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Records of Voices: For Cinema with Us 2023
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Twelve years have passed since the Great East Japan Earthquake.
This year's “Cinema with Us” presents three films, including an
old film. What is common to all is the theme of voices.

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

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

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

Talking about lives once vibrant in their hometown thought-
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[xAdEL ] The Sound of Waves

[£%128% Cinema with Us 2023] 6 B Oct.6 19:30- [F3]

[2E —EEI358% « =% Tsushima: Fukushima Speaks Part 2
[£%12%% Cinema with Us 2023] 8 H Oct.8 12:05- [CS]

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

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

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

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

(Translated by Yamamoto Kumiko)
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A Record of Records over 100 Years: Men with Movie Cameras
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Men with Movie Cameras

—Shooting the Great Kanto Earthquake

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

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

Although the crew could not directly interview the three
cameramen themselves or victims of the earthquake, it could
collect episodes about the cameramen that barely remain
among their children or grandchildren. It also sought a film
specialist’s assistance to shed light on some facts. Interestingly,
accounts of these people who are farther away from the earth-
quake or the three cameramen bring a proof of records into
relief. In the film Tanaka Masaru, historian of natural disasters
analyses which paths Iwaoka Tatsumi took for shooting over two
days. Iwaoka himself has left no testimony. When Tanaka rear-
ranges shots not in order of editing but in order of filming, that
is, according to the route Iwaoka took, his precise path begins
to appear on the map. This brings into the surface an unlettered
proof that Iwaoka was really walking to film the earthquake. The
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crew also interviewed relatives of those filmed. Following the
name of Kawahata Kiku written on the wall to confirm her safety,
they met Kawahata Seiko, Kiku’s granddaughter and her family.
In the scene of their encounter, the Kawahata family mutters,
“Only for a second” after seeing the archive film. | don’t know
why, but the fact that Men with Movie Cameras has recorded their
mumble is itself impressive. Lasting only a second, the shot in
the archive film shows neither Kiku’s face nor her figure, but only
the letters on the wall. Had it not been for this written record,
the crew could not have met the Kawahata family or witnessed
the moment together with them, which | find quite mysterious.
| want to listen to what records have brought to us although or
rather because it cannot be heard directly nor is it in the archive
film.

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

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

(Translated by Yamamoto Kumiko)

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

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

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

(Translated by Kyle Hecht)
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Quiet Rage, Secret Creation:
The Visit and a Secret Garden

AP ERF | Nakanishi Kanako
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The blurred image of something is reflected through the frosted
glass. A figure is seen through the slightly open door. Faint
household noises resound in a silent space with a cat meowing.
After a while a woman with gray hair appears sitting by the
window with her mouth tightly closed. This film which begins
with these shots dispassionately shows the life of an old woman
while maintaining a certain distance. The old woman, Isabel
Santaléis said to have been a painter. In the 1950s through 1970s
her works were exhibited not only in Spain but also abroad and
received critical acclaim. But she suddenly disappeared from
center stage and most of her works were (probably) lost. She is
forgotten by Art History—her past career is told by her house-
keeper, a daughter of her cousin and Antonio Lépez Garcia (who
starred in Victor Erice’s Dream of Light, 1992), one of the few con-
temporary painters who knew her in those days. Isabel Santalé
is the aunt of Irene M. Borrego whose first feature-length film is
The Visit and a Secret Garden.



PHH5T, BRMKRFADPSEEEL, ERDEZUT (25D
Khn, EELSLENON—KLZDZS LIBEDREN,
REUR, BROE, Z L TUREN2 8D HRVAEROBIR, 7>
h=-ORX (EZML - TYEEE TRILXODBEE] (1992) DE
AR I2&BEBEBELTHSEIND, ZDIHRIL - > yOlE,
KEPRFERERSTAL—F - M- RLIDHIEIHT-3,

ESIIBONI-ZUEIRARET, ELWIEKTIEZ7ZI=ZRM - R
FaAVY)—DREIZHHEVZDZDE LNBRWD, RIRFICEEIL
DLEEBIZIDEZA5, ARDIESIZELZAT, SIETRY—RagsHt
TRELTWAY Y YO0BREORFIEENBYAEN T &H
31092 —TCIRIGE] LEBEENPERLTVWSEESY, EBE,
YU yODBEDEHHNDEISMISNDZEIHL, FERNRE
BAENEIELRBL, FRICERSTERIMREINTLES LWLEE
[FBASEN-EE T, RENDZDIFESBIZHLRZZZDE, HBHL
[FEBEA SN TWRIA R D EILHY 1S, BEHTOFEELL, 2
ZATUTREDBWADEF T THERINDERIEIZH, ZOBEERLD
=T, JMBIAIHBENRAALENERSE, AFrake—TEE
HICEE TN EDS, ZOBRLEFEF TIIRAELAF AN
N, IAZEFSHEBOZELHEICM-TENS, EBORLIL,
TUENDT—T1RALELTOBELDIE S %#ETHE DY 701K
HBERL, REERRAIELTLS,

BFICEY, HryOr 0% R 1—LDOKRERETKRED
DEBMM IS ZABWEERITHTZRLTIT L, HryOneid)
TBUWETIELS, F##RICBZTEEIC, FlOERICNERSNI-L
BIELEEENERONDTED, BOR)EVDSENTV LN ZD
&, BoyOnrh > TRELIZ7T—T4A LT, ZEELTEZS
ZEDREE, WLIZDO LA DT RRK M - RiEREEE LSBT,
AZVTDTIZAMILTEMBITIRDOAILT - A Y1 lE, EE
EIFBENICZ AR T 2B MNBREY THo1o, LIERLI
YU IOE WS TEBROIONIESR %, REIZOREED D, ©
DI=HIZAEIE, BEDFMIIIRTITRIZEEDEERD S, O
ENDT—TF 4 RN THY ZME LTOBREIIEMIZILE EASELD
ELTW3,

PHATHYYOIRRLIEBEDFIDIMEANERL, ZOT )T
TIEWEL, BOEYDEMEBVTESPHRHSHELZDEIEN K
IHENTWBDE, Y2 7Fa7VDE3%, WhIEREZD [BED
BE) I3, EERRRERTHASE, 1o LTAHEEFRT L4
WODIFTEIFELTHY, FEDLIIZHRZ S, (ALY EW
SDIFEELPHRLD | EFEIZE>TW Y YONENBNES
Na, BMIRY DD, OZOHIZEIELDDIFR0E) DD
ZZIlZWha,

[Eh/. BEDEE The Visit and a Secret Garden
[1>5—F>aF)L - 3>RF 13 3> International Competition]
6HOct.6 15:05- [YC] | 8HOct.8 13:25- [CL]

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

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

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

21)R7277F | Chris Fujiwara

(RREIHLET | Film Critic)

1965, [ —MRICABINBERDLVEWVEBD DS RED
1=DT Ty 74 —LELT, 7IVADAIT—ILT [ EERE | &L
S ZOBREIRARIFRINI, BIENAERICRNENRBERED R Z
HFEO DO DLHIRCEZELBRMREIERIZBEDZEBOENMFTRHED
1cABTEDTEIZZDMRERIL, 1984 FIZBIEDITHYN TH
TUNERERCINDET, ZORERFEOHT (hy—OV THERRE
SN 5 ERBIZERC BEOREIRITONT,

A=) — - YTIZLBIOEHRMENL, 2EDAT—HITER
THERINTWA, YRBDOTOT 57— PMRE L RANDFHRUERA
v a—3d, BREARELIBREMLOIIZE)FLLARL,
TNEBDZODNONULETROERIZRICI BRI REICBEI NG,
[EERE] OH-HHIBERFICWBDDISRRE (L, [FRE S
NEZBSTEICBEELBROBENAVWEREEHL>TELT. £
DIREHNDA0ENRST-SHOBRBERAKRE L TLSEMELRE
BOLDTHAENPAIZ, W2Z5ZDMREEBDH TS, UTIEZ
DEBOTANRIZANTH S,

s BELRHZLDLLZDIHEHBNLBZWTHAI R TIILE—RE
eV, ZHEFEOHREEEFICTIRENHBHIL,

- BURRISESNRE Z 2D RE Rl E RENRBUAREDH
TEEIELDIL,

c INSHBREIRPBECESNCERED R THLMOBRBERE
EZAMELTESR MBI RITNIER SN E,

s FESLU LB EROERZH > TR BB THED
BmEHIE,

s BREBIZFTEYAL T Ty b7+ —LELTEY FHBICT LTREIZE
ICbDEFEERICTREANICRYDH B L,

MR Screening

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

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

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

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

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

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

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

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




YIAYDILREESA

Yamane Sadao at Yamagata
ZHERM | Yasui Yoshio

(¥ F BB E R EEE R | Director, Kobe Planet Film Archive)

YIDFF 1995
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Yamane Sadao and | went back a long way. | first met him in 1975
when | invited him as a guest to the Kato Tai film marathon in
Osaka which featured ten films by the director. At the YIDFF, too,
he helped me out with many programs in which | was involved.
He was absent at the first YIDFF in 1989. But in the following 1990
he was invited to the Torino Film Festival in Italy together with
Ogawa Shinsuke with whom he became good friends. Before
going to Torino, Ogawa asked me about Yamane. | remember
answering him, “Yamane is the most reliable film critic in Japan.”

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

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

—
Hzl:ny{wf'?unk?ﬂﬂ
WH e

s EENUALE Ty e

TyoT YAV A58

— [#hT-BEREE  Z2HX LT —
AR 2 DHA M o o — S R,
R DIE T —ANR—A,

e I E S

B5H]- 1,072 H - ARG - 47 7 a2 [ - fE A
ISBN 978-4-385-15903-4
Bl EAH47,300M (A4443,000/5 +Fi10%)

‘é\ ks T102-8371 RR#BFREXBAT 5-7-2
— TEL 03-3230-9411 FAX03-3230-9569

LR 55 < it FH 75 Hl

[ENTRE T — 4 7 :y(
E(EWER ) ;(T

THA B EE R F I ] %2 <> T

Ry = 7‘3‘4&3%)’(’355'1’”




PLNIFENEE B E1E, BOFEIAZYT DR/ ERRREZRIZ—
FEISHBOINI-DEEIZ, TmWAAF Lo &572, "I /IZ4T7<RD,
INEBPRICILREADIEZALDT, THAT—EHERATES
MEBEFRRTIL EBFRAIEFRBATNLS,

HARFaAAVZ)—BREDERIEDL NOARRI T 7% F)E]
DIREERD SFADRBRICIBY LW, 93 EMUREIE, BBELE
BEBI-BIZKDBY VRIS VLERBTHIEIIRY, ZORAE%IUR

IZBREV LTz, 93 FIFMAB R, BRI, EBE, 95F(T
IVGHRIEA, B—%, BHRE. ILAE X, 97 FIIHRIRES, FL
BE— £ TREXE, WVTNLEENRESENYT, E%D
FEATHEDAGLUBEALDWERWE BoTz, ZOBBIANZS
R 722001 F B HSCRFE |, 2005F TEARICEZZENSTE
TO, BEBI-BIZEB =0 DHTH, ILIRSADIHARFEMTZEN
ZFNOBREEN~ADBWES|IEHLTHS -T2,

RRESR AR S, FAld EBRTICLL, RBERIFEI>THRE . BT
WBILIRSA LS IBRKIZEAERL, BEHHEZDIELDE, E
MEDERDEERGIZ>72, 91 EOMBEIRTIE, JVRIBFAIEE
BO— Ao HBREE L, NREBE [SEDES | TEREDLS
IZBRERDINTWDON, HIRIZES, 5BEEE [EH0TIE
AEA] OFEBIZSRIIZEFIADZROIET, b MEHRFE
IETCHH27, BREEIFBRERARNAVLS P EHSWTIEN
IFRLnEIICb Bbnich, Zhwzh, FIFES I IREEICTE
SNTWBERFEo7z, RIS S FEORER THOEES - THER—
EELLTIZDES | TORLEHLENEF T, THREELRTIL
ERITELULRSALDREEARELENTW ., 25 LICBREZ—
BLAaNS, ADETEY L2702 7h, BEATULRLDILIE
1WA, SEEEVTOWSREIT TEDLEARBEZIES —BDL 5%k
KL TELI -, ZABRBULEEEDIZ, VIAYDOR A, IWIR
HEIAZIZIBISETLRL,

JBEC
ZOWREAVMEBELL DS —EICHEBLZINTER T v o THA
F—HAR—EEEADNRLE VW, TERICEZZEWVNSTE] DAY
AZEHARSAIZKETHA V07D, ILIREADEETERLL
1D JRBICE>TLE> T, CEBESHIT 5,

YIDFF 1997

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

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

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

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

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

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

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

(Translated by Yamamoto Kumiko)

Okuyama Shinichiro (SPUTNIK)

Special thanks to: Onuma Takashi (General Manager of Yamagata
Nanokamachi Washington Hotel) and Kato Shinichi (Food and Bever-
age Manager of Yamagata Nanokamachi Washington Hotel)
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