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My Conversations with Jorge Sanjinés:

XUNEGEICFET

On the Occasion of the Program “Latinoamérica”

ANHEE | Ota Masakuni

(Mt FFaw5% | Editor / Critic)
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For the past forty years I have collaborated with, and been
involved in the independent screenings of, the films of direc-
tor Jorge Sanjinés and Grupo Ukamau, the Bolivian production
group that Sanjinés founded. Neither Sanjinés nor the members
of Grupo Ukamau, however, can be confined within the narrow
definition of documentary film-maker. While many of their
films draw on real-life events, these events are often fictionalised
on-screen. Nevertheless, since they do produce documentary and
semi-documentary, both were inevitably mentioned in research
reference books on contemporary Latin American film published
throughout Latin America and the South Americas.

I first met Jorge Sanjinés in 1975. I had happened to see his
film, Blood of the Condor (1969), while in the Ecuadorian capital of
Quito. Struck by the fresh style of the film, I made inquiries about
this unknown director and discovered that he had fled the mili-
tary administration then controlling Bolivia and was now living
in Quito. I met him the following day. As we talked, I could tell
that we shared a common sense of history, a common worldview. I
was travelling then with my partner and, since Jorge and his group
were moving around from place to place in Latin America seeking
refuge, we had the opportunity to meet many times again. When
we did, Jorge would always screen one of his productions and
also show the work of other film makers whom he thought were
important. He also explained many things about Latin American
film. In spite of the fact that I am not really involved in the pro-
duction of films, I have kept in touch with Jorge throughout the
forty years that have since elapsed since we first met.

I think it must have been somewhere in Bogota that Jorge
Sanjinés gave me a viewing of The Brickmakers (Chircales), the
1972 Columbian film directed by Marta Rodriguez and Jorge
Silva, which will be shown at this year’s Yamagata Festival. Jorge
told how his early short films, such as Revolucién (1962) and
Aysa! (Derrumbamiento) (1965), depicted the desperate poverty
of the common people. Nevertheless, the poor of the time were
highly critical of these films, pointing out that there was nothing
entertaining whatsoever about merely providing an on-screen
representation of the poverty that marked their everyday lives.
What they wanted to know, and what they wanted other people
to know, was how that situation came about. Receptive to this
criticism, Jorge Sanjinés and the Grupo Ukamau began to change
their style of film. The Brickmakers also faced the problem of sus-
picion of the project among the people being filmed. But Jorge
remembered declaring that these were film-makers that could be
trusted. I was tremendously excited when I learnt that, as well as
The Brickmakers, this year at Yamagata I would be able to sce a
later film by these two Columbian film-makers.

One of the film-makers to whom Jorge Sanjinés is closest,
in whom he places the greatest trust, is Argentinia’s Fernando

Solanas. I clearly recall Jorge’s passion as he told me about 7he
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Hour of Furnaces, a 1968 Solanas film directed jointly with
Octavio Getino. If T remember rightly it was around 2000, when
notice was given that a public screening would not be possible in
Japan, that I had the chance to see this highly acclaimed film in
a closed showing at a venue in Tokyo. I will leave it to readers to
imagine my thoughts when, my eyes never leaving the screen, I
was privileged to be part of that select audience.

I don't actually remember whether or not the name of the
Chilean director, Patricio Guzmdn, featured in the conversa-
tions that I had with Jorge, but for a time during the Allende
socialist administration in Chile between 1970 and September
1973, Jorge and his colleagues fled the military junta in Bolivia
and sought asylum in Chile. Under the Allende administration,
there was a vigorous cultural policy and many cultural activists
who had fled the various military governments of the time in
Latin America made their way to Chile and found work in that
country’s television and film industries. Because Jorge Sanjinés,
too, was one of these cultural activists it is likely that he had the
opportunity to meet with Guzmdn. Of course, I became very
familiar with Guzmdn’s name and work from the various newspa-
per articles and reference books that I came across while in Latin
America. Even before I had the chance to see his film, 7he Battle
of Chile, therefore, the title of this three part documentary pro-
duced between 1975 and 1978 was deeply inscribed in my con-
sciousness. This work will be shown in full at Yamagata this year.
Several years ago, when I saw Guzmdn’s Nostalgia for the Light
(2010), my awareness of his other work made the impact of that
film all the more profound.

The independent showings of Grupo Ukamau films that com-
menced in 1980 enjoyed great success. Thus in 1981, when I
felt inspired to continue my activities in this field, I translated
and published a book that enunciated the film theory of Jorge
Sanjinés and the Grupo Ukamau entitled Making Revolutionary
Film: Together with the People of Latin America (San-ichi Press,
now out-of-print). In an afterword I provided a chronological list
of Grupo Ukumau films and other films from Latin America. At
that time, because it was almost impossible to see screenings of
films from the region, I included a number of works that I myself
had not been able to view. Based on my conversations with Jorge
Sanjinés and the information I gained from reference books, I
added a chronological list of directors and titles. Accordingly, this
list included The Brickmakers, The Hour of the Furnaces and the
three parts of 7he Battle of Chile.

And now the time has arrived when here in Japan I can see the
films mentioned in the anecdotes related above! Thinking back
over the past forty years, recalling my life and my work in this
area, I am overwhelmed to know that it is now possible to view
these works at the Yamagata International Documentary Film
(Translated by Barbara Hartley)

Festival.
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Film About Memory, Film as Memory:

Patricio Guzmén and the Chilean Coup d’Etat

P2 | Yanagihara Takaatsu

(A4 L EBESC2F | Hispanic Literature)

of) s AT D [FIDRI] (1975-79) &, 1973

\fﬁ9 A1l HOY —F 208 7574~y 7 AR R
FaAaY =1, LODURFEEMADEEIHEAH 1
T, U A2 Z DML LT ) F = MEHED FRIH E TR
PEHL A% 2 oMR 044 LS s Sk —iu -
Tz TBHELZNPIEL LS LT AT LY 3 LCERO
RO, TSR —F 2% /i2 5 Lt OEX A
Fio T b TR o7 T2 2o FARBEOE TR
ROMELT AT ArE—1N, BOAM. FEFENHITEL OHRb L
IDDITLADIAL T Miotze SDIE 1971 EDFFa A4
) —{ES [RAIOE] OffkE TS IRIbODHIFESh:
DIZA9,

RO K27 LT oo —MaEIL., i
AR ZI Lz —d. JZTREICE T4, 7oz
T RMAEPEAAST HT AU HERE D O ORFEF L ->TY
ARRYVELNT, TAL LY FILALK Yo T:DF, AL —
MRS T D, AFIEE» A D RiA T, B
DFRZEULMR TN VYA - v AT L 5T [REYID
] R RTEHML, 750 2P A OEYET 5138 OBBEAR L
F12ZDT T ANTAT AN, EHETAE O TEH L 55
WERTFAT T A DEEIL, YT AL KEDT AL LHTE
LRTEE I LTI D ZDOIEMOBEH 4
LB UiE AV YN

NPT - T A2, 1970 4RI ARA » DU AL
TOMF R A TREILTZBRIZE. 74023 Rzt
BObfgeTuis7720s FfiodT7 o b TEME N REkE
G HICRAA THAEL TLAZ LIS, T2 2o FRKAR
FaAL R BT T A, TOMRRT VL TBIED Bt %
AIEIZNA DFHRITRA L WG T A 2 Lo T2,

ZND 0D, T AR DD LI — T ADFUELHALS
NI 0EIE, Sl arAFMcHR STy [H

© Icarus Films

[FYDRWL] The Battle of Chile

HOKRZ] (2014) 252D 2L 0 AINRS. Zhld,
Wn2T=70 [JKOR] EMIh AR RN &
JFz MEROZE b > TIHA T3 HEORES. 144
DRZNZ, IKOHIZERAT - TS HEIE . OBRE 43K 4 4
DAL aA—T, BEZAKII—TRIEDADYETLT Y Y
nevA Rzl Ront S Aol [HOFEE»OkNs L
BTl tHELTYA,
ZHUINA TR SABIY BIRIE . T AR N3 —T 4%
[$ A TTItOEH, HTORIRATEL LD HE LT &5 1l
ot o ] BhonBOERELTOADR, Zhulid it
LT, B [FUORIC] 5 1 HEEHLE 2 HRRICES,
20 3 EERHIRO U T KB E BEAR DA A — DR TL
A2OTRWEEAID P [HIOR] LRBEAXE (KEHET
) ORI DT IZAI D ?
TARDFVDORADE L, 71— T ADFERE L
LTAL Y, ZRUICRLTI A~ d T34 TEED, JiH
by SRl L57. AT LICE RN R
A8 HDF ] D, [HT N BEH] 05Dk,
[EXoRar] THRIShA, GLLRDAINIRL D LS
WHEDITECT e 2L TZUEA L - 7238 2 OWm L2
TLAILENR L GUER RIS ER VD DT,

33



Patricio Guzmdn’s documentary 7he Battle of Chile (1975-79)
climaxes with the tumultuous shockwaves of the Chilean
coup d’état that took place on September 11, 1973. Once
you've seen the stark vividness that colors Part One of the film,
which begins with the bombing of the Presidential Palace, and
the jolting rawness of Part Two, which ends with an overlap-
ping montage of the crumbling Palace and the proclamation of
the resulting Pinochet regime, the scenes tend to stay with you.
The film, depicting the struggle between the Salvador Allende
regime on one side and the opposition forces looking to topple
the government — the bourgeoisie and Army — on the other,
wasn't actually conceived as an attempt to chronicle a coup d’état.
Guzmdn’s original concept was to document the course of Pres-
ident Allende’s socialist policies from ideological, political, and
economic perspectives. In a way, he was probably hoping to make
a follow-up to his 1971 documentary Primer afio.

After formulating a rough sketch of the documentary, breaking
the plan into twenty or so parts, and getting ready to start shoot-
ing, the crew ran into a big problem: stiff economic sanctions
imposed by the United States, which viewed President Allende as
a potential threat, had cut off the crew’s supply of film. Trying to
secure resources through official channels would have taken years.
That's where Chris Marker stepped in to lend a helping hand.
Guzmdn had written a letter to Marker, a French cinephile who'd
been so enamored with Primer asio that he'd expressed an inter-
est in making his own version of the film for French audiences,
detailing his plans for the new project and laying out the predic-
ament that he found himself in. Marker responded by sending
Guzmain a load of film. Thus, Marker became a member of the
production team.

After finishing his studies at Spain’s Official Film School and
heading home to Chile in 1971, Patricio Guzmdn apparently
had his sights set on making fictional film. The class conflict that
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FFYUoRIW] The Battle of Chile [LA] ...... 10/12 10:00- [CS]

he witnessed under the Allende administration upon his return,
however, was so visible and prevalent that he felt the need to shift
tracks and make a documentary on Allende. That change of heart
— that flash of inspiration — led Guzmén to record the collapse
of the government in a film that would ultimately leave indelible,
powerful marks on people’s memories.

The Pearl Button (2014), Guzmén’s entry in this year’s Inter-
national Competition program, suggests that the director’s mem-
ories of that fateful coup d’état — now more than 40 years old
— have lodged deep within his creative psyche. The film centers
on a single shirt button in the ocean, exploring its implications
in symbolizing the repressed memories of the indigenous “water
people” of Western Patagonia — a group that endured affliction
both during the colonial era and under Pinochet. When Frederick
Wiseman asked Guzmén why the coup d’état continues to be
such an obsession for the director, Guzmdn said that he “can’t get
away from [that] moment.”

What Guzmdn said next raises interesting questions about
his perspective and motivations. Speaking about the coup d’état,
Guzmidn said that “It’s as if I'd witnessed my home being burnt
down in my childhood.” Might Guzmdn have been invoking the
image of the Presidential Palace bombing, which bookended the
first two parts of The Battle of Chile and served as the central the-
matic pivot of the entire trilogy? Could “my home” be a figurative
representation of La Moneda Palace — the setting for the 1973
military takeover?

While most of Guzmdn’s friends in Chile say that the coup
d’état is part of the distant past, Guzmdn says that “It’s as if it hap-
pened last year, last month, or last week. It’s as if I exist inside an
amber-filled capsule.” That “amber-filled capsule” is the stone-en-
crusted pearl at the interpretive heart of The Pearl Button. Its
Guzmdn’s legacy of films. It’s a way to keep memory from disin-

tegrating. (Translated by Tom Kain)

F&¥knRs>] The Pearl Button [IC] ... 10/9 10:00- [YC] 110/10 16:00- [CL]
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Gustavo Fontdn: The Free Horizons of Sound and Image
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t first glance, Gustavo Fontdn appears to be an anomalous
Immaker in contemporary Argentine cinema. He doesn’t
appear to have anything in common with the works of celebrated
Argentine filmmakers like Ana Poliak, Pablo Reyero, Carlos Ech-
everrfa, Edgardo Cozarinsky, or even the (early) work of Leon-
ardo Favio. Likewise, his work is absolutely different from that
of Matfas Pineiro, Alejo Moguillansky, and Mariano Llinds, all
former students of Rafael Filippelli at the National Institute of
Cinema and Audiovisual Arts, and now fully active filmmakers in
their own right. If anything, there is the desire to classify Gustavo
Fontdn as a filmmaker influenced by forerunners of global cinema
such as Robert Bresson, Victor Erice, Andrei Tarkovsky, and Alex-
ander Sokurov, a filmmaker who introduced their techniques of
framing, noise, light, and shadow to Argentine screens. But still,
this would be too simple. One could call Gustavo Fontdn a “cine-
matic poet,” given that he once aspired to join the world of poetry
and literature, and that he as a filmmaker he adapted the texts of
Juan Laurentino Ortiz and Juan José Saer into cinema. Yet, even
this label would be incorrect.

Gustavo Fontdn’s 2002 feature film Where the Sun Sets (Donde
cae el sol) depicts a love story between an elderly man and a
woman thirty years younger, in an exquisite work reminiscent
of American independent film or the Dardenne brothers. Com-
pared to Fontdn’s later, more adventurous work, it seems odd that
he would have made this film. From the time of 7he Tree (El
drbol, 2006), which will be screened at this festival, he begins
making films that combine low fidelity sounds and fragmentary
images, creating what one could call musical or poetic struc-
ture. The Tree is the first work in a series of films on the home of

[#&] The Tree
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Fontdn’s parents, a series that continues until 7he House (La casa,
2012), which I screened last year in Tokyo as part of a program I
organized with the name New Century New Cinema Presents Cine
Argentino Vol. 5. While The House is reminiscent of the films of
Tarkovsky and Erice in its use of imagery of wood and water and
sounds of bugs and children, as a work it is full of freedom and
without attachment. At this year’s festival we will screen The Face
(El rostro, 2013), the first installment in a series on rivers that
begins with a film that could be called a symphonic poem for a
river, The (River) Bank that Becomes Abysmal (La orilla se abisma,
2008), which I also screened last year in Tokyo. Though The Face
depicts the daily lives of “performed” fishermen, it is not limited
to this endeavor. Through the digitalized images of a handheld
camera that uses black-and-white Super8 and 16mm film, the
film actively speaks to the materiality of different formats of
black-and-white images. Another fiction film by Fontdn that I
would love to see introduced into Japan is 7he Mother (La madre,
2009). The work is reminiscent of Tarkovsky in its free use of
off-screen sound, though Fontdn’s use of the technique is distinct
and achieves a sense of liberation that is fully his own. Fontdn’s
films lead the senses of their audiences to a place where sound and
image can be perceived as material, and in so doing can be said to
liberate new horizons of freedom. Thus the question — should

we consider them poems?

(Translated by Kyle Hecht)
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For the first time in four years, Tomi
Lebrero will visit Yamagata from
Buenos Aires for a special concert held
in connection with the “Latinoamérica”
program of the Yamagata International
Documentary Film Festival. He is coming
to Japan on the invitation of the 2015
Kyoto Music Expo sponsored by the group
Quruli, and will take part in a Quruli
performance in Kyoto. In addition, he
will conduct a nationwide tour, hence the
visit to Yamagata. It is no coincidence that
Tomi will be in Japan exactly at this time
or that Tomi, who is known as a fan of
film, has been invited to perform a special
concert at the film festival.

When one hears the words Buenos
Aires or bandeneon player, it is probably a
very natural reaction that tango automat-

ically comes to mind. But Tomi’s music is

B2~ ¥)L « 5147 Special Live Concert
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something that goes against that instinct
entirely. I feel sorry for people expecting
classic tango, but his music is not tradi-
tional in that way. His career started in
a tango-based unit, the Orquesta Tipica
Ferndndez Fierro. He is also one of the
founders. But this group was known for its
edgy and extreme performances, so from
the start his career was not about the usual
type of tango. From 2005 onwards, he
began playing the guitar as well as the ban-
deneon, and singing the songs himself as a
singer-songwriter. To date he has released
four original albums and two soundtracks.
Although his musicality remains faintly
redolent of traditional Argentinian music
like tango and folclore, his music carries
his signature, is not tied to any genre, and
exemplifies the independent scene of the
Palermo neighborhood, the cultural hub

In connection with the Latinoamérica program
Yamagata Special Concert by Tomi Lebrero — the next generation from Buenos Aires, Argentina
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of Buenos Aires. When I say that his music
incorporates everything from the bande-
neon to stomp box, drum machines and
even rap, you might imagine it to be exper-
imental and avant-garde. However his
music is not at all difficult: within the new
methodology is concentrated a simple and
genial humanity. His songs, whose tunes
are bound by a frank sensitivity, could
never be described as accomplished, but
they have a charm that plays on the heart
strings. Please give a listen to a snippet of
his music on YouTube like that for French
film-maker Vincent Moon’s “Take Away
Show #104” or ““Matsuo Basho’ filmed by
Mitamura Ryo.” I hope lots of people will
get a taste of contemporary Buenos Aires
that Tomi will bring to this once-in-a-life-
time performance at the film festival.
(Translated by Laura Holland)
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FRANK LLOYD WRIGHT (4-16-6 Nanukamachi, Yamagata) | Advance Tickets: 2,500 yen / Door Tickets: 3,000 yen
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The Cinematic Age(s) of Matsumoto Toshio
A SCE ¢ | An Interview with Tsutsui Takefumi

(WU | Filmmaker)
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Discovering Images — The Age of Matsumoto Toshio
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—— Let me start an interview asking you about the beginning of
making Discovering Images — The Age of Matsumoto Toshio (the
series of five parts.)

I had a chance to make a documentary of cameraman Suzuki
Tatsuo and had an opportunity to meet Mr. Matsumoto Toshio
to ask him to supervise the film. The story he told me at that
time was quite interesting and I got desire to record it. It was in
2003, and the sequence I shot first was the interview in “Partl:
Documentary Film.”

—— Did you have a plan to make the series of five parts at the
beginning?

I found a lot of things as I had a lot of interviews, and it led me to
elaborate the structure of the whole film. After I started shooting
and researching him, I realize that to tell the story of Matsumoto
Toshio means not only to tell his own story. Cinema, images,
environmental art, contemporary art... He explored and crossed
every genre of the postwar Japanese cinema history. He is politi-
cally aware as well, and he conducted the educational activity to
appreciate the important works of the other countries. He had a
lot of debates as well. By depicting his extensive and deep over-
view, we'll be able to see not only the history of Japanese cinema
but also postwar Japanese history. I realized again that he is such
a phenomenon.

—— Even Part1 alone has a large volume.

Tsutsui: Matsumoto started his carrier in the film industry
working as an assistant director at Shin-Riken Film Company,
then promoted to director. He became the leader of labor union
and only he was fired. He started working as a freelance film direc-
tor, but he always made films rubbing sponsors the wrong way
and lost his jobs. He hadn’t been able to make films. He couldn’
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make even one film in between 1963 and 1967. I can't believe
it but he did any kind of job to earn a living at that time. But
his film Mothers (1967) won the Grand Prix at the 18th Venice
International Documentary Film Festival and he came back to
the film industry. The whole story I told you now is in Partl. The
most dramatic part in five parts and enjoyable with happy ending.
—— Tell me about “Part2: Expanded Cinema" and “Part3: Feature
Film."”

“Expanded Cinema” is like moving images on multi-screen or
huge moving images on an amorphous screen, the visual expe-
rience beyond what you get on the movie screen. I depicted the
story of expanded cinema deeply, too. For the Damaged Right
Eye is the first major three-screen film in Japan, and his highest
achievement of expanded cinema is Space Projection Ako at Textile
Pavilion at the Japan World Exposition in Osaka in 1970. I
visited there and saw it when I was a junior high school student.
That strange experience of images is still imprinted in my mind.
In Part3, I listened to his thought of feature film, which he made
only four, with anecdotes of people around him.

—— Many people think of Matsumoto Toshio as an artist of exper-
imental film. Thus Part4 is about “Experimental Film."

From the late 1960s to 1970s, he was making experimental films
every year using 16mm film, video, scanner, etc. In Part4, we
project his work on a screen with him talking in front of it. Images
are projected on his body as well. The same images are displayed
on the monitor in front of him, and I intend to synchronize the
words he was saying while looking at the monitor with the images
behind him. Depending on what genre we talk about, I changed
the place and surroundings where the interviews were held.

—— Finally, “Part5: Cinema Movement.”

As T learned a lot while I was shooting, there were a lot of things I
didn’t understand enough or I didn’t know in each interview. For
example, about his participation in the Japan World Exposition.
Anti-Expo movement arose, and the avant-gardes were divided
into two; participants in Expo and anti-Expo people. Anti-Expo
people criticized him at that time, but what does he think of it
now? I held additional interviews and asked him about what I
missed the chance to ask. As he made his own films, he expressed
his opinion about various films, made strong arguments, and
fought against the older generation. I asked him to summarize his
“movement” from the present position.

—— The film is totally 700 minutes.

Some people think it’s too long, but it may be very economi-
cal because you can understand the postwar history of Japanese
cinema and the postwar Japanese history in 11 hours 40 minutes.
I am confident about it. Of course it is the result of his activity
until now. I had totally 15 hours interview with Matsumoto. I



also had interviews with 20 important persons around him. Its
been 13years since I started shooting. Matsumoto has been saying
for years, “Please complete it while I am in good health.” T com-

pleted it to keep our promise.

M _EBR Screenings

Interview conducted by Yoshino Daichi (Radio Program Director,
Cinema Kinema) via telephone on September 9, 2015

(Translated by Araki Takuro)
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Record of a Performance: Cinéastes de notre temps: John Cassavetes
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Cinéa&tef de notre temps: John Cassavetes combines two inter-
views — one filmed in Hollywood in 1965, and the other
in Paris in 1968. We are taken by surprise as soon as it starts by
a long scene in which Cassavetes and his Faces camera operator,
George Sims, perform a kind of unfunny comedy routine. Their
banter is just like a Cassavetes film itself. The scene is also just like
an early one in Faces where two middle-aged men play the fool to
entertain a prostitute. As someone who has long been struggling
with how to achieve a Cassavetes-like “much ado about nothing”
quality in film, this was a telling scene for me. In the scenes in
both films, there’s nothing but his life, his physical self, there.

When we see Cassavetes in 1968, the first impression is that
he is prematurely aged. He hasn’t hit 40, but is showing some gray
hairs, and his expression has a hint of bitterness. But even though
he still furrows his brow, once he gets going he talks as if he is
driven by something. It was in this second part of the film that
I had a strange feeling about watching it. I felt like I had heard
these words of his before somewhere:

“Not so much that the film can be a great film or a bad film
or a mediocre film. But the idea that it can happen, that people
can go out with nothing and through their own will and through
their determination make something out of nothing, out of
nowhere, no technical know-how, no equipment.”

This quote is from a book called Cassavetes on Cassavetes (ed.
by Ray Carney, Faber and Faber, 2001). It is a compilation of
quotes from interviews held over most of Cassavetes  lifetime,
and I basically consider it my bible. It includes numerous inspi-
rational comments he made not only on filmmaking but on life
itself. They are textual gems that I feel like urging you all to go

and read right here and now. The strange feeling I mentioned

M _EBR Screening
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carlier was a sense of déja vu (or déja lu) that arose in the context
of my own experience; it seemed like he was answering the inter-
viewer using pre-existing text. While Cassavetes was a performer
I was watching on screen, he was also the creator of those texts;
and what I saw was the words and the man in perfect union. This
also led me to a certain conviction.

I said he talked as if he were driven — meaning it was if he
were compelled to say what he said. Compelled by what? I'll come
out and say it. His texts make him say things. Or rather there
is a more profound “something” that generates those texts. And
that “something” drove him to make Husbands, A Woman Under
the Influence, and Love Streams. That something appears to us
here as a text that seems like a typical John Cassavetes comment,
expressed in the exact form of speech he would be most likely to
use. Isn't this just like something we know well? That’s right, it’s
like performing. Its just like the best kind of performance.

I am definitely not saying that Cassavetes is playing Cassavetes,
or that a great artist was really a common man wearing a mask.
For Cassavetes, there could be no performance from behind a
mask. Performing is as he says in this film a way of expressing a
person’s truth, and he is just putting that into practice himself.
Was not his life itself the merging of life and performance? He
would not allow himself to take a path other than the honest
expression of self. That’s a hard life. This film of him is inevitably
a merging of life and performance — that is, a record containing
John Cassavetes’ best performance, which can even stimulate our
own “something.” He had 20 years of life left at this point. He
left us after having lived about half the lifetime of Manoel de
Oliveira, a man who committed himself to keep filming perfor-

mance as performance. (Translated by Julianne Long)
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Where Does Truth Exist?: Robert Frank’s Me and My Brother
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orn in Switzerland in 1924, Robert Frank moved to New

York in 1947 and is now probably the oldest active photog-
rapher and film director today. He began his career working for
the fashion magazine Harpers Bazaar, but it didn’t take him long
to cut ties with the commercial industry. In France in 1958 and in
the U.S. the following year, Frank published a photo book enti-
tled The Americans. Widely known as one of the most influential
postwar collections of photographs, the book gives a depiction of
the illusions of American prosperity, combining profound lyri-
cism with sharp criticism.

In 1959, Frank moved on to filmmaking, making his direc-
torial debut with Pull My Daisy (co-directed by Alfred Leslie).
Based on original works by Frank’s ally, Jack Kerouac — who also
narrates the movie — the film features several literary stars of the
Beat generation, including Allen Ginsberg, Peter Orlovsky, and
Gregory Corso. It was a change of battlegrounds in a period in
which Frank was in the midst of establishing himself as a photog-
rapher. This was the very same period that saw the formative years
of anti-Hollywood (i.e., independent) films in New York. Frank
along with Jonas Mekas and John Cassavetes ended up taking on
the burden of cultivating this film movement in its early stages. In
the 1970s, Frank, while still keeping a hand in motion pictures,
returned to still photography where he exploited his filmmaking
experience with his use of written text and techniques involving
the juxtaposition of numerous images in his work. What can be
found in his still photography more than anything else is an aes-
thetic, political, and ethical interrogation of the act of “capturing”
the photographic subject — a theme frequently seen in his films
and one of the major themes in Me and My Brother.

Me and My Brother, along with Candy Mountain (1987), is
one of Frank’s few feature-length films. It is a controversial work
that displays in their most extreme and complex form the signa-
ture features of his films. These features, which originated in Pull
My Daisy, include impromptu stage direction, editing, and the
shuttling back and forth between fiction and documentary.

In Me and My Brother, Julius Orlovsky, the “main character,”
lives with his younger brother, Peter, and Peter’s live-in partner,
Allen Ginsburg after having resided in a New York mental hospi-

tal for several years. Julius still suffers from catatonic schizophrenia,
and the people around him, including Peter, have difficulties dealing
with him, as he is unable to recover any connection to “the world.”

Frank originally planned on making this film a documentary
composed of footage of Julius’s daily life and travels with his
brother; but in the middle of the production, Julius ran away. At
that point, Joseph Chaikin took over the “portrayal” of Julius. The
film adds further layers of complexity with other double-castings,
as in the case of Christopher Walken who plays the role the film’s
director, Frank, with the voice of Frank himself dubbed in for
Walken. Moreover, Frank interleaves references to the film’s very
own production by inserting several clips of the film’s own rushes
projected on screen. Sound and image are frequently out of sync,
destabilizing meaning. Through these complex effects, narrative
consistency, normally a necessity, is disrupted by a steady stream
of shifts and alterations. At the beginning of the film is a traffic
sign flashing “Stop/Do Not Enter;” thus from the outset, the act
of viewing itself has been made forbidden.

But the structure of Frank’s message is perhaps rather simple.
Whether involved with his younger brother, Ginsberg, his doctor,
or the director, Julius is always passive. He is completely protected,
he is spoken to, he is asked questions, he is controlled. The people
in his world are represented by “doctors,” and Julius is portrayed as
a “patient” who, whether through his own volition or orders from
others, cannot act. On the other hand, his reticence, to the extent
that it contrasts with the loquacity of the people in the normal
world, is a sign of his doubtless “wisdom.” The relationship of
doctor and patient is overlapped with actor and direcror and then
watcher and watched and is auto-critiqued. More than anyone else,
the person who sees through the multilayered structure of control/
controlled and is better able to understand the difficulties of using
language to talk about truth is none other than Julius. That’s what
FranK’s working hypothesis for the film comes down to. The final
scene reveals this when, after having shown up again at a psychi-
atric hospital in Napa, California, the “real” Julius becomes unex-
pectedly articulate, engaging the “real” Frank in a dialogue. Julius,
more than anyone else, acts as the part of sage.

He states: “Well, the camera seems like a — a — a reflection of
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disapproval or disgust or — disappointment or unhelpfulness —
ness — or ¢h — unexplain — unexplainability — unexplainability
— to ¢h — disclose any real, real truth that might possibly exist.”
In response to Frank’s question, “Where does truth exist?”
Julius responds, “Inside and outside — the world. Outside the

world — is — well — I don’t know.” In this tranquil yet striking dia-
logue the film comes closest to being a documentary while at the
same time sculpting a narrative climax in an eventful story about

the search for truth through every conceivable means.
(Translated by Thomas Kabara)

* This essay references the following works: Paul Roth, “Me and My Brother,” in the Handouts for the screenings of Robert Frank’s Films (Wash-
ington, D.C.: National Gallery of Art, 1994), n.p.; Toyama Sumio, “Acting, Camera, and Truth: On Me and My Brother (Robert Frank, 1968)," PHASES
Vol. 5, Division of Representation Studies in Art and Culture, Graduate School of the Humanities, Tokyo Metropolitan University, 2014, Japanese only.
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mak Bakia — it’s first of all a name of a film. More pre-
cisely, it's an assemblage of images bound together by Man
Ray, which he calls “cinépo¢me.” Etymologically, “ciné-” means
“kinema,” so we could call it a poem of movement. The collar of a
shirt a man ripped off dances in the air, and gradually transforms
itself into a fluid object that looks like a window, floating majes-
tically. This poem continues to swim since it appeared nearly
a century ago, losing none of its gracefulness. We have never
grasped it, despite, or because of, its sure and living presence.
Emak Bakia — “Leave me alone.” “Fiche-moi la paix.” Man
Ray kept the title untranslated. This Basque phrase — if it intends
to convey something — fell on deaf ears. The truth is that it was
a name given to a building. 7he Search for Emak Bakia by Oskar
Alegria appears to record a journey, in which an explorer desires
to search for that building. If this is the case, Alegria’s film can
be compared to prose commentary on a poem that gently eludes
our understanding. However, as any attempt to disclose a secret
encounters interruptions, detours, and deviations all the time, so
does this journey that seeks for commentary. Images of streets,
beaches, corridors are inserted; they were probably shot in some
unknown places. And then they are put in contrast with other
images that appear to be taken in the same places. Its legs of a
dancing woman and legs of a street performer that jump around
a glass, Man Ray’s image of “leave me alone” and an image of an
explorer, that opens up a proper space for Emak Bakia, out of
which emerges, only for a short while, a carnival. Poem for poem,
image for image. The prose in the documentary is thus elevated
to poetry.
Emak Bakia — however, if Man Ray’s Emak Bakia is a poem
and a complete work with its own vocabulary and syntax, then
The Search for Emak Bakia remains nothing but a verbose and
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approximate explanation; that is what a prose translation of a
poem ought to bear. We learn from uncertain words witnesses
narrate the ways in which a colloquial sentence no translation
can reproduce — “Emak Bakia” [“leave me alone”] — becomes
the very name of a house. It’s an idiom, a sentence, and a name.
This is all tied together to one house but in a very tenuous
manner; it may fall apart unless spoken by several persons. But
as if ridiculing the effort of reconstruction, this name also denies
its own existence as a name: “Who cares about my name? Leave
me alone.” Another explorer says to the camera about the name
which refuses itself: “Emak Bakia was more a way of searching.”
“Emak Bakia” is a name given to a gesture that refuses names.
But at the same time it’s a name which indicates a search for the
forbidden Basque name. Moreover, it’s a name for a site where
multiple journeys meet by chance.

Emak Bakia — names have an enigma which should be left
undisclosed. I do not say that the secret they hide is of a sacred
nature. A survivor from the concentration camp in Sachsenhau-
sen tells us that he wrote down names in letters, which passed
censorship. Buildings named in Basque become signs for extreme
hunger, necessary materials, and foods. This time, names become
sentences. No longer symbols, names fall down to the most mate-
rial level of subsistence. They stay in one place; they are being
hidden and hide some other things. But they also travel from
person to person, from memory to memory.

emAk bAkiA — What does the repetition of the first letter
and vowel in the alphabet predict with the chaotic dance of light
emanating from the film? Isn’t it an explorer, seduced and over-
whelmed, standing still on the threshold of a secret door? And

perhaps we are also such an explorer.

(Translated by Oda Toru)
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t first glance the place looks abandoned, a place which might

t Kurosawa Kiyoshi’s films very well. Once we step inside

the half-ruined big building, we hear chattering sounds coming
from dark areas over there. Our eyes get used to the darkness,
and we notice that 16 mm film projectors throw lights on white

| Film Studies / Programmer, Tokyo International Film Festival)
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walls on all the sides. It appears that fragments of old newsreels
are being shown. The faded and almost crumbling walls were
recently repainted and scribbled, which give me a feeling that I'm
being surrounded by a herd of colorful zombies. In another room
lie heaps of film reels that smell sour. What is this? Did someone
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Lab Laba-Laba

throw away garbage in this place? Or, is this an exhibition? Like
Kidlat Tahimik, I want to march around, shouting “God of film!
God of Spaghetti!” and hitting a gong, as if in a sacrificial ritual.
In one another room, a big, stylish mural awaits us. Illustrated
panels unfold before our eyes, explaining how a film stock meta-
morphoses into a cinema with images and sounds.

This is what I saw in the exhibition Lab Laba-Laba during
my visit to Jakarta last April. Lab Laba-Laba means the labora-
tory (Lab) spiders (Laba-Laba) cover with webs. This exhibition
title is as playful as Noda Hideki’s puns, while precisely telling us
what the exhibition site looks like. At the center of the artists who
participated in this show is Edwin, an energetic film artist. After
Blind Pig Who Wants to Fly (2008) and Postcards from the Zoo
(2012) made him a leading surrealist artist in East Asia, Edwin
went to the Netherlands for study. But no sooner had he come
back to Indonesia than he launched this exhibition project.

At the beginning of this essay, I said that the exhibition took
place in an abandoned building. But this site is actually a property
of the PEN (Produksi Film Negara [State Film Production]), an
authentic institution which has served as the center of film indus-
try in Indonesia. The PFN was established in 1934, at the time

of Dutch colonialism. It made propaganda films as the Jakartan

W RY7 L Symposium
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[NAC/DS] 10/13 15:00- [M5]

branch of Nippon Eiga Sha [Japan Film Company] under the
Japanese occupation during the Pacific War. After the national
independence, with the Sukarno and the Suharto regimes, it
created a large amount of fictional films and newsreels, reflecting
the policies of each sovereign ruler. Up to the 1980s, it was a
widely influential laboratory not only in Indonesia but all over
East Asia. The PFN, one can say, is a living witness of modern
and contemporary Indonesia. However, Lab Laba-Laba became
obsolete and almost forgotten, as the demand for film produc-
tion rapidly dropped after the democratization that followed the
demise of the Suharto administration and due to digitalization in
the 21st century. What Edwin and his fellow artists focused on
was to “recycle” this historic place where huge and rusty contain-
ers of solution stand here and there.

To recycle does not mean to reverse the clock, however. Their
official purpose is probably to draw wide public attention, so that
the preservation and restoration of films becomes possible and
that history of film and film culture are taken seriously. In addi-
tion, Yui Ricko, a journalist well-versed in local circumstances,
suggests in a report (Sarasa, 2015 June) that their exhibition is
partly a protest against a government-led restructuring plan to
scrap the historic place and build a huge entertainment complex
which includes a multiplex and a hotel.

Although she is certainly right, there is some other thing I
sensed. Edwin and his fellows showed no nostalgia for past films
of the golden age which shine with popular dreams and hopes.
However, they were different from archivists who ask for the
preservation of old films for academic reasons. It’s playfulness of
enfants terribles that permeated the event which kept young con-
temporary artists involved. They sneaked in the dark, abandoned
building which was literally covered with spider webs, squeezing
their way along heaps of reels that were indistinguishable from
garbage, coloring them, collaging them, scribbling on walls,
piling up disc-like film cases as an installation, oiling thrown-
away hardware such as film projectors. In short, they recycled all
kinds of junk objects by putting them in a different context. This
playful space where we would almost see Edwin’s tongue-in-cheek
face did not oppose the preservation of film culture or the protest
against the restructuring plan; instead, it comprehended both of
them, constituting a larger magnetic field.

The exhibition Lab Laba-Laba is thus inseparable from the site
of the PEN which embodies Indonesian film history. I'm thrilled to
hear that the essence of the event will be shown at YIDFF this fall. 'm
looking forward to seeing, and seeing closely, with what tricks Edwin
who is on the way to becoming a trickster in Indonesian film indus-
try will “recycle” the exhibit in Yamagata. (Translated by Oda Toru)
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Memories of a Building: What a Local Photo Studio Has Seen

[{ili% | Okazaki Aya
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“Photo  Studio
Nishimura.” It is now closed, but

large sign says
its wooden-walled Western-style facade
catches the eyes of passers-by. Last year
it was filled with visitors as the venue for
the Michi no Oku Arts Festival Yamagata
Biennale.

Photo Studio Nishimura was built in
1921 (10th year of Taisho) by the carpentry
and design-savvy family head of the time
and his father. The outside is Western, but
when you step inside, the first floor is Jap-
anese-style. The second-floor waiting room
and studio are Western, and elaborately
decorated throughout. The careful con-
struction extends to the details: you catch
a glimpse of this in places such as the deco-
ration of the eaves in the entryway porch.

These days it is looked after by
Kobayashi Kazuhiko, nephew of the family
head. He shows me a photograph taken at
the museum, noting that photographers
record the society of their time. He tells

me that before the war it was mainly the
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rich, such as daughters of respectable fam-
ilies and soldiers, who used to visit pho-
tographic studios. The photographers also
apparently used to go out on their bicycles,
shouldering their equipment, to do group
photographs. A big camera, with a glass
plate negative serving as film. I imagine it
all weighed a considerable amount.

Taking photographs in those days was
“special.” Soldiers staring at the camera
with a determined look; young ladies strik-
ing beautiful poses. During the war they
also took pictures of departing soldiers. In
every photograph I sense something like
resolution in the photographer and the
subject to capture and record the moment.

At one time there was a U.S. occupying
forces facility nearby, and many American
soldiers visited Photo Studio Nishimura
after the war. After that, demand increased
for driver’s license photos and passport
photos.

It is now exactly twenty years since the

shop went out of business due to the spread
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of home-use cameras, and various other
reasons. Cameras, photography equipment,
price lists and backdrops remain in the
studio as they were left, cloaked in silence
as if time there stood still. Apparently the
studio is bigger than that of other surviv-
ing photographic studios built in the same
era. Mr. Kobayashi tells me that there is a
window on the north side because the light
that comes in is constant, and does not vary
according to the time of day. A soft light fills
the studio, which seems to be waiting for
the chance to take photographs once more.
Works by filmmakers Edwin and Rizki
Lazuardi of the Indonesian film preser-
vation group Lab Laba-Laba are going to
be exhibited here. I hope plenty of people
will enjoy this rare occasion of the inter-
section of layers of history at Photo Studio
Nishimura with an installation of video

archive from a foreign country.
— With the cooperation of Kobayashi Kazuhiko,
head of Yamagata Historical Buildings Society.
(Translated by Laura Holland)
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To This Day, Her Father Spoke About Revolution as Life: About Tip Along Exodus

JEVLIEZE | Adachi Masao

(WUl | Filmmaker)
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his is a family story of a daughter, the filmmaker, who for

the first time comes to terms with her long-absent father, a
revolutionary who was one of the leaders of the Palestine libera-
tion front.

She also calls on family members living in Diaspora in western
and Arab countries, trying to find out more about her father. The
questioning leads her to contemplate the era through which he
lived, and the answers force her to reflect on her own status of
being as she is able to live a life of peace today.

Her questions are about her father, but the discussions direct
her straight on to a colossal and unavoidable issue: Colonialism
of the middle-east by western states and their foot soldier Israel,
their killing of local residents and expansion of territory, the suf-
fering of Palestinians forced to be refugees, and the history of
occupation and resistance that lies between.

Focusing on her father’s story, the filmmaker attempts to
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narrow down the wide-spread topics to the personal and to main-
tain an apolitical approach. But the more she does so, the more
the tragedy of Diaspora intensifies, so visible it is through the
expression of those she speaks to. The reality of occupation and
massacre is highlighted in relief. During the tranquil but tempo-
rary reunion with her father, she finds she is strongly drawn to her
father’s stance, that revolution was indeed what life was.

The father from whom the filmmaker was separated in child-
hood is Elias Shoufani. In the 1970s and 80s, he was a leader of
the PLO movement alongside the late President Arafat, and was
in charge of many operations. When he saw corruption and red
tape spreading through the mainstream faction of Fatah, which
is today the central faction in the Palestinian National Author-
ity, he went on to establish the Revolutionary Council to reform
the liberation movement. But he was betrayed by factions that

supported compromise and was further forced into underground



hiding from Mossad (Israeli intelligence agency) assassins who
feared anti-Israel hardliners. It was a miracle he was alive to
reunite with his daughter. His declaration, that revolution was
everything in his life, take us to the everyday reality of the Pales-
tinian people who struggle against occupation to this day.

away any false Anne Frank myth and ideology, and evokes the
current reality of the impending genocide of a people. The com-
passion in the filmmaker when she meets her characters is a fore-
shadowing of the optimism and determination that will allow her

to survive the future, and that is moving for me.

The daughter’s happy and youthful voice manages to wash
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Um Ghayeb — In Arab society married
women are called by the name of “umm
(mother) plus her child’s name,” which can
be a nickname or honorific title. Hanan
who appears in Um Ghayeb — Mother
of the Unborn is called “Um Ghayeb,”
which literally means “the mother of an
absent son.” An honorific title or nick-
name for married men is “abu (father)
plus his child’s name.” The late Yasser
Arafat, former Chairman of the Palestine
Liberation Organization (PLO) was called
“Abu Amar” (father of Amar.) Such an
appellation that take the form of “father
or mother of his or her child” is called
“kunya” in Arabic.

Hind Elias Shukuri Shoufani — The full

M _EM Screenings
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Jury / Khouri
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name of the director of Trip Along Exodus
is Hind Elias Shukri Shoufani. Hind is her
given name, Elias is her father’s name, and
Shukri is her grandfather’s name, which
is also her family name. Some Arabs have
longer full names. In Arab society a per-
son’s full name often provides information
about his or her ancestry.

Jury/Khouri — In Lebanon 1949, the Jury
family returns to Lebanon. In the early
20th century they migrated from Lebanon
to Mexico. At that time their family name
was Khouri instead of Jury. The first Mr.
Khouri headed for Mexico via France from
Lebanon. When a passport was issued, his
Arabic name was transcribed into Roman
character as Khouri. The sound of “kh” of

...... 10/10 13:00- [F4]

(Translated by Fujioka Asako)
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“Khouri” in Arabic is a kind of mixture
between “k” and “h.” In Spanish-speaking
Mexico, it sounded like “” in Spanish so
“Khouri” became “Jury” which has since
then been established as their family name.
Other members of the Khouri family who
also migrated to Mexico became “Kuri”
or “Curi.” In these cases, the sound of “k”
was adopted and their names were simpli-
fied in Spanish. Changes in names give a
glimpse into histories of migrants.

(Translated by Yamamoto Kumiko)
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was born and brought up in Yoko-
hama City, Kanagawa Prefecture, but
after high school, I went to Yamagata Uni-
versity, becoming an undergraduate in the
Faculty of Literature and Social Sciences.
I volunteered at this film festival in 2001
and 2003, while I was still a student here.
As one of the staff working on the
YIDFF Daily Bulletin, I had the oppor-
tunity to interview some of the directors.
On one occasion, having done my utmost
to put together a good article within the
constraints of both the word limit and the
deadline, T was pleased and proud to be
told by the Asian female director whom
“I'd like to thank you,
because even though our conversation

I had interviewed,
skipped around all over the place when

you interviewed me, youve summed up
clearly everything I wanted to say.” For a

so | SPUTNIK — YIDFF Reader 2015

G¢HZHE | Takarai Kinkan
(iRl | Kodanshi (Storyteller))
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student with no real-world experience, the
film festival was very inspiring, because it
gave me the opportunity to mix with the
older generation, as well as people from
other countries.

After graduating from university, I
joined a publishing company in Tokyo,
but I quit after less than a year and entered
the world of kodan storytelling, one of
Japan’s traditional performing arts. Now,
almost a decade after I became a kodan-
shi storyteller, I am honored to have been
invited to this film festival as a guest.

Kodan storytelling is a form of yose
vaudeville performance, with a history
dating back 500 years. Today, rakugo
comic storytelling is most prevalent, but
there was a time when kodan flourished.
At present, there are 80 kodanshi in Japan,

which is a very small number, when you
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consider that there are 800 rakugo story-
tellers.

In kodan, stories of famous historical
figures, such as Tokugawa Ieyasu, Mito
Komon, and Miyamoto Musashi, are
recited with a distinctive rhythm, punc-
tuated by the beating of a fan against the
podium behind which the kodanshi sits.
While the tales deal with historical fact,
they are so renowned for containing false-
hoods and exaggerations that there is a
senryu poem about it: “Kodan raconteur,
hammering out the untruths, with beats of
his fan.” Kodan was a form of entertain-
ment for the common people, in the days
before film, radio, and television.

When the first silent films finally
arrived in Japan, a new type of perform-
ing art emerged: moving picture narra-

tion, which involved narrating what was



happening on-screen. Initially, kodanshi
and rakugo storytellers were brought in to
serve as moving picture narrators, as they
were professional storytellers. It seems that
many kodanshi readily switched to being
moving picture narrators, believing that
their future lay in movies.

However, contrary to their expecta-
tions, it was not long before talking pic-
tures were introduced.

Today, there are even fewer moving
picture narrators than there are kodanshi,
but they continue to pass on their art as a
precious reminder of the style of storytell-
ing in days gone by. The two arts are actu-
ally less similar than one might first think,
but several years ago, at the invitation
of the moving picture narrator Kataoka
Ichiro, I gave a live narration of some old
news footage. It really is tricky!

Kodan involves using the words alone

to conjure up the characters and landscape

M _EBR Screening
FL/N/>1949] Lebanon 1949 [AP]
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in the minds of the audience. However,
moving picture narrators have to start
from the film itself, fitting the words to the
tempo of the film. If the narrator does not
pay attention, they will fall behind what is
on the screen. I found that I struggled to
get all of the words into each scene.

In addition, I had the opportunity to
narrate for the special program “Magic
Lantern Screenings” at Documentary
Dream Show — Yamagata in Tokyo
2012. Magic lantern images are easier to
narrate than films, because you can move
the still images on at your own pace. All
five works were well-received, but to my
chagrin, after The Role of the Wife (1954),
which records the life of a farming family
in Yamagata Prefecture, someone told me,
“Your pronunciation of Yamagata dialect
You would think I
would have picked it up during my time as

needs a bit of work!”

a student at Yamagata....

10/9 18:15 [M1]

RRZESHD BRI ORICEHEH D

How to Depict the Disaster? What to Depict from the Disaster?
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At this year’s festival, I am undertaking
a project focused on the fusion (or colli-
sion?) of different cultures, pairing the film
Lebanon 1949 with a kodan narration. I
hope to bring this precious foreign docu-
mentary film to life by adding the rhythms
of the Japanese language to it, creating
a sense of wonder for the audience. Do

come along to enjoy it for yourself.

(Translated by Eleanor Goldsmith)
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waver over how to write about the East Japan Great Earth-

quake. Was it a significant incident? Or is it a significant
incident? During the four and a half years after March11, 2011,
record-breaking natural disasters occurred almost every year.
Thinking “just like that time,” I take a walk outside to see a com-
pletely renewed landscape alternating with one frozen in time.
When you live in a district called a disaster-stricken area, you
frequently feel vertigo from the sense of in-between time. I was
relieved when the buzzword “social ties” faded, but am anxious
that “erosion of memory” is no longer questioned. The “Cinema
with Us 2013” program had more than 160 entries. This year,
there were about 80. We must acknowledge that documentaries
have decreased in number. In that case, should we speak of a past
significant incident?

What does it mean to depict a disaster? In the process of
selecting ten films, I came across many authors and filmmakers
exploring what it means to depict disaster.

One notable point is that the disaster has become more

about what has been inscribed in people’s features than in the

52 | SPUTNIK — YIDFF Reader 2015

[KK%E%7Z2 BER - BILEHR]
Trace the Future: Photographer Naoya Hatakeyama
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landscape of devastation. The East Japan Great Earthquake has
no major symbols attached to it. Or alternatively there are too
many symbols scattered in various locales. While typical tsunami
or wasteland visuals have decreased in these films, I was left with
the impression of the filmmaker’s growing need to capture the
shifting expressions of those who continue to live. We could say
that the special quality of the “slow medium” of documentaries,
which over time engages with the target deeply, has come into
its own. For example, Trace of Breath; Paths of Families — Never
Forgetting 3/11; Nuclear Nation 2011-2015 all have people with
unforgettable expressions etched in their faces.

Another important point is that artists in diverse fields are
reconsidering their expressive methods and are trying to reach
a new level of depiction, as can be seen in Trace the Future: Pho-
tographer Naoya Hatakeyama; Nature and Symptoms | From Four
Poems; Mom! I have Forgotten Your Face Already; and Live ! Love!
Singl, a' TV drama. What artists embody in their respective works
continues to extend the possibilities of depicting disaster.

The films themselves bridge the past and present, the present
and future. Proposed at the 2013 film festival and launched in
late 2014, was the YIDFF 3.11 Documentary Film Archive.
Works like close but distant; The Light after the Tsunami; 1ell the
Prime Minister, try to reach the generations of the future, starting
from the familiar circle, to the district, and then to the whole
nation.

At the first “Cinema with Us” in the 2011 film festival, the
coordinator Miyazawa Hiraku said that “this project enables us to

3%

face our situation ‘through film.”” What is the situation in which
we are placed? Through engaging in the expanding approaches to
“depicting the disaster,” I would like to raise exactly this question.

(Translated by Mari Boyd)
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t seems to me that the meaning of the question “What can
films do?” has gradually changed with the passage of time since
the Great East Japan Earthquake.

I remember that, just after the disaster, the overriding motiva-
tion for asking this question was the sense of helplessness we felt
in the face of such a huge natural event. Needless to say, even if
one were to go to the scene of the emergency, films could not be
of immediate help to the disaster victims there, so people dared to

ask themselves what the meanings of “filming” and “seeing films”
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actually were.

In the first edition of this feature, produced the year of the
disaster, the ethical difficulties and violent nature of turning the
camera on the disaster area were discussed. Part of a scene in the
film 311 (directed by Mori Tatsuya et al) is symbolic: the film-
makers, who had attempted to film bodies, met with the anger
of local people and had pieces of wood thrown at them. It could
be said that the hesitation and sense of unease shown here by

the filmmakers themselves was shared to some extent by viewers,
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who were only able to access these scenes in the form of images.
In other words, the question “What can films do?” was perme-
ated with a sense of guilt about the fact that one would never be
among those directly concerned.

Four years have passed since then. Of course, the situation has
not yet been resolved; it goes without saying that there are people
who are still suffering from its after-effects and forced to make
various choices on a daily basis. Nonetheless, films are gradually

»

moving away from the temporal sense of “now” that compels
people to take immediate action. That is what one sensed in
viewing this year’s program.

Recurrences and changes that only emerge with the passage of

M _EMR Screenings

several years or even more macrocosmic time periods — this is a
particularly memorable theme of this year’s films. The Light After
the Tsunami, for example, traces the origins of the generations-old
ritual called “matsuakashi,” in which the souls of the dead are
welcomed home. What Trace the Future: Phorographer Naoya
Hatakeyama and Nature and Symproms / From Four Poems put into
visual form is the change in the border between the human world
and nature itself, and the natural-historic time that passes there.
Nuclear Nation 2011-2015 is a majestic and epic work which,
through long-term observation of a specific location, brings into
relief the period of loss experienced by evacuees from the area
near the nuclear power plant.

The question “What can films do?” seems to have shifted
definitively to the similar-sounding but essentially different ques-
tion “What can be shown in films?” It is after moving away from
the action-inciting urgency of “now” that one has “something
that can be shown” for the first time. This is what a macrocosmic
shift in time means. What these films show is that the filmmakers
assigned themselves the job of picking up a camera and simply
holding it, while suppressing responses to the “here and now”
and partly effacing their own presence, until the form of time
crystallized. Each of these crystals gives off a quiet but bottomless
radiance which words like “beautiful” and “masterpiece” don’t
adequately describe. I hope they will be seen by many people.

(Translated by Cathy Gates)

& EDBMN LI The Light After the Tsunami [CU] ... 10/10 17:00- [M1]
IK%K%%%% BEXR - EIUE#] Trace the Future: Photographer Naoya Hatakeyama [CU] ...... 10/10 14:30- [M1]
IBREIIE /4 D2DFEH0B] Nature and Symptoms / From Four Poems [CU] ...... 10/10 12:40- [M1]

F7o1\h5ESBENTI Nuclear Nation 2011-2015 [CU] ...
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he “Cinema for Children Project” has begun in Yamagata.

Launched by YIDFF in collaboration with Yamagata City,
Yamagata University and Tohoku University of Art and Design,
the program aims to give children an authentic, hands-on film
experience.

The projects “Filmmaking Workshop” was held on March 7
and 8, 2015. Director Togashi Shin (a native of Tsuruoka City,
Yamagata) served as coach. Thirty-two children from first-graders
to second-year high schoolers were divided into four groups, each
made up of members of different ages. Over a two-day period, the
children carried out every step in the process of making their own
film--planning, shooting, editing, creating a poster, and finally,
screening the film. The theme they were assigned was “love.” The
kids tried a wide variety of methods in order to express “love”
in their films, including interviewing passersby and exchanging
ideas about love with their fellow group members. Looking at the
completed films, what seems apparent is that all of the children
created stories on their own. By spontancously inventing fantasy
worlds, seamlessly combining fiction and reality, turning stories
they had heard in interviews into dramatic film re-enactments,
adding episodes of their own creation and so on, the children
revealed their particular tastes and ideas regarding production
and editing. It seems clear that, for the children, a film was a
place to tell their own story, a new world where they could come
and go as they liked.

“Children Meet Cinema,” a camp launched in Kanazawa

M LBk Screenings
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in 2004 by Dohi Etsuko (director of the mini-theater “Cine-
Monde”), has spread to other areas of Japan. Two important prin-
ciples of the pioneering camp which are followed in Yamagata are
that grownups refrain from interfering in the children’s process,
and that a professional director works with the children on equal
basis. In addition to four films from the Yamagata workshop,
a film directed by a (then) first-year high school student in the
Kotoni district of Sapporo, and three “Children Meet Cinema”
films made in Yokohama, Waseda and Kanazawa, will be shown
at YIDFF 2015. Since the films are made mainly by children, they
naturally tend to be rooted in the local area. The landscapes in
which the action is set are enveloped in a distinctive local atmo-
sphere, and each work has a different look and texture. Films that
could only have been made in a particular place and time are also
valuable memories of their region.

The “Cinema for Children Project” will continue in the future
as part of the “Yamagata, Creative City of Film” initiative. Oki
Masaharu of the YIDFF Yamagata Office says he would like to
see many children take part. Through city planning that allows
people not only from the film world but from all walks of life
to engage with cinema in an enjoyable way, it is hoped that
Yamagata will continue to be a place where cinema is familiar
and accessible to children. That hope, which is shared by many;, is
something that is also expressed through these films.

(Translated by Cathy Gates)

ZELEME (ZELBRERIET—2>av7Em) Presentations from Children’s Film Workshop [YF] ...... 10/12 10:00- [M1]
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he 1950s were an era of experimenting with various kinds of

“recordings” among the social movements of the time. One
example of this “recording” is School of Echoes (1951), a collection
of essays edited by Muchaku Seikyo and written by junior high
school students in a mountain village in Yamagata prefecture. The
essays attempt to capture and record the social life of their village.
The collection elicited a major response and the movement grew
to encompass factory workers and homemakers who created
similar anthologies. The School of Echoes itself was made into a
magic lantern slideshow performance with teachers and students
portraying themselves. And in 1952, a film version, directed by
Imai Tadashi and starring Kimura Isao, was filmed on location at
the actual school. As the School of Echoes show illustrates, what
distinguished a magic lantern program as a medium of “record”
was its mobility. Unlike motion pictures, magic lantern shows

didn’t require major budgets and materials or specialized artistry,
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like acting performances. Magic lantern shows could be produced
with little more than a single camera used to shoot drawings or
photographs matched to a mimeographed script and a specialist
providing finishing touches. In this way, the magic lantern was
able to play a role in recording social concerns and communicat-
ing them to society not only for this school in the mountains of
Yamagata — the origin of the life-record movement — but for a
variety of locations as well.

It was the magic lantern’s mobility that gave it an advantage
in communicating. With the script and projector carried in a
small trunk and film brought inside a small case, a magic lantern
show could be projected on a white wall or cloth anywhere there
was electricity. Screenings were frequently seen at not only social
movement assemblies but also at magic lantern gatherings meant
for entertainment. Colorful puppet shows, like Wild Roses (1952)
— part of the Magic Lantern Protests program at this year’s festi-

TE#HIBOFZ
Appeal from the Base Okinawa




val — brought a fresh visual experience to magic lantern shows in
an era in which black and white motion pictures were still stan-
dard. While the magic lantern show itself is not really a “record,”
what's noteworthy is the involvement of Atsugi Taka translator of
Documentary Film by Paul Rotha, who talks about “the creative
dramatization of actuality.” This was the theoretical pillar of the
“record” movement during the 1950s. Notably, Wild Roses was
created during an era of rearmament for the Korean War with
one scene alluding to the conflict with an image of the words
“Sud-Land” and “Nord-Land” written on a stone monument at
the national border. Thus, the slideshow, which tries to convey to
children the tragedy of war, offers an anti-war message that is not
so much a general statement as a statement of actuality.

Senpuri Senji Laughed! (1956) is another puppet show with
a message appealing to a sense of solidarity among the working
class. The show and the original woodblock prints and picture
book made from text earned high praise as a “record” in the broad
sense of the term. Toward The Unbreakable Peace: A Report of The

M LM Screenings
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What Postwar Yamagata's Film Culture Engendered,
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8.6 World Conference Against Atomic and Hydrogen Bombs (1955)
and Appeal from the Base Okinawa (1956) are both unmistakable
efforts at recording actual social movements and issues.

These magic lantern shows made amidst contemporary social
movements have since been abandoned and forgotten among
subsequent media and social change. Nevertheless, this mobile
media has been delivered here to Yamagata, the original setting
of School of Echoes, from as far as Fukuoka and Hyogo prefec-
tures, and will once again make appearance before an audience.
At the screenings for this year’s festival, we can once again enjoy
the reading of the script, the piano accompaniment, and light
shining on these films anew. And even though the context has
changed, we can still experience magic lantern’s unique effect and
uncover the rewards of their “records.” But at the same time, we
must appreciate that the record of Okinawa’s struggle with U.S.
military presence, a struggle that has continued for sixty years, is
a record that depicts the actuality of a very real and very current

(Translated by Thomas Kabara)
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Based in Yamagata City, our activities
center around creating places for the
younger generation to go, and to learn.
It is almost 15 years since we started our
activities, and now we have managed to
put down roots in a Yamagata town with
our “third place” which like our permanent
free space, is always full of young people.
Its unique approach, which you don’t see
much anywhere else, where everyone is
accepted and a mixture of people share the
same space, has recently attracted atten-
tion from all over. Why was this approach
possible here in Yamagata?

Our efforts began in 2000 with a move-
ment to establish a free school (a place for
truants). With the help of this movement,
those young people who were involved in
the first free school in Yamagata Prefecture
would set out to be independent under the
concept of creating a free space not only
for truants and children but also for every-
one. In fact it was people linked to film in
Yamagata who in one way or another sup-
plied the resources and expertise for these
operations.

Through our activities surrounding the
free school, we came across the culture of
independent screening. At independent
screenings, the mission is to promote the

film(s) to be screened. People with various
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job affiliations, titles and backgrounds
get together and swap opinions with each
other on an equal footing; they share, and
they construct a framework for action by
coming to agreements one after the other.
In order to get people to come to screen-
ings, you need to reach people by properly
expressing the meaning of the work. This
epitomizes the fundamentals of civic activ-
ities. Through our participation in screen-
ings and our operations, we mastered the
basics of activism, which is all about man-
aging situations involving diverse people.

At that time, various civic groups
were getting to grips with independent
screening, and what provided them with a
footing, a context and the resources were
The Yamagata-ken Eiga Center (estab-
lished in 1979) and the Yamagata Interna-
tional Documentary Film Festival (which
began in 1989). And as a cultural hub
with a close relationship to both, there
was the movie theater Forum Yamagata in
Yamagata City (established in 1984). The
network centered around these provided
fertile ground for the nurturing of civic
movements like ours in Yamagata in the
noughties.

So what was it about Yamagata that
facilitated the miraculous triangle of a film
center, a film festival and a forum? Playing
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the role of midwife in the birth of these
were the seikatsukiroku (life-record) move-
ment and club movement which stepped
up in activity all over Tohoku during the
1950s and 1960s, and the young people of
the time who brought about a cultural and
social awakening through them. One of
these was the protagonist of A Voiceless Cry
being screened as part of the “Yamagata
and Film” program, farmer-poet Kimura
Michio. When the corporate society and
school-dominated society that formed
after rapid economic growth led to the dis-
mantling of the village unit, the basis of
youth activism, the movement converged
and its seeds were passed to the next gen-
eration in Yamagata through the route of
film. When you think about it in this way,
our initiatives since the noughties amount
to third-generation activism.

In recent years, there has been a steady
spreading of the tendency to overlook
work in the arts and humanities sector. Do
not think this doesn’t apply to Yamagata.
But we need not despair. As I say above,
we have quietly but steadily taken over the
seeds inherited from our forerunners. We
will continue to sew those seeds here in

future. (Translated by Laura Holland)
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he history of kashi sweets has always

gone hand in hand with fruits and
grains; likewise the culture of wagashi, or
traditional Japanese sweets. In the same
way that the characters for the word kashi
originally referred to fruits and nuts, sweets
and fruits are inextricably linked. We still
use fruit as an example of the standard
for sweetness of kashi in the phrase, “the
sweetness of wanamagashi (soft, fresh-type
Japanese confectionery) should be on a par
with dried persimmon.” This relationship
is no exception here in Yamagata, where
agriculture has come to be the leading
industry.

Take the history behind a famous
confection like noshiume, for example. It
gained popularity when what had been
known as a restorative since ancient times
went on sale as a sweet in Yamagata City,
then flourishing as a post town for the many
worshippers attracted to the Three Moun-
tains of Dewa, one of the “big three” Japa-
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nese ascetic religious mountain pilgrimage
sites. Since the acid from wme (Japanese
apricot) is used in the making of safflower
dye, a major specialty of Yamagata, ume
was actively cultivated alongside saflower
in the vicinity of Yamagata City. Unripe
Japanese apricots are used in the extraction
of dye and noshiume uses the ripe fruit. It
is a leading example of sweets unique to
Yamagata.

What's
rice types like uruchimai (polished white

more, confectionery using
rice) and mochi-gome (glutinous rice)
has been passed down since olden times
as a taste of home resulting from a good
rice crop. After the recipes for these were
tweaked by adding nuts like walnuts, they
developed into sweets like kujira mochi
(“whale” mochi cakes) and yubeshi (sweet
rice cake with walnuts), which these days
have achieved permanent status as famous
Yamagata sweets.

In recent years, fruit cultivation in
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Yamagata has been developing at a dizzy-
ing rate. Beginning with cherries and La
France pears, many new varieties of fruit
are harvested, such as passionfruit origi-
nally from the tropics, improved strains of
grape like Shine Muscat, and more. Year
by year Yamagata further consolidates its
position as the “kingdom of fruits.” Natu-
rally whenever a new fruit is unveiled, the
sweet makers go through a process of trial
and error in their endeavors to use it in the
creation of new famous sweets.

In every era, Yamagata’s sweets have
evolved along with advances in crops. No
doubt there will be no end to the develop-
ment of new kashi in the future either, as
long as these advances continue. If you are
walking through a town in Yamagata and
spot a wagashiya Japanese sweet shop, stop
and go inside. You'll be sure to get a sense
of Yamagata’s seasonal best.

(Translated by Laura Holland)
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Eleven years ago, when Wu Yii-feng’s documentary about the
921 earthquake Giff of Life was released in Taiwan cinemas,
it became the number one box-office hit among Taiwan movies of
that year. The fact that a documentary, normally not considered
mainstream entertainment, sold more tickets than any other film,
attests to the bleakness of Taiwan fiction cinema in the 1990s. On
the other hand, it was a sign that the creative energy of Taiwan
documentary had come to fruition.

Taiwan society transformed drastically after martial law was
lifted in 1987. Diverse voices of political dissenters and minority
communities that the Nationalist Party had repressed and hidden
in the name of postcolonial policy and a unilateral governing
body suddenly burst out with the late 80s to 90s" frecing of
speech. Fanned by this social climate, formerly state-regulated
literature and various forms of cultural expression began to
experiment with new subjects. Taiwan documentary filmmaking
grew in tandem with this era of change, and many documenta-
ries about social issues were born. Environmental and political
issues stemming from rapid economic growth, poverty brought
about by the gap between rich and poor, emotional drama sur-
rounding the recovery of earthquake survivors, and the alienation
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of indigenous traditions — these were topics for not few of the
documentaries made around this time. Films tackled daringly and
fundamentally with the subject of sexual minorities, which used
to be taboo. Also, there were “small personal universe” films that
did away with big slogans that supposedly “discuss the times,”
challenging the distance between the subject in the frame and
the filmmaker behind the camera. Some of these films succeeded
in approaching the very essence of filmic recording. These were
the years when Taiwan movies drew away from the general audi-
ence and indulged in artistic aesthetics. Thanks to the unique and
captivating documentaries that appeared on the scene, audiences
were able to reaffirm their intimate relationship with their home-
land of today. This phenomenon later gave rise to the Taiwan
nativization movement that flourished after the 1990s.

When movies speak, what do they say? How much can they
say? Our program “Documentary Speaks — Taiwan Today in
Light and Shadow” follows the journey of contemporary Taiwan
society as it developed multi-dimensionally and dynamically over
the years. We hope to look carefully at the films and their active
voice as they sculpt in light the multiple images of Taiwan today.

(Translated by Fujioka Asako)

Documentary Speaks — Taiwan Today in Light and Shadow

Presented by Yamagata University Institute of Visual Culture, Ministry of Culture, Republic of China (Taiwan)

10/9-10/11 | #% 88 Yugakukan | A#Z## Admission Free
https://www.facebook.com/taiwandocumentary
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Anger and Acceptance:

Otsu Koshiro’s Ceaseless Exploration of the Camera’s Moods
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In 1958, Otsu Koshiro joined Iwanami Productions, a company
that made PR films. While working as assistant cameraman to
Suzuki Tatsuo on the Saga Prefecture (1961) film in the Discover-
ing Japan series, Otsu met the director Tsuchimoto Noriaki and

experienced what it was like to shoot films with a very small team,
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while engaging in discussion and discovery. With colleagues
Kuroki Kazuo and Ogawa Shinsuke, among others, they formed
a group called Ao No Kai and eventually left Iwanami. In 1963,
Otsu began visiting the Tama Zenseien Sanatorium, intending to
film the patients with Hansen'’s disease, but found himself unable

61



to switch on his camera, which brought home to him that “there
are some things that one just can’t film.” At the same time, he
was impressed by the inner strength of people afflicted by disease
and went on to make films about Minamata disease sufferers, the
atomic bomb survivors of Hiroshima and Nagasaki, children with
disabilities, and the classical dancer Ohno Kazuo following the
latter’s illness in later life.

Described during his time at Iwanami as “the philosophy boy,”
Otsu also developed an incisive theory of film in his book Cine-
matography (Ibunsha, 2013), praising Kuroki’s Record of a Mara-
thon Runner (1964) and Tsuchimoto’s Chua Swee Lin, Exchange
Student (1965) for having done away with the conventional film
techniques of following a script and strict continuity. However, a
further landmark was probably Ogawa’s The Oppressed Students
(1967). The constant changes and growth of the students and
film crew barricaded inside the students’ hall signal the birth of
both a new movement and a new kind of cinema in Japan. This
very film was Otsu’s first feature-length film as solo cameraman.

Otsu accompanied Ogawa to the site of the struggle against
the construction of Narita Airport and shot Summer in Narita
(1968), but he subsequently parted ways with Ogawa, due to his
objections to the launch of “Ogawa Productions.” In 1970, he and
Tsuchimoto went to Minamata, having resumed their acquain-
tance working on Pre-Partisan (1969). They encountered the
Associations to Indict [Those Responsible for] Minamata Discase
and sought to film a movement that did not have a center, but
went through a constant process of alignment and realignment.
In 1976, he began mass-producing TV documentaries for the
producer Ushiyama Junichi at the Japan Video Culture Center.
His intellect and patience as he worked alongside the highly indi-
vidual Tsuchimoto, Ogawa and Ushiyama helped to facilitate the
filmmaking process at many locations. His work took him as far
afield as Okinawa and Amami, the site of the labor dispute at
Miike coal mine, communities near nuclear power plants, South
Korea and Palestine, China immediately after the restoration of
diplomatic relations, East Berlin just before the Wall came down,
and the Northern Territories. He also worked on narrative films.

Tsuchimoto said that the reason why he gave Otsu free rein
to film in Minamata was that “he wasnt the kind of person to
fall into a rut, using the same old camerawork as always” and
that at the beginning of every film, Otsu would “be at a loss” at
first, “searching for images,” before eventually “going into greater
depth each day” and achieving “better frames than I'd even imag-
ined” (A Record amid Adversities, Miraisha, 1976, pp. 104-5). In
each work, his camera would cautiously feel its way along the
path from bewilderment to discovery, repeating the process of
birth and growth first seen in The Oppressed Students.

A distinctive feature of Otsu’s cinematography is the gradual
zoom, regardless of the composition. The close-ups on the faces
of students and patients in his early period are striking, but he
often zoomed out as well, and backgrounds often appear in shot
during interviews in his late period work in particular. In Cinema-
tography, Otsu asks “Can one express one’s own passions in one’s

camerawork?” (p. 45); the zoom is probably one answer to that.
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Discussing Nippon Film Company’s Effects of the Atomic Bomb on
Hiroshima and Nagasaki (1946), he describes the gradual horizon-
tal movement across the scenes of devastation filmed by the cam-
eraman — thought to have been Miki Shigeru — as “containing
a quiet anger” (p. 174) and states that Miki’s travel shots in Kamei
Fumio’s Shanghai (1938) were the prototype for this. Otsu’s travel
shot through the wire fence of the polluting factory in Tsuchimo-
to’s Minamata — The Victims and Their World (1971), and the
travel shot showing the destruction wrought by the Japanese army
in Shanghai (which Otsu had not seen at the time he filmed the
aforementioned shot) are linked by anger.

Otsu continually battled against water, the camera’s greatest
enemy. In Minamata, he filmed octopuses in the water through a
hydroscope and shot footage of the Shiranui Sea off the coast of
Minamata from a boat as it lurched up and down on the waves.
While filming sharks from a small boat in the South Pacific for
Catching Sharks with a Propeller (director: Ichioka Yasuko, 1978),
part of the TV documentary series Our Wonderful World, his
camera did get a soaking, but he said that it was no more unex-
pected an occurrence than the time his camera ended up in the
firing line of a riot police water cannon while filming Summer
in Narita. In John Junkerman’s Uminchu: The Old Man and the
East China Sea (1990), it was marlin fishing. But it is not only
water to which cameras are vulnerable. During Summer in Narita,
detectives rain down blows on Otsu’s camera with their batons
as they arrest him, while in Minamata, he keeps filming even as
patients with congenital disorders reach out to touch the lens. In
Nishiyama Masahiro’s Yuntanza Okinawa (1987), a wailing girl
tears down the Japanese flag at a graduation ceremony and dunks
it into a gutter; as she does so, she collides with the microphone,
spattering the camera with mud. Otsu says that he was hoping
she would punch the camera at this point. It is precisely when the
camera is completely passive that it gains its true strength from
the vulnerable.

Allow me to recount a few key scenes shot by Otsu. Pre-Par-
tisan. A riot police helicopter circles above the heads of the stu-
dents waving a flag atop Osaka City University’s clock tower. On
the ground, capturing the students from a distance, the camera
moves slightly and the helicopter appears a few times in the
corners of the screen as it moves in and out of shot. Tsuchimoto
Noriaki, 7he Shiranui Sea (1975). In a famous scene, in which a
young girl suffering from congenital abnormalities sits with her
back to the camera, facing out to sea as she questions her doctor,
a boy sitting beside her in a wheelchair forms a cross with his
hands when she bursts into tears. Otsu believes that the boy was
signaling to him to stop filming. Otsu’s directorial debut, Buzoh
Dancer Kazuo Ohno (2005). Following what Ohno had resolved
would be his final stage performances, Otsu accompanies him to
Gifu for the presentation of the Oribe Award. After a performing
a butoh dance to celebrate this honor, Ohno ends up lying on
the stage, continuing to dance from his recumbent position. The
drama begins after he finishes.

And finally, Wages of Resistance: Narita Stories (2014), which

became his posthumous work as director (in collaboration with



Daishima Haruhiko). Otsu returns to Sanrizuka, accompanying
the photographer Kitai Kazuo, who joined in the struggle. He
captures the reunion between Kitai and a former activist who

M _EBR Screening

I=28I2%EE5] The Wages of Resistance: Narita Stories [Sl]

JBM | In Memorial

TiEF—(BR)YEZHEABITEA

continues to farm the land there today, and films the moment

when they begin to reminisce about a friend who committed
(Translated by Eleanor Goldsmith)

suicide.
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f Kudo Mitsuru had never lived, Postwar Japanese Documen-

tary would likely have been a more impoverished genre. He
worked with Hani Susumu, Tsuchimoto Noriaki, Matsumoto
Toshio, and his wife Haneda Sumiko. As a documentary film pro-
ducer he worked with abandon, rare talent, and true creativity, all
while renovating the documentary genre itself.

If we assume that nonfiction films domestically produced in
the postwar era were driven by the corporate “PR” genre of the
time, then the job of producing these films was to receive funds
from industrial sponsors and accomplish their wills. Kudo began
working in cinema during the golden age of PR film, and without
bending to corporate ideology, he embodied independence and
freedom as he made films with a natural hand. Looking back on
his half-century of cinematic work, we see that he never flattered
the power of capital, let alone assented to the severe denials of
democratic process of the postwar period. He always tried to
grasp the positive elements of a situation. When he met film-
makers like Tsuchimoto and Matsumoto, who tried to destroy
the sicknesses of the social status quo, Kudo still maintained this
posture. Kudo’s motivation in making film was “freedom,” and
he guided socially necessary films to completion with absolute
determination and skill.

It is rare to find a film producer who was once a bureaucrat. As
a section-lead in the Ministry of Education’s Audio-Visual Edu-
cation Unit, Kudo first set foot into the world of cinema when
Iwanami Production’s newest director Hani Susumu made the
educational ilm Children in the Classroom. Drawn to the possibil-
ities of documentary film that Hani displayed through this work,
Kudo quit the Ministry of Education to work with Iwanami
Productions as a contractor, rather than a salaried employee. He
broke sweat as a producer for Hani Susumu’s open-minded Chil-
dren Who Draw Pictures (1956) and Zoo Diary (1957), as well as
Haneda Sumiko’s classic Ancient Beauty (1958). While working
on Horyuji (1958), a film contracted by the Ministry of Educa-
tion about the temple with the same name, Kudo went along with
the grand plans of Hani Susumu and cameraman Segawa Jun'ichi,
who wanted to capture the Buddha statue and architecture of the
temple in various ways. The film went over budget, and Kudo
took responsibility by quitting Iwanami Productions. Though
he could have been called a “line producer,” at the company his
compensation was carned through persistent independence and
freedom. In his personal life he likewise maintained true to his
flexible spirit, which is the energetic backbone that one feels in

his body of work.

With the arrival of the age of television Kudo founded Fuji
Productions, producing and directing countless TV commercials
in addition to lending a hand to important documentary produc-
tions such as Tsuchimoto Noriaki’s Exchange Student Chua Swee
Lin (1965) and Matsumoto Toshio’s Mothers (1967). Exchange
Student Chua Swee Lin documents the movement to reinstate the
student status of an exchange student from British Malaya, who
faced the crisis of having his student status revoked for politi-
cal reasons. The film was originally intended for broadcast on
television, but the station cancelled production midstream out
of fear of causing an international incident. Kudo agreed to Tsu-
chimoto’s request to continue filming, quickly acquiring the film
needed to finish production.

In this way Kudo realized his strength as an independent pro-
ducer, building a professional role for himself even as the genre
of PR film stabilized and eventually collapsed. His posture of
seeking freedom in documentary film remained present as he
founded a new company that would become the foothold for his
future activities — Jiyu Kobo. Until his final years, Kubo con-
tinued to produce splendid works directed by Haneda Sumiko
— The Cherry Tree with Grey Blossoms (1977), How to Care for
the Senile (1986) and others — many of which met the eyes of
audiences on the screens of movie theatres.

I met Mr. Kudo some 15 years ago. The Kudo that I know
is a gentleman whose mannerisms are polite wherever you meet
him, hiding a burning ambition. I remember when he came to
a documentary screening I had programmed, and had read and
critiqued a commentary written by a young novice. Kudo did
not negate things. He was always working toward his next act of
freedom. He, like the filmmakers he worked with, must always
(Translated by Kyle Hecht)

remain in our memory.

. Bl o & -

Max#E<FEBIB] Children Who Draw Pictures

* This text is adapted from an essay originally published in the book Underground Film Archives (Kawade Shobo Shinsha, 2001, Japanese only).
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Editorial

The very first YIDFF took place 26 years ago in 1989. The event was chronicled in a
documentary film entitled A Movie Capital. This year, the YIDFF will be held for the
fourteenth time, and its host, Yamagata City, has applied to become a member UNE-
SCO’s Creative Cities Network in the field of film. Yamagata, along with the films it
presents, is striving to continue making progress in the world of creativity.

We are living in a time where individual perspectives are disseminated around the
world in real-time; and both those relaying and those receiving these perspectives must
assess them on intuition. Documentary films that go after their subjects, criticism that
takes a hard look at films are probably not required in this age of “velocity.”
Nevertheless, if Yamagata is to become a true “movie capital,” we must have the patience
and endurance to work closely with these subjects and answer the questions raised by
these images. A film festival is one space where a multiplicity of looks intersects; and
SPUTNIK, in its role as mediator, presents these multifaceted looks, as it keeps pace
with this film festival.

In closing, T would like to take this advantage of this space to express our gratitude
to everyone who has contributed to this magazine. This edition of SPUTNIK could
never have been published if not for the help of all the authors who furnished their arti-
cles at the behest of our editorial department, the translators who delivered their work

under tight deadlines, and all those who provided their advertising support and backed
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