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tions ensue, giving voice to innumerable concerns and logics. If caught
on the PolyU campus, protestors face capture by police and charges
of rioting. They can try to exit, but the threat of water cannons and
rubber bullets looms, as does the guilt of having left behind injured
comrades on campus. The possibility of death is repeatedly invoked
by protestors, as are a slew of information sources on which they base
their decisions. Television news, Facebook Live, local social media
platforms, and hearsay are all namechecked or represented on camera,
giving credence to the reputation of the 2019-2020 protests as web-
savvy and decentralized. Yet the downsides of such a model also
becomes apparent: anxiety and uncertainty abound, with the ensuing
mental strain takinga toll on protestors.

Relentless shifts between scenes in and around PolyU upend any
coherent mental map viewers might try to draw of the action, yet the
discombobulation serves the film well, centering the diegetic space
around the rooms and courtyards where the occupying protestors
mull over their fate, set against the surrounding environs from which
the police occasionally make their presence known. Where those
spaces meet, violent conflict ensues, along with jerky camera move-
ments as those filming the action become caught up in the movement
of bodies in flight and bodies in pursuit, not to mention the occa-
sional order from a police officer to stop filming. The soundscape
adds a layer of tumult to otherwise calm moments, with protestors
and police alike blasting curated playlists to intimidate the other side.
The pressure builds to the end.

Intensely personal and thoughtfully narrated, Fear(less) and Dear
is a powerful counterpoint to Iuside the Red Brick Wall. Director
Anson Mak begins by voicing
her desire to understand fear
given her own past struggles
with a panic disorder. Does the
emotion—or absence thereof—
allow for new emancipatory
possibilities or foreclose them?
Interviewing a trio of polit-
ically inclined Hong Kong
artists, Mak asks them for their
own thoughts on fear while
also probing their identities as
parents. This second dimen-
sions provides a powerful avenue through which to explore trans-
generational concerns over Hong Kong identity and the city’s future,
while also exposing subtler battle lines that have been drawn far away
from protest sites like PolyU. Mak conveys an intimate sense of Hong
Kong through shots sampling diverse visual textures, ranging from
a glistening nighttime seascape to an interpretive dance staged at a
crosswalk, from gentle playground patter to an isolated pedestrian
flyover. Implicit in the film’s construction is a sense of city still inhab-
ited yet already missed.

KB Inside the Red Brick Wall [ >4 —3< 3+l - A>~F 1 3> International Competition] 10 H Oct.10 14:30-| 11 HOct.11 13:30-

TN & ZB DRI TI Fear(less) and Dear |7 7% 75 i New Asian Currents]

A{EFITYIDFF 2021 51> EBRIZHY £ B A, This film will not be screened online.
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[fr% B 5F >TJ Watch Over Me [ > % —73aF)L - A>~F+> 3> International Competition]
10HOct.10 12:00-| 11 HOct.11 15:30-

After completing film school in the US, I returned home to India to
find myself taking care of my sick parents. My mother had been diag-
nosed with Parkinson’s some years before and my father was a heart
patient having already suffered a few strokes. I was 28 years old. I had
no experience of sickness or aging. But over the next six years I learned
how to cope with both.

From anger and resentment at the situation that I found myself
in to an acceptance of it was a long and difficult journey. And while
these six years turned out to be the most harrowing and traumatic
period of my life, looking back now, I can say with certainty that they
were also the source of great insight. I learned about my strengths and
weaknesses, I learned about suffering and the possibility to rise above
it, I learned about helplessness and guilt and love. To this day I am
grateful that I was with my parents at home when they took their last
breaths, and glad that they were not alone.

But all these years since their deaths I have been left with a lin-
gering sense of guilt and remorse. And it is only while working on
this film that I have understood where these feelings stem from; they
come from being completely unprepared for their deaths. Though all
the signs of a life fading were there, I didn’t know how to recognize
them. Nor did I ever think of asking my parents: what is it that you
want? Is there something you wish to do before you die? In fact, the
word ‘death’ was never spoken between us. There is no doubt in my
mind now that my parents and I would have benefitted tremendously
had someone from outside come to assist us during this period.

The process of accompanying the dying in their journey towards
death, of recognizing the patterns of death and of coping with the
associated emotions was a common experience for people even a gen-
eration before us. But in the last 60 to 70 years, this knowledge has
been lost. We are no longer familiar with the dying process. In fact,
death has become such a taboo subject in our cultures that we hesi-
tate to even utter the word. This loss of familiarity and knowledge
is directly related to the rapid advances made in medicine in the last
century. Lifesaving drugs, chemotherapy, advanced diagnostic and
surgical techniques have all helped to lengthen life, but they have not
managed to push death away. [...]

And thus, mortality, which was accepted as the natural order of
things in generations before us, has now become essentially a medical

experience. Doctors who visit patients in their home, who hold the
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T2ETO4EEN S ] The Lucky Woman
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Vietnam’s Exported Laborers:
Behind The Lucky Woman and Dorm
FREHEF | Akiba Ako

(b2 GEBEREIAR | Vietnamese Interpreter/Translator)
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hand of the dying and who comfort and counsel the family no longer
exist. Modern physicians are trained to aggressively prolong life at
any cost; little in their education prepares them to talk about dying.
Death, itself, has moved away from the home to the hospital. The
last days of our life are swallowed up by procedures and treatments
that rob us of any meaningful existence. Surrounded by anonymous
spaces, controlled routines and strangers we are separated from all
that matters.

It is in this context that I find the work of these palliative care
workers so inspiring and significant. The team, with their compas-
sion, their expertise and their time, help the patients and their fam-
ilies to be prepared mentally and emotionally for what is coming, so
that the patients can die in peace at home surrounded by their loved
ones. By sharing the burden of the dying, by not looking the other
way, they affirm our humanity. [...]

The stories you will see in this film will make you think about the
people you have lost, about the ones you could lose and about your
own death. This is inevitable. The film may even make you sad, but
I hope that it will also gently comfort you and make you less afraid
of facing the unknown. As long as we do not avert our gaze from the

dying, a good death can be a possibility for us all.

Excerpted from the director’s statement in the press kit.

[BRIFIAZTE] Dorm

By sheer coincidence, the two Taiwanese films selected for this year’s
New Asian Currents section both address the theme of Vietnamese
migrant workers. The Lucky Woman is a straightforward documen-
tary following workers who, forced into unemployment, become
illegal residents (otherwise known as “runaway migrant workers”). By
contrast, Dorm plays with the conventions of the genre, documenting
young female laborers as they attempt to recreate their experiences in
the form of a play. That two directors so different in style and tech-
nique should have chosen to explore these themes independently of
one another speaks vividly to the importance of issues surrounding
the ever-increasing number of Vietnamese workers in host countries
like Taiwan. Here, Thope to explore some of the historical background
of this topic while also sheddinglight on the current situation.

In Vietnam, emigration for the purpose of working abroad is
referred to as “manpower exports.” The practice dates to before the
collapse of the former socialist order, when, lacking much in the way
of exportable products, Vietnam instead dispatched manpower as a

commodity to developed socialist nations. In the space of roughly a
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TEETOEEFEDS] The Lucky Woman

[7>7F K 753K New Asian Currents] 10 HOct.10 15:00-| 11 HOct.11 16:00-

decade prior to 1990, the Vietnamese government dispatched close to
300,000 laborers, bringing in the equivalent of 300 million dollars in
revenue in addition to goods and resources worth several times that.

Around the time it stopped sending new laborers to the Soviet
Union and other eastern European countries, the Vietnamese gov-
ernment, now pursuing a market economy under the Doi Moi (“ren-
ovation”) reforms, announced its intention to transfer the handling of
collective labor affairs to government-approved broker agencies. From
1991 onwards, Decree 370 required that workers pay a broker fee and
deposit to these privately owned firms. Such enterprises were now a cor-
nerstone of national policy, as shown by a 1998 Politburo of the Com-
munist Party directive which highlighted the promotion of manpower
exports as a long-term strategy for the acquisition of foreign currency.

Since then, the main destinations for Vietnamese workers have
been Taiwan, Malaysia, Korea, and Japan, which together account
for the majority of the approximately 540,000 laborers currently
working abroad to sustain families back home. Taiwan, the subject of
both films, began accepting Vietnamese workers in 1999, and is cur-
rently home to 170,000 laborers from the country. This is due partly
to the high numbers accepted, combined with the fact that the initial
hurdles (financial and otherwise) facing prospective workers are also
lower than those in other countries. As the films make clear, however,
problems related to wages and working environments remain rife.

The reason so many Vietnamese work abroad is because of desti-
nation countries” higher wages, allowing workers to remit sufficient
funds back home even despite the initial loans taken out to cover
broker expenses and deposits. The average monthly income of a
laborer in Vietnam is $243 (as of 2018), compared to $650 in Taiwan
and $1,400 in Japan. Vietnamese culture also places a strong emphasis
on lookingafter one’s family, as evidenced by the plush mansions built
with remittances sent from abroad that line the streets of many of the
laborers” home villages.

Nevertheless, stories abound of workers who, travelling abroad
with dreams of a better life for themselves and their family, instead
arrive to find a situation nothing like what they’d been promised.
Lacking any prospect of paying back their debts, they grow despon-
dent and eventually go missing, with more and more overstaying
their visas and working illegally, and some even becoming involved
in crime. Many of those who go missing are Vietnamese, and at a rate
disproportionate to that of other countries—an issue the Vietnamese
government is aware of, though has yet to make headway on solving.
In recent years, the number of systematic smuggling operations to
Europe is also on the rise, with up to 18,000 workers estimated to be
smuggled by land, sea, or air every year.

Trade unions in Vietnam are government-affiliated, and while
workers technically have the right to strike, the procedures involved in
doing so are cumbersome, so it rarely happens. Protests, also subject to
strict regulation, are vanishingly rare. In fact, many workers themselves
have no concept of their rights: accordingly, the discussion of strikes,
protests, and trade unions in the two films feels specific to the Taiwan-
ese context and would be unlikely to happen in Vietnam. On the other
hand, the Vietnamese way of treating companions as family—as seen
in the robustness of worker-built networks (7he Lucky Woman) and
the generosity of spirit towards one’s fellow worker (Dormz)—is clearly
still alive and breathing even on foreign soil.

(Translated by Adam Sutherland)

[BRVFARKRTE ) Dorm (727 FiK 7338 New Asian Currents] 8 H Oct.8 20:00-| 11 HOct.11 18:00-
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A Signpost for the Journey to Come: Toward “Yamagata and Film”

BARHBL | Kuroki Aruji

(fEFR | Writer)
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[ BADENEAL] The Buddha Mummies of North Japan

Featuringlocal films and directors, the “Yamagata and Film” program
underscores Yamagata prefecture’s role as the venue for the YIDFF.
This year will be the eighth time running this program, but, as has
been announced, the festival itself will be held online. To be honest,
it feels a bit lonesome knowing that there will be no “place” where
people from all over the world can gather. However, it is these con-
ditions that makes thinking about Yamagata even more meaningful
than usual. Surely, the YIDFF is due for a big rebound in 2023—and
as the coordinator of this program up until 2019, I hold on to that
ray of hope.

For now, let me introduce this year’s lineup. To begin with, 4
Movie Capital (dir. lizuka Toshio, 1991) documents the first YIDFF
ever held. Seeing fledgling directors earnestly discussing “what an
image can convey” amidst the collapse of the Soviet Union, the Tian-
anmen Square massacre, and other events that shook the world is
an answer to the question: “why continue to hold a film festival in
Yamagata?” Thirty years after its premiere, the world is once again
in turmoil, and we are confronted with many challenges. Now is the
perfect time for us to re-evaluate the significance of this film festival
and the purpose of holding it in Yamagata via this documentary.

The World’s “Top” Theater (dir. Sato Koichi, 2017) revolves around
the Green House, a former movie theater in Sakata City, Yamagata.
Film critic, Yodogawa Nagaharu, once praised it as “the top movie
theater in the world,” but its name has since become semi-taboo as
it was the source of the Great Fire of Sakata. Still, not all traces of
the Green House have been erased from the people’s hearts. Through
the striking recollections of the people who knew the theater at time,
this film searches for the “the link between movie theater and region.”
Since the film will be screened online this year, it’s a good chance to
consider the importance of “watchinga film in a theater.”

The Buddha Mummies of North Japan (dir. Watanabe Satoshi,
2017) is a short film focusing on the sokushinbutsu (self-mummified
Buddhist monks) who are worshipped even today at the temples at
the Three Mountains of Dewa. At the end of the Edo period, some
high-ranking priests tried to become living Buddhas on Mount
Yudono (one of the three mountains). For 1000 days, these monks
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[X°>% A*7- £ BRiEl Yamagata and Film]

TRREIDEB) A Movie Capital 12 H Oct.12 19:00-
MtFR—&EHLN/-RELE ~ERHS ) —> - NVREEE~]
The World's “ Top" Theater 12 H Oct.12 15:00-

FEBZEDEI&{A] The Buddha Mummies of North Japan
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practiced mokujiki, eating the roots and bark of trees, later entering
into a living eternal meditation in the soil to become mummified
Buddhas. Supposedly, these monks devoted themselves to asceticism
asaway to save the plague stricken. What can we find in these “ancient
living Buddhas” now that we once again suffer from a plague?

Lastly, Pickles and Komian Club (dir. Sato Koichi, 2021), filmed
this year, is about Maruhachi, a long-established pickle shop familiar
to YIDFF fans. Next to Maruhachi was a restaurant known as the
Komian Club, a popular gathering spot after screenings that helped
liven up the festival. However, after more than 100 years, Maruhachi
closed its doors last year when business fell due to the coronavirus
crisis. This film presents the last recorded images of the bygone days
of Komian. While grieving the fact that we’ll never hear the watch-
words “let’s meet up at Komian” again, this film is both a requiem and
nocturne—a remembrance of “that night” I visited the place myself.

It was the French novelist Proust who said, “The real voyage of
discovery consists not in secking new landscapes, but in having new
eyes.” If we emulate these words, we may find it’s not impossible to
discover a new Yamagata through film without going to the “place”
called Yamagata. Once the epidemic has subsided, the film festi-
val will once again take place in Yamagata. If so, this program may
serve as “a signpost for the journey to come” as well as a rehearsal for
2023 —that’s the way I feel.

(Translated by Thomas Kabara)

On a chilly morning during the colder months, it’s nice to put on
some warm, fluffy knitwear. These days, there’s a brand of knitwear
out of Yamagata, the heart of knitwear production in Japan, garner-
ing alot of attention called Batoner.

Launched in 2013, Batoner is the house brand of the Okuyama
Meriyasu Ltd. company in Sagae, Yamagata. Celebrating its 70th
anniversary this year, Okuyama Meriyasu has long been entrusted
with the production of many renowned brands. Batoner’s knitwear is
made using a process called “fashioning” and is known for featuring
an inverted V at the seams of the chest. Its everyday, low-key design
makes it good for mixing and matching in a variety of combos and
keeps it fresh. Its signature knit t-shirts for summer are becoming
quite popular.

Okuyama Meriyasu careful selection of threads along with its
craftmanship know-how accumulated over a long
history have helped ensure a superior product.
This idea is also reflected in the batoner brand
name, which means “the successor to the baton.”
In recent years, there have been many inqui-
ries from overseas buyers, and the company has
exported to more than 10 countries including the
United States and France. In June of this year, the
first flagship store was established in the Jingumae
district in Tokyo.

This winter, a lot of people will be bundling
themselves up in knitwear made by this long-es-
tablished manufacturer from Yamagata.
(Translated by Thomas Kabara)

BATONER : https://www.batoner.com/ (43 74 2+7 H3 34) v | Online shop available / English-Japanese bilingual)
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Gianfranco Rosi points his extraordinary gaze at the time when the
world is shrouded in dim light that faintly illuminates things and
humans. Every time the screen is filled with the light of dawn or dusk,
it evokes overlapping memories of landscapes and characters in the
director’s other documentaries. And we, the spectator who sit in the
darkness of the cinema suddenly get the vivid impression that we are
in a place adjacent to the screen.

Rosi covered the border regions of Iraq, Syria, Lebanon, and Kurd-
istan for a long time to complete Nozzurno. The film begins with sol-
diers running in ranks on the dusky athletic field. Survivors of the
violent ISIS that ruled the lands, the bereaved, or female soldiers who
guard the borders also appear in the screen with their body half sub-
merged in the darkness. We may detect the film’s camera composition
and its characteristic images that resemble light in, for example, Sacro
GRA (2013), inspired by Italo Calvino’s Inwvisible Cities. The silence
of Ali, the unforgettable boy in the film who awaits a hunter on the
road before the dawn cannot help but reminding us of another boy in
Fire at Sea (2016) whose left eye has got weaker and who sits on the
pier in the early morning on Lampedusa, to which refugees drift at
the risk of their life.

Notturno makes us, the spectator imagine the world of death that
is invisible on the screen and unfurls beyond the darkness through
the wailing of the mothers who have lost their sons and children’s
drawings of atrocious acts by ISIS. However, simply pointing out the
presence of the invisible dead or a dark history of the Middle Eastern
region cannot be the film’s intention. As the camera is filming the
almost speechless boy who stands in faint light before sunrise, it also
holds its breath, waiting for the time to come. It looks as if the film-
maker wants to be there at the moment when a light of hope is lit
again in the child’s eyes, whom both death and silence have almost

dominated. (Translated by Yamamoto Kumiko)

TEE &8 Notturno [~ 5 —F aF+)L - A>~F 13 3> International Competition]
A{EMITYIDFF 2021 51> EBRIZHY £ B A, This film will not be screened online.
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After covering Iraq, Syria, and other Middle Eastern countries over

years during the period of the collapse of ISIS, the filmmaker shows,
with utmost tranquility throughout the film, people who live their
lives in the midst of events woven into local landscapes. An old
woman looks for the trace of her son on the prison walls as she wails,
“I can feel your presence.” Pointing at the picture, a child stutteringly
explains violence committed by ISIS. A grownup man always holds
his gun, whether riding his motorcycle or going down the river in a
boat, without saying a word. A boy makes some money by helping
hunters. A horse stands still on the street corner with cars rushing by.
Can we identify these people living there with the morning light that
shines after the night of ISIS? (Gianfranco Rosi not infrequently talks
about his intention to that effect in referring to this film).

Butisit morallyacceptable to find a sign of such night and morning
in the film? The initial subtitles present the fact that colonial powers
drew new borders for Middle Eastern countries after World War I1.
As if to resist the violence of lines with which the West forcefully
divided this land, the film completely avoids imposing lines from
outside in editing without attaching (fabricating) a specific meaning
to the subject. Consequently, it has almost no perceptible (fictional)
story line.

On the other hand, each shot is at once autonomous and beauti-
ful: prisoners who take a walk in the courtyard and return to their
overpacked cell; soldiers who wander inside a building in the dark-
ness; and the light emitted by the smartphone playing the video of
a girl abducted to Syria. But where these beautiful images belong? If
they are cherished for their own sake and if this is what is required for
the film, can’t we see another exploitative face of the West there?

Having said this, however, the film includes a scene with singu-
lar charm. Overlooking the nightscape from a balcony, a couple has a
chat and smokes a water pipe. We do not know who they are, nor are
we sure whether the scene is staged altogether. At any rate their con-
versation is surreally unrealistic in a similar way to the morninglight
in midnight. “Look at the sky. How beautiful.” “Soon it will rain.”
“God be praised. It will rain on us.” “Let it rain. Is there anything
more beautiful than the rain?” “Cheers!” “To your heart!” This scene
certainly shows the intimacy to be expressed as fiction for themselves,
like a one from a romantic comedy.

(Translated by Yamamoto Kumiko)

FEAT  FENPO A HIBEBRF % 2 222 — Wi 4% | Published by Yamagata International Documentary Film Festival (NPO) ©2021
T990-0044 IJETHEARDFENT 9-52 KD FE <2201 | #201,9-52, Kinomi-cho, Yamagata, 990-0044, JAPAN | Phone : +81-(0)23-666-4480
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For better or worse, it isn’t possible to talk about Cizy Hall and
Wiseman’s previous work, Monrovia, Indiana without mentioning
the fact that they were both produced during the Trump adminis-
tration—even more so now that Boston Mayor Marty Walsh, Cizy
Hall’s main protagonist in all but name, has since been appointed
Secretary of Labor under President Biden. Which is precisely why
one question stayed with me the whole time I was watching the film:
Can the complex workings of a generic institution such as city hall
(note the lack of “Boston” in the title) really be laid at the feet of a
single politician?

The answer, of course, is no. This isn’t just my opinion as a viewer,
though; rather, the film makes plain as much. For the first half of the
documentary and then some, we watch as Mayor Walsh and his team
set about working to increase diversity, correct inequality, and launch
projects to stamp out economic disparity. And as the film shows,

these efforts aren’t without results. Walsh uses his own past cancer

FRZR W& City Hall [1>9—FaF)L - A>~F 1> 3> International Competition] 12 HOct.12 18:30-
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diagnosis and struggles with alcoholism as a springboard into conver-
sations with all manner of people from different walks of life to his
own—the elderly, ex-servicemen, people with disabilities; watching
him, one is struck by the pedestrian thought that the life of a mayor is,
well, busy. And from the looks of things, Walsh and his team appear
to be doing a fine job.

Butit’s also a job in which it’s impossible to do enough. Even after
all the hard work we watch Walsh and his team get up to for over
two hours, there’s always more to be done: micro-enterprises remain
unable to contract large-scale projects directly from the city; Latinx
women’s wages lag far behind those of their white male counterparts;
parkingviolations stack up; rats infest houses, and roofs go on leaking.
In one scene, a group of investors is trying to open a marijuana dis-
pensary in a poor, crime-ridden part of the city. (In Massachusetts,
the possession, cultivation, and sale of marijuana are all legal in small
quantities.) At a related community meeting, the neighborhood’s res-
idents push back, voicing their concerns born of similar experiences
in the past. The owners listen earnestly, speaking passionately of their
desire to contribute to the community. Even so, by merely following
the procedures laid out by the city, there’s little potential for the sub-
stantive discussion needed to bridge the divide between both parties.
A woman speaks up: “We need to get organized and get to the city
then. We need to change this process!” The words sound like a call to
arms against the city hall system as personified by Marty Walsh—as
if to claim that the very space they’re in is itself a “city hall.” For some
reason, a picture of Spiderman can be seen hanging on the front wall
behind the group of investors, complete with the phrase “Be your own
hero”—words of encouragement that seem almost intended for every
single person in the room.

The reason Marty Walsh features so prominently is made appar-
ent in an anecdote he tells during a speech at the end of the film. He
recounts how, on the morning after the 2013 mayoral election, an
African immigrant woman named Leti delivered him his breakfast in
his hotel room, whereupon she hugged him and tearfully exclaimed,
“We did it! We won! We're going to be mayor!” That’s why Walsh
appears so frequently throughout: to remind us of Leti along with
every single person out there he represents other than himself. At the
end of the day, isn’t that what the job of a politician is supposed to be

all about? (Translated by Adam Sutherland)

Bchind the various discussions that are heard throughout Cizy Hall,
the skeptical viewer will detect certain assumptions about the func-
tions and limits of government. If, over the course of the film, this
skeptical viewer is won over to the side of its central figure, Boston
mayor Marty Walsh, it’s because Walsh’s personal qualities affirm the
ideals of the liberal society in which he was formed. He is serious,
energetic, and sincere, he treats everyone with respect and sympathy,
and he takes a competent, knowledgeable, and principled approach to
cach of the successive issues he must address.

The experience of Frederick Wiseman’s film is not unlike that of
Roberto Rossellini’s Augustine of Hippo, in which the viewer is led to
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identify with Augustine’s aims,
even while being able to see how
Augustine’s  values, language,
and actions are formed and
limited historically. As a study of
the nature of politics, Cizy Hall
is also not without resonances
with the best known previous
film to feature an Irish Ameri-
can mayor of Boston as its hero,
John Ford’s The Last Hurrah.
Through a handful of anecdotal
incidents, which also serve to convince us of the political skills and
essential decency of the mayor (Spencer Tracy), it is shown in The
Last Hurrah that the sole function of government is to help people.
The same point is made in Cizy Hall through an endless variety of
interactions between citizens and government functionaries.

One of the highlights of the film, and a stirring example of the
perennial strengths of Wiseman’s cinema, is the long scene concern-
ing the efforts of a company to obtain a city license to open a can-
nabis store in one of the most troubled neighborhoods of Boston.
The company representatives’ bland confidence about the ill-defined
social benefits the proposed store will bring is met with local residents’
sharp and persistent questioning about crime and safety, about ethnic
representation, and about the impacts of the store on the day-to-day
life and the long-term health of an embattled district. One partici-
pant observes, “We need to change the process.” This insight, and the
whole scene, indicate what is missing in the discussion of the forms
and functions of government heard in Cizy Hall: a way for commu-
nity participation in dialogue to translate into changes to the system.

At his own “last hurrah” at Boston Symphony Hall (a little more
than a year after the filming of Cizy Hall was completed, Walsh
resigned as mayor to accept his current position as President Joe
Biden’s secretary of labor), he says, “A more equal conversation means
a more resilient city.” The word “resilient,” used by Walsh through-
out the film (usually in the noun forms “resilience” and “resiliency”),
expresses the optimism that founds and justifies his beliefs about gov-
ernment. In Cizy Hall, Wiseman submits evidence concerning this
optimism and offers a framework for analyzing it, making the film,
rather than a hollow and platitudinous celebration, a complex testing

and affirmation of the idea of resilience.

hetps://jfsa.jp/
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— You were about 11 when Murcia’s parliament was set on fire. Do you
remember anything from that day?

I remember the building burning on TV, yes. I was seven when it
opened to the public. At school, they gave us classes to explain what
“autonomy” meant, and made us colour sketches of the new parlia-
ment. And there it was, four years later, on fire. When I first started to
think about this second film, I wanted to look at the industrial recon-
version of the city, because it’s a process that affected plenty of people,
and yet it hasn’t really been studied much. Anytime you approach it
you always hear the same standard explanations: well, we had to do it,
those were factories from the Franco era, they were old, it was inevita-
ble... But when I began to ask those around me about those dramatic
protests, even the elderlies, nobody seemed to remember.

— Seriously? The marches, the strikes, the burning?

Yes. They thought I was making it all up.

— But why?

Well, that was the question that made me want to make the film!
Why did nobody remember any of that? There had to be a reason.
And that was because 90-95% of our attention those days was given
to Barcelona’s Olympic Games, and Seville’s Expo 1992. The Spanish
people was called upon to show the world the country was a civilised,
modern nation. And nothing was to shatter that illusion. Yes, protests
had occurred all through the 1980s—in Asturias, Galicia, Cadiz,
Bilbao... but our zeitgeist said otherwise. We were becoming part of
Europe. You see, after Franco’s dictatorship, people wanted to believe
things were going to be alright. I remember my mother would tell me,
“I don’t want anyone to give me bad news”. Plus, the state-controlled
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*Senses of Cinema. 945 . 2020 & 4 A (https://www.sensesofcinema.

com/2020/conversations-with-filmmakers-across-the-globe/luis-
lopez-carrasco/) & #k#E, BMEF=LFFILE - 341

Office Miyazaki Inc.

We translate your goals into achievement.

Language and business facilitation services and book/ebook publishing

public television channels always turned those protests and suffering
into background noise. And the main goal of this movie was to give
them a new voice, and shatter a myth the press helped fabricate: that
workers were nostalgic, opposed to progress. [...]

— I was really fascinated by the hybrid nature of your project. It’s not
exactly clear whether what we’re watching is a re-enactment, a documen-
tary, fiction...

[...] Here we're talking about a time and a place nobody really
knows much about. It’s about making visible something that doesn’t
really exist. That’s why when we started to interview the workers, we
wanted them to also feature in the film. But that meant the whole
re-enactment premise started to shrink. We did keep the idea of using
old Hi8 cameras to shoot. And we did keep the idea of filmingin a bar
that had the look and vibe of those years.

— Bur it isn't just the bar — the whole film seems to hang in some anachro-
nistic region, and everywhere you turn things and people look frozen in time.
Does the city really look like that?

Well, it very much depends on the neighbourhood you're in, and as
Cartagena received plenty of investment since 2000, with the growth
of tourism, it changed a lot. But La Unién, for instance, hasn’t at all.
I was walking there with my partner not too longago, and she turned
to me and went: “am I even in Spain? This looks like 1970s Portugal”.
It’s not like it’s underdeveloped, or abandoned - but it truly does look
like it’s frozen in time. We made sure people wore outfits that could
casily pass for that era, too. And in some cases we tried to add a layer
of fiction to their chats, but never too much. Some of the youngest
folk would ask if they could add some temporal references from the
era: “ok, but let’s mention pesetas, let’s give this or that detail...” But
those early experiments did not work out. They were all too hung
up on that fiction. So I ended up giving them a blank cheque, and
decided I’d recreate this temporal ambiguity in the editing room.
Sure, there was still some artifice, but none of it could ever match
what they offered us through sheer improvisation. In the end, I did
attenuate the re-enactment a fair bit.

Excerpted from Senses of Cinema, Issue 94, April 2020.
hteps://www.sensesofcinema.com/2020/conversations-with-filmmakers-
across-the-globe/luis-lopez-carrasco/

Interview conducted by Leonardo Goi
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Between Memory and Record,
Between “Me” and the Public: Soup and Ideology
AIREER | Ishizaka Kenji

(WL F 72 | Film Studies)

[Z2=7' 157 FRAFx—] Soup and Ideology [ >%—72F)L - A>~F 1 3~ International Competition]
A{EmITYIDFF 2021 > 51 EBRIZHY €A, This film will not be screened online.
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This film was announced as a concluding part of the “Yang Family
Trilogy” at crowdfunding. The first of this trilogy, Dear Pyongyang
(2005) depicts discord between the director, Yang Yonghi and her
father, a dedicated and leading activist of the General Association
of Korean Residents in Japan. In the second of the trilogy, Sona, the
Other Myself (2009) she visits her brothers in North Korea who have
migrated there as part of the repatriation program, focusing on the
present moment of their lives. When we think along this line, we
can naturally see Soup and Ideology as the third of the trilogy since it
begins with her mother who lives alone and continues to send money
to her sons. However, like Kidlat Tahimik who showcased the latest
version of the ever growing Why Is Yellow Middle of the Rainbow? (I
Am Furious Yellow) at almost every YIDFF years ago, isn’t the film-
maker, Yang Yonghi still in the process of shooting a super-long film,
including the feature, Our Homeland (2012), that remains incom-
plete and continues to grow? Will a concluding part really arrive,
then? Musing like this, I came to see this film.

The film greatly differs from her previous films in that she can no
longer enter North Korea. Inconvenience in which she cannot directly
film her family has, not unexpectedly, influenced the structure of the
film, and she tries to supplement it by mobilizing media other than
real-time documentary: flashback; photos; letters; and animation.
Nonchalantly inserted, these are superbly effective. While the figures
of her late father and family members in Pyongyang are quoted from
her previous films to appear in flashback, innumerable photos hung
on the walls that surround her mother are also quite impressive and
even nostalgic. Nevertheless, the character of her father, photo-
graphed together with the most powerful man in the North, prevents
the spectator from indulging in such sentimentalism and brings us
back to reality. Although the filmmaker only and consistently talks
about herself and her family, she simultancously captures the struc-
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A Simple Air of Wildness: Nude at Heart
X | Muto Daisuke

(v 244t5F | Dance Critic)
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ture of the world or depths of history in an intimate way.

A great pillar of this film is the scene in which the mother begins
to tell about the massacre on Jeju or the Jeju April 3 Incident as a
witness and survivor. The memories of the terrible mass slaughter
of her relatives and other islanders have been transformed into ani-
mation in the film. Just as Rithy Panh uses claymation to depict the
wholesale killing by Pol Pot in The Missing Picture (2013), Yang
Yonghi has also carefully considered the aporia of how to represent
the almost inexpressible experience, the trace of which is palpable in
the film. Be that it may, what a surprise! As soon as the mother begins
to publicly tell her personal story to a group of researchers, her Alz-
heimer’s disease progresses. As travel restrictions have been relaxed
due to changes in the situation in the Korean Peninsula as well as the
relationship between Japan and Korea, she, with her fading memory,
finally travels to Jeju. Her faraway gaze brings into surface both the
gap between memory and record and the chasmal question of “me”
and the public that runs through Yang’s films. Perhaps, this is a high-
light of the entire film.

Another pillar of the film is the filmmaker herself who is about to
get married. A man (who will become the spouse) arrives as a visitor
from afar. He has a laid-back vibe about him and is eager to learn
the recipes of the Samgyetang soup, the mother’s specialty. Besides a
breath of fresh air in the film, he leaves us the impression that he will
walk into a new era with the filmmaker (while inheriting the Korean
soup). Preparing for a new life, the couple remove the aforementioned
photos from the walls, one right after another, to put them in a box.
Indeed, it may be reasonable to put this symbolic scene in which
the familial past intersects the future as the concluding part of the
trilogy. But I'd love to see more of the couple’s story in the sequel.

(Translated by Yamamoto Kumiko)

Japanese striptease performances began soon after World War I1, but
since its salad days in the 1960s and 70s, the industry has seen a con-
tinuing decline, and, today, the business is hanging by a thread. At
its peak, there were 200 strip theaters nationwide, and now there are
twenty. Nude at Heart, directed by Okutani Yoichiro, traces the daily
lives of the odoriko (dancers) who work at these strip theaters.

The screen frequently jumps between dressing rooms and theaters
in Gifu, Saitama, Ehime, and all over Japan. But that’s not to say the
film follows the odoriko on their nationwide tours. Rather, through
a complex intermingling of images and sound that blends different
theater stages and kitchens, fuses separate dressing rooms as if they
were one interior, and links numerous spaces in a cunning, rhythmi-
cal way, the film boldly dilutes a sense of “place.” It grips us with the
strange sensation of being entangled in an abstract space-time that
transcends any particular space or time.

It’s a murky zone that merges the reality of the odoriko’s everyday
life with the unreality of the fantasy on the stage. The film shows a
side of the odoriko at work that is normally invisible to audiences,
rotating turns backstage, meeting with lighting directors, and
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holding post-performance stage rehearsals, and it merges this spec-
tacle with the details of the everyday business of cooking, cleaning
bathtubs, phoning family, and repairing costumes as a way to convey
the “life” of odoriko, which lives and breathes on the border of truth
and invention.

A motionless camera captures garrulous unprompted commen-
tary, or sometimes the commentary is introspective and spoken to a
makeup mirror. A young odoriko radiates with joy as she confides how
an old man, normally asleep in his seat, finally looked up to watch
her stage. Another odoriko talks about how she’d like to keep at her
job but doesn’t want to show her derriere sag (A third one hears this
and responds with a sympathetic half-sigh, half-shrick). The movie is
so full of these kinds of striking moments, you have to wonder how
much footage they had to shoot.

As a regular of the strip theater, I can't say 'm completely comfort-
able with the portrayal of the striptease as a lost art, with a touch of
pathos. However, watching the truly intergenerational lot of odoriko
documented in this film passing on their knowledge and craft, lament-
ing the loss of old customs, or trying new things as they build on an
unbroken “tradition,” it’s impossible to believe the day will soon come
when it all ends. The dancers as well as the theater staff are full of a
quiet but positive energy. It’s different from the people who compete
ruthlessly in a showbiz world dedicated to the latest fashion or the
rigid world of classical theater that is protected by history. It’s like
dressing in something that could be called a simple air of wildness.

Entertainment industry laws have made it nearly impossible to
open a new strip theater, so, in the future, their numbers will only
decrease and never increase. Nevertheless, watching the dynamics
of the “tradition” reflected in this film, ’'m taken by a strange sense
of optimism, maybe because this “tradition” is one of community
formed by women. There are the relationships between veterans and
newcomers, like mother and child, the frank conversations that can
only be shared between women, and the teachings of techniques
delivering “sex appeal” to the audience. Japanese strip shows were
created a very long time ago and have endured through a lineage that
includes the shirabyoshi of the Kamakura and Muromachi eras and
the geisha and other female entertainers of the early modern era. And
although it may sound like an exaggeration to equate this tradition
with community, as audiences are painfully aware and as the odoriko
fully understand, striptease is a breed of entertainment that humans
can’t let go of as long as they have bodies and sexuality.

(Translated by Thomas Kabara)

[X—K 7y b« N\—bF] Nude at Heart [1>%—73 a3+l - A>T+ 3~ International Competition]
A{EMITYIDFF 2021 51> EBRIZHY £ B A, This film will not be screened online.



No.6 105128|0ct.12

W4 Co—& | Yamagata, a la carte - (6)

FvZ 05— oS DEER

Learning about Local Specialties from Local Mascots

HEFEEF | Yoshino Michiko
(OC 281 1 1 N L R B i 2 EIBR A i B

Former Coordinator for International Relations, Association for International Relations in Yamagata)
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Yamagata City's mascot character, Hanagata Beni-Chan

BEAARNTRAY X vII5— o> & (/o &
Takahata Town's mascot characters, Takakki and Hatakki

If I had to pick my favorite thing about Yamagata, it would be its
yuru-chara. Yuru-chara are the various mascot characters created to
promote the cities and towns of Japan. While buying mascot mer-
chandise is fun enough, what’s great about yuru-chara is that they
can also teach about what makes a town special. For example, the two
mascots for the town of Takahata, named Takakki and Hatakki, are
based on The Red Ogre Who Cried, the classic fairytale by Hamada
Hirosuke, an author from Takahata. Takakki is a big, round red ogre
and Hatakki is a big, round blue ogre, and each one carries around
a pouch in the shape of their favorite thing, a bunch of grapes for
Takakki and a pear for Hatakki, two fruits Takahata has been pro-
ducing for a long time. There’s also Hanagata Beni-Chan, the mascot
of Yamagata City, who wears akimono adorned with cherries, perhaps
the most famous fruit of Yamagata. And the hanagasa (straw hat dec-
orated with flowers) in her hand, has been featured in the Hanagasa
Festival, Yamagata’s quintessential summer festival. These adorable
mascots are a good way to remind us of the various local specialties in

our communities. (Translated by Thomas Kabara)
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Editorial | Though we were not able to learn from meeting our guests in person, the selected film direc-

tors were unable to visit Yamagata, and it was not possible to watch the films on screen, on the other hand

there must have been things that became possible because of this online festival. Considering the path

the YIDFF has walked to date, continuing over 30 years while overcoming various crises, I think there is

some encouragement for the future in this year’s event, which has made us yet again verify the meaning of

holding an international film festival in a provincial city. In any case, we hope to see you in Yamagata in

2023. And, in closing, I would like to express my most heartfele gratitude for the generous support of our

contributors, translators, and sponsors. (Okuyama Shinichiro, translated by Kyle Hecht)
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