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The Ongoing Recurrence of Radicalism and the Present

M | Hata Ayumi

(YIDFFILTE S5 | YIDFF Yamagata Office)
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his year brings another full week in which to devote our-

selves to exploring the art of film. We have a packed program
of around 150 films produced at various times and in various
countries showing in five venues around Yamagata. The festival’s
competition programs — the International Competition and
New Asian Currents — include a variety of provocative films
that range from short pieces to long features by both young and
veteran directors. These are sure to provide the diverse insights
we have come to expect. A quick look at the 2017 Special Pro-
grams lineup reveals a common theme: reference to the heady
era when there was much discussion, with full hope for social
change, about what we believed was the boundless potential of
cinema. Special Invitation Films include early masterpieces by
the late Matsumoto Toshio, the legendary experimental film-
maker who passed away early this year. These will be shown as
the festival’s Opening Films. Matsumoto was a leading theorist
of the post-war Avant-garde Documentary Movement in Japan
and advocated the radical deinstitutionalization of documentary
filmmaking. There is a special retrospective of the films of Fredi
M. Murer who explored radical filmmaking practices unfettered
by genre boundaries or restrictions. These provide an opportu-
nity to rediscover the auteur’s early inspirational works. We will
also encounter the rarely screened militant films made world-
wide during the 1970s in urgent response to the Palestinian Rev-
olution. In addition to these historical works, 7 the Intense Now,
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the International Competition finalist work dedicated to the
defiant Brazilian filmmaker, the late Eduardo Coutinho, presents
the intensity and turmoil of the spirit of 1968 to those of us who
live fifty years after that time in the here and now. Throughout
October, the whole of Yamagata will be swept up in the passion
for the unrestricted practice of free and radical film felt from the
late 1950s through to the 1970s.

Some might regret the absence of the work of Ogawa Shin-
suke in this revival of that feverish time from the past. However,
his influence is everywhere. Matsumoto, for example, was
Ogawa’s precursor as a radical filmmaker, while they mutually
influenced each other’s theory and work. Ogawa also had a deep
bond with Murer, who was so impressed by A Japanese Village —
Furuyashikimura that he later came to Yamagata to visit Ogawa
in the village of Magino. There is also an Ogawa tie with two
of this year’s Filipino cineastes. Teddy Co, one of the jurors for
this year’s New Asian Currents, joined “Asia Symposium 1989” at
the first YIDFF, together with artist Roxlee, whose works will be
exhibited in an old photo studio in Yamagata during the festival.
Among the other participants of the symposium and its memora-
ble announcement of the “manifeto” by Asian filmmakers, were
Ogawa and Takagi Ryutaro, legendary documentary producer.
The YIDFF 2017 will come to a close with the film featuring the
latter. There are also Japanese filmmakers in the current lineup
who were strongly influenced by Ogawa’s practice and work.



These include the late Sato Makoto, whose retrospective will be
held in the Yamagata and Film section of the program, and new
young talent, Agatsuma Kazuki, the International Competition
finalist who directed Tremorings of Hope.

These references to the era of fervent radicalism and to film
legends from the past should not however be read as nostalgia.
Every film to be screened at the festival has shone a light some-
where or upon someone in the present. Tsuchimoto Noriaki’s
Minamata series, made between the 1970s and 1990s, inspired
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the work done by John Gianvito on Luzon Island and Hara
Kazuo in the Sennan area of Osaka, which is further echoed in
the Okinawa work of Mikami Chie and Yamashiro Chikako.
Those seemingly distant dots link to each other beyond time and
space to produce a concrete and irreplaceable something at the
peripheries of the world, and to make something invisible visible.
What further connections will emerge this year from images shot
in today’s Africa, Asia or Japan? We excitedly anticipate witness-
ing other miracles here in Yamagata!

As If We Were Children Seeing Cinema for the First Time

A7 F2F 727 XA | Ignacio Agiiero
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was one of the 15 selected for the first Yamagata Film Festival

in 1989, with the film One Hundred Children Waiting For a
Train. Then I returned in 1993, to the third version of the festi-
val, with another film. In my memory, the names of members of
the jury and the filmmakers in competition from both versions
of the festival come together, among them were Abbas Kiarost-
ami, Errol Morris, Frederick Wiseman, Robert Kramer, Nestor
Almendros, Jon Jost, Johan Van der Keuken, Alan Berliner, Alex-
ander Sokurov, Serge Daney... I found out about some of them
for the first time. I had begun as a filmmaker in the sad Chile of
the dictatorship, which still persisted into 1989. A Chile com-
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pletely isolated from the world, thus for me this experience was
very enriching, refreshing, and about opening up and knowledge.
It was a festival that wanted to establish itself from its first edition
on as very selective, that opted for quality documentary films
with values rooted in cinema itself, without markets nor industry
labs, which T quite liked. Many people coming from all over of
Japan and Asia. Now I'm coming as a juror and I'm bringing my
latest film 7This Is the Way I Like Ir IT, which among its images
contains some from One Hundred Children Waiting For a Train,
the film with which I came to the first occasion in 1989. In it,
professor Alicia Vega instructs a cinema workshop for children, a
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workshop that she continued teaching until last year. While the
Yamagata Festival continued to take place every two years, Alicia
Vega’s workshops kept being done year after year, for 30 years.
Now, in my latest film, This Is the Way I Like It 11, I also include
images from her last workshop. I don’t know very well what sig-
nificance this might have. The fact is that One Hundred Children
Waiting For a Train is the same age as this festival, and it seems of
great beauty to me that those Chilean children living marginally
can momentarily occupy the big screen of the Yamagata Citizens’
Hall, the children from 1989, who today are adults, and the chil-
dren of today.

One Hundred Children Waiting For a Train was very well
received in Japan, with very good reviews and wide diffusion,
with distribution by Nakano Rie. I've heard about some film

workshops for children that take place to this day in Japan,
born out of inspiration by this film. That also happened in other
countries. It’s a film that continues to be shown all over, and that
perhaps I will show this year in Japan, at a school in the city of
Obanazawa, in-person, after the festival. It’s a film that doesn’t
age, on the contrary, it grows.

I recently showed it at a theater full of students, in the city
of Arica, in the far north of Chile, and I was surprised to see
things in it that T hadn’t seen in 300 prior projections. That same
surprise is what I hope to find this year in Yamagata. Surprising
myself with the latest films made in the world and selected for this
festival, as if we were children secing cinema for the first time.
Because cinema, when we see it and when we make it, always

brings us back to childhood.
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his film by Frederick Wiseman is about the New York Public

Library (NYPL), a gigantic reservoir of knowledge housed
in the main marble building located in the heart of Manhattan
and in some 90 branch libraries throughout the city of New York.
In keeping with this huge institution, Wiseman has created a
massive, 205 minutes long documentary. We can only admire the
tenacity of this 87-year-old director.

Over the past 50 years, Wiseman has directed almost 50 films
depicting interactions between people and organizations that
include a hospital, high school, military academy, court of law,
butcher shop, department store, zoo, racetrack, museum, theatre,
boxing gym, small town, large park and leading university... this
he has done without ever profiling “justice” or emphasizing fair-
ness to the entity involved. Rather, like an astronomer with a tele-
scope, or biologist with a microscope, Wiseman extracts the truth
by scrutinizing the field data collected by the camera. This he
purifies and refines through editing in order to give filmic shape
to the essence of the organization, its people and their work.

Unlike nebulas, cells, or prides of lions, which function in
terms of natural “law,” human organizations operate according to
the “language” of organizers, members, and users. Fairness dic-
tates, therefore, that a speaker’s words must be heard in full. This
means that Wiseman’s film is overrun by language making it a
lictle difficult to follow for those of us familiar with the culture
of Shinto which finds beauty in silence. In a country built on
modern enlightenment such as the United States, however, it is
the national policy to fill each public space with words and to
develop these through discussion. The public library that func-
tions to guarantee the rightness of these words is therefore not
merely a lending facility for lovers of books. Rather, these insti-
tutions are the engines that circulate accurate knowledge and
ensure the healthy flow of society’s blood.
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Having said this, I am nonetheless struck once more by the
sheer variety of NYPL projects. In the opening scene (a talk
delivered in the main building), geneticist Richard Dawkins
condemns the determined way in which creationists preach
their ideas. “Ignorance is no crime,” says Dawkins, “but you just
shouldn’t be so loudmouthed about it.” At the Dorothy & Lewis
B. Cullman Center for Scholars and Writers (in the main build-
ing), a signer with a theatrical technique gives an emotive sign
language performance to an indignant recitation of “The Dec-
laration of Independence.” At a Harlem Branch Library meeting
of African-American people, participants lament the elementary
school history textbook claim that their ancestors “immigrated
from Africa as workers.” They also discuss counter-information
strategies. “Hmm,” I thought, “Wiseman is obviously being more
liberal here than usual,” And then it occurred to me that as he was
filming these scenes, the presidential election was being disrupted
by the “alternative facts” tweeted from the Trump camp.

Nevertheless, the director here maintains his usual, detached
pace. He also presents heartwarming scenes in which celebrities
like Elvis Costello and Patti Smith appear and talk to the viewer.
If this particular Wiseman film has a special sense of urgency and
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a greater coherence than usual, it is surely because beneath it all
there is a will to fight the uncanniness of technology, including
the “twitter” feed that has emerged as the slayer of knowledge.

While the title “Ex Libris” is used in English to refer to a
“bookplate,” in Latin it means “from the library.” With the
library as its base, the public sphere must muster the power to
exist without succumbing to the collapse of reality. In order for
this to happen, however, knowledge transmitted from libraries
must reach those on the margins. Particularly impressive in this
respect is a sequence filmed at the Bronx Library Center located in
an area with an overwhelming black population. In these scenes,
a number of public sector workers are seen providing useful infor-
mation and encouraging those who are willing to accept their
help.

Raoul Peck, the director of 7 Am Not Your Negro, talks about
his film in a podcast by the Schomburg Center for Research in
Black Culture in Harlem. Peck, a 64 year-old Haitian man, is
known for the film Lumumba, which depicts the life of the first
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prime minister of the Congo. In the 1970s, writer and one-time
spokesman for black people in the United States, James Arthur
Baldwin, began writing a work on three black heroes (Martin
Luther King, Jr., Malcolm X, and Medgar Evers). This text
remained unfinished at the time of Baldwin’s death. Peck’s film
seeks to revive these past heroes by combining the incomplete text
with image. This he does by piecing together scenes of collective
black experience and also providing context by grafting onto the
text a number of filmic scenes that impressed the young Baldwin
from, for example, John Wayne westerns and Doris Day com-
edies. In this way, the spirit of the unfinished book once more
come alive. Such a technique is facilitated by library activities
and digital technology. And in this post-IT revolution century,
during which the power of both the forces that raise and trans-
mit knowledge and the counter-forces that undermine knowledge
have grown at an alarming rate, both these films anticipate the
titan clash between force and counter-force that must very soon

occur. (Translated by Yamamoto Kumiko)

[ToZ - )TVR—=a2—3—0nH#£KERE] Ex Libris —The New York Public Library [IC] 10/6 16:45-[YC] | 10/8 16:30- [CL]
FHhlgdit-m=saTlazuw]) | Am Not Your Negro [IC] 10/6 10:30- [CL] | 10/10 16:05— [YC]
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“Works of Mourning”™ Examining Hara Kazuo and John Gianvito

through the Works of Tsuchimoto Noriaki
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s I sat and watched Sennan Asbestos Disaster, Hara Kazuo’s
rst full-length documentary in many years, and Wike
(Subic), John Gianvito’s follow-up to Vapor Trail (Clark) (YIDFF
2011), I kept perceiving a distinctly “postmodern” feel. 'm not
talking about the “postmodern” vogue that dominated cultural
circles while Japan’s economic bubble was expanding, a simple,
frivolous mind game. No, the films embody the literal definition
of “postmodern”: the residual problems existing “post facto,” after
the “modern” had faded away. Hara’s picture examines asbestos
exposure in the wake of Japan’s high-growth period; Gianvito
focuses on the environmental pollution that emerged after the
United States pulled its bases out of the Philippines. Operating in
that vein of true postmodernism, both directors create poignant
“works of mourning” over modern society.

To film Sennan Asbestos Disaster, Hara spent considerable time
in the Sennan area of Osaka — once home to a thriving asbes-
tos industry and a veritable forest of factories — to document
the current reality of the place and its people. Boasting heat- and
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sound-insulating performance that used to make it the sub-
stance of choice for wall-spraying and building materials, asbes-
tos turned out to be extremely toxic: Inhaling asbestos dust put
people at risk of developing lung cancer and mesothelioma after
a prolonged incubation period. Despite being aware of the health
hazards that asbestos posed, the government failed to publicize
and address the concerns. That led a group of laborers from a
Sennan asbestos plant to file liability claims against the govern-
ment at the district-court level, initiating a process that would see
the plaintiffs go back and forth between victory and defeat until
eventually taking their case to the Supreme Court.

“I never knew filming a story about ordinary people could be
this hard,” Hara said at a YIDFF press conference. “It was such a
difficult production.” When you watch the film, there are scenes
that betray a sense of that frustration. For Hara, who’s tended
to build his works around off-kilter personalities like Okuzaki
Kenzo in The Emperor’s Naked Army Marches On (1987), the chal-
lenges of figuring out how to present the ordinary plaintiffs versus
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the government’s defense team — aiming to wage legal warfare in
the defendant’s “home court” of law — must have been irritating.
His trademark style is still evident, of course. In the film, he shifts
the focus to vibrant personalities: Yuoka Kazuoshi, the plaintiff
leader who abandons the legal team’s policies and barges into a
government office in a fruitless attempt to negotiate directly with
the presiding minister, and a woman who intimates an inner con-
flict — a vindication in the case’s successful outcome, on the one
hand, but an unshakeable resentment about being excluded from
the settlement payout.

Despite once declaring that he wouldn’t film citizens’ move-
ments, Hara’s recent work on the asbestos issue and his ongoing,
lengthy coverage of a citizens’ campaign centering on Mina-
mata disease suggest that he might be rethinking that aversion
and taking his art in a new direction. Another filmmaker with
strong ties to Minamata disease is Tsuchimoto Noriaki, whose
body of work includes a host of films on the topic. Still, the bulk
of that output came at the early stages of Tsuchimoto’s career:
After capturing Minamata patients’ heated protests in Minamata:
The Victims and Their World (1971) and Minamata Revolt: A Peo-
ple’s Quest for Life (1973), Tsuchimoto’s made fewer and fewer
Minamata-related works as the movement gradually cooled from
direct, bitter opposition to legal battles with decidedly less dra-
matic power. Hara’s Sennan Asbestos Disaster manages to docu-
ment a citizens’ movement as a legal battle, however, and kindles
questions about whether he’ll keep filming citizens’ movements
and maintain his focus on Minamata. Those are exciting pros-
pects, to be sure.

Tsuchimoto’s career also has a direct link to John Gianvito,
who ended his last work Vapor Trail (Clark) with a memorial
dedication to Tsuchimoto. The follow-up, Wake (Subic), builds
on that foundation to create a diptych with a clear historical
backdrop: the closure of two major US military bases in the Phil-
ippines under American control by 1992. For viewers in Japan,
where bases on Okinawa have created similar problems, the film
resonates by showing how the Philippines managed to escape
from that military presence. However, Gianvito’s work shows
that simply getting rid of the military presence is just one facet of
a larger context. He focuses instead on the environmental pollu-
tion in the former base sites, where residual chemical substances
and asbestos have contributed to rampant disease and elevated
levels of birth defects like cerebral palsy. While the environmental
issues persist, there are other elements shaping the “wakes” of the

M LB Screenings

bases: Construction projects are already underway, filling the
sites with luxury hotels and international airport facilities, while
the US military is now weighing the possibilities of redeployment
as territorial disputes with China continue to flare up.

The two films basically follow the same compositional struc-
ture. First, Gianvito charts the history of the Philippines from the
late nineteenth to early twentieth centuries, using photographs
and explanatory text to show how the island nation showed resis-
tance to the United States but eventually fell under American
control. Next, the films hit the streets to hear how the environ-
mental conditions are affecting the health of residents and their
children. Serving as the local guide is Teofilo “Boojie” Juatco,
who once committed himself into the anti-Marcos movement
and now fills a leadership role in the citizens’ campaign. The
third common component of both films is a revealing depiction
of present-day scenes, with the filmmaker drawing on footage of
redevelopment projects transforming the old base sites and grave-
yards testifying to the human toll of the location’s history. The
myriad gravestones of small children stand out with sobering
clarity.

One of the most distinctive features of Wake is Gianvito’s
special attention to disabled children, a creative decision that
gives the film a deeper, more intimate quality that resonates
with an emotional tenderness. One scene, for example, depicts
a boy, unable to use his arms, using his toes to put a disc in a
DVD player and manipulate the remote control; the whole time,
Gianvito’s hand remains steady and discreet, letting the process
run its course. I remember how Tsuchimoto crafted the touching
scene of a deaf child finding the beat of a song through the vibra-
tions of a speaker in Minamata: The Victims and Their World. To
me, the Wake films manifest a similar filmmaker-subject prox-
imity — a powerful sense of connection that recalls the depth of
Tsuchimoto’s famous portrayals of Sakamoto Shinobu, Kagata
Kiyoko, and Onitsuka Yuji. That spirit is alive in Gianvito’s treat-
ment of his subjects.

While the films by Hara and Gianvito might explore differ-
ent themes and take different artistic angles, they both occupy
narrative spaces with constant, somber reminders of mortality
— the deaths of people suffering from the targets of their respec-
tive films. Together, Sennan Asbestos Disaster and Wake (Subic)
represent a cross-cutting lament for modernity, a dual “work of
mourning” for the present day.

(Translated by Tom Kain)

F=vRCEVSREAMBNI Sennan Asbestos Disaster [IC] 10/7 13:15- [CL] | 10/8 10:00- [YC]
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camera is primarily an apparatus for seeing; it is also a means
by which we connect to the world through our vision. In a
world without any hope, a youth who has lost a desire to live
barely anchors himself to the world just by seeing. Sha Qing’s
Lone Existence is the very story of return to life through seeing. In
a village on the frozen hills, an old man stumbles carrying heavy
buckets over the shoulder with a pole. A couple is making out
in a park. These are intermingled with fragmentary, almost voy-
euristic images cut off from neighbors’ lives in the rear window.
Overwhelmed by the autistic and extremely fatigued ambience,
the filmmaker still takes interest in humanity, making him hold
a camera and letting him barely survive. His breathing gradually
transcends the stories that his subjects weave. Seeing will then
become synonymous with restoring a connection with the world.
The distance between the camera and the subject is equal to
the one between the viewer and the viewed. In documentaries,
this translates into the distance between the filmmaker who is
the filming subject and her objects (things, people, and events).
In Another Year, Zhu Shengze presents to us the everyday life of
a family filmed by the camera she has brought into their house.
Sequence shots by a stationary camera introduce viewers into a
room from which they could never escape. In the room at times
reminiscent of Dutch genre paintings in the Baroque period, we
are forced to build a virtual relationship with the target family
through events that take place outside the frame, voices that speak
from outside, and the baby who is crawling up both to the filming
camera and to us, the viewer for some cuddle. As the teenage girl
is talking back to her father and as the father is making phone calls
to inquire after his mother who has had a stroke, the glass surface
of the family photo on the wall reflects what appears to be a Wuxia
(Chinese martial arts) movie on TV, evoking a kind of Chinese
boxes. The room in the margins of China becomes a microcosm
of the world, inviting the spectator to share the same world.
If we call this sympathy, we might end up with a critical cliché.

Handa
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It is the presence of the filmmaker, however, with such a sympa-
thetic camera that mediates the spectator and the subject of a doc-
umentary film. Anna Zamecka, the author of Communion also
enters the daily story of a family to film a girl’s family struggle
and ever-changing facial expressions. The challenging catechism
required for the first communion of her autistic brother ought to
provide the occasion for the rebirth of her family that is falling
apart. Left on his own device, her father would succumb to the
allure of a glass of beer at the bar where he drops by after the work.
Together with her mother who giving up on him has left home,
she struggles to bring her family back again, which however seems
no easy business. At first glance this appears to be a typical family
story; but what transforms this into cinema is the presence of the
camera once again brought into a small room. Beyond skillful
cinematographic techniques, we see both an irresistible sense of
intimacy that the filmmaker feels towards the object and her
self-consciousness that imposes on herself the duty of fully receiv-
ing the gaze of the girl who is her subject. Sympathy would then
mean assuming the responsibility of being with the object.

In this sense John Gianvito, the author of Wake (Subic) at the
other end of the spectrum from the autistic self-consciousness
of Lone Existence for instance, is also a camera itself supported
by a strictly ethical sense. This massive filmic condemnation
that forms a pair with his previous film, Vapor Trail (Clark) is
of course a protest movement against environmental pollution
caused by US bases in Japan and other countries around the
world. At the same it is also a story that involves people whom he
has met through the movement.

Children suffering from symptoms apparently caused by envi-
ronmental pollution and their parents who look after them inev-
itably remind us of Tsuchimoto Noriaki’s Minamata series. Here
again the splendor of images that vividly portray these victims is
something of the nature that can be captured only when the film-
maker establishes an intimate relation with the people. Teofilo
“Boojie” Juatco, an activist who keeps fighting for the victims
would be the human itself as cinematic being when he tells his
life story using his own language and face. Just then does image
overflow from the narrative it projects and directly stands up
against the gaze of the spectator. Seeing history in perspective
and challenging issues that keep arising there, this activist’s social
consciousness is also a form in which the subject with a camera
radically confronts the world.

(Translated by Yamamoto Kumiko)
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gatsuma Kazuki began studying the folklore of Hadenya, a

mall community in the town of Minamisanriku, Miyagi,
when he was attending university. The results of his many years
gathering materials about their traditions are being presented in
a series of films. The first film, The People Living in Hadenya, was
completed in 2014 and is 135 minutes long. The second film,
Tremorings of Hope, which documents the effects of the disaster
on Hadenya, was finished this year and is 146 minutes long. Both
films offer a sense of depth of time that could only be called an
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“experience” defying easy summarization.

In the small coastal village of Hadenya, the roughly 80 fami-
lies living there regularly gather for the Oshishisama Festival (or
“Osususama” in the local dialect). The event is the heart and soul
of the village. Men dress in the costumes for the lion dance and
march around the village to the festival music. Agatsuma’s film
series revolves around this festival, capturing the villagers in their
lively collective performance. The first film in the series goes into
a detailed investigation of how the community of Hadenya was
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established, focusing on the Festival as well as the keiyakuko, an
organization providing mutual-assistance within rural Japanese
communities. The film ends with the spectacle of the 2011 disas-
ter. The second film follows the villagers as they decide how to
revive the Osususama Festival in the face of the severe damage
from the catastrophe.

A villager at a party in the first film says something that res-
onates. He states that the Hadenya people live in a very small
world, but the interior of that world is quite complicated. Perhaps
his remark was highlighted through editing as a way to corrob-
orate the film’s viewpoint. Both the first and second films show
particular respect for the “complicated;” and the film’s signifi-
cance and breathtaking appeal is found in the way it uses its
meticulous composition to present the “complicated” as it is.

The village is unified by the Osususama Festival. But that’s
no easy matter. Who's going to bear the burden? And what is
going to be the dividing line between those who bear the burden
and those who don’t bear the burden? Moreover, how might that
dividing line change in a time of growing modernization? How
can the people in charge get the approval of “every one” of the vil-
lagers? In other words, how is the decision making for the Festival
done? It’s certainly no trivial matter. What this film series teaches
us is that the “survival of tradition” is possible precisely through
this kind of extremely delicate decision making process.

“In the end, they always drank themselves into a stupor,”
says Miura Kenichi, the extremely helpful young mediator for
the village. Agatsuma, who has said meeting Miura and his sup-

M LM Screenings

portive wife Toshiko was the spark that got him started making
these films, watched over their shoulders to see how they made
the various particular negotiations needed to “unify the village”
and to see what kind of human qualities made that happen. In
the end, we come to an acute realization that the thing we vaguely
envision as the village community “bond” is actually built from
the delicate art of negotiation, courageous decision making, and
manifold consideration.

The many “meetings” are a highlight in this series. Observing
with Agatsuma’s camera the quick-witted dexterity with which
these people — with their beautiful local accent — pass around
the opportunity to speak as if it were a baton is more thrilling
than watching any sporting event. A scene where we see the best
person for the job give a moving speech that helps form a “con-
sensus” is more touching than any famous scene from a court
room drama (the exchange at the women-only meeting at the end
of the second film is especially remarkable). Also worth mention-
ing is that the film also captures the people who split from the
“consensus,” and in doing so, is able to show the state of village
politics more objectively.

The series is a rare masterpiece that melds the fact that the
young filmmaker happened to be there when the disaster struck
and were willing to openly pour forth his own thoughts with
the careful scrutiny of a folklore scholar’s observation. The films
show us exactly what this thing we call a “bond” is. It is the deci-
sive result six years after tragedy.

(Translated by Thomas Kabara)
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How can a documentary filmmaker deal with the tragedy
tearing his or her country to shreds? What tools are avail-
able? And where should the filmmaker situate himself/herself?
The answers are always complicated but unavoidable. In the
Syrian case, that complexity is exacerbated by a flood of images
and opinions, and by the multiple divisions between intellectuals
who used to be comrades in the simpler times of the past

The villain in Alfoz Tanjour’s film is the color Khaki, the mil-
itary color imposed on school uniforms in Syria for decades until
2003. Khaki is presented as a visual symbol for the militariza-
tion of Syria by the Baath party, the self-assigned “leader of state
and society” in Syria since 1963. A boy wearing his khaki school
uniform, representing memories of the director’s adolescence, is
the vehicle that takes us on a journey into the horrors that Syrians
experienced under the dictatorial regime. Importantly, the direc-
tor decided not to involve footage of the current violence taking
place in Syria. Instead, Syrian artists and creators interviewed in
exile tell us poignant anecdotes from the era prior to the Arab
Spring, namely the 1980s and 1990s, and leave the rest to our
imagination: a soft-spoken novelist narrates that, as a political
prisoner, he and his cellmates used to watch the soldiers urinate
in the bucket that they would later use to bring them food. A
painter talks bitterly about the torture and killing of his father at
the hands of the secret police. These horrific stories are then jux-
taposed with largely silent, slow moving scenes of Syrian towns
destroyed in the current conflict, with barely any sign of life. Tan-
jour's camera seems to be on an archeological mission, pointing
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calmly but firmly to the link between current devastation and
past suppression

This need to expose the link between military dictatorship
and civil strife may sound superfluous, but in the case of Syria it is
far from that. Syria was famously labeled by its “longest-serving”
political prisoner, Riyadh Al-Turk, as “the Kingdom of Silence,”
and the director’s stylistic decisions emphasize the stubborn per-
sistence of that silence throughout the film. Faces seen through
foggy windows or curtains, long contemplative shots of the pro-
tagonists walking around as if aimlessly in the vicinity of their
exile homes, a heavy music track by Kinan Azmeh... everything
works to strip even the European green landscape of its vitality
and render it pale, as if the exiled Syrians took their khaki color
with them and spread it wherever they went. And while the inter-
viewed painter talks about the need for the color white to combat
the hegemony of khaki in Syrian life, the color we see as a clear
protagonist is red. From the boy appearing in a red sweater to the
artist covering the screen with brush strokes of red, the color of
blood seems to be the Siamese twin of Khaki, as if Syrians are
doomed by red as a symbol for both their resistance and their
victimhood.

Tanjour does not attempt to hide the aesthetic link of his land-
scapes to Tarkovsky’s work, as he shows a glimpse of Tarkovsky’s
Nostalgia on an old TV set during the film. But the link is not only
stylistic. The director himself and his protagonists are progressive
intellectuals who escaped the reign of horror of a “progressive”
regime, similar to Tarkovsky’s departure from the Soviet Union.
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Perhaps we can call it A Tale of Two Lefts: dictatorial regimes
declaring exclusive representation of the left, and leftist intellec-
tuals rejecting that and facing prosecution. Arab dictators coined
slogans to suppress opposition, including the infamous “No Sound
Should Surpass the Sound of Battle.” The dichotomy between the
two lefts allows the silence to continue, as Syrian intellectuals are
antagonized by local and international supporters of the Syrian

regime because it is “fighting terrorism” and “resisting American
imperialism.” Tarkovsky, Tanjour, and the other four protagonists
of Memory in Khaki represent intellectuals abandoned, sieged
by a deafening silence, and deprived of solidarity as the world’s
intellectuals and elites are busy seeing the “bigger picture.” In this
sense Memory in Khaki is also a piece about the loneliness of Syrian
intellectuals, and their disappointment towards the world.

Mt Screenings h—F@DEIEI] A Memory in Khaki [IC] 10/9 10:30- [CL] | 10/10 10:00- [YC]
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Of Stones, Sacrifice, and Language:
City of Jade by Midi Z
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In a famous 1957 article, the American critic Manny Farber
praised American action films by directors such as Raoul Walsh
and Anthony Mann for their “topographic grimness, the fact that
the terrain looks worked over.” Farber writes of how landscape
“is used, kicked, grappled, worried, sweated up, burrowed into,
stomped on.” What excites him is the patterns formed by people
in space, the marks these patterns leave on the land, and the way
a film can develop through “excavations” of space, through chart-
ing the “veining by human interactions over a wide plane.”

In City of Jade, Midi Z is working in Farber’s territory. In its
basic setup, and in all its details, the film has to do with people
occupying and transforming space: hitting, digging, or raking
the ground; just standing around; moving across country on
roads that unfurl in long take. The film frame is often a collection
of people who are like adventurers in an Anthony Mann film,
angling their bodies as if to make themselves at home in the world
but managing to express instead their own tensed-up physicality
and the difficulty they encounter wherever they try to occupy
spaces are not occupyable. The inhospitability of the land is its
most obvious characteristic: these mountains are nothing but ver-
ticality and minerality.

Midi Z’s GoPro lens pulls at the lines of bodies and landscape,
stretching and flattening them, drawing everything, people and
rock, into the same condition of tenuous visual form. The danger
and the vulnerability that characterize the human condition
become aspects of the image. Exteriors are bathed in unreal and
lurid colors: green-yellow skies, red-yellow earth, a vast orange-
red lake that has been poured into the basin between mountains.
The murky digital colors flatten out everything they’re applied to,
and the most geographical of the images of the film tremble as if
they might blow away or burn up at any moment.

The film is extreme and perverse in its obsessive immaterial-
ity. City of Jade is not about objects as such, but about an idea that
never becomes reality. We are told that there is jade, somewhere,
maybe close to where the camera is, but it is hidden: it needs to
be brought out, developed, like a photograph. This jade may be
of fabulous value; it could set a man free and enable him to free
those who are close to him and who wait for him somewhere else.
This potential, not the process of extracting jade, is the subject of
the film.

What do these men do? Do they do anything? They labor —a
labor that is not an action or a production but a sort of endurance
that at times appears to be almost nothing but their visual pres-
ence. Their world is without mystery, without depth. It has only
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a resistance of the surface, a shallow hostility. Nor is there any
mystery in anything the men are doing: laboring at the rocks,
smoking opium, talking with one another and with the film-
maker. The mystery of the film, if there is one, lies in the arbitrary
and implacable social power that mandates that this sort of life
exist.

The men have seen their fate — part of which is simply to go
on believing that they could one day find jade, to go on propping
up with their belief what might be only an imaginary mountain
(like the famous high rise in the Monzy Python sketch), and sus-
taining, in doing that, all the great miserable failure of the world
around them. They have seen their fate, and they go on sacri-
ficing their lives to it. They know how likely it is that their lives
will end up having been wasted trying to beat value out of the
barren muteness of rock and stone. As for their opium, whatever
it provides has nothing to do with language. Perhaps the gift the
men get from opium is just to be released from the burden of
having to embody language and the meaning of being human, to
become like mute stones themselves, without destiny and without
the guilt of knowing that they will have sacrificed themselves for
nothing.

But Midi Z affirms, against all evidence, that the very defeat
of these men by existence constitutes a moral redemption. The
value of the film lies in the documentation of the fact that the
world these men inhabit is not just the emptiness of the physical
world but also the world of language. Throughout Cizy of Jade,
the filmmaker and his older brother keep up a running dialogue.
The film ends without this dialogue having brought any resolu-
tion to the two brothers’ shared family story of abandonment and
loss, but we come to understand that it is enough for them to talk
and listen to each other, and moreover that the film alone has
made this exchange realizable.

City of Jade becomes, therefore, almost a theoretical film on
the cinema, multiplying allusions to the physical presence of the
camera and to the reality status of the image: a miner requests not
to be filmed; the realism of a scene of drug use in Midi Z’s earlier
film, Ice Poison, is questioned; the image turns black for a pro-
longed period as the group are harassed by soldiers. These allu-
sions open a dimension within the film where its deepest purpose
becomes clear. The documentary function of cinema restores a
sense of possibility to these lives threatened with minerality: in
the midst of a world that threatens to absorb them into its own
muteness, cinema restores them to language.

B LMt Screenings 35223 City of Jade [NAC] 10/7 10:45- [F3] | 10/9 19:30- [F5]
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A Soul-Transporting Journey: Xu Xin's A Yangtze Landscape
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he Yangtze River originates in the Tibetan Plateau in the

province of Qinghai and flows through cities including
Yushu, Yibin, Chongging, Yichang, Jiujiang, Nanjing and Shang-
hai, and then into the East China Sea. At 6,300 kilometers, it is
the longest river in Asia. Thus, A Yangtze Landscape (directed by
Xi Xin), which follows the 3,000-kilometer route from Shanghai
to the city of Yibin, is the document of a journey backwards, so to
speak, along the course of the river, from the areas downstream
to midstream to upstream. Magnificent scenery — which one
might say is still only half of the journey of the Yangtze River —
unfolds before our eyes.

The only sounds we hear in this film, which is shot entirely in
black and white, is the gentle lapping of waves and a boat engine.
From time to time, subtitles silently report current news and
events in the world. As we arrive in the area of Shanghai near the
Huangpu River, the subtitles inform us about an incident in 2013
in which the bodies of a large number of pigs were seen drift-
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ing along the river; and when the Nanjing Yangtze River Bridge
appears on screen, the subtitles tell us in concise and simple words
that 3,000 suicides have occurred at the bridge since its opening.
While visually following subjects that allude to China’s recent
social strains and disparities, all of us feel, albeit intuitively, where
the film is heading.

Coming and going on the water are countless boats of various
purposes and sizes. There is always some sort of industry coming
about in fields from manufacturing to service. Along the river
there are many growing port cities with showy skyscrapers dec-
orating the night sky. These scenes alone are like a microcosm
of China’s modernization. What the cameraman continuing
his journey down the river is concerned with filming, however,
is not the nation’s remarkable growth or the people who benefit
from the urban consumer culture. Everywhere he goes, there
are people living in shabby houses near the river — or people
without homes at all, leading lives at the lowest stratum of society.



The camera approaches these people virtually every time it finds
them, sometimes capturing expressionless men in the manner of
still images, and in other places going in closer and observing
mealtimes and the details of carpentry work, conversing, and
vividly documenting even the tattered clothing and dirt-stained
hands of the people who make their lives in these places.

In today’s world there is no longer such a thing as a landscape
in which human beings do not appear. What came to light as we
followed the Yangtze River is the people who have clearly been
left behind by the times in a rapidly modernizing China. To go a
step further, we discovered the existence of people with no option
but to continue living at the bottom of society, without receiving
any of the benefits of the social progress to which they undoubt-
edly contributed. In a sense, the banks of the Yangtze are literally
the fringes of the nation.

In the second half of the film there is a segment that takes a
long look at the operation of the Three Gorges Dam. It is then
explained that Wushan was entirely submerged at the bottom of
the water in order to build the dam, and that it’s been reborn
as a completely new city. Of course, people’s lives have not been
swallowed up together with the city, as large-scale construction
is being carried out for the relocation, but we are struck by the
feeling that something important has been abandoned along with
the place that was submerged. The soul of a civilization created
with passion, and the souls of the people who should really be
living within it, have lost their spiritual home and are wandering
on the banks of the Yangtze River.

[RIDOBk®) A Yangtze Landscape

We will think anew about the intention behind the journey
that director Xu Xin has undertaken. The last stop is Yibin,
in Sichuan province. This is the point of confluence of the
Jinsha River and Min River, and in a sense it’s the origin of the
Yangtze River. If you continue upstream towards the source of
the Yangtze, you'll eventually reach the Tibetan Plateau in the
province of Qinghai. In fact, the film documents a trip on the
Qingzang Railway to the foot of the Tanggula Mountains. Even
people who don’t have a place in society surely have somewhere
to return or go home to. Looking towards places where those
people are saved, a traveling group that takes with it the souls of a
countless number of nameless people will be drawn into Tibetan
temples where the voice of sutras softly reverberates.

(Translated by Kathy Gates)

W kM Screenings TRIDBk®HI A Yangtze Landscape [NAC] 10/6 18:00- [F3] | 10/8 16:30- [F5]
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Life-sized Activism and Humorous Hell: To Bamseom Pirates With Love

IWAEZRF | Yamamoto Kanako

(7T T EERY =722 [Offshore] | Offshore — Webzine on Music of Asia)
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hey express deep distrust as they give their all in condemn-

ing Korean society. Then suddenly they change tactics and
laugh things away. For good or for bad, these two young men
from Bamseom Pirates are tough and strong. As I finished the
film I wanted to send them a message: “Give those motherfuck-
ers hell,” T wanted to say. This is because I sense in the sharp
narratives and direct language of drummer, Yong-man, and the
almost philosophical musings of the more introverted base player
and vocalist, Sung-jeon, a special form of social provocation that
I have never encountered before. So what should we make of
Bamseom Pirates? This type of band has never ever been seen
in Japan before, and nowhere in the world has the words to talk
about such a band. As a friend, however, I want to let more people
know who they are and how fantastic they are. But it is so frus-
trating. Try as I might, I just can’t find words to explain what
they do.

The documentary stitches together its narrative with an almost
anatomical dissection that focusses on a range of Bamseom Pirate
activities from the past few years and various declarations made
by the members during that time. The band has had a long-time
involvement in the Korean protest movement, participating in
campaigns against the urban re-development of Seoul, the cor-
poratisation of Seoul University, and the construction of United
States military bases on Jeju Island. They were also active in the
demonstrations that took place when the government rammed
the United States/Korea Free Trade Agreement through the
Korean National Assembly. Bamseom Pirate’s association with
the protest movement, however, has not seen them conform to
its norms. Chanting the usual slogans in direct opposition to an
issue is not to their taste. But even so, their astonishing words
and deeds mount a trenchant criticism of the authorities. And
we can only laugh out loud at the cool, calm and collected com-
ments they make from left field. The pair has always been aware

of their position outside the centre of the resistance movement.

M _EMR Screenings
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And they perfectly understand what they can and cannot do
as a mere grindcore band. So they don’t waste time using their
music to force political or social change. Music is music. And
to quote what they have themselves said in the past, “Compared
to the popularity of HIPHOP in Korea, grindcore is a threat-
ened species.” What power to influence society can a threatened
species have? If they tweeted, at best they’d get 100 retweets.

The second half of the documentary concentrates on the
arrest of their friend Park Jung-geun. With the arrest of Park,
who with Bamseom Pirates themselves organised events such as
the band’s comic live performances, a rarely-seen anxiety comes
over the usually defiant pair. For all their radical actions and
hilarious words, it was as if confronting the heavy hand of the law
forced the Pirates to think seriously about what might happen
next. In the documentary’s second half, too, director Jung Yoon-
suk draws on a rare sensibility to scrutinise the band. Unexpect-
edly, in fact, he demonstrates a more penetrating viewpoint even
than that of Bamseom Pirates to show us both sides of the band;
the fantasy production techniques as well as the real-life living,
breathing Yong-man and Sung-geon. On first impressions, the
director seems to be an operative who sets the pair on the palm of
his hand for sport. But perhaps on second thoughts Jung Yoon-
suk and Bamseom Pirates actually conspire cleverly together to
throw us into a hellish, hilarious fantasy.

Because their story really threw me off balance, I am going to
take revenge on Bamseom Pirates by revealing something seri-
ously cute about each of the pair. Yong-man loves gaming but
also religiously practices his music. T hear he games with one hand
and does basic practice with the other. And I know that each time
Sung-jeon pays for something at a Japanese convenience store, he
bows low and thanks the shop assistant in his accented Japanese. I
send all my love to Bamseom Pirates, the funniest and most savvy
band in the whole wide world.

(Translated by Barbara Hartley)

ILy/LEEE. Y7L - 4> 72)L/ ] Bamseom Pirates, Seoul Inferno [NAC] 10/6 20:50- [F5] | 10/7 16:20- [F3]
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Living as a Filipino Immigrant in the U.S.
SO LARLYEBIZEC | An Interview with Miko Revereza

(Wi fESR | Filmmaker)
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roga! is actually centered around both my grandparents on
my father’s side. Lola’s an amazing story teller and loves to
gossip so it doesn’t take much of an effort on my end to get her
to talk endlessly about a subject. I document my grandparents
because it’s easy. They have nothing else to do but cook, watch
TV and talk on the phone. They’re also a back door to investigat-
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ing my own cultural identity without going through my parents.
It is like partially removing a band-aid.

Moving forward towards Disintegration 93—961 felt that vul-
nerability and confrontation of myself, my parents and our story
of migration is the only way I can actively process this situation.
It’s not finished by any means cither and perhaps it’s a life long
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project of looking back and emotionally processing the nuances
of migration. I feel like there is a very specific kind of rage and
sadness that develops from constantly visiting these memories
and how it relates to the present moment.

I don’t remember the moments when the video letters were
being made. I don’t have a memory of the video camera or any
camera that family photos or videos were shot on. I do remem-
ber the actual moments minus the camera very clearly... so now
I question if a lot of my memories are actually just of the footage
and photos we collected. Looking back extensively at that VHS
tape labeled Home Video 1994 (America), some things stand out
to me... I still speak Tagalog and in the footage there is a sort
of arrogance and pride at being in America. The video letter in
many ways functions to display the best parts only, the fantasy, the
“American dream.” The whole tape looks like one long vacation.

M _EBR Screenings

I wasn'’t really that familiar with cameras until high school
when I got into black and white photography. Then I was inter-
ested in cinema but all the digital cameras during that time had
a very sterile look. I bought a VHS camera at a local thrift store
and started experimenting with video art but also making video
diaries and just taking the camera everywhere I went. A couple
years later, I was introduced to super 8 filmmaking, hand pro-
cessing and cutting film through a residency I did at the Echo
Park Film Center in LA.

Picking up from Disintegration 93—96 1 entered graduate
school at Bard College this summer. My parents’ situations have
progressively continued to disintegrate. Their idea of the Ameri-
can dream has continued to disintegrate. Humane immigration
law in the US has continued to disintegrate. DACA has disin-
tegrated leaving the American raised immigrants like myself
without papers, IDs, drivers licenses, a means to work and a
means to survive economically. I have no criminal record what
soever but now have lived 25 years of a criminalized existence
in America. When 11 million people are so-called “illegal” in a
country, what does legality even mean anymore? I'm exhausted
of the usage of the political label “Dreamers” to refer to my gen-
eration of undocumented immigrants. This condescending label
that suggests we will also perpetuate the myth of the great Amer-
ican success story has done nothing but to legislate that we can
only dream but not touch.

Interview conducted by Wakai Makiko

(Coordinator of New Asian Currents) via e-mail in September 2017

FrROA) / IF12A1>F2L—>3> 93-96] Droga! / Disintegration 93-96 [NAC] 10/6 15:30~ [F5] | 10/8 13:00~ [F3]
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Surviving Traces: Rubber Coated Steel
ZHEMEY | Tada Kaori
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(R FHE W44 % 2 L — 2 — | Curator, Yebisu International Festival for Art & Alternative Visions)
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Lawrence Abu Hamdan, director of the New Asian Currents
entry Rubber Coated Steel is also an active member of the
research group Forensic Architecture (FA). In recent years, FA
has presented widely around the world, and the group also exhib-
ited at the 9th Yebisu International Festival for Art & Alternative
Visions at the Tokyo Photographic Art Museum in February this
year. The following introduction to FA offers some background
for those who might see Rubber Coated Steel.

FA is a group comprised of researchers from a range of fields,
including filmmakers, artists, architects, and journalists, based
at Goldsmiths, the University of London. They collaborate with
NGOs, human rights organizations, and the like to investigate
and analyze extreme cases of human rights abuse often in conflict
zones.

Many people might be unfamiliar with the term “forensic
architecture,” and struggle to grasp its meaning. It actually has
its roots in a set of methodologies called the “forensic turn” that
has emerged in law and the human sciences. The forensic turn
is a shift to methods focused on material and physical traces. To
give an example, a crack in a human bone that has been hit by a
bullet is a trace that can identify the circumstances at the time the
injury was sustained, and the weapon that caused it.

FA representative, Eyal Weizman, views architecture, and
urban space itself, in the same way. So when investigating the
damage a conflict causes in a city, for example, FA also analyzes
its structures and infrastructure as — in Weizman’s words — they
are sensors that detect changes. FA has also developed methods
to glean clues from iconography and sound recorded on video
and other media, not just physical objects. This allows them to

[<zEn7=8M] Rubber Coated Steel
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analyze atypical and constantly changing subjects. In their anal-
ysis of these material and non-material sensors, FA studiously
skims for the faint signals they emit and makes them visible as
decisive traces.

These methods were put to full use in the Rafah: Black Friday
project in which FA investigated the damage caused by Israeli
military action in Rafah, Gaza in 2014. Denied access to the site,
they collected and analyzed images and videos taken by local citi-
zens, activists, and others, satellite imagery, and recorded witness
testimony.

One of the key traces used in the Rafah: Black Friday project
were the clouds rising from bombs dropped on the city. A smoke
cloud is an irregular, highly mutable element and can thus be a
definitive tool in pinpointing the time and scale of an impact.
Using forensic architecture, images of clouds taken from a range
of locations at the same instant were reconstructed into one event,
then digitalized, rendered into a 3D model, and placed in a model
of Rafah city.

The basis for Rubber Coated Steel was FA’s “Nakba Day Kill-
ings” report. It included video footage taken at the scene of the
shootings as evidence which helped lead to the indictment of one
of the shooters. In the film, momentary sound recorded in the
footage is the surviving trace that establishes the crime of murder.
The second half of the film shows an expert witness in acoustics
being presented with sounds that he is unable to identify. It is
precisely the difficulty of identifying the nature of the sound that
proves the inhumanity of the murder. This film allows the audi-
ence to track the process of a sign developing into a decisive trace.

(Translated by Julianne Long)
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Imitation and the Beginning of Creation: The Films of Yamashiro Chikako
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bout ten years ago, Yamashiro Chikako received a request to
reate a photo essay for publication in a newspaper, and this
started her thinking about whether it is possible for one person to
inherit the memories of another. In the course of taking photo-
graphs for the feature, she spoke with a man who recounted the
wartime experiences of family members who had courageously
leapt from the cliffs into the ocean rather than surrender to the
U.S. army. Although she heard the voice of the man, who was
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convulsed by an extraordinary shaking as he spoke, Yamashiro
could not understand his experience, and she felt shock and guilt
for this failure. Those feelings still lingering, she later transcribed
his story and filmed herself reading the text out loud. Once, as
she ruminated on his words again and again during the course
of shooting the film, she cried. Her body was merely the pathway
through which another person’s voice had flowed, yet for that
instant when it traveled through her, the pain of his experience



touched her body and flowed out through her tears. This was
without question a sensory experience of touching and being
touched, and in it Yamashiro saw the possibility of inheriting the
pain of the other by “virtually reliving” it.*

The impetus for beginning production of A Woman of the
Butcher Shop was the lingering feeling of that experience within
Yamashiro’s body. The butcher shop of the film’s title is located
on Vietnam Street, an actual but unauthorized flea market inside
the U.S. military base in the city of Okinawa, where locals sold
everything from vegetables to odds and ends. Although the
market has now been shut down, Yamashiro finds hope in this
type of tacitly accepted site, and in the grey zones that emerge in
the gaps between opposing parties. Such sites are unstable, fluid,
and constantly at risk of extinction, yet precisely for these reasons
they contain the power of resistance, preventing conflict from
hardening and instead melting it from within. Yamashiro’s work
in recent years has been defined by its lack of clear narratives and
its associative nature, in which each image invites another, differ-
ent image. The work dissolves the boundaries between the bodies
of the other and the artist who is seeing and depicting that other,
transforming both into a site of mutual communication. These
films are collections of fragmentary images that disrupt the space
of hardened reality and also serve as previews of other films that
may be made in the future.

Roland Barthes said, “what is inimitable, after all, is the
human body.” In The Beginning of Creation: Abduction / A Child,
Yamashiro follows Kawaguchi Takao’s process of creating Abour
Kazuo Ohno: Reliving the Butoh Diva’s Masterpieces (2013-), in
which he attempts to perfectly replicate dances that Ohno Kazuo
performed during his lifetime. Kawaguchi views videos of Ohno
frame by frame and “draws” Ohno’s form in each one using
his own body. Even through this mind-bogglingly demanding
process, however, Kawaguchi is unable to imitate the body of
the other dancer. The harder he tries, the clearer the differences
become, and the more the other asserts his presence through the
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cracks. Kawaguchi expresses the nature of this work as “dancing a
duet with the phantom” of Ohno, in which the images of the two
men sometimes overlap, sometimes grow apart, and sometimes
advance or retreat.

A Woman of the Butcher Shop weaves together in multiple layers
the various motifs related to Okinawa that appear in Yamashiro’s
previous works. The Beginning of Creation, by contrast, is a doc-
umentary about Kawaguchi, but despite this it is a major work
touching on the origin of all creation. There is a short scene in
A Woman of the Butcher Shop in which a chicken eats a bitter
melon. In the scene in The Beginning of Creation in which Kawa-
guchi rises from the mud, the sound of birds singing is audible.
Both films depict transformed figures crawling out of a cave. The
meaning of “abduction” (in the sense of abductive reasoning)
includes leaps or flights of creativity or imagination which can
be explained neither through inductive nor deductive reasoning.
Images, too, can cut or leap from one seemingly unrelated scene
to the next. Moreover, birds allow the viewer to leap from image
to image. Yamashiro’s images are brilliant flashes linked together
through abductive reasoning during the editing process.

Yamashiro’s transcription of voices recounting war experi-
ences and Kawaguchi’s “drawing” of Ohno’s form are not likely
unrelated. Creation begins with the attempt to draw closer to the
seductive other, and to seek sensory experience, but the failure to
identify fully turns it into the performance of a “duet” with that
other. Ohno’s dances are said to have been deeply influenced by
his nine years of military service. If that is the case, then perhaps
we can view Kawaguchi’s replication of Ohno as an attempt at
“virtually reliving” the pain of the other.

(Translated by Winifred Bird)

*See Nakada Akiko, “The Possibility of Virtually Reliving the Battle of
Okinawa in Another Form," in Photography Magazine Quarterly LP #7
Special Issue: Yamashiro Chikako, photogenic person’s peace, 2009.
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Songzhuang and Film Festivals: Some Background on A Filmless Festival

ALK | Nakayama Hiroki
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Allzout 30 km east of downtown Beijing and a few more
ilometers away from the Hebei province is the suburb of
Songzhuang, a town known for being an art colony. From world
famous painters to unheard-of newcomers, more than 5,000 self-
styled artists live there. The town boasts several galleries and art
museums along with thousands of studios, as well.

Once a desolate rural town, Songzhuang was transformed into
an art colony when Li Xianting, a celebrated art critic, and others
relocated there in the mid-1990s. Before long, artists who looked
up to these critics began congregating in Songzhuang one after
another. In the 2000s, contemporary Chinese art started gaining
a worldwide reputation while a number of works were selling at
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steep prices. As young people aiming to become artists began
moving there, the population of Songzhuang steadily grew. So,
the local government devised a project to revitalize the village as
an art colony, and by 2006 the town had completed construction
on the publically-operated Songzhuang Art Museum. Li Xiant-
ing was chosen to be the museum’s first director.

The museum’s opening event was the Independent Film
Forum which featured screenings of a number of independent
films (several of which did not pass censorship), including Wesz
of Tracks, Before the Flood, and other documentaries. It was then
that Li established the Li Xianting Film Fund (LFF) to solicit
contributions from successful artists who sensed the importance



of independent film in China and the need for organizations that
support these films.

The LFF managed a film archive and held filmmaking work-
shops; but most importantly, it held two independent film festi-
vals (eventually merged into a single festival) every year. Many
of the participants would come from abroad, including Japan,
making it an indispensable venue for independent film people
from all over the world to meet and exchange ideas.

Soon filmmakers started relocating to Songzhuang, as well.
Among them were Gu Tao (director of Yuguo and His Mother), Su
Qing and Mina (Caro Mio Ben (My Dear Beloved)), Cong Feng
(Doctor Ma’s Country Clinic), and Wang Wo (A Filmless Festival).

The Songzhuang film festival ran successfully up until 2010.
But since 2011, the festival has become unviable thanks to a
government clampdown. Some argue the government could no
longer turn a blind eye to such influential privately-produced
films. But their specific reasons are unknown. Nevertheless, it’s
certain that with the recent explosion in SNS users on sites like
Weibo, the government has decided to tighten its control over
information. From 2011 to 2013, festival organizers accepted the
orders to suspend the festival, at least ostensibly; but in actual-
ity, they were still holding secret screenings internally. While the
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police were probably aware of these activities, they seemed willing
to ignore them at the time.

However, since 2014, the government has adopted a stricter
stance on enforcement. That year, a crowd of unidentified people
claiming to be villagers and police officers surrounded the festival
office and forcefully removed any festival guests who approached
the office. The film archive was impounded and its administra-
tors were taken to the police station. This story was soon reported
overseas, and numerous film festival organizations, including the
YIDFF, joined in signing a statement protest. The uproar over
the 2014 festival cancelation is documented in A Filmless Festival.
Unfortunately, the circumstances surrounding the festival have
only gotten worse since then, with the many other privately-run
film festivals in China all being shut down.

By watching this film, I think viewers can gain a clear picture
of how the Chinese government oppresses its people and how
those people confront this oppression. And I hope viewers see
the events of this film not as a single incident in some strange
land, but rather as a symbol of the reality that film-lovers like us
endure. Because for us these issues can no longer be seen some-
body else’s problem.

(Translated by Thomas Kabara)
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In two words, what is the spirit of Philip-
pines independent cinema? — Answer:
Anything goes!

In one word, who embodies the spirit
of Philippines independent cinema? —
Answer: Roxlee.

Oh, I cheated. It could be two words
too — Rox Lee! But that would be too
pedantic and Rox wouldn’t care for that.
Neither would he answer to Roque Federi-
zon Lee, his real name.

What he would care about is that here
now in 2017, the nexus of Yamagata, Sin-
gapore and Philippines has come together
again. Though Rox came to the inaugu-
ral Yamagata Int’l Doco Film Fest (1989)
with his partner-in-crime, the inimitable
freelance film archivist, Teddy Co, while
I followed in the next edition (1991); we
would continue to meet at these three loca-
tions till today.

You could always tell that the spirit of
Roxlee was in Yamagata. It was the t-shirt
designs. If you collected Yamagata t-shirts
over the years, you would realise that most
of the funny headless figures (often inter-
changeable with either a camera or a nose)
were drawn by Rox.

In 1989, the Asian film festival scene
was nascent. Singapore had just started
one in 1987, Philippines had the Manila
International Film Festival for two years
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— 198283 while Yamagata became the
first international Asian documentary film
festival. Roxlee, Teddy and I were like
three bachelor pals out on a night in town,
dreaming cinema with the future bursting
wide open.

Roxlee at that point has just arrived in
the capital of Manila, from the province,
in the 80s. He started out as a cartoonist
but “after a while, I wanted movement.”
He said in an interview with Dodo Dayao,
for the Philippine New Wave book (2010):
“That’s why I went into animation and
eventually, live action.”

“I was in my late 30s when I started
filmmaking,” said Rox, now 67 years old.
“If T stayed in the province, I might have
become a businessman. It’s the environ-
ment. It is very influential.”

Of course, Rox also did artwork for
other film festivals. He designed the cover
of the 16th Singapore Int'l Film Festival
(2003). Then Teddy suggested that we
could have an exhibition of his paintings.
Since we were all still freewheeling, we did
just that — a world premiere of over 50
artworks by Rox in the 17th Singapore
Int’] Film Festival (2004).

“If T didn’t become a filmmaker, I'd
probably paint full time,” he said, “Or still
be a cartoonist. But as we've seen, it’s possi-
ble to do both at the same time. I paintand
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I shoot films.”

He has done more than that. We
showed his silent animation, Planer of the
Noses (2001) for the Asian Digital Film
Awards, and that spun off into a graphic
novel anthology, Cesar Asar in the Planer
of the Noses (2008), co-authored with
brother, Monlee.

His most important work was yet to
come but we couldn’t decide which was
more important. Juan Baybayin (aka Green
Rocking Chair, 2007) premiered in Singa-
pore, and fulfilled Roxlee’s desire to make
a gift to his people. The film concerned his
search for Baybayin or Alibata, the origi-
nal Filipino language before Spanish col-
onisation in 1521. But it was his other gift
that was more intriguing. Around the time
that we held his painting exhibition, Rox
had married and when we showed Juan
Baybayin, he arrived with his family and
his baby — two important gifts.

Over the years, Rox has kept his free-
wheeling spirit intact. He is still as curious
and unpredictable...as a child.

[Editorial Note]

At YIDFF 2017, New Asian Currents presents
the exhibition Roxlee’s Yakata, while Teddy
Co serves on the New Asian Currents jury.
Philip Cheah will also attend as guest of the
Yamagata Rough Cut! Program.

TETTRARENEE OvoR)—nEE New Asian Currents Presents Roxlee’s Yakata [NAC]

10/6-11 12:00-17:00, 10/12 10:00-13:00

|[HER B ERE Old Photo Studio Nishimura  A#Z#&# Admission Free
B EMR&/NT+—2> Screening & Performance
TETTRAKERNEE OvoR)— - X vl New Asian Currents Presents Roxlee Special [NAC] 10/10 15:00- [CS]
INS2as) IR=5 - Z9V—=L) [7)—=> - OvE> T - F27] 1FH

Harajuku, Manila Scream, Green Rocking Chair, Spit/Optik, ABCD, and more
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THBEWS Y VR TREREHERKR BIFANKISE
The Dance of the Factory: Tenryu-ku Okuryoke Osawa: Bessho Tea Factory

BIWEE | Aoyama Shinji
(Wi | Filmmaker)
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In this work by Hori Teiichi there is neither responsibility to
explain nor critical consciousness of issues. Here, the director
refuses outright to narrate anything beyond the meaning of the
fourteen characters that comprise the title. Or perhaps we should
say that Hori, in fact, feels no obligation to refuse anything at all.
For, as we view the film, we realise that there is no other meaning
to either image or sound than what we see or hear. Even the
reason for making the film, which viewers generally have some
feel for, eludes us.

What, then, is this work? It was created by just a two-man
crew with production assistant and Shizuoka resident, Uchiyama

T g

IREXBEBERAR FIFAHFKIS)
Tenryu-ku Okuryoke Osawa: Bessho Tea Factory
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Takeshi, driving himself and Hori for several hours through the
mountains to the Tenryu area where, with few resources and only
simple equipment, the pair filmed and recorded the raw footage
that Hori took back home to Tokyo to edit with his own hand.
I doubt that this simple production method was a conscious
choice although I do remember hearing some vague, unconvinc-
ing explanation that he had been sent there in the past as staff
on location and that it was a great place where people did their
best to help him out. But can we really accept that this would be
reason enough for Hori to go ahead and produce a 5 film series in
the Tenryu area?
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Nevertheless, we should give up on useless critique and focus
instead on just watching the film’s images and hearing the film’s
sound.

Make no doubt, the greatest pleasure we experience here from
start to finish is to see our own viewing selves as “part of the
tea factory.” This film presents almost nothing except the process
through which the tea leaves pass: being picked on the mountain
slopes and carried to the factory to be efficiently processed by the
old-style machinery and packed into tin cans or bags where the
tea might eventually ferment. In each stage, however, we experi-
ence exquisite delight. Everything viewed in the film — the sun-
light drenching the tiny mountain peak village and nurturing the
bushes of tea, the night fog with its rich damp, the water flowing
everywhere so freely, the deep wrinkles carved into the people’s
faces, and the white dog nonchalantly leading the two-man pro-
duction-team strangers to the site — everything has the same
perfect purity of the fourteen-character title that announces the
film’s beginning. And this purity needs nothing other than itself.

How miraculous this is. Is such a thing truly possible? Can
we bear to see such a thing? Because we are perhaps experiencing
the creation of something for the first time in human history,
these are questions that we should not ask. What we have here
completely negates any insolent notion such as “motive” or “jus-
tification for filming.” Instead the director has the pleasure, like
that of bacteria absorbed by fermenting tea, of becoming “part of
the factory,” a rapture that viewers experience too.

We can never be certain, but surely it was the pace at which
he worked that enabled Hori to create this experimental piece

M _EBR Screenings

with the power to impact upon us so. And the pace of the film
almost undoubtedly came through the director’s synchronising
the pace of his own work to the pace of picking and processing
the tea. First, he captures and memorizes the rhythm that pulses
throughout the entire factory. And then, the inner rhythm of the
director’s own editing seeks to match the factory’s thythm: I want
to name this process “the dance of the factory.” Hori does not
take the onlooker’s stance. Being an onlooker was surely some-
thing he loathed. T feel this also when watching Natsu no mus-
umetachi: Himegoro, a film that Hori made when producing the
Tenryu area series. For while he observed the actors from afar, he
somehow also managed to slip “in between” them to touch unob-
trusively the conversations, relations, and inner thoughts they
exchanged. Viewers, too, make contact with these. In this sense,
we can regard Hori Teiichi as a so-called reverse-shot filmmaker.
Hori’s corporeal sense of filmmaking, which is his capacity to
match the editing pace to the pace of events being filmed, comes
from his use of the reverse shot, a production method that we
might regard as a Hori original mastered through the experience
I refer to above as “the dance of the factory.”

I don’t remember where exactly but somewhere in the series
there was a frame capturing a deer that had appeared opposite a
waterfall. Right at that point, the deer looked at the camera. This
is a particularly difficult shot that can generally only be achieved
by a wild-life film specialist. It was Hori’s corporeal sense of film-
making that made this shot possible. I still think of Hori’s won-
drous corporeal sense with awe.

(Translated by Barbara Hartley)

IREXEBRAR BIFTRATIE] Tenryu-ku Okuryoke Osawa: Bessho Tea Factory [JP] 10/7 13:00- | 10/8 13:00- [F4]
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The Hand that Wrote Lverything Visible Is Empty-

The Traces Left by Matsumoto Toshio

I—2°+/—%2X | Markus Nornes
(WUmffFZE# | Film Studies)
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Last summer, I met Matsumoto Toshio for the last time. It was
at a hotel in Shinjuku. When I saw him teetering through
the lobby, barely able to walk, I felt slightly embarrassed at
asking him for the meeting. But when we settled into our chairs,
I soon realized that his mind was as sharp as ever. We chatted
over coffee, comparing notes about the year or two since our last
encounter. Then we got serious.

I contacted Matsumoto to talk about one of his very best films
in relation to a new research project. I explained that I was writing
a book on calligraphy and East Asian cinema. My topic often
puzzles people. For example, when I interviewed Hou Hsiao-
hsien, he ended the discussion with a smile that was at once gra-
cious and mischievous, saying, "You know, in all honesty, I have
to admit that your research just doesn't interest me that much.”
In contrast, when Matsumoto heard about the topic, he leaned in
and thus began one of those intense Matsumoto dialogues that
range deliciously across philosophy, aesthetics, history and the
minutia of film practice.
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I explained that I arrived at the topic of calligraphy for many
reasons. Aside from its surprising ubiquity and the sheer beauty
it brings to filmmaking, I was particularly interested its affinities
with cinema. Here were two art forms that, at the heart of it all,
were records of a long-absent event in history: the human body —
moving in time and space — made very much present before us.
And one of the films that brought me to this realization happened
to be Matsumoto’s own Everything Visible Is Empty (Shiki soku ze
ku, 1975), the reason for our encounter—which would be our last.

Like many of his experimental films from this time, Everything
Visible Is Empty is a trippy yet dense work based on repetition and
progressive variation. Matsumoto explained that by this time in
his career, despite his commitment to modernism, he wanted to
break free of the West’s grip on values and progressive history that
inevitably positions the European avant-garde and philosophy as
the measuring stick for quality. He read many books on Eastern
art and philosophy and religion, and found himself entranced
with the Heart Sutra (circa 7th century), which contains the phrase
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quoted in the film’s title. This is one of the most famous Buddhist
scriptures, as well as one of the shortest at 266 characters.

The film repeats the title characters five times, holding each
one for 48 frames, or three characters per second. The first time
Matsumoto uses the scriptural text verbatim, with each charac-
ter filling the screen and each in one of 12 colors. He managed
this with a stunning color chart that essentially served as a script.
Then he repeats the sutra a second time, but intercuts icons of
body parts associated with the five senses — ear, mouth, eyes,
skin—and doubles up the colors for each character. The third
repetition adds iconography having to do with the phenomena
(shiki ff1) that constitute the objects of the five senses. Blank
frames add flicker and a new rhythm to the regular beat of the
sutra. The icons have to do with human instinct and desire, par-
ticularly hunger and sexual desire. In the fourth repetition the
world of phenomena is comprehended and the cosmic imagery
indicates a world of meditation grappling with the principles of
the cosmos. At the same time, the remaining characters express
the essence of the Heart Sutra. And in the final repetition, the
images drop away, leaving only flashing colors and two remain-
ing characters: emptiness/void (b %%) and nothingness (2u ).
Along with the minimalist music by John Cage pupil Ichiyanagi
Toshi, the film arrives at a climax designed to make the body
tremble as it, even for an instant, comes into contact with the
universe of shiki soku ze ku.

One of the strategies that makes an important contribution to
this sense of escalation and climax is the calligraphy. Matsumo-
to’s first two repetitions use photographed woodblock text as he
concentrated on 4u. Naturally, these were originally produced by

M LB Screenings
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gluing calligraphers’ work on paper backwards to a slab of wood.
The sides are carved out, leaving a printing block. The style is a
straightforward and easily iterably kaisho (the “standard style” of
East Asian calligraphy). In fact, Matsumoto took them from a
woodblock text he bought at a temple, one made specifically for
chanting the sutra. Thus, the woodblock characters — copied
endlessly over the centuries and then mediated multiple times
from the calligraphers” hand, the woodcarver’s tools, the printer’s
blocks, and Matsumoto’s camera — embody the radical lack of
stasis and stability of Au.

However, with the turn to sensuality and the iconography
of shiki — the phenomenal world — Matsumoto switches from
woodblock text to his own beautiful brushed calligraphy. At one
level, it is merely bringing the Buddhist tradition of sutra copying
into the cinema. But more importantly, it indicates the intimate
connection of calligraphy to the sensual world of the human
body, inspiring a kind of synesthesia. The calligraphic charac-
ters are Matsumoto’s own. He brushed in gyosho (the semi-cursive
style), each variation on the strokes bringing his individual touch
to the ancient words.

When I heard of Matsumoto-san’s death, I sat down alone
and watched Everything Visible is Empty — again. When the
fifth iteration of the sutra arrived, leaving me with ku/emptiness
and mu/nothingness, 1 felt that I had come into intimate contact
with the artist’s fleeting presence in this world. Indeed, our loss
of Matsumoto-san has transformed the film into something even
more beautiful and precious. The traces he left behind with both
his camera and his brush enable us to come into intimate contact
with the now absent Matsumoto Toshio — forever.

IepE) MiRem) Tosnpn->1BHERD»IZ] Nishijin, Ginrin / Bicycle in Dreams, For My Crushed Right Eye 10/5 [YC]
WAL KBS ZOS S L4 Other films in “In Memory of Matsumoto Toshio”

[&#&nzE5|] Funeral Parade of Roses 10/6 10:30- [CS]

MR FIEIRE ] Short Films by Matsumoto Toshio (T €+ - U] 77—

fev] TB8EIRZE] [FR7A4hR—=IL] [VL—>3> (BRI TR+ dESE)] Mona Lisa, Atman, Everything Visible Is Empty (Shiki

soku ze ku), White Hole, Relation, Sway) 10/7 19:00-+ Talk [M2]
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The Eternal Idealist: In Memory of Takagi Ryutaro

FIEZFA | Okada Hidenori

(B ENZERIEME 7 4 L Lk o 2 — FAEZEE | Curator, National Film Center, The National Museum of Modern Art, Tokyo)
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need to give fair warning that I've only had the honor meeting

Takagi Ryutaro twice. Today, there are still many who give
their public and private support to Tsushimoto Noriaki’s Mina-
mata series. I would like to take this opportunity to say a few
words before those individuals.

The first time I met Mr. Takagi was in 2009 when we invited
him to speak at the National Film Center at an exhibit entitled
Noriaki Tsuchimoto: The Life of a Documentary Filmmaker. We
had read Tsuchimoto’s ideas in books and heard him speak in
person while he was still alive. But research in film history was
quite late in recognizing the fact that there were film producers
who couldn’t be understood from a traditionalist view — pro-
ducers who stood behind documentarists challenging the then
dominant system of sponsored films and venturing into the wilds
of self-produced cinema. It occurred to me that even with Tsu-
chimoto and his exceptional staff, such an extraordinary series of
films could not have been made without something more, and
it was then I realized I had to hear Takagi speak. While it’s true
you can read Takagi’s discussions in the book Documentary Film
on Location: From a Filmography of Noriaki Tsuchimoto (Gen-
daishokan 1989), I had follow-up questions to ask him.

When Takagi gave his speech, he ended up going well past
the allotted time, but happily so. Just as he was talking about the
screenings of Minamata: The Victims and Their World (the first
film of the series) and the dissolution of Higashi Productions and
formation of Seirinsha, it was time to finish. But before the day
ended, I made an appeal for someone to someday take over this
venture.

Something I'll never forget from his talk is the story of Allons-y
Alonso, a film screening space in a basement opposite the Koenji
Station circle in Tokyo. The place was only open for a mere three
months. The name of the building was probably translated as
“Let’s go, let’s do it” in the Japanese subtitles of Godard’s Pierror
Le Fou, but when Jean-Paul Belmondo mutters the expression,
it’s meant as a witty but ultimately meaningless play on words.
At the end of the day, the building was forced to close because it
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had a problem with the bathroom facilities, but I felt a tremen-
dous sense of idealism, seeing a piece of the boundless ambition of
Takagi and his colleagues who, unsatisfied doing screening tours
around the country, dreamed of having a permanent theater as
well.

The years went by, and on April 29, 2016 a screening of The
Power of Expression, a documentary film about Takagi, was held
at Tokyo University. There, I was informed that the 2009 talk
launched the plans for making this documentary. The film’s pro-
ducer, Katsura Shuntaro (who died in 2015 prior to the film’s
completion), was also present in 2009.

As expected, the unanswered questions I had from 2009 were
explained thoroughly in 7he Power of Expression. There was no
path for distributing their films theatrically. They had received
no grant money. So, Takagi had no choice but to resort to the
unorthodox approach of using loans to make his films, and using
his films to pay back loans. It’s hard to imagine anything more
audacious, but rather than ruining him, it drove him forward.
He produced films and resolved to go all around Japan peddling
his Minamara trilogy, but his efforts didn’t end there. In 1979,
he published a massive medical book (Minamata Disease: Twenty
Years of Experience and the Tasks for Today) sparing no expense.
And even with his debt growing larger and larger, he continued
to make films. I wonder if it’s possible find this kind of “producer
magic” anywhere else in Japanese film history. Extravagance was
his collateral. Budgets often swelled in the middle of filming.
Takagi would justify this with the claim that borrowing more
money to pay for some indecisiveness was worth it. But this was a
drastic expansion of the concept of “film producer.”

Behind his carefree attitude was a man given to idealism,
wielding an immeasurable sense of resolution. We cannot forget
the task Takagi had taken on, and as such we cannot allow things
to stand as they are. The question that needs to be asked is how
the film history we generate from now on will continue on the
path he has made, because anything else is unthinkable.

(Translated by Thomas Kabara)

FRBIZABYX KR 7OFa—Y—, §B%] The Power of Expression: The Minamata Producer Speaks 10/11 [YC]

SPUTNIK — YIDFF Reader 2017 | 31



....................................................... 77[}73%/75\6%5 ‘ Africa Views

SNSR—RKRAD BELES —+2—/\07 7V DETE]
Testimony to an Unforgettable Era: Cuba, an African Odyssey
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he year after the Cuban Revolution triumphed in 1959, a

large number of African nations declared independence
from their Western European colonial rulers. In 1962, Algeria
severed itself from France. Throughout the African continent,
revolution was gathering momentum — a development captured
in Frantz Fanon’s essay collection Toward the African Revolu-
tion. Young revolutionary Cuba found partners in its struggle
for “internationalism” among its Latin American neighbors and
in African nations far across the Atlantic Ocean. Phrased differ-
ently, it exported revolution. Cuba, an African Odyssey, directed
by the Beirut-born Egyptian filmmaker Jihan El Tahri, traces the
ways in which Cuba acted toward that end in Africa.

For all the revolutionary momentum, a countercurrent did
exist. The 1961 assassination of the Congolese independence
leader Patrice Lumumba in a plot by the Congo’s former colo-
nial ruler Belgium is one example of this. Cuba’s first step into
Africa was to engage deeply with the Congo. In 1965, a disguised
Che Guevara lead a unit of Cuban troops across Lake Tangan-
yika, establishing a camp with the aim of supporting the Con-



golese liberation movement. On the ground, however, the chasm
between the Cuban and Congolese revolutionaries proved deep.
Some of the Congolese lived at camp with their wives and chil-
dren. They brought in outsized audio equipment and blasted
their music. They frequently took time off and left the camp.
In short, from the Cuban perspective, the Congolese fighters
lacked drive. The film’s account of this period lines up well with
that in Paco Ignacio Taibo II et al’s E/ Ano en Que Estuvimos en
Ninguna Parte: La Guerrilla Africana de Ernesto Che Guevara, a
non-fiction volume based on notes Guevara made during his time
at the camp. With nothing left to do but pull his troops out of the
Congo, a dispirited Guevara brought the fight to Bolivia. Once
again, however, he was unable to forge strong connections with
the personnel receiving him on the ground or locals living near
the camp, and in 1967, he was injured, caught, and shot to death.
The road to internationalism as depicted in the first part of the
film is a steep one.

The second half of the film covers Cuba’s involvement in
the revolutions in Guinea Bissau and Angola, which gathered
strength when Portugal, their colonial ruler, underwent its own
political revolution in 1974. The Angolan struggle is depicted in
particular detail. The country gained independence in 1975 but
fell into a civil war between three sides with different visions for
the way forward. Cuba supported one of these factions, which
fought against the two right-wing factions supported by the
United States and apartheid-era South Africa. Between 1975
and 1991 Cuba deployed a total of 500,000 soldiers to Angola,
10,000 of whom died. Some of these troops were involved in
operations even the Soviet government was unaware of, which
apparently was the cause of much distress in the Soviet Union.
1975, incidentally, was the year the United States suffered the
severe national wound of military defeat in Vietnam, and this
battle in a corner of Africa neatly reflects the international reali-
ties of the Cold War era.

In 1988, an international conference was held in Cairo to
resolve the tangled situation. Not only members of the various
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[F2—1D77VHEIE] Cuba, an African Odyssey

factions themselves but also heads of state and diplomats from the
countries maneuvering in the background — the U.S., U.S.S.R,,
and South Africa — appear onscreen in interviews recorded in
later years, describing the conference. These interviews touch on
quite interesting behind-the-scene details, such as how chance
encounters between political opponents outside of official meet-
ings led to unexpected progress that impacted the following day’s
official discussions.

The film opens with scenes of Nelson Mandela — released
after 27 years in prison under South Africa’s apartheid system —
visiting Cuba and meeting with Fidel Castro. Mandela expresses
his gratitude to Castro, saying that the Cuban troops deployed to
Angola sped Namibia’s independence and the end of apartheid
in South Africa. This episode itself took place neatly 25 years
ago. For young people unfamiliar with the Cold War era, Cuba is
likely a difficult film to understand. However, as a testimony to
an unforgettable era, it is without question an extremely valuable
work.

(Translated by Winifred Bird)
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he post-colony is precisely a place of “post-/after,” where it
is possible for something resembling a nightmare to persist
stubbornly across time. For that reason, these places inevitably
contain the possibility that history repeats or rewrites itself. From
the very start of The Colonial Misunderstanding, Jean-Marie Teno
depicts, in an inconspicuous way, the chain of calamities stretch-
ing across the twentieth century, and the particular character of
this nightmare that has been rewritten so many times, at times
even swimming upstream in the river of hegemony to ravage
the colonizing societies. “The colonized precedes the colonizer.
Africa anticipates Europe,” one of the voices in the film says. A
hundred years before the provincial city of Wuppertal was estab-
lished as a municipality in west-central Germany, the village of
Wupperthal was founded in a remote region of South Africa. The
former is the headquarters of Germany’s largest missionary orga-
nization, the Rhenish Missionary Society. Half a century before
the Berlin Conference, at which Europe’s great powers divided up
the African continent in earnest, this society promoted evange-
lism targeted at Africans in places like present-day Namibia (the
former German South West Africa), which it reached from its
foothold in Wupperthal, and Cameroon, Teno’s native country.
Although preaching the gospel quite literally means deliver-
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ing “good news,” in Africa it marked the opening act of the hell
called colonialism. The gospel was a manifestation of the well-in-
tentioned “civilization” of “savages,” but it was also the gospel
of labor and slavery demanded by colonizing nations that had
recently undergone the Industrial Revolution. The impoverished
young German farmers who comprised the missionary groups
sent to Africa did not realize that the good word of God had been
overwritten by the words of Bismarck. They deceived themselves
into “misunderstanding” the reality of the colonial space, which
was that morality and utility melded monstrously, and charity
and violence became two sides of the same coin. This misunder-
standing was ultimately amplified many times over. The careless
“misunderstanding” on the part of the colonist, who believed
they understood the customs and cultures of the locals so long as
they understood their language — as a colonist says in the film,
“we know you better than you know yourselves” — led to grave
consequences, particularly in relation to concepts of ownership.
Africa’s various societies understood property in a way that was
completely different from the logic that the Europeans pushed
on them unilaterally. Even if a chief sold land to the colonists,
land was essentially viewed as a shared good; in exchange for
their payment, therefore, the colonizers were not being given



land itself, but merely the temporary right to use it. Disputes
arose with the Germans who started out from this fundamen-
tally mistaken premise, leading ultimately to the atrocity of the
Herero and Namaqua genocide (1904), the first genocide of the
twentieth century, as well as the establishment of the world’s first
concentration camps. Many voices throughout the film speak
quietly to the fact that this pattern of interlocking extermination
and forced isolation of a people foreshadowed the tragedy that
occurred forty years later, when the same practices ran upstream
to the colonizing nation itself, and furthermore that the mission-
aries were deeply complicit in this chain of genocide and forced
isolation. The checkered history of the missionaries, from their
involvement in the Herero concentration camps to their fren-
zied embrace of the “Nazi revolution” to their justification of the
apartheid system in postwar Namibia, is also introduced.

Teno once said in an interview that from an African perspec-
tive, the missionaries who in a sense embodied European society
provide a starting point for facing the colonial past. If that is the
case, then The Colonial Misunderstanding should also function as
an incisive exposé of Africa’s present condition through the lens
of history. In particular, toward the end of the film, the narrator
says that so long as Europe does not discard the same logic of
charity that functioned in its colonies, it is necessary to strug-

gle against injustice in order to make that charity unnecessary.
Perhaps the “misunderstanding” of the gospel — after transform-
ing into a long chain of violent variations from the Herero and
Namagqua genocide to colonization to Auschwitz to apartheid —
has even led to the postcolonial present. Whatever the case, the
fight against the chain of gospel is none other than the fight to
imagine a path toward African independence. Teno likely had
no choice but to present the traces of an alternative history that
bubble up from the depths of the story thanks to his commit
tedly African perspective — such as the first missionary in Cam-
eroon, who was scrubbed from official histories because he was
a former Jamaican slave, or the anti-apartheid movement of the
Evangelical Lutheran Church in Namibia — as impressive epi-
sodes presaging independence. The power of this perspective that
fights against the chain of gospel and looks out from Africa across
the movie screen will likely continue to urge those who sit in the
theatre looking back @z Africa to sense anew, bear witness to, and
imagine together not the gospel but the “mission” of indepen-
dence. The film was originally released on the 100" anniversary
of the Herero and Namaqua genocide; today, it has taken on a
new brilliance as a self-portrait of an Africa that is no longer part
of the German colonial empire.

(Translated by Winifred Bird)
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he label “African Music” is of course

an absurd and pointless one. With

54 countries, thousands of languages and
even more local styles of music throughout
the vast continent, stating that you “like
African Music” doesn’t reveal much. And
yet! And yet, what we have tried to do with
our “Ifs Time For Africa” DJ nights is
share our love of the music of Africa in its
many forms with our friends and custom-
ers, showing the variety of sounds from
Malian desert blues and Algerian Rai all
the way to Township Jive in South Africa.
For many western (and likely Japanese
music fans), the first mainstream expo-
sure we had to African music was via Paul
Simon’s “Graceland” album, which fea-
tured the stunning vocals of Ladysmith
Black Mambazo. Europe, especially Paris

and Brussels, saw a boom in African music

awareness and sales as African musicians
settled in those cities, recording contem-
porary African pop that knocked out
everyone who heard it and collaborating
with their local counterparts. Youssou
N’'Dour’s “Immigrés” and Salif Keita’s
“Soro” were fresh, hip, funky, insanely
well-sung, and a million miles from the
dusty National Geographic “Drums of
Africa” compilations in the local library,
while Hector Zazou’s work with Congo-
lese singers Papa Wemba and Bony Bikaye
still sounds shockingly ahead of its time.
Fast forward to today and the music
of Nigerian legend Fela Anikulapo Kuti
is now familiar around the world with the
success of the mainstream Broadway hit
FELA!, while Ethiopian stars like Mulatu
Astatke are recording and touring again
thanks to the (re)discovery of their work
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by an international audience following the
movie Broken Flowers. Even Tokyo can
boast wonderful restaurant bars like World
Kitchen BAOBAB in Kichijoji and Los
Barbados in Shibuya, that feature African
music and food. However, there is still so
much to be heard! For example, a lot of
music fans well versed in Afrobeat, both
in its original and modern forms, have yet
to discover the addictive, hypnotic sounds
of Congolese Rumba. Ethio Jazz can be
heard in craft beer bars round the world
(and that’s great!), but those DJs may know
nothing of Angolan “ginga” rhythms. At
ITFA each member tries to bring some
new sounds to each event, keeping the vibe
fresh and always groovy. So, at YIDFF
2017 It’s Time For Africa! It’s Time to
Dance!
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Discovery of the Filmmaker, Fredi M. Murer

HIBELE | Nishijima Norio
(WefRF72% | Film Studies)
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Frcdi M. Murer is a name that reminds us of the 80s cinematic
environment in Japan. For cinephiles of the time, it was a
euphoric age: so-called “age of mini-theatres.” In this age direc-
tors of Swiss films, films of Switzerland were discovered. Before
the advent of the Internet, we were then able to discover filmmak-
ers and oeuvre through our own eyes and sensitivities. Regardless
of international trends, Japan developed a unique event in which
films of Daniel Schmid (1941-2006), Alain Tanner (1929-), and
Fredi M. Murer (1940—) were introduced one after another in
the form of retrospective or theatrical release. Beside them, we
found many other notable filmmakers, including Patricia Moraz,
Michel Rodde, Claude Goretta, and Michel Soutter.

In a country that had neither a big movie industry nor studio,
young filmmakers had rebuilt “New Swiss Cinema” on their own
since the mid-1960s. “Historical Overview of Swiss Films (1941—
1979)” held by National Film Center in March 1981 was the
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first to introduce the history of “New Swiss Cinema” to Japan.
It included Murer’s Zones (1979). Shortly after this, the Athénée
Francais Cultural Center re-screened modern Swiss films, of
which Schmid’s Lz Paloma was a huge success. The following
year the center came to hold the Daniel Schmid Retrospective.

It’s true that the audience of the day dying for unseen films
across the world supported such a movement; but had it not been
for Jean-Frangois Guerry (based in Japan; also author), then cine-
phile cultural attaché of the Embassy of Switzerland, nothing
would have been started and Swiss cinema would never have been
discovered in Japan.

From the mountain region in Switzerland, Fredi M. Murer is
a “man of mountain” who actually made a documentary on his
birthplace, We Mountain People in the Mountains (1974). Still it
is important to note that he is most influenced by Robert Fla-
herty’s Nanook of the North and Man of Aran, in understanding
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his work, whether feature or documentary. It is no accident that
Alpine Fire (1985), his magnum opus, which Yoshimoto Takaaki
called “film of slope,” detachedly depicts the daily life of a family
on the mountain with a shocking ending. It was when Alpine
Fire was first released at Cine Vivant Roppongi in 1986 that
Fredi M. Murer can be said to have been introduced to Japan in
the real sense; Studio 200, cultural facility in Seibu Tkebukuro
held “Fredi Murer retrospective” to screen all of his films so far
made (including experimental films and documentaries) for four
days; the August 1986 issue of a monthly journal dedicated to
cinema, “Image Forum” devoted a full 50 pages to feature him
under the heading of “Fredi Murer and Swiss Cinema” (among
the contributors were Yodogawa Nagaharu, Nakazawa Shinichi,
Manda Kunitoshi, and Murayama Kyoichiro). Struck by 4 Jap-
anese Village — Furuyashikimura, Murer went to Kaminoyama,
Yamagata to meet and talk to Ogawa Shinsuke during his first
visit to Japan (the dialogue between them is found at the begin-
ning of the pamphlet).

M LBt Screenings

[EBDEnY«1¥a>] Vision of a Blind Man [FM] 10/7 12:40- [CS]

IREntEE)] Zones [FM] 10/8 17:26- [CS]

Released in Japan in 2000, Full Moon (1998) is an allegorical
film, critical of civilization. It is a fable of modern Swiss society
and its landscape (a country of mountains, flatlands, and lakes,
with four official languages). Murer’s features always have such
elements since Zones. Vision of a Blind Man (1969) and Passages
(1972) are also very much like him; in the former the film-
maker puts a blindfold on himself to shoot a film solely relying
on sounds; the latter portrays H. R. Giger, a fantastical Swiss
painter, also known by design work for the Alien series. At the
YIDFF2017’s retrospective for Fredi M. Murer I cannot wait to
see The Green Mountain (1990), a major documentary compara-
ble to We Mountain People in the Mountains.

(Translated by Yamamoto Kumiko)
[Editorial Note]
The program'’s catalogue, “Resonant Bodies: Fredi M. Murer Retro-
spective” includes the aforementioned piece by Murayama Kyoichiro
and the dialogue between Murer and Ogawa (interpreted and recorded
by Horikoshi Kenzo).
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Fredi M. Murer and Yamagata
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Fredi M. Murer came to Japan three times. His first visit was
in 1986 when Alpine Fire, which Yoshimoto Takaaki called a
Swiss version of The Ballad of Narayama, was released. Though
he went to Yamagata, he did not take part in the Yamagata Inter-
national Film Festival that did not exist at that time.

Having seen A Japanese Village— Furuyashikimura in Switzer-
land, Murer visited the farmhouse that served as both the produc-
tion room and dormitory of the Ogawa Production in Magino,
Kaminoyama, Yamagata to meet Ogawa Shinsuke. Because the
director was a Swiss German, Cine Saison, distributor or Mr.
Ogawa asked me to accompany him as interpreter. In those days
there was no bullet train, and I was to meet him in the reserved
seats of a limited express train departing from Ueno. That’s how
we met for the first time.

Even today I vividly remember his warm and friendly smile.
Cine Saison asked Ms. Regula Kénig of Cultural and Public
Affairs of the Embassy of Switzerland to act as interpreter.
Together with Mr. Jean-Francois Guerry, her boss, and apart
from her job, Ms. Kénig was very passionate about the rollout
of “Swiss New Cinema” in Japan. Now living in Switzerland, she
kindly looks after Japanese directors who take part in the Locarno
International Film Festival. Simultaneously with the release of
Alpine Fire at the legendary Cine Vivant Roppongi, Studio 200
in Tkebukuro screened all of Murer’s 14 films so far made. In
the 1980s it was rather common to introduce filmmakers thor-
oughly without thinking of making money. Shared by distribu-
tors, cinemas, and off-theatres, this was apparently empowered by
missionary zeal, somewhat closer to obsession.

On arriving at Yamagata, we first visited the farmhouse of
A Japanese Village — Furuyashikimura. The old woman on the
poster was well and entertained us with grilled skewered trout,
caught in the river behind the house, in the open heath. Murer
was overjoyed with this picturesque life in the Japanese country-
side, saying that “It’s exactly like that film” as he also made a few
films on mountain villages in Switzerland.

In the evening of the day, Mr. Ogawa suggested to his men
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that they should take us to the communal bathhouse in Kami-
noyama Onsen (hot spring) before dinner. The hot spring was
too hot to put even our feet in. So we spent about half an hour
chatting in the washing place. He was considerate enough to stay
there, concerned about the member of the Ogawa Production,
who was waiting for us outside. “Very good hot spring but it was
a little hot,” smiled Murer.

Murer is one of the three maestroes of the “Swiss New Cinema”
along with Alain Tanner and Daniel Schmid. These three are all
strikingly different from one another in terms of oeuvre, appear-
ance, and character. Had that happened to Schmid, he would
have been furious, filling up a pail with hot water and telling the
member of the Ogawa production to put his hand into it; after an
hour or so he must have felt sorry and apologized.

Dinner. Members of the Ogawa Production and we were
seated around a big table filled with dishes, most of which were
provided by neighbors who were also farmers. The two filmmak-
ers had conversation in which both heartedly sympathized with
each other for about two hours. As the evening worn out, Ogawa
had enough sake to continuously talk about his fancifully illog-
ical worldview and cosmology till dawn. “I can enjoy his talk as
myths” or “Only Mr. Ogawa does the talking.” So Murer mis-
chievously whispered to me, observing Ogawa’s ever-lasting talk.
I was amused.

Ogawa Shinsuke emphasized that he always held his camera
as high as the eyes of the interviewees to form a trust relationship
with them. Murer could quickly earn the object’s trust with his
friendly smile.

Beside Murer, a number of international documentarians
visited Yamagata to meet Ogawa. Fuseya Hiroo, producer of
the Ogawa Production told me that Ogawa urged the mayor
of Yamagata City to hold an international documentary film
festival. Three years after Murer’s visit to Yamagata, the first
Yamagata International Documentary Film Festival was held.

(Translated by Yamamoto Kumiko)
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Pilgrimage illuminating the Darkness of Modern Middle-Eastern History:

Richard Dindo’s Genet in Shatila
B8 | Ukai Satoshi

(77 2232 1841 | French Literature and Philosophy)
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n Ernesto «Che» Guevara: le journal de Bolivie (1994), Richard

Dindo, Swiss filmmaker has already followed as faithfully as
possible the daily battle of Ernesto “Che” Guevara (1928-1967)
in the face of death. Five years later, he subtly went beyond the
framework of pure documentary in Genet in Shatila. For male
and female voices sometimes repeatedly read aloud, inside or
outside of the frame, passages from texts written by Jean Genet
(1910-1986) in his later life, including “Four Hours in Shatila
(Quatre heures & Chatila)” and Prisoner of Love (Un captif amou-
reux). These and other texts serve to guide the spectator through

the film.



In the autumn of 1970, Genet first contacted the Palestin-
ian liberation struggle immediately after a large-scale battle took
place between the royal Jordanian regime and the Palestinian
Liberation Organization (PLO). Since then he had stayed with
soldiers in the front lines of Jordan and Lebanon for two years.
During this stay, however, he could scarcely intervene into the
situation through writing. He had to wait for the year 1982 to
meditate deeply on his relationship with the revolution.

In June 1982, the Israelis began to invade Lebanon, and it
had bombarded Beirut, the capital of Lebanon for three months.
Leaders and fighters of the PLO accepted the withdrawal into
Tunis. The United States, France, and Iraly dispatched the
peacckeepers, and assured Yasser Arafat, Chairman of the PLO,
of the safety of the civilians. Bachir Gemayel, president of the
Republic, was then assassinated. The Western countries imme-
diately withdrew their war ships. While the Israeli army besieged
the Palestinian refugee camps in the west of Beirut, right-wing
Christian militias massacred thousands of refugees in the camps
in the name of reprisal over the death of the president. Having
arrived at the city a few days before the massacre, Genet went
to the camp to witness the disaster on the following day of the
cession of the massacre. Struck by this event, he wrote the “Four
Hours in Shatila,” rare reportage in which dialogue with the dead
alternates with his memories of the liberation struggle.

The film begins with Genet’s tomb in Larache, a town in
the Atlantic coast of Morocco. Algerian-French actress, Mounia
Raoui recites Genet’s words in which the writer himself explains
his origin and alienation from France. It is she who plays the role
of the pilgrim retracing the footsteps of Genet. The camera then
cuts to a room in the Hotel Rubens in the 13rd arrondissement of
Paris where Genet often stayed. Beside the bed, Leila Shahid, the
then spokesperson of the PLO in France testifies how she traveled
to Beirut with Genet and how he worked every day just before he
died.

This film thus begins by showing the two places where Genet
lay down. Finding out the third place then becomes the goal of
the pilgrimage: Irbid, a town in the north of Jordan. Genet stayed
one night in the house of a Fedayee (fighter) called Hamza during

Wt Screening [>vF14—2D¥ax] Genet in Shatila [PL]
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his first stay. Hamza’s mother came to put a cup of coffee on the
small table next to his bed where the guest lay down after he went
out for fighting. Being an orphan abandoned by his mother, the
guest was caught up in his thought that the Palestinian woman,
younger than himself, became his own mother for this one night.
In 1984, two years after Shatila, Genet revisited Irbid to see
Hamza’s mother, which constitutes the climax of Prisoner of Love,
his last work.

Showing a photo of Genet and asking Hamza’s whereabouts
from old Fedayeen (fighters), Mounia finally reaches that house
in her pilgrimage. She enters the room, lies down on the bed, and
mumbles; “It was here.” The mother passed away in 1990. The
image of her tomb puts an end to the pilgrimage.

At the end of the last century when this film was made, Beirut
was still filled with fresh scares of destruction. Currently in both
Irbid and Shatila we hear the Palestinians who still remain as ref-
ugees trying to receive refugees from Syria. This film is an epic
of revolution and hospitality. By following the traces of a singular
life, it sheds almost spiritual light to illuminate a dark, nearly
forgotten past of the Middle East now at the height of confusion.

(Translated by Yamamoto Kumiko)

10/10 10:30- [CS]
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in Beirut by Jocelyne Saab
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Once Upon a Time in Beirut: The Story of a Star
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n 1995, the centenary year of the invention of cinematograph

by the Lumiére Brothers, many produced films to celebrate
it around the world. In so doing they simply did not challenge
the history of cinema; but they simultaneously questioned how
cinema had depicted the twentieth century. Created in collabora-
tion with the Cinémathéque nationale du Liban, Jocelyne Saab’s
Once Upon a Time in Beirut is a comical, nostalgic, and pseu-
do-musical film. It does not just relate how Beirut, once called
“the Switzerland of the Orient” or “the pearl of the Middle East,
hidden in the blue casket of the Mediterranean,” was cinemat-
ically represented — the gorgeous history of its cinematic rep-
resentation. Rather it discusses serious questions of how to fight
oblivion and preserve memories of Beirut, the city mercilessly



destroyed by both successive civil wars and the invasion of Israel.
The protagonists are two girls, Yasmine and Leila. One is a Chris-
tian and the other a Muslim. Born in 1975 when the Civil War
broke out, they grew up among ruins and rubbles without any
knowledge of good old Beirut. Still, they come to love cinema.
Speaking with the accent of an Egyptian star for example, they
always have good time.

One day, they are suddenly abducted to an old cinema outside
of town, which they are apparently making up. They are in fact
on their way to Mr. Farouk, a strange collector of films, to deliver
two reels of rare old films. Mr. Farouk is a great admirer of Anna
Karina. The cinema is now showing the old Sheherazade.

Disappointed with the girls who know nothing of the history
of Lebanon or the splendor of Beirut, Mr. Farouk screens various
films, from the beginning of the twentieth century up to our
time. These films are not just valuable images that tell the history
of Beirut. They are literally his youth and life itself.

“I first encountered the film world,” says Mr. Farouk, “when I
was six years old. I used to run away from school, and watch the
silent movies... When I was thirteen years old, I used to program
films from Warner and Columbia. Twenty years later, I ran ten
cinemas. I'm going to show you Beirut, the city of love.”

This is how Leila and Yasmine’s cinematic journey gets
started. Sneaking into the film archive, they are struck by piles of
reels of old Arab films. What they see is the wharf and crowded
souk of Beirut at the beginning of the last century; elegant
hookah-smokers. More recently in the 1960s, they watch an
action movie set in the desert with Lebanese cypresses burning;
water-skiers zipping through the Mediterranean; glamorous
belly-dancing in night clubs; Romeo and Juliet played by a chef;
a beautiful Bedouin woman who pretends to be a city girl for
amorous adventure; a grand fashion show in ancient ruins; ballet
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performance directed by Maurice Béjart; Beirut, the city of spy
action, leisure and romance, hippies and anti-war movements;
Beirut where anything goes. .. The two girls glide into the screen,
singing, falling in love, and having lively time as if the screen
were not large enough for their adventure. Once the excitement
of these spectacles recedes though, reflective consciousness on
history comes to the surface.

“Especially 10 years before our birth,” says Yasmine, “our
parents would have been the happiest...” But what happened
later? Down with history! Though people say history doesn’t
repeat itself, there is a history that we want to avoid if possible.
“James Bond will arrive too late.”

Eventually, a donkey is given to Yasmine and Leila on the
beach. It is in fact a professor of history who has read so much as
to get a doctorate. The two cross the modern streets of Beirut with
the donkey to witness how the world gets politically confused and
is undergoing permanent transformation. In the rare film that the
taxi driver brings back to the girls, Muslim sages are very angry
with the man who declares, “The truth is a monkey!” This scene
makes a boy cackle. The film ends with such an ironic scene,
reminding us of Thus Spoke Zarathustra by Friedrich Wilhelm
Nietzsche.

Once Upon a Time in Beirut is a truly entertaining film for
cinephiles. Like Jacques Rivette’s Céline er Julie vont en batean,
it is a fantastic and mysterious film, freely coming and going
between fantasy and reality. What flows behind it is the incurable
memories of the ruined city. There is also a fear that its images
are gradually disappearing and falling into oblivion. Jocelyne
Saab tells us that memory is a resistance, a battle. This is why
lines from Hiroshima mon amour by Marguerite Duras and Alain
Resnais appear as epigraph at the beginning of this beautiful film.

(Translated by Yamamoto Kumiko)
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Starting at the Yamagata International Film Festival 2013,
the “Yamagata Rough Cut!” will be held for the third time
this year. As such it is not too well-known. “Rough cut” is a
film editing term, referring to a provisionally edited, incom-
plete version of work. As the title suggests, this program presents
incomplete footage before becoming “work.”

What does it mean to screen incomplete films at a film festi-
val? Some may wonder why they have to watch incomplete films,
having come all the way down to Yamagata. It may be not far
from the truth that the program is the least suitable for the film
festival. I thought so and took little interest in the first “Yamagata
Rough Cut!” For some reason however, I was asked to coordi-
nate the second “Yamagata Rough Cut!” with the filmmaker, Oki
Hiroyuki.

Oki had participated in the first “Yamagata Rough Cut!” as
a discussant. He described to me how the sessions went in 2013:
After watching roughly edited footage, the people, including the
audience, discussed how to complete it along with its potential
that might be lost when completed. Having heard that, I felt pos-
sibility in discussing what we could not see, what might be lost
in a “completed film.” As a filmmaker I have faced similar prob-
lems many times before. It is of course significant to discuss how
to raise “a degree of perfection,” which however often ends up
simply getting comment or public fund-raising, which is rather
called a “pitch session.” Since we used the term, “rough cut,” we
wanted to have open dialogue from a perspective different from
film critique or technicality; since it was not a competition, it had
to be open to various dialogue.

For every film, there is inevitably a gap between the content
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cut out as work and what is happening in reality. By disman-
tling the framework of “work,” is it not be possible to look at
the outside or background of a film? So I stopped using the
term, “work.” Instead I prefer to use the words like “image” or
“footage.” As coordinator we were forced to think in a situation
replete with images of the Great Japan East Earthquake or “Arab
Spring.”

”

In the second “Yamagata Rough Cut!” we decided that each
“rough cut” had to be within 15 minutes, followed by two-hours-
long dialogue. We did not ask the directors to come forward but
told them to stay in the auditorium to talk about their footage
as general participants. After the sessions were over, we held a
“Night Time Picnic” where members of the audience could
directly talk to directors. This meant that we stressed “talking”
equal to or rather than “watching.” Questions and answers after
screening are part of fun that can only be experienced at film
festivals; but our program is unique in spending by far more time
“talking” than “watching.”

In the context of a film festival, talking to international guests
with various backgrounds is as attractive as watching films. The
YIDFF is, I believe, a film festival greatly supported by this attrac-
tion. This year’s “Yamagata Rough Cut!” called for footage from
Asia. A daily program consists of both a Japanese and an Asian
“rough cut,” followed by conversations through simultaneous
translation. We will invite directors of the New Asian Currents
for our “Night Time Picnic.” Among competitions and various
programs “Yamagata Rough Cut!” will offer the opportunity to
experience various dialogue and find the charm of talking.

(Translated by Yamamoto Kumiko)
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ﬁ Ithough this is meant to be a guidebook for a documentary
Im festival, 'm afraid I'm going to start writing about
fictional films. When a friend from Fukushima saw the 2017

......................................................... EH1ZdH 5 Cinema with Us 2017

| Coordinator of “Cinema with Us 2017”)

IE¥ME SFASFEAELEKX] Dear Monster — Poet and The Disaster —

FRIZBIZEZ B AL The People Living in Hadenya

72 [HCLROE ] ORTHEIC S ARERHFETRAZLT,
HAZBEZ A OEH S H e AXDEADL D ::@%ﬁéb*ﬁ%t
GULEDDEZAZEDTEAE AT, SHIZIE, HHARKRESR %
CAHMHDER L, BHEOIEZTIEE 0T, %:IBM‘“L&%
DHDIEARLZTOAD TR AT D WD B ST
DIFITZITREL, ULA, 220 0F TNFMEH H AT,
LIAT, BERHER T DI B { OWLE B BT TL AL,
HAED £ IR ISR SIED R 3 U T0 A5 H
b WU U THEARKRES b3 75 Lo RS CEBEIC A 345
ANZDAHZ L PE S A LFEREL, [ADHTIREILEID
OBFIA I A ORBILTOL D OARRREAM . BB+t
DHLOIOPTHR I TS, S DIEY FIEC 1 FET 224
DE 372450, 2015 RIS Db BT [311 FFaAs
BY =T AL T—=hAT ] 5D, FHODOT—H4 TRWUEH
BRI, Ihd ok TREHEA9D ZDSEDOLEDLL
T, AR THEDFEL & 2 DR DS ALERE U THEAL
SILTAFRNFHMETLY ) — 2k 2—h Ok gzl [Ly K-
wxFAs ) [E2AfT) & 2O AL OTHERT L,

film Side Job (directed by Hiroki Ryuichi), which takes place in
Fukushima, he was indignant. “The people in Fukushima are not
all pachinko-playing prostitutes!” His reaction surprised me. Of
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the films based in one way or another on the Great East Japan
Earthquake, I thought this one was quite well done. The charac-
ters and events were done realistically. It wasn't overly sentimental
or disdainful. And it didn’t seem to be exploiting the tragedy for
movie material. Of course, given that the film is fiction, it’s only
natural that the characters don’t match the lives of real people
completely. So, my friend’s accusations were without merit.

Nevertheless, I suppose his indignation should be acknowl-
edged regardless of whether the film is documentary or fiction.
I can't help thinking that with the many different circumstances
arising after the disaster, people need fiction in order to face harsh
realities. Another way of putting it is that in order to face harsh
realities, people need something that pares them off and edits
them — a film for example. But whatever it is they’re watching,
people, especially those who've suffered directly from disaster,
cannot help but uncover their own “reality.”

Presented for the fourth time, the Cinema with Us program
features films that do pare off the realities of the long-stricken
area of Tohoku where the things that are seemingly going on as
always, the things that have been stopped in their tracks since
the disaster, and the things that have transformed into something
different constitute mosaic-like everyday reality.

While T agree not every situation in the disaster area is the
same, I do think everyone is compelled to think every day about
the things that make life worth living, families and jobs. With
films like Life — Another Story of Fukushima, Fukushima: The
Silent Voices, and Nuclear Cartle the feelings of outrage and frus-
tration are as palpable as if it were happening to you.

On the other hand, Dear Monster: Poet and the Disaster is a
film that peers into the disaster through the eyes of a poet far
removed from the sensibilities of ordinary people, situated at the
farthest limits of expression. But for that reason alone the film is
able to share the anguish of emotions words can’t express.
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ABER Admission Free
TLE - RFaxXrd)—0RENSEHARKREKEE XS The Disaster through Television Documentary

At yet another end of the spectrum is Oguni Matagi, a film
taken from the perspective of a reporter. The filmmaker seems
to have simply taken a camera to some radiation-level assess-
ments, but in those matter-of-fact and unaffected images, we see
a glimpse of the shadow cast before of the scemingly unrelated
work of the matagi traditional hunters of Oguni, Yamagata.

And while this program has presented mostly newly-finished
films in the past, this year, it will once again feature The Pegple
Living in Hadenya, first screened in 2013. This film and its sequel
Tremorings of Hope, which was selected for the YIDFF 2017
International Competition, echo each other and provoke us to
consider what the disaster brought to the land and the activities
of the people. Moreover, this collection of films doesn’t merely
present the Tohoku disaster, it provides depth to its depictions
of the region. These films are not just intimate with the disaster
area, they have been nurtured there.

For each YIDFF, we continue to view a great many films in
order to put together this program. Even as major disastrous and
traumatic social issues continue to occur seemingly every year, it
is still inspiring to know there are people using film to confront
the major tasks brought on by the Tohoku disaster. But the ques-
tion that comes to mind is whether the knowledge, technology,
and environment that merely confronts and presents this over-
whelming reality that no individual can control are enough. I
wonder if filmmakers remain unempowered. And I wonder what
archival and research and education institutions all over, like the
311 Documentary Archive YIDFF launched at the end of 2015,
must do in the future? One resource worth learning about would
be the films Red Wedding and Where I Go created at the Bophana
Audiovisual Resource Center, a facility that attempts to preserve
the history of the Cambodian Civil War and the culture before
and after through visual media, as well as the activities of the
(Translated by Thomas Kabara)

center.
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n 2016, I published the book Looking at the Ordinary and the
Absent: The Philosophy of Documentary Filmmaker Sato Makoto.
I had dreamt of a volume that paired Sato’s unpublished book
manuscripts with contributions from people living in the present
era who had a deep connection to Sato, something that would
be an exchange of questions and answers that transcends space
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and time. I wanted to inquire about the meaning of his films in
the world of the 2010s — a very different world from that of the
1990s.

In the 1990s, I was a student. There was a wide gap between
the events of the world and my own everyday life. I spent my days
in a constant fog, unable to find anything to come in contact
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with my core self. But in 1998, in the winter of the end of my
second year at university, I saw Sato Makoto’s second film, Artists
in Wonderland, and it felt as if the fog had lifted and the skies
had cleared. The film follows seven people with disabilities in
the process of creating art. At first, I watched the film laughing
at the earnest and comical performance of the mentally disabled
boy, Shige, but before I knew it, I was crying uncontrollably. Dis-
traught screams asking someone to affirm an existence in which
there was no certainty about what impact a life will have. The
camera captures this intently. It is unconcerned with under-
standing the art of the disabled; it reacts to the glimmer of his
existence. It doesn’t show us what the root of the problem is; it
unassumingly shows us that it’s the world that’s in a doubtful and
uncertain state. And it encourages the audience to think inde-
pendently. I realized that that is what I've wanted to come into
contact with.

Sato was the new kid who came late to the “season of politics”
that Ogawa Shinsuke and Tsuchimoto Noriaki, two major figures
of the documentary world, flourished in. Sato and his colleagues
developed the “reveal the ordinary” approach to documentary
filmmaking with his debut film Living on the River Agano which
traces the lives of elderly patients of Niigata-Minamata disease
over the years since the outbreak. It was the 1990s, and thats
why was he was able to arrive at this niche. He refused to provide
any assertive conclusions, instead asking audiences “to look and
to think.” T felt such a stance showed the utmost respect toward
documentary subjects and would be a challenge for an author
living in the present era. I wrote my undergraduate thesis on Sato
Makoto.

I decided to work in publishing because I was inspired by
Sato’s book The Looking-Glass Named Ordinary (Gaifusha Pub-

EF12Hv>a> Discussions [YF] AZ#EE Admission Free

[RBIzEZ%] £Y<H%  Living on the River Agano and Yamagata

lishing) as much as his films. I resolved to make a book about him
some day. But that went nowhere once I got a job and got caught
up in the daily grind at the office. Then, in 2007 when I was up
to my neck with work, I read about Sato’s death on Yahoo News
on my computer at work. Living so far away, I was dejected. I felt
down in the dregs but I returned to the daily grind of my busy
job.

In 2011, the Great East Japan Earthquake unleashed a
tsunami that caused a hydrogen explosion at the Dai-ichi nuclear
power plant in Fukushima. I figured it would negate the little
progress Japan was making after the bubble collapsed and it was
being pulled by remnants of post-war economic growth. Japan
had to change. And as I thought “there’s something no right with
me,” I made the decision to quit my job and create my own pub-
lishing company.

Later, Japan moved in an unexpected direction. It shifted
toward resuming operations at its nuclear power plants. Then, on
SNS, which exploded in popularity with the disaster, there was a
swell of users raising the “voice” of mostly false propaganda fol-
lowed by confused people spreading the lies. Responding to pow-
erful voices and strong opinions is not something we should limit
to the aftermath of disasters. It is fundamental to being human.
But today, it has become something we no longer have control
over. If you had told me about this situation in the 1990s, I would
have dismissed it as “lousy science fiction.”

That’s why we need something now — it has to be that atti-
tude of “looking and thinking” Sato located in Living on the River
Agano. That's what I believed, and in March 2016, I published a
book that looks at Sato from the present. When the book went on
sale, I, with the help of a group made up of mostly his pupils from
the Film School of Tokyo, held a screening of his films at Athénée
Frangcais Cultural Center in Ochanomizu, Tokyo. Not unlike the
book, it was not merely a presentation of his past works. It was
a grand three-day event where after the screenings, the audience
heard about the contemporary meaning of Sato’s films mostly
from contributors to the book. We were a bit concerned about
attracting an audience. But on the first day, there was a line-up
stretching from the fourth floor theater to front entrance on the
ground floor. This event started a wave of screenings around
Japan, including Kobe, Kyoto, Fukuoka, Yokohama, Fukushima,
and Niigata.

It is now that we need this approach Sato has reeled in with
the sweat of his brow. After a year and a wave of screenings, I have

become more and more sure of this idea.

(Translated by Thomas Kabara)
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R LA TS5 — Bt (EBEDISELF AND OTHERS
Where Gazes Intersect: Gocho Shigeo’s and Sato Makoto’s Self and Others

FERE=E | Okabe Nobuyuki

(LA | Deputy Director, Yamagata Museum of Art)
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n fall 2004, the Yamagata Museum of Art hosted “Gocho

Shigeo: A Retrospective 1946-1983” (a joint project with
Niigata City Art Museum, Mitaka City Gallery of Art and
Kyodo News). Gocho Shigeo was born in Kamo, Niigata pre-
fecture in 1946. After suffering vertebral tuberculosis as a young
child he was left physically disabled and with lifelong health
problems. Gocho showed a talent for design at an early age, and
went to Tokyo to study at the Kuwasawa Design School after
graduating high school. There he met photographer, Otsuji
Kiyoji, and decided he would follow the same calling. He pub-
lished his first collection of photographs, Days, (co-authored with
Sekiguchi Masao) in 1971. While appearing to snap scenes from
everyday life dispassionately, the introspective, fixed gaze of his
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works made Gocho an exemplar of the newly-emerging contem-
porary-style (con-pora) photography, which aimed its lens at ordi-
nary, everyday scenes.

In his second book, Self and Others, self-published in 1977,
Gocho overcame the slightly clumsy distance between himself
and others that had been apparent in his earlier collection. The
mystery and strangeness of the existence of others, their proxim-
ity and distance, envelops the viewer in an almost heartrending
embrace and encourages a dialogue with the images. In 1983, the
last collection to appear in his lifetime, Familiar Street Scenes, was
published. Unlike the black and white pictures of his earlier work,
Gocho shifted to color film snapshots to capture what he referred
to in the book’s preface as “the surface of the diffuse everyday”
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in the city. The contrast between the “passing of the inexplicable
shadows of human existence” (from the same preface) and the
gleam of life in all its abundance that he captured with such a
direct eye seemed to signal that he was stepping out from “self
and others” relationships into a more open, rich world. Not-
withstanding, in 1983, the photographer who had maintained
his passion for creating new work despite the constant specter of
death, died of heart failure.

Even after his untimely passing at only 36 years of age, the
work that kept a steady gaze on the many facets of the relation-
ship between self and others lives on. As the subject of exhibi-
tions, magazine features, and republication in new editions,
Gocho’s images continue to reverberate in the hearts of an even
wider audience now.

I visited his family home in Kamo in the spring of 2002, after
putting together the plan for an exhibition to profile Gocho’s
journey in commemoration of the 20th anniversary of his death.
As well as a courtesy visit ahead of the exhibition, I went seeking
the family’s cooperation with research of his remaining prints
and materials. The family had carefully preserved all of the pho-
tographer’s prints and negatives, as well as his notebooks, letters,
personal library, and other materials. There were also prints of

M _EBR Screening
[SELF AND OTHERSJ [YF] 10/8 10:30-+ Talk [M2]

Gocho’s own films and a considerable number of audiotapes. Sato
Makoto also reviewed these materials in making Self and Others.

The film Self and Others was released in April 2001, and
screened in the New Asian Currents section of the Yamagata
International Documentary Film Festival the same year. I was
shocked when I heard Gocho’s voice in it saying, “Hello, can you
hear me? I wonder how my voice is being heard.” as if he spoke
from the darkness. When I was faced with the tapes that he pos-
sibly created to track changes in his physical condition, and the
mountain of prints full of people who seemed to be looking right
back at me, I thought I could truly feel the presence of the pho-
tographer himself there.

In his Self and Others images, Gocho’s attempt to identify a
“self” that is oriented by the presence of an “other” (in the form of
the subject of the image) becomes clear through the sequence of
portraits of family, friends, and even passing children. Whereas
in Sato Makoto’s film, although there is an element of fictionality,
he makes clear his critical point of view—based on a constant
consciousness of our position in, and distance from, the world —
through the rearrangement of fragments of reality. At the same
time, the relationship between Gocho looking at his subjects, and
the relationship between Sato looking at Gocho, slides laterally
into the relationship between the film and the audience.

I am reminded of Sato’s gentle smile when I spoke to the direc-
tor about the exhibition I was then preparing, and my thoughts
on his film, at YIDFF. It is 40 years since Gocho published his
Self and Others, 13 years since our exhibition on Gocho, and 10
years since Sato Makoto’s death. It may be that the world only
shows itself as the viewer chooses to see it, and that the means
of confirming if that form is common and universal to others
has been tossed far off into the distance. Gocho interposed the
medium of photography between the self and others. Sato inter-
posed the medium of film between himself and Gocho’s gaze. I
hope to examine again in Yamagata the complex intersection of
the two men’s gazes. I wonder how their voices will sound.

(Translated by Julianne Long)
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Across Time and Space
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It’s only recently that I have begun to
wander around the old parts of town
for pleasure. As someone who would
even drive down to the convenience store,
big-box stores on the highway were the
easier option for me. Nanukamachi used
to be the cultural heart of Yamagata city,
with movie theaters, cafés, galleries, book-
stores, boutiques and the like lining its
streets. I would feel a jumpy kind of high
when I headed out into it. When did that
turn into the cool distance of struggling
to remember what used to be there when
I spied a new parking space through the
windshield waiting at a stoplight?

The catalyst for my new activity was
unexpected; friends visiting from another
prefecture asked me to show them around.
After doing the rounds of all the well-
known stores as if I was following a guide
book, my friends let slip their disappoint-
ment. “It would be nice to go somewhere
that’s infused with the smell of Yamagata.
Money can get you a fancy building, but
you can’t buy an old store with it, right?”
The Yamagata they found appealing was
the dull and boring everyday city that
we locals had begun to forget. So at their
prompting, I decided to stroll around the
old city again. All these laneways and
stores that I had passed without even notic-
ing suddenly grabbed my attention as I
strolled instead of sailed by in my car. The
landscape where so many eras had layered
one on the next seemed so fresh to me as I
voiced amazement at sights I thought had
long disappeared. It didn’t take long before
my impression of, and way of seeing, the
city was turned on its head.

Later, when I was on a business trip
to the port town of Sakata in Yamagata’s

EAMYEIL T+ZR
Tongari Building, “Jusanji”

northwest, I took the opportunity to veer
off the highway and pay a visit to Restau-
rant Keyaki in the basement of a building
in the old town. It has been there over a
half-century, but has the same uncom-
promising decor that inspires a frisson of
excitement and the warm hum of a social
hub reverberating with conversation and
clinking tableware. The waitresses are
models of geniality. It has continued to
cultivate the design and light flavors of
its original manager, Sato Kyuichi, and
deserves recognition for having pioneered
French-style local cuisine. After my meal
I was served their specialty coffee made
with French-roasted coffee beans, “Cock-
tail Do Coffee Old 5 Blend.” It is the same
coffee that was served at what film critic
Yodogawa Nagaharu called “the world’s
best movie theater,” Yamagata’s Green
House, when Sato was its manager at age
20. Even in 1949, in the lean times of
immediate postwar Japan, this small-town
movie house was able to develop into a
first-class new-release cinema. One likely
reason was that it didn’t just show films,
but also developed a range of services
and events to create a salon-like space for
ladies and gentlemen of taste. Later, this
focal point in Sakata’s cultural life unfor-
tunately became the source of a confla-
gration that swept the city center in 1976,
and met its end. Although the figure of the
once-influential Sato is also beginning to
fade in people’s memories, the legacy of his
spirit still resonates subtly in local culture
today.

Once upon a time, a number of movie
theaters lined the Asahi-Ginza shopping
strip in Nanukamachi, also known as
Cinema Street. In recent years, younger

Yamagata residents have formed the
nucleus of local efforts to renovate and
breathe new life into some of its old build-
ings.

A new venue for YIDFF this year is
KUGURU in the Tongari Building. It
also operates as a proving ground for art
and design, exhibiting the works of artists
with a connection to Yamagata. Its cre-
ative aim of “giving viewers something
to take away with them” has gained it a
reputation, and as people with interesting
sensibilities begin to gather there, even
more are being drawn to the area. Jusanji
in the same building is a book, crafts, and
food store run by a yamabushi mountain
ascetic, out on the street a longstanding
umbrella store has been turned into the
BOTA coffee café, the over 80-year-old
Ikubundo bookstore has been reincar-
nated as a meeting place for booklovers,
and the list goes on. All are spearheaded
by young people from the local commu-
nity. A distinguishing element common to
these ventures is that they are not simply
offering a place to drink coffee, or buy and
sell tangible things. They are run with the
conscious aim of acting as a networking
center — based on the idea that a wealth
of intangible things can spring from dia-
logue between good neighbors meeting in
a town hub.

Without erasing the accumulated layers
of history and memory, the younger gener-
ation is writing the next instalment in the
story long nurtured in this place. Will the
vision they have for the cityscape one day
overlay it? They have not long taken up
their pens.

(Translated by Julianne Long)

W LM Screening [MtR—:Ebn/-RBEIE~ERHS) —> -N\VRIESE~IThe World's “Top” Theater [YF]10/9 13:30-+Talk [M2]
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Memory of Food, Memory of Journey:
Restaurants Evoking Modern Yamagata

AR | Ishigooka Manabu

(yama-brazx % | Presldent of “yama-bra”)
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ome twenty years has passed since I

first invited a musician to Yamagata
to host his concert. At the beginning I
invited only musicians based in Japan.
As [ came to realize, however, that I was
a sort of capable manager, I recklessly
decided to invite international musicians
as well. As we prefer Latin American
music with special reference to Brazilian
one, we naturally invite musicians from
halfway around the world. It takes some
thirty hours, which is excessive amount of
time, to travel to Japan. Having managed
to arrive at Japan, they will have to face a
concert tour, which is not an easy journey.
Needless to say, they have little time for
sightseeing. This is why I want them to
return home with a good impression of
Yamagata, which they have chosen as the
venue for their concerts. As the organizer I
naturally feel that way.

What then can I do for the musi-
cians? The only answer is dining. Food
is closely connected to memories of jour-
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neys. The brain may forget a journey
through a beautiful landscape, but will
never forget the pleasure of eating. This
is not limited to those who enjoy good
food, including myself. What can we offer
to the musicians? Fortunately, Yamagata
is rich in ingredients. As Reviving Recipes
shows, Yamagata has its heirloom vegeta-
bles handed down through generations.
Having said this, however, so-called
“Yamagata specialty food” is boring;
they might have experienced traditional
“Japanese” food and ambience during
the course of their journey. This leads us
to modern restaurants in Yamagata that
provide creative food and space, using tra-
ditional and indigenous “Japanese” ingre-
dients.

My apology for the long preamble; but
let me now introduce some restaurants I
have chosen from such a perspective. Each
is not very far from the festival venues.
“Honchokinroku” offers local vegetables
and meat; though its exterior is classic, the
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interior is modern. I recommend “steamed
vegetables.” Carefully selected vegetables
are steamed and eaten in a big steaming
kettle. This dish condenses the color,
aroma, flavor, and power of Yamagata veg-
ctables. As many of international guests
are vegetarians, they love this vegetable
dish with a strong impact.

“Sanrokumaru” is a Japanese restau-
rant, focusing on local ingredients and
domestic wine. It offers a wide range of
Yamagata wine. It is characterized by its
passion for “dashi” (Japanese soup stock).
As a symbol of Japanese food, the dashi is
something guests from abroad must taste.
Combined with Yamagata wine, dishes
with strong dashi flavor will become a
new experience. Designed by an architect
who lives in Yamagata, the building is
extremely original.

“Jidori Kappo Kawashima” is a chicken
restaurant that mainly uses homebred
chicken in Hinai. Going through the shop
curtain, you will find a sophisticated space
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with a touch of retreat. Hinai chicken are
in fact raised in Shonai; they buy chicks
from Akita and raise them in a unique
way. Enjoy the elastic texture and rich
flavor of the chicken. The restaurant offers
excellent dishes other than chicken.

As food preference is personal, there
is no restaurant that everybody finds bril-
liant. These restaurants, however, are very
unique in terms of food and concept. Many
people, from home and abroad, come to
the Yamagata International Documentary

Festival. I hope they will have the occasion
to enjoy stimulating food. Yamagata can
provide food that will become an unfor-
gettable memory.

(Translated by Yamamoto Kumiko)

LA DILSE LI
Yamagata Sansai Cooking

PeEaEt | Sato Haruki

(LEERHEE 1R | Sansai cuisine inn, Dewaya)
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fter being touted as foods to féte

pring and examples of nature’s
bounty, the edible wild vegetables we call
sansai have now come to be prized for
their taste. Originally, they were thought
of merely as sustenance to keep hunger at
bay. When my great-grandfather opened
Dewaya around 1929, sansai were still
called yama no mono or “wild foods,” and
were considered base fare not fit to serve
to guests. At the time, Dewaya was an inn
for pilgrims, and sansai had no place in its
menu.

In his younger days, my grandfather
decided to explore different foods and
cuisines, and traveled through Japan in
search of flavors he could offer at the inn.
The discovery he made in the course of
his travels was that the wild food dishes
he ate at home outshone everything else
he tasted. Despite having his sanity ques-
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tioned for serving “wild foods” to guests,
word of mouth gradually spread, and soon
a pilgrimage to nearby Mt. Gassan went
hand in hand with enjoying sansai cooking
at Dewaya. This led to the use of “sansai”
as a standard term in place of “wild foods,”
and is how the original sansai food inn,
Dewaya, came to openly and proudly serve
a sansai-based menu to its guests.

In the snowy Mt. Gassan area, expert
local sansai gatherers go deep into the wild
to forage for our key ingredients from early
spring through July. We have a variety of
ways to preserve and store them — includ-
ing salting, drying, and pickling in saké
lees — as well as traditional methods of
restoring them for cooking. We introduce
people to the local food culture through
our local sansai—inspired cuisine.

Wild vegetables and fungi that were
once mere supplements for the poor diet
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of remote mountain regions are now being
rediscovered as seasonal delicacies. The
fact that we can enjoy the flavors of sansai
through all four seasons is something we
owe to our forebears, who preserved and
passed on their sansai lore. It is up to us to
hand on to the next generation the culture
we have inherited.

Civilization has developed to a stage
where we have an abundance of foods at
our fingertips and an overabundance of
processed food. Sanmsai and mushrooms
are precious natural ingredients that offer
an increasingly rare taste of the fields and
mountains. Now more than ever, it will
give me great satisfaction if people can
experience the pleasures of Yamagata’s
food culture through sansai.

(Translated by Julianne Long)
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Renovate Yamagata through Film to Step into the World:
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very two years, around the end of summer, people in

Yamagata start greeting each other by mentioning the
upcoming documentary film festival season. Even just a few days
ago, I was having a fruitful conversation with the owners of a
long-established coffee shop in Yamagata centered on encoun-
ters made during past festivals. Such episodes include the mul-
ticultural homemade-feel of the farewell parties that filmmakers
loved, and that time they took French and Brazilian directors
to see the imoni stew parties held along the Mamigasaki River,
which they promptly joined to enjoy local food and sake with the
locals. They say they are still in contact with some filmmakers.
myself first discovered the documentary film festival as a movie-
goer, and then became involved as a staff member for 10 years. I
realized that even though I had been deep in the whole of it, there
are many episodes about the festival scattered around in conver-
sations all over Yamagata City that are still unknown to me. Just
imagine, Yamagata is different from the big cities or Kyoto where
1% of tourists coming to the Tohoku region are from overseas. In
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Yamagata, this number is only 0.1%. As such, that one week of
the international documentary film festival is a truly special time.

The Yamagata International Documentary Film Festival,
held for the first time in 1989 to commemorate the 100 years
of Yamagata City, was the first of its kind in Asia and has since
achieved great success. Film professionals from the private sector
joined the executive committee as of 1995, and it has now been
ten years since the festival was privatized to become an NPO in
2007. Even though it became free of municipal supervision, the
festival today is still getting funded for its operations by the city
hall for the unchanged amount of 150 million yen per edition.
This comes to around 600 yen per citizen to help fund the festi-
val. Concrete discussions in Yamagata aiming to evolve the film
festival to a Creative City of Film started in 2013, leading to the
creation of a city-lead council in 2015. You could say this reflects
the current trend of cooperation between the private, governmen-
tal and educational sectors.

I invite everyone to look for the leaflets promoting Yamagata
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as a Creative City of Film that are distributed at the festival
venues. Basically, this is a cooperative initiative between indi-
viduals and associations to rediscover and share in local cultural
assets like the numerous museums, the professional orchestra
and the Yamagata Biennale, in addition to the movie theaters,
the international film festivals, the four-walling events, the movie
productions and the higher education program focused on arts
with the aim to promote cultural activities in Yamagata. The city
applied for a second time to join the UNESCO Creative City
Network in June of this year. Results will be known at the end
of October, just after the festival. From among seven categories,
the city chose “Film” — most importantly because in Yamagata,
film has been a tool that connects people with the world, and it
wishes and expects to keep it as such in the future too. The docu-
mentary film festival is actually an open doorway for the citizens
of Yamagata to learn about the world through film, and has lead
the charge in raising international awareness about the city of
Yamagata and its network of connections. Frequent visitors to the
festival are surely already caught in this network, which expands
slowly like a spider’s web during the festival’s week.

M LBt Screenings

I feel that by holding even more activities than last year,
including screening activities organized by citizens’ groups and
international exchange events between cities, Yamagata City is
turning into a Creative City. High school students who partic-
ipated in the symposium on Creative Cities organized by a citi-
zens’ association in May of this year followed up by participating
in the council and other various municipal programs, and some
of them are also volunteering for the documentary film festival.
I must confess that I find myself very excited to see this young
generation full of vitality and dreams offered the opportunity to
meet not only new people but also the rest of the world through a
loose network connected by films.

During this year’s festival, short films on the subject of
Yamagata’s traditional crafts and films by students of the Tohoku
University of Arts will be shown on October 10™, while an inter-
national conference on Creative Cities will be held at Yamagata
University on the 12 and 13™. I hope that readers of SPUTNIK
will be able to experience firsthand the small initiatives taken by
Yamagata City and become a part of this network.

(Translated by Maxime Berson)
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Editorial

The Soviet Union launched Sputnik 1 — the world’s first artificial satellite — from
the Baikonur Cosmodrome on October 4, 1957. That momentous day, almost exactly
60 years ago, effectively triggered the start of the “space race” between the United
States and the Soviet Union. In 1977, twenty years after Sputnik 1 made its ascent
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into orbit, America’s National Aeronautics and Space Administration (NASA) suc-
cessfully launched “Voyager 1,” an unmanned probe. Now, four decades after leaving
the Earth, Voyager 1 is still on its solitary voyage through interstellar space. On board
are “Golden Records™ a collection of greetings in 55 languages, sounds of animals,
noises of nature, and images of people and man-made objects. These messages from
Earth continue to float through the cosmos, drifting along with the hope of someday
reaching extraterrestrial intelligence — or the humans of the future.

The United Kingdom’s referendum to pull out of the EU (“Brexit”) and last year’s
American presidential election signaled a shift into the so-called “post-truth era,” a
cultural milieu where factual truth takes a back seat to emotional appeal. That appar-
ent departure from the “truth” isn’t standing in the way of documentary filmmakers,
however. Reflecting a diversity of races, values, and cultural backgrounds, documen-
taries are still making probing examinations. They don’t try to assuage viewers with
feigned facades of “truth” that simply present convenient, comforting statements,
either. Cameras in hand, documentarians are training their piercing gazes on issues
that matter to create works for viewers to grapple with, think about, and discuss. They
want to shake the overly simplistic dichotomy of “fake” versus “true” in a different,
more exigent way than the “post-truth” mode.

As memories of the 2011 Tohoku earthquake and tsunami get relegated to the
past, new developments are casting a pall over Japan. J-Alert, a nationwide early-warn-
ing system that sends notifications to people’s mobile phones in the event of a missile
launch from a neighboring nation, is just one real-life reminder of how the anxiet-
ies shading the public consciousness. Once seemingly a thing of the past, the “Cold
War” mentality is finding a new medium and feeding lingering tension. Amidst that
edgy climate, we come to Yamagata to experience the perspectives of filmmakers from
around the world. What will those visions evoke in us?

Just as Voyager goes on sailing through the unending expanses of space, carry-
ing humanity’s messages until they reach their unknown recipients, every film at the
YIDFF will soon embark from the launching pad of Yamagata to set off on a quest for
new destinations — a dream that someone, somewhere will see and hear the messages
therein.

This third issue of SPUTNIK wouldn’t have been possible without the help of
our contributors, who took time out of their busy schedules to write their submissions;
our translators, whose tireless work on tight schedules made the content accessible to
a wider audience; and our advertisers, who embraced the vision at the heart of the
festival. To everyone who made this issue possible, I extend my deepest, most heartfelt
(Translated by Tom Kain)

Okuyama Shinichiro

gratitude.
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