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Living with Irrevocability: What Should We Have Done?

REEF 1% | 1zuno Chita

(RREIFAFZE | Film Studies)
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Many people have enormous private archives of family movies.
Images of the past will be brought to life when you turn the
pages of your family aloum and replay your home videos. They
serve to retain memories, prompt a conversation about your
good old days and function as the support on which you will
weave your collective family narrative in which the meanings of
irrevocable events are turned towards a desired direction (“we
did our best”) as much as possible. But what if your narrative
turns out to be wrong? Director Fujino Tomoaki tried to resist his
parents’ narrative, which closed in on “we did our best,” through
the disturbing home videos he filmed over 20 years.

The house is a firmly closed space. Fujino’s parents, both of
whom were medical doctors and researchers, refused to consult
a psychiatrist for their daughter who showed schizophrenic
symptoms while a student and confined her at home over a
number of years. Although Fujino was suspicious about their
decision from the very beginning, he had to leave home full
of problems without being able to do anything. It was in 2001
that he returned to his parents’ place with a camera and began
filming his family periodically. 18 years passed at that point since
the day when his sister developed schizophrenic symptoms. His
father looks gentle whereas his mother appears a little strong.
His sister behaves strangely. They go out together and talk over
ameal. Such ordinary daily scenes of theirs, created through the
cumulative time they spent alone with themselves, make me feel
intensely uncomfortable. Excluded from their life, only Fujino
with an outsider’s eyes is aware of their abnormality. The dis-
tance between the camera and the object makes Fujino further
removed from his family and yet his voice uttered from behind
the camera unmistakably keeps him as a part of this family. What
can he do from this ambivalent distance? Having failed to inter-
vene, he can only keep recording his family who is falling apart
year after year as they get older while asking himself, “What can |
do?” All he can do is to store images which project the present at
once objectively and cruelly just like evidence, in order to con-
front what his parents’ subjective narrative has failed to capture,
discarded or tried not to look at. Self-documentarians often
attempt to (re-)construct a narrative which will give meaning to
their own or family problems into which they force their way,
equipped with images. But Fujino cannot give meaning to his
images. Nor can he present a new narrative. Only the irrevocable
present accumulates.

In 2008 his parents’ solid narrative began to come apart



fiofe ®ILTRFaXVZ)—d BMEELNVEIAIZLTEERR
ROBREIZMNTAY  ZZIZASHDBEKREEZ2YEY (B) BE
L&D ETRERIEAD, EHEFIIRBRICEERESEXSZENTE
W, FILLWIEBERRTAIENTERL, BUVIRLODHRLR
ELRTHNEBEELTWV,

MFEDOBRERYENFAVEAE, BEOREVLADR>THH
ABGAEEZZIIONDLSITR>T=DIL2008 FEDIET, TDEE
MRIETTIZ8OmMEMA ., MIL50m%, BEEFIZ42mICARAIELT
W, RAVEA R LI-BMEE LIz, HrEBo7in 2021
FIIRETZETOM. BFIEREMEHHILIENTKL, HEH
RTNARZEFL, RIED [IELW | R—LETAEEY)RZ> ET
2DDESIEBFEEAEND, THIRBVRKRODZADTICELTE
BRYBEIEINDLII, IThEL, REHFPRYVIZI2 =T —>3
YHTEDESNIR TN R EBT LIZIZ0H7R 13 EFE DRI,
WHAABRTSETO7 EROBRICERTERINIZEL, EAZRRIC
ERBYLTHLEREEEBRISNBVEVDAIENYIZ, BU):RLD
DHREE, BREBRDIIONBD 21D TD TESTHIELLD
M2 EVSENEVWDETHERICOEEE W, EIRL TS, &
IZEHFINTLELIRRIE, THTEIEHECTER/NLREEY TR
BIBIEHEFSHRN, CORBERR—LETHIEZIEIT TS,

= EDEE

— T RyE— A=Y Z20—7]

Realm of Influence: Beppie and Herman Slobbe
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and his sister came to be hospitalized as he desired. At that
time his parents were over 80 years old, his sister 50 and Fujino
was turning 42. After his mother with dementia died, he took
his father and sister to many places, celebrated their birthdays
and the Christmas, and filmed them as if to retrieve his “correct”
familial videos until his sister died of cancer in 2021. He thereby
tried to leave a happy narrative for their not-so-distant deaths.
His sister to whom expression returned could once again com-
municate with her father. She spent 13 years peacefully with
him. The images from these 13 years are, however, overwhelm-
ingly shorter than those of 7 years in which she was eventually
hospitalized—as if to say that the past cannot be rewritten no
matter how often you repaint it. Both irrevocability and the
question of what | can do to which Fujino could find no answer
back then are constantly following him and keep coming back
to him. Realities recorded as an image permit neither oblivion
nor sense-making with a self-complacent narrative. So does this
cruel home video tell us.

(Translaed by Yamamoto Kumiko)
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In 1965 Johan van der Keuken completed a documentary film
on Beppie, a ten-year old girl living in Amsterdam. Beppie goes
ding-dong ditch with her not so good friends and sometimes
turns over a scrapped car in a vacant lot. According to van der
Keuken, such energetic presence of hers seemed to shine on the
canal near his place.

The innocent figure of Beppie in the film is exceptionally
attractive. She is just radiant; she wants to see many films at the
Christmas party and if there is a chance, she wants five or six
movies in one night. But as we go on watching the film, we are
made aware of her somewhat detached gaze. At times the ten-
year old girl who looks like Zazie in the métro is singing a times
table song loudly and at other times she is laughing, saying
“Your soul goes to heaven, or to Shell, to the gas station!” After
she kissed a boy, she says, “I don't think I'm going to stay with
Hennie forever.” She doesn’t mind selling a ring given to her and
is busy counting money in her possession. These scenes show
her realistic side.

After a series of scenes on Beppie's daily life, the director
places his interviews with her parents at the end. Her father
says smilingly, “I think life is fantastic!” as he is talking about his
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hobby which is motorbikes. Her mother, on the other hand, says
angrily holding a baby, “People with money look down on you.”
As if to emphasize the contrast between them, van der Keuken
uses a nonchalant background music for his interview with her
father. This will make spectators understand convincingly that
Beppie’s soul is constantly influenced by not only her will but
also the environmental and social structure that surrounds her.

Van der Keuken shot another film a year after Beppie. The
protagonist, 14-year-old Herman Slobbe is born blind. Herman
says he underwent eye surgeries as a child and that even now
pressure behind the eyes gives him horrible headache. He is at
the mercy of ordeals that have come to him unintendedly.

Herman however refuses to surrender to such cruelties. He is
at once funny and strong in front of the camera. “The not-blind
have their playthings...their distractions. We don’t.” Though he
is melancholic, he creates his own playthings. In a car heading to
a boy scout camp, for example, he enumerates as many diseases
as possible in a loud voice while clapping hands: “Cancer...pleu-
ritis...typhus!”

This play may be “no attitude” as Herman'’s mother would
say. If | were his parent, | would scold at him. At the same time,
however, | can’t help but to recognize the reality that Herman
confronts. A visually impaired old man tells Herman that they
could have been wiped out in the Hitler era. This is not a folk tale;
forin 1966 when the film was made, James Meredith was shot as
he was marching for freedom and the US attacked Hanoi. How
could one lead a quiet life under such circumstances?

That is why Herman gets more and more fierce. He leans
forward as he sings a Louis Armstrong song or he goes extremely
high on a Ferris Wheel sitting on the exposed bench. He records
“Radio Haarlem” which collects only the best music numbers
and calls out to his listeners very loudly with making his hair
stand on end—"It's a number by the Merseys. Fabulous!” The
biggest surprise is however an auto-racing on a holiday. Sitting
on the grass clasping his knees, Herman takes in the roars of
motor cars which are driving on the circuit at breakneck speed
and intensely reproduces to the mic the frenzy which he has
heard with his ears.

| can't stop getting emotional about the way Herman
is because he unconsciously extends the time worth living
through seriousness with which he desperately attempts to
convey what he finds truly beautiful, although he is extremely
pessimistic about getting older. While he is constantly influ-
enced by his innate condition and society, he nevertheless tries
to breath to his heart’s content.

(Translated by Yamamoto Kumiko)
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— [ would like to ask about "hibi” AUG, which resembles "hibi” 13
full moons, which screened at the 2005 festival. That was shot over a
year in 2004, each day having a shot roughly 15 seconds in length...
| set a goal to make a film over many months and years,
deciding to record every August. At the beginning, | was very
aware of the film that | had made over 12 months in 2004, so
| was set on filming 12 years of Augusts, but with the Corona
disaster another year was added, the film finally finished in the
15th year of 2022. Like in “hibi” 13 full moons, | would coordinate
my shoots off-tandem with the movements of the moon, con-
necting 15 seconds per day, yet this differs in that | have added
music and monologue to make it a little more accessible to audi-
ences. Shooting daily at a given interval, | was bent on capturing
the unexpected. More than recording the reality of my routine, |
wished for the filmic rules.
— limagine that your approach of cording everyday scenes has its
roots in diary films, yet feel strongly that this work was tied to the side
of rules.

| think it can be said that diaries have to base themselves in

some kind of rules, but perhaps it could be the case that cin-
eastes who have made personal films in the diary film approach
are not very aware of rules. Beginning in the 1990s, | have made
cinema with video cameras rather than on film, and since enter-
ing the digital age, we can record without time limit, managing
footage by computer. This is the age that we are in, so there
must be some kind of rules as a base for practice. In the early
2000s, | would create media that use computers for automatic
editing, which were in a sense rule-based, but the first film that
I shot according to strict rules applied to myself was “hibi” 13 full
moons.
— In the film we frequently see unexplained shifts in space, one day
in Ogaki, Gifu, next in downtown Shibuya, for instance, and | found
it very interesting how such unrelated spaces clash as a core of your
montage.

Well, if | shot this yesterday, what should | shoot today? |
thought things through from the previous cut. An extremely dif-
ferent place results in tremendously strong montage, so | would
make such connections, or conversely return to the same place
as the day before to shoot from the same camera position. | shot
daily through trial and error.

— So you are orchestrating. All the more, this seems like a personal
film of a cineaste. In any case, your 15-second shots show the real
world, and | am curious, what, if anything, does this on-camera
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reality mean for you?

For me, the real world is, well the more you look at it the more
uncertain it becomes, a world with elements that cannot be
captured. Human vision is ambiguous, and this uncertainty poi-
gnantly pierces. The environs | shot with my camera may not be
the most unsettling, yet they were chosen to put their existence
into question. Like the cinema audiences of the Lumiere broth-
ers, said to have been shocked upon first seeing as background
motif trees and shrubs swaying in the wind, how can contempo-
rary audiences be awed? Such | thought while filming, connect-
ing cuts to make a movie.

(Translated by Kyle Hecht)

* Interview conducted by Murayama Kyoichiro (Film Critic) via Zoom
in August 2023
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Theo Montoya had set out to direct a feature-length B-movie
based in Medellin. As the deceased increase in number without
enough graves, the unburied become ghosts and linger in a
world governed by violence and drugs. The living even come
to desire ghosts as sexual partners. This new sexuality begins to
change the instincts of youths, whom the state and the church
label “Spectrophiliacs,” deploying hunters as their executioners.

Almost half the audiovisual track is invested in the story of a
work of illusory fiction, “Anhell69.” Wide landscapes of Medellin,
its cityscape, youngsters enjoying the night, creatures that
resemble zombies or aliens. Footage from past films (according
to the end credits, works like those of director Victor Gaviria,
who appears in the film we see) are effectively referenced, us
seemingly fooled by the mirage that a work called “Anhell69”
truly existed.

The city, presented as dystopian imaginary, along with the
city, real, long-governed by anti-state guerillas and drug cartels,
overlap, as do the Spectrophiliacs placed in contemporary
Colombian society as stand-ins for queer outcasts. From the
start this is a trans audiovisual undertaking, meaning boundar-
ies and gender are non. Two Medellins, living and dead, images
intersecting, fantasy as metaphor for actuality. Something of
a delightful social irony almost emerges, as a 2016 peace deal
between the government and FARC (Revolutionary Armed
Forces of Colombia) occurs and nothing changes.

The director conducts interviews with young gay and trans-
gender friends and actual residents of Medellin, whom they
would like to cast as characters in the film we see. Yet, Camilo
Najar, who had won the leading role, passed away early of a drug
overdose. Though said that life and death are somehow harmo-
niously in this work, regardless, the loss is so sudden. Without
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Camilo, the fact that we cannot overcome death is heavily
enforced, and with strict meaning. Reality quickly deviates from
an aborted fantasy movie. Now, the director, full of sadness over
the passing of their friend, had to find a way to finish the work.

Staring into the camera, Camilo laughs that now is most
fun, that the future is unclear. Similar things emerge from the
mouths of other youths. Camilo says death does not scare them.
Before a Colombian present that bars them from carving their
futures, youths live valuing most the thrill of the moment, para-
doxically pulling death'’s limit closer, all at once.

From the beginning to the final, a shot of a casket in a funeral
car is repeatedly inserted. Inside lies a corpse, their voice telling,
“l have died.” Now this body is Camilo’s, fallen friends’, or that
of guerillas or gangsters throughout Columbian history, those
countless incarnations lost to police or state violence. It is also
of the ghosts from the feature never made. At the end, the car’s
destination is opposite, scenery a little more gentle than dysto-
pia. Friends huddle close, easing into nature as if melting. Far off,
we see Medellin’s lights from a place where humans, animals,
insects, and various life appear equal. This may not reach the
beauty of utopia, yet here the loss of a significant other is reason
to seek long life. We remember that Anhell69 is a trans movie,
and that “trans” means “to cross.” The corpse’s casket faces a
world full of life, while Camilo and the others are resurrected in
image. Can the movie become the promises of the near future?
Loaded with dead souls, the funeral car rolls through this cine-
matic art, arriving here, now.

(Translated by Kyle Hecht)

[7>~IL69] Anhell69 [ >5—+>aFIL - A>T 1 3> International Competition] 7H Oct.7 17:00- [YC] | 8 HOct.8 18:55- [CL]
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Voices of Fighting People: Crossing Voices

IREZE | ltakura Ryo

(2258 | Civil Servant)
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Nelson Mandela led the abolishment of Apartheid in South
Africa. Amilcar Cabral, the revolutionary activist threw himself
into the emancipation movement for the Portuguese African
countries. Thomas Sankara was called the Che Guevara of Africa
as he founded the revolutionary regime in Burkina Faso. Por-
traits of such African heroes are pasted without any gaps on
the walls of a room of an apartment in the 11th arrondissement
of Paris where Bouba Touré, the storyteller of the film lives.
He repeatedly whispers the same word, “Life is a struggle, life
is a struggle...” as he rolls a camera alone in his room, as if to
respond to the souls of his great predecessors, to brace himself
for a struggle or talk to someone unknown from the future.

What was Bouba Touré’s struggle like? In 1965 he left Mali his
home country for Paris. Three years before that the Algerian War
ended and African countries became independent one after
another. But what he witnessed in Paris was his fellow Africans
who had been exploited by factories as low-wage laborers,
pushed into poor living conditions called “foyer” and forced
to live inhuman lives. Driven by an urge to communicate their
harsh realities to the broader public, Bouba eventually took up
a camera to record lives of immigrants around himself. In 1970
he formed the Central Association of African Workers in France
(ACTAF) with his comrades. He continuously carried out strikes
and demonstrations by appealing for the eradication of discrim-
ination. He also wrote a play to accuse neo-colonialism, which
was nothing but colonial domination with a different facade.

In 1977 a turning point came. The drought that hit the Sahara
region propelled Bouba and his comrades to leave Paris for
Africa where they formed an agricultural cooperative called
Somankidi Coura by the Senegal River in Mali. By taking back
into their hands the land which plantation agriculture had
wasted and building a self-sufficient system, they attempted
African independence in the true sense of the word. While
they proactively used the technology of irrigation, which they
had learned through training at the French farm, they rejected
a foreign NGO that offered to support them and transmitted
information about know-how on regional radio. This cooper-
ative was designed from the very beginning to become a sus-
tainable model case for its followers. To our great surprise, it still
continues farming there after some 40 years. A member proudly
says, “Not four months, not four years, but forty years.”

The trajectory of Bouba Touré and his comrades may be com-
parable to that of Ogawa Production, which moved to Magino,
Yamagata in the 1970s to make both films and rice, having shot
the films about the Sanrizuka Struggle. Suppose Bouba and his
comrades saw Magino Village—A Tale for example, they would
be clapping their hands and rejoice, saying “This is surely our
tale.” What is great about Crossing Voices is that it is made to
elicit such imaginary “crossing” in the mind of spectators. This
film has acquired a breadth and intensity that transcend time
and space in that Raphaél Grisey, his collaborator has superim-
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posed various footage over a huge archive left by Bouba who
was actually involved in the movement. Speaking of it, Bouba
himself says, “My life began many centuries ago. I'm not the
only one.” Life is a corollary of many lives that preceded it and
contains much longer time and space than a person’s life. Voices
emitted towards the future horizon of Crossing Voices will even-
tually become echoes somewhere and intersect with voices of
people who will take on new challenges.

(Translated by Yamamoto Kumiko)
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Raise Me a Memory
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From out of the darkness, a woman'’s voice implores someone
to go back in time. “Are you able to see anything? Where are
you?” she asks, moments before addressing her listener, the
director of Raise Me a Memory, by name. A sudden gunshot
gives way to footage of a field being run across complete with
audible panting; moments later, the perspective shifts to that of
someone wandering through a forest. A man’s voice—that of
director Varun Trikha himself—narrates in first-person how he
ended up here after losing his way while searching for a particu-
lar village. Upon emerging from the trees, the camera alights on
a railroad that leads to a small hamlet, a place where the dead
visit the living in their dreams. The film focuses on three people
who call this land home.

One of them is Aino, an elderly woman unable to escape the
aching loss she feels for her son, who was hit by a train when he
was just a boy. Evar prays daily that his grandfather and ances-
tors, whose old village now lies at the bottom of a lake, might
rest in peace. Lea smiles softly as she explains how she still feels
the nearby presence of her late father, whose half-written diary
she holds onto. Inserted between these testimonies is footage
of a young boy playing in a forest, though these scenes, appar-
ently lacking in any particular significance, simply exist. Else-
where, striking images—a clock with its second hand perpetu-
ally stuck; hazy glimpses of the moon; the camera’s roving field
of view, never settling in one place—serve to beckon the viewer
into a world ever so slightly out of phase with reality.

This dreamlike aspect of time and space is presented utterly
naturally as contiguous with the real world, lending even more
weight to the visions of dream encounters recounted by the
film’s three subjects and reinforcing the intensity of their feel-
ings for their departed loved ones, evident in their expressions
captured in close-up. Aino wanders the forest in the grip of
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sorrow, seemingly caught in a vortex of confusion;
Evar, with his daily beseeching on behalf of the
dead, embodies the act of prayer; while Lea, confi-
dent that we continue to exist alongside those who
have died, appears “saved.” This transition through
different stages of grief that the trio represents
seems almost like a signpost guiding the director’s
own journey.

Inspired by his subjects’ stories, Trikha narrates a dream he
once had in which his grandfather sang an old song from his
deathbed. Never having met him, Trikha has no memories of
the man. Instead, what he has is his grandfather’s old brief-
case, which contained a letter his grandfather wrote detailing
his intense sorrow at losing his home and everything he held
dear—even his heart—when they were taken from him in 1947:
events that, while never made explicit, one assumes occurred
following the partition of the Indian subcontinent. This sense-
less hardship wrought by division is something the late loved
ones mourned by the film's three subjects knew all too well.
The Seto community to which they belonged is situated on the
borderlands split between Estonia and Russia. Aino’s son was hit
and killed by a train deporting people to Siberia, the same place
Lea’s father died in battle. When a formal border split the com-
munity in two, Evar’s grandparents became refugees overnight.
The director’s “memory” of his grandfather thus overlaps with
the three subjects’ memories of their late loved ones. Through
the narration of dreams, as well as the relationship between
the filmmaker and his subjects that gives birth to this narration,
Trikha, shouldering his grandfather’s pain, can begin to move
toward that same horizon of salvation that Lea has reached,
where it is possible to be with those who have passed for as long
as their memory survives.

Dreams are a way of raising memories; films take the dreams
of individuals and render them visible for a wider audience.
Through its narration of dreams, Raise Me a Memory serves as
a conduit to the memory of the departed, while stirring within
the viewer an imaginative empathy for those no longer with
us. Such compassion, Trikha's film tells us, becomes an earnest
prayer on behalf of all who have died, so that they might rest in
peace. (Translated by Adam Sutherland)

[E2BDELE ] Raise Me a Memory [ 77 F % 75 3% New Asian Currents] 6 H Oct.6 18:00- [F5] | 8 H Oct.8 12:40- [F3]
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To Hunt for the World’s Best Video Collection: Kim’s Video
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The first time | went to Kim’s Video must have been in the mid-
1990s. Perhaps | stumbled upon it when visiting St. Mark’s Book-
shop, a central pillar for the New York art community at the time.
It could have been that, precisely because Kim’s Video and St.
Mark’s Bookshop were around, St. Mark’s Place became such a
key New York cultural district.

Kim’s Video was a video rental store, so a tourist like me could
not enjoy its true value. Yet, there were approximately thou-
sands in stock, volumes of pirated and rare movies with various
dubs, underground flicks, and other bootleg VHS for sale that
one could never find at a leading software shop. | bought VHS
and laser disc (LD) in bulk. Among them, there could easily
be Richard Kern or Lydia Lunch masterpieces that | had never
found before. | have heard that the reason they offered Kure Kure
Takora was that Ukawa Naohiro himself had brought in an LD
to be copied. Kim’s Video, in this way, even grew into a space
replete with global underground exchange.

In 2008, with the fall of the rental era, Kim’s Video closed.
Where did its top-class collection of over 55,000 rare videos end
up?

What follows is a surprising tale of discovery. David Redmon
(who co-directs this film together with Ashley Sabin), a cinema
fan who would rent movie after movie at Kim’s Video, sets out to
track what happened to its collection. His journey takes him to
the faraway ltalian island of Sicily. Redmon is later told by Kim,
“It's like a movie scene. A movie scene of Scorsese,” to which
he narrates, “And that comment by Mr. Kim made me nervous.
| don't want to be in a Scorsese movie. And | was wondering
which scene he was referring to. Had | been invited to dinner
with the Goodfellas... or maybe | was inside Rupert Pupkin’s
distorted mind.” In any case, a happy ending seems unlikely.
In order to flee the labyrinth of cinema, Redmon attempts to
summon the ‘gods of cinema.’

At the opening of the film, there is a warning that any simi-
larity to fictional characters in this documentary is purely coinci-
dental. For Redmon, and the angels possessed into the movies
at Kim’s Video, everything is cinema, where all those who appear
are characters of a film. The quest to recover the lost treasure of
Kim's Video slips into fictions. Is this truly a Scorsese flick, or one
directed by Ben Affleck? The greatest joy of cinema fans is real-
ized, the ability to live inside a movie.

This tale, which makes a happy ending the last thing one
expects, turns peripeteia in too cinematic a way, welcoming a
surprise fortunate finale. The video collection that dazzled New
York movie fans comes home, given new life in a new corner of
Manhattan. | have actually visited their new abode, Manhat-
tan’s Kim’s Video Underground. When | saw the Japanese VHS
packages in their video rental corner nestled into a luxurious
multiplex lobby, | truly felt that there is still life for cosmopolitan
underground film exchange. So much so that | would wish that
an aspirant of film culture appear and buy up the video collec-
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Memories of Outdoor Screenings
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tion at the Tsutaya'’s Shibuya flagship store.
(Translated by Kyle Hecht)
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When talking about outdoor screenings, probably the one the
most people think of first is the Piazza Grande at the Locarno
Film Festival. The Locarno Film Festival is held every August on
the shores of a beautiful lake in southern Switzerland, and is
famous not only for supporting young filmmakers and screen-
ing an enormous number of films, but also for its grand outdoor
screenings. About 8,000 seats are arranged at a large plaza
encompassed by gorgeous buildings, and entertaining films
selected for the festival are shown on a gigantic moving screen,
perhaps one of the largest in the world. When | attended the
festival for the first time in the year 2000, there was a pleasant
summer night breeze that caressed the skin, and if you turned
your glance just above the screen, you could see the stars
shining. | thought, “This must be heaven...”

We're normally accustomed to watching films in an estab-
lished setting indoors, but watching them where the weather
is unpredictable gives the films a natural sense of tension and
excitement, making outdoor screenings a perfect fit for a film
festival. Accordingly, a lot of film festivals try outdoor screen-
ings. I've even heard a rumor that the giant screen used at the
Locarno Film Festival was rented and shipped in from a film fes-
tival in Okinawa. It’s liberating to escape the usual confines of
indoor space to watch a film in the open air, and this creates the
sense of breaking some major taboo and getting some perverse
gratification from it.

But outdoor screenings lead to a more direct emotional
experience that remains fresh in our memories. In the summer
of 2021, | was living a rather vacant life after leaving my job
during the pandemic, when | was invited to be a mentor at the

n
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Yamagata Documentary Dojo workshop in Hijiori. It was quite
inspiring to work with filmmakers for the first time in a while
who were looking to create art, and on the final day, the orga-
nizers gathered the local people and held an outdoor screen-
ing. They hung a screen on the outer wall of a building, set up a
sound system, and had themselves an outdoor theater. After a
series of short films, the animated puppet film, Okon joruri, was
shown, and as the dark cloud of the personal struggles stirring
in my heart began to clear away, | found myself in tears.

I think the reason | was invited to join the documentary Dojo
in the first place was my experience working with director Sato
Makoto. Sato was putting together Memories of Agano, a 10-year
follow-up to his masterpiece, Living on the River Agano (1992),
when he asked me if | would like to work as a producer on the
film, and | had the temerity to accept, which lead to some truly
irreplaceable days. At the time, Sato had a penchant for trying
different screening formats. He even tried something where he
projected several films on a single screen at once at a theater
in Tokyo. My job for this was to sit behind the audience with an
8mm projector, and as one film was being shown from the pro-
jector booth, | swung my projector from side to side as it pro-
jected an entirely different film onto the screen.

After that, we went on location to the Agano River in Niigata
prefecture, and visited the areas connected to Living on the River
Agano. That's when the idea of projecting Living on the River
Agano on a wall of snow came about. There is a memorable
scene in Living on the River Agano, where people are seen break-
ing into smiles as they watch a rush print and showing this scene
in a new way would reinforce its multi-layered nested structure.
We tried projecting it on a snow wall, but Sato wasn't satisfied
with that, so we ended up stretching a screen onto some forest
trees and had a proper outdoor screening. This situation has
been imprinted onto Memories of Agano. Sato, who had bound-
less energy and ideas, alas, passed away a few years later. My
memories of outdoor screenings will always
be tied to my memories of Living on the River
Agano and remain very special to me as one
my most significant film-viewing experi-
ences.

(Translated by Thomas Kabara)
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