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Something Remains of the People Who Transit: The Bus Station
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— First, | would like to know about the La Falda bus station. What
about that place called you to start filming it?

From the beginning, we were thinking of a bus station
through which pass interurban vans, those that go from town
to town carrying workers and students, basically. We wanted to
tend to this flow, on a small scale, but also to other flows like
those of the light in the space; | am always interested in being
attentive to the way in which the light moves itself over things
and bodies. When we found the La Falda bus station, in the
Sierras Cordobesas, we had no doubt that it was our place.

— How long did the shoot take, and what was its form?

The shoot took three weeks, but divided into three stages. |

like, in this kind of film, to film, edit, think, and then return to film
again.
— The camera’s attention is given to the trivial things (light, depres-
sions in the asphalt, spider webs, etc.) that shape the bus station in its
totality. The image is not so transparent and has a misty whiteness,
reflections of crystal and shadows. How was the cinematographic
work?

Places of passage, or of waiting, are sometimes in a flow: they
fill, they empty. What appears, disappears. | always thought that
this is an appearance: movement is that which is visible of this
flow. But also, as has been my conviction, these spaces house,
in some way, traces of the human experiences that occur there,
something remains of the people who transit: their pains, their
fears, their hopes. Something residual, persistent and elusive,
which remains in the place. In relation to this, with Ezequiel
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Salinas, the director of photography for the film, we worked
hard to endow the image with a thickness that distances things
from such transparency. And we knew that we would find this in
the trivial details that the light, and its shadow, transform into
extraordinary ones.

— lam impressed by the multiplicity of sounds. Especially memora-
ble for me is the sound of the door. What was your idea for collecting
sound at the bus station?

All of the sounds that are heard in the movie pertain to the

space where we filmed. But we did not record with a “direct”
idea, which to say a sound that corresponds literally with the
shot. The sound recording was independent of the camera-
work. Atilio Sdnchez, the sound engineer, dedicated his self, for
a long while, to recording the sounds of doors, for example, or
the motors of the vans, or the murmurs, or the nocturnal silence.
Having all these sounds, that was our idea, which would allow us
to make music, or produce an effect similar to that of music.
— Testimonies that speak of past loves contrast with the precipi-
tant time of the bus stop. In the credits there appear many names
of speakers. How was the format these interviews and how were
certain voices chosen?

Already in the script we had decided to cut out the oral

stories, focusing on amorous experiences. For this, Atilio
Sanchez, throughout all the shoot, asked those who waited their
vans or got off of them if they had and wished to tell us some
love story. Some people refused, but many others trusted us
and the answers were marvelous. Later, the selection was given
not only for the potency of what they would say but also for the
possibility of accommodating those fragments in the respira-
tion of the movie.
— The absence of the body of the speaker, their voice resonant in
the space, evoked an almost phantasmic sensation. And still, other
sounds do not fit the quadrated image. How was the combination of
images and sounds conscious?

The sound work was governed by the same idea as that of
the cinematography: space poses a temporal dimension more
complex. We sought for a present that shelters traces of the
past, on one side, and promises of that to come, on the other.
We knew that sound would be central to be able to construct
this state of perception. In addition, in totality, in the becoming
of the portrayal, we thought of the sound as landslides, of major
and minor closeness in relation to what the image establishes
as present. For the voices we thought something similar: they
are scraps that vanguard the environment, traces of true experi-
ences that appear and return again to disappear.

(Translated from Spanish by Kyle Hecht)

* Interview conducted by Niiya Kazuki (Latin American Film Studies)
via email in September 2023
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Distance from the Battlefield: Fastern Front and Three Women
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In Eastern Front (directors: Vitaly Mansky, Yevhen Titarenko),
two cinematic temporalities that differ to the extreme interlace,
occasionally in a profound violence (which is to say, what had
been occurring on its own has already been incredibly brutal).
On one side, of course, there are the ghastly images of battle-
fields. Joining the medical team as volunteers, the flmmakers
assist troops while recording the terrain with handy cameras.
The screen, lackluster in sepia, depicts a little girland her mother
who flee attacks from the Russian army, as well as a soldier
rushed to a hospital on the brink of death, a movement replete
with anxious intensity. Moreover, there are the chocolate and
washing machines left in the trenches abandoned by Russian
forces, or the herd of cattle caught in the mud in mortal peril.
Connected to those ghastly scenes are family gatherings
of soldiers who have returned to the country from the front,
images of reprieve between friends. Relaxations by a shore,
meals with kin huddled around a garden table, baptism of
children in a church. Unlike the shots of battlefields, these are
cornucopias of natural color, bird song and bubbling water
reverberating background. Bridging such breaks and the battle
are murals depicting immersion baptism, statues celebrating
heroes. Like the chatter between friends and family, immedi-
ately quite heavy, which suggest sperm be stored should one
be unable to go home, sunniness contradicts death’s shadow.
Closeups of soldiers, who must return to battle, where they
await heroic deaths, tie into dreary shots of endless war, oppo-
site the light of life. Not even the cinematographer can imagine
a Hollywood ending. When a lyric melody by Ennio Morricone
plays, a desperate split is exposed all too starkly between a con-
flict that defies mythologization and the mundane of home.
Mundane, the world in Three Women (director: Maksym
Melnyk), evokes precisely such routine far from battle. Full
of energy, a young film crew visits a wintery town in Western
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[=AD%1=5] Three Women

Ukraine, the Carpathian Mountains that lie on the Polish and
Slovakian borders, to record three women. There is Maria, an
employee of the post office who walks about to pay pensions
to villagers, Nelya, who seeks a doctorate researching migratory
animals at a national park, and Hanna, who lost both husband
and son and lives as a widow caring for abandoned livestock.
First stubbornly shy, Hanna blooms as the ideal film subject,
inspiring the filmmaker and cinematographer to cross the line of
observational documentary and relate with the villagers more
deeply. Hanna invites the youths to her table, and they return
the favor by buying her a piglet. In the end she is able to fatten it
up for them.

Itlooks as if Zelenskyy is to be elected, but the villagers doubt
him, saying he must have been propped up by the troops. Men
cannot return from dispatch, and only elderly, women, and chil-
dren remain in town. It appears the next town'’s post office has
closed. This one’s does not even carry stamps. Maria must leave
the country to find work. But, even in this situation, the film-
makers capture Nelya excited to stumble across much-sought
bear droppings, Hanna celebrating Christmas for the first time
in years. Hanna asks the youths to go to a snowy river and draw
water as her late husband used to, which they do, washing away
the fiery memories of the conflicts since the 2014 annexation
of Crimea. Calling Hanna from a hilltop, the youths ask if she
can see them waving their hands, as if they are in peace for the
moment, sweet respite before the pyres of war sparking on the
Eastern Front would reach them.

(Translated by Kyle Hecht)
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I Can Hear Young Birds Flapping Their Wings:
Above and Below the Ground; Losing Ground; and Journey of a Bird

JNZAEE | Kawamoto Kanae
(hHZ R ALEZ | Buddhist Studies, Religious Anthropology)
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What does Myanmar remind you of? The sweltering heat in a
tropical country? A glittering golden pagoda? Or the military
coup that took place two and a half years ago? On or around
February 1, 2021 when the coup happened, it was often fea-
tured in the international news, but it is hardly covered today.
People still live under strain in Myanmar. Even under such a cir-
cumstance, however, they are trying to live strong like a bird that
keeps flattering its wings. Their figures are reflected in the three
films which will play in the New Asian Current program.

Above and Below the Ground features an anti-dam movement
in the Irrawaddy River (Ayeyarwady River) against the back-
ground of Myanmar as a multiethnic and multi-religious country.
Running through the heart-shaped land of Myanmar like a blood
flow, this river divides into the Mali river and the N'Mai river
upstream. These rivers merge in Myitsone in the Kachin State
where the governments of Myanmar and China started to build
a dam in the 2000s. Many Kachins are Christians in Myanmar
where about 90% of the population are Theravada Buddhists.
Pre-Christian animist belief is still alive in the Kachin State.

The inhabitants oppose to the construction of the dam in
order to protect both Myitsone and the Irrawaddy River which
are sacred to the Kachins. A rock band, BLAST sings protest
songs and three women help one another like sisters. When
the anti-dam movement begins to fight a losing battle after the
coup, Hkawn Mai, the youngest of the three leaves for Thailand
in order to further study for her hometown.

The short, Losing Ground (the original title literally means
“what was lost is civil”) repeats a gaze which looks out of a
window in a dark room. The gaze seems to reflect the current
psychological state of people in Myanmar. The narrator is a
young man who has been imprisoned after taking part in a
protest movement in the big city of Yangon. A sense of help-
lessness hangs heavy in his reminiscence although he says little
about his experience. He has returned home from prison and
yet he laments, “After | left the actual prison, | stepped into the
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prison of life” and like “birds in a cage” he looks at the world
outside with a burning desire for freedom.

Will these young people remain desperate? No, we see a
glimpse of hope. What the young man is drawing under light
from the window is Garuda (or Galone in the Burmese language).
Garudais a spiritual bird which appears in Hindu mythology and
it is worshipped as a guardian animal in Myanmar. The radiant
figure of Garuda spreading its wings out will represent the
future of Myanmar.

Another short, Journey of a Bird depicts a heartwarming
story of youth although it likewise documents young people
who protest in Yangon. It nicely captures what is good about
the Burmese people who like to joke and laugh. It includes both
video footage of the protest filmed by the young people and
clips of news footage from the past. Among these a video of the
army firing men passing by on bicycles shocked the world. The
young people have filmed the sight in which longyis for women
(wrap skirts) are dried on the street. Taking advantage of the
customs in which it is inauspicious for men to pass under longyis,
people try to prevent the army from entering the street.

Being still young, the protagonists move from place to place
in the city of Yangon like migratory birds until they temporarily
settle in a village in the Rakhine State. While Above and Below
the Ground powerfully depicts the identity of an ethnic minority,
Journey of a Bird portrays the big city of Yangon with a mix of
different ethnic groups in which apparently the Bamar protago-
nists make friends with a Rakhine boy. One of the protagonists
eventually returns to Yangon but where are they all heading
next? Like birds at sunset at the end of the film, they will fly
somewhere after resting a while.

Listen to the powerful flapping of the wings of young birds in
Myanmar in the three films!

(Translated by Yamamoto Kumiko)
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A Mother and Daughter’s Extended Journey: Parallel World
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In 2007, Hsiao Mei-ling’s Somewhere Over the Cloud garnered a
Special Mention in the New Asian Currents of Yamagata IDFF.
This remarkable film delved into her personal struggles and
reflections as she balanced her roles as an artist and a mother
after becoming a parent. It also explored the intricate question
of identity, particularly for her Taiwanese-French mixed-race
daughter. This intimate family portrait fearlessly probed the
complexities of their relationships, sparking both controversies
and enlightening discussions.

Fast forward 16 years to 2023, Hsiao Mei-ling presents her
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latest film, Parallel World, at the YIDFF. This film can be seen as
a natural continuation of her earlier work, Somewhere Over the
Cloud. Even when her French husband returned to France, Hsiao
Mei-ling remained unwavering in her commitment to filmmak-
ing and her dual roles as an artist and a mother. Her unwavering
focus remained on her daughter, Elodie, with the hope that she
would stay in Taiwan and embrace a Taiwanese identity. Over
the span of 12 years, Hsiao Mei-ling meticulously documented
her daughter’s growth and the challenges posed by Elodie’s
Asperger’s syndrome. Throughout this extended journey, we
bear witness to her solitude and the profound helplessness
experienced by a mother.

Undoubtedly, the central perspective of the film is that of
the “Mother,” which provides a lens to explore the multifac-
eted roles of women as wives, mothers, and more. The camera
serves as a unique catalyst in her life, as Hsiao Mei-ling herself
describes in the film: “I turned my life into a movie, so | could
distance myself from my tragedy... it's both real and unreal.”

Simultaneously, we also observe the unwavering dedica-
tion of the mother/director. As time progresses, Elodie became
a young woman. In pursuit of professional skills in France, she
must depart from her mother and Taiwan. However, the mother
persists in sharing cherished memories and moments with
Elodie through video calls, showcasing how the once-fixed
dynamics within the family continue to evolve.

The film is replete with recurring scenes—arguments, video
calls, conversations—that are essential in representing their
everyday life. Gradually, we are immersed in their emotional
and spiritual world, enabling us to grasp the essence and signif-
icance of “love” within this context.

Parallel World reveals how things and truths are always so
complex, especially when it comes to issues of identity, rela-
tionships, and emotions. The director doesn’t shy away from or
evade these complexities; instead, she showcases her challeng-
ing circumstances and tremendous efforts. Undoubtedly, this is
an incredibly powerful film. It's far from perfect, and the contro-
versies it may stir challenge conventional values, prompting us
to reevaluate contemporary society.

As | watched the film, tears welled up for several times. It's
a sincere work filled with profound emotions, deeply touch-
ing and heart-wrenching. It's a unique and beautiful film that
belongs to the reality of life.
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Noda Shinkichi published two poetry collections in his life-
time: Naraku tenten (“Adrift in Abyss,” 1978) and Angu shoka
(“Benighted Songs,” 1982). Noda showed literary ambition from
a young age. During his student days on the French Studies
course at Waseda University, he contributed poetry to Hansengi,
a self-published literary magazine founded by Nakahara Chuya
and Takahashi Shinkichi. He spoke of being influenced by the
French poets Rimbaud and Baudelaire. His drift away from cre-
ating poetry, so he writes, came as a result of “being fascinated
by the allure of cinematic expression” upon joining Toho, but
even more decisive was his being called up to military service, at
which point he resigned himself to death. He wrote, “| decided
to give myself over to the idea that | would be crushed like a
worm and die, and thus completely abandoned the pen.”

His decision to compile his poems after turning sixty (“l tear
up and throw away any | write, while others dissipate unfinished,
so only a handful remain”) was likely prompted by a bout with
serious iliness in 1974. Fortunately, “tucked away in a box among
various notebooks that [his] mother had kept” were the poetry
manuscripts he had written in his twenties prior to the war, a
repository of work strongly reflective of the modernist poetry of
the pre-war period. Here | will introduce just one:

A Sleeping Goldfish

Within a murky, water-stained glass case, / an aged goldfish
slumbers / like a toy airship sitting neglected on a shop
shelf.

Trailing withered fins / drab even in the light, / it sinks
beneath its own bodyweight.

Oh, those eyes forever open, / that saponified head, / organs
visible beneath the skin. / Rotting residue / encased in
water beneath a thin layer of ice.

Harpoon-like spears / of dappled winter sunlight / pierce
the old fish / amid shadows of swaying bamboo.

A single scale / peels away, / then another, drifting ever
downwards. (1934)

On first reading, this poem bears the hallmarks of the early
work of Noda’s contemporary, Yoshioka Minoru. Yoshioka too
was conscripted in his youth. When he departed for war, he
entrusted the manuscript of his collection Ekitai (“Liquid”) to his
friends. Whereas Noda chose to abandon the pen altogether,
Yoshioka dreamed of leaving his work to the world. The differ-
ence could hardly be starker.

After the war, Noda resumed writing poetry, collaborating
with poets such as Hasegawa Ryusei and Kuroda Kio, as well
as literary critic Sasaki Kiichi. In his later years, he seems also
to have enjoyed participating in renku (“linked verse”) sessions
with fellow poets Manabe Kureo, a practitioner of haiku, and
Naka Taro. Nakahara Chuya needs no introduction, of course,
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The Feast of the Gods on a Winter's Night
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The Feast of the Gods on a Winter's Night: Toyama’s Shimotsuki Festival
and Good Road for the Living and the Dead:

Niino Bon Odori, Festival to Send Off the Gods

[27 M & & 454 Noda Shinkichi Retrospective] 9 H Oct.9 14:25- [CS]
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Good Road for the Living and the Dead

but in fact all the writers | have mentioned here are big names
in the world of poetry. | can imagine Noda standing somewhat
bashfully in the presence of these renowned figures. He was
truly a man of the written word.

What about his visual works, though? Two independently-
produced films from what is often termed his folk ritual trilogy—
The Feast of the Gods on a Winter’s Night: Toyama’s Shimotsuki
Festival (1970) and his final work Good Road for the Living and
the Dead: Niino Bon Odori, Festival to Send Off the Gods (1991)—
eschew not only interviews but any narration whatsoever. By
eliminating from them almost any trace of language, Noda
focuses his gaze entirely on the rituals, achieving a visual seren-
ity that is at times even eerie. In this approach, | feel the tremen-
dous power of Noda Shinkichi the poet at work. It is as if, like
the expert archer from Nakajima Atsushi’s tale “Legend of the
Master,” he managed to achieve the ultimate feat of “shoot[ing]
without shooting,” or in this case, speaking without words.

(Translated by Adam Sutherland)
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Filming another art in cinema often sparks transmedial troubles.
Film and the other art frequently move in different directions,
one sometimes overwhelming the other, or the two remain-
ing fundamentally mismatched. That is why Kawakami Atiga’s
With Each Passing Breath is so intriguing. A documentary on a
woman'’s struggles to become a performer of the Japanese
traditional verbal art of rokyoku, which combines spoken and
sung narration with shamisen accompaniment, it attempts to
embody in its very form both the woman’s struggles and the
essence of rokyoku.

From the start, With Each Passing Breath shakes the viewer
with its bold formal choices, such as the predominant use of
mobile close-ups, the lack of a voice-over narrator, or a non-lin-
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ear narration that sometimes refuses to provide core informa-
tion. The film can be dizzying, both visually and narratively. But
several moments in the film suggest this is Kawakami’s effort
to render cinema more rokyoku-like. Kosome, the stage name
of the apprentice to the aging rokyoku star, Minatoya Koryu, is
told that learning the art is less a matter of memorizing scripts
than of becoming one with it, of essentially absorbing it into
one’s body. Not only is Kawakami attempting that in the body
of With Each Passing Breath, aspiring for a film that itself breathes
rokyoku, but through techniques such as the mobile close-ups
she is also creating a work that literally moves the viewer, in both
mind and body. When Kosome visits the ailing Koryu and plays
for her a cassette tape of the master’s old performance, Koryu lit-
erally begins to rock in bed, as if trembling from the bodily-ness
of rokyoku. In another crucial moment, Tamagawa Yuko, the
shamisen player who effectively takes over as Kosome’s teacher
after Koryu, admonishes Kosome for a performance that is too
clean. Rokyoku, she says, requires a dirtier voice, a mode of
expression exemplified—at least to rokyoku fans—by the deep
gravelly voices of old stars such as Hirosawa Torazo or Suzuki
Yonewaka. With Each Passing Breath is similarly a less-than-clean
film narratively, its voice refusing to lecture the uninitiated in
rokyoku or even inform us of Koryu’s passing until later. While
it may sound like an excuse, the documentary self-consciously
aspires for a roughness in form that resonates with the coarse,
plebian world of rokyoku.

The almost bodily intimacy of the camera can be both com-
pelling and oddly detached. Koryu’s progressive debilitation
and Kosome’s disconcertion are palpable to the viewer, giving
a personal, almost physical weight to art of rokyoku captured
on screen. Yet what is often missing is the wider view, the
social context, and especially the audience, which infrequently
appears on screen. Perhaps we the viewers of the film are asked
to fill in for this lack, to inhabit this film and live with its dirtiness,
and breathe along with its attempt to meld with the verbal art
of rokyoku.
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In the 50s, the French journal Cahiers du Cinéma proposed the
idea for a new cinema of auteurs. This was taken up in 1962 by
US critic, Andrew Sarris, who defined it as the Auteur Theory, the
idea that the film director takes the leading responsibility for the
artistic creation of the film.

About a decade ago, the Yamagata Rough Cut! workshop
was introduced. In an instinctive way, Rough Cut reverses the
theory of the auteur. Suddenly, everyone inside the Rough Cut
workshop has the chance of being an auteur, a creator in his/her
own right.

Filmis sound and vision. We look at cinematography, compo-
sition, special effects, location, costumes, and the sound. But in
many cases, the aspect of how we bring the image received into
words is lacking. The workshop emphasises the idea of listening
to film & audience—listening to words, how they are spoken,
and most importantly listening to and speaking about what we
are thinking about the footages screened. This process is often
missed because we are just looking. In this atmosphere of listen-
ing and speaking, we realise that everyone has the opportunity,
privilege and ability to “direct” the creative process.

In my experience of film festivals, I've never seen this act of
meditation being so pronounced and | must credit workshop
leaders and filmmakers, Sakai Ko and Watanabe Kazutaka, for
encouraging this atmosphere. Most festival market/project
events are transactional, result orientated and industrial.
Yamagata’s Rough Cut! is not about result. It's about BEING at
one with the film. For once, we begin to realise the philosophy
of creating a film.
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An International Film Festival and a Local Magazine
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Since 2021, | have been personally editing and publishing a
local magazine in Yamagata called giinika. There were several
catalysts for launching the magazine, and the Yamagata Interna-
tional Documentary Film Festival was one of them.

| came to Yamagata in 2014, and the first local | had a chance
to speak with at length was Takahashi Takuya, the Festival Direc-
tor at the time. Before meeting him, | had imagined the Festival
Director as this commanding figure, but actually he talked about
the films in a quite soft-spoken manner, and everyone from his
office was warm and welcoming, which was comforting.

| was also struck by a story from Abe Koji, a member of the
festival board, when | interviewed him for a web media outlet.
At the 1999 festival, Abe saw a film with cinematographer Eric
Guichard (cinematographer for Heddy Honigmann'’s The Under-
ground Orchestra), who was in attendance. After the screening,
Abe mentioned how astonished he was by a coincidentally well-
timed shot of an eagle on a road, and Guichard told him, “It was
probably no coincidence.” He said a documentary is something
that is carefully prepared by observing circumstances, too.

Just like Guichard, | experienced all at once what each of the
artists was seeing when | went to cover the Yamagata Documen-
tary Dojo. I'll never forget the things | saw and the conversations
that took place there. A conversation or discussion can go in any
direction depending on how you pose a question, and minds
can be closed or opened...

To be honest, there other reasons why | continue to interview
people and edit the magazine, but the main one is that | want to
encounter, reporton,and publicize people who watch thingsand
speak with great care: the people who've immersed themselves
in the joy of “creating” at Yamagata. In Issue Number 1, | covered
the welfare center, Watashi no Kaisha; in Issue 2, | reported on
the Forum, the citizen-funded movie theater; Issue 3 featured
“Ohisama Noen,” a group of organic farmers; Issue 4 was on
“Umayado,” a restaurant serving macrobiotic cuisine; and
Issue 5 featured livestock farms, falconers, and others who live
with animals. Issue 6, which will be published in fall 2023, will
report on the spirit and climate the Yamagata International
Documentary Film Festival inherited from the work of the late
Takahashi Takuya and arose among the empathy and alienation
of interpersonal relationships. It's now the end of August at the
time of writing this manuscript. | hope to have Issue 6 ready
around the time of the film festival in October.

(Translated by Thomas Kabara)
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