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complex and home to this long-serving independence activist
began in 2020. Three high-rise towers built in the Lauricisque
district in the 1970s were also demolished around the same time
as part of a new urban plan, with the official reason being that
they were deteriorating and vacant. Memorable characters, like
Eddy, a cocaine-addicted rapper walking the streets day and
night, wander aimlessly through the city as though they were
drifters who had lost their homes in the devastation.

When one of the wanderers, Eric, says, “The ‘us’ is very
important,” it echoes the words of philosopher Edouard Glissant
in Caribbean Discourse (1981), when he writes, “The question we
need to ask in Martinique will not be, for instance: 'Who am 1?"...
but rather: ‘Who are we?"” Behind this poetic imagery lies the
problems of colonialism shared historically among the French
Caribbean.

Joél Beuze, a taciturn poet from Martinque, is the author
of the unfinished novel Somewhere Without Knowing that Eric
reads aloud. He writes: “Earth, if you want me to be silent, if you
want my tongue to perish. So why, why did you let so much
fire smoulder in my chest?” In a discussion about his film, the
director echoes the poet’s words: “We live here, but there’s
something burning inside us.” Within the people living in these
crumbling spaces resides something burning, something that
survives amidst repeated defeat, which we might call hope.

(Translated by Thomas Kabara)
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Radically Personal, Radically Together: TrepaNation
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| have hardly ever met an artist, who is so dedicated to the
people around him as Ammar al-Beik. His engagement with his
environment is so intense that it sometimes even pushes him
beyond the limits of his physical capacity.

This was the case when Ammar was scheduled to come to
Japan for a six-week residency in spring 2019. We invited him to
Japan as part of our project “Goethe-Institut Damascus in Exile
in Tokyo.” Right before his planned departure from Germany, |
received a message informing me that Ammar had been hospi-
talized due to exhaustion, following the intense preparations for
his solo exhibition “One to Free,” which had just opened at the
“Haus am Waldsee” in Berlin. | was concerned whether he would
be able to come to Japan at all during the scheduled period.
But just ten days later, Ammar arrived in Tokyo—with the same
overwhelming and captivating presence you can witness in
TrepaNation.

| was not surprised to hear that Ammar’s new film has an
extensive duration of 222 minutes. In Ammar al-Beik’s artis-
tic approach, a clear distinction between art and everyday life
does not exist. During his stay in Tokyo, Ammar was filming
almost all the time. As this habit was always accompanied by
the utmost empathy towards the people he encountered, and
the experiences, stories and images they carried, the people
around him naturally became his allies and the protagonists in
an ever-evolving film.

In TrepaNation—as in most of Ammar’s films I've seen—the
people who appear before his lens are those living under intense
pressure and oppression. Ammar himself and his housemates in
the refugee shelter on the outskirts of Berlin, where he lived for
about two years after fleeing Syria, have left almost everything
behind. They face uncertain residency status in Germany and an
insecure future. Through the continuous presence of Ammar’s
camera, their memories, their efforts to create a sense of ‘home’
in tiny rooms, and the family photos they show on their phones
reveal political realities in a way that substantially differs from
what a more ‘orthodox’ research-based documentary could
depict.

Ammar’s films are created without a camera crew, sound
or lighting staff, editors, or production coordinators. These
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roles simply do not exist in his artistic universe. TrepaNation
was premiered in the private apartment of a man Ammar had
met long time ago in Aleppo. In the film, there is a scene where
Ammar urges this man to act as the producer of TrepaNation,
even though he had not been involved in the production at
all. The scene made me laugh—it was exactly the Ammar | had
come to know during his residency in Tokyo: “We don’t have
money, maybe we don’t need money. To produce a film is to
create energy...” Framed with excerpts from films by Alexander
Kluge, Jean-Luc Godard, and others, al-Beik references historical
efforts to liberate cinema from the constraints of economics and
emotional exploitation.

Ammar Al Beik’s production style to me is more than just
“Independent.” | would call it radically personal. Apart from any
economic interest, Ammar al-Beik demonstrates that film can be
an attitude rather than a ‘product’. Through his simple presence
and his camera, he connects with those around him, draws them
into the moment, and creates a shared space for engagement
and solidarity.

So Yo-Hen'’s latest film, Park (Taman-taman), continues his
acclaimed approach to documentary filmmaking. Building on
his earlier works, Hut (2019) and Dorm (2021), which were also
featured at YIDFF, this new project solidifies his unique practice
of “workshop cinema,” a collaborative method that co-creates
narratives with participants. The film has been widely praised,
winning three major awards at the Taiwan International Docu-
mentary Festival and the “Award for Outstanding Artistic Contri-
bution” at the International Documentary Film Festival Amster-
dam (IDFA). The IDFA jury commended the film “for creating a
singular improvised form that creates space for the experiences
of an invisible community which is rendered audible and finally
visible,” lauding its improvisational structure and poetic aes-
thetic.

Coming from a contemporary art background, So Yo-Hen
and Your Bros. Filmmaking Group consistently apply an exper-
imental, interdisciplinary spirit to their filmmaking. At the heart
of these works are relationships, subversion, and collaboration:
through shared fictions they reach each other’s realities—what
could be called as “conspiratorial reality,” a practice that tran-
scends conventional definitions of reality and fiction in docu-
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mentary cinema and brings forth deeper, more layered mean-
ings.

In Park, two Indonesian poets meet in a park at night, a space
that transforms after dark into a vibrant stage. During the day,
they collect stories from fellow migrant workers; at night, they
release these narratives, weaving them into poetry. This inti-
mate, improvisational process dissolves the barrier between
director and participant, transforming the park into a stage
where time and space fold into one another. The result is a
moving portrait of migrant workers’ lives and stories—a rich
symphony of documentation and poetry.

Unlike the “invisible” stance of directors in traditional doc-
umentary filmmaking, So Yo-Hen is a visible presence in his
films, listening, questioning, and co-creating alongside his sub-
jects. This collaborative model reconfigures cinematic narra-
tive, proving that the documentary can be a malleable art form
shaped equally by filmmakers and participants. From this per-
spective, the world of Park is both profoundly beautiful and a
testament to the power of shared creation.

As So Yo-Hen has remarked: “If we describe it with landscape
painting, no matter how realistic it is, the painter cannot bring
the scenery in front of them into the exhibition hall. However,
looking at the landscapes that the painter has selected, mod-
ified, and embellished, sometimes the soul can be taken to a
farther place. Or, the painting itself is already an independent
landscape—whether as a whole or in detail—people yearn for
or fear.”

With a gentle yet resolute stance, Park pushes the boundar-
ies of documentary cinema. More than just a film, it is an artistic
action, a fluid workshop, and a symbiotic filmic laboratory that
invites us to move beyond being mere spectators. After experi-
encing it, we are no longer just watching a story—we are invited
into a shared space of imagination and practice.

[1>%—F>aF)L - 2>~F1> 3> International Competition] 11 HOct.12 12:50- [YC] | 12 HOct.12 17:20- [CL]
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The Same Long Road Home as Always: SP/
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The Tayal tribe has the third highest population out of the 16 rec-
ognizedindigenous tribes of Taiwan. There is an original concept
in their society called “gaga,” which is said to tie together with
family and collective identity. The firepit referenced in the orig-
inal title of this film is place where people gather for enclosed
flame, sustaining a meaning of situated family ties and cultural
transmission. It seems a space deeply bound to gaga, as well.
However, in the film, it is not as if the cultural importance of this
firepit is explained. For example, while this is the place where
both families gather to discuss the marriage arrangements of a
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cousin pregnant at 16 years old, it is not indicated exactly why
it had to be this place; this simply seems because it is a space
where a great crowd of people can gather at once. Actually, the
firepit in this film, rather than a sort of mystical, strict space that
one might imagine upon hearing about its being a traditional
institution of the Tayal, is a place that conveys familiarity, clearly
showing how its shape has changed since modernization, a
wood-burning stove enclosed in galvanized sheet iron, an used,
old sofa nearby.

What is impressive in this film is the contrast between its
‘dreamy’ cinematic language, with film-like texture and the
screen changing size, for thoughts about the late grandfather
and other ancestors, and its realistic way of showing the firepit
as something that the grandmother and other people living in
these ever-changing times use in their daily lives. In this film,
Sayun, the director, learns the Tayal tribal language anew from
her grandmother, crafting a diorama of the mountains where
her ancestors lived, wandering the mountains where her grand-
father would hunt. However, through these acts, it is not as if her
distance from the ancestor’s former way of life has shortened
(the question of whether culture is always passed down amid
changing lifestyles is a common one in generations following
the Indigenous Cultural Revival Movement; various indigenous
tribes of Taiwan are interviewed in Tomita Katsuya's Ilha Formosa
and shown to actively engage in cultural exchange with com-
pletely different outside cultures, that of hip-hop, depicting
people who work to recover the tribe’s originality).

Why is it that one cannot simply explain the word “gaga;” this
film, which begins with this inquiry, expectedly ends unable to
explain so clearly. However, | do not consider this to mean this
attempt to investigate the lives of the grandfather and the other
prior relatives to have ended in failure. Finally, when the firepit
from when grandfather was still alive is revealed, one recalls
how, at the beginning of the film, beyond the long take of the
road home, that firepit had appeared. Connecting their own
name to the father’s, as the father’s name is in turn connected
to the grandfather, as the grandfather’s name is connected to
the great-grandfathers’, over the course of this long journey
to know distant ancestors remembered and never met; at the
same time, this is the road home to the firepit of always: just
as Sayun whispers in her grandfather’s last moments, “Granpa,
we're going home. We're going home now.”

(Translated by Kyle Hecht)
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Depicting Cycling, a Road Movie: CycleMahesh
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During the pandemic lockdown the young migrant worker
Mahesh rode a bike home from his worksite, 2000km in seven
days. The event became news, inspiring the director and film
crew to make his suddenly famous cycling trip into a film.
CycleMahesh is a work with a very weird touch, a process of trial
and error that is itself given form as the piece applies itself as a
holistic record of the burdensome impasses of his lifestyle, the
realities of India, and the discord of whether any of this can be
visualized, all while tracking the developments of its film shoot
from start to finish.

Even with the clear gist of recreating and shooting the
cycling trip with actors, this work finds itself twisting and turning
almost like the roads for his bicycle; deviations and interruptions
repeat. Whatever expectations of a heart-pounding road movie
one receives from the words in the credits, “We will meet along
the way,” are later nullified when filming is stopped. There is a
thrill to being pulled onto a different path the very moment one
seems to have apprehended the work’s street directions. This
manifests as a defining characteristic of the piece, a certain diffi-
culty to grasp.

The characters who appear in various forms in this work, in
particular Mahesh’s existence, must constitute the core of this
difficulty to grasp. The actual young man, the actors who play
him in the film. A total of four forms of Mahesh bring a layered
structure to the work. The intertitle “Mahesh appears in many
forms in this film,” displayed at the beginning, means more than
simply explaining the distinction between actual person and
actor. The Mahesh of this film, straddling multiple forms as he
actualizes himself, binds allegorical reflections on realities bur-
dening many in India.

A young man on his own, he successfully completes this
gallant cycling trip, earning his place as the subject of this film,
yet in this process there are the Maheshes. In truth, Mahesh’s
story in the film advances while reverberating with various
landscapes that emerge on the road. Mamta, a woman film
crew who reports they have to move house for the construc-
tion project of a highway to the village; fasting performances
in cubic lattice, Franz Kafka's A Hunger Artist as their motif; the
shadows of people who migrate as if chased, rendered domestic
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refugees... Such myriad elements seem to accumulate together
in the forms of Mahesh facing harsh livelihoods.

Mahesh finishes the shoot and must return to being a migrant
worker at a construction site. Ultimately stepping back into a
reality where nothing changes, he cannot leave this literal cycle.
One night, as he sleeps exhausted, he says he “Saw everything
but the sea,” and, whether real or dream, he runs off toward the
ocean. It is as if there were total desperation toward the wasted
effort, on behalf of the various Maheshes, of not being able to
escape cycles, or as if there were a writhing will to escape cycles.
This is neither an irresponsible expression of hope, nor an aban-
donment to reality. The wake left by such beautiful scenes,
which shows that the difficulty to grasp CycleMahesh comes
from its very faithfulness, is very refreshing.

(Translated by Kyle Hecht)

Living with the Lingering Presences: No Exorcism Film
arnsky sy av—BBH 2K | An Interview with Komtouch Napattaloong
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— This film felt like a robot’s nightmare rendered as video—familiar,
yet unlike anything seen before. As for the text, it seemed poetic and
enigmatic. Do these words emerge from within you, or do you hear
them from outside yourself?

The words come from both within and outside, and often
from a confusion about where exactly they come from. Most
lines are deeply personal; others almost arrive as if spoken by
something beyond me. For example, the line ‘Brothers will no
longer remember that their dead sisters are watching them.
| can’t fully recall if it came from a dream, or if | once read or
heard and unconsciously paraphrased it. | even searched to see
if it already existed, but found nothing. This destabilizing uncer-
tainty is part of the texture of the film itself.

— You cite Trinh T. Minh-ha's essay “Documentary Is/Not a Name”
(1990). How did it influence you?

Trinh T. Minh-ha has been a major influence on me and my
work. In my previous film, Hours of Ours, her notion of ‘speaking
nearby’ helped me overcome a long resistance to writing voice-
over. With “Documentary Is/Not a Name,” | felt my frustrations
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with documentary conventions and the industry—the ways
images and stories of real people are (re)produced, valued, cir-
culated, and capitalized—were both validated and articulated.
That essay gave me confidence to approach reality not as some-
thing to be represented, but as raw material for a film that can
suggest, refract, and open other kinds of encounters beyond
representation.

— The man who performs the serpent prayer at the beginning and
end is striking. How was this footage shot, and why include it?

The footage was shot at a local fair in Nonthaburi, a suburb
of Bangkok where | live, and where many of the film’s images
come from. The serpent prayer performance became important
because it embodies an in-between space: between modernity
and tradition, between reality and fiction, between belief and
skepticism. A lot is going on in the scene as well between the
audience and performer, the animals, and the space. Whatever
the truth of the performance, the audience, including myself, is
transfixed. That tension drew me in to explore this in-between
state of awareness and drifting. | wanted to end the film with
his blessing to allow the film to loop back, but also to extend
the performer's gesture of goodwill further. So the performer’s
blessings of health and wealth could also reach the audience in
the cinema as they leave and re-enter their world, just like at the
local fair.

— What is the story behind the title No Exorcism Film?

Exorcism implies the expulsion of ghosts or lingering pres-
ences. For a long time, | thought of filmmaking, or any creative
act, as a kind of exorcism, a way to rid myself of dreams, pasts,
or memories that haunted me. With this film, | wanted to take
a different approach: not to rid the lingering presences, but
to acknowledge and live with them. The title No Exorcism Film
marks an acceptance and a space where haunting can remain,
transform, and even accompany me forward.

* Interview conducted by Ishikawa Taichi (YIDFF Tokyo Office) via
email in September 2025
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The Dorm and Democratic Sociality: The Yoshida-ryo Dormitory

F—ur-Yzua— | Aaron Gerow
(BAARBREHZ | Japanese Film Studies)
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Japanese films about the closing of student dorms are not as
rare as you think. There have been not only documentaries like
W/0 (2001) or Doro-uso to tento-mura (2004) but also fiction films
such as Wonderwall (2020) and Ukauka to shden (2023) about
the turmoil raised by closing these student-run institutions.
They may have different purposes, but all tend to parallel the
loss of the dorm with the loss of past youth. Fujikawa Keizo’s
The Yoshida-ryo Dormitory does that too, especially by looking
back on past footage shot mostly from 2017-2018 of efforts to

n



12

ZRBREZSHEEZE LTV IO A%, ZTDOKEH2017
~18FEITRE INIBEMRTIRY RS E WS BT, ZOBICR
IRV, TEAMER YA MULZ TIREDWLCR ] DL 12, RIEIER
kE, ZNORIERBEELIVHDRBVERREELRLTHWS,

& 22 EEORGEL SEIELECKEBBMADS 3 v M
E2FT, BIIOZOMEIFZNE TIZESNTEI-HEADTIEIEE
REAXY)—EHBTEHEIADZVEDD, LA LEFHEERX
BYMBAEDS—IFEENTVERL, COERIGEBDIRI ST
&b, BEDOED [ME ICEREUTTVWE—Z5WmLDIED
TEB12A5, LIEWA, BUICZZEBERZADHWZTEL
BWITHHES>TOWELDIZHRBABZDOX L, LW2h D> —>
THRBICEIMMTWELSIZ, ERIZIGTERI VLS HEA—R
LWERPHRIZR—XERLCOVWEERIZIGEELRERTHSHZ
DEEBEBOIRTLEDHSSTITHhNTWAS, BICEH2E /%
ANEEBRL, TNTNDRY BRZIESERRBRICEEEIIOOE
BEROERHE R OITRIEROSBAN ST ZDREBOI L%, P4
ToBIEZEER LB DL FITHRERIIRDEE TV, 12
MMEFDBBEANDA VY E2a—THEIZESNTWALIIZ, by
T IVDERIZES LOREFEICIREOFMADITSNED
% (b TBHEIRKEOXRZFICR LTRKROERZHBDESELT
W3) £TIE TBRIEETHODERHLIELIEERY ANZER
REDHMEALEDIZ, KEFADEBTLH 7z, ZORFaXY
) —IdNiE, SHELELICKDNADIEHUTZEY T TldAk
(, REHEBOZDEANEIEN2HITEORENRHELSDELD,
ZDOBRBDIRZEDOEDRDIZ,

BEHRBSTLDBREL, ZOHEDERIIEITBATAT DR
B THD, PEIBIEATATDRWVIZRITTEY ., FESNSZERE
L7V 3R BB E TN LTERTHOREDRREREL
TWb, EZADMERDH BT —V THLNMIRDZDIE, WOEHKED
FEEDEBICTLEDREHATZNASZE TEHHRARIENHESE
SNBHEHLNABNERNTNS, EWSIETHD, bbNER(IL
LOLIDEE, BSIETTIZDFOREICERELTWSEIDH
ASFESHONERSTLES, BREIZBIZ? BIAS>Z5(3485
BWE? KEAHIHRT - T ) FRICIRONI-ZOREIL, 5L
12RmEOCHPREHRESREBICIERGIBALRRL, ElEVZ, K
TEIFZNTHRE, [FEE IZBIB AT 7 ORBEIIAITHY, 7z
A7 Z2—RETINTIVZLETY I RBIIFSEINIBRIZH TR
BATATHRRNBHRDEAERZ5—H LAIBRIET 52—
ZEDNTEBRLLDIZLTHIZDOWNT, bbnBEEAESLS51FL
MITUEWBDOE LN, (FREAR)

IxEEDw < X REARFEEHEE] The Yoshida-ryo Dormitory
[B£E702'5 L Perspectives Japan]
12 HOct.12 20:00- [F5]

SPUTNIK YIDFF Reader 2025 .......... No.4
1T BENPOEA ILEEBERF 21 X8 —BREIR
Published by Yamagata International Documentary Film Festival (NPO) ©2025

save the over 100-year-old Yoshida Dormitory at Kyoto Univer-
sity. Yet as its Japanese title suggests—Iliterally, “the outcome
of dialogue”—it is also pointing to the future, one that is not
promising.

Fujikawa'’s film shares much with earlier Japanese protest
documentaries, from images of students organizing to shots
of university officials refusing to respond, but there are no
scenes of forced evictions or demolition. The film, one can
argue, is focused less on the spectacle of activism than on the
dialogue of the title. Initially, this would seem to be the failed
dialogue between the students and the university, but several
scenes make it clear it is really about the system of jichi/B78—of
self-governance that is as important to the dorm as its cheap
rent and communal spaces. Students speak of the real expe-
rience of having to discuss dorm matters with others, listen
to very different views, and find ways to create consensus, an
experience they take with them after graduation. But as inter-
views with faculty make clear, jichi was also the basis of univer-
sity governance, with decisions often made bottom up, until the
Ministry of Education begin to tether university budgets to obe-
dience to top-down directives. (The Trump regime is starting
to do the same to US universities.) To this documentary, what
is lost with Yoshida Dorm is not just an old building, but one of
the last remnants of a certain form of democratic sociality that
extended to the university and beyond.

The question this film needs to ask is the role of media in
this sociality. The students are media-savvy, as they use SNS
and press relations to get news out on their struggle. But one
scene reveals their fear over how TV news cameras at their dorm
council meetings might inhibit free expression. Yet we spec-
tators then ask what this means for Fujikawa’s camera which
already attends those meetings. Is cinema different? Is Fujikawa
different? Largely shot in verité fashion, the film doesn't engage
in clear self-reflection on this topic. Yet it might still spur us
to ask what the place of media is in “dialogue,” how media in
an age of fake news, algorithms, and tech billionaires can still
support—or destroy—democratic sociality.
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| Was, | Am, and | Will Be! (Ich war, ich bin, ich werde sein!)

WEHAF | Fujii Jinshi
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Don't be scared of the German title. If | were to translate it appro-
priately to the film, it would go like this: “Somebody like me was
before, is now, so will be in the future (with an Osaka accent).”

This is a comedy if | describe it without fearing a misun-
derstanding. Where | have to make an excuse saying “without
fearing a misunderstanding,” there is a modern problem. Since
when people started to limit the meaning of laughter to sneer?
Laughter must, in essence, have been an act of celebrating one
another’'s momentary peace and friendship, which will emerge
when both physical and mental tension is released as one inad-
vertently resonates with the wavelengths of the other with
whom one cannot necessarily co-exist. This film is fully capable
of provoking laughter in this radical sense.

The film listens to people whom it comes across on the
streets of Kamagasaki, Osaka. That's all about this film, that’s it,
but we cannot help but be stunned with the first guy. Is this an
interview? The interviewer is not given a chance even to nod.
Why does the filmmaker start the film with such a most amazing
person? Who can beat him later in the film? Despite our worries,
characters who can equally play leading roles appear one after
another and the film ends up with the dream collaboration of
two big stars. This is an extremely luxurious film.

However, if thisis all, it can be agood TV project. It might even
give a chance to make people easily understand a fun program
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Tlch war, ich bin, ich werde sein!J | Was, | Am, and | Will Be!

unique to Osaka. But Kamagasaki is and is not Osaka in the first
place as it is where people have drifted for various reasons from
all over the country. The trust relationship between the film-
maker and the filmed is questioned more than usual because
the filmed are people with pasts and stories. In the middle of the
film the filmmaker shows a series of landscapes with off-voice
narration. The narration sort of accuses the authorities by reveal-
ing how the residents who have no one to claim their bodies die
there. That is why, | guess, the filmmaker dares not to show the
speaker’s face. He and his crew'’s suppressed anger here seeps
out through the unpopulated and unspoken landscapes, sug-
gesting that they have no intention of pretending to be neutral
observers. At the same time they apparently forbid easy ideal-
ization by making clear the realities of the residents who con-
tinue to be exploited after their pals die. As people in the film
say, Kamagasaki faces a critical juncture (as the Airin Center is
shutting down). The film, however, has nothing of self-righteous
charity by which the idealization of the former Kamagasaki
results in preserving the current structure of exploitation.

At the end of the film we see only the shot of a sky with drift-
ing clouds as we hear people speaking without seeing their
faces. It is no accident that they also talk about death earnestly.
The agonizing tension that is reaching its peak is all of a sudden
relieved when unexpected words are uttered. | don't have to
say what response we are to give to the very moment we have
witnessed. Even when society no longer requires Kamagasaki,
some people are necessarily forced out—"Somebody like me
was before, is now, so will be in the future.” What is at stake is
how much room for laughter is guaranteed.

The filmmaker is Itakura Yoshiyuki with a camera. | remem-
bered his name fifteen years ago with his untimely and dis-
turbing feature Hate, Hallelujah! Sato Leo who directed The
Kamagasaki Cauldron War, a genuine comedy set in Kamagasaki,
takes charge of recording as well as interviewing people. The
two join hands to create a masterpiece with consistent quality
in times like this. May the venue be filled with laughter!

(Translated by Yamamoto Kumiko)
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Those with delicate sensibilities are still, as ever, debating; over such

films, whether they are truly cinematic. Isiit not apparent to.them that

the films themselves are mediating and circulating an ideology off

return to Japan—what might be called “pitiful yet beautiful Japan”?
———Yasui Hosaku, 1996
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In 2018 Keawalee Warutkomain from Thailand received the
news of her aunt’s passing aboard an airplane bound for Estonia
where she studied. Her aunt had cancer. The news was never
unexpected, but she could not attend the funeral as Thailand
was too far away from Estonia. This experience of failed separa-
tion pierced her heart like thorns. The Last Visit is a poetic short
animated film about the mourning journey from the acceptance
of loss to the last farewell.

The Last Visit unfolds through a series of abstract images. Its
narrative structure is never spectator-friendly. As the support,
it uses an Estonian translation of William Faulkner’s The Hamlet,
a German grammar book, etc. While she turns the pages of a
book, or sometimes returns to the page she turned, she draws
and erases pictures with charcoal or pastels. This animated film
is made with such a daunting method in which she repeatedly
draws and erases pictures.

Warutkomain reconsiders the mourning process as timeless
or plastic time in which both remembrance and forgetfulness
are repeated or happen at the same time. The film goes back
and forth between the past and the present, between turning
the pages of a book and returning to the pages turned, and
drawing and erasing: it also includes images of repetition as well
as to-and-fro motions, such as objects or a swing swaying from
side to side. In addition to these, as natural consequences of the
drawing/erasing method adopted, the film subtly leaves traces
of the past motions almost like smear frames on screen.

As touching a memento evokes the lost scenery vividly,
mourning can be said to be a state of plastic time in which the
past and the present co-exist. Known for Hedgehog in the Fog
(1975) and Tale of Tales (1979), the Russian animation filmmaker
Yuri Norstein pointed out, rightly | believe, that the essence of
animation lies in plastic time. Being aware of such essence of
animation, Warutkomain stunningly materializes a unique time
of mourning by using ingenuity on screen.

Its plastic time can also explain the success of The Last Visit as
adocumentary. While we can guess what it is like, mourningis, in
essence, private, secret time that cannot be shared with others.
The highlight of this film lies in the very skill, unique to anima-
tion, of capturing its memory—which is never a record at all.

(Translated by Yamamoto Kumiko)
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What Can be Seen through a Camera in the Hand of an Innocent Girl:

Luo Luo’s Future

INAEEZS - | Yamamoto Kanako

(X =547 37 % | Chair, Literary Magazine Offshore)
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Appearing in front of a camera, a girl waves cheerfully, says
“Hello!” typical of a kid YouTuber, and talkatively introduces her
treasure. She is Man Man aged seven, Luo Luo’s granddaughter.
She is the protagonist of the film and also has shot most of the
footage. What she proudly shows us before a camera is a kalei-
doscope, her lost baby tooth, toys from capsule toy machines,
picture books, etc. She fills the frame so adorably, talking about
her shiny treasured items while showing them one after another.
But, wait, am | seeing somebody’s home video?—I almost
thought so, but a scene in the first half grabbed my heart.

Entering her grandmother Luo Luo’s, bedroom with a
camera, Man Man begins to shoot drawings, which she made
before, on the wall beside the bed. She zooms in on the draw-
ings. Since the drawings are taller than she, she must be filming
with high zoom magnification. She lowers her voice carefully to
prevent the camera from shaking and explains in detail what she
drew. Halfway through the scene she puts her left index finger
in the frame and the finger moves as if to trace the pictures. It
is blurred as the focus is on the pictures. But she continues to
carefully and slowly trace the pictures within the frame, which
in reality she cannot reach. These pictures must be her favorites
and the fact that these pictures are hung high on her granny’s
bedroom must also please her very much. Elsewhere in the film
she makes similar gestures a few times. The camera makes her
touch what she cannot touch! (This overlaps with the imaginary
journeys Luo Luo made in her past films by tracing a map with
her finger).

As in Luo Luo’s other films, the camera does not take a single
step outside the home. The film is completed within the apart-
ment where Man Man, her granny Luo Luo, and her great grand-
father (Luo Luo’s father) live. This is a diary film with a method
common to Luo Luo’s films. Set in an extremely small world, the
film is shot by the innocent girl and the camera brings to relief
the relationship between the photographer and the subjects as
well as the photographer’s thoughts. The subjects here include
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both humans and things. What can be described as Man Man's
curiosity, affection and awe for the subjects emanates from the
footage.

Her great grandfather Man Man films is very special. The
highlight of this film must be the scene in which she boldly
approaches him with a camera to zoom in on him who con-
templates (or is dozing off, perhaps) with his eyes closed. She
secretly but openly films him from the front. After zooming in on
the center of his face, she focuses on his hands clasped in front
of the stomach. What a nerve-breaking moment! How she feels
for her subject (her great grandfather) is expressed eloquently
by the image through a camera. Isn’t the great grandfather, for
Man Man, a great awe-inspiring figure, who is also lovable?

It is also noteworthy that Man Man looks quite different
when she films herself by setting up a camera from when she
films both others and things with a handy camera. Seemingly a
video diary, this film closely intertwines the relationship among
the seen, the showing, and the seeing with the opposition
between self-consciousness and the unconscious. When we
have a camera, we can’t help but record something and show
it to somebody else. The film makes one think of the effects of
a camera on people all the more because of its simplicity like a

home video. (Translated by Yamamoto Kumiko)
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Living on the River Agano and Hatano Hideto

B | Suzuki Shoji

(FRIEIZ4 =583 | Sound Engineer for Living on the River Agano)
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Every year around the Golden Week national holidays in May |
receive a time schedule for a memorial gathering with a status
report from Hatano Hideto in Yasuda-machi, Niigata. The
memorial gathering began in 1992 when Grandpa Kato who
appeared in Living on the River Agano passed away shortly after
it was completed. The ichigaikoki (stubborn) Hatano has steadily
and diligently continued to hold gatherings and more and more
people seem to gather every year.

It was in the summer of 1981 that | came across Hatano at
the Minamata Disease Center Soshisha | visited after | saw The
Map and Story of Minamata (dir. Tsuchimoto Noriaki); | was a
fourth-year college student. In the fall of that year | returned to
Niigata to visit Yasuda-machi. | stayed with Grandpa Kato and
sort of helped him with harvesting rice. In the evening Hatano
dropped by after work and a lively frolic began with Granma and
her daughter Kimii by the irori (fireside). You could see an inland
port from the embankment near the Grandpa'’s house. Barges
on the river Agano sailed to the river Shinano through the canal.
After docking their barges on the mouth of the river boatmen
took a break in the shady backstreets which were my childhood
playground. The street, nicknamed Konpira (where the Konpira
shrine is located) is lined with a market, traditional townhouses,
and a merchant’s inn, and there was a rundown cinema behind a
pachinko parlor. | came to frequent the Agano area as if to trace
a chance connection with Hatano and others.
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Spring, On the Shores of Aga
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A collection of interviews, entitled On the River Agano was
found among the materials Hatano handed to me. It seemed
that he dreamed of preserving its world in non-linguistic form
as well. He first persuaded Sato Makoto who came to Niigata as
a staff member to screen The Innocent Sea (dir. Katori Naotaka,
1983). | was acquainted with Sato whom Hatano introduced to
me when | was a student of a school of acupuncture and mox-
ibustion in Tokyo. In the winter of 1987, | took part in a training
camp with Sato and his colleagues to watch documentary films
in Niigata. At one of those nights Sato said, “You can make a film
with three people (the director, the cameraman, and the sound
engineer). Kobayashi Shigeru whom | met for the first time was
already sounded out to take on the role of cinematographer and
suggested that | should be responsible for recording. Hatano
also agreed. As it so happened, | became in charge of recording
and other staff members were also involved.

When we started filming at the Aga House, the cameraman
Kobayashi was loading 16mm film into the Eclair ACL's maga-
zine and the director Sato was showing me how to use a Nagra
recorder. Happily watching us, Hatano was enjoying sake by the
irori fireside. As rush prints and recorded tapes accumulated
and simultaneously recorded scenes of storytelling increased,
we watched the rushes on the screen with the sound on. Hatano
was the first person to watch the rushes after we checked them.
We could not have made the film without him, and | think so
now, too. He was the one who got approval from interviewees,
served as a bridge in a timely manner when a problem arose,
and helped us to shoot the core scenes of the film.

After watching Spring, On the Shores of Aga, | believe that
Komori Haruka has also been drawn to Hatano. While staying
close to what shouldn’t be forgotten or shouldn’t fade away,
she is resolved to keep walking as she struggles. As such, her
thoughts are fixed on film.

“I will host the memorial gathering this year again!” Every
time | receive a hand-written postcard, | think of Hatano smiling
and having fun as always with his friends on the shores of Aga.

(Translated by Yamamoto Kumiko)
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In the middle of the most recent 2023 festival, | was consulted
about a project. The request: digitizing the outtakes from the
documentary A Movie Capital (1991, directed by lizuka Toshio)
from the inaugural 1989 film festival. It seems that some 13
hours’ worth of spent negatives remain unused in the com-
pleted movie.

This variety of film (so-called “leftovers”) tends to disappear
when not stored properly. But we confirmed quickly, the film’s
condition wonderful, evidently preserved with care. To avoid
damaging its unique recordings, we began surveying and pro-
cessing by hand. We cleaned the film and digitized in 2.5K-res-
olution overscan. We created video data trimmed to 2K, color
correction and grain reduction supervised by cameraman Kato
Takanobu, who helped shoot A Movie Capital. Yasui Yoshio,
Director of the Kobe Planet Film Archive, digitized the audio
saved there on 6mm tape, students of the Graduate School of
Film and New Media at the Tokyo University of the Arts contrib-
uting to the bone-breaking process of synchronizing image and
sound.

Invaluable digital means for recording images are already
here, and Feb 11, 1990 Rough Cut Screening: The Other Version,
screening at this year’s festival, makes use of them. On that day,
there was a screening of a four-and-a-half-hour-long rough cut
of A Movie Capital by Director lizuka. Masuya Shuichi, now a
YIDFF board member, shot the event on an 8mm video camera.
A very different version from the later finished version in terms
of content and structure was screened. With the goal of repro-
ducing this rough cut version on digital, we reedited while
referencing Masuya’s footage. Its audio is improved from that
recorded on 8mm video, allowing the revival of this event and
its surrounding atmosphere. Reflecting anew, this over-four-
hour document is, more than anything, filled with the passion
of the first film festival’s participants, especially its citizen volun-
teers.

Thus, | became aware again of the importance of preser-
vation and use, of the historical value held by this recording
medium called film. (Translated by Kyle Hecht)
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Buddhas of the Horyuji Temple in Nara seem to come alive and
animated. Robbers are battling to survive in the harsh white-
ness of the snowy mountains where they have fled (played by
Mifune Toshiro and Shimura Takashi). Brazing with crimson
light, molten steel goes through a flawless process until it is
forged into fine steel. A painter couple depict the tragedy of
pollution-related disease on massive paper in front of the calm
water of the Minamata Bay. The Sagrada Familia’s building are
persistently captured in closeup. The majestic Mount Hayachine,
the sacred mountain in Tohoku evokes harsh climate. Rejecting
the life of mass-produced foods, young men and women have
a blast at the big party in their self-managed farm. Having lost
her husband in the war, a mother desperately continues to work
on the sewing machine to raise her children (played by Yamada
Isuzu). An epileptic and intellectually-challenged girl lives and
grows up with her kind family. A young woman has an affair with
the architect she loves in a hotel by Lake Akan; next morning
she is resolutely walking through the thick morning mist in East
Hokkaido (played by Kuga Yoshiko).

Isn't it high time we set these films free from the names of dis-
tinguished filmmakers, such as Kamei Fumio, Ise Chonosuke, Hani
Susumu, Tsuchimoto Noriaki, Matsukawa Yasuo, Teshigahara
Hiroshi, Haneda Sumiko, Ise Shinichi, Taniguchi Senkichi, and
Gosho Heinosuke? The images | gave in the preceding paragraph
are intentionally not in shooting order; they were all captured by
the cinematographer Segawa Junichi (this year marks the 30th
anniversary of his death; incidentally, | deliberately omitted the
titles of the films). While Segawa put nonfiction film at the heart
of his job, he also showed his talent in fiction film by setting
nature against humans. He extensively explored the realms that
could be captured by film.

The narrator Segawa was not also overshadowed by big
names. In the documentary Lupe: Cinematographer Segawa
Junichi’s Eye by Ise Shinichi, he criticizes the theory of the cam-
eraman as the director’s wife that ascribes filming to the film-
maker. In the film Segawa begins to recount in detail how he
went to the China front as an assistant cameraman to Fighting
Soldiers. The director Kamei Fumio urged the cinematographer
Miki Shigeru to film a trembling pinned-down Chinese boy, but
Miki refused as Kamei’s hands were inside the frame. Watching
them from the side, Segawa at first thought Miki was a coward.
Eventually, however, he realized that Miki's passivity or his
refusal to film the boy was nothing but his filming ethics. Since
then he had continued to tell this story to his successors.

Segawa here emerges as the human cinematographer who
is more than a technician, with the will not to film. His brilliant
filmography is never contradictory to the right not to film. In the
techniques, sensibilities, and ethics honed by Segawa over half a
century, we must be able to identify still unexplored aspects in
the history of Japanese cinema. (Translated by Yamamoto Kumiko)
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A Transformation Here and Now: In Their Traces
PR 2B | An Interview with Kobayashi Shigeru
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— In this film, three survivors of sexual assault speak about them-
selves in front of the camera. And from there, they started making
connections with each other; one of them, a photographer, takes
a picture of another; even you yourself appear on screen with the
others being filmed. It's not a film where the people making it are
just on one side of the camera pointing it at these women; rather, it's
a film that comes together through everyone building relationships
with each other.

In a sense, it was my actions that brought two of them
together, but they felt happy about the chance to meet other
survivors who had the same kind of understanding they did,
and that’s what it's about. One of them was a photographer,
but | didn’t ask her to take any pictures, she just did it instinc-
tively. When you look at the finished photos, they show a side
of everyone that'’s different from what the movie camera cap-
tures. My mentor, Yanagisawa Hisao, used to talk a lot about the
“give-and-take relationship” where filmmaker and subject inter-
act with each other, and | suppose that aspect comes through
powerfully in this film. They're all main characters in this film,
but | feel that for them too, it was a chance for new encounters
and the creation of worlds separate from the past, and that’s the
kind of film it turned out to be.

— You started off as a cinematographer, but this time Oda Kaori was
behind the camera. Did you ask her to do anything a certain way?

For this film, | decided not to run the camera myself. Usually,
when a cinematographer shoots a scene, he'll film the whole
scenario and then get insert shots, and it all gets put together
as one complete scene. So, he’s thinking about all of the editing.
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Determination to Meet People:
The Voices of the Silenced
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But | just told her, don’t think about that, because it's better to
shoot instinctively from your gut. Of course, Oda put her own
careful thought into her shots. For example, in the counseling
scene, she makes it work with just the two faces on the screen.
But how do you see Oda’s camerawork?

— Well, it makes you think, oh, she’s shooting from that angle. The
facial expressions on the three women, especially in the profile close-
ups, leave a strong impression.

Yeah, the close-ups are wonderful. But what | really thought

was terrific was the lecture scene towards the end. It's the scene
where the woman admits to being a victim of sexual assault
to herself for the first time. If it were me, | would’ve gotten in
closer and shot from below, looking up. But Oda shot it from a
relatively distant spot. Of course, she was deliberately avoiding
getting too close because she was considering the feelings of
the woman speaking. And maybe because Oda looked so loose
and unimposing, the woman talking got a sense of encourage-
ment from that. Later, it occurred to me that maybe it was that
subtle sense of distance that made her restrained, steady voice
stand out. Our sound recordist, Kawakami Takuya, is so depend-
able, I guess Oda knew he'd get a good recording.
— Il was there at the lecture scene, as well. It felt like everyone there,
including the audience, was part of making the shoot happen, and
that vibe came through directly in the film. It honestly felt like every-
one there was not just listening to her, but kind of filming her too.

| didn't expect her to open up about so many things as much
as she did. | was supposed to be her dialogue partner, but you
can see | barely said anything.

— Your presence was a bit intense, sitting there taking it all in without
saying more than you had to; it was intense but in a reassuring way.

You really can't ask silly questions at a time like that. She was
just beginning to speak from her own world, so you can't get in
the way. | watched it in amazement. Earlier, at a meeting with
me, she said, “I sincerely hope for the ‘me’ I'm becoming at this
very moment.” And it felt like that was exactly what | was wit-
nessing right there. To me, it's a scene of true courage.

(Translated by Thomas Kabara)

* Interview conducted by Komori Haruka (Filmmaker) in Nagaoka on
September 2, 2025, and compiled by Nakamura Daigo (SPUTNIK)

Co-directed by the filmmaker Park Soo-nam who has recorded
the testimonies of conscripted laborers and the Japanese Army’s
“comfort” women over fifty years and her daughter Park Maeui,
this 148-min documentary film is filled with reasons why today’s
Japan is thoroughly contaminated with both xenophobia and
historical falsifications.

The film’s production began with a project to digitalize a
vast amount of footage which Soo-nam shot but did not use
in her films in order to preserve it. Despite being in the process
of losing her eyesight due to an intractable disease, Soo-nam
is passionately determined to preserve history, and Maeui
encounters the thoughts of her mother’s interviewees.

Both meeting and succession were Soo-nam'’s starting point
as a filmmaker. She met Lee Jin-woo who was arrested as the
rapist-murderer of the Komatsugawa Incident in 1958 and was
sentenced to death (some claimed that he was falsely accused).
Born to a deaf mother and an alcoholic father, Lee Jin-woo
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was raised amid extreme poverty
and discrimination. He failed in an
employmentexamdueto ethnicdis-
crimination. At that time Soo-nam
was a journalist working for the
General Association of Korean
Residents in Japan (Chongryon).
Being the same second-generation
Korean Resident in Japan as Lee
Jin-woo, she repeatedly saw him
and exchanged letters with him.
But the Chongryon was indifferent.
The rumors of sextual assaults at
the Great Kanto Earthquake proved
how a rape could stir up hatred and
discrimination among the majority of people. Although she was
told to back off by management, Soo-nam refused to listen and
left the organization. Jin-woo who had lived as Kaneko Shizuo
began to learn Korean which he had no chance of using it after
he met Soo-nam.

Jin-woo's execution (1962) gave Soo-nam a chance to be
reborn. She continued to record testimonies probably because
she wanted to live for him. Eventually, she used a camera instead
of a pen as she thought film was much better for recording the
narratives, hesitancy, or silence of those who had been deprived
of learning by discrimination and poverty.

This film is based on such footage Soon-nam has shot. It
shows how mobilized laborers ended up as A-bomb survi-
vors, “equally” suffering from the war; how some people were
forced to work in the coal mines while others were mobilized to
Okinawa to be executed by the Japanese army as military spies.
These are all the stories of Koreans, and we also see in the film
a survivor of the oppressed March First Movement and victims
of the Japanese Army’s sexual slavery... Inserted in between
are today’s right-wing street campaigns, hate demonstrations
in front of the Kawasaki station, and the seascape of Yokosuka
which is now almost a military port. These are nothing but the
consequences of a failed atonement for historical crimes and
institutionalized discrimination.

“As victim memories endure, so does the accountability of
perpetrators,” “l will not let your deaths be in vain, | will continue
the fight with my children and grandchildren,” Soo-nam says so
repeatedly.

Woven into these images are the life experiences of the
mother and daughter as Korean Residents in Japan who stand
in front of a camera. The daughter is named after Crown Prince
Maui, the last Silla prince. The film starts with Soo-nam’s such rec-
ollections, brilliantly leading to Maeui’s self-identification (aban-
doning her legal alias) after she experienced discrimination at
school. The mother meets the daughter by giving birth to and
naming her and the daughter succeeds the mother’s thoughts.
While | should abstain from easy generalization about genera-
tions, the film is nevertheless successful with the generation gap
between the mother and the daughter. Born as a subject of the
imperial nation albeit the second generation, Soo-nam partook
of the memories of ethnic hardships through the experiences of
the first generation. Since then she has unwaveringly reclaimed
her identity. By contrast, the third-generation Maeui has mixed
feelings about her identity as she has gone through the conflict
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of being a Korean in Japan. Such self-explanatory differences
between mother and daughter give more depth to the film.
Thus, in the film, South Korean farmers welcome Soo-nam
by singing “Kimigayo” as she has come from Japan to interview
them. A Korean woman, who has never looked in the mirror or
has never worn makeup since she lost one eye when a-bombed,
begins to show an irresistible interest in the interlocuter’s cos-
metics as she talks to a fellow Korean woman in a coal-mining
town. Laborers mobilized from Korea were housed in the Kibachi
dorm in Nagasaki. Under the slogans on the wall of the ruins of
the dorm: “We shall be strong subjects through endurance” and
“Korean conscripts shall perform faithfully and diligently,” their
hometowns and the letters of booze, rice cake, meals, cigarettes
are written as if scratching. When Jin-woo was hanged to death
by Japan and his mother became a new mourner, the mother of
the girl Jin-woo murdered wanted to meet his mother and the
two mothers interacted. A surviving family member prostrates
himself (does keunjoel) towards Korea on the Battleship Island...
The mother and daughter’s collaboration ends with the
words of determination to meet people. Is it possible to trans-
form a chance meeting into a promise? The film asks how deter-

mined we spectators are. (Translated by Yamamoto Kumiko)

Intensity of the Ambiguous Face: Welded Together

PRI | 1zuno Chita

(RREIFFZE | Film Studies)

FiBEON-—HEHRKEORRE—HRELTLEVZ S HHVE, &
2T BWED, ZOBEOHENWHRIZRARAINE N EEDNIC
o TW3, (io%') LT: BB IIRDIBUVDERBEVSIDIFITY
B, A&, FHIN, H, R, EH, KL, HROLILWHDH,
%L'CH%BU,HHT%WEE\%;@L\E-,u@;o?’m@b\ Nz niEm
DENBERDEMIPICEZ RN OREE L, BEHRAEMEIER-T
BREIZIADY, RICED > TEERL WS, EHAYI-EZE) &<
47%;‘%&: DWTOHHWHHBHAEREZHE LN, BELER
EEBBICISTEN ZENTARIED R YA ILISBEE 12D, TNHVER
BRI URBBREN—FrODBRIEZDEDEFINRAIE
ATW3,

12 ZEDT—F v, DOHTRIPVERXKERFHIESTRE
PtafctE, mEELZDICHET 82RO h—FrOXIEIE
[FEAEEDRL, BAZIIRD TR EDZEB R DEAZ HDHIC
WIRT RN HDEDIZA>D, BERCPHICBRTELECBRR

A pale face is almost merging with a completely gray landscape
covered with snow. Greenish blue eyes are quietly resisting
being swallowed up by this colorless world. It's not terribly emo-
tional but not expressionless. Anxiety, anguish, sorrow, anger,
exhaustion, despair, resignation, or something like this occa-
sionally blends with expectation, hope, or determination while
each isimperceptible and is subtly changing its proportion from
moment to moment, resulting in ambiguous complexity spread
over the face and submerging inside it. While giving no infor-
mation about the characters’ circumstances, this film is never-
theless eloquent with clear intention and elaborate aesthetics.
Despite such cinematic eloquence, however, Katya’s reticence
rejects any hasty interpretation by the audience who are over-
whelmed by the power of her face.

When Katya meets her baby half-sister for the first time in her
mother’s apartment, she gazes at her mother busy looking after
her baby sister affectionately. In this scene she is almost expres-
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sionless. Is she jealous of her baby sister who has, unlike her, a
happy childhood with her mother? Is she happy with a peace-
ful reunion with her mother’—though we try to read Katya's
emotions which are verbalized as these questions, her quiet and
stern look shows none of these. When she is with her friends,
her kind colleagues of the welding factory, and a consultant of
a welfare facility, she is a bit relaxed, imperceptibly smiling or
even crying. Even then her solitary incomprehensibleness per-
sists, always rejecting cheap sympathy.

Katya cruelly resembles her mother and sister. But they are
more innocent and expressive than she. Not knowing what
is going on, her baby sister often laughs and is always happy.
Her mother laughs, cries, and asks Katya’s forgiveness, making
excuses about being a pathetic mother many times over. Her
baby sister’s face seems to embody the lost happy past which
she wishes to recover, while her mother’s face epitomizes the
hopeless future against which she is fighting. Struggling to weld
her family together with intense sparks in the gray world, Katya
gradually becomes expressive with a loving smile, as if affected
by her baby sister in bright clothes, whose innocent cheerful-
ness, adding warmth to the snowy landscape, seems to trans-
form her future with the mirror ball illuminating the living room:
as the song goes, “Everything will be alright.” However, another
face that resembles her stands in her way. The film documents
the mother’s efforts, even if useless, without a fail. Suspended
between the two faces, between the past which she has almost
recovered and an unsettling future, Katya's face hardens again.

The mother can't stop drinking and her lifestyle becomes
more chaotic even after they all live together. Katya gives up
a hope for a good relationship with her mother and begins to
accept losing her beloved sister instead of protecting her. This
process is expressed through subtle changes, perceptible from
a flow of piecemeal shots, in Katya’s face. Swallowing all sorts of
emotions and combining them into one, her unforgettable face
tells everything, while negating with her subtle expressions and
complicating what tends to become excessively dramatic. She
lives in the moment with this face of hers. When spring comes
with the blue sky in sharp contrast to green trees and yellow
flower fields, Katya's pale face is no longer lost to the landscape.

(Translated by Yamamoto Kumiko)



A D HL 2

—TBLHRO I

The Creaking Cycle of Reincarnation:
Forest of Bliss

W E | Hayakawa Yuma

(RRETFFZE | Film studies)

[REDFR] (1986) (FFDIRE TS, BHED LS 70EIAERNEL
2avhThES, ERLVIS LIEHMRA DD, RITHIBEIL
KNI D, BOWCE, EOENEIZ5, BOFEDANEN, K
ZREBOBEHNE, EROVI-KEINES, COMREIZIE, SE%
MR FL—>ard MR IITAHEETEEDLRL, ARD
HIEEAEMRITIIODFRTOAL, UBPRESIOZTS
IZE

MREZET 204, BRTIERMNB) ATIIL, BHE, #
BWTBERIZEHD, W-B- 1z VR[> vy R] D605 A%
B, (AU, BREZEBERBRONDEIIAING, BIIBAONS
H. RIFBRZE |, B/ BONBZTERIIERT S, IIITEAIR
TEiR, FEEREIRS R, HMEHSINHE, BioNBTE, TBERS 4.
ZIZESM, INOBERTI2ERIGEZROLIICREL, BREEF
DK%, BEOMNZNMETEDRBEIILZOEFIIRTIN, &
XEANT T DE., BEWEICITBDII2EFELEATNDLDELT
BERICHN T, ABBERO—ERIZTERL,

AN REZETNBDD, Z1MNULIZRSCFRETREINDLIIZ, 22
[EAHY P Z)NNDEBIZH B ROBEMRFLITHSEL L (HE
Forest of Bliss (37 DAI&, £ T4 —ETIET7r—5—F>—), 12
DPARDZBICRMEIFBELIINA L CRERT, B178. AFEEFD
AAMROREVIZADMAIELERTEN, Z2bZHREAIT50D
LW, RENAEXORFLRL, HBEEZROTHILO>EED
WB2A5D, ZOEBBRS (L, #INGR ALY RT WS AT
VIV LIZEDRBEBRT 206 LW, EBOO/N—b -
H=RF—FESWSTRIEAS, H—RF—ldZa—F=ZT7EDY
ZiExE->1- [BEA T B ] (Dead Birds, 1963) . TF AT DI\T—1&
W TR D) (Riversof Sand, 1974) 72 ¥, BIEEEMRE = FH
T TEIAYT, BEELOTHRERA TR ay MBHLI-EY
Making Forest of Bliss (Harvard UP, 2001) TEEE LI585, HRE
EEODTIIRC, B2EEIREOEAEE DU TIHOBEEDALE
FEEETD | DIZE (p.78), T2 AL, BRIZHHELEEFILOHTHE
HEEIEODE, BEBE QIR RAOEAIZEDL D, BDEIEZ

Forest of Bliss (1986) is a film of sounds. It begins with a shot of a
dog walking probably on the sandy beach. Shot, perhaps, with
a telephoto lens, the dog looks distant but we can hear its foot-
steps clearly. We hear birds singing, bells ringing. And we see a
boat sailing through the fog with the echoing sound of oars in
the water. There is an air of the underworld. This film has neither
narration to explain what is going on nor musical accompani-
ments with which to embellish the situation, let alone subtitles
to understand what people say. We only hear noises and envi-
ronmental sounds.

What drives the film is the rhythm created by circulating ele-
ments. At the beginning dogs feeding on each other facilitate
a quotation from The Ten Principal Upanishads by W. B. Yeats:
“Everything in this world is eater or eaten. The seed is food
and the fire is eater.” Life circulates through the eater and the
eaten—bodies floating in the river, dogs eating dead bodies,
and scattered feces; decorated flowers, cows eating flowers,
and kites flying in the sky. These circulating elements recur as
if to rhyme, shaping the hubbub of the place. Prayers a mysteri-
ous ascetic says are reduced to “just” sound, being lost to noise
as the same level of rumbling coughs and burps or the sound
of hitting the ground with their forehead. Humans too are only
one of these circulating elements.

What is happening here? According to the subtitle following
the title, this looks like Benares the holy city on the river Ganges
(“Forest of Bliss” used as the original title is its alias, i.e., Varanasi
in Hindi). But we are not told of the characters’ names or identity
(three people: a healer, an ascetic, and a leader of the untouch-
able in charge of cremation repeatedly appear, but it’s hard to
tell the difference). Even a religious ritual is not explained. Are
there any spectators who are annoyed because there is no
explanation? Such ambiguity may encourage Orientalist prej-
udice about mysteriously “crazy India.” What does the director
Robert Gardener make of this? He filmed ethnographical films,
including Dead Birds (1963) that features Dani people on New
Guinea and Rivers of Sand (1974) that depicts Hamar people in
Ethiopia. In Making Forest of Bliss (Harvard UP: 2001), a book that
explains all shots of this film in a conversation with the pro-
ducer, Gardener says this: “The audience would not simply wait
for the mysteries to be dispelled but would come up with their
own solutions, supply their own answers, so in that way they
would be doing their own anthropology” (p. 78). For example,
the sound of something creaking eventually aligns with the
screen image, so we understand that the boat creaks each time
the paddler paddles. The spectator is thus invited to gradually
perceive innumerable noises as related to the cremation of the
Hindus who want to be released from the cycle of reincarnation.

How are we to receive this film in the context of Direct
Cinema? Emerging in the 1950s when cameras became lighter
and synchronous recording developed, Direct Cinema uti-
lized complex editing while boasting of the vivid reproduction
of reality. Herein lies a paradox. Pay attention to how many
cameras are used or how a sound continues or is interrupted
between shots. “Direct” impressions result from ingenious
editing (Frederick Wiseman, for example, often inserts another
take while continuing a sound). Isn’t the sound design of this
film a bit like Wiseman’s, devoid of explanatory sounds? An
excessive deluge of noise shakes the spectator’s body. In this
sense, its intention to be “direct” is expressed in a completely
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A Journey with Robert Kramer
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different manner.

The film is filled with loud noises that might impress the
Bakuon Explosive Sound Film Festival: the sound of a dead don-
key’s head hitting the stairs hard; and the sound of plucking
flowers—these sounds are very prominent simply because they
are underscored through editing (op. cit., pp. 29; 51). We repeat-
edly hear the sound of falling wood, recorded in the nearby
forest. The hubbub of circulating elements—birds’ singing; the
sound of splitting bamboos; the sound of sweeping the floor;
and blowing smoke—overlaps with songs and the sound of
bells ringing throughout the town. No musical accompaniment
is here used to easily impress the audience. Rather, materialistic
noises are repeated to invite the spectator to a dry trip. Exces-
sive noises disturb the camera’s perfect distance and they may
resemble the reverberation of life in the creaking cycle of rein-

carnation. (Translated by Yamamoto Kumiko)

F#REDFR) Forest of Bliss
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FA/N—r%#RLT] Looking for Robert

I met Robertin 1979... lwent to IDHEC and graduated in 1968, so
you can imagine at that time it was pretty active politically. And |
myself was already political since 1961, | was very young but was
angry about the Algerian war. For 10 years | came up through
the camera department, but most importantly | was part of a
militant cinema collective called ‘Cinélutte,’ from 73 through
79. And those films we made about strikes, women'’s fights, the
struggles of the immigrants in France, 8 films in 6 years. | never
thought | would work as a producer, and never in documenta-
ries. Those were two words that in film school we thought there
was no future!

The political militantism films opened the way for documen-
taries, and | discovered ‘Newsreel.” At the end of the 70's Robert
Kramer was becoming quite famous in France, the critics praised
his works then he came and showed Milestones, released in
cinemas in France in 1976. In 79 a woman producer brought him
to France from Portugal, | met him through her and first worked
with him as director of photography for Guns, the first film he
made in France. We hooked up, we became friends, connected
politically and also | imagine because | was half American and |
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could speak English pretty well. But most importantly we con-
nected through cinema, we remained close until his death in 99.
| evolved from being his director of photography, then his pro-
ducer, also his assistant... so we made 12 to 14 films together, in
which | could work in any capacities!

| encouraged him to take the camera himself, he had done
some videos, but with 16 mm cameras... “the real professional
stuff” “the power of the technician,” he didn’t say it but it was
obvious that was in his head. But to me it was obvious that Route
One/USA must become his vision, so | told him | would do every-
thing technical around, and “you can just film in the way you
want to film.” The film revealed that he was more than a great
camera person:it’s really the particular way to look at the world,
his very personal vision, the time that he spent and his pres-
ence... It was fantastic! The experience had to be lived when
you shoot, meeting people.

He sees things, sometimes he misses, but in the way he orga-
nizes the editing, the whole thing becomes a sequence with the
development of time. He captured the present time, the present
moment, it is all about time. He doesn’t say it, he never wrote
about it that way, but each shot of his has the quality of... this is
for real. This is really happening for this person and to others.

When we made his last film in the north of France, | felt he
was finishing with Europe. He was obviously, as | was, lost polit-
ically. There is a clear path you can see from the Marxist revolu-
tionary in the foundational text of Newsreel to the end of Cities
of the Plane. Ben in the film is a double of Robert, just like Paul
Mclsaac in Ice then in Doc’s Kingdom and Route One he made a
whole political trip with. Ben was a real blind guy Robert met in
Roubais, obviously in the film he was Robert, in no way a very
powerful hero but somebody in the world, how he looked at the
world, how he envisions the future, and he is blind... “lamin the
fog, | cannot see, and | am lost.”

* Interview conducted online and compiled by Fujiwara Toshi (Film-
maker) on September 14, 2025
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Editorial
Even if it's simply called direct cinema, a closer look reveals varied
themes and divergent methodologies, suggesting something any-
thing but straightforward. The question of what “direct” means
exactly is bound to come up. The same could be said for the broader
category called “documentary.” | feel this film festival has consistently
demonstrated this complexity. But since lumping them together
with labels like “diversity” won’t do, it is my hope that, within these
pages, we can approach what is tangible and material in each of these
films as closely as possible, or, rather, meticulously trace the path and
depth of their endeavor. And it was in this spirit that we assembled
the current issue of SPUTNIK. As always, reaching the seventh issue of
this magazine would not have been possible without the support of
our contributing writers, translators, and sponsors. We would like to
take this opportunity to extend our sincerest gratitude to them all.
(Nakamura Daigo, translated by Thomas Kabara)
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