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Introduction

Arts Council Tokyo Program Officer

Nikian Kawamitsu

KINO Meeting (hereinafter KINO) launched in 2022 as one of the projects of Tokyo
Artpoint Project under the theme “multiculturalism, coexistence, and communica-
tion.” The project holds filmmaking workshops for those who have diverse back-
grounds including foreign residents, overseas students, those who have overseas
experience and such who live in Tokyo. The project goal is to discover new forms
of film expressions and communication, collaborative relationships that arise

during the filmmaking process, as well as to establish and present this method.

KINO’s filmmaking begins from each workshop participant’s narrative of their
own “backgrounds.” Episodes told at the workshop site include questions of
Japanese culture or what participants like, or sensitive topics about their origi-
nal country’s history, religion, or family situation. Based upon these narratives,
participants confront their own and other’s backgrounds, and share each other’s

perspectives to create a film work.

During my first year working for KINO, | felt that this project initiative was a high
hurdle for the workshop participants. The participants, who have only recently
met each other, reveal themselves while using words that are not their native lan-
guages, and create film works in just a few days. This process can be an oppor-
tunity to deeply know about oneself, but at the same time it can be scary. If it

were me, before | could speak anything, | would be worried if my background or
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nurtured values were worth enough to become a “work of creation,” or become
afraid whether | could convey my opinions well or fret it may be rejected. However,
when | saw the completed works during the screening session, | remember being
strongly intrigued by the vividness of the “narrative” reflected in the film through
images above all. After the screening, | realized that the very thing | was afraid of
was the factor which made the strength of the images that KINO creates. After-
wards, when | looked back at the production site and the participants, | was struck

by the words from them:

“That day | felt difficulty rather than interest. First of all, | was a bit
nervous about using Japanese. Everything was unfamiliar and | didn’t
know what would make a good scene, so | was afraid to take on chal-
lenges and put in the effort. However, one participant helped me a
lot, and | was glad that the work turned out good somehow. Through
this project, we were able to get to know each other better and feel
more at ease. And | felt like there was no right or wrong, so | was able
to relax and participate.”

—— Workshop participant’s words

It’s been two years since KINO launched as a project, and | feel that this program,
which aims to create well-made works, still has high hurdles. However, now | feel
that the reasons why relationships fostered at KINO are honest and the produced
works are appealing, is because the staff who create this opportunity and the
participants who work on the filmmaking process take courage and never give up

on dialogue through trial and error.

This book summarizes KINQ's activities in 2023, which keeps exploring the possi-
bility of new forms of communication and opportunities for creating relationships
through filmmaking. In the first half, we will introduce the outline and methods of
workshops newly developed and put into practice based on previous initiatives.

The second half begins with reflections of the process by workshop staff, dialogue

11
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with workshop participants, and interviews with a researcher and a creator working

on themes related to the framework of “(also) having overseas background.”

Through this book, you will witness KINO's efforts in the second year and the
prospects for full-scale filmmaking that are ahead of it. We hope the book will
give readers a chance to recapture the shape of hurdles and communication in

relationships with others.

The film works by the participants and behind-the-scenes video produced by the
staff team is available on KINO website, so feel free to take a look. Behind each
scene or line spoken in various languages in the completed film work, you can
catch a glimpse of the process of the participants and staff that could not be cap-

tured in the film or even this book.

13
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An overview of KINO Meeting’s activities and explanation of the process up to
the present.
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“KINO Meeting” is an art project that holds workshops on filmmaking with
“people who (also) have backgrounds overseas.” Participants of the workshop
team with people who have different backgrounds from themselves, record each
other’s interviews, walk around the city, and document through photography and
video—to confront their own backgrounds in various ways. Through their effort in
cooperation and the process of exchanging perspectives, they create short films.
The goal is to discover new visual expressions, new forms of communication,
and new ways of cooperating in the process of filmmaking, and to establish and

disseminate such methods.
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Staff

Responsible for the overall management of the project. Although the workshop participants
are the main actors in the process of flmmaking, the staff members design workshops that
draw out their individuality and conduct prior research to provide this experience.

Participants

Participants of workshops organized by KINO Meeting. Participants are recruited for
each workshop on the condition that they are “people who (also) have background
overseas,” and are selected after interviews with the KINO Meeting staff. People of various
backgrounds gather together.

Workshop Crew

The workshop crew is responsible for supporting the progress of the workshop and
documenting the participants’ activities at the production site. The workshop crew consists
of people who have been involved in past projects Cross Way Tokyo and MFM [p.22] or in
KINO Meeting workshops as participants themselves.

Collaborators

People who will cooperate in organizing the workshop. In addition to field research
and support in cooperation with related organizations, they may also be involved in the
workshops themselves.

Audience
People watching the film at screening events and on the website. In some cases, they
become workshop participants after this experience.

Works

The films created in the workshops are treated as artworks and will be made publicly
available on the website. KINO Meeting hopes that the perspectives born from the
collaboration of people with various backgrounds will emerge and be discovered as new
visual expressions. The goal is to open up a forum for discussion with viewers and experts
by holding occasional screenings of the films.

Collective

A gathering of people who have built relationships with the project through experience
as participants and workshop crew through multiple workshops. While maintaining the
network, they commit to workshops and filmmaking by gathering and distributing each
project. It is also a place where organic relationships and communication are born
through the collaboration of people with diverse backgrounds.

21
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Continuous relationship building Filmmaking by the
through workshops collective

The predecessor of KINO Meeting was two projects, “Cross Way Tokyo” and
“Multicultural Film Making (MFM),” both implemented together with Arts Council
Tokyo. At Cross Way Tokyo, we re-examined the hurdles we face when interacting
with people who have backgrounds different from our own, and found potential
in the attitude of “co-creating.” As an experiment, the following year’s MFM used
the framework of filmmaking to explore ways to collaborate with people of various
backgrounds. KINO Meeting is an extension as well as an fruit of evolvement and
trial of these projects — held in various places and with various people, while
taking more time to put into practice. Starting its activities in April 2022, KINO
Meeting held filmmaking workshops (#1 and 2) at two locations in Tokyo during
the first year. Taking the venue city as a “field,” we searched for programs and
new methods that were linked to them. Second year activities included work-
shops held at two locations in Tokyo (#3 and 4) along with “Step Up Workshop,”
a program aimed for people who have been involved in past projects (including
Cross Way Tokyo and MFM) to continuously build positive relationships. The
“collective” that has been born through this process is now advancing toward

filmmaking, which will be the main focus of our third year activities.
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This section introduces the methods used in the workshops this year. Each method
was designed to allow people with diverse backgrounds to exercise their own initiative
and collaborate with each other.
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KINO Meeting apprehends the programs implemented in workshops as a “method”
that encourages collaboration among participants while creating a place where
each person can independently create. Various methods have been developed
from the accumulation of practice from MFM, sometimes evolving and being
implemented under different names and forms. In this chapter, we will introduce

methods 01, 04-06 implemented this year.

26

See method 02 and 03 implemented in 2022-23
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Method 03 Moving Movie
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Method 02 Triangle Interview
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Create three 2-minute video works by combining audio and photographs
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Participants will take a small trip to find their own background in the city. As
they walk through the city and encounter landscapes that link to their own back-
ground, they will tell episodes that the place and/or moment reminded them of.
Then, in groups of three, each person will record their own trip, rotating between

the following three roles:

- Seeker: Tell episodes about their own backgrounds found in the city
- Recorder: Recording the episodes as told by the Seeker

- Photographer: Take ten photos of the Seeker on their trip with an instant camera

At the end of the trip, the participants will create video works by combining the
recorded audio and photographs. The participants will decide the order of the photos
taken and select the parts of the recorded audio to be used. The participants keep in
mind that they are not creating a work of their own just by themselves, but rather three
works all made by three people, while sharing their opinions among the group. Once
the order of the photos and audio portions have been decided, the management staff

will edit the video accordingly to complete a video work of two minutes each.
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Recording episodes Photogpraphs taken with an instant camera
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“Cinema Portrait” was first developed in the Multicultural Film Making (MFM)
workshop, and continues to be conducted, with improvements, in KINO Meeting.
This program tends to be conducted at the beginning of the workshop, where
participants work in groups with others from different backgrounds whom they
have just met. However, the process of walking through the city, telling their
own personal episodes, exchanging roles, and listening to others’ stories goes
beyond the act of creating an artwork, and leads to the building of relationships
among the participants.

The episodes told by the participants vary from their own personal history, rela-
tionships with the people that are important to them, their own future, and even
trivial things that they suddenly were reminded of. The narratives themselves are
sometimes spoken in accented Japanese, and then may occasionally switch to
English, Chinese, or other languages in which they are proficient. The fluctua-
tions and swings reveal that their backgrounds do not lead to a single point, but
are a mixture of multiple elements, depending on the routes they have taken.

In the completed video works, such narratives about places and times they’ve
spent outside of where they are now overlap with the landscape of Tokyo photo-
graphed that day. The divergence created between them creates multiple geo-
graphical and temporal layers, and when viewed, the viewer experiences a

peculiar visual experience of moving back and forth between them.

PEXIR—PLA NOIERERD

Watch works of Cinema Portrait
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Edit all footage into a 10-minute film
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Participants will recapture their daily lives from three perspectives—“Mine,” “Yours,”

and “Others”—and create a short video piece based on the group work process.

Session 1: Documenting Perspective of Mine (Monologue / Shooting one’s daily life)

Session 2: Documenting Perspective of Yours (Dialogue / Shooting group partner’s
daily life)

Session 3: Documenting Perspective of Others (Trilogue / Shooting the situation

of group discussion)

At session 3, participants share and discuss the video footage taken in sessions
1 and 2 within the group, and film their situation. As they gather in a circle, they
recite “Other’s Diary,” a verbalization based on video footage of group partner’s
daily life in session 2, question themselves with the “Final Question”, Where Do
We Come From? What Are We? Where Are We Going?, and share what they have
discovered through each other’s observation of daily lives and video shooting
process. Each group eventually creates a 10-minute film combining all footage

from sessions 1 to 3.
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PEZAM—U—MHEMA. [REOCERE] ELTHRIFLPTIOND [EL4IEEZ LSRRI
D K23 AED 2B EATLOR] EVIHEVE ZhEhOREEZ. BHD
“GD—=U B ERFTRDPSROODETEERT, €I LABREEETEETNS [
72U & [t | O345E (logue) (. ZDR W ENERDHZBEETH S [F#H ]I
BEORRICECHEES ZIERHRE 3,

N

BEHHERFTEI -T2 HFEPERP L BN OREMEE
Meeting to discuss shooting plan Editing of video footage shot by each
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“KINO-Logue” is one of the “Step Up Workshops” for participants who have
experienced the “Cinema Portrait” workshop. While Cinema Portrait is a method
to let participants take photos and record audio in a designated area, KINO-
Logue takes place in each participant’s living area. For the participants, their
subject is something simply familiar—the route to their workplace or school, the
local supermarket, or the nearest train station. The participant first captures their
living area by themselves, then have a group partner unfamiliar with the area do
so. In this way, one’s daily life scenes are captured from another’s perspective,
vice versa.

The resulting footage shows an overwhelming difference of how each captures
their daily lives. Overall images are no more than a series of mundane day-to-day
scenes without any dramatic developments. However, the scenery reflects the
accumulation of choices that each person has made up until now, and makes us
aware of the background context that led to that person leading their present life.
This way of thinking even lets our own daily life seem fresh.

In the final discussion, participants will share their insights from the differences
in their daily lives through words. “Other’s Diary,” a verbalization based on video
of participant’s daily life, adds a modest narrative to the fragmentary footage,
and the “Final Question,” Where Do We Come From? What Are We? Where Are
We Going?, encourages participants to reconsider their daily lives while drawing
back to their own “roots.” The dialogue between “me” and “you” that emerges
through this process gives “others,” who perceive the interaction between the

two, a glimpse of complexity hidden in quotidian scenery.

KINOO—J ez 8
Watch KINO-Logue video works
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Method 05

CINEMA ETUDE :ivzsa-r

IEV—-FOHEF . >
Share episodes I' \

1

! [BloIEY-FK
\ Episodes of B
\

— 277 Scenario N
HE
w7 Actor é
Script

| EEEZRDD

Decide actors

— IEV—FzxH3

Select episodes

— IEV-—FIC

EEEMZT
XvIU8—%

2K UBHFB

Create a protagonist
by arranging

the episode

{— e
Shooting
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@PFUFEDC(B X IV 2—ICEDET. IOV MPEVTLEZRD B,

In groups of three, participants create a short fictional work, approximately five
minutes long, based on their own experiences. This year, the theme “reunion” and
the setting “two people reunite after several years / conversation before screening
at a movie theater” was commonly set for multiple groups to produce their works
which was aimed to eventualize into a single omnibus film. To keep both filming
and editing process simple, two rules (keep camera fixed / take the film by a single
cut) was implemented so as to keep program focus on “creating the scenario” and

“acting out.” The following steps were taken to achieve this.

1. Share experiences within the group members: Participants shared and dis-
cussed each other’s experiences based on the given theme, and selected an
episode that would become a core of the work.

2. Create the protagonist: The actor was selected among the group to act as the
protagonist of the work, whose character was created based on the assigned
setting and episode adaptation.

3. Create the scenario: Create the plot and scenario based on the protagonist.
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BEERNT -3 vT Fv 08— F)FHHE
Improvisational acting workshop Creating protagonists and scenarios
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Like KINO-Logue, Cinema Etude is a “Step Up Workshop” for participants who
have experienced the Cinema Portrait workshop, and the first fiction-based
program held by KINO Meeting. When dealing with fiction in workshops with
multiple participants, one of the difficulties we face is when we decide who
should write the scenario and how. When following an orthodox theory, a specific
person may write the scenario and cast the actors accordingly, but this does not
match the collaborative attitude that KINO Meeting always strives for. Therefore,
in Cinema Etude, we adopted the policy of having performers work together to
create their original scenarios by acting first, then create the scenario.

When three members of a group act out an actual event that happened in one
person’s past, it becomes a fiction. Surely it may be difficult for the three to
completely recreate what happened in reality. There may be many differences
between the protagonist and the actor, including their backgrounds, languages,
personalities, and ages. Therefore, the three made necessary changes and
“adjustments” to recreate the episode in their own way. An original scenario was
created by repeating this process.

Moreover, the process provides the actor with the experience of “acting out
others through themselves.” The actors may think about the experiences behind
the protagonist’s words and actions, or reconsider their own selves by thinking
about what points they need to arrange to be able to perform better. Even when
the original figure of the protagonist is acting their own self, it is a process of con-
firming the change from their past to the present. Although it is not fully obvious
in the completed work, an interaction transcending time and place occurs by

adjusting oneself to others or others to oneself.

JERYIFa-FNOEREED
Watch Cinema Etude works
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7= 2ayFERITLTRBEATZH50E207O07 17 b TH D, AADIL—
VICEBR U ABEEEICRYBE 77> a3y TR =Y EWSBEICEITS
BIRDOSHER. AT LA ELTHETIL—LICHTIEE S5 BVMEAEO—SICHN T
Lo ZHOULAYTRESHEVWIEY —NiE, RROBHENOEICERL TEATX
V] ELTHNS, COTAY IV MTIR.ZTOEI B3 ESE B[ XXV | 2EE
ICTBZEERAHETEUG (ARN—Z - Ib—AL)"ELTFTVFEEESE B,
ZDZTVFEF [+ (LwdID)] EFEDZN-VF T 1ICE>TEITEh D, +=
ICOWTEZEDTINE—X—LEKINOI =T 12 TDT—92a v TEMETHS.
EWVWSIERUSMEEAS BT TWEW, “BHIC (B) W—VEEODNBDESD
EBRETEZHF, W—YRHBEICODVWTEEERNTHEENICIEHBEIhAEWL, £/,
FHIIERSTZ N (ARICT7NEI—2—L%ER) 2BERICE->THY +2
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The podcast series (SPACE/ROOM): verbalizing the “gaps” is a simultaneous
project aside from the filmmaking workshop. During the filmmaking workshop
which focused on individual origins or “roots,” the various interpretations of the
term and biographies that could not be framed into stereotypes came up as topics.
These kinds of “out-of-frame” episodes arose as overlooked “gaps” between con-
ventional perceptions. Thus, the podcast series (SPACE/ROOM) launched as a
place to share the attempt to verbalize these miscellaneous “gaps.”

The series is hosted by a personality that goes by the name of “Twelve (Jyuu-
ni).” Listeners are only informed of Twelve that it is their avatar name, and they
are one of the participants from KINO Meeting. It is likely to assume they are a
“person who (also) has backgrounds overseas,” although their roots or origin is
not directly explained in the series. Each episode invites a guest (who also uses
their avatar name), and the conversation develops between the two based on the

theme suggested by Twelve.
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EP.1 25+ [BANI & %55 (202348A 138)

EP.2 FAP R HZFEL H> - F-BF (2023108 318)

EP.3 #RDAABEMEICAME LTWE LA ? (202351258 13R)

EP4 BHEWVWOIBESH» HRTNIE. EQOLS ICHCHBNEZLETH ? (20245189H)
EP5 HLEMBICEZ DL OMAEFELA2WVWTTH ? (2024%2R178)

EP.6 RN SHEH Y VWL I EIEBRATY H? (2024535 248)
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Twelve explains their intention on suggesting the use of avatar names as “means
to talk about more.” Furthermore, it relates to the fact that “people who (also)
have backgrounds overseas” tend to be judged as “different people” based on
superficial information such as their appearance or names even before communi-
cation took place, and are asked to “explain” about it. In fact, in response to such
requests, they sometimes give stereotypical explanations to avoid unnecessary
interactions. In the podcast series, which starts each episode with a dialogue
about the given theme, avatar names are used as a way to go beyond the “short-
term judgment” and “demand for explanation.” Even if information about the
origins of the guest and host is not mentioned—or rather, because it is not men-
tioned at all—the dialogue content becomes extremely “personal” which becomes
a cause to gently create the “gap.”

(SPACE/ROOM): verbalizing the "gaps" is also an attempt to reconsider what
KINO Meeting has repeatedly done through its filmmaking workshops. The action
of “talking,” “listening,” and to “create together” is programmed as workshop
rules and procedures. On the other hand, the podcast series lets us reconsider
the essential meaning and impact of each action. The discoveries and awareness
gained here will serve as feedback for the workshop program and the filmmaking

production site.

EP.1 Conversation# talking about ourselves (13th Aug. 2023)

EP.2 When | was at my most beautiful (31st Oct. 2023)

EP.3 What were your school recess activities? (13th Dec. 2023)

EP.4 How would you introduce yourself without concept of attributes? (9th Jan. 2024)
EP.5 What would you talk about if you could meet your ancestors? (7th Feb. 2024)

EP.6 What recipes do you want to learn from your family? (24th Mar. 2024)

[(ANR—=Z + Jb—L) ZXTEEEICLTA#550F | 2FE<
Listen to (SPACE/ROOM): verbalizing the “gaps”

*HAEZHENDH Japanese only
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In 2023, in addition to workshops #3 and 4 centered on Cinema Portrait, which have been
ongoing since the previous year, KINO Meeting held a new Step Up Workshop for those
who have participated in past workshops. In this chapter, we look back at each program.
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<z o7/

IR

KINO Meeting #3
« Kita-ku

b Dates: 19th to 21st May 2023
Venue Hoku Topia (Kita Clty) e £ ‘\
Thirteen partlolpants / Thre&erew Jﬁb@ﬁ/ Five staff members

SDAY1 19th May (Fri) *Onling

19:00 Introductlon to the program, self-introductions, assignment orientation:

One photo from your “way back home”

20:00 Group Discussion

.\V

1: What do you like about the town/city you live in? What do you not like?

7y o 2: What does “roots” mean for you?

DAY?2 20th May (Sat)

10:00 Cinema Portrait <shooting, recording>|

W15:00 Re-group at Hoku Topla Cinema Portrait <ed|t|ng> Creatlng |nstruct|ons
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DAY3 5H21H (H)

YRYE—bMLA b GRE) BRELLT
LR =T AN DRIYR—=-bLA b
[Za—b—F3—-VYT7—]"

*KINOS =7 1 > Y DRIHTOY 7 K
[Multicultural Film Making JV—"Y »* 2% 2 i LBREZ D<K % | (MFM)

* This film was created during the predecessor event to KINO Meeting,
“Multicultural Film Making (MFM)
-Creating a film together with people from different backgrounds”.
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(&0 ] [P—923y790—]
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FH EfhiES SIRE
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* %

s 7k [EBE R —24X> b R
U7

Fay vai R R ER

BEMX S BAAFET NS

N> h

I A= >

Yz d1FETL

ZFERZX

*JL—2x

LR—b:T7—92ayv7
Report: Workshop

lfﬂ""‘iﬂg! LR— bk EBRR—Z A~

Report: Screening

52

[Participants]

[Workshop Crew]

YI Yuelei Wu
Youssef Inoue Minhwa Kim
Sherry Wu Chenyu Zhao
Shihui Weng
Tsim Ho Tat

[Screening Guest]
Cecilia Li

Shirley Zhang
Kota Tsuruwaka
BIAN KA

Owen Law

LIU Yumeng

LI MINGDI

Grace Lin

B+ A (%27

Works + Behind the scenes

Keijiro Suga

Poet/Professor, School of Science.and Technology, Meiji University
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DAY1

21:00 &7

DAY2 10B28H (t)
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LA b RE) FERETE g

e S =
A

b

) | i || ¢ ‘;{\
ve participants / Fivéigiew mempérrs / Four staff members
i 3 P 1
r
As
- |
: 2% i
2 5

DAY1 27th October (Fri) *oniine

Introduction to the program, self-introductions, assignment orientation:

One photo from your “way to somewhere”

1: What is your earliest memory?

2: What does “roots” mean for you?|

DAY2 28th October (Sat)

Cinema Portrait <shooting, recording>i

Re-group at Studio, Cinema Portrait <editing> Creating instructions|

A look-back on the trip
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DAY3  10H29H (H) BDAY3  29th October (Sun)

I 117:00 Setting up the venue (Space&Cafe Polepole-za)

17:00 Space & Cafe RL R L BSI5e8=
18:00 EMRF—U AN~ Y KR—PLAIb+[Z2— b—Fa3—--VT7—]

00 Screening of Cinema Portrait + New Tokyo Tour

00 Close

.

[Bh0#&] N [7—>3vTo—]

bt i af

‘i;w

Youssef Inoue

B L .
25 Chenyu Zhao
=i
F YEN JO CHEN
S Tuya
asr n 0 Yudi Prasetya
N h AR i [Screening Guest]
=5 ] \ Sue Yoshino '
FHA]. SEM% - £ LAI KENI u Murakami
Y :\—."5 '7 3 S - LI X|AOHAN Researcher for aesthetics of photography / Art critic
“ Senmi Lee Shukting Chung
1 ,-7 /I : Kien Ryuu Assistant Director of New Tokyo Tour
g P

/ TR+ X%

Works + Behind the scenes




ATy T Ty T—0ay I Step Up Workshop 1

KINOAO — ¥ KINO-Logue
HEF:2023%F7H23H.8A6H.9A3H.17H Dates: 23rd July, 6th August, 3rd and 17th September, 2023
2 2wl HA (RIRIHERRESE). AV FA KX 2T FHE Venue: Curian (Shinagawa Ward General Inhabitants Hall), Okutabo
ZME13R EEXZ2Y 745 Studio Sugamo

Thirteen participants / Four staff members

7B23H (H) [£/0-%: blLOBETRETS |

TEREDMREK LI + BSRERA

*TERE & 8 - DFKor BE% or FRDEA T, E WV or B > (F0Y or HLY or FLY :00 Assignment screening + self-introductions (Assignment: Film your “spicy / sour /
HEEZBGETHIEL TE TR sweet / bitter” days near your home, working place or school)
LI9Fv—+T1RAyvoar BEEEHEDEWVIE? : Lecture+Discussion: What is the difference between photography and film?
T—7 EBICHT.AERRERENDT > —2DEHICED :00 Workshop (Go out on the city and capture people and scenery like a scene from a movie)]

DAY2 8HG6H (B) [4470—% : hEDRATRETS |

BELMR =EE:BOOBBEEET TS
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Report: Workshop
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DAY3 3rd September (Sun)

“Trilogue: Documenting Perspective of Others”

Sissenus

B ) OnE |

i

GRS

Sharing assignment (Assignment: Shoot other members’ daily life and write “Others’ Diary)
Making a movie based on the “Others’ Diary”

Equipment Guidance]

Shooting the discussion scene

Lecture on video editing, Group meeting

DAY4 17th September (Sun)
“KINO-Logue Screening”|

19:00 Screening and tal

[EMESST Z ] [Screening Guest]

2oL TV BER Keita Katsushika

manga artist

Chenyu Zhao

/70LISE, “’uss’ef Inoue Kota Tsuruwaka
ol !, ‘ % » ryWu Shigi Du
— © Yuelei Wu ShihAn Pai
i Takert Ozaki BIAN KA
/ o Siﬁh'u‘i/Weng Daichi Murayama
\ Minhwa Kim
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- Cinema Etude

11H25H. 12H 98 23H. 20241 H 20H

. 7 Dates: 25th November, 9th and 23rd December, 2023, 20th
2> 52— TCCHEE. % plldA (RIIKL —

January, 2024

“Venu hinagawa No.2 Community Center, Tokyo Cine Center,
-Cur.ian‘ (Sﬁinagawa Ward General Inhabitants Hall)

Fifteen pa—rticipants / Four staff members

|

N=HM (2FTEEDIZT—7)

IN=PR2(TN=T P hh[BE|2T7—<ICIEYV—FEHEEF. 50D

2EEEDOLC D) o
SEERIFER 2l

9th December (Sat) “Scenario Building Workshop + Rehearsal’]

Previous workshop revie

IR DR R V) Scenario building
PFUFIKY Guidance on shooting
BELIFv—
UNACERy 1% e

== J
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23rd December (Sat) “Shooting”

128 23H (1) &l

TIV—=TH5a&bE+UN—HI
mes JIL—T A : Shooting: Group A
wmes JIV—7B : Shooting: Group B
wes JIV—7C : Shooting: Group C
w5, JIV—7D : Shooting: Group D,
wmes JIVv—7 : Shooting: Group

Group Meeting + Rehearsal

Shooting Last Scene

&7

1H20H (+) I %vIF21—NEmS]

RSB + h—7 1
AR T EBR+ h—2 2
®T y

—

[(&hn&] [EBSS5 Z K] [Participants] [Screening Guest]

) Fa 31> HERE YI Shirley Zhang Hiromichi Heg@ma

F LiatsS BEMX TEEE, RREAFXRFHR Youssef Inoue Kota Tsuruwaka E:C“;T‘t’; itfhf(':f;‘s?‘:zsjr?; g
. T — & Sherry Wu Shigi Du Sciences, Waseda University
EgfE N T Takeru Ozaki ShihAn Pai

Foox Y ha4o Shihui Weng Kaijing Yang

£IREE T Minhwa Kim LAIKENI

=1k 1 Ja11ET seina onggud LIU Yumeng

HET Chenyu Zhao

LR—BF:9—9>3v7
Report: Workshop

ER+ A 1x>2T
Works + Behind the scenes
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Planning and On-site

KINOS—7 1> JTT—U % 3y TiREH &5 HREED. REOBRPRENT -V av T
DERFE/R)RIET,

KINO Meeting Workshop Planner, Yasuhiro Moriuchi reflects on the planning intent
and the actual workshop.
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20214 [Multicultural Film Making JL—Y BB & 3 f1E EBE % D< %] £V S KINO
3-F42J08EERZTOT Y MTHESh-ME [Z2— - b—F 33—V
T=1DT72—2, SOEEPHSWDIHDE I 2HER. —REZELE L
b | EEBZXERCED. oD [PhVV] EWSKRIL. BEICA{,PEVS
CDEKRESHAALZBRAE L TLICHIE 2, KBEEE, T—7 >3 v TOEMX >~
N=—BPE->TKhEUTIEIEY - NEHEEHEENSSMES Nz, UIXNEORIY
RICHEPD [£ET] #2F2EESLTHAIa -2 aIEHEHELSEE—,
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D[RET] I NFIFAICER. XFEZhEEKIC. ZOADIL—YRNY 7T
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( The name of “We” From Cinema Portrait to Step Up Workshop )

KINO Meeting Workshop Planner

Yasuhiro Moriuchi

“] just need your nameplate back.”
“Can | keep this?”
“The nameplate?”

“Isn’t it a little cute?”

When Kim said farewell to their senior colleague at the locker room on the day
they left their part-time job, they came across a fond feeling toward the name tag

that was attached on the apron they were about to return.

The scene was included in the film New Tokyo Tour (2021) which was made within
a predecessing project of KINO Meeting “Multicultural Film Making: Creating a
movie with people who have different roots (MFM).” The adjective “cute” may be
a familiar sound used among young people to describe just about everything
— While Kim’s “cute” stings in my heart as a word that encompasses too much
that cannot be easily dismissed. This film was created by weaving together true
stories that were told by workshop participants —“When meeting a person about
the same age for the first time and tell my name, we can’t talk on the same page
no matter what” —“Projecting my current self onto the name tag when stumbling on
the streets”— After some scenes continue without the original episodes directly

adapted into spoken lines, the line “cute” suddenly quivers the viewer’s feelings.
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Each “name” of the workshop members who were gathered upon the condition
that they “(also) have background overseas” is full of diversity, and each letter
itself is an embodiment of their backgrounds and origins. This is obvious in the
end credit list. No matter who we are, our identity is intertwined with our “name,”
which we share with each other for the rest of our lives. That’'s why we sometimes

hesitate to say our names, or for some reason we can’t write our names properly.

In Cinema Portrait, a workshop that KINO Meeting has repetitively held, partic-
ipants use a chalk to write their “name” somewhere in the city during the work-
shop journey, and have had fellow participants take a photo of it. In retrospect,
the rule to erase the “name” by rinsing the chalk with water out of consideration
for the public after taking a photo may have been too good a rule. As a format,
the ten portraits taken during the journey were joint as a short film- In the end,
the hand-drawn name was projected onto the screen as an end credit. Each
hand-drawn credit appeared with nuance in various languages such as English,
Chinese, Korean, and sometimes Arabic. It’s always a pleasure to see each name
on screen, which gives us a strong sense of the person’s individuality and back-
ground along with their unique handwriting. Nevertheless, | feel that Kim’s way of
using “cute” applies to the ephemeral nature of the “names” which soak into the
asphalt and disappear with poured water. At least during the workshop hours, |
hope that the eyes of the city — which treats the act of writing with chalk on the

“r

road as nothing more than graffiti — will affirm the existence of who stands on

the side of the road in a quiet, modest manner.

Where Do We Come From? What Are We? Where Are We Going?

The story of the previously mentioned movie "New Tokyo Tour" is about the pro-
tagonist, Eunji, who came from South Korea and lived in Japan for quite a time.
While experiencing the loss of her job and the breakup with her lover, she starts
to feel oppressed by the questions "Where did you come from?" and "Who are

you?" Every time she crosses a bridge that spans over the town, she thinks about
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where she should go from now on.

Inspired by the title of my favorite painting by Paul Gauguin, | chose the afore-
mentioned philosophical question as a discussion topic of “Step Up Workshop 1:
KINO-Logue” held this summer. This was because the workshop participants had
experiences similar to Eunji’s in their lives in Japan, and | presumed each had
their own unique answers to this question. However, the actual group discussion
deviated from my expectations. After reading “Where Do We Come From? What
Are We? Where Are We Going?” in an unsteady tone, the group members looked
at each other and laughed at this strange question, then moved on to a new phil-

osophical discussion.

In the first place, who exactly do “we” or “us" refer to, and which range do these
words cover? Am “I” included in “we”? The small sense of alienation they had in their
social lives suddenly emerges from the way they use the subject. The confession that
they cannot easily use the words “we” and “us” in their daily work and school com-
munities created empathy within the group. It is embarrassing how insensitive people

like me, the social majority, are to casually blurt out “we” and “us.”

In KINO-Logue’s film works, which are created by capturing each other’s daily
lives from each other’s perspectives and collaging the footage, you can hear the
overlapping voices of the people themselves speaking in multiple languages. The
voices never summarized spoken content in the plural “we,” but rather remained
in the first-person perspective, nevertheless keeping unity. The independent
“voice” that does not easily conform to the opinions of their peers, and the gentle
gaze towards the daily lives of their peers — Seeing how they appreciated each
other’s works and taking conversation carefreely, | realized that this gathering
was more than just group of close friends made through a workshop, but was
sublimating to a form of community that made even higher levels of creation

possible.
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| was able to meet them again at the "Step Up Workshop 2: Cinema Etude" held
in winter. The design of the workshop, which converts individual episodes into
fictional stories about others, is similar to the production method used in “New
Tokyo Tour.” This time’s theme was “reunion,” with each group creating their
own scenario of a five-minute conversation between two people who meet in
the seats of a movie theater before the movie starts. The time allotted for each
group at the workshop was not enough to transform episodes based on personal
experiences into fictional stories, and rehearsals were barely done, leaving the
story incomplete. However, given limited time, the participants were forced to
rely on improvisational acting on the spot, which turned out to be a success.
As the lights dimmed and the camera rolled in a tense mode, several moderate
pauses occurred between the two as they hesitated, tried to find the right words,
or waited for the other’s reaction and remained silent. Through this incidentally
created cinematic space, an incomplete story is left in the hands of the audience
from the creators, and is compensated with arbitrary interpretations and free

imagination, and then moved toward completion.

The title of the omnibus movie, which consists of five episodes, is “B R (Zaijian).”
We chose this Chinese word instead of Japanese word “B% (reunion)” because
Tei, a KINO Meeting staff member who has also planned workshops with us, told
us that the word implies to two definitions — To “meet again” and “part again.” |

loved this idea and decided to use it as a title.

The Cinema Etude workshop ended as a screening event and finished with
success. After seeing the precious hand-drawn “names” as the end credit of the
movie, we parted with the workshop members again.

When meeting again next year, “we” promised to make a new movie together.
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To Understand More About the Project

KINOS—F > JTERIhZZEIER. 7AY 7 bERBT B EIEICDOVT, SE &E
B2y 70OxEEELT. ZhZThHAERT I EEEUTIFES,

[ZmE] N> B (BK) /ZFEZE (SL) /£IEE (MK) /BA#E (RS) 77— >z U—(SW)
[EEZ4vy7] Bbwsk (AS) /EREE (UT)

Through a dialogue between KINO Meeting participants and staff, we investigate the
definition of terms used in the project that portray the project process.

Participants: BIAN KA (BK), Senmi Lee (SL), Minhwa Kim (MK), Ran Shimauchi (RS),
Sherry Wu (SW) / Staff: Ayumi Seki (AS), Ushin Tei (UT)
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KINO Meeting Lexicon 01

RS: When KINO Meeting opened its
application, there was a requirement that
participants should be “people who (also)
have backgrounds (*’roots’ in Japanese
version) overseas.” Why “(also)”?

AS: The phrase “people who have
backgrounds overseas” is tended to be used
when we don’t want to limit by nationalities,
but we wanted to expand the interpretation

— that’s why we added “(also).” A “must-

to” kind of term is not necessary to “have
backgrounds overseas,” it’s up to individuals.
So “(also)” was the point we wanted people
to pay attention to.

MK: Primarily, the word “roots” has a range
of definitions.

SL: During the Cinema Portrait journey, |
talked a lot about my family. After KINO
workshops | thought my “roots” might be

my family.

MK: | wrote about “roots” in my senior
thesis...| think most people do not take
much time to think or discuss about their
“roots”, so | thought there could be more
opportunities to do so. | was drawn to KINO
with expectations that | could think about
this topic with others.

RS: Same with me, and to my surprise,
“roots” was something much simpler than
| thought it would be after the workshop
experience. The word was an introduction,
but it wasn’t a goal.

SW: True. When we first gathered as groups,
| felt everyone’s background was quite
different which eventually mingled with each
other through the workshop process.

KINO Meeting calls out for participation of “people who (also) have backgrounds overseas,”
while they do not give a clear definition to it. Learning about various contexts, considering

how to treat specific terms without fixating a way of understanding is also an important

process of the project.
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KINO Meeting Lexicon 02

( Talking about one’s self )

AS: In Cinema Portrait, you talk about yourself
to someone you have just met a few hours
before. What was the experience like?

SL: Somehow it turned out to be more
relaxing than usual. During the application
interview | told (the interviewer) | feel like
crying when | talk about my background, but
during the workshop, | never felt like that.
Maybe it was because of the secureness

| felt from the situation, where everyone
gathered under the same qualification.

RS: | probably only spoke about things | told
people for the first time about myself.

MK: Some people are eager to talk about
themselves, while some are not. Even so,
after they walk around the city and witness
together the cityscape or subjects, it makes
people a bit comfortable to speak about
themselves at the end - including me, |

rather feel hesitated to speak about my
background. Somehow, | managed to link
myself with city features and put them into
words in a very roundabout way.

SW: There were topics | could talk to my
peers whom | barely knew about, instead
of talking to a best friend - like talking to a
therapist. | was able to speak with words |
cannot choose in my usual life. As a matter
of fact, a friend of mine who | meet on a
regular basis was taking part in one of the
KINO Meeting workshops, too, and her
Cinema Portrait seemed very fresh to me.

| knew nothing about what she was talking
about in the video. It was very intriguing. The
fact that the workshop group was in a trio
was also something that might have made
balance between each other.

Cinema Portrait starts from meeting your threesome peers, decided during an online

guidance the day before, for the first time on site. Then, rather than speaking or listening one

by one, the three start a mutual conversation by talking and listening to each other to create

a work based on an interrelationship.
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KINO Meeting Lexicon 03

SL: When | walked around Shin-Okubo
during Cinema Portrait, | expected to find
something that matched my background
because the area was similar to where |
came from, Osaka’s Tsuruhashi, a Korean
town. However, it turned out that the
back streets and alleys in the residential
area reminded me more of my episodes
compared to Korean-like places.

MK: Walking with a purpose or not made a
difference to the outcome, too. | did my first
Cinema Portrait at Akihabara -I was familiar
with the area, but nervous to walk without

a purpose - so | started off with going to
places | already knew. Eventually, | ended

up with only a few personal stories to share.

RS: | also sought for places | already knew,
but lacked with episodes to tell. | finally
figured out how to walk aimlessly toward
the end.

MK: Either way, without a purpose or not,

| feel the act of walking around the city
influences how we “share personal stories”
after all. Nevertheless, we could spare time
to explore those stories and new insights
from them during the stroll.

AS: It’s difficult to find a good spot to record
spoken episodes while you are walking around
and come up with a dialogue that lets us
expect good stories. | found some members
trying somehow to find gaps within the city
that were comfortable to record speech,
considering noise and traffic.

RS: Indeed, it was difficult to stop by while
we were walking around the city. It made
me feel really nervous to halt and call out
to group members in the midst of crowded
streets, “Okay I’'m going to talk about
myself.”

During Cinema Portrait, a group of three people walk through the city, observe the places,
and record episodes that come to their minds. Although the destination is determined, the

route and transportation methods along the way are up to the participants. Thus, the content
of the work created through the workshop will vary greatly depending on how each person

walks through the city.
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KINO Meeting Lexicon 04

SL: Although | was walking the streets of
Shinjuku during the workshop, | somehow
had a feeling of warping to a place | used to
live in the past. Whenever | found a subject
that triggered me to feel that way, it reflected
to me like a mirror and reminded me of an
episode.

UT: When you say “warp” that means you
jumped over time and space, right? To
associate another place to where you're
standing at the moment, or to recall the
past...We might call it “link.” Linking your
memories to a landscape you encounter
while you walk unfamiliar streets with
someone you merely know, and share it.

SL: I'm talking about this in another context,
but whenever | think about my nationality or
identity-related topics, | sometimes question
myself, “Where would | be if it wasn’t here?”
— | feel like | just happened to warp to the

current place by chance. | always have a
floating feeling that | somehow ended up
being “placed” from another place.

RS: | could relate to that “placed” kind of
feeling.

KM: Even among people who (also) have
backgrounds overseas, there are those who
have the feel of being “placed” and those
who “came by their own will” — Moreover,
there is a gradation within these two.

SW: | can say that | came to Japan “with my
own will.” But when | visited Kita-ku for the
first time to participate in the workshop, it
was what | might call a “warp” experience.

SL: | see — Cinema Portrait begins from a
“warp” experience for everyone.

Many of the short film works created at KINO Meeting show geographical fluctuations deriving

from the relationship between the participants’ backgrounds and the location of the workshop,

Tokyo. Simultaneously, since the workshop starts from questioning one’s roots, temporal

fluctuations emerge through the process of reflecting on one’s own life process thus far.
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( To document / To be documented )

MK: After | participated in the workshop, |
took part in another workshop as a crew and
documented participants’ behind-the-scenes
video. As | took the video, | occasionally
called out to the participants and tried not to
hide my presence from them. This may make
the editing process difficult since my voice
is also included in the footage, but | didn’t
want to deny my presence. | was aware of
the feel of collaboration.

RS: The workshop crew who accompanied
our group, P, was the other way around. He
followed up our activities. Whenever we got
stuck, he wasn’t giving us specific directions
but would just say “How about this?”, trying
not to meddle in too much. But these kinds
of suggestions made a difference in how we
were aware of him.

SL: Sometimes | forgot the fact we were being
documented, then realize about it at a certain

point. Once | became conscious about it, it
reflected on my facial expression, too.

RS: For me, it may not be possible for others
to tell about my overseas background just

by hearing my voice, but since | have an
obvious appearance that | do have such an
identity, | was especially conscious about
being documented by video. It felt like | was
exposing my different aspect to others, rather
than just letting my voice be recorded.

On the contrary, when | recorded other group
member’s monologue, the situation — we

had to be very close to each other since the
streets of Shinjuku were so noisy — made us
focus on the relationship with the members.

SL: Yes, we were rarely aware of the workshop
crew’s camera when we were talking about
our episodes and being recorded. The fact
we were being documented didn’t affect
much of what we talked about.

During KINO Meeting workshops, two types of cameras always coexist in the situation - The
cameras of participants (instant camera or video camera), and the cameras of workshop crew

and staff for documenting the behind-the-scenes video.
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AS: KINO Meeting workshops centers in
creating video works, which means that

the deliverable leaves possibilities of being
criticized. Although casual conversations
between individuals are not subject to
criticism, KINO partially picks them up and
presents them to the public as a part of
creation. This makes us consider the risk of
creating a work from a personal subject.

SL: Sure enough, | feel a certain fear of
uploading my personal episodes to the
internet.

MK: | questioned how conscious | was about
what | spoke in a secure environment, and
the fact that the spoken content was going
to be exposed to the public later on.

AS: However, we should have in mind that
KINO is not a place for counseling but is an
art project. There must have been episodes

we were able to speak because of the

act of documenting, or specific members

who gathered because of the workshop
opportunity, and certain communication which
came out from them.

SL: There were topics | wouldn’t speak
about in usual conversations.

BK: | think the interesting part about KINO,
is that the communication with others and
the act of creating a work is in a two-in-
one relationship. Usually | work on creating
contemporary art works, where | prioritize
my own senses. Materials and the execution
depend on it. But at KINO workshops, |
interacted with other group members and
discovered myself in their episodes - the
video was inspired from this experience. It
was totally a different process compared to
what | usually do.

KINO Meeting’s core as a project relies on the participants’ and staff’s attitude to “make

a good creation” together, rather than just ending as a workshop experience. There is a

necessity to be aware of creating a work based on personal episodes, but at the same time,

we are keeping an eye to find potential in it.
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MK: In video works made from Cinema
Portrait, there are misalignments of the
visible images and the audio content, which
leaves a “gap” or a vague space. Usually the
image and audio are in sync, but for Cinema
Portrait, there are gaps between each photo
image and the fractional speech audio. |

feel these elements enrich Cinema Portrait
works.

SW: It’s interesting there is space left for
us to think more. Different perspectives
and discoveries arise from the audience
when they see each work, which makes the
project more intriguing.

RS: During the creation process we tried

to fill in these gaps, but it resulted in a
fractional and complex work — The audience
may rarely guess our trials.

Whenever | talk about my roots to others,

| feel | should be explanatory to questions

about inconsistent points and feel the

need to fill in the gaps. This makes me

feel impersonal at times. At KINO, | felt

very freewheeling about filling the gaps,
though | had a contradictory feeling from
the beginning that | “should” do it right, but
should do it in a freewheeling manner at the
same time.

MK: For me, what made me feel relaxed to
participate in KINO was that there was an
environment where | didn’t have to explain
about what | “should” explain outside the
workshop, in daily life.

SL: When there are situations for explaining,
we tend to state about the distinction toward
who we talk to. It’s like we are indicating

the difference from generality by the act of
explaining. Maybe KINO left us free from
these kinds of conversations because
everyone shared the same background.

Cinema Portrait video works are created by casually overlapping ten snapshot images taken
by instant cameras and the audio of the participant speaking about their personal episodes.

As a result, there is a disconnect between the scenery shown and the episode content, and

going back and forth these gaps make a unique visual experience.
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UT: During Cinema Portrait, you walk around
the city with group members who you almost
met for the first time and encounter the
cityscape and local people. | recall there was
a video which included a conversation with a
dog in the streets. Getting in the streets and
walking together for hours...that’s what we
might call a one-day journey.

BK: As | walked around, | recalled things
that matter to me or want to keep in my
memories. | walked around Kita-ku, where |
used to live, so | was familiar with the area
and might have not spoken much about it
unless | took part in Cinema Portrait. | was
able to speak about important things to me
during the workshop.

In KINO, we frequently use the word
“perspective.” During KINO-Logue [pp.32-35]
| observed myself from Kim’s perspective,
and realized how my characteristics
appeared to Kim. Going back and forth

between mine and others’ perspectives was
also an experience to deeply understand
myself.

SL: Including this process, the entire project
of KINO is like a journey. Each workshop,
too, and also the vocabularies and tools
used - There is a range to how we perceive
and feel it is fluid, always changing.

MK: The overall project is drifting.

SL: KINO itself does not have an answer, nor
the participants. We will keep thinking and
questioning our identities and continue the
journey.

AS: Yes, we are always in the midst of
something. We are temporarily stopping by,
but the path still continues.

The project name “KINO” implies the Japanese word “ki-kou (travelogue).” Without a concrete

answer or a pathway to it, the drifting journey to grope for a rich collaboration continues

between the participants, collaborators, and staff members.
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KINO Meeting has explored the ways of people with backgrounds overseas living in
Tokyo by holding filmmaking workshops for “people who (also) have backgrounds
overseas” —Are there any other alternative perspectives and approaches possible?
We interviewed two people who use methods and vocabularies different from KINO’s

to think about “people who (also) have backgrounds overseas.”
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Observing “Strangers”
From a Cultural Anthropologist Perspective

[Interviewee]

Fabio Lee Perez

In 2019, Lee Perez received a Ph.D. in literature from Graduate School of Arts and Letters, Tohoku University,
where he also worked as an assistant professor from April 2019 to March 2022. From October 2022 he works
as an assistant professor at the School of International Studies, Utsunomiya University. His research field is
cultural anthropology. Main research themes are strangers, life stories, and friendships.

[Interviewer]

Kota Abe, Ayumi Seki KINO Meeting staff

—— We came to know about Fabio through the book, “Stranger’s Anthropology:
Life Stories of Those Who Live Within Migration” (2020, Akashi Shoten). The
book is based on your doctoral thesis, which discusses people who have expe-
rienced migration between multiple countries, societies, and cultures. Why did

you choose to research this theme?

Living in Japanese society, | often come across moments when people are simply
labeled with concepts like “half” because their parents have different national-
ities, “foreigners” because their nationality is not Japanese, or “returnee chil-
dren’” because they have experienced migration outside Japan. However, most
people could not be concluded in such an incomplex way. For example, | was

born to a Korean father and Mexican mother with a Mexican nationality, educated
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at local schools in Japan and Malaysia, and an international school in Korea.
After graduating from university in the United States, | worked in Mexico, then
stayed in Canada, then entered graduate school in Japan... As | moved around
repetitively and lived in new places, | internalized the values and behaviors that
are taken for granted at each place, and from time to time, acquired the culture
needed to live in each society. The number of people who have experienced such
complex migratory journeys is increasing year by year, so | wanted to share with
society how these kinds of people live their life.

—— At KINO, we use the term “People who (also) have background overseas,”

but you use the word “stranger.” How do you define this term?

“Stranger” is a concept originally used in sociology which meant “an outsider”
who came from somewhere else. The migration of people is becoming more wide-
spread and the purposes are becoming more diverse, too, and moreover, they are
becoming more continuous. Although people who grew up through continuous
migration do not have a common origin, language, or behavioral style, they may
be a new “ethnic group” who share the experience of growing up with a complex
cultural background through the process of migration. In other words, they are
people who have backgrounds in multiple places, but not limited to any particu-
lar place. In this book, such people are called “strangers.” | assume everyone
understands that ethnicity and culture are not permanent, but | think this can be
one answer to the question of what exactly that means.

Earlier when | started my research | collected documents on “returnee children”
and “half” people — both are concepts born in Japanese society that refer to
people who have backgrounds in countries other than Japan. No matter how
deeply these people are rooted in Japan, they cannot be called “people with

roots in Japan,” so | avoided using the word “roots.”

—— What is “life story,” a method used in this survey?
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Life story is a way to interpret culture and society from narratives based on indi-
viduals’ lives and experiences. A classic anthropological survey method is field-
work, in which you go to the area where the research subject lives, and observe
their lifestyle or interview them while living together for a length of time. However,
| wanted to research people who share a certain experience, who | could not
meet just by going to a specific area. Thus, | decided to conduct a survey using
life stories, focusing on personal narratives. | didn’t do much structural work like
preparing detailed questions, but rather spent most of the time with them through
lunch or dinner, or just went out together as a survey. In such casual situations,
it is difficult to suddenly ask survey-like questions during the conversation. This
is why we started with self-introductions and chatted about topics like, “I'm cur-
rently researching this,” or “Recently this and that happened.” It was an ordinary
conversation, but when | looked back on it as | transcribed it into text, | was able
to see a lot more about the people’s lives in their everyday conversations. Even
though the content seemed unrelated at first glance, | was able to glean a lot of

important information and culture from it.

—— How did you meet the survey targets, and build relationships with them?

This time, | interviewed four people, some of whom | met by chance at differ-
ent times, some of whom were the same researchers, some of them elementary
school classmates I'd been able to contact for the first time in twenty years. To
give you a specific story, one of the people surveyed was the older brother of a
friend | met at a Japanese school in South Korea when | was a junior high school
student. During my university years, | met my friend and their brother again in Los
Angeles and we kept in touch ever since, so we had a long-term relationship even
before | started my survey. However, as | asked him about his life experiences
and vice versa as part of my survey, | ended up exchanging many stories that |
didn’t know before. | feel our relationship has changed between before and after
the survey. Come to think of it, | remember that when | asked for a survey, | asked

for it a little politely. Since it was a survey project, | thought that if | didn’t ask
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deliberately, | might be turned down.

Speaking of relationships, in life stories, the closer you are to the subject person,
the more profound the information you can get from them. However, since | was
using it for my own paper, | felt like | was somehow exploiting it, which bothered
me at times. In addition, in my case, we exchange life stories so | could get
deeper access into the other person’s life, and the same happens to me, too.
Gradually, | begin to feel that person’s presence within me. You could say it’s like
a double-edged sword, because the deeper you can get into it, the more it will

also sting you.

—— You weren’t just receiving information one-sidedly, but you were also sharing
your own experiences. It was certainly impressive that in the book, in addition to
the four research subjects, your story was also included as an autoethnography

(a qualitative research method that records the author’s own past experiences.)

Initially, | didn’t intend to write this much about myself. I'm embarrassed to talk
about myself, and I’'m also concerned that my story might become the focus.
But as | listened to the audio record, | realized that | was also talking a lot - In
fact, | was the one who spoke most in the recording! When you hear about other
people’s experiences, you want them to know about your own life. Life stories
may have a nature of gift. In this way, | conducted surveys while exchanging
life stories, but since | transcribed all the audio records, | found myself with my
own stories piled up in front of me as research material. So, after writing the life
stories of the four people, | wrote the story of Fabio, the fifth person subject to
investigation. My own life story is a compilation of four versions of Fabio that |

discovered through conversations with the four.

—— Why were you embarrassed to talk about yourself?

| entered graduate school after many hitches and twists and turns, so maybe |

felt complex about it at the time. | thought that researchers would go straight from
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undergraduate to graduate school, become a doctorate and continue research,
and so on — But when | first entered university, | had no idea of what | wanted to
study.

Speaking of the twists and turns, | originally majored in human geography during
undergraduate, not cultural anthropology. | was originally interested in geology,
but when | transferred school from California to Wisconsin, | was told that |
couldn’t take geology class because it was over capacity. As a consequence, |
decided to study geography because the names were similar and seemed okay.
Geography was a study that observed people’s lives from maps. As | continued to
study it, | began to find it fascinating.

After graduating from university, | spent some time in Tokyo and then started
job-hunting in Mexico, but | couldn’t find a permanent job. This was because |
had never received school education in Mexico, lacked the sense and values that
are taken for granted there, the Spanish that | learned from my mother and other
relatives had dialects, and | looked like a foreigner. | think the people around
me felt uncomfortable from the results of these various factors. | worked a lot of
short-term jobs, including driver, store clerk, and Japanese language teacher,
but | started to feel a little dissatisfied with my lifestyle. So | spent about a year
visiting my mother, who was living in Canada at the time. In Canada, | used to go
to the library during my free time, and | happened to read a lot of anthropology
books there. When | was in college, | used to look at people’s lives through maps,
but when | discovered how to see people’s lives from the perspective of culture, |
started to wonder what culture really is. That’s when | decided to go to graduate

school and study cultural anthropology.

—— As we listened to what you told us now and recall the life stories written in
the book, we understand that there are many possibilities for difficult situations
as a consequence of the environment and circumstances, but there is some-
thing we could not help but feel intrigued about. When we learn that there is an
unknown way of life and a world, it makes us feel very small, which brings us

delight. Being born and raised in Japan, we tend to think of ourselves as a typical
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majority person. Of course, there are times we must keep this fact in mind, but
as we interact with people and listen to their stories, we've come to think that it’s

better not to dismiss things so simply.

It’s really interesting to read through ethnography about the daily lives of those
who live in a different world and discipline than the one we take for granted. When
| wrote ethnography as a graduate student, | was instructed that “In anthropology,
you write about commonplace things in a witty way.” At first | was a little resistant
to it and thought, “You mean exposing people’s lives and making fun of them?”
But that’s not the case; people’s lives are interesting from the beginning. For
example, when it comes to gift giving, people give gifts, exchange things, and
negotiate in different ways depending on the society. If you write it in detail and
well, including the context of when, who, what, why, and how, it will be interesting
to imagine the situation. In that sense, cultural anthropology also has an aspect

of literature.

—— Thank you for sparing time for us today. At last, please tell us about your

research hereafter.

Strangers, who repeatedly migrate in complex ways, tend to lack understanding
from others because of their complexity. | heard many stories from my research
subjects about how they have lived their lives while trying to come to terms with
each other’s cultural backgrounds, but if you look at it the other way around, we
may also state that people who migrate to different regions are able to pretend
to be someone that is easier to be understood. As they pretend to be someone
else while building relationships with people they meet in the area they migrate
to, such as friends, lovers, and family, they no longer become strangers. | believe
that whether you become a stranger or not is determined by the connections you
make with the people you meet there, not by the place or region you migrate to.
As | listened to the life stories of strangers, | realized that each time they migrated

to a place anew, they became estranged from the relationships they had built in
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their former place, and then formed new relationships and became closer in the
society they migrated to. The background to learning a new language and getting
used to a different culture in the society you migrated to was the presence of
people called “friends.”

On account of this, lately I’'ve been thinking about reconsidering strangers from
the perspective of “friendship.” There are many cases in which relationships are
built between friends through exchange, and | think this may somehow overlap
with the concept of “gifts” in cultural anthropology.

| published my research in the form of a book, but it does not end there - It is just
a foundation. Since the publishing, I've reflected on it a dozen times, and it feels

like it’s become the starting point for many more.
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Observing “Those Who Live Together In the Town”
From a Manga Perspective

[Interviewee]

Keita Katsushika

Born and based in Katsushika, Tokyo. Katsushika began creating manga works featuring scenes of his
hometown and nearby areas around 2010. He participated in independent manga magazines “Yusuka”
“Hourai.” He also works as an illustrator for editorial publications. In July 2023 he published “Higashi Tokyo
Machimachi” volume 1 from Michikusa Comics.

[Interviewer]

Ayumi Seki, Tei Ushin KINO Meeting staff

—— Katsushika, you are currently working on a manga series “Higashi Tokyo
Machimachi” on Web Magazine Michikusa, and has published the paperback
version in July 2023. It is about Sarah, a Muslim university student, Selam, an
elementary school girl who has Ethiopian parents, and Haruta, a middle school
boy who refuses to go to school, walking around the town of East Tokyo. Why did

you choose these three characters?

My hometown and where | still live is Katsushika Ward, one of the East Tokyo
towns. In Katsushika there is a mosque and an area where Ethiopian residents
gather, so | frequently see people with backgrounds overseas in my daily life.
When making a manga about East Tokyo's current scene, | thought being igno-

rant about these people would mean | could not properly portray the town. East
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Tokyo’s characteristics consist of these kinds of people with different back-

grounds, so | thought | should definitely include these characters in the piece.

—— Were there any occasions that made you conscious about people with

diverse backgrounds who live in the town?

| came to know that there is a mosque in Katsushika more than a decade ago.
Back then | just realized the fact it existed, but sometime later, | read a newspaper
article about the mosque users being interviewed. The interviewee’s child went
to elementary school which happened to be where | used to attend, so | thought
“Their child is my junior!” Until then | just thought they were people who believe
in an unfamiliar religion, but after | read the article | felt a feeling of closeness
to them.

Recently the townscape is obviously changing, and especially within the last
five years, there are Halal food stores and Chinese product stores increasing
very much. By the way, when | was walking from the nearest station to my home,
someone greeted me from the front “Good evening” while riding the bicycle. |
wondered who, then found out it was the Bangladeshi shop owner of the kebab
store | usually go to. | have been around here quite a while, but as | grew up my
friends from elementary and middle school have moved away — nowadays, | rarely
bump into someone | know in the streets. So it was a fresh and happy episode to
be greeted by a local who knew about myself, plus the fact it was a person with

background overseas.

—— That is a unique episode from someone like you, who has been observing a
single town for a long time. As a part of the research for KINO Meeting, you intro-
duced us to the Katsushika area before. On that day you took us to a restaurant

run by an Ethiopian owner.

We went to “Little Ethiopia” at Yotsugi and ate injera (a flat bread which is an Ethi-

opian staple food.) At Katsushika, half of the Ethiopian people in Tokyo reside. |
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came to know Ethiopian people by chance when | took part in an event. One day
| stopped by a room of a community center, with a green, yellow and red-colored
national flag displayed. While | was wondering what country’s flag it might be, |
noticed someone inside the room. They gave me a sign to join in, so | nervously
went in and found out an Ethiopian Orthodox mass was being held. As | prayed
with them and saw people dancing to the drums, | talked with them and was told
that “Lots of Ethiopian people live around the area.” Then | attended other events
and gradually made friends.

At Yotsugi, there is a nonprofit organization that commits to life support of Ethi-
opian residents living in Japan, and whenever a new Ethiopian person moves in,
the town resident shares them garbage separation rules. The organization also
participates in the neighborhood association and sets up booths at summer bon-
odori events, and shares their activities to the local people. When | talked to the
representative, he said “It's not that we are trying to make an Ethiopian commu-

nity but want to be part of the local community,” which was memorable to me.

—— The exchange with the Katsushika Ethiopians was also portrayed in the
manga. What is appealing about “Higashi Tokyo Machimachi” is that it deli-
cately portrays the town’s situation. How do you decide the places of the three’s

journey?

After | decide the area that appears in each episode, | walk around the area, then
go to the local library and borrow a book that refers to the place and generally
understand what kind of history it has gone through. Then | pick up some points
that come to my mind as | walked around, or select must-feature kinds of places,
simulate the characters’ journey of the route, and create the plot.

Some manga creators request research to editors and focus on drawing, but for
me, research is what | do for fun and necessity. | could not help but go out and
walk on my own feet and witness with my own eyes and research. When drawing,
it’s surprisingly no less than an operational work. Especially when I’'m drawing

a landscape, it's almost like transcribing a sutra, purely just drawing...Oh but
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drawing landscapes is something important to me. In my manga, rather than
drawing landscapes as anonymous places, | want to depict them as an actual,
specific place so local people could find out their local town is being drawn.
Plus, when | draw landscapes, | might say | have the sense of them coming inside

me - Once | draw them, | gain a deeper understanding of the place’s situation.

—— So the town is drawn from a local perspective rather than a sightseeing

perspective.

When drawing the characteristics of the town, there are parts that become more
comprehensible when perceived from a non-local point of view like tourists.
However, the townscapes of East Tokyo I’'m familiar with are seen from a local’s
point of view, so it is easier to draw. For example, when drawing Tokyo Sky Tree,
it makes a difference just by referring to surrounding features and its history and
becomes something different compared to tour guide information.

One thing | am being careful about is that | try not to make it a “lively area guide,”
just roaming into the town with curiosity like what we sometimes see on YouTube
or variety shows. As long as | am drawing a real town and there are people living
their lives there, | definitely want to avoid portraying the town and people who live
there in a negative light. In the Eastern Tokyo area, not all places have positive
histories, for example, there are districts where people who have been discrimi-
nated against live. Though | refer to these kinds of topics, | make an effort not to

use expressions that would hurt the dignity of the people who live there.

—— Are there anything you are being careful about when portraying the characters?

As a person not having a background overseas, | want to be careful not to descript
in a way that would make the person concerned feel uncomfortable when reading
it. When drawing Sarah (a Muslim university student), | have a Muslim friend
check her words and actions.

Also, in a manga piece, usually characters are made to look the same to main-
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tain their identity, while in “Higashi Tokyo Machimachi” each protagonist slightly
changes their costume or hairstyle. By doing this, | thought | could draw them as
realistic people who live in the town even more. Like Selam, a girl with Ethiopian
background, basically has two buns but at times has different hairstyles depend-
ing on episodes. This is because children with African backgrounds fairly often
change their braids, so | am considering this. Sarah changes the way she wears
her hijab. Especially young women especially from Southeast Asian countries
wear them in various ways and post their styling on Instagram. | watch these

posts, too, and try many styles on the manga as possible.

—— Portraying people through illustrations may have different levels of difficulty

and enjoyment than filmmaking.

This is something different from manga, but sometimes | draw portraits for a
job, which is very hard to work on. | have to capture their facial characteristics,
but it might be something that person might be concerned about. | worry about
things like how to draw nostrils or eyebrow thickness. Sometimes | feel the act of
drawing and choosing lines from a three-dimensional face is something violent.
As long as | draw illustrations and manga, | can’t completely eliminate that kind

of lookism. It’s really difficult to draw people.

—— What is most important to you when creating “Higashi Tokyo Machimachi?”

I’'m not sure if it is the most important or not, but | am always aware of “how to
accept responsibility toward drawing.” Until now, previous episodes only focus
on the walk around the town, while each protagonist’s backgrounds are still not
deeply investigated. Sarah is an Indonesian-Japanese mix, Selam has Ethiopian
parents but was born and raised in Japan, and Haruta does not clearly state his
background but refuses to go to school. | could portray their perspectives or
concerns that come from their backgrounds only by imagination. | don’t want to

draw like | fully understand their backgrounds. | always question myself, “Am |
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not drawing in an irresponsible way that people concerned may feel unhappy? Is
this the right way?” | also don’t try to speak for them. To speak for someone may
lead to usurping the position of the person who could have spoken. So for me,
the way to express my ideas is to draw from a perspective of my own standpoint,
however | am not sure how to do so. As long as | am creating my work, there is
responsibility that | should accept, so | try to keep making an effort to be deliber-
ate - | do research and studies about what | draw in order to not make offensive

or misleading expressions.

—— We are looking forward to what kind of townscapes the three are going to

witness in the future. Maybe they will spin offand go on a short trip outside East Tokyo?

| did come up with a thought to draw about other towns, but two characters are
still young so | recently noticed | couldn’t let them go too far. That being said,
| think it was good | separated their ages and their backgrounds. Even if they
could not go to other distant places, the three unique characters have different
perspectives of East Tokyo from each of their standpoint. Their standpoints are a
bit off from what is called “normal” in the society, and the point differs, too. One
character may be conscious about one particular gap and sees the town through
that perspective, while the other two are not aware of that gap. These kinds of

discoveries may happen among the three in the future.
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Kota Abe, producer of KINO Meeting, will look back on previous project activities and

the changes that have taken place during the process, and describe the direction in

which the project is heading for.



KINOX—F+1>7 #14L741> KINO Meeting Timeline
2023.4 — 2024.3

2023
4R April @ 4/8&XKIVU7 U#—F1 Kita-ku area research 1
@ 4/21 #3 BMEHLRIE  #3 Participants application
@ 4/22 88252y 73—-51>% Staff meeting
Report @ @ 4/23 EXIU7 UH#—F2 Kita-ku area research 2
SH May 4 Z b Guest
©)
[E) @ 5/19—21 #3 7—9avy7@dR #3 Workshop @ Kita-ku re—
. o rA Fvent ¢ o B¢
EB+R =24~ Screening Event ¢
68 June @ 6/2—18 #3 LB+~ — (A~ ME{E Streaming #3 Screening Event
@ 6/27 KINOO—/8MEH &R KINO-Logue participants application
78 July
@ 7/23 KINOO—% Dayl KINO-Logue Day1
8R August @ 8/6 KINOO—% Day2 KINO-Logue Day?2

8/13 (R~N—2Z-JL—L)Ep.1 AB] (SPACE/ROOM) EP.1 release

POUP TV sa
Keita Katsushika

9H September @ o/3 KINOI—% Day3 KINO-Logue Day3

v

@ @ 9/17 KINOO—% Day4 EBi% KINO-Logue Day4 Screening
MBI T U —F Shinjuku area research 1

@ 9/22 #4 BMEZHLERIE #4 Participants application
@ 9/27 (AR—Z-JL—L)Ep.2 A8 (SPACE/ROOM) EP.2 release
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108 October A EEBaA

Yuzu Murakami

@ @ 10/27—29 #4 T—9 > ay7@FTE #4 Workshop @ Shinjuku
LB+ =24~ Screening Event ¢-—-----------—-—------ B

11A November @ 11/1 XY IF21—KFBMEZLRIA Cinema Etude participants application
@ 11/57—=9>avy77I—#HFE Workshop crew sharing session
@ 11/17—26 #4 EB+~—2 (N> MEE{E  Streaming #4 Screening Event
pos— @ 11/18 1> 4E2—705 5L 1 Interview Program 1 -—-------—- - O
@ 11/25 >%x¥IFa1—F Dayl Cinema Etude Day1

Y=L 77EF &4

Lee Perez Fabio
127 December @ 12/9 3 %vIF2—FK Day2 Cinema Etude Day?2
P12 @ 12/11 1> 4E2—7 0954 2 Interview Program 2 ---—------ T
@ 12/13 (ZX—Z-JL—L)Ep.3 AB (SPACE/ROOM) EP.3 release | @)

v

2h WIS A :
@ 12/22 EEXZvT73I—F4>7 Staff meeting P

2024 @ 12/23 %Y IFa21—NK Day3 Cinema Etude Day3 Keita Katsushika
18 January
. 1/14 (AN—Z-Jv—L)Ep.4 A8 (SPACE/ROOM) EP.4 release
@ @ 1/20 %< IF1—NK Day4 kBE% Cinema Etude Day4 Screening
EEXZYTII—F 1% Staff meeting ~ ©)
HEREsA
2H February @ o/3 @#24v73—51>% Staff meeting Hiromichi Hosoma
@ 2/17 (AX—Z-JL—L)Ep.5 AB (SPACE/ROOM) EP.5 release
3H March @ 3/9 REESAS  Project briefing session for subsequent year

@ 3/24 (ZX—Z-JL—L)Ep.6 A (SPACE/ROOM) EP.6 release

@ 3/25 7—H4FTFv% UU—Z Publishing Archive book
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( The Collective has Just Begun )

KINO Meeting Producer
Kota Abe

Up to this point, the book has individually introduced the outcome and discov-
eries of the second year of KINO Meeting activities. In this final text, | will reflect
on the activities as a whole and follow the changes in myself to explore the path

this project is taking.

In the first year, KINO Meeting held four-day filmmaking workshops in two cities: #1
lkebukuro and #2 Katsushika. As this was our first attempt, there were many things
we were unfamiliar with, but the project kept moving forward as we faced several
issues. To give a few, the difficulty to build relationships with participants during
the short workshop period, and weak collaboration between the project and the
area that had been chosen as the workshop field were some challenges we faced.
Although we started this project with various ideals, we faced the gap between what

we could actually do on the scale of our activities during the first year.

Given this experience, in the second year, we decided to reaffirm “filmmaking” as
one of the objectives of the KINO Meeting. In the first year our main purpose was
to hold a workshop, while the significance of the overall project and its direction
could not be figured out well. Therefore, we decided to set the third year (2024-
25) of our activities as the period for film production and decided to reassemble
the entire project plan by considering the processes necessary for this purpose.

In the workshops held by KINO Meeting, the starting point is always based on the
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creative process. For the entire project, the second year became a phase where it

focused on holding workshops and research based on this starting point, flmmaking.

During this phase, there were major changes both outwardly and inwardly in the
project. One of the outward changes was that we opened up our activities to the
public. Until we did so, the project has not been very proactive in making public
relations since the project focused on very personal anecdotes. However, we felt
the need to communicate more to the public about the appeal of the creative works
produced at the workshop and the potential of making discussions that arise from
them, so this year we held a screening event (presentation of the workshop results)
on the last day of the workshop as a public event. At the events held on the final
day of #3 Kita-ku and #4 Shinjuku, two workshops held in the second year, Cinema
Portrait works created at the workshop and the film “New Tokyo Tour” (produced
as a part of predecessor project Multicultural Film Making [MFM] using Cinema
Portrait method) were presented in addition with discussion between a guest expert,
participants, and staff members. This attempt not only had the effect of increasing
awareness of the project in terms of public relations, but also provided a valuable
opportunity to verbalize the appeal of the works produced from the workshop and
the significance of the project as a whole through an external perspective.

In addition, as another outward change, there was a research program using
interviews which is also included in this book [pp.96-123]. This was an attempt to
open up the project’s activities to the society from a different angle. The methods
and words of people who approach themes similar to those of KINO Meeting in
different ways provide us with an opportunity to relativize project activities and

reconsider the project direction.

On the other hand, an inward-looking change was that relationships gradually
formed among the people who have been involved in KINO meetings. One occa-
sion that prompted this change was the “Step Up Workshop” [pp.58-65]. This is a
project held for people with experience in Cinema Portraits (those who have par-

ticipated in KINO Meeting workshops or MFM), separate from workshops held for

131



FTHEL. (FRE2 2N T. ThZThOBEFRI &Y —BREL B> TV HEFE
HERZZENTEE LT,

FEFEBIC. AEEBTERLAT 723y T#3#ICBEVT.HLL T -7
2avTIN—ELTEETIEMBRESHETCEE L BROT -3 v T8
MOBBETHKHSFIC, 70T 27 FOBEBTHEMICERL Y REOBREFIE
ICEKESSALBD. T—02ay TOBEYR— bR XX TBEEVD
B TEDL-UTEIET BMBRELEEXZ v 7 OEOBEFRMES & V) HHE
BHEDICESTVEET, 2 LABRBORYEAPS . KINOX—F 1 > BN
2515 LEHDN. FAFAEBRNTETHY ., REEICKK T 2 BEHIES
BEME TSI ELTBAEDPIA—TJTEDLSICE>TEELE,

ZLC. 702 127 FOZEERICEETE LIS AEEDEZPEREHETLL TV E
FU7o £TEKINOI =T 1 > THRALTWS [BHIC (B) W—YEHDOA] &
WHOBHMAICDOVTTT, COEEEFEOMAD LW, BHEEDEHROIL—Y
EHDOANEA XA =TI LTVWELEY, ZOBROFICEDEMEBER T TEVWERATL
oo IXVRADKRZICE S22 £ BRICRHPBFEL -BREBVE LN, £
hEID =V ERZADICEPRYI EVEDEERLUTWELE LA B ZD
BOSCWB I EEBCEHRL. ZOABHPLINEI BT avTerETS
CEILHBDTIKEEICHER>TEELE, EXITIE. BOPUEETEVI LS
BEICEH#TIZET. 7OV IV MBI BIHPDABMBERELNZESIICARSBC
EHHNELL,

LAL. 70217 FORTHEHES>EADEEREREESLTI—Y " EBRES
PRATVWRZHDODEHESICAZEVREITTVWDE DR TEDRAF P ZATA
EEMLTWEE L —BOREOERIEIN—V"EVIHED%E [BEI] WD H
EEEDTEADLI LS/ ETY, [BHZ(B) V—VELDOAIEV IR
MAG, BEDEBERLUMMIEN -V EHDEVS LI —YHPERTHBZ
EIFEBULZHDOTUEY, EBBICKINOI —T 4 > JICEEH I ANBbDH TR &8
HOMDB TEEHEREIIRLTESE WVWHIAEEL. TOAEBEOEELZHCICON.,
W=o,WVWH30PLTULHEENELEDTIEVEEZDZLIICAYE L 7
hETE I—VELHISHL TETHESDERRHL. ZOLHIC [IR] EFNB
ULErBBDHEBVEEY ., ZZTORBREIV—VELTIRADZENTERVWEEZT

132

participants gathered through general application. One of our objectives was to
continually build relationships with experienced participants who could become
future film production members, but as a result, there were participants from all
workshops held in the past such as MFM and KINO Meetings #1 to 4. As the
people who were involved in KINO Meeting at various timings regrouped and
took more time than ever to collaborate and create works, we were able to catch
a glimpse of how their relationships became even deeper.

Simultaneously, at workshops #3 and #4 which were held through open appli-
cation, some experienced participants became active as new workshop crew
members. Those who sympathized with the project’s direction or had interest
in future film production were involved in the project as workshop supporters
and behind-the-scenes video crew. In this way, rather than just participating in a
one-off workshop, the relationship between experienced participants and man-
agement staff became more organic. As a result of these multiple initiatives, some-
thing we might call a unique community of KINO Meeting is gradually emerging,

and we are now able to envision a realistic plan for filmmaking in the coming year.

As the project progressed, my thoughts and attitude also changed. To begin
with, let’s refer to the concept KINO Meeting uses, “people who (also) have back-
grounds overseas.” When | first started using this concept, | imagined people
with multiple roots, including those from overseas, but | didn’t see myself within
this concept. Although | had attended university in the United Kingdom and lived
in South America for an extended period of time, | felt that it was not enough to
consider it as my “roots.” On the contrary, | was very conscious of the fact that |
was outside of that concept, thus | carefully approached the workshop planning
from that perspective. At times, | became overly conscious of the fact that | was
not involved in the party, and almost got lost in my project position.

However, as | continued to face the complexity of the so-called “backgrounds”
through the words and works of people | met during the project, the way | perceived
the concept gradually changed. The biggest change was that | came to think of

“backgrounds” along with the concept of “migration.” For me, “people who (also)

133






WERIDHUET, LHAL. DEYDIL—VIE. BBTHBZ EICMA. BEZETR
BNABENDTHS. ERABETE. T—72avTICBMTBANLEELEBFDIEE
=V EVWIBEICE>THRICRTBZEFTERVERLU DL ICEY L,

HIVEDDEALIE [IV—IL ]| ZDL B EVIITHICODVTDIRAFTY, KINOS —
TATDT—=72 a3y TI3MEREDCBIEPEBEERYETH. TOD(BEW
SITBICEVTOEMELBDEFMLEERL TVET, L. SNMEHFEHD
TAT 7 EBETERFMEN TEBET -2 a v TOREICWEIZAH T 5—
FT. BBONAEE. BAT. 7723y aRIAS LR L-DICIEHE—ERED
(W= PRBILEDZEHERTT. HICIFEBEZO [EHM] E[—IL] ED
NI DR BENF ST 3y TEEBLTVWEL 20 2EQFB P BE 5.
ZDADDBTUEHEERUEBERICEVWCEERETEILIICE>TEXE L,
BEXZYTINDI—FT 12 JTIHELTKINOTHL THEW] [KINOEDS TXE
BIEVOEENETEET, EHME [SMEFPLVBRICECZE]EVTRAE
BEE. TSI —IVERET, MM EEFREZTPARShTOhIE LV &Ik
¥9, LPL. ZhTHOIF [KINOTHLSTHLW| L. T—I 23y Tdo0ER
KEMENVESBEFEEZTAEVVEDBVZET, —ATIKINOENSTES | Z
EEIETBHC (B) W—VEEDAN] EFBDEF) EVHEHKREZEZWDATZETY,
KINOX —F « > T3 ZDRHEIRRA T CRETSII 227 —2 3 > PBUGRHBIC
FEEMERET IO 17 FTHY . ZORKEEERFETOEXICHETOHSZC
EERAETH. ZCTBETEIDNIN—IVTETKINOI—F 1> TDIL—IVIF. 5B
HEOT—7> 3y T7ORTHERFEERILIE D LODHI N EVWSIHEEH Y
T, FFICEMELZEOEFREERETZ2HICUTEHYET, HATIL—I
THUGEHPHIEAEERIBT 2 & T BMIPT /v 7IC&>TTIE &< S
EFRLTOHENEIAI 22— a3 ilE-TERPER SN B LS A ED
KWET, ZITHE.ZDEITO1REET. ThFhOBEANLGEBRYESD
ERICRMEINDZE. ZOI L EFR P RBINIRBERATOVET,
ZIEZDEIICES>THE I—ILEDL DEORBICHEIHYEL Th
ETRIL—IEDSDEERZY T EVWIABZPT—72avTOHCHDEI &
B HYELUEY. STEIL—IEDC DI EILE> T MEREEICEMY 23035
THHEVH>BRIPEEFNTEE L,

136

have backgrounds overseas” was originally intended to refer to “people who have
multiple backgrounds including outside Japan” - In fact, the people actually involved
in KINO Meeting were those who have moved / are currently moving between mul-
tiple places. As | listened to their words, | began to think that backgrounds are not
necessarily permanent. Until then, | considered “backgrounds” as something fixed in
relation to the place, and that unless there were certain features that could be called
so at a certain place, someone could not state their experience as something related
to their “backgrounds.” However, if we reconsider that one’s backgrounds are not
only multiple but also fluid, including migration, the concept could not clearly act as

a barrier between workshop participants and myself.

Another change was the way | perceive the act of making “rules.” The starting
point of KINO Meeting workshops is based on the creative process, but we also
place importance on the independence of the participants in the act of creation.
However, while we strive to create a workshop environment where participants
can create works based on their own ideas and will, it is also true that a certain
degree of “rules” are necessary in order to make the workshop successful in
a limited time and place. Particularly in the first year, | was worried about the
balance between “independence” and “rules” when conducting workshops, but
now, after two years of activities, | started to realize that the two are not neces-
sarily in a contradictory relationship.

During management staff meetings, the phrases “It doesn’t have to be KINO” and
“We could do it because it’'s KINO” often come up. If we take an “independent”
situation as somewhere participants behave freely, then there is no need for
rules, and all we need is equipment and space. However, if that’s the case, it
doesn’t have to be KINO, and participants can just produce the film themselves
without even needing a workshop. On the other hand, what “we could do because
of KINO” is to take advantage of the unique circumstance that “people who (also)
have backgrounds overseas” are gathering. KINO Meeting is a project that dis-
covers the possibilities of communication and visual expression that occur under

this unique circumstance and attempts to connect these specialties to the cre-
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The following pages will present the illustrated plan for KINO Meeting’s future activities the
coming year and beyond. While this is subject to change, we hope that you will continue to

follow our progress as we pursue our plans.
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ative process, and this is where rules come into play. The KINO Meeting rules
serve as a guide for the creation of works during a short-term workshop, but they
also create a space where participants can demonstrate their independence. By
deliberately restricting film equipment and production methods with rules, we
create a system in which works are created not by technology or technique, but
by mutual communication between participants. Here, through such a process,
each individual's personal experience and perspective is reflected in the work,
and this is seen as a state of independence.

Since | started thinking this way, my attitude when creating rules has changed as
well. Up until then, | had felt that my position as the management staff who created
the rules was something external from the workshop, but now | have come to realize

that by creating the rules, | am also taking part in the creative process.

The change of perception towards the concept “people who (also) have back-
grounds overseas” and the attitude upon creating “rules” is synonymous to the
change in the relationship between two different positions — the people con-
cerned/unconcerned, participants and management staff. Of course, we could
not ignore each standpoint and roughly equate them, but it is important to note
that the two, which have been regarded as something obviously different, cannot
necessarily be permanently separated. | would like to keep in mind in my future
activities that we are connected in some way and somehow influence each other.
In creating this year’s archive book, we have updated some texts in “What is KINO
Meeting?” [p.18] from the first year’s archive book. Specifically, we removed the
phrase “while walking around city” and added the word “collective.” This shows
that KINO Meeting is changing from a workshop where people walk around the
city and create films, to a project where filmmaking and relationship building go
hand in hand. Our long-term goal, filmmaking, will finally begin next year. What
kind of communication will take place between the people involved, what kind of
relationships are formed, and what kind of visual expressions are created? | have

high expectations as a person involved in the project.
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Text: Kota Abe, Ayumi Seki, Yasuhiro Moriuchi, Nikian Kawamitsu
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ary purposes, whether cial or non- cial, without permission.
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KINO Meeting

Organized by Tokyo Metropolitan Government, Arts Council Tokyo (Tokyo Metropolitan Foundation for
History and Culture), General Incorporated Association Pantanal
Staff: Kota Abe, Ayumi Seki, Ushin Tei, Yasuhiro Moriuchi

Program officer: Shinsuke Ouchi, Nikian Kawamitsu
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https://www.artscouncil-tokyo.jp/

In cooperation with various arts organizations and NPOs, Tokyo Artpoint Project pursues art projects with
local community and citizen involvement as a way to foster an environment where everyone can be actively
engaged in culture and to create and disseminate Tokyo’s charm. The project is organized by the Tokyo
Metropolitan Government and the Tokyo Metropolitan Foundation for History and Culture.

https://www.artscouncil-tokyo.jp/en/
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Contact: KINO Meeting Office
kino.meeting.tokyo@gmail.com

www.kino-meeting.com —M————>
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