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A Self-Portrait through the Window:

Self-Portrait: Sphinx in 47KM and Self-Portrait: Window in 47KM

#EWFHEE | Yuki Hidetake

(BREHLEF | Film Critic)
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The village is given a tentative name of “47KM". As its name
suggests, it looks like a place somewhat abstract. A political
slogan from the previous era, “Only X-ism can Save China”,
which is utterly blurred to the point of invisibility, is written on
the walls of a shed on the small hill that overlooks the village.
In winter, bare trees turn its landscape grey. It is so called
because it is 47km away from the nearby town. It seems like an
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arbitrary place among many on the circumference of a circle.
Since it is everywhere, it is nowhere. Left behind from history,
it is unaware of an already disintegrated world. It is a fictional
sci-fivillage.

The director, who is also a dancer, has chosen “Self-Por-
trait” as the title of her performance-documentary series. At
first glance, this appears to be the very opposite of the anon-



ymous village. Window is the eighth film of the “47KM” series,
in which the relationship between the word “Self-Portrait”
and the name “47KM"” may have changed during its decade-
long production period. However, as | have just encountered
the filmmaker Zhang Mengqi with her two films, Sphinx and
Window, this is mere guesswork. Rather, because | do not know
the process, | tend to associate the series title, “Self-Portrait”
not with Director Zhang Mengqji, but with the village “47KM”
that draws a “self-portrait” for itself.

In Sphinx a mother whose young son is dead tells her life
story. An 85-year-old man reflects on half his life in Window.
While both mother and old man seem to be drawing portraits
of themselves, Zhang Mengqi here introduces a distancing
effectjustas she calls the village “47KM". Shot in long takes with
the stationary camera, they are not telling their stories, but are
sitting quietly during narration. Added to these images, the
narrating voices were recorded somewhere else at some time
or other. They sit still in front of the camera like a model whose
portrait is being drawn. (It must be added at once, however,
that the old man in Window offers a second chair to the direc-
tor so that she can also sit; contrary to the distancing concept,
this indicates the intimate relationship with the filmed subject,
giving rise to another aspect of the film’s charm). Their lived
experiences in this village as well as in the history of China, the
voices that narrate them, and their figures each remain in dif-
ferent topology, though all are in a single shot.

The two storytellers tell the stories of isolation and solitude.
Similarly, people look more isolated than organically linked to
workings of the entire village: an old woman draws a cart with
a cat; a young man climbs a half-fallen tree; a girl draws pic-
tures of village landscapes and old people with felt-tip pens
of 48 different colors. Appearances to the contrary, the bent-
over old woman has also lived the history of the village as told
by the 85-year-old man. The trees drawn by the girl seem to
nestle close to the one that the young man climbs. For the
director who films the village, the girl who also draws it is both
her alter ego and “self-portrait” from a decade ago.

In watching Sphinx and Window in succession, some may
find the latter as a possible answer to the riddle that the
monster poses to Oedipus. Though set in the same place and
shot in continuous time, they do not form a sequential rela-
tionship. Instead, each is the other’s self-portrait like twins.

M L Screenings

BB : 47KM D27 1> 2 R ] Self-Portrait: Sphinx in 47 KM [ASI] 10/13 11:30- [F3

TEEf&R:47KM DR ] Self- Portra:t Window in 47KM

There is a correspondence between them. The girl in Window
tries to imagine new “X-ism” that can replace the word “social-
ism”, presented as a void in Sphinx. As if to join the two children
in Sphinx who playfully say “I dreamed | became Y” in turn, the
director utters the word, “I dreamed | became a window” in
the next film. When we see her dancing with her tense limbs
through the vinyl curtain, we feel that the girl who are gently
making shadow pictures of a butterfly in the previous film
quietly descends next to her.

When we surrender ourselves to this dizzy and yet happy
correlation between the two films, we realize that this “self-por-
trait” resembles not just the director or Village “47KM”, but us,
the viewer. In the legend, the answer to the strange riddle
asked by Sphinx is humans, that s, us, ourselves. When we look
into the window, we see ourselves reflected on its surface even
if our figure is made invisible by dazzling light from outside.

(Translated by Yamamoto Kumiko)

1 110/15 13:00- [F5]

TBEE®% : 47KM D ZR] Self-Portrait: Window in 47 KM [1C] 10/11 18:00- [YC] | 10/13 15:30- [CL]
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Records on the Borderline:

Midnight Traveler, Transnistra, and The Crosses

FIERZAE: | Abe Koji

(75>23% | French Literature)
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A girl is combing her hair, looking into the hand mirror set
against the window frame. From behind her, a man with a
smartphone enters the frame; his reflection is seen in the
mirror. Alarmed, the girl looks back. The man who is her father
mumbles to her, “This is our camera”. In the dire situation where
neither an 8mm camera nor 16mm is available, to say nothing
of 35mm, this is not just the declaration of the filmmaker’s
determination to continue filmmaking even through the lens
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of a smartphone; it also reminds us of suspenseful shots in Hol-
lywood cinema in the 1950s with a character approaching the
other from behind a mirror. The Afghan filmmaker, sentenced
to death on a charge of making a film about a Taliban com-
mander, makes a three-year escape journey through Tajikistan,
Turkey, Bulgaria, and Serbia, together with his wife and two
daughters. He continues to document this journey with three
smartphones, which is unmistakably the veritable story of Mid-



[+3 221 The Crosses

night Traveler. The film however runs counter to mere video-re-
cording: a high-angle shot in which he looks down at anti-im-
migrant people from the window of a refugee camp almost
brings to mind a kind of road movie. They break through a
mountain at freezing night and follow a path in the field while
hiding themselves under overgrown wild grass. Overwhelmed
by dread and anxiety, the daughters keep sobbing. The bright
sky is seen beyond the high walls and barbed wires of a
refugee camp. These very images form the raison d'étre of the
filmmaker who determinedly continues to make a film under
extreme circumstances side by side with fear.

Like boys and girls frequently depicted in cinema, the youth
in Transnistra spend idle time wandering in the forest, sneak-

B £ Screenings

ing into ruins, smoking cigarettes, and playing in the river.
Instead of music from a radio, typical of adolescent films, the
singing voice of a seemingly Russian punk rock group speaks
for the youth who have nowhere to go. Though in Moldova,
Transnistria, bordered by Ukraine, is a precarious political
space whose destiny depends on powerful Russian rule. The
people who have no choice but to live there are borderline
beings whose image overlaps with that of the adolescents
who oscillate between the adult world and childhood. This is
a film with teenage ensemble cast centering on a girl named
Tanya who attracts delinquent boys with her magnetic charm
and her younger brother who sets off to a journey in almost
caricatural military uniform. It impresses us with an intimate
touch of 16mm footage.

Visual memory and filmic image are not, and should not be,
always equivalent to intimacy. The Crosses begins with a gently
flowing river with Chopin’s Nocturne No. 15. In the shallow
stream a family in bathing suits are walking, splashing water
like fish, ducking in the water like waterweed, and a grass
crown flows beside them. This is a peaceful and calm scene.
When unevenly colored and damaged footage turns into the
black screen, however, we hear the disquieting sounds of gun-
shots and bombardments. What the tense voice communi-
cates is a live coverage of the coup that took place in Chile on
September 11, 1973, announcing the commencement of Pino-
chet’s military rule and terror politics. Voices, gunshots, and
the occasionally damaged blackish screen point to the rupture
between hearing and seeing like an invisible abyss. However,
as if to refuse to indicate the events that are occurring beyond
the voices and sounds, the film consistently shows the current
images of the Laja River, railway tracks, the surrounding
woods. This is a place about the memory of the murder of 19
workers, abducted, shot to death, and buried in the woods
by the instruction of the upper levels of the army and a paper
manufacturerimmediately after the coup. The film presents its
history through the images of testimonial records for the trial
and the voices that recite them. The reciters are families of the
incident’s victims. The endless image of freight trains hauled
by a locomotive, synchronizes with their voices, which itself is
a visual expression that rigorously confronts the past. Rather
than grave markers, the crosses, which mark the crime site,
symbolize and communicate still unhealed sentiments of the
families of the victims in silence, along with current footage

shotin 16mm. (Translated by Yamamoto Kumiko)

[2y RFA b bZ~Z—] Midnight Traveler [IC] 10/11 10:00- [YC] | 10/15 10:30- [CL]

[ +5>Z2=Z N5 ] Transnistra [IC] 10/14 15:30- [YC] | 10/15 16:30- [CL]

[+5722 ] The Crosses [IC] 10/12 10:30- [CL] | 10/15 13:00- [YC]
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Listening to the Voices of the Dead: Wang Bing’s Dead Souls

TEEHA | Tsuchiya Masaaki

(FREX - B8 | Chinese Literature and Thought)

AEIE, FETH O TEI>BUREBICL>TRIESEHRNL
AEEN, WEODERIZIEVAENTFRALARDOERDEZH
IOETBRFaAXF)—ThHb,

1956 ICEREIL [HIEER - BRFR | LW, LERIES
OB HE B 2BURES 2R, ZLDOHMBALZOEN
ML TRADBRECHHEE LT, ZDk, EREIEH
Z180EriL, IS5 LIt AL LK RILHITE LS8R, &5
EDORBT, ZOESHNSERTHRIDEVEEERARINIZALR
(MEMRD) &, EANBBLWIHPEREZ 1 (RETRE
), 2L T, ZH LI BREH@ICL > THEERNICET S
ELSERDOTIC, BEBOINARTISESN, FEPEIARIEICH
EIEonss, BULL, [ARAH ] IC&LZBEOEFHILY, BR
EMEREICBET S [ KIBEEE) |, 2 LTREEEYOHL -
WGBS EIREREIZES>T, 2ETRETRRICHE-
foo TORMIZ 1960 FRIEATRBOEL, ENFLITDOANEHIEL
fo, ABOEETEZMETT 540 (—HICHIEE 1394000
AANEVD) DL T T, ARELTERZZITTLAL
&, $EBABETORLWHEL TR, REREOBE - %
BicebiL, SEONBAMTHIEECEREN L LI, BT
LB HT-DON, EEAZDISEBERLCEIHRADII
BRIETHY, TOREN1960E 10 BIZBELIZAKEWVWS
TOEODEEIZ ST,

KIEIE, BN SDEBEANDEBOA > FE1—%BIZLT,
SIFED LIRFEZER LD DEIRERGEZRAICIR)HLTWL
G MEBAREBR | LW EBRE, KIEOFFTEHETUTICRS
TEEICHLLS,

7. REMES L RS TOEHELN S0 FER>THEEEDNS
FEoTWBEANIBDOEPEREN, BONPETARIELEAA,
EYO, BB, BE, INANOEBOEAILOIETHD, BH
MEAIRAIL, BURNIZZREINTELZIT TR ABEOR
ROoblEEronsd, FIZIE, ARZRIFEZLIZVLDAEEEBEL
BTWEAD, L L, #NZKLIZEY . RN EEHR>7, 2L
T, REREE LA TOBEERAESEL R ST ERIEA T+

[3EZE 58] Dead Souls

RYTFVINTHIZLHED, TEA/RDBILICEST, FEINS
EEBIT, KHRIZHONS,

BENSIE, AEEENORBRBFATLFZLEDREMN
HolcZEDDWHAB, EEIL, 2004 FITRADHH S5
BoIER0E] TSR ORME) 250 ET, COMEE
L ASRDoT2E LD, EIEWR, FIEIZIE2005 FOMEN S
(BT (BMEREBANRING), bOTIVWBNWTHE
L. EFEZ 100 AZELEDIFHL, £EICEMICHN T, 5
ZEVTEBRRTIEBOENRIBICRRAS, ZABREEDE
I3, INETOEDERELY BRI,

ZHUIEEEBERDETHD, A—FIER M) —IZEHRHE
DIEEOHEOEEEICHERLTVWASL, IWASNAIFZIFTHRL,
BAEWMBLIANZHEM LTWS, Z LTRIID T4 —ILRD—2
EXEPEELSRBLTWS,

LA L, REIFCIZVBERADEETHZ, HOELISHERS
Na0N, BIZERBZT 06TV, BE2ELARDKREKDT:
BDIZEHIRAHEAREISE) BIYPUTOEFIEVGEDT
DoTHD, BEEXPEONIITEIED, AiRESNIZALRDE B
ZRVRL, HOEETHRALZARDEROEICEZEITHZ L
1275, EEROF L, FEEVSEEREANREDLSIZHS
ZEDRBEBHZTVWDEDTIRWLD, 12Hh5I%F TEBIREIRER
BRDTH5,

This documentary aims to give voice to the souls of the
so-called “anti-socialists” who perished after being sent to
remote re-education through labor camps as part of a political
campaign in China in the 1950s.

In 1956, Mao Zedong launched his “Hundred Flowers Cam-
paign” encouraging certain Chinese elites to openly criticize
the Communist Party leadership, and many took up the invi-
tation. Not long after, Mao did a complete about-face and
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ordered the denunciation of the same elite class in society. In
every work unit, people whose conduct was deemed to smack
of capitalist ideology — branded by the regime as “rightists”
— were subjected to brutal collective criticism and interroga-
tion in what became known as the “Anti-Rightist Campaign”. In
an attempt to convert their misguided thinking through labor,
the deemed offenders were sent to camps in remote regions
where they were made to till uncultivated land or engage in



construction and public works. Contemporaneously, China
was collectivizing agriculture into people’s communes, mobi-
lizing farmers to work in the steel industry as part of the Great
Leap Forward, and diverting agricultural produce to meet
export and urban demand — all leading to nationwide food
shortages. The situation was at its worst in the late 1950s to
early 1960s. No reliable statistics exist to confirm exactly how
many people died of starvation as a result, but one estimate
puts the number at approximately 40 million. Against this
background, not only were those marginalized as rightists
subject to the most abject working conditions, but with food
supplies drastically reduced or discontinued entirely, camp
internees around the country died from starvation or suicide
in ever-increasing numbers. One of the many tragic stories is
that traced over a 15-year period by director, Wang Bing, who
focused on the lives of those sent to Jiabiangou camp in Gansu
province, and subsequently transferred to Mingshui village in
October 1960.

Over its 8-hour running time, Wang Bing’s Dead Souls pres-
ents the viewer with startling footage based on multiple inter-
views with survivors of Mingshui. | will explain why | use the
word “startling” as space permits below.

Firstly, it is hard not to be struck by the fact that the elderly
survivors speak so frankly about the hardships they endured at
the camp 50 years after the event. It is not just what they say,
but how they say it, their expressions, their physical presence,
and the director’s gaze upon them. Their stories have been
shunned politically, but also give pause on humanist grounds.
Few people would willingly give accounts of cannibalism, but
Wang Bing's interviewees cover the topic, and he films it. There
are other works that deal with the harsh reality of life under

the Anti-Rightist Movement and in the internment camps, but
with Wang Bing at the helm, Dead Souls is a deeply etched
record that is also likely to garner worldwide attention.

The film is obviously the product of detailed and exhaus-
tive preparation, research and interviews. Wang Bing says he
had no knowledge of the subject matter until he read Yang
Xianhui’s Goodbye, Jiabiangou, the book on which his earlier
film The Ditch was based. In fact, a lot of footage from that 2005
footage does appear in Dead Souls, as indicated by the loca-
tion and year of filming it specifies. Completing his research at
a furious pace, locating one hundred or more survivors, trav-
elling the vast country to do more interviews, and listening to
people and reflecting on his findings, the director is ever-pres-
ent in this film — implicitly or explicitly. Wang Bing is indeed a
stronger element here than in any other of his works.

This presence embodies his pursuit of history. He is atten-
tive to the discrepancies between multiple testimonies inher-
ent in oral history, and interviews not only the internees, but
those who held them captive. He also makes reference to his
fieldwork, documents and photographs.

But in the end, it is a matter of imagination. Why is this
history hidden? It is not simply because it was horrific. It is
because decent people who loved their country and worked
hard for the future of its people were forced to live in con-
ditions unfit for an animal. Exposing the facts restores the
dignity of these so-called “rightists”, and lends an ear to the
souls who died victims of history. One could say that the voices
in Dead Souls show us the foundation of the current state of
China as a nation and of its people. There is ample reason to
call this film “startling”.

(Translated by Julianne Long)
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Small Town as System:

Frederick Wiseman’s Monrovia, Indiana

HEREF | Saito Ayako
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The setting for Frederick Wiseman’s new film is Monrovia,
Indiana. This is the first time that Wiseman centers a film in a
small town of the Midwestern United States, a region known as
avast agricultural territory. A stereotypical white, middle-class
town, Monrovia’s population is 1,443 people, 97% of whom are
white and 70% of whom voted for Trump in the 2016 presiden-
tial election. The town’s atmosphere is typical of localities that
support the Republican Party.

Sky, trees, and plains grace the screen. The film starts with
a shot that almost appears to have been taken from a picture
postcard. The first living beings shown are cows. There appear
a large agricultural tractor and, afterward, pigs. The scene
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changes to a church and later a school. A priest speaks pas-
sionately to the elderly. Listening to him, they do not show
much emotion. At the high school, a teacher speaks ardently
about a famous athlete who hails from the town. The students
listen, seemingly bored. A schoolgirl becomes more interested
in the camera.

Like other Wiseman films, Monrovia, Indiana interposes
beautiful landscapes and architecture between depictions of
the various institutions that constitute life in this small town.
The film rhythmically and adeptly introduces the lifestyles of
Monrovia’s inhabitants and fragments of their everyday exis-
tences, portraying the town council, a dispersion of pesticides,
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[ >F 475 ME>B717] Monrovia, Indiana

a shipment of pigs, a barbershop, a beauty parlor, a cafe, a
restaurant, a delivery pizza place, and a gun shop. A farmer
works a vast field alone. Most of those who speak in the film
are elderly, who talk of themselves, their families, the illnesses
of their friends, and their younger days. There is also a tattoo
shop in the town, as well as indications of motorcycle bikers
like Hell's Angels.

At a veterinary hospital a veterinarian watches over a Bull-
mastiff dog having its tail removed in surgery. A fiftieth anni-
versary awards ceremony is silently held by members of the
Freemasons, a known secret society. At the town’s largest
event, the Monrovia Festival, there are performances of
country music and an exhibition of classic cars. Various parts
of the wide festival grounds feature fliers that advertise gun
rights, concealed carry permits, which are strongly supported
in this town. The film closes with a funeral of a 70-year-old
woman adored by her family.

This film does not deviate from Wiseman'’s basic style.
Everyday life in this quiet and peaceful town is depicted with
a thorough sense of neutrality, appearing favorable on the
surface with no clear sense of criticism. There is not a single
fanatic Trump supporter. Without concern for John Davey’s
camera, people converse guilelessly, at times inviting laughter
through humor.

Of course, there are meeting scenes, a staple in Wiseman's
films. At the town council, a liberal wing seeks to welcome
homesteaders, whereas a conservative wing does not; a new-

B £ Screenings

comer of the community blames the town council for its poor
water supply system. However, conversations move past one
another, and no solution can be found. On the other hand,
in the final funeral sequence, there are no lies in the tears of
friends and family who have lost someone they hold dear.
However, the emotional sermon given by the priest sounds
like a speech from a television drama. Some of those present
wear sunglasses to hide their feelings; the sadness that they
experience from the eulogy that states that the deceased is
now with God is left uncommunicated.

How do these images of Monrovia differ from Belfast, Maine,
shot two decades before? In the latter film, Wiseman vividly
captures cycles of labor and everyday banality in a small com-
munity, without sensationalizing the interpersonal conflicts,
bodily honesty, and incidental events that occurred there.
Images of rolling pepperoni and loading pigs into a truck com-
pletely lose out to the overwhelming repetition of work in a
sardine factory.

Why would this be the case? The everyday life in Monrovia
that Wiseman depicts seems as if it has not changed within the
past fifty years. There is almost no one on the screen shown
with smartphones. Of course, there are different hairstyles and
tattoos are popular. People talk about various topics and even
debate. However, even if resolution to problems is sought, we
do not see opinions respected and negotiations take place. It
seems as if this closed mentality, typical of a rural town, does
not open its heart to Wiseman either. Even if his camera’s pres-
ence is accepted, the camera remains an “outsider”. We do not
feel peoples’ individualities nor spirits in this film. The cows,
pigs, and people in the beginning of the film vaguely overlap.
Whether this is Wiseman being mean or simply my imagina-
tion, | cannot say.

From the very beginning of this film, is Wiseman critiquing
this closed-off and insular world, the small town as system? Or,
as some U.S. film critics have pointed out, is it simply the fact
that Wiseman neutrally and beautifully portrays everyday life
in an American small town? Regardless of which the case may
be, for some reason | find it rather depressing.

(Translated by Kyle Hecht)
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Hendra the owner receives a couple of man and woman to his
dim hut with a visitor. They form a kind of comradery relation-
ship in which they already know one another’s positions and
situations, creating a sense of intimacy. On entering the hut,
the newcomers begin to talk about their personal stories, and
spout their unfavorable working environments and the reali-
ties of exploitation. Then, another woman comes rushing in.
She tells the amazing story of how she has run away from the
factory to the hut, which someone told her, is a safe place. What
emerges from loud, boisterous conversation in So Yo-hen's
Hut is the following two facts: Taiwan has a certain number of
young Indonesians who are migrant workers or immigrants; as
one of the workers says, the hut serves as a shelter for those
Indonesians who temporarily live in the foreign country. We
begin, little by little, to feel that we may see another face of
Taiwan, hitherto unknown to us.

Signs of “make-believe” are never absent in the film. While
conceding that it is a shabby barrack, a green tree, standing in
the middle of the room, makes a somewhat bizarre landscape;
it looks like a large prop made on purpose, as if to symbolize
the meaning of the place. People come in one after another,
hearing it is a safe place. As time passes, more and more vis-
itors come until it is jam-packed. The spectator is really con-
cerned about them as they make such a noise. Nobody cares,
apparently. Everybody shouts at each other, self-indulgently
talks, and keeps eating and drinking all the while. Something
looks unnatural. Yet, the spectator breaks into laughter when
she gets to these scenes. Sounds mingle with other sounds,
reverberating one another, to produce dream-like or intoxi-
cating effect, until finally, the subtitler gives up transcribing
their conversation. Silence supervenes, and all of sudden the
set changes. Standing by in the back, a band begins to play. At
long last, the film’s contrivance as a whole is visualized.

The stories of characters are evidently based on their true
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experiences: Indonesian workers are pushed back to the
margins of capitalistic Taiwanese society, discriminated and
unfairly treated. Speaking of Taiwan, we tend to think of its rela-
tionship with China. The migrant Indonesian workers’ stories,
however, help to provide a new geopolitical map of Southeast
Asia, to which history has not paid sufficient attention so far.

We do not know if the hut as an ideal asylum really exists.
Rather, workers who cannot stand hard labor and low wages
can have no choice but to run away from factories although
they have nowhere to go. Such a serious situation is boldly
reversed to make a comedy, which seems to be closer to fact.
Though the stories of their experiences are true, the hut is fake
with every setting to make it real. In such a strangely twisted
space, the realities of immigrants or migrant workers in Taiwan
become more vivid. The filmmaker creates a place where they
can take refuge, and makes it into a downright joyful space that
unwittingly elicits laughter. He must of necessity make use of
“make-believe” as a means to convey to us the small voices of
Indonesian workers in Taiwan.

(Translated by Yamamoto Kumiko)
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* https://theseventhart.org/ghassan-halwani-interview-
erased___ascent-of-the-invisible/

This film is about missing people during the civil warin Lebanon
(1975-1990), though it does not directly convey facts or tragedy
of unresolved cases that no longer appeal to people. It is a quiet
but provocative film essay without wasting many words, while
shedding new light on both the cases and silent beings at the
bottom of the hustle and bustle of ordinary life.

The film begins with a conversation between the director
and the photographer about a photo. It then shows copies
of newspaper articles one after another. These suggest “kid-
napping” that frequently took place during the civil war.
According to the subtitles, the director himself witnessed “the
kidnapping of a man he knew” 35 years ago and came across
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this man on the street 10 years ago. Many scenes lack dialog,
and no explanation is given to what the director is doing in
the film. Nevertheless, the viewer gradually comes to know the
context in which he mysteriously behaves. In the first half of
the film, the camera shows him tirelessly peeling off multi-lay-
ered posters on the street for six minutes. Finally, he finds small
photos of the faces about 2x2 cm beneath the thick layers of
papers. The man whom he spotted on the street 10 years ago
and to whom he was apparently close is on the poster. The
face of this kidnapped man is disappearing with other faces
arranged in grids on the poster. In the film’s words, this is “the
second disappearance of the disappeared”. The director cuts
off a man’s face from the poster that lists countless photos of
the faces under the title of “Missing”. At this point, the viewer
will understand his intent to reactivate the images of the
missing people whose identities haves “disappeared”.

In an interview about this film,* Director Halwani repeat-
edly brings up existing discourses on the missing people to
make them into an issue. He uses the word “discourse” on
purpose because he focuses more on “the speaking subject”
and “the way the story is narrated” than its content. One of the
dominant discourses as assumed by the director is a report by
the government. As a former Brigadier General says in the film,
it reduces the calculated number of missing people to 2,046,
as opposed to reported 17,000 and commemorates them as
“martyrs”. On the other hand, there is a discourse of sorrow,
passed down from generation to generation, of the Commit-

CHSNIFE,
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tee of the Families of Kidnapped and Disappeared in Lebanon,
whose founders belong to the director’s parents’ generation.

Besides “discourse”, what the director stresses in the inter-
view is the question of how to “represent” the missing people:
the question of representation, that is, “the way they are
expressed”. It is the photos of the faces arranged in grids on
the poster that prompted him to make this film. They extract
lively impressions from the missing to turn them into a symbol
of grief for the Committee or of martyrs for the state.

This film seeks to present another discourse and represen-
tation of the missing, different from such existing standpoints.
It makes the viewer nervous. Indeed, the animation repeated at
the beginning and ending may leave the impression of some-
what being in limbo. The animated persons simply exist on
screen without any distinctive expression or behavior. Because
of this, perhaps, we cannot take our eyes off from them. Like
brother and sister Richard and Christine, who are restored to
life for a while in the animation, the missing people suddenly
disappeared from ordinary life. Since they are still alive in the
Civil Register, no memorial service is held for them, and hence
their status is suspended in midair. As if to make this case, the
missing people repeatedly ascend as questioning beings or
the invisible.

* https://theseventhart.org/ghassan-halwani-interview-erased__ _
ascent-of-the-invisible/

(Translated by Yamamoto Kumiko)

Ascent of the Invisible [NAC] 10/12 17:10- [F3] | 10/14 14:40- [F5]
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7Y T7FiEAE | New Asian Currents

Music Laden with Politics: Anatolian Trip and The Wandering Rock

WWAESF | Yamamoto Kanako

(ZTHTEREZ A — | Writer on Asian underground music)
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[7+ kU7 - 87 ] Anatolian Trip

Fxx&50v 28] The Wandering Rock

Both films take musicians as their subjects, who speak their
politics and spiritual beliefs frankly. They could be said to pair
one another as works that loosely connect within the vast-
ness of Eurasia.

Anatolian Trip follows four members and two road crews
of the instrumental rock group Venus Music Peace Band.
They travel a region of Turkey called Anatolia, performing
shows in the streets. The live performance scenes effec-
tively employ both mic recording and mixed line recording,
making this a production that allows for musical immersion
when the band'’s performances climax. As a music film, the
proper inclusion of oldies Anatolian rock is another import-
ant element. At the time of shooting, Turkey was approach-
ing its first direct presidential election, talk of which enters
into the casual conversations of the band members. Theirs is
a land in which politics and prayer deeply encompass every-
day life. However, their music is abstract; they themselves
say that they cannot explain it. Can we read into it the band
members’ political and religious beliefs? If, despite their con-
cerns, they perform without leaning toward any side, theirs
becomes very political music. And, precisely because it is
political, it resounds passionately. Vincent Moon’s Take Away
Shows series, which follows various musicians from around
the world through their streets and has been released on
Vimeo and other sites, captures a sense of everyday life,
drawing out music’s maximum appeal. In the same way, as
we catch a glimpse of the anguish of these band members
who travel Anatolia, we are enraptured by their ensemble.

On the other hand, in the Chinese film The Wandering Rock
a musician may be the main character, but emphasis is not

placed on the music itself. This work offers an intimate por-
trait of the human soul. The main subjects are Baogiang, a
folk singer with a hoarse voice who performs under the name
“Gunmaker”, and his family. Baogiang raises a middle finger
to Tiananmen. His lyrics are obviously politically critical. The
authorities surveil him. His yearning eyes look toward a “free”
country, the United States of America. However, as we see in
the passionate Christianity of Baogiang’s mother, this film
exposes a plurality of differences in the human sensibilities
of its subjects. Is it Jesus to whom his mother prays? If, as
she gushes, the object of her veneration is a politician, she
still seems to obtain some sense of serenity. As the camera
pays attention to Baogiang, his family, and his surroundings,
it focuses on their at times seemingly heretical thoughts,
words, and deeds. The camera picks up the scattered sites
of prayer in a China in which religion was once banned;
it picks up on the oscillations of Baogiang’s heart. When
his wavering heart and sense of character are felt through
images, we seem to catch a glimpse of his true anxieties
and desires. Activism and religion, justified under specific
conditions, become two sides of the same coin in this film
that depicts them magnificently. Director Cui Zhaosong also
released Shuangjing (2015), which observes an erhu (two-
stringed Chinese instrument with a bow) player, fruit seller,
and other people in a downtown Beijing intersection; before
making The Wandering Rock he already had a methodology
for humorously depicting the relationality between human
lives and their environments.

This said, are your own political ideals and spiritual beliefs
closer to the Turkish group or toward the Chinese folk musi-
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cian and his mother? Think back on the scenes of both films;
there may be some words expressed by the characters that
you have also spoken. And, to which of their music are your

M LB Screenings

ears drawn? | want you to think about this as you are exposed
to this music laden with politics.
(Transalated by Kyle Hecht)

[7+ kY7 - 87 ] Anatolian Trip [NAC] 10/12 19:50- [F5] | 10/14 13:40- [F3]
Fx%&>50v288) The Wandering Rock [NAC] 10/11 16:40- [F3] | 10/13 19:10- [F5]
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An Encounter between New Wave Cinema and Music:

Pereira dos Santos and Jobim
AEREZ | Ishigooka Manabu

(yama-bra £ | President of “yama-bra”)
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Over the years | have followed Latin American music with a
focus on Brazilian one so much that | continuously invite Latin
American artists to Yamagata. Also fond of cinema, | look
forward to the Yamagata International Documentary Film Fes-
tival (YIDFF) every other year. If | were to choose which to see
among the films of filmmakers from various countries that the
YIDFF showcases, | would be drawn to Latin American, espe-
cially Brazilian films.

The late Nelson Pereira dos Santos (1928-2018) was a Bra-
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zilian director, closely associated with the YIDFF. In 1999 when
he served as a juror, his Barren Lives was screened (1963). In
the following year, this led to a retrospective of his films at the
Athénée Francais Cultural Center in Tokyo, with Oshima Nagisa
as the Chair of the Executive Committee. In 2001 The Masters
and the Slaves (2001) was specially invited to the YIDFF. In 2010,
the Athénée Francais Cultural Center held another retrospec-
tive of his works in corporation with the YIDFF. He is one of the
most famous Brazilian directors in Japan.



Having led “Cinema Nuvo” as a reformer of Brazilian
cinema, Pereira dos Santos chose to make a film about Antonio
Carlos Jobim (Tom Jobim, 1927-1994) in his very late year. As is
well-known, Jobim created bossa nova and became a leading
global composer in the 20th century. It seems very natural
that Pereira dos Santos, who breathed new life to the Brazil-
ian film world, chose his contemporary Jobim who brought
new currents to Brazilian music as the subject matter. Accord-
ing to Antonio Carlos Jobim: An llluminated Man by Helena
Jobim, Glauber Rocha, also a key figure of Cinema Nuvo, asked
Jobim to appear in his film (which Jobim declined); it does not
mention any direct link between Pereira dos Santos and Jobim.
However, in 2010 when Pereira dos Santos came to Japan and
gave an interview to Latina, he referred to, and eventually
released the following two-part work: The Music According to
Antonio Carlos Jobim (A Musica segundo Tom Jobim, 2012) and
The Light of Tom (Luz de Tom, 2013).

The Music According to Antonio Carlos Jobim is a film in
which he freely edits and puts together footage of famous
artists from diverse countries singing and playing Jobim’s
standard numbers, vividly depicting how his music is loved
in the world. In The Light of Tom, a biopic based on the book
cited above, each of the three women deeply involved in his
life — Helena (Jobim’s younger sister), Thereza (his first wife),
and Ana (his second wife) — tells a story of his life and cre-
ation in monolog against the backdrop of rich nature. This film,
which unfortunately became his posthumous work, will have

['bL- 3> DH] The Light of Tom

|

its Japan-premiere at the YIDFF. It is a must-see for both film
and music lovers.

Having learned about nature from his grandfather since
childhood, Jobim had awe for and a sense of unity with nature,
which became the source of creation. When he was listening
carefully in the forest, he famously said that he could hear
an already completed piece of music. Before the concept of
“ecologist” was invented, he was a born ecologist. Currently,
in Brazil, haphazard and barbaric development is widespread
and nature is being destroyed at a faster pace. We have just
heard of the sad news of Amazon rainforest wildfires. Were he
alive today, what would he think of this situation?

(Translated by Yamamoto Kumiko)

B EMScreening [hA - 23> M3 ] The Light of Tom [SI] 10/15 18:30- [S1]

THISO3RWINh AL

— [ RIER I H O &b /UMD S - /i)

Double Detachment:
Listening to the Air

BHAZ' O 71 | Perspectives Japan / £ 128 % Cinema with Us 2019

and Double Layered Town / Making a Song to Replace Our Positions

EHZEE | Tomita Katsuya

(BREIEEE | Filmmaker)
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Novelist Sakaguchi Ango later expressed the bombing of
Tokyo that directly hit himself as a “supreme destruction”; we
are “detached” from the realities of the raids that occurred
beyond morality and common sense, such as human-centric
good and evil, which support our ordinary lives; we have no
choice but to accept their irredeemableness. “Supreme” was a
word uttered from such a state. He also said, “Redemption can
only be found in such irredeemableness”.

While Sakaguchi compared the bombing of Tokyo to a
“supreme destruction”, countless documentarists who went to
the disaster-stricken district were perhaps urged by the desire
to somehow perceive it. Indeed, unaware of such desire, |
visited Fukushima twice in April and May 2011. The same desire
must have prompted the filmmakers of these two films. At that
time, however, | did not feel like filming “absolutely incredible
realities” in front of my eyes and ultimately, | could do nothing.
In Rikuzentakata after a while Komori Haruka began to roll the
camera slowly, whereas Seo Natsumi started to write stories
she had heard there.

M _EBR Screenings
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Rikuzentakata suffered extensive damage from the tsunami
in an instant. Its residents were utterly detached from ordinari-
ness. The two films try to document how they describe their
overwhelmingly out-of-ordinary and detached experiences
to preserve their memories. Out-of-ordinariness will soon
become ordinary and fade away, just as exoticism does not
endure. The films claim that there are things to be perceived
during the short period of time, and that it takes time for
people to recognize and understand what they are. However,
capitalism in the name of reconstruction does not stop and
wait; it quickly reclaims and raises the land swallowed up by
the tsunami 10 meters. Human beings can have no answer to
this; even if people who have lost everything must keep on
living, can they only hope that the hurriedly “replaced land”
will become part of their ordinary lives? Aren’t they given an
opportunity to ask the fundamental question of what human-
ity is? Seeing the films filled with such quiet anger and resent-
ment, we are doubly detached from the new town that Komori

captures in the frame. (Translated by Yamamoto Kumiko)

[ZEn%s / ZRMDS7-%4RE ) Double Layered Town/Making a Song to Replace our Positions [CU] 10/15 12:45- [M2]
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Day of the Typhoon: Kusano Natsuka’s Domains

SE&K | Togashi Shin

(RREIEEE | Filmmaker)
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Typhoon Club (dir. Somai Shinji, 1985) depicts the body’s inex-
orable impulses toward sex and life exploding all at once in
a group of rural junior high school students in the eye of a
typhoon that approaches and erupts around them. I served as
assistant director on the set, yet no matter how many times |
watch this film, | feel a prickly sense of urgency that suffocates.
Watching Kusano Natsuka’s Domains brings back memories of
this film. The main character, Aki, kills her best friend’s daugh-
ter by pushing her into a river during a typhoon. Aki, who acts
as though she’s being assaulted by some poison in the dense,
unfamiliar air of the typhoon, thinks she’s doing the right thing
at the time. What poison could do that?

The film opens with a long scene in which the police detec-
tive reads aloud to Aki the record of her statement, and then
the location switches to a large indoor space. Two women, the
actresses playing Aki and her best friend Nodoka, and a man,
playing Nodoka'’s husband, Naoto, are reading a script. We are

at the rehearsal for this movie. The actors practice their lines
in a deliberate monotone, and as they proceed through their
rehearsal, the drama transforms and deepens. They go through
several scenes like this, clarifying the events from when Aki
returns to her hometown to when she commits the crime.
What's frightening is that Aki retains her monotone through-
out. Usually, repeating a scene will naturally draw out emo-
tions and actors will start to bring intonation to their lines, but,
unlike her two co-performers, with Aki this doesn’t happen. If
anything her monotone gets more pronounced as the action
heats up in the crucial scenes. We come to see Aki as someone
deranged, devoid of normal feelings. Even more frightening is
that when Aki continues to repeat her lines in that flat mono-
tone, we start to wonder if Shibuya Asami, the actress playing
her, might not be that kind of person herself. We reach the
instant where performance is only visible the performer, and it
becomes no longer a performance. It's staggering.
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The protagonist of Typhoon Club says the reason everyone
gets corrupted is that they are not allowed the dignified death
they need in order to live a dignified life. So, he jJumps out of a
classroom window to his death for all to see. The eyes of Mikami
Yuichi, the actor who plays the boy, look extraordinary as he
contemplates humanity while chewing on a ping-pong ball.
This, too, is not a performance. In response to being compelled
to “become the character” by the location, Mikami totally
embraced the sensations of the madness of being caught up
in the ferocious wind and rain, of the ominous revelation when
the eye of the storm passes over him, and became the protag-
onist. He later said that for a while, even after filming was over,
there were times when he felt mentally unstable. | suspect the
same thing is happening to Shibuya Asami as she portrays Aki.

Perhaps that is what it really means to perform a part. Inciden-
tally, before he jumps, Mikami barricades the classroom with
desks and chairs on top of which he places an origami crane,
creating his own “domain”. The childhoods of Aki and Nodoka,
in which they built their own domains from chairs and sheets,
have such congruence.

This morning, September 9, Typhoon No. 15 hit Tokyo. In
the middle of the night, as | watched the roaring trees tossing
about in the storm from my window, | thought, there is some
place that exists in this world that is not here now. This could
be an invitation to a place where we don't care whether we are
alive or dead, and that is what “poison” and “ominous density”
mean. Terrifying, yes, but there is a kind of sweetness in that

very horror. (Translated by Thomas Kabara)
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Widespread poverty and disparity are getting more and more
serious in contemporary Japan. What underlies this is extended
non-regular labor that the government has promoted; this is
particularly noticeable admist the Employment Ice Age. It has
eventually influenced regular employees, who are in effect pro-
gressively treated like “non-regular” ones in “black companies”
where “regular employees have become extinct”.

An Ant Strikes Back (director: Tsuchiya Tokachi/Japan/2019) is
along documentary film that squarely faces and accuses such a
problem of the “black company”.

The protagonist is a 34-year-old male employee who works
for a leading moving company as a salesperson. Within the
company, justlikeanant-lion’s sand pit trap, working long hours
has become a normal condition despite performance-based
compensation. If an accident or damage occurs, the employee
will be liable for huge debt in the name of “self-accountability”.
This is a typical “black company”.

One day, the protagonist comes to know that there is an
individual affiliate union (a labor union that accepts individual
workers), of which he becomes a member to seek help. Where-
upon the company suddenly reshuffles personnel and puts him
in charge of a shredder. In parallel with labor dispute, it repeats
this or that blatant harassment or discrimination. The camera
has quietly accompanied and followed the man over some
years, who single-mindedly feeds papers through a shredder
from morning to evening, while fighting back with a help from
union members.

Ahighlight of the film is this: it helps you to minutely observe
a reality of a “black company” and the status quo of people
working there. Above all, HIKKOSHISHA Co., Ltd. makes full use
of various means of exploitation, so admirably sophisticated as
to easily deceive and cheat people without any knowledge or
consciousness of labor.

In Japan, unfortunately, there are very few occasions for
“labor education” to learn a reality of such corporate labor (at
school for instance) whereas many occasions are provided
for “career education” to master obedience to companies (at
school). There is no way of learning it until you actually step into
an “ant-lion’s sand pit trap” and gain hands-on experience. In
such a situation, this film can be excellent educational material
to know a reality of the “black company”.

This film also carefully captures the process in which the pro-
tagonist is empowered by the individual affiliate union, which
he encounters and with which he frequently communicates, to
recover his confidence and dignity and strike back. Those who

are unfamiliar with “labor union” or “labor dispute” may enter-
tain questions when they are involved in labor trouble: “What
can | do?” “What will become an issue?” “What kind of reper-
toire of solutions do | have?” The film provides a rich reference
case for such questions.

In short, this is the film’s simple message: you don’t have to
bear and endure such unreasonable practices; you can fight
against and overturn them; indeed, you can do it this way; so,
please don't take your life. There are, however, conditions that
make it a “successful case”.

What conditions? A help from your family or people around
you; a resilient self; the list cannot be exhaustive. What is
remarkable, however, is the presence of the camera that quietly
accompanies the fighting man. The camera listens to him every
time he makes a decision, whines, is at a loss, or mumbles. It is
in dialog with him and gives approval. Moreover, by showing
a captured reality to people around him, it also involves new
people and supplies both resources and fuel to his fight.

Thanks to such tangible and intangible support, the pro-
tagonist can fight through to the end without losing heart. In
this sense, it is the camera’s function that is indispensable to his
fight against the “black company”. What then is the function?
The film makes us realize it. This is where its activism lies.

(Translated by Yamamoto Kumiko)
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When my parents and | moved to the United States in the
1980s, it was the twilight years of the Cold War when President
Ronald Reagan was test-driving the original “Make America
Great Again” campaign slogan and spiking the arms race with
apocalyptic saber-rattling in the form of Strategic Defense Ini-
tiative. Later, on innumerable official forms and applications |
had to invariably checkmark a box for my racial/ethnic back-
ground, one labeled “Asian or Pacific Islander”. Even at a young
age, | thought this was a little peculiar.

My late father was a first-generation Taiwanese who grew
up under Japanese colonialism. My mother is a first-genera-
tion Japanese, whose parents migrated from Kuroshima and
Ishigaki Island, off the coast of Okinawa, to Osaka, where
they had lived most of their lives. And, although | was born in
Brazil during its period of military dictatorship, | was blissfully
unaware of the ongoing media censorship and brutal torture
and murder of dissidents, and, after | left the country at the age
of five, soon forgot to even speak Portuguese.

The census category “Asian or Pacific Islander” obviously
failed to capture any of these personal, historical experiences,
in fact flattened and erased them into bureaucratically pro-
cessed pieces of meaningless statistical information. No less
bewildering was the fact that | could hardly fathom anything
in common between my mind-bogglingly diverse fellow
Asians and Pacific Islanders and myself. But still | kept won-
dering about the significance of these two major geographic
identities being paired up with each other.

Both “Asia” and “Pacific Islands” are terms that gained cur-
rency in the age of Western imperialism. “Asia”, coined in the
fourteenth century, derives from Latin and Greek, with possi-
ble roots in the Akkadian word asu, meaning “to rise” in ref-
erence to the “land of rising sun”. And the “Pacific” in “Pacific
Islands” was so named in the sixteenth century by the Portu-
guese explorer Ferdinand Magellan who, after his transoceanic

expeditions both across the Atlantic and the Pacific, found the
latter body of water calmer in comparison. Magellan’s explora-
tion opened the Via Dolorosa to European colonization, enclo-
sure of land, destruction of indigenous traditions, erasure of
popular history and memory in the Pacific Islands.

But, as the Chamorro activist and canoe artisan Mario Borja
in the short film Magellan Doesn’t Live Here shows us in Guam,
even the all-consuming “blood and fire” of “primary accumula-
tion” (capitalist expropriation of land and exploitation of labor)
cannot wipe out grassroots attempts to recover our indige-
nous past. | stress the possessive pronoun “our” here because,
listening to Borja, a graduate of my alma mater University of
Texas and resident of San Diego, not far from where our family
lived, declare “Magellan overstayed his welcome...we're sur-
vivors, our spirit will outlive you”, | can’t help but sense our
common kinship, which has very little to do with genetics or
identity politics and everything to do with us as children of
empire: when Magellan came ashore in Guam in 1521, the Por-
tuguese colonialists were establishing their first settlements
in Brazil; 370 years later, after the Spanish and Dutch empires
dominated Taiwan, the Japanese empire colonized it in 1895
and, half a century later, occupied Guam in 1941; both Borja
and |, who are living in a so-called “postcolonial” world, were
raised in the belly of the American imperial beast.

This is the accursed kinship that the documentaries fea-
tured in "“AM/NESIA: Forgotten Islands of Oceania”, organized
under the three interrelated headings of “Lands”, “Bodies”,
and “Crossings”, bid us to search for ourselves. How have our
commons been stolen from us and what role have we played
in stealing other people’s lands through the historical cross-
ings of empires, wars, bondage and manumission, and what
are the stigmata of labor, torture, death left on our bodies and
how shall we heal these wounds bleeding this ocean of our
mankind?
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In Ciara Lacy’s Out of State, some of these questions are
posed through the struggles of two Native Hawaiian inmates,
David and Hale. Due to overcrowding in Hawaiian prisons,
theirs bodies are forced to cross the Pacific into the Arizona
desert to be incarcerated in a private prison. Descendants
of the expropriated commoners who are criminalized as a
reserve army of labor, disciplined and punished by the state
to become a mass of malleable labor-power, are living through
a cruel reality repeated innumerable times in the history of
capitalism. Here this is shown with a clearly neoliberal twist,
including the corporate privatization of the mass carceral
system and racially coded devaluation of proletarian labor.

In prison, which Malcolm X considered the university of
the working class, David and Hale’s mentor Kalani is a lifer
who teaches them to recover their indigenous roots in the
collective act of hula, an active reinvention of traditional
Hawaiian dance. While serving his sentence, Hale also takes
part in a work-furlough program working as a shuttle bus
driver for tourists. When David and Hale are discharged and
return home, the challenges they face in getting work, raising
a family, dealing with the past speak volumes to their lack of
access to the means of subsistence and alienation from an
organic community. David briefly works for a Native Hawai-
ian culture center, his paycheck deducted almost entirely by

M LB Screenings

back payment in child support, loses his job due to budget
cuts, takes drugs, becomes homeless. Hale fares better as an
employed driver, marrying a childhood girlfriend and enjoy-
ing the company of his stepdaughter and her baby. There is no
place in Hawaiian society, commercialized by the tourist indus-
try and turned into a military infrastructure by the American
empire, for an ex-con woke to his proud indigenous identity,
only for a docile proletarian with nothing to sell but his cheap
labor-power. Neither has land, material and spiritual commons
that could assure him a meaningful life beyond low-waged
jobs, petty crime, drug addiction, prison.

Unless we dissolve the insubstantial categories of “Asian”
and “Pacific Islander” and create a radical, militant class who
strugglesagainstempire and for the oceanic, earthly commons,
people such as David, Hale, and innumerable others who make
up the contemporary “wretched of the earth” in Oceania and
beyond cannot be reborn as the “commoners of the world".
The films in “AM/NESIA” help us to awaken from historical and
ideological amnesia, from what Stephen Daedalus — also an
imaginary product of another island that suffered under the
yoke of imperialism — called the “nightmare” of “history”, to
start confronting who we really are in the imperial scheme of
things and to sharpen our weapon of consciousness beyond
Daedalus’s “silence, exile, and cunning”.
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Wind chimes made of shell casings, a sepia toned desert,
and the lush greens of an island. Images throughout Nathan
Fitch’s film, Island Soldier, a documentary on Micronesians
serving in the US military, are at once crisp and remarkably
beautiful, and yet, like the stories it tells, they are also incred-
ibly heartbreaking.

Nathan, a former Peace Corps volunteer who used to be
posted in Kosrae, reached out to me over a year ago [in 2016]
as he was going into his production of the film. Initially, | had
my misgivings. Films about Micronesia tend to be skewed to
the perspective of foreigners — I've seen many films where
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we are talked about, rather than given a voice. However,
Nathan’s film is one of those rare gems that takes a subject
matter and illuminates it for the audience, with little opinion
or bias shown. Nathan’s own voice, notably, is absent from the
entire film. Rather, he allows the families, the soldiers, and the
imagery surrounding them to tell their stories.

The film begins with a soldier’s body in a coffin returned
home to Kosrae. Sapp (we are only given first names) was a
young man deployed to Afghanistan before being killed in
service. The camera follows the coffin as it is driven from the
airport to his home, where it is shaded beneath the greenery
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of trees and crowded with family members in black beneath
a tent, waiting. His body is lowered into a grave amidst the
wails of the women of his family. It was gut-wrenching from
the beginning, and hard to watch. For me, it was also familiar.
The funerals overflowing with black, the tents and the plastic
chairs against the backdrop of an island - this could have been
my family, my home.

The film not only follows Sapp’s family, as they process and
grieve for him, but also the stories of other families that are
either following a parallel path, or a path that intersects. Other
characters include Madison, a church pastor who helplessly
watches as his son, Arthur, leaves to join the military. Kilfrank, a
Kosraean sergeant from San Diego, leaving his own family and
getting ready for deployment. And Mario, Sapp’s good friend
who served alongside him, who journeys to Kosrae to meet
and come to peace with Sapp’s death.

The story seamlessly moves through these different stories,
layering crisp shots of underwater spearfishing and WWII
tanks covered in coral, soldiers packing for deployment, fanta
soda cans outside of a tank, rain on tin roofs and coconut trees,
empty gas stations with “closed” signs, towels that look like
hundred dollar bills on clothes lines, and beat boxing military
cadets.

| came into the movie wondering how Nathan would toe on
the uncertain line in sharing the story of these families - would
the result be a military recruitment video? Would it be a sharp
condemnation of the militarization of our islands?

The answer is that it’s neither. It's a sympathetic look at why
so many Micronesians join the military, and how they survive
and deal with the fallout of that experience.

To be honest, | craved a good, hard condemnation. | have
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family members and friends who have returned from the mil-
itary with severe PTSD. Our own islands have witnessed the
negative effects of militarization through the legacy of nuclear
testing, and through the continued land lease of Kwajalein
for a military base, and I've been involved in anti-militariza-
tion actions back when | was attending UH Manoa. | do have
concerns that those with less of a critical eye will only see the
benefits, the large house, the paycheck, the good aspects of
serving the military, the hero honored. But the stark reminder
of Sapp’s death hangs in the background; the family members
he left behind. And perhaps the most severe condemnation
the film gives is aimed at the veteran’s benefits, or specifically
the lack of — which, considering everything Kosrae has given,
and hasn’t been given, was even more infuriating.

This was a tough film to watch, but it was also beautiful and
tender. | was frustrated with how often | found myself crying. |
enjoyed the scenes of Kosrae, an island I've only seen through
itsairport when lisland hopped from Guam to Majuro — which
was similar and yet so different from home. | also enjoyed the
scenes that took place in Afghanistan, amongst the soldiers —
it was a window into an experience that | haven't seen, espe-
cially from the perspective of an island soldier.

Overall, I would say the film is a worthy experience to be
undertaken — mostly to witness the crisp storytelling and the
moving montage of these soldiers and their families’ expe-
riences, so different, yet so similar to our own families back
home.

* Partly modified and reprinted with permission from Ms. Jethil-Kijiner.
(Source: https://www.kathyjetnilkijiner.com/film-review-island-sol-
dier/)
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Trajectory of Kanoon as a Platform for Modern Iranian Art

23—L3WNY 72 | Shohreh Golparian
(7OF2—%— #RK | Producer, Translator)

1965 %, A ZVERDXEDDE, FHRIHIZHT B - =il
DREXENE LI [AX—r (RESLVFENEHS) | HEIERIN
%, NEEDO2ENLG Y b7 —0%EHELODREEDHRE
FARFTWZAX=2E, DT, ZIROI v ILIZhT=5 Fi#mA
IHERZERETIABALRRLTWL ZORDAIH 7L —
X =TI —1iotc, Y=L T L —HYEBERNTWE
BERETRAL—IZE, BET—T1AMBHLRE>TW, Ty
NZ-FFPORGI PI=)-FFY, TPLY—R - AZXH),. 7
) TONIL - BFXEVWST AFVEREDBIZES ZEICRS
BHIBW, AR TEEXRA IR, 753719071V EFMNIFT
W AX—VIZT7—bFrLo =L LTRAINDL, >—ILT7

24

UIL—FE o ZLFEOENI = AEER, Z LT — LT 7oL —
DIEBOLE, AX—VDEZEIGERDS, T=X—>ary BE,
EHICIFEANEERL T ST,

AX—>TORBIFIEICIE, BENBRBRESARINTL,
Y FIZIZERIMRIEE SN, BRAEOXELTAHRLDIIo1,
SER LI 74V AIE, BORZDFHEIBEAREITEZRL KAEED
ETrIvIICEEN, AX—VOREEPH O LY T —~
EESNTZ, 25 LIARX—V DIRBBZEDIEH T, INNT L _RA
YLD TMEDELIAL (1969), Py NR-FTFAORYID [V
&Y (1970) LWL ZNFTNDEBTFEa—1E (WFNbER)
IFEENT, ERETLERFaXVY)—2RKRL WL ¥



TI7AbI =L T IL—oEEMToN, AX—2T IR
(1971) ZiZ>7z, AX—VIZBEEHAHELTWTFTI—IL -7
3, BREOMHOFTARYIEMBEIOTA T 7H2RMLH T,
FTORZINER-T- [HRER] (1973) (ZFTUHRELIZBIAICH
EDE TRSRS—] (1974) IFZANTEZAN—U—12, ZDF
FOFIN—=ZH] (1974) X T#A7F] (1974) LW > T-EIRHIMR
BEOAX—VTEETS,

FTFIEES MV RREMOIRTIAX—Uh5EEN
1o BREZIT UL, MBI EEL 7 X—2a b 571y
IHIRAT ], ERWIBRERI-BEZSIE DT> —ILT7VIL—T
Hoteh 1972F, 5 LIt RFHINEB 2 EBRICHAX— %
BN, FOERTH-T-T 7Tl 7Ly ah iz (7
LEY>2ldDBIZ, 1987 EOFTFORYIMA 2] CTHREE
BFa—%2RIT), MAOBEBEEHITHLEI>—ILT 7Y
=&, ZNEREIHALI-7ILE Yy arnRiInig, hX—
YDORINNEHY 201255, ATV EMERTIOERICIL, T
FYIERIFZDE] (1984), FTARYITREBDSHI1ZEZ?]
(1987) 7 EDH X —V BN ERN AT M2 ES T 5, 2DED
hX—=lF, Py R - PFy (EEHEFRVERD 1997) PE/N
TyR-7Y-gLE e, 2000, ¥7ARTIBAR) &>k
HRDEEEE2EHLTLL,

SODILFEERRF21X05) —BERTIE, HX—VHREEL
TRBIDHD S, LD TROELIAITHDI DIEN,, TEE
2] (V777 -ovbeR YL 1972) [HB10OT—R-- 820D —
2] (FPERFI.1979), [N a— INSHIRAL (RAH1, 1985)
D5E@EH ERENDS, 1 TV IRREMO— KW R[IBHhX—2H
foEs B E LD RS, BERERRENRDIZAD,

© Kanoon
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In 1965 Kanoon (the Institute for the Intellectual Development
of Children and Young Adults) was established under the
patronage of the Empress of Iran to promote culture and art
for children and young adults. It first built a national network of
libraries and published books for children. Eventually, it grew to
provide works for children across diverse genres. At the center
of this organization was Firooz Shirvanloo who at that time run
an advertisement company, Negareh that hired young artists
who were to lead Iranian art, including Abbas Kiarostami, Amir
Naderi, Farshid Mesghali, and Ali Akbar Sadeghi; these worked
on photography, illustration, and graphic design there. When
Shirvanloo was appointed as Art Director, he invited them to
Kanoon, whose operation expanded from publishing through
animation and music to cinema under his leadership.

Kanoon provided an ideal environment for filmmaking.
It gave complete freedom to filmmakers who also had suffi-
cient financial support. Completed films, intended for chil-
dren in remote villages, were loaded together with books on
trucks and sent to Kanoon'’s libraries or local culture centers. In
Kanoon'’s Film Department Bahram Beizai's Uncle with a Mous-
tache (1969) and Abbas Kiarostami’s The Bread and Alley (1970)
were produced. Both directors made a directorial debut with
their respective (short) films. Shirvanloo also employed Nasser

Taghvai who had made short documentary films for television.
At Kanoon Taghvai directed Deliverance/Release (1971). Amir
Naderi worked with Kanoon as a photographer. He used to
exchang ideas of films with his friend Kiarostami who made
The Experience (1973) based on his screenplay. These two film-
makers conceived the story for Kiarostami’s The Traveler (1974).
Naderi himself made autobiographical films, Harmonica (1974)
and Waiting (1974) at Kanoon.

“Modern Iranian art was all born in Kanoon”, Naderi says,
“not just cinema, but also painting, photography, animation,
and graphics”. Shirvanloo also attracted leftist artists. In 1972
he was dismissed for such an anti-establishment attitude from
Kanoon. Ebrahim Furuzesh, his right hand, followed in the
footsteps of him. (Later Furuzesh made a directorial debut
with The Key (1987), written by Kiarostami). Kanoon could not
have succeeded without Shirvanloo, full of love and passion
forartand Furuzesh who sincerely inherited them. In the 1980s
after the Iranian Revolution, Kanoon films gained international
acclaim with Naderi’s The Runner (1984) and Kiarostami’s Where
is the Friend’s House? (1987). Subsequently, Kanoon produced
next-generation filmmakers, such as Majid Majidi (Children of
Heaven, 1997) and Mohammad-Ali Talebi (Willow and Wind,
2000, screenplay by Kiarostami).
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The 2019 Yamagata International Documentary Film Fes-
tival will screen five Kanoon films: in addition to Uncle with a
Moustache and Deliverance/Release mentioned earlier, it will
show Black and White (Sohrab Shahid Saless, 1972), First Case...
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Second Case (Kiarostami, 1979), Bashu, the Little Stranger (Beizai,

1985). It will provide a precious opportunity to reflect on the

trajectory of Kanoon, a great platform for modern Iranian art.
(Translated by Yamamoto Kumiko)

12 Deliverance/Release [IR] 10/11 16:40- [S1]
[55 1D —R---8 20 —R ] First Case. .. Second Case [IR] 10/12 10:30- [S1]
[N 2— IN&7BR A Bashy, the Little Stranger [IR] 10/15 10:00- [S1]
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Kamran Shirdel, Smuggler of Realism
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The sources of the sophisticated game that modern Iranian
cinema implements around the question of realism are obvi-
ously multiple. They are partly found in Persian visual and
literary culture, particularly in miniature and poetry, and this
reflexivity has been present in Iranian cinema almost since
its origins (Haji Aqa, Cinema Actor, 1934). But the subtlety and
complexity of the questions about reality and representation
that Kiarostami, Shahid Saless, Naderi and many others have
developed since the late 1960’s come also partly from Western
modernity and in particular from Italian neo-realism. This
influence was transmitted thanks to a filmmaker who found
himself playing a decisive role, despite the censorship to which
his films were systematically subjected: Kamran Shirdel.

Born in 1939 in Tehran, a young lover of the great Holly-
wood films of the time, he went to Rome in 1957 to study archi-
tecture. There he discovered the artistic and intellectual world
of the Italian capital, became a regular in the film theaters and
a regular member of Cesare Zavattini’s film club, for which he
still holds a membership card. He became friends with Pier
Paolo Pasolini and found a job dubbing in Persian of the great
Italian films of the time, including those by Fellini and Anton-
ioni. He would say, much later:

“Neo-realism and modern Italian cinema have seduced me
far beyond artistic taste or attraction to style. | come from a
bourgeois, cultivated, westernized background, but | grew
up among the workers in a small town. Cinema (American or
Iranian) as | knew it in Iran was far from this complexity. The
work of dubbing, which involves reviewing scenes many
times, was very formative. | also acquired a know-how about
sound that would become very useful for me.”

Then came Breathless:

“Godard finished opening my eyes — and probably saved

my life. It was the movie | was waiting for to do it — | mean to
perform the cinematographic act. At the time | was totally des-
perate. My country was living under a dictatorship, and | didn't
know how to situate myself, either in Iran or abroad. | thought
a lot about suicide, but in the end | preferred to enlist at the
Centro sperimentale (Rome’s film school), where | directed my
first short film, Gli Specchi, inspired by Louis Malle’s Feu follet,
precisely on the theme of suicide.”

The following year, in 1965, Shirdel returned to Iran. He
received an assignment from the Ministry of Culture, a doc-
umentary about traditional precious metalwork, The Silver
Web. And he rediscovered his own city, together with a young
Italian director who was preparing a documentary on oil: Ber-
nardo Bertolucci (who worked on what would become La Via
del petrolio). Still thanks to an official commission, he then shot
Women'’s Prison, the result of which was far from what his spon-
sors had expected. But the film was nevertheless distributed
— it would be the last one. Shirdel then launched two other
projects, one dedicated to the poorest districts of Tehran, the
other to the prostitutes’ district. One day, he found his editing
room closed; the two films were banned even before being
completed. All the material he had shot disappeared, and
Shirdel believed his work was lost forever. But in 1980 (just
after the Revolution, then), one of his former students called
him, upset; all the rushes had been found. Kamran Shirdel
went back to the editing room and could complete Tehran Is
the Capital of Iran. But if the new regime did support the rep-
resentation of poverty in the Shah’s time, the same cannot
be said for prostitution, which was not only prohibited but
banned from representation. Of the second film, Women’s
Quarter, only exists the version composed by Shirdel from
the photos by Kaveh Golestan, a montage that is magnificent,
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including in its lacunar aspect.

Banned from working, Shirdel was then summoned in 1967
by the Minister of Culture who sent him to the provinces to
make a documentary to glorify a teenager who had prevented
a serious rail accident. Upon arrival at the scene, the film-
maker realized that the story was much more complex than
what the newspapers had told. Inspired by Pirandello, Shirdel
composed The Night It Rained of multiple narratives that bring
together several points of view, combining fiction, testimonies
and documents, working on questions of truth and realism
in a film that can be considered decisive for the great medi-
tation of Iranian cinema on these issues. Immediately banned
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and resulting in his dismissal from his job at the Ministry, The
Night It Rained was nevertheless shown in 1974 thanks to a
change in policy. It garnered huge success at the Tehran Fes-
tival, where it was seen by most of the young budding film
directors of Iranian cinema before being banned again imme-
diately afterward. Kamran Shirdel’s career as a filmmaker was,
this time, definitely broken. He then created an advertising
agency, which became very successful, and occasionally called
on newcomers to do production work for him, among whom
were Abbas Kiarostami and Amir Naderi.

* This is based on an article originally published in Cahiers du cinéma,
No. 587, February 2004.
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ZDE, FBIADSTATIDEBRIZEMEA Yy E—IHEDS
NTEI, BELXDFIR, ALy REFICLICEBIALB>TL

%, [ XHWREA, XNWREA, A—FR - X=HR (VFTF=TEBDOF
&) A, Weall miss you! |

In the summer of 1991, | was invited by Mr. Suzuki Shirouyasu, a
visual artist, poet, and member of the Mekas’ Diarists of Japan,
to film Jonas Mekas’ stay in Japan. It took time to reduce the
30-hour-long footage to a 90 minutes’ video, Jonas Mekas 1991
Summer: NY, Obihiro, Yamagata, Shinjuku, Lithuania that shows
how he filmed Obihiro and Yamagata footage with his favorite
16mm Bolex for On My Way to Fujiyama, | Saw....

On appearing at the airport, Mekas greeted my VHS
camera, saying “Show and no tell”. Thus, communication
through the lens began without introduction. | wanted to film
him as unobtrusively as possible. But when he looked at the
lens of my huge VHS camera, he communicated something by
gesture, waved his hand from afar, and made a toast, following
unspoken rules. Since he got a Bolex in New York, a foreign
land at the age of 28, film had become his second language
and composed poems by camera, so he was open to dialog
through the lens.

During his stay, we heard the news of the collapse of the
Soviet Union and changes in the political situation toward
the re-independence of his homeland, Lithuania every day. At
interviews, screenings, or talk shows, he repeatedly said, “Par-
adise not yet lost”: the Lithuanians had a means to preserve
their small country, its national culture and language, and a
paradise that should never be lost in this world. Under such a
condition, what did he film in Japan?

He always had his Bolex during the journey. He pointed the
camera to things and objects around him as well as his friends;
he was almost singing and dancing with the camera’s clicking
sounds. He filmed them without even looking into the finder,
and recorded sounds with a recording machine put inside the
pocket of his jacket: rain, waterfalls, spring water, the ground,

B LM Screenings [ELILUANDETHS, bI-LHARFbHDIE -] On My Way to Fujiyama, | Saw...

and wayside plants. His strong sensibility to nature was inter-
mingled with his thoughts on his faraway hometown.

While | was familiar with the 16mm spring-wound Bolex
thanks to Master Shirouyasu, | was refreshingly surprised to
see closely Mekas’ unique shooting style, stop motion, motion
blur, and every movement in which he freely changed the
number of frames/second and adjusted the diaphragm. The
lens and film were part of his body and the act of filming was
his bodily activity through nerves. When he began to change
reels on the bonnet of a car, the metallic spring handle started
to roll and brushed against the body of the car, making hollow
sounds; | had my heart in my mouth. | very much appreciated
the fact that Mekas used, not regular negative film, but rever-
sal film, which yields a positive image on the camera original.

Though a 100ft reel can record only three minutes with
normal runtime (24 frames/second), it can contain a few days’
worth of information through fragmentary, stop-motion
filming. Upon screening, time ephemerally passes like a con-
densed blink.

During the last two days of his stay | filmed Mekas and
his friends with a Bolex a la Mekas to express my respect for
him. On the train bound for the airport he suddenly realized
that the poet Yoshimasu Gozo, who he thought was among
the companions, was absent. He hurriedly turned to my VHS
camera and childishly said, “Gozo! Gozo! | miss you”.

Later | received a video message, intended for the begin-
ning of my work, from Yoshimasu. The video shows him with a
Bolex in midwinter Obihiro. He addresses Mekas in Lithuanian,
“Mekas, Mekas, Jonas Mekas!” and adds in English, “We all miss
you!”.

(Translated by Yamamoto Kumiko)

[DS] 10/10 [YC] | 10/15 18:00- [CS]
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Magnetic Tape Cinematheques:

Chuck Norris vs Communism and The Master

Murderous Ink
(BREHEET | Film Critic)
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[Fvy2 - /) RvsHEEZE] Chuck Norris vs Communism

During World War Il, Nazi Germany’s magnetic tape tech-
nology far outpaced the Allied Forces. Germany’s largest
electronics manufacturer, AEG, had secretly developed the
Magnetophon, a device that allowed Hitler to broadcast his
speeches night and day all across the nation in high-quality
audio. After Germany’s surrender in the spring of 1945, General
Eisenhower, head of the U.S. occupation in Germany, decided
to use this remarkable device to record his own speeches

30

and spread his message to the German people. The Allied
engineers recorded Eisenhower’s speeches on the same tape
Hitler used, but they couldn’t fully erase the dictator’s voice.
Some have said that during the Radio Luxembourg broadcast,
in-between the pauses in Eisenhower’s rather flat delivery, you
could hear Hitler’s ghost-like raging howls.

The Magnetophon was sent to America, where engineers,
backed by entertainer Bing Crosby, worked on developing the



same technology, and within a few years, magnetic tape was
being used to record Crosby’s radio and TV broadcasts. Thus,
a despot’s tool of propaganda was reborn as a messenger of
entertainment.

Home video made its debut in 1974. Video tape was far
more compact than film, and watching a movie required
little more than connecting a television to a player. The major
Hollywood studios went to court, alleging that the “record”
button facilitated copyright infringement and demanding
it be removed from video machines. After a prolonged legal
battle, the courts ruled against the studios, saving the record
button and paving the way for changes in audiovisual culture
worldwide.

Chuck Norris vs Communism and The Master document how
a young generation, desperate for new audiovisual media,
encountered a mundane industrial product that opened the
door to a new world. The technology that had once recorded
a dictator’s voice now infiltrated dictatorships and brought
relief to people cowering under tyranny. The record button
made it easy to create pirated copies, and to young people
starving for cinema, it brought magical movies made in a far
away land. Chuck Norris is set in Romania under the dictator-
ship of Ceausescu, and The Master takes place in a Thailand
where the only films on the market were from Hollywood. But
the story told here must have been happening all over the
world. People were hungry to see movies they couldn’t access
and to know about unknown movies from other places. And a
250-meter long tape became the means to quench that thirst
a little.

In these films, vibrant personalities, many of whom are
still active in the world of audiovisual media, recount their
life-changing encounters with video. Chuck Norris features
appearances from Adrian Sitaru (film director), Radu Gabriel
(actor), Doru Ana (actor), and Romania’s most famous film
critic, Tudor Caranfil. In The Master, we get to see current nota-

W _EBR Screenings

[Fxv2 - /)R vs £EFEZE] Chuck Norris vs Communism [DS] 10/14 12:15- [CS]

[#»DIER ] The Master

bles of Thailand’s movie scene, such as Pen-Ek Ratanaruang
(film director), Kongdej Jaturanrasmee (film director, screen-
writer), and Songyos Sugmakanan (film director). Much like the
cinematheque did for the filmmakers of the French New Wave
in the 1950s, the underground videotape market served as a
fertile ground for nurturing a new generation of audiovisual
artists.

Has this desperation for audiovisual media disappeared
in the age of streaming and SNS? Perhaps not. Desperation
drives creativity, and when it bears fruit in the not-too-distant
future, we'll realize that new media has become a fertile cine-
matheque in its own right.

(Translated by Thomas Kabara)

I oDfER] The Master [DS] 10/14 10:15- [CS]
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Quiet Rebels: Talking About Trees
HEHBE | Inoue Furu

(7 7VAHMEEIFR | African Film Aficionado)
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Ibrahim Shaddad, Suliman Ibrahim, Eltayeb Mahdi, Manar
Al-Hilo — these are the names of filmmakers at the mercy of
Sudan'’s political situation. Not only had their films been ban-
ished from memory, they weren’t even allowed to make new
ones.

From the 1960s to the 1980s, these four young aspiring
filmmakers went abroad to various countries to study film.
After finishing their graduation projects, they returned to
Sudan eager to make film history but were quickly confronted
with harsh reality. A coup d'état in 1989 reinstituted a dictato-
rial regime. Filmmaking was outlawed, and cities were forced
to shut down their theaters one after another.

A quarter century has passed. For the Sudanese youth of
today, “movies” means pirated DVDs imported from overseas
or videos uploaded onto YouTube. They can only be viewed
on a small monitor at home or a smartphone screen. Small
wonder — most young people have never set foot in an actual
movie theater.

In Talking About Trees, we see these former movie enthu-
siasts, who travel from village to village in Sudan with a small
screen and projector stuffed in their car to hold guerilla screen-
ings at night, strive to revive a now-defunct movie theater.
Working next to a group of kids engrossed in their soccer ball,
the men refurbish the screen, repaint signs, and line up chairs.
They do it with astonishing care.
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While they steadily carry on with their efforts to reopen
the theater, they lack the most important thing: the authori-
ties show no sign of issuing them a screening license. Far from
succumbing to grief or resentment, we see them try to coolly
accept the situation. One of them quietly quotes Brecht’s
poem: “What kind of times are these, when / To talk about
trees is almost a crime / Because it implies silence about so
many horrors?” (“To Those Born Later”).

In a country ruled by a dictator reelected for a fifth term,* at
a time when it’s still illegal to even hold a camera, these men
had taken on the task of shaking the dust off an old relic called
film. Does the “talk about the trees” among them add up to a
guilty silence? No — what this movie shows us is that it is this
relentless will to keep telling stories that can turn into an intel-
lectual rebellion toward these harsh realities. Their demeanor
is too light to signify despair, too vehement to represent cow-
ardice.

As the film begins, the men are caught in a blackout and
think of a game play. Lit by small lights, with Ibrahim Shaddad
as Norma Desmond (Gloria Swanson) facing an imaginary
camera, they reenact the final scene of Sunset Boulevard in
which Desmond, clinging to her movie dreams, exits center
screen. “You don’t know how much I'm happy to be here with
you doing another film, because after this film we're going to
make another film, and another film and another film.”



To be blessed by movie dreams, to be forsaken by movie
dreams, are two sides of the same coin. These great filmmak-
ers, forced into silence for a quarter century, may count for
little in the history of cinema. But to me, their quiet rebellion,
the fact that they continue to tell stories and love their movie
dreams more than anyone even as conditions in Sudan worsen
is worthy of the utmost wonder and respect.

*In April 2019, after filming ended for this film, rising popular discon-
tent in Sudan culminated in a coup d'état by the military, thus ending
the 30-year dictatorship of Omar al-Bashir. The situation remained vol-
atile for a time, but in August a provisional government was set up, and
there is hope for a gradual transition to a civilian government.
(Translated by Thomas Kabara)
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BEHCF | Fujii Jinshi

(BREIFFZE | Film Studies)
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How we see wartime bunka eiga (culture film) must directly
relate to the question of how to evaluate the relationship
between the wartime regime and the present in Japan.
Above all, bunka eiga is not fiction film. Insofar as bunka eigas
captured “reality” under the political system of the day and
underwent public censorship (what was called bunka eiga
were only those approved by the Film Law, especially during
the war), they must be considered as a political attitude
even if some superficially refuse to get involved in politics.
We cannot see bunka eiga now without questioning such a
political attitude through the present eyes. With an aversion
to the designation of bunka eiga or kyoiku eiga (educational
film) that led to vicious memories during the war, postwar
filmmakers preferred to call their films kiroku eiga (documen-
tary film). Even the postwar focus on “kiroku (documentary)”
implied a repulsion to wartime bunka eigas.
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It is high time, some may argue, to liberate these films from
a country’s historical circumstances to appreciate them from
a global perspective. Screening bunka eigas in this broader
sense, together with representative films of the British Doc-
umentary Movement, which they took as a model, as well
as Turksib, a Soviet film, The Creative Treatment of Grierson
in Wartime Japan can be used as a springboard for such an
attempt. We can see how water poured on the dry land in
Turksib flows through the collective farm in King Vidor’s Our
Daily Bread (1934), arguably one of the most radical Holly-
wood filmsin the 1930s, to wet the facility site for “exceptional
children” in Shimizu Hiroshi’s Introspection Tower (1941), a Jap-
anese feature. Land, which is an anti-capitalistic figure, com-
monly appears not only in both the socialist system and the
fascist nation but also in America after the Great Depression.
Or at the beginning of Walter Ruttman’s Berlin: Symphony of a
Great City (1927), a train arrives at the city, embodying moder-
nity itself. Ishimoto Tokichi’s Snow Country (1939) also begins
with a train that serves as a buffer, which presents an image
of the snow country as safe wonder to the urban audience.
While the trains signify commencement in these films, in
Wang Bing'’s West of Tracks (2003), filmed much later, they end
in vainly running through the industrial area left behind in
another time, like ghosts going nowhere. Speaking of which,
Jean-Luc Godard has cited Turksib in his latest film, The Image
Book (2018). In Notre musique (2004) he himself plays the role
of a character who while showing a picture of ruins, asks the
audience where it was shot; members of the audience suc-
cessively give answers: Stalingrad, Warsaw, Beirut, Sarajevo,
and Hiroshima, none of which is correct; the correct answer
is Richmond during the Civil War. Obviously, he provocatively
questions scandalously analogous images that resonate
across different political systems and ages.



Though this type of transverse consideration can open
up possibilities of exciting discussion, free from the conven-
tional framework, it seems to table the relationship between
the wartime regime and the present, as mentioned earlier,
in the Japanese context. It appears to ambiguously resolve
uniquely Japanese difficult problems in global extension.
Ultimately, what lies at the root of the discussion so far is a
familiar argument: should we see continuity or discontinu-
ity in understanding both prewar and postwar Japan? In the
midst of international affairs that have abruptly changed in
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recent times, how long will we be bound by our past history?
This is sufficiently reasonable frustration in itself. We have
entered the new millennium and the Japanese eras have
changed twice. Still, we seem to be caught in “the postwar
era”. If this is the case, bunka eiga cannot become history, and
hence it will be unable to revive in the present. Until the day
when “the postwar era” really ends, we cannot see bunka eiga
without stultifying thought, which must continue to remain
that way.

(Translated by Yamamoto Kumiko)
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In New Chinese-Language Documentaries: Ethics, Subject and
Place (2014, co-authored with Yingjin Zhang), | identified three
historical stages of the development of the New Taiwan Doc-
umentary. The first stage, spanning from 1984 to 1990, was
dominated by activist documentary films marked by a strong
grassroots character. NTD at this stage defined itself basically
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as counter-witness and counter-memory film practice. The
Lukang Anti-DuPont Movement (1987), produced by the “Green
Team” — allegedly “the father of the New Taiwan Documen-
tary”, is an illustrative example. This documentary documents
the movement against the proposal by the transnational
DuPont company to build a titanium dioxide plant in a coastal
town in western central Taiwan. It vividly captured a growing
Taiwanese civil society at that specific historical juncture. The
documentary can be seen as a landmark in the history of Tai-
wanese ecodocumentary making in that it laid the foundation
for activist Taiwanese ecodocoumentaries. It carries a rudi-
mentary note of environmental justice — an environmental-
ism that recognizes the uneven distribution of environmental
burdens and the need for social justice.

The second stage, lasting roughly ten years in the 1990s,
witnessed the domination of the Taiwanese documentary
scene by the Full-shot School under the leadership of Wu
Yi-feng. A characteristic of the Full-Shot school is a partici-
patory documentary style that positions the filmed subject
as an interlocutor — someone on an equal footing with the
filmmaker. Instead of ‘speaking for’ the filmed subjects, the
filmmaker ‘speaks with’ them, showing respect for the filmed
subjects in the construction of the documentary’s meaning.

Interestingly, the close relationship between documen-
tary filmmaking and the empowerment of the civil society in
the 1990s was developed with the government’s assistance
in many ways. In 1995, under the aegis of the Cultural Affairs
Bureau, the Full-shot School undertook a multi-year training
program to teach interested people in rural as well as urban
areas basic documentary filmmaking skills. Noticeably, 11 out
of the 74 trainees were indigenes. This signifies an important
step in the indigenous struggle for self-representation. Direc-
tor Huang Shu-mei was a Full-Shot member before the school
was disbanded in 2006. Several of her works are included in
the “Cinema with Us” program at the 2019 YIDFF: Formosa
Dream, Disrupted, A Letter to Future Children, and Coming Home.

The 1990s also witnessed increasing institutional support
of documentary filmmaking and screening in Taiwan. In 1996,
Tainan National University of the Arts set up the first graduate
institute of documentary filmmaking and studies. Documen-
tary filmmaking training finally gained an important insti-
tutional foothold. Many young documentary filmmakers in
Taiwan have studied in or graduated from that institute. Both
Hsu Hui-ju and Tsai Yi-feng, whose works also appear on the
screening list of “Cinema with Us” program this year, gradu-



ated from TNUA. In terms of screening opportunities, Taiwan
Public Television launched “Documentary Viewpoints” — a
program devoted exclusively to documentary films, in 1999.

The appearance of Floating Islands (2000), a collection of short
pieces directed by twelve documentarians and coordinated by
Zero Chou ushered NTD into a new stage. The question of aes-
thetics surfaced and the line between documentary and fiction
was blurred. In a sense, this urge to address the aesthetic ques-
tion testified to the impact of proliferating film festivals that
were becoming important screening venues for independent
documentarians in the late 1990s. Film festivals usually have
an audience quite different from those targeted by documen-
taries produced by the Green Team or the Full-shot School.
The experimental film language of Le Moulin (dir. Huang Ya-li,
2016), an award winning documentary celebrating the dynam-
ics of transcultural flows in the France-Japan-Taiwan circuit in
the 1930s, is a good example. Taiwan International Documen-
tary Festival was set up in 1998. Wood Lin, who has been the
program director of this most important documentary festival
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in Taiwan since 2013, helps organize the Taiwanese film screen-
ings for YIDFF this year.

In addition to film festivals, the search for a wider audience
through commercial release to make the documentary indus-
try in Taiwan sustainable also forces documentary filmmakers
to pay more attention to the question of documentary aes-
thetics. Understandably, documentary films made with com-
mercial release in mind cannot overlook the importance of the
aesthetic form, for “good storytelling” is as important as, if not
more important than, “the story” itself in appealing to theater
audience. Beyond Beauty: Taiwan from Above (dir. Chi Po-lin,
2013), an ecodocumentary that claimed the highest gross for
a locally produced documentary in Taiwan, is a case in point.
As | pointed out in “Mapping Taiwanese Ecodocumentary
Landscape: Politics of Aesthetics and Environmental Ethics
in Taiwanese Ecodocumentaries” (Journal of Chinese Cinemas,
vol. 11, no.1, 2017), the debate on this popular documentary
raises important questions about the definition of ‘ecocinema’
and eco-film criticism.

[Hh+h77188F->TW3 ) Kanakanavu Await [CU] 10/12 18:30- [M2]

[EADET—RIZDWTD 12 DYIEE ] Twelve Stories about the Flood [CU] 10/13 16:15- [M2]

[ 4B13& 212 ) Out of Place [CU] 10/13 18:00- [M2]

[&7&~>7R] Formosa Dream, Disrupted [CU] 10/14 13:05- [M2]
[FEBT=BADFHRI A Letter to Future Children [CU] 10/14 16:20- [M2]

[')&%BJ Coming Home [CU] 10/14 18:45- [M2]

AL FIEHERSE R Y —h A T O Al
Genesis: The Northeast India AV Archive

$az=y-aAYY74J | Junisha Khongwir

(RE2F 71 THHIE/BREIH T | Video Studio Productions, Film Studies)

ABDEREEE, ZL (- LHPHTORZNELE, HX
FIEDRICBB LTz, 71LLDSTIIIAEBITLIZEIEWL
Z. BB DEMEFERNRFa X F) = T4 73 a>DERT
BONBITTEIZEIZEDYITRWL, FATEA LR ETHIDI>
RILEREZIITH, BERERORBEIEEINTLS, LAL
BBERDIFVDIEST, 25 LIAERABRICHRCERETEEE-
TWBDH, EWSEWTHE, TNELN, ZTOFEIZF SN
NEFICEESNIMEIIEZ VD, ZTNOHRBEDHREX
bELEFLIEERRFaXY)—ThHY, BEERNRES THB
DHENTZAS, LIch>T, CORIBEELTELELWBMELIE
IO TEEFN - REPEECERERIIT 7R
BB, WolzWEZIZHZDH?
fbDHIREFRAESN ULV D HDD, 220 LORKENEST A
YRILERERIE, ZNEETHEOXILLEHFZENIINETHH
BTHhd, ZREXb, 558, "H. GO0 HIE, 100
FLELRIN S, BEXER, HAVIIHEIZL>TAELEESIN
T&I, ZH LI FkIE, BEFMEDRFaXr T — R—LL—
Ta—, Za—X)—), RERECEERBON BEEY, &
SIC7A7IEOTICBONTEIEEDONHTHLERINTLS,
BFFELOHWORTEFEEZIHRWTE I EREDN KD %

1> RAbEERLY | Northeast India

DBV RILEREBICH->T, ABDRITICIRS XL IE S
FEELLDDEMIE, LWEPDNERDNDDH B, FM1TRIA
LOERLEHIZ, BEDEPEHRLY OBMEPGHRICEKEDE
EHETCEZBEIIZ2BEEZLDOANETETR-TETLEDT,
RICEZBOONLIN, BRALHDEERIZEHRINLS A, AT
HNREKRDERIEZBICIE, ZNODRTFSNDZEHNDBET,
ZH LB T AT LRETIERZVEIZRSRITN
£, ZNSIEHTOMBIZ, o EBWEHIZIZZANIBSGITE
SNBLTT, RIzBOFHPZOH EIHEERSL, BR7HD
ERICHTEEEE L TRE>TLES LA,

AV RIEEHREET7—N 171, 2018 F 0D, OV %HL
BISEBTAMREIER I - NILT 7 &)1 FF B R
REOFNHENSOEMNITIZEY, Vb T/ Z—XKEIX
ATATEREBARESTZANBRBET—H 1 JRIRO TR
IZDWTELAVLDBA b Nz &2 R ET 5, ZOFEER
IZRoBERZANGBEICHE, TN T OEEH S EEIRE
ETCEETEINT, RTcBIZESTINIE, KZDOHFTREY 7%
1213 TRL, BATHBOH/RIZERT, BAT-HOHURIZRUNIC
MEESNDZBEIZATHSBRVBOFERER>T-D, Z LTS
%, IWEERRF2 A9 —BREREDEEICL)BRTOMH

SPUTNIK — YIDFF Reader 2019 | 37



PEHEINDZIES, FIBIETLAABIELE>TWS,

Tnho—&, B FNMEOXELBIBOKREL, 7—
NATRIZDO T HAIEY HIZ (ZTUCI3fze 2 1E, RERT—HA
TOBRBEEELVERLTLOIOIATTVINRDHSdS X
FATHEBREORKREEDREREDEENS), 201945
10810 HOFEIZHITT-EHLIRTE>TWLS,

AV RIERERBET N1V, TAICREPEEORM %
RETHETOH TR, ZECHRELZEDKREANSH
HEHHNDODARCREOIEYFET, #HLHEDDDEIEDTESS
MBTF—NATHBIELTWS, HEDVLT - 7—hHAT (http//
neaarchive.in) [$ZNATIREL WA LS MBIZREFTSINIZT TV b

T —LEM>TWAL, HEVIEIAVTOERZERNIZH D HEH
EFREBIZHNT, FIBRBROITRTUITIERTEIELTED K
ST TWB,

T—HATHBRDIEENIKARE LTRS—A, Fafcbid, 1K
EEEHIBOSHI LRWEEELZRTFL, FHZRETLWITNT—
ALTRICRBEERNDETEY Y —%%BT LW EIELH
FEIZIBITTW B, DLW > TXH VBT LY IBENDHI R A EY
D7 ZedbdHY), AV FRARBERET—HATHIEBITER
IZHINTBSMBRART—NATI127857255 EDERFIZISE
DY) TH5,

(PREAR)

[y RIEREPREE T — DA FIEERKY
From the Northeast India AV Archive

38

The camera has always been witness to man'’s achievements
and downfall, as well as the evolving changes of landscapes
and cityscapes. In formats of celluloid to digital, tales of our
own land and history have been told and interpreted in both
documentary and fiction form. Every year, hundreds of films
are produced from our region — the northeast of India —
alone. But the crucial question has always been, will they
survive for generations to come? Many films are forgotten and
abandoned, their very existence often unknown, yet these
films are valuable documentary and historical evidence of our
society and culture. And a pertinent question that arises is,
where do we access these films, photographs and audio mate-
rial emanating from here?

Although far flung from the rest of the country, Northeast
India is rich in culture and tradition in itself, home to over 220
ethnic communities. With its varied culture, language, religion
and tradition, it has been extensively documented in photo-
graphs, audio and film for well over a hundred years. These
documentations were in the form of independent documen-
taries, home movies, newsreels, short films, commercial films,
and both professional and amateur photographs. We in the
northeast are sitting on a treasure trove of cultural historical
evidence that is slowly being lost due to the fact that most
tribes and communities have depended on oral traditions for
millennia. Now with changing lifestyles, less and less people
have time to sit and listen to stories about their ancestors and
stories of traditional myths and legends. Whatever has been
put down to paper or recorded in some form needs to be pre-
served for the sake of our future generations. If we do not take
the responsibility of archiving such material and preserving
them, they would just be sitting in one’s basement, storeroom,
or worse — in a landfill. Our children and the generations to
come would be left with no sense of their own history.

The Northeast India AV Archive began when Shillong-based
filmmaker Tarun Bhartiya and Senior Program Officer of the
Sasakawa Peace Foundation Nakamura Yui approached us in
early 2018 to discuss the possibility of the Mass Media Depart-
ment of St. Anthony’s College hosting an audio-visual public
archive. We at the college were ecstatic over the opportu-
nity and decided to run and maintain the Northeast India AV
Archive. This was not only another feather in our cap but also
a way of engaging ourselves with something that is relevant



to our society and very much needed in our region. We are
very happy to also be collaborating with the Yamagata Inter-
national Documentary Film Festival, Japan, where there will be
knowledge sharing.

A year on, the Department of Mass Media, St. Anthony’s
College, with the support of the Sasakawa Peace Foundation,
has been able to do the ground work for the audio-visual
archive (including a summit gathering for all media practi-
tioners of Meghalaya to better understand the need of an
audio-visual archive) and is all set to launch on the 10th of
October 2019.

The Northeast India AV Archive will not be just a repos-
itory of audio-visual material, but a participatory archive
where students, academicians, researchers, filmmakers —

in fact anyone — can contribute. This will be made possi-
ble through the archive’s uniquely designed web platform
(http://neaarchive.in). The public may access all material of the
archive at the archive itself at St. Anthony’s College campus in
Shillong.

As the work continues in building the Northeast India AV
archive, our goals are very clear: to preserve the rich audio-vi-
sual heritage of the north-eastern region and in due course
of time, set up an audio-visual restoration center within the
archive. With the recent commitment of support given by the
Government of Meghalaya, we are hopeful that the Northeast
India AV Archive will become a very active and participatory
public archive.
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The Great East Japan Earthquake carved vivid memories into
us. In 2014, the Yamagata International Documentary Film
Festival established the 311 Documentary Film Archive. This
initiative collects and preserves over 100 documentary films
regarding the earthquake disaster together with supplemen-
tary information; its goal is to transmit these materials to the
world. Itis an important project for preventing memories of the
earthquake disaster from fading and for passing these memo-
ries on to future generations.

Far away from Yamagata, in India, a similar initiative is under-
way. In July of this year, St. Anthony’s College in the northeast-
ern Indian state of Meghalaya joined with the Sasakawa Peace
Foundation to found the Northeast India AV Archive. This
year's YIDFF will screen 16 films from this collection that were
produced by filmmakers from inside and outside of Northeast
India: precious images that capture this region as it was almost
a half-century ago, works that document particular lifestyles
and customs, pieces that incisively cut to the hearts of problems
related to women's positions in society, among other works.

Northeast India, comprised of eight states including Assam,
a renowned black tea-producing region, and Manipur, which
has as its capital Imphal, a city famous for having been a site
of a bloody battle in the Second World War, forms a protru-
sion into an area encircled by China, Myanmar, Bangladesh,
and other nations. Approximately 46 million people live there,
close to half of whom are Hindu. There are also many Muslims
and Christians. There are over 200 ethnic groups in the region,
which abounds in cultural diversity. There are many Mongoloid
people there as well, and it warrants special mention that their
facial structures resemble those of Japanese people to a sur-
prising degree. Due to isolation from Delhi, the Indian capital,
and other domestic regions, compounded by the influence
of powerful local separatist groups, this region has lagged in
various areas of development since the independence of India
in 1947; its economic level is below the national average.

“For a long time the Northeastern Region has been
neglected. Even though its residents are also Indian, there
are many in the rest of India who do not know about the
Northeast”, remarked Sanjay Kak, the director of In the Forest

Hangs a Bridge (1999), one of the films to be screened, when |
approached him in Delhi. In the Forest Hangs a Bridge is a work
that closely follows a village in the northeastern-most state of
Arunachal Pradesh, where there is a traditional custom of annu-
ally replacing a bridge made of bamboo and sugarcane fibers
that spans 300m. In the twenty years that have passed since
the film’s production, In the Forest Hangs a Bridge has obtained
textbook status and is seen in film studies courses in universi-
ties across India. Kak states, “The countless indigenous people
of India find it difficult to acknowledge the uniqueness of their
own cultures. This film offers an opportunity for them to gain
this confidence”.

He told me of this episode. While Kak’s crew was shoot-
ing, a group that had received governmental aid had begun
building a bridge with modern materials. The bridge was com-
pleted despite protests from the indigenous population, who
put forth that the location of the bridge was wrong. A few
months later a storm struck the village and the modern bridge
was blown away. On the other hand, the bamboo bridge that
the indigenous people had erected avoided collapse. “This is
precisely the accumulation of wisdom”, Kak passionately artic-
ulated; the event displayed the local culture’s spirit. At the
same time, if these traditional bridge construction techniques
cannot be passed on to the next generation along with the
wisdom that the indigenous peoples have cultivated, they will
both be completely forgotten. In the Forest Hangs a Bridge dis-
plays the lament of a village elder over the increasing lack of
participation of young people in the bridge construction that is
the most important task of their community.

From the time of the Great East Japan Earthquake in 2011 to
present, several million new lives have been born into Japan.
They who will live the future will have no recollections of the
earthquake disaster. Archives will continue to function such
that the experiences and lessons that we received from the
earthquake disaster, as well as the memories of indigenous
peoples of Northeast India that can be said to the roots of expe-
riential knowledge in that region, can be recorded in moving
images and transmitted to subsequent generations.

(Translated by Kyle Hecht)
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Since 2015, as part of its “Yamagata and Film” program, YIDFF
has organized screenings and exhibitions that investigate
various movie theaters that once operated in Yamagata Pre-

fecture. To date, YIDFF has held an exhibition of the mimeo-
graphed fliers of the Mukaimachi Theater in Mogami Town, a
screening of work about the Tokiwa Theater in Kaminoyama,
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"“The History of Yamagata as the City of Film”,
exhibition at the Yamagata University Museum

and an exhibition of documents along with the screening of a
film regarding the Green House in Sakata. None of these movie
theaters exist today. In the particular case of the Green House,
an effort that began with recording video interviews with the
theater's related personnel and past audience members culmi-
nated in the completion of a film that went on to be screened
widely in theaters (The World's “Top” Theater, Sato Koichi, 2017).

The third installment of this initiative, “Movie Theaters in
Yamagata”, will not focus on specific movie theaters, but will
rather hold an exhibition that tracks the overall history of
movie theaters in Yamagata, the city in which this film fes-
tival is held and a cinema capital of the world recognized in
the “Film” category of the UNESCO Creative Cities Network in
2017. However, until now there have not been many oppor-
tunities to gather systematic information on what kinds of
movie theaters have existed to date and how locals accepted
the film cultures introduced to them. This year’s exhibition,
held on YIDFF’s 30th anniversary and the 130th anniversary of

B E R Exhibition

Yamagata’s incorporation as a city, faces this legacy, providing
an outline for the detailed depiction of the history of cinema in
Yamagata.

The exhibition will be held throughout the period of the
festival in the Yamagata Manabikan. It is comprised of a time-
line divided by time period, panels showcasing prominent
movie theaters, and documents like fliers and programs. Also,
aerial maps on the walls of the Manabikan display the chang-
ing landscape of movie theaters in the city, guiding attendees
through a representation of Yamagata that has never before
existed. Building on the achievements of “The History of
Yamagata as the City of Film", a special exhibition organized
in May and June of this year by the museum attached to
Yamagata University, “Movie Theaters in Yamagata” plans on
incorporating additional, newly discovered materials.

Reflecting on the history of film screenings in the city
of Yamagata, broadly speaking one can identify two flows.
The first runs through the pioneer of the city’s film indus-
try, Miyazaki Gomeisha Co., Ltd., which has long supported
Yamagata’s film culture. The second flow, citizens’ film screen-
ings, is spearheaded by the Forum Cinema Network. One must
be careful about claiming as unique to Yamagata the power
of rootedness in place and the power of citizens who, on their
own, organize screenings of films. However, at the very least,
it can be said that the convergence of these two flows is a rich
and complex element of Yamagata’s cinematic culture.

At present, there exist several handy options for appreci-
ating cinema, such as TV monitors, PCs, and smartphones. Yet
there remain many many people for whom setting foot into
a designated screening area and appreciating a work there
is a special experience. Assuming this is not simply nostalgia,
what exactly is the charm of that space we call a movie theater?
YIDFF, which continues to be a special site in which screens are
erected in various locations of the city’s downtown and into
which cinema fans from around the world set foot, may offer
a hint to the answer of this unsophisticated question. It would
bring me much joy if, at this year’s festival and at this “Movie
Theaters in Yamagata” exhibition, everyone were to discover
their own answer to what movie theaters and cinematic expe-
rience can be. (Translated by Kyle Hecht)
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Kokeshi dolls fall into roughly two categories: modern and
traditional. Modern kokeshi appeared after World War Il and
can take any shape and be made by anyone. But traditional
kokeshi originated back in the late Edo period, over 200 years
ago. The craft is handed down from master to apprentice, and
no doll can be brought to the public without an apprentice-
ship and permission from a master. There are genealogies of
kokeshi makers. Most importantly, in all of Japan, traditional
kokeshi culture remains the preserve of the six prefectures of
the Tohoku region. It is said that originally kijishi woodworkers,
whose livelihood was making bowls and trays, began produc-
ing the dolls on the side as toys for children. Before anyone
knew it, the dolls grew popular as souvenirs for visitors of
medicinal hot springs. Today, there are eleven types of tradi-
tional dolls distinguished by region and characteristics, and
Yamagata Prefecture can lay claim to three of them: the Zao,
Yamagata, and Hijiori forms. Zao and Hijiori, both hot spring-

based forms, are particularly well known internationally.

Turn its neck and it squeaks; shake it and little azuki beans
rattle in the hollow inside: kokeshi dolls embody the playful
spirit of ancient craftsmanship. Their main color scheme is ver-
million (red). Coming from the folklore that “red determines
life”, it was believed the color had the powers of yakubarai and
yakuyoke, ancient practices for keeping misfortune at bay. Jap-
anese folklore is full of examples where red is used for protec-
tion. Putting scarlet marks on children’s foreheads during festi-
vals, painting torii shrine gates in bright vermillion, and eating
red beans in rice on auspicious occasions are just a few. Back in
the days before modern medicine, raising a healthy child was
akin to a miracle. With their vermillion coloring, kokeshi dolls
were used to protect the children.

Today, kokeshi have become collector’s items, and their
popularity extends overseas. How does what was once just a
child’s toy have such wide-ranging appeal? One explanation
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lies in their simplicity. Kokeshi are just a head and torso without
any hands or feet. From a contemporary point of view, the
design may seem bizarre, but it reflects the straightened body
shape of people dressed in kimono, be they male or female.
Kokeshi represent the ultimate kimono aesthetic in doll form.
Any tradition has some aspects that must be preserved
and others that call for innovation. We cannot capriciously
change the kokeshi design that has been handed down from
generation to generation. So, it starts with faithful reproduc-
tion. From there, while respecting tradition, we can eventually

make a kokeshi that is our own design. That is innovation. And
through the paintbrush, kokeshi reveals a personality. It is not
the technique, but the artisan’s feelings and accumulated life
experience that gives the doll “flavor”, and that is something
that changes with age. Collectors may come to know a kokeshi
maker’s whole life through the dolls he or she has made.
Kokeshi is nostalgia, reminiscence itself. That is what one
collector told me. Things long forgotten, the children we once
were, such wistful memories dwell within these dolls.
(Translated by Thomas Kabara)
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Itis easy to miss, but if you take a close look at the YIDFF sched-
ule flyer this year, you will notice a UNESCO logo alongside the
film festival trademark. Yamagata City in fact became a des-
ignated member of the UNESCO Creative Cities Network on
October 31, 2017.

The flyer also informs us that YIDFF is one of the events
commemorating the 130 anniversary of Yamagata City. The
very first festival — which will celebrate its 30™ anniversary
this year — was in fact sponsored by the city to commemo-
rate its 100" anniversary. YIDFF has been a joint event since its
administration shifted to become an independent non-profit
organization (NPO) in 2007, but remains a key plank in the
town’s cultural programs today.

In financial terms, the city’s cash support for YIDFF this year
is 100 million yen, in contrast to its entire budget for Creative
City promotion programs, which is around 11 million yen. The
funds go toward new and expanded activities such as inviting
overseas filmmakers to Yamagata for artist-in-residence pro-
grams, distributing film packages about Yamagata to foreign
markets, inviting participants from Creative City Network
members to international conferences, commissioning short
films that showcase local traditional crafts, and holding events
for local citizens to discuss art and culture. Film commission
activities to solicit and support film shoots in Yamagata were
added into the mix from 2018 in an initiative that also creates
links with tourism. The city consults about collaborative
project opportunities while sharing information about its ini-
tiatives and challenges at annual Creative City Network confer-
ences and local government meetings in Japan. These events
and interactions are an effective means of raising awareness
about, and local understanding of, Creative City programs, but
also of YIDFF itself.

The first chairman of the YIDFF Organizing Committee,
Tanaka Satoshi, identified as an aim of the festival the revi-
talization of the small-to-medium-sized city into the future.
Yamagata has been sponsoring the festival with that mindset
for 30 years, well before the “creative city” concept entered the
local lexicon. When it was moving out from under municipal
administration, the festival office declared in its statement of
intent that it would “aim to help make Yamagata a healthy, cul-
tural city and promote international exchange, work to foster
a talented new generation through film, and thereby create

B £ Screenings
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a ‘city of film culture’ in Yamagata”. The perfect congruence
between the initial philosophy behind the festival and that
behind the Creative City Network was what led Yamagata to
apply to join the UNESCO group.

There are two films that record the beginnings, and major
turning point, in the history of YIDFF. A Movie Capital (1991) was
an official record of the inaugural festival and the directorial
debut of former Ogawa Productions assistant director, lizuka
Toshio, while A Movie Capital Again (2007) depicted the festi-
val office as it was moving towards independence. The latter
graphically captures the state of conflict between city officials
and festival administrators.

| was working in the film festival office at the time — with
desks right next to those of the city’s Culture Promotion Divi-
sion — and Yamagata seemed a far cry from a “movie capital”
to me then. The film was shot when we were all feeling driven
into a corner and the existence of the festival itself was under
threat. City administrators and festival staff alike were desper-
ately seeking a way forward, but were also moving in diamet-
rically opposing directions. Not only the organizations, but
individuals within them, were at cross purposes; leading to
inevitable discord. The situation was far from pleasant from
anyone’s perspective. | felt quite uncomfortable as the camera
focused almost exclusively on this increasingly messy aspect
of the event.

Twelve years have passed since the split. Far from disap-
pearing, YIDFF is only increasing in stature both at home and
abroad. It recently became a qualifying festival for the docu-
mentary feature category of the Academy Awards, and this
year’s program is brimming with highlights.

For those who would like to know more about the relation-
ship between YIDFF and Yamagata City, and to take a peek
behind the scenes of a film festival, | recommend you watch
A Movie Capital and A Movie Capital Again. Even just thinking
about the sequel pains me personally, but it does record the
difficulties inherent in public-private partnerships and arts
event management; a situation that continues even now 12
years later. It also provides us with an opportunity to recon-
sider what the focus of YIDFF, and Creative City programs more
generally, should be.

(Translated by Julianne Long)
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| met Tamura several times, but he was always silently embed-
ded among a film crew. | don’t remember ever speaking to
him one-on-one. However, | did get a sense of who Tamura
was from occasional visits to Ogawa Productions’ studios in
Ogikubo, Tokyo and their base in Magino in Yamagata Prefec-
ture’s Kaminoyama City. The buildings, the fixtures, and the
tools all felt as if they had his touch. | could see that he was a
“remodeling man”.
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In response to Ogawa Shinsuke’s statement “We make
various tools all by ourselves... meaning that the equipment
that we have must be the best in Japan. In other words, we
fix everything so that we can use it, everything from a single
switch, to the balance, to the lens”, Tamura told Yamane Sadao
with a laugh, “He spoke as if he had done all that work. It was
all me” (an interview with Ogawa Shinsuke and Tamura Masaki
by Yamane Sadao in Harvesting Film: Seeking Bliss in Docu-



mentary, revised and enlarged edition, Ota Publishing, 2012,
only in Japanese). Ogawa also declared, “Tamura only rolls
the camera during the exact instant that a person’s emotions
and expressions appear.” Tamura likewise said, “By the time
shooting begins our relationship has already developed to a
certain point.” Tamura did not only remodel objects. Using his
five senses, this quiet man would await the moment in which
his relationship with the film subjects could be remodeled. He
wouldn’t seek any sudden changes, but would rather facilitate
and involve himself in slow, interpersonal transformations. His
attitude was akin to bricolage.

Tamura Masaki’s and Aoyama Shinji's With Drunken Eyes:
Shinjuku Golden-gai 1968-98 (Asahi Shinsho, 2007, only in
Japanese) demonstrates for its readers Tamura’s keen under-
standing of his own personal transformations. “If | didn't do
something | would begin to feel uneasy, a certain restless-
ness. ...5o, | thought to myself, 'l want to work with Ogawa.’
.50, I had to become a technician," he reflected. Through the
mechanical eye of the camera he became aware of changes
in the world, at the same time that he would stare at himself
through the camera eye, seeking inner, personal omens.
"There's a big difference between seeing people through
a camera lens and simply meeting them... If the creator isn't
playing with the things properly then they will not be able
to communicate them to their audience, let alone represent
them." Influenced by cameraman Himeda Shinsaku, Tamura’s
philosophy of observation was the following, "Find something
that you like, no matter how small, and have this be the basis
of how you shoot."

“In time, the aggressive mood ends.” Regarding Narita:

Heta Village (1973), Tamura remarked, “It was very clear that
we could only shoot what was above sea level, which is to say,
what one could see. Anything beneath sea level cannot be
recorded. | feel that this is where the role of the film ends. ...
It can only be a document ...or perhaps better said, depict.
That's the way things are in the end.” Tamura’s struggle after
Heta Village was to find means to remodel cinema such that he
could better capture what lurks beneath the surface.

Tamura further sought this remodeling within documen-
tary practice in Magino Village—A Tale (1986). Graduating
from interviews, his discovery was that synchronous sound
is not real. “| became aware of what it means to make a film.”
Together with Ogawa, Tamura criticized Ise Chonosuke’s
editing at the same time that he praised his skill. Tamura said,
“Ise Chonosuke is known for his descriptive editing. He is
adept at creating rhythm, but he is not a montage editor.” He
wanted moving images to be remodeled through the collision
of one shot with another. He also speaks to the back-and-forth
between his outsourcing and work at Ogawa Productions,
saying, “Conversations at Ogawa Productions put me at ease,
or perhaps what | should say is that they became deep studies
of emotion” (Harvesting Film). While assuaging emotions in
conversations with Ogawa, he became involved in many differ-
ent works. The thirty years of the Yamagata International Doc-
umentary Film festival are a period in which Ogawa’s absence
has been deeply felt. Tamura’s late filmography speaks to how
resolutely he lived those months and years in the absence of
his master, Ogawa Shinsuke.

(Translated by Kyle Hecht)
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Editorial

In 1989 when the Tiananmen Square protests struck the
world and the Berlin Wall fell, the light of the Yamagata
International Documentary Film Festival was lit.

Under the light lit by Ogawa Shinsuke and his col-
leagues, the gazes of documentarists who attempt to
capture their truths have continuously gathered from
across the world over the past thirty years. With the
passage of time, the light has become even more pow-
erful, illuminating people on this planet who live the
moment.

In the present when both states and individuals tend
to fall into self-righteous thoughts regardless of evolving
communication tools, documentary films that try to close
in on the subjects over time provide glimmers of diver-
sity in the world through the screen and present numer-
ous points of view and questions, to ease the viewer’s
thought. Yamagata, “a movie capital” has continuously lit
the light of thinking through and with cinema for thirty
years. The YIDFF Reader hopes to play a part, modest as it
may be, in this effort.

This fourth issue of SPUTNIK wouldn’t have been
possible without the help of our contributors, who
took time out of their busy schedules to write their
submissions; our translators, whose tireless work on
tight schedules made the content accessible to a wider
audience; and our advertisers, who embraced the vision
at the heart of the festival. To everyone who made this
issue possible, | extend my deepest, most heartfelt grati-
tude. (Translated by Yamamoto Kumiko)

Okuyama Shinichiro
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