








[RRIZDWTESIE~b—F> T - 7Nk Y —X] Talking About Trees

EDRLDTZ,

DI-LIEARETEET2DIE, NSRRI —reTavzy
F—HBIIEHAADR, R—F Y DNEERELBRDSEPHTTY
T LA RRITAO DO TORBIEEI-BEH, LWEPFEIEL R->7-BRE
BEFHOBLIEMUTETHZ, BERITH>TH Y A—R—ILEEB
WMNTIBEBEDHT-HHT, BlcbldRoY—VHEE EIF, BIR
DRUFEBVEL, BEEZLERTV, BUIEFEBRFOET,

REREOBEICHITEREEELALEDDESID, FEDOUF
o0 EMFRIE—RICTYA2REE BER, IXHABIbIE3E
BEICBNZDOTH, ERTIOTHARL, BEBICRREZIT DL
SELTWAEDIZRZS, DENIEELTLAIZTLEMDFEOIC
T3, — Lo tWRA LV BRABDIZAS, BIRIZDOWTES
STENIFEAERICRDZBAT, ZNHBZDBETIZOVTOM
REBRT2EL50h 6] (HehbEENTKZHDIEA]),

SEEOBERZRLLEBEDRDZETY, AUINATE

BOZEIZHINAVEE, T1LLEVWSBERD LICEL -7
WBREILWELETABIRETIEE, BODHWLETROI
NBBRIZOVTDESWE, HEVEFERZERTLI RV
ZPYiN FENTRLTVBDIE, BHICESWRITHIEIZD,
CLAFUBEEADL > EHLHNBRBERY5BEVWSIET
320D, WODEIRY L, MBELTWAERART SICIEHEYIC
BN T, RIRERABICIEHEVIZZILLY,

B, FEIIREDbNI-BIbIE, Oe2D#ERHEBLD(, /I
IRBRAEYTON, BEOAXATEEITONI AT IEL V¥
Fy R, Yoy b KBY ] DFR MY —> TREIOZIZERY /&
MNI-FEREBE2ED/ -~ - TAEVR (ZOVF7 - RT7VYY)

BELEL AL, [ LIFESALI LTREE DN L
DD ELRKELTY, BERS, COMBEOENIST, £/20&
D, FROEDEFHIBREEZ DNBEDTETAL |,

MREOZICHRBINEIE, REIOZEALBRINDZEILIFE
AER—ETHB, MFMEICICHI)ERZBOONTEIIDE
KRIZBREATZB L, BRESEIZESTIZEBIZRSBRVWEFEERDD D
L7y, L Lb7cLlid, BITOBEAR—F Y OHT, 72k
DHRBEDEZEL, BYFEITTELELENNLRELSIDEDD
BRIZ, HWODOEORDREIZ, KEREBELHBELEAT (ITEWL
SN,

YAREMRONIZHED2019F4A, BEIRRONHEAERICHEL
TmEEI/—TFTYIZ&oT, 30 FIZRVBIER B KT TEINT—ILK
REIEDWIIKRBILTz, LIESARLERIRAATELIbDD, 8 BIZIE
HERESEIIL, LVEBPHEBNRBIEADBITARAONTVS,

Ibrahim Shaddad, Suliman Ibrahim, Eltayeb Mahdi, Manar
Al-Hilo — these are the names of filmmakers at the mercy of
Sudan'’s political situation. Not only had their films been ban-
ished from memory, they weren’t even allowed to make new
ones.

From the 1960s to the 1980s, these four young aspiring
filmmakers went abroad to various countries to study film.
After finishing their graduation projects, they returned to
Sudan eager to make film history but were quickly confronted
with harsh reality. A coup d’état in 1989 reinstituted a dictato-
rial regime. Filmmaking was outlawed, and cities were forced
to shut down their theaters one after another.

A quarter century has passed. For the Sudanese youth of
today, “movies” means pirated DVDs imported from overseas
or videos uploaded onto YouTube. They can only be viewed
on a small monitor at home or a smartphone screen. Small
wonder — most young people have never set foot in an actual
movie theater.

In Talking About Trees, we see these former movie enthu-
siasts, who travel from village to village in Sudan with a small
screen and projector stuffed in their car to hold guerilla screen-
ings at night, strive to revive a now-defunct movie theater.
Working next to a group of kids engrossed in their soccer ball,
the men refurbish the screen, repaint signs, and line up chairs.
They do it with astonishing care.

While they steadily carry on with their efforts to reopen
the theater, they lack the most important thing: the authori-
ties show no sign of issuing them a screening license. Far from
succumbing to grief or resentment, we see them try to coolly
accept the situation. One of them quietly quotes Brecht’s
poem: “What kind of times are these, when / To talk about
trees is almost a crime / Because it implies silence about so
many horrors?” (“To Those Born Later”).

In a country ruled by a dictator reelected for a fifth term,* at
a time when it’s still illegal to even hold a camera, these men
had taken on the task of shaking the dust off an old relic called
film. Does the “talk about the trees” among them add up to a
guilty silence? No — what this movie shows us is that it is this
relentless will to keep telling stories that can turn into an intel-
lectual rebellion toward these harsh realities. Their demeanor
is too light to signify despair, too vehement to represent cow-
ardice.

As the film begins, the men are caught in a blackout and
think of a game play. Lit by small lights, with Ibrahim Shaddad
as Norma Desmond (Gloria Swanson) facing an imaginary
camera, they reenact the final scene of Sunset Boulevard in
which Desmond, clinging to her movie dreams, exits center
screen. “You don’t know how much I'm happy to be here with
you doing another film, because after this film we're going to
make another film, and another film and another film.”



To be blessed by movie dreams, to be forsaken by movie
dreams, are two sides of the same coin. These great filmmak-
ers, forced into silence for a quarter century, may count for
little in the history of cinema. But to me, their quiet rebellion,
the fact that they continue to tell stories and love their movie
dreams more than anyone even as conditions in Sudan worsen
is worthy of the utmost wonder and respect.

*In April 2019, after filming ended for this film, rising popular discon-
tent in Sudan culminated in a coup d'état by the military, thus ending
the 30-year dictatorship of Omar al-Bashir. The situation remained vol-
atile for a time, but in August a provisional government was set up, and
there is hope for a gradual transition to a civilian government.
(Translated by Thomas Kabara)
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For Prospective Critiques of Bunka Liga
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How we see wartime bunka eiga (culture film) must directly
relate to the question of how to evaluate the relationship
between the wartime regime and the present in Japan.
Above all, bunka eiga is not fiction film. Insofar as bunka eigas
captured “reality” under the political system of the day and
underwent public censorship (what was called bunka eiga
were only those approved by the Film Law, especially during
the war), they must be considered as a political attitude
even if some superficially refuse to get involved in politics.
We cannot see bunka eiga now without questioning such a
political attitude through the present eyes. With an aversion
to the designation of bunka eiga or kyoiku eiga (educational
film) that led to vicious memories during the war, postwar
filmmakers preferred to call their films kiroku eiga (documen-
tary film). Even the postwar focus on “kiroku (documentary)”
implied a repulsion to wartime bunka eigas.
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It is high time, some may argue, to liberate these films from
a country’s historical circumstances to appreciate them from
a global perspective. Screening bunka eigas in this broader
sense, together with representative films of the British Doc-
umentary Movement, which they took as a model, as well
as Turksib, a Soviet film, The Creative Treatment of Grierson
in Wartime Japan can be used as a springboard for such an
attempt. We can see how water poured on the dry land in
Turksib flows through the collective farm in King Vidor’s Our
Daily Bread (1934), arguably one of the most radical Holly-
wood filmsin the 1930s, to wet the facility site for “exceptional
children” in Shimizu Hiroshi’s Introspection Tower (1941), a Jap-
anese feature. Land, which is an anti-capitalistic figure, com-
monly appears not only in both the socialist system and the
fascist nation but also in America after the Great Depression.
Or at the beginning of Walter Ruttman’s Berlin: Symphony of a
Great City (1927), a train arrives at the city, embodying moder-
nity itself. Ishimoto Tokichi’s Snow Country (1939) also begins
with a train that serves as a buffer, which presents an image
of the snow country as safe wonder to the urban audience.
While the trains signify commencement in these films, in
Wang Bing'’s West of Tracks (2003), filmed much later, they end
in vainly running through the industrial area left behind in
another time, like ghosts going nowhere. Speaking of which,
Jean-Luc Godard has cited Turksib in his latest film, The Image
Book (2018). In Notre musique (2004) he himself plays the role
of a character who while showing a picture of ruins, asks the
audience where it was shot; members of the audience suc-
cessively give answers: Stalingrad, Warsaw, Beirut, Sarajevo,
and Hiroshima, none of which is correct; the correct answer
is Richmond during the Civil War. Obviously, he provocatively
questions scandalously analogous images that resonate
across different political systems and ages.



Though this type of transverse consideration can open
up possibilities of exciting discussion, free from the conven-
tional framework, it seems to table the relationship between
the wartime regime and the present, as mentioned earlier,
in the Japanese context. It appears to ambiguously resolve
uniquely Japanese difficult problems in global extension.
Ultimately, what lies at the root of the discussion so far is a
familiar argument: should we see continuity or discontinu-
ity in understanding both prewar and postwar Japan? In the
midst of international affairs that have abruptly changed in
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recent times, how long will we be bound by our past history?
This is sufficiently reasonable frustration in itself. We have
entered the new millennium and the Japanese eras have
changed twice. Still, we seem to be caught in “the postwar
era”. If this is the case, bunka eiga cannot become history, and
hence it will be unable to revive in the present. Until the day
when “the postwar era” really ends, we cannot see bunka eiga
without stultifying thought, which must continue to remain
that way.

(Translated by Yamamoto Kumiko)
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In New Chinese-Language Documentaries: Ethics, Subject and
Place (2014, co-authored with Yingjin Zhang), | identified three
historical stages of the development of the New Taiwan Doc-
umentary. The first stage, spanning from 1984 to 1990, was
dominated by activist documentary films marked by a strong
grassroots character. NTD at this stage defined itself basically
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as counter-witness and counter-memory film practice. The
Lukang Anti-DuPont Movement (1987), produced by the “Green
Team” — allegedly “the father of the New Taiwan Documen-
tary”, is an illustrative example. This documentary documents
the movement against the proposal by the transnational
DuPont company to build a titanium dioxide plant in a coastal
town in western central Taiwan. It vividly captured a growing
Taiwanese civil society at that specific historical juncture. The
documentary can be seen as a landmark in the history of Tai-
wanese ecodocumentary making in that it laid the foundation
for activist Taiwanese ecodocoumentaries. It carries a rudi-
mentary note of environmental justice — an environmental-
ism that recognizes the uneven distribution of environmental
burdens and the need for social justice.

The second stage, lasting roughly ten years in the 1990s,
witnessed the domination of the Taiwanese documentary
scene by the Full-shot School under the leadership of Wu
Yi-feng. A characteristic of the Full-Shot school is a partici-
patory documentary style that positions the filmed subject
as an interlocutor — someone on an equal footing with the
filmmaker. Instead of ‘speaking for’ the filmed subjects, the
filmmaker ‘speaks with’ them, showing respect for the filmed
subjects in the construction of the documentary’s meaning.

Interestingly, the close relationship between documen-
tary filmmaking and the empowerment of the civil society in
the 1990s was developed with the government’s assistance
in many ways. In 1995, under the aegis of the Cultural Affairs
Bureau, the Full-shot School undertook a multi-year training
program to teach interested people in rural as well as urban
areas basic documentary filmmaking skills. Noticeably, 11 out
of the 74 trainees were indigenes. This signifies an important
step in the indigenous struggle for self-representation. Direc-
tor Huang Shu-mei was a Full-Shot member before the school
was disbanded in 2006. Several of her works are included in
the “Cinema with Us” program at the 2019 YIDFF: Formosa
Dream, Disrupted, A Letter to Future Children, and Coming Home.

The 1990s also witnessed increasing institutional support
of documentary filmmaking and screening in Taiwan. In 1996,
Tainan National University of the Arts set up the first graduate
institute of documentary filmmaking and studies. Documen-
tary filmmaking training finally gained an important insti-
tutional foothold. Many young documentary filmmakers in
Taiwan have studied in or graduated from that institute. Both
Hsu Hui-ju and Tsai Yi-feng, whose works also appear on the
screening list of “Cinema with Us” program this year, gradu-



ated from TNUA. In terms of screening opportunities, Taiwan
Public Television launched “Documentary Viewpoints” — a
program devoted exclusively to documentary films, in 1999.

The appearance of Floating Islands (2000), a collection of short
pieces directed by twelve documentarians and coordinated by
Zero Chou ushered NTD into a new stage. The question of aes-
thetics surfaced and the line between documentary and fiction
was blurred. In a sense, this urge to address the aesthetic ques-
tion testified to the impact of proliferating film festivals that
were becoming important screening venues for independent
documentarians in the late 1990s. Film festivals usually have
an audience quite different from those targeted by documen-
taries produced by the Green Team or the Full-shot School.
The experimental film language of Le Moulin (dir. Huang Ya-li,
2016), an award winning documentary celebrating the dynam-
ics of transcultural flows in the France-Japan-Taiwan circuit in
the 1930s, is a good example. Taiwan International Documen-
tary Festival was set up in 1998. Wood Lin, who has been the
program director of this most important documentary festival
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in Taiwan since 2013, helps organize the Taiwanese film screen-
ings for YIDFF this year.

In addition to film festivals, the search for a wider audience
through commercial release to make the documentary indus-
try in Taiwan sustainable also forces documentary filmmakers
to pay more attention to the question of documentary aes-
thetics. Understandably, documentary films made with com-
mercial release in mind cannot overlook the importance of the
aesthetic form, for “good storytelling” is as important as, if not
more important than, “the story” itself in appealing to theater
audience. Beyond Beauty: Taiwan from Above (dir. Chi Po-lin,
2013), an ecodocumentary that claimed the highest gross for
a locally produced documentary in Taiwan, is a case in point.
As | pointed out in “Mapping Taiwanese Ecodocumentary
Landscape: Politics of Aesthetics and Environmental Ethics
in Taiwanese Ecodocumentaries” (Journal of Chinese Cinemas,
vol. 11, no.1, 2017), the debate on this popular documentary
raises important questions about the definition of ‘ecocinema’
and eco-film criticism.
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[ 4B13& 212 ) Out of Place [CU] 10/13 18:00- [M2]

[&7&~>7R] Formosa Dream, Disrupted [CU] 10/14 13:05- [M2]
[FEBT=BADFHRI A Letter to Future Children [CU] 10/14 16:20- [M2]

[')&%BJ Coming Home [CU] 10/14 18:45- [M2]
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Genesis: The Northeast India AV Archive
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From the Northeast India AV Archive
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The camera has always been witness to man'’s achievements
and downfall, as well as the evolving changes of landscapes
and cityscapes. In formats of celluloid to digital, tales of our
own land and history have been told and interpreted in both
documentary and fiction form. Every year, hundreds of films
are produced from our region — the northeast of India —
alone. But the crucial question has always been, will they
survive for generations to come? Many films are forgotten and
abandoned, their very existence often unknown, yet these
films are valuable documentary and historical evidence of our
society and culture. And a pertinent question that arises is,
where do we access these films, photographs and audio mate-
rial emanating from here?

Although far flung from the rest of the country, Northeast
India is rich in culture and tradition in itself, home to over 220
ethnic communities. With its varied culture, language, religion
and tradition, it has been extensively documented in photo-
graphs, audio and film for well over a hundred years. These
documentations were in the form of independent documen-
taries, home movies, newsreels, short films, commercial films,
and both professional and amateur photographs. We in the
northeast are sitting on a treasure trove of cultural historical
evidence that is slowly being lost due to the fact that most
tribes and communities have depended on oral traditions for
millennia. Now with changing lifestyles, less and less people
have time to sit and listen to stories about their ancestors and
stories of traditional myths and legends. Whatever has been
put down to paper or recorded in some form needs to be pre-
served for the sake of our future generations. If we do not take
the responsibility of archiving such material and preserving
them, they would just be sitting in one’s basement, storeroom,
or worse — in a landfill. Our children and the generations to
come would be left with no sense of their own history.

The Northeast India AV Archive began when Shillong-based
filmmaker Tarun Bhartiya and Senior Program Officer of the
Sasakawa Peace Foundation Nakamura Yui approached us in
early 2018 to discuss the possibility of the Mass Media Depart-
ment of St. Anthony’s College hosting an audio-visual public
archive. We at the college were ecstatic over the opportu-
nity and decided to run and maintain the Northeast India AV
Archive. This was not only another feather in our cap but also
a way of engaging ourselves with something that is relevant



to our society and very much needed in our region. We are
very happy to also be collaborating with the Yamagata Inter-
national Documentary Film Festival, Japan, where there will be
knowledge sharing.

A year on, the Department of Mass Media, St. Anthony’s
College, with the support of the Sasakawa Peace Foundation,
has been able to do the ground work for the audio-visual
archive (including a summit gathering for all media practi-
tioners of Meghalaya to better understand the need of an
audio-visual archive) and is all set to launch on the 10th of
October 2019.

The Northeast India AV Archive will not be just a repos-
itory of audio-visual material, but a participatory archive
where students, academicians, researchers, filmmakers —

in fact anyone — can contribute. This will be made possi-
ble through the archive’s uniquely designed web platform
(http://neaarchive.in). The public may access all material of the
archive at the archive itself at St. Anthony’s College campus in
Shillong.

As the work continues in building the Northeast India AV
archive, our goals are very clear: to preserve the rich audio-vi-
sual heritage of the north-eastern region and in due course
of time, set up an audio-visual restoration center within the
archive. With the recent commitment of support given by the
Government of Meghalaya, we are hopeful that the Northeast
India AV Archive will become a very active and participatory
public archive.

AW O A LS
—— WGT— AT DA

1> RAbEERLY | Northeast India

Building a Bridge of Memory: The Future of Footage Archival
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The Great East Japan Earthquake carved vivid memories into
us. In 2014, the Yamagata International Documentary Film
Festival established the 311 Documentary Film Archive. This
initiative collects and preserves over 100 documentary films
regarding the earthquake disaster together with supplemen-
tary information; its goal is to transmit these materials to the
world. Itis an important project for preventing memories of the
earthquake disaster from fading and for passing these memo-
ries on to future generations.

Far away from Yamagata, in India, a similar initiative is under-
way. In July of this year, St. Anthony’s College in the northeast-
ern Indian state of Meghalaya joined with the Sasakawa Peace
Foundation to found the Northeast India AV Archive. This
year's YIDFF will screen 16 films from this collection that were
produced by filmmakers from inside and outside of Northeast
India: precious images that capture this region as it was almost
a half-century ago, works that document particular lifestyles
and customs, pieces that incisively cut to the hearts of problems
related to women's positions in society, among other works.

Northeast India, comprised of eight states including Assam,
a renowned black tea-producing region, and Manipur, which
has as its capital Imphal, a city famous for having been a site
of a bloody battle in the Second World War, forms a protru-
sion into an area encircled by China, Myanmar, Bangladesh,
and other nations. Approximately 46 million people live there,
close to half of whom are Hindu. There are also many Muslims
and Christians. There are over 200 ethnic groups in the region,
which abounds in cultural diversity. There are many Mongoloid
people there as well, and it warrants special mention that their
facial structures resemble those of Japanese people to a sur-
prising degree. Due to isolation from Delhi, the Indian capital,
and other domestic regions, compounded by the influence
of powerful local separatist groups, this region has lagged in
various areas of development since the independence of India
in 1947; its economic level is below the national average.

“For a long time the Northeastern Region has been
neglected. Even though its residents are also Indian, there
are many in the rest of India who do not know about the
Northeast”, remarked Sanjay Kak, the director of In the Forest

Hangs a Bridge (1999), one of the films to be screened, when |
approached him in Delhi. In the Forest Hangs a Bridge is a work
that closely follows a village in the northeastern-most state of
Arunachal Pradesh, where there is a traditional custom of annu-
ally replacing a bridge made of bamboo and sugarcane fibers
that spans 300m. In the twenty years that have passed since
the film’s production, In the Forest Hangs a Bridge has obtained
textbook status and is seen in film studies courses in universi-
ties across India. Kak states, “The countless indigenous people
of India find it difficult to acknowledge the uniqueness of their
own cultures. This film offers an opportunity for them to gain
this confidence”.

He told me of this episode. While Kak’s crew was shoot-
ing, a group that had received governmental aid had begun
building a bridge with modern materials. The bridge was com-
pleted despite protests from the indigenous population, who
put forth that the location of the bridge was wrong. A few
months later a storm struck the village and the modern bridge
was blown away. On the other hand, the bamboo bridge that
the indigenous people had erected avoided collapse. “This is
precisely the accumulation of wisdom”, Kak passionately artic-
ulated; the event displayed the local culture’s spirit. At the
same time, if these traditional bridge construction techniques
cannot be passed on to the next generation along with the
wisdom that the indigenous peoples have cultivated, they will
both be completely forgotten. In the Forest Hangs a Bridge dis-
plays the lament of a village elder over the increasing lack of
participation of young people in the bridge construction that is
the most important task of their community.

From the time of the Great East Japan Earthquake in 2011 to
present, several million new lives have been born into Japan.
They who will live the future will have no recollections of the
earthquake disaster. Archives will continue to function such
that the experiences and lessons that we received from the
earthquake disaster, as well as the memories of indigenous
peoples of Northeast India that can be said to the roots of expe-
riential knowledge in that region, can be recorded in moving
images and transmitted to subsequent generations.

(Translated by Kyle Hecht)

W LM Screening [FRDEDDYHE] In the Forest Hangs a Bridge [NI1] 10/12 15:40- [S1]
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On “Movie Theaters in Yamagata”
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Since 2015, as part of its “Yamagata and Film” program, YIDFF
has organized screenings and exhibitions that investigate
various movie theaters that once operated in Yamagata Pre-

fecture. To date, YIDFF has held an exhibition of the mimeo-
graphed fliers of the Mukaimachi Theater in Mogami Town, a
screening of work about the Tokiwa Theater in Kaminoyama,
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"“The History of Yamagata as the City of Film”,
exhibition at the Yamagata University Museum

and an exhibition of documents along with the screening of a
film regarding the Green House in Sakata. None of these movie
theaters exist today. In the particular case of the Green House,
an effort that began with recording video interviews with the
theater's related personnel and past audience members culmi-
nated in the completion of a film that went on to be screened
widely in theaters (The World's “Top” Theater, Sato Koichi, 2017).

The third installment of this initiative, “Movie Theaters in
Yamagata”, will not focus on specific movie theaters, but will
rather hold an exhibition that tracks the overall history of
movie theaters in Yamagata, the city in which this film fes-
tival is held and a cinema capital of the world recognized in
the “Film” category of the UNESCO Creative Cities Network in
2017. However, until now there have not been many oppor-
tunities to gather systematic information on what kinds of
movie theaters have existed to date and how locals accepted
the film cultures introduced to them. This year’s exhibition,
held on YIDFF’s 30th anniversary and the 130th anniversary of

B E R Exhibition

Yamagata’s incorporation as a city, faces this legacy, providing
an outline for the detailed depiction of the history of cinema in
Yamagata.

The exhibition will be held throughout the period of the
festival in the Yamagata Manabikan. It is comprised of a time-
line divided by time period, panels showcasing prominent
movie theaters, and documents like fliers and programs. Also,
aerial maps on the walls of the Manabikan display the chang-
ing landscape of movie theaters in the city, guiding attendees
through a representation of Yamagata that has never before
existed. Building on the achievements of “The History of
Yamagata as the City of Film", a special exhibition organized
in May and June of this year by the museum attached to
Yamagata University, “Movie Theaters in Yamagata” plans on
incorporating additional, newly discovered materials.

Reflecting on the history of film screenings in the city
of Yamagata, broadly speaking one can identify two flows.
The first runs through the pioneer of the city’s film indus-
try, Miyazaki Gomeisha Co., Ltd., which has long supported
Yamagata’s film culture. The second flow, citizens’ film screen-
ings, is spearheaded by the Forum Cinema Network. One must
be careful about claiming as unique to Yamagata the power
of rootedness in place and the power of citizens who, on their
own, organize screenings of films. However, at the very least,
it can be said that the convergence of these two flows is a rich
and complex element of Yamagata’s cinematic culture.

At present, there exist several handy options for appreci-
ating cinema, such as TV monitors, PCs, and smartphones. Yet
there remain many many people for whom setting foot into
a designated screening area and appreciating a work there
is a special experience. Assuming this is not simply nostalgia,
what exactly is the charm of that space we call a movie theater?
YIDFF, which continues to be a special site in which screens are
erected in various locations of the city’s downtown and into
which cinema fans from around the world set foot, may offer
a hint to the answer of this unsophisticated question. It would
bring me much joy if, at this year’s festival and at this “Movie
Theaters in Yamagata” exhibition, everyone were to discover
their own answer to what movie theaters and cinematic expe-
rience can be. (Translated by Kyle Hecht)

[ M T LBREEE | “Movie Theaters in Yamagata” 10/11-10/16 [YM] Ai5#&Rl Admission Free
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Traditional kokeshi dolls crafted by Umeki Naomi
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Kokeshi dolls fall into roughly two categories: modern and
traditional. Modern kokeshi appeared after World War Il and
can take any shape and be made by anyone. But traditional
kokeshi originated back in the late Edo period, over 200 years
ago. The craft is handed down from master to apprentice, and
no doll can be brought to the public without an apprentice-
ship and permission from a master. There are genealogies of
kokeshi makers. Most importantly, in all of Japan, traditional
kokeshi culture remains the preserve of the six prefectures of
the Tohoku region. It is said that originally kijishi woodworkers,
whose livelihood was making bowls and trays, began produc-
ing the dolls on the side as toys for children. Before anyone
knew it, the dolls grew popular as souvenirs for visitors of
medicinal hot springs. Today, there are eleven types of tradi-
tional dolls distinguished by region and characteristics, and
Yamagata Prefecture can lay claim to three of them: the Zao,
Yamagata, and Hijiori forms. Zao and Hijiori, both hot spring-

based forms, are particularly well known internationally.

Turn its neck and it squeaks; shake it and little azuki beans
rattle in the hollow inside: kokeshi dolls embody the playful
spirit of ancient craftsmanship. Their main color scheme is ver-
million (red). Coming from the folklore that “red determines
life”, it was believed the color had the powers of yakubarai and
yakuyoke, ancient practices for keeping misfortune at bay. Jap-
anese folklore is full of examples where red is used for protec-
tion. Putting scarlet marks on children’s foreheads during festi-
vals, painting torii shrine gates in bright vermillion, and eating
red beans in rice on auspicious occasions are just a few. Back in
the days before modern medicine, raising a healthy child was
akin to a miracle. With their vermillion coloring, kokeshi dolls
were used to protect the children.

Today, kokeshi have become collector’s items, and their
popularity extends overseas. How does what was once just a
child’s toy have such wide-ranging appeal? One explanation
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lies in their simplicity. Kokeshi are just a head and torso without
any hands or feet. From a contemporary point of view, the
design may seem bizarre, but it reflects the straightened body
shape of people dressed in kimono, be they male or female.
Kokeshi represent the ultimate kimono aesthetic in doll form.
Any tradition has some aspects that must be preserved
and others that call for innovation. We cannot capriciously
change the kokeshi design that has been handed down from
generation to generation. So, it starts with faithful reproduc-
tion. From there, while respecting tradition, we can eventually

make a kokeshi that is our own design. That is innovation. And
through the paintbrush, kokeshi reveals a personality. It is not
the technique, but the artisan’s feelings and accumulated life
experience that gives the doll “flavor”, and that is something
that changes with age. Collectors may come to know a kokeshi
maker’s whole life through the dolls he or she has made.
Kokeshi is nostalgia, reminiscence itself. That is what one
collector told me. Things long forgotten, the children we once
were, such wistful memories dwell within these dolls.
(Translated by Thomas Kabara)
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Itis easy to miss, but if you take a close look at the YIDFF sched-
ule flyer this year, you will notice a UNESCO logo alongside the
film festival trademark. Yamagata City in fact became a des-
ignated member of the UNESCO Creative Cities Network on
October 31, 2017.

The flyer also informs us that YIDFF is one of the events
commemorating the 130 anniversary of Yamagata City. The
very first festival — which will celebrate its 30™ anniversary
this year — was in fact sponsored by the city to commemo-
rate its 100" anniversary. YIDFF has been a joint event since its
administration shifted to become an independent non-profit
organization (NPO) in 2007, but remains a key plank in the
town’s cultural programs today.

In financial terms, the city’s cash support for YIDFF this year
is 100 million yen, in contrast to its entire budget for Creative
City promotion programs, which is around 11 million yen. The
funds go toward new and expanded activities such as inviting
overseas filmmakers to Yamagata for artist-in-residence pro-
grams, distributing film packages about Yamagata to foreign
markets, inviting participants from Creative City Network
members to international conferences, commissioning short
films that showcase local traditional crafts, and holding events
for local citizens to discuss art and culture. Film commission
activities to solicit and support film shoots in Yamagata were
added into the mix from 2018 in an initiative that also creates
links with tourism. The city consults about collaborative
project opportunities while sharing information about its ini-
tiatives and challenges at annual Creative City Network confer-
ences and local government meetings in Japan. These events
and interactions are an effective means of raising awareness
about, and local understanding of, Creative City programs, but
also of YIDFF itself.

The first chairman of the YIDFF Organizing Committee,
Tanaka Satoshi, identified as an aim of the festival the revi-
talization of the small-to-medium-sized city into the future.
Yamagata has been sponsoring the festival with that mindset
for 30 years, well before the “creative city” concept entered the
local lexicon. When it was moving out from under municipal
administration, the festival office declared in its statement of
intent that it would “aim to help make Yamagata a healthy, cul-
tural city and promote international exchange, work to foster
a talented new generation through film, and thereby create

B £ Screenings
FrREEDER ] A Movie Capital [YF] 10/14 15:50- [M1]

a ‘city of film culture’ in Yamagata”. The perfect congruence
between the initial philosophy behind the festival and that
behind the Creative City Network was what led Yamagata to
apply to join the UNESCO group.

There are two films that record the beginnings, and major
turning point, in the history of YIDFF. A Movie Capital (1991) was
an official record of the inaugural festival and the directorial
debut of former Ogawa Productions assistant director, lizuka
Toshio, while A Movie Capital Again (2007) depicted the festi-
val office as it was moving towards independence. The latter
graphically captures the state of conflict between city officials
and festival administrators.

| was working in the film festival office at the time — with
desks right next to those of the city’s Culture Promotion Divi-
sion — and Yamagata seemed a far cry from a “movie capital”
to me then. The film was shot when we were all feeling driven
into a corner and the existence of the festival itself was under
threat. City administrators and festival staff alike were desper-
ately seeking a way forward, but were also moving in diamet-
rically opposing directions. Not only the organizations, but
individuals within them, were at cross purposes; leading to
inevitable discord. The situation was far from pleasant from
anyone’s perspective. | felt quite uncomfortable as the camera
focused almost exclusively on this increasingly messy aspect
of the event.

Twelve years have passed since the split. Far from disap-
pearing, YIDFF is only increasing in stature both at home and
abroad. It recently became a qualifying festival for the docu-
mentary feature category of the Academy Awards, and this
year’s program is brimming with highlights.

For those who would like to know more about the relation-
ship between YIDFF and Yamagata City, and to take a peek
behind the scenes of a film festival, | recommend you watch
A Movie Capital and A Movie Capital Again. Even just thinking
about the sequel pains me personally, but it does record the
difficulties inherent in public-private partnerships and arts
event management; a situation that continues even now 12
years later. It also provides us with an opportunity to recon-
sider what the focus of YIDFF, and Creative City programs more
generally, should be.

(Translated by Julianne Long)
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| met Tamura several times, but he was always silently embed-
ded among a film crew. | don’t remember ever speaking to
him one-on-one. However, | did get a sense of who Tamura
was from occasional visits to Ogawa Productions’ studios in
Ogikubo, Tokyo and their base in Magino in Yamagata Prefec-
ture’s Kaminoyama City. The buildings, the fixtures, and the
tools all felt as if they had his touch. | could see that he was a
“remodeling man”.

40

In response to Ogawa Shinsuke’s statement “We make
various tools all by ourselves... meaning that the equipment
that we have must be the best in Japan. In other words, we
fix everything so that we can use it, everything from a single
switch, to the balance, to the lens”, Tamura told Yamane Sadao
with a laugh, “He spoke as if he had done all that work. It was
all me” (an interview with Ogawa Shinsuke and Tamura Masaki
by Yamane Sadao in Harvesting Film: Seeking Bliss in Docu-



mentary, revised and enlarged edition, Ota Publishing, 2012,
only in Japanese). Ogawa also declared, “Tamura only rolls
the camera during the exact instant that a person’s emotions
and expressions appear.” Tamura likewise said, “By the time
shooting begins our relationship has already developed to a
certain point.” Tamura did not only remodel objects. Using his
five senses, this quiet man would await the moment in which
his relationship with the film subjects could be remodeled. He
wouldn’t seek any sudden changes, but would rather facilitate
and involve himself in slow, interpersonal transformations. His
attitude was akin to bricolage.

Tamura Masaki’s and Aoyama Shinji's With Drunken Eyes:
Shinjuku Golden-gai 1968-98 (Asahi Shinsho, 2007, only in
Japanese) demonstrates for its readers Tamura’s keen under-
standing of his own personal transformations. “If | didn't do
something | would begin to feel uneasy, a certain restless-
ness. ...5o, | thought to myself, 'l want to work with Ogawa.’
.50, I had to become a technician," he reflected. Through the
mechanical eye of the camera he became aware of changes
in the world, at the same time that he would stare at himself
through the camera eye, seeking inner, personal omens.
"There's a big difference between seeing people through
a camera lens and simply meeting them... If the creator isn't
playing with the things properly then they will not be able
to communicate them to their audience, let alone represent
them." Influenced by cameraman Himeda Shinsaku, Tamura’s
philosophy of observation was the following, "Find something
that you like, no matter how small, and have this be the basis
of how you shoot."

“In time, the aggressive mood ends.” Regarding Narita:

Heta Village (1973), Tamura remarked, “It was very clear that
we could only shoot what was above sea level, which is to say,
what one could see. Anything beneath sea level cannot be
recorded. | feel that this is where the role of the film ends. ...
It can only be a document ...or perhaps better said, depict.
That's the way things are in the end.” Tamura’s struggle after
Heta Village was to find means to remodel cinema such that he
could better capture what lurks beneath the surface.

Tamura further sought this remodeling within documen-
tary practice in Magino Village—A Tale (1986). Graduating
from interviews, his discovery was that synchronous sound
is not real. “| became aware of what it means to make a film.”
Together with Ogawa, Tamura criticized Ise Chonosuke’s
editing at the same time that he praised his skill. Tamura said,
“Ise Chonosuke is known for his descriptive editing. He is
adept at creating rhythm, but he is not a montage editor.” He
wanted moving images to be remodeled through the collision
of one shot with another. He also speaks to the back-and-forth
between his outsourcing and work at Ogawa Productions,
saying, “Conversations at Ogawa Productions put me at ease,
or perhaps what | should say is that they became deep studies
of emotion” (Harvesting Film). While assuaging emotions in
conversations with Ogawa, he became involved in many differ-
ent works. The thirty years of the Yamagata International Doc-
umentary Film festival are a period in which Ogawa’s absence
has been deeply felt. Tamura’s late filmography speaks to how
resolutely he lived those months and years in the absence of
his master, Ogawa Shinsuke.

(Translated by Kyle Hecht)
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Editorial

In 1989 when the Tiananmen Square protests struck the
world and the Berlin Wall fell, the light of the Yamagata
International Documentary Film Festival was lit.

Under the light lit by Ogawa Shinsuke and his col-
leagues, the gazes of documentarists who attempt to
capture their truths have continuously gathered from
across the world over the past thirty years. With the
passage of time, the light has become even more pow-
erful, illuminating people on this planet who live the
moment.

In the present when both states and individuals tend
to fall into self-righteous thoughts regardless of evolving
communication tools, documentary films that try to close
in on the subjects over time provide glimmers of diver-
sity in the world through the screen and present numer-
ous points of view and questions, to ease the viewer’s
thought. Yamagata, “a movie capital” has continuously lit
the light of thinking through and with cinema for thirty
years. The YIDFF Reader hopes to play a part, modest as it
may be, in this effort.

This fourth 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, | extend my deepest, most heartfelt grati-
tude. (Translated by Yamamoto Kumiko)

Okuyama Shinichiro
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