DIALOGUE

(2017)
by Yuka Sato
Language: Japanese with English subtitles
Running Time: 17 mins

Extreme Private Eros: Love Song 1974

(1974)
by Kazuo Hara
Language: Japanese with English subtitles
Running Time: 98 mins

Extract from ‘The Postwar Documentary Trace: Groping in the Dark,” Positions 10.1 (Spring 2002): 39-78
by Markus Nornes

Hara burst onto the documentary scene in 1974 with Extreme Private Eros: Love Song 1974.The film lays
the filmmaker’s personal relationships out for the world to see. Having left his rather abusive wife (Takeda
Miyuki) and taken up with a new woman (Kobayashi Sachiko, his present wife and producer), Hara decides
to make a film to, as he explains in the opening voice-over, come to terms with his ex. With Kobayashi
recording the sound, they follow his former wife around the country. Hara bares all: he includes the verbal
abuse he takes from Takeda (some of it well deserved), he runs his camera while making love with her, and
he films her giving birth on the kitchen floor.

[...]

Thus the early to mid-1970s seem to constitute a break, with new filmmakers rejecting the dominant
conception of documentary practice in which films were produced within organizations of people, whether
collectives, companies, political parties, or the military.

[...]

Moreover, both Hara and [Shioyasu Suzuki have continued to place their work within the discourse of
shutaisei [subjectivity] [...] For example, in an interview with Laura Marks at the Flaherty Seminar, Hara
described his approach in familiar terms that are difficult to gauge without contextualization in the
Japanese postwar discourse on nonfiction filmmaking: ‘As a filmmaker | try to understand what | want to
do, not so much by confronting my object, but by trying to become “empty inside myself “ and letting my
object enter me. The object becomes my opponent and | become the receiver of the opponent’s action
and development.’ Readers unfamiliar with the previous discourses on subjectivity in documentary will key
in on words like confronting and opponent (or possibly make comparisons to a Zen-like ‘emptying of the
self’). However, Hara is actually staking out territory in relation to and within the theoretical heritage that
has been handed down to him. This complex relationship to the past is also what sets Hara and Suzuki
apart from the general turn to the individual that they helped create. If we use the shutai/taisho
[subject/object] pair to sketch the shape positions of this shift, we could say that if the previous generation
of documentarists strove to ‘go with’ or ‘sympathize with’ the taisho, the new generation of
documentarists folded the taishé into the shutai. This is to say, the shutai became the taishé. The subject



matter now centers on the self or the family and often with very personal concerns and obsessions. More
often than not the private film lacks any significant engagement with others outside the family and reveals
a reticence to set out into the public world like the previous generation. Many of these young filmmakers,
particularly those emerging in the 1990s, were students of Hara and Suzuki. Thus while the two are often
seen as epitomizing the private film, it is far better to see them as transitional figures with feet in both
camps.

(re)Learning to talk with DIALOGUE - by George Crosthwait

Yuka Sato’s DIALOGUE presents a cinematic record of the director’s emergence from a period of hikikomori
(extreme social withdrawal) into hypermodern Tokyo. DIALOGUE does not register the shock we might
expect from such an experience. Instead, the film is a poetic meditation on the city’s existence after dark.
The opening shot shows reflected moonlight rippling on water during a lantern festival—a fitting
introduction to Sato’s nocturnal world of lights and mirrors. Perhaps DIALOGUE is not really a film about
re-entry into society, but rather an attempt to communicate the sense of separation felt by the hikikomori.
Sato presents Tokyo and its inhabitants as distant and abstract. Extreme long-shots and high angles show
diminished figures and angular buildings—all beautifully lit by their own neon fixtures. Closer shots of
passers-by are obscured by screens, glass or mirrors. Several shots taken from a moving train focus on
illuminated apartments in far-off high-rise buildings; each one its own dwelling and thus each a potential
hikikomori hermitage.

‘Time is moving fast’ declares Sato’s narrator as POV footage taken from the train is played at various
speeds. Yet even fast motion is soothed by the quiet of the film, and an unmoving purple sunset in the
horizon. In one striking shot, a train passes on a bridge over water, its reflection passing underwater,
beneath the bridge. Here are two Tokyos: the everyday, correct, version and the noumenal upside down
city of the hikikomori. Scenes of shoppers make it apparent that Sato shot this film at Christmas. The lights
of the malls and the vast adverts for perfume, clothes and jewellery adding a veneer of estrangement from
society. Again, these do not overwhelm us, but they do contribute to the attitude of melancholic curiosity
that pervades the film. At one point a therein adds an eerie sci-fi edge to the abstract neon canvas. When
Sato does fix her camera on human subjects they are usually young women—a mirror of herself perhaps.

Eventually, Sato brings us through the night into daylight—the spell dissipates. Like Luis Vélez de Guevara’s
crippled devil, DIALOGUE reveals a hidden side to a city over the span of one night. Unlike Vélez de
Guevara, Sato is not looking to expose any particular hypocrisy in society, but instead wants to make us
look again by defamiliarising that which we view as mundane or routine. The city of DIALOGUE is strange
but beautiful; disquieting but fantastical; futuristic but impenetrable.



R
FALF7RA—
(2017)
B (R B
EE BARE. RETE
LBREERE: 17 &3

BAWIOX - ZT 191y
(1974)
R JR—18
EEZ.BARE. BEFTE
- BRIRERE: 98 43

B NF=z X2 —DF08R - 10 2, F1 5 (2002 4£5) :39-78 H
IV I R e )J—RA

JR—581% 1974 O [fEEA)T 7 X - Z1974) CTHEBZEDTZ RF 2 A XV —DORS TH
Lo RO LWE (REEHRL) NEY, HFLOWETHY O 0T 2 —F—Th H D/ HER
L BRIAED DO NESCH R BUIMREN IR B EZ 5 X T0Wd, AN FHTHEITND
D, TENOIEN D Y Z OMEERZRE LI E W), IMAEFEIEEHEYS L, A TrE

REAZ AAETES, RENSZTASEDRS (—HILE b2 1 btz ik
DYEETE D & B ED BT CHIET BEET-E T A FITID T,
i

WRRFa2 A ZY =) ERESCEIGHIIE, HDWVITEEWV SO TIESNLD L OR
ZHa BTz, Lol 1970 PO EXICHN R YWEE - BiIxF e B L &89,

R A2 ) —BEd—RR L7200 X 91 RAT,

[HIE]

J5 & ShAERREE I T TRV oflaE b o TIEEAHED 5, [TIE] g ARCBITS v
T4 s BB SHEORTERT 5O LR, 7T — & I STl Tbh
H—7 « v—JALDA L HZE2—THRITZIHIEZ TS, TBmE/EEE LT, EFTIEADD
RV 2N Z L ZBfEICET S, £ LT, #ERIZHD> T OTIERLS, BB EZESX
2%, FI9THIUE. WEIERDOHFRBOT EFITA S TL b, HEEINFE S TH SIS O TH)
DZAFHE LTV, | RF o A Z U —OERMEIZHIGE L DD I WGEHE OB S AUiX, FH5T
T2 < HNEBfR A A A—T Liedd LivZeny, siviE 122 51F ) E W TR O R 2488 L7
H L, Lol Rz TMan - imiu it oo TR OB ZHOH T oz, wE
EDZ DB DT N H DD XN, AT A BV R D DBk &1L 7 HIER A R
D, FHERXGE N ) FUE TR A L5 L, HWIRO RF o A v & U —RUES T AL
& M) & T3 &2 i RoBWER T ZA KR E RO X ETCRIATHES 2D, OF
0. FHEBHZZ 0D, TDHEEFAZACRCEBROTOICEL 720, MARNRELTHS72Y
HETHDLZ ENZ, 1o T, %< OHERIEMREIZFHEIN EOONVITRT, LT L <
RONTZAMER & O R BT L 72> TV D L DI D, 1990 FFRICHLAL A OB E B EE 12T
JFRARDHAZ T NE, T O E % B EFIEMmE oA L B9 X 0id, #x 28 % M
BEEN G & AF =BV e B EE = B ZTZIZ O M LA VWL 249,



[574 T r—2" ZEESEDOD(F)FEE
Va—YuAyxA h

EEEED (57 72— 1%, BEOFE ZH VRN O AL NR—F X R HFICHRITH LT
Kl TodH 5, LTV, TOLOEEEZHIWZ SO T2V, BRENTH S oo
B REFNZODSTEMTH Y . BEHORIRD THOXNEFTD/KImIZH UH S5 k5
1%, RO EEOMRA~DBAL L2 5T WD, ZOMEML. HESBEER~OEEFTH 722
W, LA, BIEZ LR TSN OoE R L LY LTWD, LENRS THREWN
FERE I ER A& I TELS MR b0 L LTI TS, ARG L., 24 TELL
O SNZEMbEME- TS L HIC, B Tl 7 yay honA 77 iay b
PREO, £l u—XT7 o7 EINTBITNTIAZ Y=o T A, BECRLIZARCVBLE SN
%, ELEENTZEBELOEN - ZRFNANMEETH Y, 5l& 28 0 OBERRBERE 2EN N T
WHBEBBNDE AR L TWD,

Tl gy NTRONZEHELLORANEHELE X THAESN, L —% =2 FFOf%iE o5&
EETF D, BMEEERZEINTYH, 2EHIT SOHTERE U X VTR R8O KBS OE S
%o BEMNO EEZBBT D —2NH DM, TOBEENKIZH LH S KPE L2 88 5,

ETCHHISZMR Y — 0 ThD, ZOERTIIHRED “OOENR 25, BHEOEHLEIEZH MR
RAMSEDOHE, HTHEVYT L —rnbid, N7 VAR —XNIRE LT LN D
MINZ D, FEENSDBINEE 5 DRXIETRVEES DO L IR a vy B 7E—LDA NI R—
TaryRENK, Hk, T8V —OERIEE, ZABICER SN EITLRWR, ZOELE
WA D TR 7 TRENI R LTV D K9IBS, iR 3 4 U RICRAE R SF %
NRNDHHE G H DN, MEVERIEERE L CHRARD L0 LR, EESHEARICA
MaBRSlE, HEWEEThrZEnZW, BELLBFZOLOEZRHBZEI L LTWDHIONL L
N, FRTONWERBHMARERO LI /£ 77— 13K E VIR ohTERER
TTHDEHNES L LTWELIITE S, 7, IR TDEIITHEDREDEBELNL L L
5 & LTI T, BRI, Y SNTEHETLEEWI RO EF T OIS Z & T, fA7z
HIiIZHh ) —ERI-WERDLETL 5, X7 72— OFIIFWTENRELY, REZEREESLT
HNEIBET, SFITH D N BIEETH D,

’ Film Hub ] ||| Bt g 4 %
I ‘ ‘ fam SIS THE
JAPANFOUNDMON%% wai  London - Il \LON[R % Bow W, & “m "

oooooooooo SOCIETY

Fl

oy . )
Japan-UK =2 I IF
@ Seasgl;\lg_fz%uliure me“llm KIRIN HIBAN

scHooL TENCU SAKE %



