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A Town Not Yet Seen

There are no other film directors like Noda Shinkichi. Were one
to watch films like Marine Snow, Snow as Flowers, The Loneliness
of Two Long Distance Runners, and Forgotten Land without the
credits, would they even seem like works of the same director?
This is not simply the difference between the two systems of PR
film and independent cinema. Nor is this a difference between
the genres of science film, folk art documentary, experimental
film or filmic reportage on remote regions. Were we talking
about Matsumoto Toshio—author of the manifesto “On the
Methods of Avant-Garde Documentary” (Kiroku Eiga, June 1958)
and Noda's comrade in the reform movement of the Docu-
mentary Filmmakers Association—the stamp of the director’s
authorship would be unmistakable, no matter the genre. So is
Noda Shinkichi a mere craftsman exhibiting weak individuality?
While this may, in fact, be the case, it’s also off the mark because
Noda has a singularity unlike any other filmmaker.

Noda left us six written works. Half concern cinema: A Com-
plete History of Japanese Documentary Film, A Filmmaker: Film-
ographic-Autobiographical Notes and The Image: Can the Dusk
Be Called Dawn? The remaining works are two collections of
poetry and a nonfiction book: Adrift in Abyss (“Naraku tenten”),
Benighted Songs (“Angu shoka”) and Nakahara Chuya: The Bleach-
ing of My Youth. Clearly, his mentor for poetry was Nakahara
Chuya, while one could say his mentor, or even older brother
figure, for film was Kamei Fumio. Noda joined PCL studio (which
shortly became Toho) in 1937, but he had been writing poetry
since around 1930, long preceding his film career (although
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his writing was interrupted for an extended period due to his
military service). If one encounters his poetry, the experience is
astounding. There are scenes that reveal glimpses of the hellish
experience of war, where toes engage in conversation, where
ants become the beard on a queen, and where gouged out eye-
balls gaze back at the reader. Noda’s poetry possesses a tough
and surreal imagery that to some degree evokes Bufiuel. The
subject that is purportedly looking at “things” is itself trans-
formed into an object.

What of film theory and criticism? His essay on Kamei Fumio
atthe beginning of his book The Image is precious for its descrip-
tion of the first preview of Shanghai and details about Kamei’s
long-lost Song of Ina. However, one must note this collection
excluded important and timely essays about aesthetics. These
include “The Creative Treatment of Actuality” (a series published
in Kiroku Eiga between November 1958 and January 1959), “The
Unreality of Actuality” (Kiroku Eiga, May 1959), “Frustration,
Void, Stirrings” (Kiroku Eiga, October and November 1959), and
“Destruction of the Frame” (Eizo Geijutsu, June 1965). In accord
with Matsumoto Toshio, these essays advocate for a departure
from the documentary film of old, which were centered on polit-
ical exegesis (in other words, “messages” and “concepts”).

If | were to single out one film as a turning point in Noda
Shinkichi’s career, it would have to be his 1958 film Forgotten
Land. It describes the harsh reality of a region that can only
survive by attracting the nuclear power industry. With its por-
trayal of the rugged environment where turbulent sea meets
land, it is a masterpiece inviting comparison to Flaherty's Man
of Aran. It marks Noda'’s first step towards a new approach
to documentary that tries to manifest the object as a subject
through the gaze of the artist. Noda'’s close friend Matsumoto
Toshio immediately published a review of the film (Eiga Hihyo,
August 1958), where he argued, “Stripping away the stereotyp-
ical veil covering the surface of his subject, and breaking down
that which cannot be reconciled with concept or consciousness
into objects and actions, Noda presents a method that turns
the discoveries of actuality in a medium for the fulsome recon-
struction of reality.” Matsumoto argued that this approach suc-
ceeded in some scenes while falling short in others. Noda can-
didly acknowledged Matsumoto'’s observations in a November
response in the same journal: (I hope to) “overcome this in my
next work through self-examination and criticism.” And in a dia-
logue published in the January issue of the same journal, the
two filmmakers affirmed their commitment to the movement
to revolutionize film, innovating through work after work. Has
there ever been such an impactful reception to criticism in the
history of Japanese cinema?

After this, Noda’s filmmaking was an exercise in subjec-
tifying “things"—Marine Snow’s montage of plankton and
sea that plays with scale, the attempt to make his own poetry
echo in images of Nagasaki in A Town Not Yet Seen. A reversal
occurs where the filmmaker’s weak individuality brings out the
strength of his objects. Perhaps Noda Shinkichi’s works deep-
ened Matsumoto’s film theory (or shall we say Matsumoto and
Noda’s theory?), even more so than Matsumoto’s own films with
their overemphasis on technique.

(Translated by Markus Nornes)
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GAMA is set in Okinawa, which has been represented, consumed
and discussed as the landscape. Would it be possible even now
to create a different image of Okinawa to which the landscape
of the sea and the sky has been repeatedly ascribed? Instead of
Okinawa as the landscape, this film entitled GAMA depicts only
a proper place and history as time accumulated there. Exclud-
ing hyperboles, ironies, sarcasms and wits, Oda Kaori’s consis-
tent style as a filmmaker who never tries something unusual has
resulted from both dignified graciousness and her strong will
to retain the transient and the ephemeral as images. Such an
auteurist style of hers is deeply inscribed in GAMA.

Natural caves called “gamas” are the place which harbored
and saved inhabitants during the Battle of Okinawa, but where,
at the same time, many lives were lost. Matsunaga Mitsuo who
appears in the film conveys most briefly the ambivalence of
the gamas through his storytelling. Speaking of both Chibichiri
Gama where 83 people took their own lives and Simuku Gama
in which 1,000 people survived, Matsunaga emphasizes that
courage with which to discuss the war is the first step towards
peace and tells us never to forget it for the rest of our lives. As
we listen to his voice speaking of the Battle of Okinawa from
inside the gama or through it, we meet another person, no, to
be precise, we meet the woman again who was standing with
her back to us at the opening of a gama when the film began.
Moving through time and space freely, this woman suddenly
appears or disappears in the screen. She inhabits not in the
gamas but in GAMA the film. Emerging from between the shots,
she connects the past with the present, the inside of the gama
with the outside.

GAMA evokes, through the woman in blue, Yamashiro
Chikako, artist and filmmaker who has thematised the memo-
ries of the Battle of Okinawa and their succession. Gamas and
women make two films about the Battle resonate each other. A
girl accompanied by a group of women who leads us from the
beach to a gama in A Woman of the Butcher Shop directed by
Yamashiro (presented in the 2017 YIDFF) looks like being reborn
as the woman in GAMA; red in the former shows a striking con-
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trast with blue in the latter. Differences between the two films
in which gamas play an important role bring Oda’s specificity
as a filmmaker into sharp relief. Limestone caves and stalactites
in A Woman of the Butcher Shop, a photo series The Body of Con-
donement and other works by Yamashiro eloquently bespeak
the human body’s materiality and voluptuousness. Having been
eaten up by men in front of the butcher shop, the girl is resur-
rected, multiplies and joins the women from the past. Female
bodies are reproduced in the body of a gama.

A gama or limestone cave was formed by water gradually
dissolving and eroding the uplifted limestone made of accumu-
lated remnants of sea animals, leaving cavities that grow over
time. It sometimes has a striking visual similarity with the human
body. But the caves which Oda depicts in GAMA are never per-
sonified. The image of stalactites inserted occasionally totally
lacks human texture. By carefully distancing itself from emotion,
GAMA reminds us of another connection between the gama and
the human body. In the scene of collecting remains of the war
dead, the woman in blue touches a bone left on the sieve with
her hand. The bone, which she touches, attests to life at once
lived and lost. When Matsunaga says, “Remains have human
rights,” the white bone returns from the past to the present
as the body, i.e., as a resurrected human being. When human
remains collecting is shown as the act of calling back the bodies
and lives of those killed in the gamas with Matsunaga’s matter-
of-factly storytelling, we find Okinawa not as the landscape but
as the place and time witnessing the Battle of Okinawa.

(Translated by Yamamoto Kumiko)
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— This film takes the form of a one-year audiovisual diary start-
ing in the spring of 2020. Have you shot this kind of diary-style film
before, either continuously or intermittently?

No, this is my first time doing it. In the past, | would point my
camera at things that were distant from me, the things I didn’t
know or that were unknown. So, | didn’t shoot anything close
to me, like my own family or daily life. But as | kept on shoot-
ing, | realized a child was something | didn't really know, and
raising kids and being in a pandemic were the unknown, and
| figured these things were no different from what | had been
filming before. It started out as a record of my surroundings, but
it gradually turned into something more cinematic, and it was a
joy to capture from a distance the things that were close.

— Tell me about the filming and production process.

There were two stages to finishing the film. The first stage
started in April 2020 and lasted 12 months where every day
I'd edit the day’s footage while the family was asleep at night,
and I'd add it on to the previous days’ work; and on the last day
of each month, I'd send five-minute clips with no soundtrack
to my friends as a sort of status report. The second stage was
a period of re-editing where after a year or so of reviewing all
the footage, it occurred to me I'd have to remove a large chunk,



BRBIZRATZBNERIBEDL I BE5DFEDT A LY MR E %>
TWE125BTY, 3720k 1 FIZERHBEEWTIRTOMRES
RiRLIzEZA, BREIZT Z7-DIZI3ZNSH 1 RO KA ZHE
Lislrhidasizunebhnrt), BORELT /1B TY,
—BELEDTHFBI N IENTBREVWSHIREZITET ., RE
TEHIATEREINZEIEHNETH,

BHAZRZDOD DA OHEWBHOREFEETIIEHREZRESZ
EMTERLDT, HIE ZNUIILTWAEWSTZFERTY 3y hED
BRUWTWISEBWEL, BIDY 3y bRD> 3y MERUAD K
37, LY ENHRToEBMOTUIKEIBRBEREVZIELWTLELID,
ZHUFETHRENRIEET, b S>ThLLbohrbLn
FPA. ZOBRDFEETIILEERELTUERFZ ANBEZZY, B
BREBINT2REBERZLEL, BREBICARESZLTLE
WDTETHALY MREATEHLY ., HEHBYRICIETY Y
RhZvoztEl L7,
—FRCATDLOIBXENE/O—FTESN, 2D —V %
D TVET, TNODEEIFBRERICEEZEH LD, HBWLIE
REDTETEZAHIN/ODTLLI D, REILHITONIZEEIZD
WTEBEIELTIZEN,

BREPICRELIZEE, ZORBEEZEVLWTT KiREFIZR D
WIEDMmADHY ET, BEHNMKRE ERBHETIIRBEVD
MIZLEAoHRELEL, IWHKIVIEE L TR 2B FRE LD
HEZTWET,

—BARMNIZIFERENELAD, AMEOERICIFIOF AL KEE
Toh>TWBERBWET, BEBICE>TIDIEMIFEDLIRHLDTL
=,

BHBRE LIS LROIZEoDTE, HHEERO [OOSR
HLAEWT, BEE I FEBICERNTELER->THIa—
I TWBAIEAIN? | EVWSELAIFTLTZ, Covid-19120
ATCUILHTOFECHRICREEARN T EESZ, ZORBREDNIDH
B2HDRHKITIEDNAXZEHAITTEREHE I ELTW, £
[EMOHOETWDDS NG, ESITARZERWVET, ZDLD
BRIRR T CRICERZEDTEZMRE ZZDMIZHY FEATLT,

kA—=)LfrFEa— 2023F 98, MEF=pHMKEKX (BELHFT/IL
FERFaxXH)=T4NLTATF)—)

FZznudeich < 3R] Radiance

[727F K738 New Asian Currents]

7H0ct.7 15:10- [F3] | 8 HOct.8 10:00- [F5]
(TGAMAJ & B | Screened together with GAMA)

maybe an hour or so, to make it into a film.

— | get the impression that structurally this is a very well put
together film, including the soundtrack. What things did you pay
attention to when editing?

In the daily editing process, it wasn’t possible to get a sense of

what the whole film would look like because | didn’t know what
| was going to shoot the next day, so | was connecting shots that
had some kind of similarity here or there. In a way, it felt like
the previous shot was inviting the next shot in a sort of contin-
uous game of shiritori [word-link]. It was a very sense-oriented
process, you could even say it was kind of lark. In the later stages
of editing, | got a view of the whole picture and restructured the
film, reordering and adding footage. Since | wasn't recording
sound while shooting, my first draft was silent, but | created a
soundtrack in a single day on the final day for submission.
— The overall tone is shaped by a monologue where passages
seemingly from a letter or a diary are being read aloud. Were these
words written down at the time of shooting, or were they thought up
during the editing process? Tell me about the words associated with
this work.

It was both: some of it was something | sensed while shoot-
ing, and some of it came to me afterwards while editing. I've
never considered the audio a slave to the visual; rather, they
have a mutually independent relationship while still influencing
each other but in a way that’s more expansive than convergent.
— Although never mentioned explicitly, | think coronavirus looms
large in the background of this film. As a director, what have the last
three years been like for you?

The impetus for deciding to shoot something every day
came from a musician who once asked, “What kind of musician
does nothing during coronavirus and expects to be able to
play music normally again when it’s over?” Besides Covid-19, |
was raising a child for the first time, and so | had a lot of confu-
sion and anxiety; as a result, | pointed my camera only at things
with vitality and light as a way to compensate for my mental
health, or, then again, maybe | was just trying to distract myself.
| couldn’t have made films any other way under these circum-
stances. (Translated by Thomas Kabara)

* Interview conducted by Narita Yuta (Film History / Yamagata Docu-
mentary Film Library) via email in September 2023
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It's said that India is not a country but a continent. I've always
found it difficult to speak about some event in the context of the
whole of India or to apply the whole of India to some event, but
after watching Payal Kapadia’s A Night of Knowing Nothing and
Nausheen Khan's Land of My Dreams, | continue to be amazed at
how, for a period of time starting from the end of 2019, people
were able to truly resonate with each other across space.

Both films use the same video clip. It's footage from a secu-
rity camera at Jamia Millia Islamia University on December 15,
2019 showing security officials raiding the university and stu-
dents fleeing after being blocked from escaping. When the
video was shared on the Internet, it was students who were the
first to respond, with a ring of solidarity spreading around the
country.

Two days before this incident, parliament approved the Citi-
zenship Amendment Act (CAA). The law grants Indian citizenship
to Hindu, Sikh, Buddhist, Jain, Zoroastrian, and Christian refu-
gees who entered India from Afghanistan, Bangladesh, and Paki-
stan before December 31, 2014; but it does not include Muslims.
In August of the same year, nearly 1.9 million people who didn’t
meet registration requirements faced the threat of losing their
citizenship when the National Register of Citizens (NRC) was
announced in the northeastern Indian state of Assam. Half of
them were reportedly Muslims. On December 13, demonstra-
tions broke out mostly by students protesting this move, which
undermined the foundation of a nation claiming to be secular.

Land of My Dreams begins with a scene from this very protest.
Nausheen Khan, a student at Jamia Millia Islamia University in
New Delhi, was raised by education-minded parents and taught
at a school with almost no other Muslims and had no friends
of the same faith. India has an estimated 200 million Muslims,
but they are a social minority, many of them poor, with limited
access to good education.

The story of A Night of Knowing Nothing is told by L, a female
studentata film school (the Film and Television Institute of India)
in Pune, Maharashtra. L is a lower-caste Hindu who falls in love

[#&H\ B DE ] Land of My Dreams
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with a man from another caste (considered taboo and poten-
tially lethal in India) but goes through a pointless estrangement.
She tries to focus on making films, but with the school under
the influence of a Hindu supremacist political party, her school-
mates sense their freedom of expression being threatened and
decide to go on strike. L enthusiastically joins in and sees the
world in a new way.

In India, it's easy to identify a person'’s origins by his or her
name. A name like Khan is obviously Muslim, but L’s real name
is unrevealed, and coming from a lower caste, she wouldn't
have volunteered it. The two of them experience the influence
of politics on their university, which is supposed to guaran-
tee academic freedom, as they live within a twisted structure
where merely revealing your name causes distress. Neverthe-
less, instead of blaming society, they realize they too have been
absorbed into this structure and are living unconsciously within
it, and they too have internalized a sense of intolerance.

Midway through Land of My Dreams, Muslim women begin
a sit-in at Shaheen Bagh Square, not far from the university.
They are not protesting for themselves. It's for the sake of their
future daughters that these women gather quietly but in large
numbers, speaking with each other, supporting each other. This
elegant, sublime, and nonviolent solidarity transcends faith and
origins and reaches the souls of people across India.

Islamophobia is accelerating in India under the current gov-
ernment. | can’t help but feel regret for those who've lost their
lives to the injustices of this world through lynchings, rapes, and
suicides. If we want to make a difference in an intolerant world,
we must not despair, but instead continue to speak out. And we
must continue to listen to the voices of others. Just as Nausheen
Khan, L, and the women of Shaheen Bagh did. That’s where it
starts. Victory to the revolution.

(Translated by Thomas Kabara)

At the Borderlands Between Dream and Reality:
A Lost Heart and Other Dreams of Beirut and Night Walk

EIMFE | Yuki Hidetake

(BREHEET | Film Critic)
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In Maya Abdul-Malak’s A Lost Heart and Other Dreams of Beirut,
three voices speak of the dead and missing against a backdrop
of seemingly ordinary scenes of Beirut life. Audible in these
voices are echoes of Beirut’s history, from that of armed conflicts
including the most recent Lebanon War to the underlying reli-
gious strife and economic conditions fueling them.

Casual scenes of everyday life are juxtaposed against blood-
soaked memories that lie dormant within the city’s inhabitants,
but what is truly important is that the narrative content depicts
something like dreams that transcend the logic of reality. The
dead rail angrily against those still alive. One narrator turnsinto a
dog and begins howling in rage. We can infer, of course, which of
the events at the heart of these dreams happened in real life, just
as to a certain extent we can tell which definitely didn’t happen.
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[RAIL—bDEbNIDEE | ALost Heart and Other Dreams of Beirut

But at the boundary between these two extremes remains a
space altogether more ambiguous, one simultaneously perceiv-
able both as a nightmarish reality and a realistic dream.

In such moments, the contrast between the voiceovers
narrating dreams of a distorted reality and the images of the
real world suddenly becomes ambiguous. In one sequence
set against a woman'’s voiceover, the camera follows men and
women from behind as they walk along the coast, switching
between the backs of their heads each time a new person enters
the frame, until the last woman stops with her profile to camera
and faces out to sea. Given the highly intricate camerawork, it's
unlikely the scene was filmed spontaneously. This isn't meant as
a slight on the artifice of the direction, but rather to point out
that the scenes that appear taken from everyday life have also
been “constructed” from reality, just like the voiceovers narrated
as dreams.

It's interesting that the director describes the filmed
sequences as being the “reverse shot” of the voices we hear. The
contents of the voiceovers exist outside of the visual frame, of
course, just as the on-screen imagery lies beyond the frame of
the narrated dreams. And yet both supposedly happen in the
same place—were the director to point the camera in the oppo-
site direction, one is to assume, there they would be. Scenes of
everyday life thus drift across the border between dream and
reality.

Having no firsthand experience of the horrors of war, | can’t
pretend to relate personally to the tales of loss and the merging
of dream and reality evidenced in the relationship between
voices and images in the film. But in my own way, | did recog-
nize in them the faint echo of a sensation with which we have
all become familiar throughout these past years of pandemic-
fueled lockdowns: a feeling of uncertainty, that reality and
dreams might not be as distinct as we tend to think. Speaking
personally, at least, | can only recall that time through tenuous
memories that seem neither quite dream nor reality, even
though it was only three years ago. | cant think of any scientific
data or logical explanation that would be capable of connecting
the way things are now to how they were back then.

Sohn Koo-yong’s Night Walk is another work that makes us
recall that time as if it were a dream. | don’t know if the director
shot the images used in the film during lockdown or not. But
there’s something about them—their greyish-blue tint, the way
human presence is perceivable only as flickering lights in the
night, the absence of sound—that resembles the way nights
used to look during lockdown, that shared experience to which
so many around the world can relate.



BREDHIEIE->TVWIDIEERE LS, BICRZA2b0DEY %, B
IZRZBWERAODHE->TLBEDHE, LHL, BbA, FUAD
BHRC, BETHIFEAERVWZOEREZROOHEITTWSE, ZA
RARERTTROREENVDICEBRAICK DD ENS, BHEREEEE
DEIZ, RBABWEBSTW DI RRI TS, ZIUHBbDITE
WwWTwa (REVWSAIFEBIEEZS LD, BLhBLEEDORIZE
BROBEFALIH S, ZORABELRABNELDNRNEDIZEDE)
XL DIDRBEILTTVWBDDESICTZABA TS,

BEDEECEENOFZIMEELIERIZZDLIBHDRDONS
L, HOEXFENMNIZIICH o1, BBEREHSP, Hhhk
PELEETNT IZWBIZHIZ, ZIHBRIHEZRDHIZ, FAtfzD
ERIZBERDERES],

[RAIIL—bDEKbT=IEE ] A Lost Heart and Other Dreams of Beirut
[7>7F K75 % New Asian Currents]

7H0Oct.7 10:10- [F3] | 98 Oct.9 14:30- [F5]

(A HI-LEDER] EFFHR |

Screened together with Encounters on an Uncertain Spring)

[F4 & 2+ —21 Night Walk |77 5% 75 3% New Asian Currents]
7H0ct.7 18:50- [F5] | 8 HOct.8 17:20- [F3]

mLBICR5ZE
[FRy keI b Fr472 ) LBIRRDMERE
Looking Sideways at

At times, superimposed against a backdrop of images minus
people—in which the only things moving are cats or vegetation
or the reflection of light on the water’s surface—are poems red-
olent of scenery from days long past, and drawings that seem
as if they might be of the places evoked in the poems, or then
again perhaps not. Initially, the drawings and poems give the
impression of having been positioned in the darker portions of
the screen so as to surround the brighter parts of the image, as
though in imitation of the outline of the night views on display.
Aninvisible imagination standing in for the missing periphery of
what can be seen. But to keep looking at it—at this silent world
where there’s no color but blue, and hardly even any move-
ment—is to become aware of just how blurry the line separat-
ing visible and invisible really is. In the spaces between light and
darkness, you begin to see things that you could have sworn
weren’t there. Something is stirring (“All the stones are trying
to move, wriggling and squirming...”). A palette of nothing but
blue is comprised of an infinity of different gradations. It even
starts to feel as if the barely perceptible movements themselves
are making faint sounds.

Perhaps this is what learning from history and past memories
is always like. So as not to forget the fear, the foolishness, the
small kindnesses we feel certain existed—so as to learn some-
thing from them—we traverse the border between reality and
dreams at night. (Translated by Adam Sutherland)

Alors, la Chine?/ What About China?/ Howatto abauto Chaina?

V=7 /—=2R

(RREIFFZE | Film Studies)

Markus Nornes
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A core concern of Trinh T. Minh-ha'’s has always been the matter
of translation, so let’s consider her film’s title in Japanese: 7=k~
v e FINT k- FvAF?" This is actually a transliteration and not
a translation, the transliteration of which would be “Howatto
abauto Chaina?” What would this mean to Japanese, even if
their English was competent? The English actually has a semi-
otic density filled with promised meanings depending on the
context and the reader. Perhaps this led the Japanese translator
to throw up their hands in despair and resort to straight con-
version to the script reserved for loan words—thinning out the
title’s productivity while marking the film as resolutely foreign.
It's a pity, since Trinh borrows her title from an essay by
Roland Barthes entitled, “Alors, la Chine?” (translated as “Tld.
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FEIE?” by Yoshimura Kazuaki; so perhaps the Japanese film
title should really be “Dewa, Chugoku wa?"). Barthes published
this in Le Monde weeks after a journey to China with a Tel Quel
delegation in 1974. It was a search for a real revolution, a cultural
revolution after the disappointments of May '68. We know from
this essay and his published diaries that he found China dull and
dreary—except for the cuisine, calligraphy and the children (the
only anarchism he could find). He was repelled by Party’s stulti-
fying ideological template and its endless iteration across their
tour. He wrote, “China offers very little to be read aside from its
political Text. That Text is everywhere: no area is exempt from it.”

Barthes found no inspiration in China, as he most certainly
did on his trips to Japan in 1966 and 1967. This comes out in the
lackluster prose of the diary, except for a May 3 note about the
Europeans he met, who exhibited two tendencies. Either they
strove to speak from the inside and see China as Chinese, or they
continued to see China from the point of view of the West. He
concluded, “These two gazes are, for me, wrong. The right gaze
is a sideways gaze."

Curiously, Trinh herself brought a translation of Barthes’
“Alors, la Chine?” to English in “She, the Inappropriate/d Other,” a
special issue of Discourse she edited in 1986. What About China?
is a fitting tribute to Barthes, as the film is not only in dialogue
with Barthes, but it embodies his “sideways glance.” Trinh’s film
eschews binaries structurally and aesthetically, starting with
center/periphery. Like all her films and writings, it is an open
text with many inviting points of entry. Quite unlike the round,
fortress-like Tulou with their single entrances, everyone will find
their own way into this film. Mine was the moment she intones,
“Time is river. What if the ancient is not past? And the modern,
neither present nor futuristic?” This is not a search for authen-
ticity on the rural periphery or equating village life with some
archaic, timeless, fixed reality. It is, rather, a braiding of tempo-
ralities where the violent logic of Barthes’ political Text meets
the durability of other times, aesthetics, ways of living—ways of
Being.
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Its Heritage and Future

WA—HF A=y ZILARY | Louisa Rose Mackleston

(FREEE | Filmmaker)

HI-LOBE 7Ty K7+ —RIZ19HCICF THEENRIRENE E
IZEEN. 2009 F(ZIFHFRMD IR IMBEANERHICFEESN
FLice 1V SV Rz A I =0 v —INDHRDITIF-TH, %
BBRAVEDNBSLTHATHI150%BR2E BN EINDZDHE
&, BEEDEDL, MREBEEZEDEAL LA, EBEOHE) —X(1E,
1888 FITILA - L - TIVRIZK->TE EHIOBREN D HNIzED
ALLTHHONTWET, 7Iv K7+ —RIZDWTIE, FERIED
RERBIRECTLEDFIERER>TWBIEH YD, BALWEE
BaHEZ ATV EZOMIB TEAETMIIRBRBEOEY F/-5
PERUSHEIZ Y I —EFEBRLTHEWBEWS A, EblfL
Z—UBRHHESABTLLD,

TIyR7+—RAOTIREME LTI ENSDIE, ILFELLE-Z
DM TEERAS—IARBEROBHEMHENI HY . LEPEREH
HY), REBEEEOROME LTRAZ100FEU EOEEE LD
2717 NI THRROEZERENED, ZORARIZEZHDT
¥, SEITEASXBRE] £WS R¥axXrs) —DfETILFE 2N
12E&H, ZTIZHBHD, FoEY TN oy MERIIIT TR T
DAVTARYTYMERICLDXBOF 2 E LERZZOIEN, @
HETELONEBWIEME>TWAIEIZRINENELT,

FL RTFVREBDORF X5 — TMRELDO MBS 14,
ZDESBEREDRIETA TR T Y MRREFED RSNz
ESLLWEFIDVEDTY, ZONRETIE, HIRIARS LTIREE D
(BABDOEME, Z L TENDALDIZERHPHEESNESDOLH
WEBZBLDTHANH, VNI MMz THERIMMNMTWET, 7
Sy RT7x—RDI5 LIzXXbld, ZOHIBOREERI-HAE-T
X —ROD VNI EWERZADDFYEITEWEA LI %
FRELIEEBHINBBIMEE-BDNT E LTHIR FIZIB D570
IZEBIZEIBATWEDE, HYDEXITRTHDRDTT, FED
RELEROEETICEDY DD, BOIE EIfo /=%y - T —
RLR - 74ILLXR | TERFIEDA Y TaRY T MeREZ DL S
HIzLELTH, 7Y R7x—ROEDbENSE>TVWE LD %
IZHISLHBEIT TR, D LizbDEAB L TEIDEERX
{LEB TR LTUNISEDBEVWEIH T, RIERDFEEADZETT
EZDBRIZHLNDEANTVWET,

BRIATIE, 1TEDH20HMDEWVATZEDIHTDIRE DI
—RICRYEARDSTETE 7OV /N REFRI—T IR
TA—R VT TAINLA—=H—=X - FrLrI | bhi-LOEH
T THRE->TWET, SMEBLELABHEFNENTTTEIER%E
HRTDHIWN, OT4N=JIZblLIzbDRETSE KR —> |
TOLEMEFRELUNIOE, TORBEIRERE 75y R7+—
ReTALFT74R] T, TATIEIS LI ERIFIZLWIET
137K, BREWER/-BDIERBN OGS RBELTUUNEIEIE4H
ERZAR=ZADNZIH LIIZHBDTT, (PREAR)

&5 < BRI ] The Power of Film Against the Landscape

Bradford, my hometown, became the world’s first UNESCO City
of Film in 2009 and has a rich Cinema heritage dating back to the
1800s. Nestled in the heart of West Yorkshire, England, Bradford
is home to a diverse population, with over 150 languages
spoken in the city, a vibrant history, and a thriving film industry.
The first-ever film was made in the neighbouring city of Leeds,
by Louis Le Prince in 1888. Bradford is particularly unique as it
not only hosts big-budget feature film & television productions
but also has a flourishing network of independent filmmakers
creating award-winning content in the region.

Bradford is a popular location for filming due to its unique
and diverse landscape, like Yamagata, including vast, green
countryside, hills and moorland, and industrial Victorian archi-
tecture reminiscent of its part in history as the capital of the
UK textile industry over 100 years ago. When visiting Yamagata
to make my documentary, The Power of Film Against the Land-
scape—From Yamagata to Bradford, | found incredible similari-
ties in what the cities had to offer and how they not only support
big-budget productions but also local, independent filmmakers.

A great example of independent filmmaking at its finest is
Kim Hopkins's documentary: A Bunch of Amateurs. This piece
encapsulates the love local filmmakers have for the art, and how
it transcends age and background. This culture reflects that of
filmmakers across the district, and how they support and cham-
pion each other, working together to put Bradford on the map
as a hub of talented and passionate creatives. As a filmmaker
who has worked on both big-budget productions and inde-
pendently through my production company, Northern Fortress
Films, I am not only enthusiastic about celebrating what Brad-
ford has to offer, but also about giving back and nurturing the
next generation of talent, in the hope that they will grow and
sustain the valuable culture we have created.

Most recently, | have created a project called “We're Rolling!
Bradford Young Filmmakers Challenge,” where we have been
working with young people aged 11-20 to support them in cre-
ating their first film. Bradford Film Office organised these films
being screened on our “big screen” in City park, to showcase the
effort and work participants had put into creating their films.
Screenings like these are not uncommon across the city, with
various organisations and spaces hosting a platform for film-
makers to showcase their work.

TES <BE] (31 | The Power of Film Against the Landscape
—From Yamagata to Bradford and more [ B2o5H2 A& B 285
View People View Cities] 7 H Oct.7 10:00-/13:00- [Q1]2-B
IEREE D HE7-5] A Bunch of Amateurs

[Double Shadows/ —E D5 3] 8 HOct.8 18:30- [YE]
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And Just Where is Yamagata Sake Headed?

BEAAEB | Kumagai Taro

(RS LI BARKEEH MK EFPIELa Jomon/EE |
President, La Jomon KK; Owner, La Jomon Junmai Sake Boutique)

NUEALEFEETISOSEZERTHAR—! | ELWOHBILE
BICHEWZ2023F, IWC (g —F2afll-D4> - FrLrd) T
ZEFvrEF oYt THBPR | SAR, hoBFER +H[
K] Z2BTEANEESALH L0 ILF, 2016 FICIIHRBEDHIE
WRRIGHUFE | I ESN (RBEAOREIIANH ), WWFILE
EHICRBOHBEFREL>TULET,

ILWSEDMREZEESIZIE, T RIERMtry—&K - B
EREDEFEELREIZIITEEHA, BITEORREZBAIZTRL,
NBEEETEHEOLE NI EMER | AFERENIDIZ1987 FED
2t FHOOBBRTHEEEMAERXELEL., ZLTHEY TR
FETRABRDSEEENES Vo TcAE b ABRDHZIZHNS D
BIohTWEd, 2EICERITHTOAMBRICORIMLELT,
CEICHDERDIGE, 7712&] EBLCEB>TWNEBEEDEN
BuHEInET, 25 LBIcRzontc, XS 3RIToMfiEeE
DEWEBREEIZY, IWBEDOEKRLEDOWARTT,

ZARWWEBIZHDARER A HY T, BEOHELTT, BD
BRAMUUZW B 572 IZR 2 TWBDTIFRWTLE SN ? LB
BlE, KERBVLWTHEWSY, BYAH>TAyFILTWSE
WSZE, ZDRABEIZRITZESVAHY ET, KhOAENTIT
B{THEETINIEITBRTWSBEET, AT HS
MOZZBEICLEKOMELETERANDZIENTEET, BEICH, O
NTRNIT)  AADESNITHKRBFELH > TV, Ho LTS
AZNZENIMEEZEIETEILWL, ZLTRAFOEREE LY,
RETE > EBBERLEETLYRLIz>TLW, IWEBEEZH-EH
HICEBERFEEELTELATIELLWERWET, ELVDDITT, I
BEISTRRIExEIEZS ! Z LTHERA
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The Sake of Yamagata: Mount Zao’s Blessing and more
(5% Bo%2 A% B D83 View People View Cities]
7H0ct.7 10:00- [Q1]2-B
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WL 3EEDE LR G Lic [FERKISEE 375 ), IWEOGEHT
= [FEARBE DCWEST, ILFEORE [DOLIE] LEBITED,
Three Yamagata City stocks of pure rice wines blended by
Kumagai Taro into Junmai Daiginjo Nanuka sake. Enjoy yours
with a local specialty, Noshiume dried plum, in a Yamagatan
classic sake cup from Hirashimizuyaki Ware.

“Yamagata received the most gold prizes from the Annual Japan
Sake Awards!” a bright story that simmered up 2023. Our local
Dewazakura Sake Brewery twice brewed Champion Sake for the
IWC (International Wine Challenge), and the famous Juyondai by
Takagi Sake Brewery is also Yamagatan. Featured in a selection
of local sake, “Gl Yamagata” (our first time nominated at the pre-
fectural level), we have fermented in the public eye, to ourselves
and others, as a sake lovers’ haven.

To speak to the prosperity of Yamagata sake, there is no one
better than Koseki Toshihiko, former Director of the Yamagata
Research Institute of Technology. Energetically facilitating
exchange between our breweries, Mr. Koseki led the Yamagata
Kenjokai, which studies the industry and was founded in 1987.
Several times per year lectures on technologies are shared, with
overnight trips in which late into the evening attendees would
drink and discuss sake in a delightful and still regular event.
There, we have trained new generations of brewers, outstep-
ping the rest of Japan. “What sake needs is love, love itself,”
Mr. Koseki has impressed me with the passion with which he
would speak such words. Supported by such a love, our heritage
of study and high standard of information sharing is a key ingre-
dient to Yamagata sake.

Of course, some elements of our brew lack. The standard-
ization of sake quality is one. Do the tastes of the sakes seem
similar, differing only slightly? A trait of Yamagata sake is thor-
ough cleaning of rice before use, so it is full of aroma, yet carries
a smooth sensation. So there is a certain loss of uniqueness on
that point. No matter how good the tuna may be, one gets bored
of eating it at a sushi restaurant. That there are various kinds of
sushi is what allows the enjoyment to go on. Sake should also
have modest flavors, various textures, like the many types of
ingredients used in sushi: kohada gizzard shad, hamaguri clams,
and squid. | wish for our many breweries to truly polish their sig-
nature brands. So, for the customers, there shall be no need for
set drinking styles: one can heat their sake or blend with soda.
I think it is time to stretch our limits a little bit, to have fun. May
Yamagata sake achieve what Edo did with sushi! The world over!

(Translated by Kyle Hecht)



