its
narrative structure is never spectator-friendly. As the support,
it uses an Estonian translation of William Faulkner’s The Hamlet,
a German grammar book, etc. While she turns the pages of a
book, or sometimes returns to the page she turned, she draws
and erases pictures with charcoal or pastels. This animated film
is made with such a daunting method in which she repeatedly
draws and erases pictures.

Warutkomain reconsiders the mourning process as timeless
or plastic time in which both remembrance and forgetfulness
are repeated or happen at the same time. The film goes back
and forth between the past and the present, between turning
the pages of a book and returning to the pages turned, and
drawing and erasing: it also includes images of repetition as well
as to-and-fro motions, such as objects or a swing swaying from
side to side. In addition to these, as natural consequences of the
drawing/erasing method adopted, the film subtly leaves traces
of the past motions almost like smear frames on screen.

As touching a memento evokes the lost scenery vividly,
mourning can be said to be a state of plastic time in which the
past and the present co-exist. Known for Hedgehog in the Fog
(1975) and Tale of Tales (1979), the Russian animation filmmaker
Yuri Norstein pointed out, rightly | believe, that the essence of
animation lies in plastic time. Being aware of such essence of
animation, Warutkomain stunningly materializes a unique time
of mourning by using ingenuity on screen.

Its plastic time can also explain the success of The Last Visit as
adocumentary. While we can guess what it is like, mourningis, in
essence, private, secret time that cannot be shared with others.
The highlight of this film lies in the very skill, unique to anima-
tion, of capturing its memory—which is never a record at all.

(Translated by Yamamoto Kumiko)
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What Can be Seen through a Camera in the Hand of an Innocent Girl:

Luo Luo’s Future

INAEEZS - | Yamamoto Kanako

(X =547 37 % | Chair, Literary Magazine Offshore)
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Appearing in front of a camera, a girl waves cheerfully, says
“Hello!” typical of a kid YouTuber, and talkatively introduces her
treasure. She is Man Man aged seven, Luo Luo’s granddaughter.
She is the protagonist of the film and also has shot most of the
footage. What she proudly shows us before a camera is a kalei-
doscope, her lost baby tooth, toys from capsule toy machines,
picture books, etc. She fills the frame so adorably, talking about
her shiny treasured items while showing them one after another.
But, wait, am | seeing somebody’s home video?—I almost
thought so, but a scene in the first half grabbed my heart.

Entering her grandmother Luo Luo’s, bedroom with a
camera, Man Man begins to shoot drawings, which she made
before, on the wall beside the bed. She zooms in on the draw-
ings. Since the drawings are taller than she, she must be filming
with high zoom magnification. She lowers her voice carefully to
prevent the camera from shaking and explains in detail what she
drew. Halfway through the scene she puts her left index finger
in the frame and the finger moves as if to trace the pictures. It
is blurred as the focus is on the pictures. But she continues to
carefully and slowly trace the pictures within the frame, which
in reality she cannot reach. These pictures must be her favorites
and the fact that these pictures are hung high on her granny’s
bedroom must also please her very much. Elsewhere in the film
she makes similar gestures a few times. The camera makes her
touch what she cannot touch! (This overlaps with the imaginary
journeys Luo Luo made in her past films by tracing a map with
her finger).

As in Luo Luo’s other films, the camera does not take a single
step outside the home. The film is completed within the apart-
ment where Man Man, her granny Luo Luo, and her great grand-
father (Luo Luo’s father) live. This is a diary film with a method
common to Luo Luo’s films. Set in an extremely small world, the
film is shot by the innocent girl and the camera brings to relief
the relationship between the photographer and the subjects as
well as the photographer’s thoughts. The subjects here include
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FIVANFDFRE] Luo Luo’s Future

both humans and things. What can be described as Man Man's
curiosity, affection and awe for the subjects emanates from the
footage.

Her great grandfather Man Man films is very special. The
highlight of this film must be the scene in which she boldly
approaches him with a camera to zoom in on him who con-
templates (or is dozing off, perhaps) with his eyes closed. She
secretly but openly films him from the front. After zooming in on
the center of his face, she focuses on his hands clasped in front
of the stomach. What a nerve-breaking moment! How she feels
for her subject (her great grandfather) is expressed eloquently
by the image through a camera. Isn’t the great grandfather, for
Man Man, a great awe-inspiring figure, who is also lovable?

It is also noteworthy that Man Man looks quite different
when she films herself by setting up a camera from when she
films both others and things with a handy camera. Seemingly a
video diary, this film closely intertwines the relationship among
the seen, the showing, and the seeing with the opposition
between self-consciousness and the unconscious. When we
have a camera, we can’t help but record something and show
it to somebody else. The film makes one think of the effects of
a camera on people all the more because of its simplicity like a

home video. (Translated by Yamamoto Kumiko)
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Living on the River Agano and Hatano Hideto

B | Suzuki Shoji

(FRIEIZ4 =583 | Sound Engineer for Living on the River Agano)
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Every year around the Golden Week national holidays in May |
receive a time schedule for a memorial gathering with a status
report from Hatano Hideto in Yasuda-machi, Niigata. The
memorial gathering began in 1992 when Grandpa Kato who
appeared in Living on the River Agano passed away shortly after
it was completed. The ichigaikoki (stubborn) Hatano has steadily
and diligently continued to hold gatherings and more and more
people seem to gather every year.

It was in the summer of 1981 that | came across Hatano at
the Minamata Disease Center Soshisha | visited after | saw The
Map and Story of Minamata (dir. Tsuchimoto Noriaki); | was a
fourth-year college student. In the fall of that year | returned to
Niigata to visit Yasuda-machi. | stayed with Grandpa Kato and
sort of helped him with harvesting rice. In the evening Hatano
dropped by after work and a lively frolic began with Granma and
her daughter Kimii by the irori (fireside). You could see an inland
port from the embankment near the Grandpa'’s house. Barges
on the river Agano sailed to the river Shinano through the canal.
After docking their barges on the mouth of the river boatmen
took a break in the shady backstreets which were my childhood
playground. The street, nicknamed Konpira (where the Konpira
shrine is located) is lined with a market, traditional townhouses,
and a merchant’s inn, and there was a rundown cinema behind a
pachinko parlor. | came to frequent the Agano area as if to trace
a chance connection with Hatano and others.
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Spring, On the Shores of Aga
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A collection of interviews, entitled On the River Agano was
found among the materials Hatano handed to me. It seemed
that he dreamed of preserving its world in non-linguistic form
as well. He first persuaded Sato Makoto who came to Niigata as
a staff member to screen The Innocent Sea (dir. Katori Naotaka,
1983). | was acquainted with Sato whom Hatano introduced to
me when | was a student of a school of acupuncture and mox-
ibustion in Tokyo. In the winter of 1987, | took part in a training
camp with Sato and his colleagues to watch documentary films
in Niigata. At one of those nights Sato said, “You can make a film
with three people (the director, the cameraman, and the sound
engineer). Kobayashi Shigeru whom | met for the first time was
already sounded out to take on the role of cinematographer and
suggested that | should be responsible for recording. Hatano
also agreed. As it so happened, | became in charge of recording
and other staff members were also involved.

When we started filming at the Aga House, the cameraman
Kobayashi was loading 16mm film into the Eclair ACL's maga-
zine and the director Sato was showing me how to use a Nagra
recorder. Happily watching us, Hatano was enjoying sake by the
irori fireside. As rush prints and recorded tapes accumulated
and simultaneously recorded scenes of storytelling increased,
we watched the rushes on the screen with the sound on. Hatano
was the first person to watch the rushes after we checked them.
We could not have made the film without him, and | think so
now, too. He was the one who got approval from interviewees,
served as a bridge in a timely manner when a problem arose,
and helped us to shoot the core scenes of the film.

After watching Spring, On the Shores of Aga, | believe that
Komori Haruka has also been drawn to Hatano. While staying
close to what shouldn’t be forgotten or shouldn’t fade away,
she is resolved to keep walking as she struggles. As such, her
thoughts are fixed on film.

“I will host the memorial gathering this year again!” Every
time | receive a hand-written postcard, | think of Hatano smiling
and having fun as always with his friends on the shores of Aga.

(Translated by Yamamoto Kumiko)
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In the middle of the most recent 2023 festival, | was consulted
about a project. The request: digitizing the outtakes from the
documentary A Movie Capital (1991, directed by lizuka Toshio)
from the inaugural 1989 film festival. It seems that some 13
hours’ worth of spent negatives remain unused in the com-
pleted movie.

This variety of film (so-called “leftovers”) tends to disappear
when not stored properly. But we confirmed quickly, the film’s
condition wonderful, evidently preserved with care. To avoid
damaging its unique recordings, we began surveying and pro-
cessing by hand. We cleaned the film and digitized in 2.5K-res-
olution overscan. We created video data trimmed to 2K, color
correction and grain reduction supervised by cameraman Kato
Takanobu, who helped shoot A Movie Capital. Yasui Yoshio,
Director of the Kobe Planet Film Archive, digitized the audio
saved there on 6mm tape, students of the Graduate School of
Film and New Media at the Tokyo University of the Arts contrib-
uting to the bone-breaking process of synchronizing image and
sound.

Invaluable digital means for recording images are already
here, and Feb 11, 1990 Rough Cut Screening: The Other Version,
screening at this year’s festival, makes use of them. On that day,
there was a screening of a four-and-a-half-hour-long rough cut
of A Movie Capital by Director lizuka. Masuya Shuichi, now a
YIDFF board member, shot the event on an 8mm video camera.
A very different version from the later finished version in terms
of content and structure was screened. With the goal of repro-
ducing this rough cut version on digital, we reedited while
referencing Masuya’s footage. Its audio is improved from that
recorded on 8mm video, allowing the revival of this event and
its surrounding atmosphere. Reflecting anew, this over-four-
hour document is, more than anything, filled with the passion
of the first film festival’s participants, especially its citizen volun-
teers.

Thus, | became aware again of the importance of preser-
vation and use, of the historical value held by this recording
medium called film. (Translated by Kyle Hecht)



st LI

¥ 327577 —H)IE— Bk
Molten Steel and Morning Mist:
The Cinematographer

Segawa Junichi’s Style
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Buddhas of the Horyuji Temple in Nara seem to come alive and
animated. Robbers are battling to survive in the harsh white-
ness of the snowy mountains where they have fled (played by
Mifune Toshiro and Shimura Takashi). Brazing with crimson
light, molten steel goes through a flawless process until it is
forged into fine steel. A painter couple depict the tragedy of
pollution-related disease on massive paper in front of the calm
water of the Minamata Bay. The Sagrada Familia’s building are
persistently captured in closeup. The majestic Mount Hayachine,
the sacred mountain in Tohoku evokes harsh climate. Rejecting
the life of mass-produced foods, young men and women have
a blast at the big party in their self-managed farm. Having lost
her husband in the war, a mother desperately continues to work
on the sewing machine to raise her children (played by Yamada
Isuzu). An epileptic and intellectually-challenged girl lives and
grows up with her kind family. A young woman has an affair with
the architect she loves in a hotel by Lake Akan; next morning
she is resolutely walking through the thick morning mist in East
Hokkaido (played by Kuga Yoshiko).

Isn't it high time we set these films free from the names of dis-
tinguished filmmakers, such as Kamei Fumio, Ise Chonosuke, Hani
Susumu, Tsuchimoto Noriaki, Matsukawa Yasuo, Teshigahara
Hiroshi, Haneda Sumiko, Ise Shinichi, Taniguchi Senkichi, and
Gosho Heinosuke? The images | gave in the preceding paragraph
are intentionally not in shooting order; they were all captured by
the cinematographer Segawa Junichi (this year marks the 30th
anniversary of his death; incidentally, | deliberately omitted the
titles of the films). While Segawa put nonfiction film at the heart
of his job, he also showed his talent in fiction film by setting
nature against humans. He extensively explored the realms that
could be captured by film.

The narrator Segawa was not also overshadowed by big
names. In the documentary Lupe: Cinematographer Segawa
Junichi’s Eye by Ise Shinichi, he criticizes the theory of the cam-
eraman as the director’s wife that ascribes filming to the film-
maker. In the film Segawa begins to recount in detail how he
went to the China front as an assistant cameraman to Fighting
Soldiers. The director Kamei Fumio urged the cinematographer
Miki Shigeru to film a trembling pinned-down Chinese boy, but
Miki refused as Kamei’s hands were inside the frame. Watching
them from the side, Segawa at first thought Miki was a coward.
Eventually, however, he realized that Miki's passivity or his
refusal to film the boy was nothing but his filming ethics. Since
then he had continued to tell this story to his successors.

Segawa here emerges as the human cinematographer who
is more than a technician, with the will not to film. His brilliant
filmography is never contradictory to the right not to film. In the
techniques, sensibilities, and ethics honed by Segawa over half a
century, we must be able to identify still unexplored aspects in
the history of Japanese cinema. (Translated by Yamamoto Kumiko)
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A Transformation Here and Now: In Their Traces
PR 2B | An Interview with Kobayashi Shigeru
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— In this film, three survivors of sexual assault speak about them-
selves in front of the camera. And from there, they started making
connections with each other; one of them, a photographer, takes
a picture of another; even you yourself appear on screen with the
others being filmed. It's not a film where the people making it are
just on one side of the camera pointing it at these women; rather, it's
a film that comes together through everyone building relationships
with each other.

In a sense, it was my actions that brought two of them
together, but they felt happy about the chance to meet other
survivors who had the same kind of understanding they did,
and that’s what it's about. One of them was a photographer,
but | didn’t ask her to take any pictures, she just did it instinc-
tively. When you look at the finished photos, they show a side
of everyone that'’s different from what the movie camera cap-
tures. My mentor, Yanagisawa Hisao, used to talk a lot about the
“give-and-take relationship” where filmmaker and subject inter-
act with each other, and | suppose that aspect comes through
powerfully in this film. They're all main characters in this film,
but | feel that for them too, it was a chance for new encounters
and the creation of worlds separate from the past, and that’s the
kind of film it turned out to be.

— You started off as a cinematographer, but this time Oda Kaori was
behind the camera. Did you ask her to do anything a certain way?

For this film, | decided not to run the camera myself. Usually,
when a cinematographer shoots a scene, he'll film the whole
scenario and then get insert shots, and it all gets put together
as one complete scene. So, he’s thinking about all of the editing.
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Determination to Meet People:
The Voices of the Silenced

o —p | Nakamura Il-song

(¥+—7+YZ | Journalist)

THAIPAEARE [HRIFE | BEDF S 2L U EICEY /L
TEIBRBRIER, AEF (037 XFL0) &, IBROMERK (37 - <1)
HHREBEELIZID148 7 DRFa X5 —(2IE, BT RLEES
BEISBRSNY>CRERARD [[FR AFEE-oTW 5,

HEIL, SEMRY DA RERDIER TERLTWARVWE RS
TANLETIINMEL TR EEE o nITICRE o7, BR TR

But | just told her, don’t think about that, because it's better to
shoot instinctively from your gut. Of course, Oda put her own
careful thought into her shots. For example, in the counseling
scene, she makes it work with just the two faces on the screen.
But how do you see Oda’s camerawork?

— Well, it makes you think, oh, she’s shooting from that angle. The
facial expressions on the three women, especially in the profile close-
ups, leave a strong impression.

Yeah, the close-ups are wonderful. But what | really thought

was terrific was the lecture scene towards the end. It's the scene
where the woman admits to being a victim of sexual assault
to herself for the first time. If it were me, | would’ve gotten in
closer and shot from below, looking up. But Oda shot it from a
relatively distant spot. Of course, she was deliberately avoiding
getting too close because she was considering the feelings of
the woman speaking. And maybe because Oda looked so loose
and unimposing, the woman talking got a sense of encourage-
ment from that. Later, it occurred to me that maybe it was that
subtle sense of distance that made her restrained, steady voice
stand out. Our sound recordist, Kawakami Takuya, is so depend-
able, I guess Oda knew he'd get a good recording.
— Il was there at the lecture scene, as well. It felt like everyone there,
including the audience, was part of making the shoot happen, and
that vibe came through directly in the film. It honestly felt like every-
one there was not just listening to her, but kind of filming her too.

| didn't expect her to open up about so many things as much
as she did. | was supposed to be her dialogue partner, but you
can see | barely said anything.

— Your presence was a bit intense, sitting there taking it all in without
saying more than you had to; it was intense but in a reassuring way.

You really can't ask silly questions at a time like that. She was
just beginning to speak from her own world, so you can't get in
the way. | watched it in amazement. Earlier, at a meeting with
me, she said, “I sincerely hope for the ‘me’ I'm becoming at this
very moment.” And it felt like that was exactly what | was wit-
nessing right there. To me, it's a scene of true courage.

(Translated by Thomas Kabara)

* Interview conducted by Komori Haruka (Filmmaker) in Nagaoka on
September 2, 2025, and compiled by Nakamura Daigo (SPUTNIK)

Co-directed by the filmmaker Park Soo-nam who has recorded
the testimonies of conscripted laborers and the Japanese Army’s
“comfort” women over fifty years and her daughter Park Maeui,
this 148-min documentary film is filled with reasons why today’s
Japan is thoroughly contaminated with both xenophobia and
historical falsifications.

The film’s production began with a project to digitalize a
vast amount of footage which Soo-nam shot but did not use
in her films in order to preserve it. Despite being in the process
of losing her eyesight due to an intractable disease, Soo-nam
is passionately determined to preserve history, and Maeui
encounters the thoughts of her mother’s interviewees.

Both meeting and succession were Soo-nam'’s starting point
as a filmmaker. She met Lee Jin-woo who was arrested as the
rapist-murderer of the Komatsugawa Incident in 1958 and was
sentenced to death (some claimed that he was falsely accused).
Born to a deaf mother and an alcoholic father, Lee Jin-woo
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was raised amid extreme poverty
and discrimination. He failed in an
employmentexamdueto ethnicdis-
crimination. At that time Soo-nam
was a journalist working for the
General Association of Korean
Residents in Japan (Chongryon).
Being the same second-generation
Korean Resident in Japan as Lee
Jin-woo, she repeatedly saw him
and exchanged letters with him.
But the Chongryon was indifferent.
The rumors of sextual assaults at
the Great Kanto Earthquake proved
how a rape could stir up hatred and
discrimination among the majority of people. Although she was
told to back off by management, Soo-nam refused to listen and
left the organization. Jin-woo who had lived as Kaneko Shizuo
began to learn Korean which he had no chance of using it after
he met Soo-nam.

Jin-woo's execution (1962) gave Soo-nam a chance to be
reborn. She continued to record testimonies probably because
she wanted to live for him. Eventually, she used a camera instead
of a pen as she thought film was much better for recording the
narratives, hesitancy, or silence of those who had been deprived
of learning by discrimination and poverty.

This film is based on such footage Soon-nam has shot. It
shows how mobilized laborers ended up as A-bomb survi-
vors, “equally” suffering from the war; how some people were
forced to work in the coal mines while others were mobilized to
Okinawa to be executed by the Japanese army as military spies.
These are all the stories of Koreans, and we also see in the film
a survivor of the oppressed March First Movement and victims
of the Japanese Army’s sexual slavery... Inserted in between
are today’s right-wing street campaigns, hate demonstrations
in front of the Kawasaki station, and the seascape of Yokosuka
which is now almost a military port. These are nothing but the
consequences of a failed atonement for historical crimes and
institutionalized discrimination.

“As victim memories endure, so does the accountability of
perpetrators,” “l will not let your deaths be in vain, | will continue
the fight with my children and grandchildren,” Soo-nam says so
repeatedly.

Woven into these images are the life experiences of the
mother and daughter as Korean Residents in Japan who stand
in front of a camera. The daughter is named after Crown Prince
Maui, the last Silla prince. The film starts with Soo-nam’s such rec-
ollections, brilliantly leading to Maeui’s self-identification (aban-
doning her legal alias) after she experienced discrimination at
school. The mother meets the daughter by giving birth to and
naming her and the daughter succeeds the mother’s thoughts.
While | should abstain from easy generalization about genera-
tions, the film is nevertheless successful with the generation gap
between the mother and the daughter. Born as a subject of the
imperial nation albeit the second generation, Soo-nam partook
of the memories of ethnic hardships through the experiences of
the first generation. Since then she has unwaveringly reclaimed
her identity. By contrast, the third-generation Maeui has mixed
feelings about her identity as she has gone through the conflict
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of being a Korean in Japan. Such self-explanatory differences
between mother and daughter give more depth to the film.
Thus, in the film, South Korean farmers welcome Soo-nam
by singing “Kimigayo” as she has come from Japan to interview
them. A Korean woman, who has never looked in the mirror or
has never worn makeup since she lost one eye when a-bombed,
begins to show an irresistible interest in the interlocuter’s cos-
metics as she talks to a fellow Korean woman in a coal-mining
town. Laborers mobilized from Korea were housed in the Kibachi
dorm in Nagasaki. Under the slogans on the wall of the ruins of
the dorm: “We shall be strong subjects through endurance” and
“Korean conscripts shall perform faithfully and diligently,” their
hometowns and the letters of booze, rice cake, meals, cigarettes
are written as if scratching. When Jin-woo was hanged to death
by Japan and his mother became a new mourner, the mother of
the girl Jin-woo murdered wanted to meet his mother and the
two mothers interacted. A surviving family member prostrates
himself (does keunjoel) towards Korea on the Battleship Island...
The mother and daughter’s collaboration ends with the
words of determination to meet people. Is it possible to trans-
form a chance meeting into a promise? The film asks how deter-

mined we spectators are. (Translated by Yamamoto Kumiko)

Intensity of the Ambiguous Face: Welded Together

PRI | 1zuno Chita

(RREIFFZE | Film Studies)
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A pale face is almost merging with a completely gray landscape
covered with snow. Greenish blue eyes are quietly resisting
being swallowed up by this colorless world. It's not terribly emo-
tional but not expressionless. Anxiety, anguish, sorrow, anger,
exhaustion, despair, resignation, or something like this occa-
sionally blends with expectation, hope, or determination while
each isimperceptible and is subtly changing its proportion from
moment to moment, resulting in ambiguous complexity spread
over the face and submerging inside it. While giving no infor-
mation about the characters’ circumstances, this film is never-
theless eloquent with clear intention and elaborate aesthetics.
Despite such cinematic eloquence, however, Katya’s reticence
rejects any hasty interpretation by the audience who are over-
whelmed by the power of her face.

When Katya meets her baby half-sister for the first time in her
mother’s apartment, she gazes at her mother busy looking after
her baby sister affectionately. In this scene she is almost expres-
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sionless. Is she jealous of her baby sister who has, unlike her, a
happy childhood with her mother? Is she happy with a peace-
ful reunion with her mother’—though we try to read Katya's
emotions which are verbalized as these questions, her quiet and
stern look shows none of these. When she is with her friends,
her kind colleagues of the welding factory, and a consultant of
a welfare facility, she is a bit relaxed, imperceptibly smiling or
even crying. Even then her solitary incomprehensibleness per-
sists, always rejecting cheap sympathy.

Katya cruelly resembles her mother and sister. But they are
more innocent and expressive than she. Not knowing what
is going on, her baby sister often laughs and is always happy.
Her mother laughs, cries, and asks Katya’s forgiveness, making
excuses about being a pathetic mother many times over. Her
baby sister’s face seems to embody the lost happy past which
she wishes to recover, while her mother’s face epitomizes the
hopeless future against which she is fighting. Struggling to weld
her family together with intense sparks in the gray world, Katya
gradually becomes expressive with a loving smile, as if affected
by her baby sister in bright clothes, whose innocent cheerful-
ness, adding warmth to the snowy landscape, seems to trans-
form her future with the mirror ball illuminating the living room:
as the song goes, “Everything will be alright.” However, another
face that resembles her stands in her way. The film documents
the mother’s efforts, even if useless, without a fail. Suspended
between the two faces, between the past which she has almost
recovered and an unsettling future, Katya's face hardens again.

The mother can't stop drinking and her lifestyle becomes
more chaotic even after they all live together. Katya gives up
a hope for a good relationship with her mother and begins to
accept losing her beloved sister instead of protecting her. This
process is expressed through subtle changes, perceptible from
a flow of piecemeal shots, in Katya’s face. Swallowing all sorts of
emotions and combining them into one, her unforgettable face
tells everything, while negating with her subtle expressions and
complicating what tends to become excessively dramatic. She
lives in the moment with this face of hers. When spring comes
with the blue sky in sharp contrast to green trees and yellow
flower fields, Katya's pale face is no longer lost to the landscape.

(Translated by Yamamoto Kumiko)
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The Creaking Cycle of Reincarnation:
Forest of Bliss

W E | Hayakawa Yuma

(RRETFFZE | Film studies)
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Forest of Bliss (1986) is a film of sounds. It begins with a shot of a
dog walking probably on the sandy beach. Shot, perhaps, with
a telephoto lens, the dog looks distant but we can hear its foot-
steps clearly. We hear birds singing, bells ringing. And we see a
boat sailing through the fog with the echoing sound of oars in
the water. There is an air of the underworld. This film has neither
narration to explain what is going on nor musical accompani-
ments with which to embellish the situation, let alone subtitles
to understand what people say. We only hear noises and envi-
ronmental sounds.

What drives the film is the rhythm created by circulating ele-
ments. At the beginning dogs feeding on each other facilitate
a quotation from The Ten Principal Upanishads by W. B. Yeats:
“Everything in this world is eater or eaten. The seed is food
and the fire is eater.” Life circulates through the eater and the
eaten—bodies floating in the river, dogs eating dead bodies,
and scattered feces; decorated flowers, cows eating flowers,
and kites flying in the sky. These circulating elements recur as
if to rhyme, shaping the hubbub of the place. Prayers a mysteri-
ous ascetic says are reduced to “just” sound, being lost to noise
as the same level of rumbling coughs and burps or the sound
of hitting the ground with their forehead. Humans too are only
one of these circulating elements.

What is happening here? According to the subtitle following
the title, this looks like Benares the holy city on the river Ganges
(“Forest of Bliss” used as the original title is its alias, i.e., Varanasi
in Hindi). But we are not told of the characters’ names or identity
(three people: a healer, an ascetic, and a leader of the untouch-
able in charge of cremation repeatedly appear, but it’s hard to
tell the difference). Even a religious ritual is not explained. Are
there any spectators who are annoyed because there is no
explanation? Such ambiguity may encourage Orientalist prej-
udice about mysteriously “crazy India.” What does the director
Robert Gardener make of this? He filmed ethnographical films,
including Dead Birds (1963) that features Dani people on New
Guinea and Rivers of Sand (1974) that depicts Hamar people in
Ethiopia. In Making Forest of Bliss (Harvard UP: 2001), a book that
explains all shots of this film in a conversation with the pro-
ducer, Gardener says this: “The audience would not simply wait
for the mysteries to be dispelled but would come up with their
own solutions, supply their own answers, so in that way they
would be doing their own anthropology” (p. 78). For example,
the sound of something creaking eventually aligns with the
screen image, so we understand that the boat creaks each time
the paddler paddles. The spectator is thus invited to gradually
perceive innumerable noises as related to the cremation of the
Hindus who want to be released from the cycle of reincarnation.

How are we to receive this film in the context of Direct
Cinema? Emerging in the 1950s when cameras became lighter
and synchronous recording developed, Direct Cinema uti-
lized complex editing while boasting of the vivid reproduction
of reality. Herein lies a paradox. Pay attention to how many
cameras are used or how a sound continues or is interrupted
between shots. “Direct” impressions result from ingenious
editing (Frederick Wiseman, for example, often inserts another
take while continuing a sound). Isn’t the sound design of this
film a bit like Wiseman’s, devoid of explanatory sounds? An
excessive deluge of noise shakes the spectator’s body. In this
sense, its intention to be “direct” is expressed in a completely
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different manner.

The film is filled with loud noises that might impress the
Bakuon Explosive Sound Film Festival: the sound of a dead don-
key’s head hitting the stairs hard; and the sound of plucking
flowers—these sounds are very prominent simply because they
are underscored through editing (op. cit., pp. 29; 51). We repeat-
edly hear the sound of falling wood, recorded in the nearby
forest. The hubbub of circulating elements—birds’ singing; the
sound of splitting bamboos; the sound of sweeping the floor;
and blowing smoke—overlaps with songs and the sound of
bells ringing throughout the town. No musical accompaniment
is here used to easily impress the audience. Rather, materialistic
noises are repeated to invite the spectator to a dry trip. Exces-
sive noises disturb the camera’s perfect distance and they may
resemble the reverberation of life in the creaking cycle of rein-

carnation. (Translated by Yamamoto Kumiko)
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I met Robertin 1979... lwent to IDHEC and graduated in 1968, so
you can imagine at that time it was pretty active politically. And |
myself was already political since 1961, | was very young but was
angry about the Algerian war. For 10 years | came up through
the camera department, but most importantly | was part of a
militant cinema collective called ‘Cinélutte,’ from 73 through
79. And those films we made about strikes, women'’s fights, the
struggles of the immigrants in France, 8 films in 6 years. | never
thought | would work as a producer, and never in documenta-
ries. Those were two words that in film school we thought there
was no future!

The political militantism films opened the way for documen-
taries, and | discovered ‘Newsreel.” At the end of the 70's Robert
Kramer was becoming quite famous in France, the critics praised
his works then he came and showed Milestones, released in
cinemas in France in 1976. In 79 a woman producer brought him
to France from Portugal, | met him through her and first worked
with him as director of photography for Guns, the first film he
made in France. We hooked up, we became friends, connected
politically and also | imagine because | was half American and |
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could speak English pretty well. But most importantly we con-
nected through cinema, we remained close until his death in 99.
| evolved from being his director of photography, then his pro-
ducer, also his assistant... so we made 12 to 14 films together, in
which | could work in any capacities!

| encouraged him to take the camera himself, he had done
some videos, but with 16 mm cameras... “the real professional
stuff” “the power of the technician,” he didn’t say it but it was
obvious that was in his head. But to me it was obvious that Route
One/USA must become his vision, so | told him | would do every-
thing technical around, and “you can just film in the way you
want to film.” The film revealed that he was more than a great
camera person:it’s really the particular way to look at the world,
his very personal vision, the time that he spent and his pres-
ence... It was fantastic! The experience had to be lived when
you shoot, meeting people.

He sees things, sometimes he misses, but in the way he orga-
nizes the editing, the whole thing becomes a sequence with the
development of time. He captured the present time, the present
moment, it is all about time. He doesn’t say it, he never wrote
about it that way, but each shot of his has the quality of... this is
for real. This is really happening for this person and to others.

When we made his last film in the north of France, | felt he
was finishing with Europe. He was obviously, as | was, lost polit-
ically. There is a clear path you can see from the Marxist revolu-
tionary in the foundational text of Newsreel to the end of Cities
of the Plane. Ben in the film is a double of Robert, just like Paul
Mclsaac in Ice then in Doc’s Kingdom and Route One he made a
whole political trip with. Ben was a real blind guy Robert met in
Roubais, obviously in the film he was Robert, in no way a very
powerful hero but somebody in the world, how he looked at the
world, how he envisions the future, and he is blind... “lamin the
fog, | cannot see, and | am lost.”

* Interview conducted online and compiled by Fujiwara Toshi (Film-
maker) on September 14, 2025
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Editorial
Even if it's simply called direct cinema, a closer look reveals varied
themes and divergent methodologies, suggesting something any-
thing but straightforward. The question of what “direct” means
exactly is bound to come up. The same could be said for the broader
category called “documentary.” | feel this film festival has consistently
demonstrated this complexity. But since lumping them together
with labels like “diversity” won’t do, it is my hope that, within these
pages, we can approach what is tangible and material in each of these
films as closely as possible, or, rather, meticulously trace the path and
depth of their endeavor. And it was in this spirit that we assembled
the current issue of SPUTNIK. As always, reaching the seventh issue of
this magazine would not have been possible without the support of
our contributing writers, translators, and sponsors. We would like to
take this opportunity to extend our sincerest gratitude to them all.
(Nakamura Daigo, translated by Thomas Kabara)
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