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This book is an archive of the activities of KINO Meeting from April 2024 to March
2025. As we enter the third year of our activities this year, we embarked on a
project to create a film based on the experiences we have accumulated so far.
Through tracing that process and works that emerged from it, we hope to discover

and share the potential of collaboration among people with diverse backgrounds.
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What is KINO Meeting?
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This section provides an overview of KINO Meeting’s activities and the process leading
up to the present.
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Through their effort in cooperation and the process of exchanging perspectives,
they create a short film. @ e

The goal is to discover new visual expressions, new forms of communication, EaE
P =1

“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, and through dialogues,

interviews, and filming practices, confront their own backgrounds in various ways.

and new ways of cooperating in the process of filmmaking, and to establish and Audience

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.

17
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Workshop #1 Workshop #2 Workshop #3 Workshop #4
hLE Ikebukuro B8 Katsushika JEX Kita-ku #7718 Shinjuku
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Multicultural Film Making . Step Up Workshop 1 Step Up Workshop 2 Filmmaking Project
Cross Way Tokyo (MFM) KINO Meeting ——— e —
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Confirming hurdles + Experiment based on the Exploring methods Continuous relationship building Filmmaking by the
trial framework of filmmaking in different fields through workshops collective
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Film production: New Tokyo Tour
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Film production: Offline Hours

The predecessor of KINO Meeting was two projects, “Cross Way Tokyo” and “Mul-
ticultural 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 a fruit of the evolution
and trial of these projects — held in various places and with various people, while
taking more time to put into practice.

KINO Meeting began its activities in April 2022. During its first two years, it held
short-term open-call workshops (Workshop #1 to 4) at four locations in Tokyo, as
well as medium-term workshops (Step Up Workshop 1 and 2) for those who had
participated in the earlier sessions. Through these workshops, we have developed
methods (workshop programs) for creating diverse spaces of collaboration and
built a network of workshop participants and collaborators offering professional
perspectives. In the third year of the program, we carried out a Filmmaking Project
led by the collective that emerged from these processes, creating a single film

work by applying the methods cultivated so far.
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This section provides an overview of the structure and aims of this year’s “Filmmaking

Project” by outlining methods implemented in past workshops chronologically.
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04 04 04 04 04
Multicultural Film Making (MFM) KINO Meeting
Workshop Workshop Workshop Workshop
Y—F 0 #1 #2 #3 #4
Research Method 1 v v v v N
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Cinema Portrait Cinema Portrait Step Up Workshop 1
Method 02 Method 04
S 7 T TTTToTTTTTTTmmTTmmmmEmmEEEEET . 7
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JH— Triangle Intervi
Research rangie erview Method 03 Method 07 \
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At KINO Meeting, we have developed workshop programs as “methods” to create

a space where participants can engage in filmmaking proactively while fostering

collaboration among one another. The “Filmmaking Project” implemented this year

is a further development of these past practices, incorporating seven methods.
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Step Up Workshop 2

Method 05

AN
PRYIFa—K
Cinema Etude
Method 06 N

(AR—=Z < Jb—1L)
(SPACE/ROOM)

CNETICKREL ZFEDBNMIZES

EFfETAY LT b

Filmmaking Project

Read each QR code for an overview of the past method

01 >RXvKR—bLA b
Cinema Portrait

02 FZAT72INABE 21—
Triangle Interview

03 L—E>TL—E—
Moving Movie
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04 KINOA—%
KINO-Logue

05 Yx¥IFa—F

Cinema Etude

06 (AN—Z « Jb—L)
(SPACE/ROOM)
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Apr. Jun. Sep. Oct. Nov. Dec.

EDER FRDER Ok

Spring Autumn Winter

DAY DHIAHRE > DY
EMWETT—Uav7 Rehearsal

Sharing a scenario
Workshop in each department

R 5voa B REMER
Film shooting Rough cut screening / Editing
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Participants create a feature-length film over the course of a one-year workshop.
During this process, participants with different backgrounds exchange their
experiences and perspectives while creating, acting in, and filming the story.
The following explains the methods of this Filmmaking Project are explained by

dividing them into key features.
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«DAY1: ¥ FUFEHEF L. BRFB IO »h TREIZ HEES

- DAY2: RELEDOBEAEEEEL TUN-HFIL

+ DAY3-4: O7#ICTAERES

- DAYS5: mERME BTy 1% LU REFEEEXR

Three Seasonal Sections

Three seasonal sections—Spring, Autumn, and Winter—were established, with
one episode filmed during each seasonal section. The three episodes were then
combined into a single omnibus film. Each seasonal section consisted of five

days of activities, with the following process:

- Day 1: Share the scenario and divide into departments to confirm roles
- Day 2: Rehearsal for the upcoming filming
- Day 3-4: On-location filming

- Day 5: Screening of the rough cut made from the footage, followed by editing work

25
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Directing Department Acting Department
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Department Rotation
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Exchange roles every season

AT ER SEHTER

Filming Department Artistic Department
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Department Rotation

Within the production team, four departments are established:

- Directing Department: Creates and directs the story (Director / Assistant Direc-
tor / Screenwriter / Script Supervisor, etc.)

- Acting Department: Develops characters and performs (Actors)

- Filming Department: Handles cinematography and sound (Camera / Sound)

- Art Department: Designs all visual elements on screen (Production Design / Props)

Participants rotate their assigned departments for each seasonal section. For
example, if a participant works as an actor in the Spring Section, they may join
the Directing Department in the Autumn Section to give direction to other per-
formers, and in the Winter Section, they may move to the Filming Department to
handle the camera under the guidance of the Directing Department. This rotation
system allows participants to exchange roles and perspectives. Such a structure
is designed to prevent hierarchies from solidifying within the collective, fostering
more organic relationships, and to bring a wider range of perspectives into the

filmmaking process rather than relying on a single, fixed point of view.

27
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Setting the Rules

In the Spring, Autumn, and Winter sections, one episode is shot by each team

based on a shared outline.

A late night in Tokyo.

Three people remain in the office working overtime.

While doing tedious tasks, they engage in casual, trivial conversation.
But triggered by a small incident,

each of them begins to confess something they’ve never shared before......

This outline was created by the staff with several intentions. First, by presenting
different episodes within a shared situation, the structure emphasizes the appeal
of an omnibus film shaped from multiple perspectives. Second, the episodes are
kept simple in structure—three characters, an indoor setting, and dialogue-driven
drama—so participants can focus on developing the characters' relationships
and the content of their conversations. Lastly, by setting the time as “late at
night” and focusing on “personal confessions,” the framework invites intimate
exchanges that naturally draw out the participants’ personal experiences.

In order to realize film production through a collaborative workshop involving a
diverse group of people, it is necessary for the staff to establish a certain degree
of “rules.” In this project, such rules include the shared “outline,” the “three sea-
sonal sections” mentioned above, and the “department rotation system.” These
rules serve not only to address constraints such as limited time and budget, but
also to foster the participants’ autonomy and unique creative expression. This
year’s participants varied in their levels of filmmaking experience, and they also
came from different linguistic and cultural backgrounds. In ordinary film produc-
tion, such factors might be seen as challenges. However, by leveraging these
rules, the project creates a space where such diversity becomes a positive and

generative force.

29
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Behind-the-Scenes Documentary

The behind-the-scenes documentary is produced in parallel with the filmmaking
itself. An external filming crew is brought in to closely document the communica-
tion between participants on set, the shifts in their relationships, and the process
through which the story, dialogue, and expressions take shape. Through this
documentation, the aim is to observe and express—from a meta-perspective—
KINO Meeting’s core concept: “the emergence of new forms of visual expression,
new communication, and new modes of collaboration (collective) born from the

process of filmmaking.”

The “Filmmaking Project” is directly based on three methods developed so far:
“Cinema Portrait,” “KINO-Logue,” and “Cinema Etude.” Cinema Portrait is a
program that creates film works by layering recorded narratives over still images
taken with an instant camera while walking around the city. It condenses the core
elements of KINO Meeting—speaking about one’s backgrounds and listening to
others’ stories. Techniques devised during this program’s development, such as
“role rotation” and “recording narratives,” are applied in various scenes of the
Filmmaking Project. KINO-Logue is a program that attempts to capture daily life
from multiple perspectives: one’s own, others’, and a meta viewpoint. In the Film-
making Project, this has evolved into “a system for creating scenarios by com-
bining multiple perspectives” and “producing behind-the-scenes documentary.”
Cinema Etude is a program that creates fictional works based on improvised
plays incorporating personal experiences. Its methods have been carried on in
the Filmmaking Project as “scenario creation based on personal experiences”
and “directing that incorporates improvisational acting.” The Filmmaking Pro-

ject’s methods are compiled based on these accumulated approaches.
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We look back on the activities of the yearlong “Filmmaking Project” in three seasonal

sections.
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Self-introductions (Screening of Cinema Portrait)

E Trial STEP1 Monologue creation
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STEP2 Dialogue creation
STEP3 Plot Creation

. '_" SDeciding the Directing Departments of three seasonal sections|
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DAY2 2024%5H25H (1)
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- A0k OR )

36

“SPRING

11th May to 29th June 2024

DAY1 11th May (Sat) 2024

BlPlot creation by Directing Departmen
HDecide casts, members of each Department for Spring Section|

glndividual department meeting

DAY2  25th May (Sat) 2024

gDiscussion on the scenario and filming locations|
HMeeting with Directing Department and other department
dRehearsal

gL ocation huntingf =

DAY3-4 1st and 2nd June (Sat, Sun) 2024

HIFilm shooting

DAY5 29th June (Sat) 2024

;IFilm shoot review,
BIRough cut screening
BISpring Directing Department: Editing

SAutumn and Winter Section Directing Department: Plot creation
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DAY1 2024%8H31H (%) DAY1  31st August (Sat) 2024
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Plot creation by Directing Department

Decide casts, members of each department for Autumn Section

|

—Fq>Y Individual department meetinglirs

Y\ ‘14th September (Sat) 2024
| - -
' Rehearsal =

|
DAY3-4 '28th and 29th September (Sat, Sun) 2024

DAY2 2024%F9H14H (%)
e FHE :
- DA D" ‘

DAY3-4 2024%9H 28H (+).29

F N
DAY5 2024 10858 (L) -+ DAY5 5th October (Sat) 2024

Bizs0iE )R Y . ~ = Film shoot review|

WSy R (R ) e — — _ ” I‘Rough cut screening (Autumn)fies
BRE R B (&) - e cut screening (Spring) il
B DTEHER - REMFE _ R dAutumn Directing Department: Editing

87 Ofth - ZOZO T Oy b TENEBIFIE — - L - : Others: Creating improvisational etudes with Winter Section plots

= ——



Y

DAY3-4 2024128148 (x).158 (R)

e -}

DAY5 2024$12)§ 218 (£)

- A0k =0R )

- EOF S A Ml ol
- NOF I e Tl
NREFE - 774 —LaA—-F 127

40

4

WINTER -

9th Nover%_ber to 21st December 2024
.

DAY1 9th November (Sat) 2024

BDiscussion on the scenario and filming locations|
BDecide casts, members of each department for Winter Section

gMeeting with Directing Department and other departments

DAY2  23rd November (Sat) 2024

BVisit to TAMA NEW WAVE (screening of a film by a member)
gIStoryboard presentation

SRehearsal

o

DAY3-4 14th and 15th December (Sat, Sun) 2024

BIFilm shooting

DAY5 « 21st December (Sat) 2024

JFilm shoot review|
SgRough cut screening (Winter Section),
)

BFine cut screening (Autumn Section

BIEditing and post-recording
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POST-PRODUCTION

18th January and 15th February 2025

DAY1 18th January (Sat) 2025

- Final cut screening (Spring/Autumn/Winter Section)

— Post-recording for the intermissions;

-~ Preparing invitation postcards for the premiere screening

DAY?2 15th February (Sat) 2025

gPlan premiere screening content
B\Workshop to review annual activitie

PREVIEW SCREENING

2nd March (Sun)g2025
Tokyo Photographic Art Museum 1F Hall

[1st part] Screening of past film works

Cinema Portrait / KINO-Logue / Cinema Etude!

[2nd part] Preview screening

Screening of Offline Hours and Behind-the-Scenes!

Talk session with members

43



Ja89>ar/— b 1ERBEE
Production Note / Film Overview

KINOR —F 4 > JDEEZAZ Y ZICEBTHAMITMEFETOS =7 b | OBRBOEF%
BV, ZIHPSIAB EF > HUEGRBORBEMEHLE I,

Through texts written by KINO Meeting’s staff, we follow what took place on the

ground during the “Filmmaking Project” and explain the characteristics of the
resulting film expressions.
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(Production Note>

KINO Meeting Producer
Kota Abe

Introduction

Based on the methods explained in the previous chapter, the members produced a single
feature-length film over 16 days of activity, across Spring, Autumn, and Winter Section. In
this production note, Kota Abe, who serves as producer and program coordinator at KINO
Meeting, documents the filmmaking process from the perspective of the organizing staff,
focusing on the communication exchanged among the members and the process through

which each form of creativity emerged during the creation.

Members

After the preliminary information session held in March 2024, a total of 15 people gathered
as members (i.e., participants; hereinafter referred to as “members”) of the project, includ-
ing season members (those who participated only in a specific season). When recruiting
members, one of the application requirements was prior participation in a KINO Meeting or
MFM workshop. Applications were received from participants of all four of the short-term
workshops that KINO Meeting had previously conducted through open calls, and two appli-
cations came from people with experience in MFM. In addition, many of the members had
participated in KINO Meeting’s Step Up Workshops, and there were many of whom were
already familiar with each other's backgrounds and personalities. Below is a brief introduc-
tion to each member. While representing people of diverse backgrounds in their native lan-
guages could be one possible choice, here, for the sake of readability, all names are written

in katakana according to the names used during the workshops.

Pai Born and raised in Taichung, Taiwan, Pai studied filmmaking at university. He came
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Toshiki

Daichi

Liu

Lei

Takeru

Kai

Zhao

Sherry

Youssef

Bian Ka

to Japan in 2019 and studied sound engineering at a technical school in Tokyo. He

is currently working as a sound engineer. (Participated in MFM 2021)

Originally from Sichuan, China, Toshiki interned in cities such as Shanghai and
Beijing after graduating from university. In 2020, she came to Japan to study film at
an art university. At the time of MFM participation, she was a university student; now

she works in Tokyo while continuing to create films. (Participated in MFM 2021)

Born to Japanese parents and raised in the United States. At the time of participat-
ing in the 2022 workshop, he was attending high school in Japan. He is currently a

university student. (Participated in 2022 WS #1 |kebukuro)

Born in Tianjin, China. She came to Japan to study architecture in graduate school.
She was a student during the 2022 workshop, but has since graduated and now

works in Tokyo. (Participated in 2022 WS #1 Ikebukuro)

Born and based in Nanjing, China until the age of 21. She majored in Japanese
at university and came to Japan to deepen her studies. She currently works at a

company in Tokyo. (Participated in 2022 WS #1 Ikebukuro)

Born in Hyogo, Japan, he moved to New York, United States at the age of 8. Currently

based in Tokyo, he is active in the film production field. (Participated in 2022 WS #2 Katsushika)

Originally from China. After studying film in South Korea and the Netherlands, Kai came
to Japan in October 2022. She joined the workshop one month after her arrival. She

is currently studying film at a graduate school. (Participated in 2022 WS #2 Katsushika)

Born in Wuhan, China. After studying film at a university in Canada, Zhao studied
sociology and other subjects at a graduate school in Japan. She currently works at

a foreign-affiliated consulting firm. (Participated in 2022 WS #2 Katsushika)

Born and raised in Beijing, China. At the age of 14, she moved alone to the United States.
After graduating from university there and working for two years, she came to Japan in

2022. She now works at an IT company. (Participated in 2023 WS #3 Kita-Ku)

Born to an Egyptian mother and Japanese father. He lived in Japan until the age
of five, then moved between several countries. He returned to Japan for university,

where he founded and leads a film study club. (Participated in 2023 WS #3 Kita-Ku)

Originally from China, Bian Ka came to Japan as an international student. When
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participating in the 2023 workshop, she was enrolled in a doctoral program studying
art. She now works at a company related to the art industry. (Participated in 2023 WS #3

Kita-Ku)

Shihui Born in Shanghai, China. After graduating from an art university, Shihui worked in
television production in Shanghai, then changed careers at the age of 25 to join a
foreign-affiliated company. In 2020, she moved to Japan and currently works at an IT

company. (Participated in 2023 WS #3 Kita-Ku)

Kota Born in Saitama, Japan. After graduating from university, Kota worked for an inter-
national NGO and participated in activities around the world, including in the Demo-
cratic Republic of the Congo. During that time, he began making films. After returning
to Japan due to the pandemic, he started working in film production based in Tokyo.

(Participated in 2023 WS #3 Kita-Ku)

Shirley Born in Anhui, China, she came to Japan as an international student, enrolled in a
Japanese language school, and then entered university to study at an international
studies faculty. She belongs to a theater research club at university. (Participated in

2023 WS #3 Kita-Ku)

Nini Born in Hebei, China, she studied film at a local university before coming to Japan in
2022 as an international student. She is currently enrolled in a film department at a

university and is creating her own works. (Participated in 2023 WS #4 Shinjuku)

The individuals mentioned above contributed to this film production. The KINO Meeting staff
oversee the entire progress of the project and participate in the production process in a
supportive role. In addition, a behind-the-scenes crew accompanies the project. The project

began with its kickoff on 13th April 2024.

Kickoff

13 April 2024
Self Introduction through Cinema Portrait
The first day of KINO Meeting’s “Filmmaking Project 2024.” Excluding absentees and

season members, ten members gathered at the workshop venue. To begin with, as a way of
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introducing themselves, each member screened their previously created “Cinema Portrait.”
The timing of each film’s creation differed depending on when the members had participated
in past workshops—some viewed their own work as a fresh memory from just six months
ago, while others, embarrassed, covered their faces as they watched their narration from
about three years earlier. These varied reactions brought a bit of liveliness to the venue.
Next to Sherry, who commented on her past self saying, “I didn’t say anything about my
backgrounds,” Kai laughed wryly, saying, “My Japanese was terrible at that time.” Living in
a place and language environment different from one’s own backgrounds can lead to signif-

icant changes, even over just a few years or even a few months.

Monologue and Dialogue

After this modest but meaningful opportunity to once again share their backgrounds, the
members moved on to two workshop activities that served as a warm-up for the filmmaking
process: “Sharing Monologues” and “Creating Dialogues.” First, in the “Sharing Monologues”
activity, participants paired up and shared personal episodes based on the theme of “decision.”
“Decision” is one of the keywords for the film they are about to create. According to the synop-
sis, the characters will each share a personal confession late at night—and the staff proposed
that these confessions will likely involve some kind of decision. This activity thus becomes a
potential process for gathering personal stories that could become material for the film. Each
pair sat side by side with sticky notes in hand, exchanging stories of decisions they had made.

In the following “Creating Dialogues” activity, the same pairs used the shared episodes
to create short “dialogue scenes” as they performed them. Adding fictional elements or set-
tings to someone’s episode and shaping it into a realistic conversation also functioned as a
rehearsal for scriptwriting. Props such as a vacuum cleaner, stepladder, baseball glove and
ball, cart, etc., were prepared to help set up different situations, and participants were free
to use them. With props in hand, the pairs cheerfully began crafting their scenes.

After about 30 minutes of preparation, the five pairs each presented a one- to two-min-
ute improvised performance in front of the group. In the end, few of the pieces clearly high-
lighted the “decision” theme as originally intended, but the activity led to discoveries from a
different angle. It became subtly clear that the participants had already started to grasp how
to highlight each other’s character appeal. Takeru advises Bian Ka—his junior in college—
about future plans while playing catch. Liu, a staff member at an apparel store, encounters
Nini who arrives as a customer. Youssef quietly approaches Lei, who is earnestly and briskly
cleaning an office. Shihui, who lightens the mood with humor during setup work, paired with

the cool and mumbling junior Zhao, forming a contrasting duo.
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Each member’s character stood out more prominently than expected compared to the
content of each decision. While everyone smiled wryly at this unexpected outcome, excitement
grew for the upcoming filmmaking. This time, it was the emergence of their personalities in an
acting context, but one can’t help but look forward to seeing how these unique characteristics

will continue to collaborate in the scriptwriting process and on set during filming.

Creating Plots

After the lunch break, the group finally began full-scale filmmaking in the afternoon. First,
the three Directing Departments responsible for each of the three seasons were announced.
The Directing Department is the unit in charge of directing and screenwriting, playing a
central role in each season’s production. The composition of these departments was deter-
mined by the staff, taking into consideration factors such as each member’s filmmaking
experience, interpersonal relationships, and balance of primary languages spoken. The

members of the three Directing Departments are as follows:

- Kai, Youssef, Liu
- Kota, Sherry, Nini, Lei
- Shihui, Takeru, Zhao, Pai, Bian Ka

Each team then broke off to begin developing plots using the “decision” episodes shared
in the morning and the pre-established story outline as reference. They formed separate
table groups, placed whiteboards behind them, and started jotting down script ideas and
character profiles. Looking at the notes written on the whiteboards, one can trace the path
of a particular member—how they came to Japan and ended up participating in the KINO
Meeting workshop. At each point in the journey lie major decisions that, though common in
theme—whether to pursue work or hobbies, take a job or start a business, return home or
settle permanently—are significant and cannot be overlooked. On another whiteboard, there
are notes exploring ways to gently ask a houseguest to leave, but the subsequent develop-
ment remains unclear. Yet another board attempts to categorize different types and scales
of “decisions” seemingly exploring how to build a story beginning from smaller choices.
Near the end of the session, each team shared its progress. All teams were still very
much in the early stages, but from a scheduling standpoint, the plot for the Spring Section
must be completed by the next session, DAY1 of the Spring Section. By voluntary agree-
ment, the group of Kai, Youssef, and Liu took on the role of the Spring Section’s Directing

Department and will lead the creation of the first episode.

55



EDOE

DAY1 2024/5/11

FEOEBOTOY ME, [EFLOTVERTE | EVWHTRIEELS. EVaVHEHAT S, Chid
BFEOBEHEH THAZELTZ LIl 272V 2V DEANBEBRIS EICE>TWVS, [RET] O
T—YERZITC VAT ERELAORIKBHOZ &, EATHRTOSNTICHEVE T TV EL
PIDEFLIDIEE> 1z, EDEERIS. EBEOHA Eh DI EFL Y EWS BEROXIE
ERBITBEF— 7%, BATOEFOEKRE L TRRIBT7AT7TIDY—X>NDIEY—F
EHAALTEIELTVELI 7,

BRI EHINERITEE BEADE. EALROHAHEEXRE. ZLTEDZADLE, ¥+
AT AT WL ODDREN B - 1o, RIEENCHAMBRZE -, KEKE L1, LERE
FaTIVHBECBIEPRE STz T FY A MDREICLVIELDEEICH T B X /N —DECE
BUTDEIICEEE T

EHE A —ET. U
HEBER . 2oV == LA
HffiEh : % . Fa s M. X2H
EWEk: ava. V-

KEFYRATA IOV aThS5EFDIEY - NEZESTELAWV. EXZ Y 7ICHL
HABH 12 ZDRBICBRECIEDFH 7. COTAY =V FTR—ADIEY — Nz [BHR]
TRIEEEZEELTHOT ENMBECIEILLBALA FLWEREMA. 707232 &
LTOFRBRELBCELBIELTVAEBAL TSIV AVEBMEL TS MRS ok 71
723 EBVAALADKELEIEY —FER->TVWBIEERICBOBEThIERSBVED
S5O THECESEBIHREL ST

HEFMREZ EBEICATTETNZTAICEEHT, BHEBEHFEREHEACOVTOHGRER
VF. ETERIS M ORVE R 2y T SIEEE S B, EMBIIBEICLBELENDEY AMELEK
3TN EEZOFMERFTESBEREPHANIEELE > THE T BTHTEHFTERL,
BHEPICRESLHRED. LV IRX v 7 24— DML KREEFED TV EBEAMS EAEV
ECHPHTL B, ThEBRULES ELTHP P TAT 72T £ EEBIDBREN < THB, %
SLTHATVE DI BIC, £GP P ECEIBROFEEIRD D, Lo W EHBI$ 2D THN
. ZOES BRPT7AT7ORTFEVIIARER LT O EN. I 1BFTHREICAS LT
BERVSEIDOBRIGICEZARKBE LV HEDPLALALEVRO THRIIE—FT VT T 5,
Z59 3 & FEBEEDSVERBTIE. BEAEDSFENFFEREICE > TV, ZOTF—TIVIC

56

Spring Section

DAY1 11 May 2024

Liu explained that the plot of the Spring Section would revolve around the act of “throwing
away a microwave.” This idea was based on Liu’s personal experience—she was assigned
to handle the script within the Spring Directing Department. In response to the theme of
“decision,” what came to Liu’s mind was the practice of danshari (decluttering). In particular,
she recalled a broken microwave that she had continued to use despite its condition and
couldn’t bring herself to dispose of. Led by director Kai, the Spring Directing Department
appeared to be constructing the episode around the idea of using the microwave—a symbol
of Japanese domestic culture—as a metaphor for life in Japan.

The setting of the story is a foreign-affiliated IT company. The characters include the
protagonist, a new employee; their senior colleague; and the two of their boss. Several
candidates were considered for casting, and in the end, it was decided that Nini would play
the new employee, Lei would play the senior, and Takeru would play the boss. With the cast

finalized, the remaining members were assigned to other departments as follows:

Directing Department: Kai, Youssef, Liu

Acting Department: Takeru, Nini, Lei

Filming Department: Shihui, Zhao, Pai, Bian Ka
Art Department: Kota, Sherry

During the casting process, Liu had in fact asked the staff if she could act out her own
episode. While her enthusiasm was certainly felt, the staff explained that this project did not
aim to “reproduce” any one person’s real story. Rather, by having someone else play the
part, the resulting discrepancies could add a new perspective, transforming the work into
a piece of fiction. Liu seemed to accept this explanation quickly. Nonetheless, the moment
served as a reminder that even in fiction, these episodes deal with deeply personal experi-
ences that must be handled with care.

Once the departments were set, preparations for filming began in earnest. The Direct-
ing and Acting Departments continued discussing the script, while the Filming Department
received instruction from the staff on how to operate the equipment. The Art Department
began drafting a list of required props and set pieces, but the script and settings were not

yet developed enough for them to proceed in detail. Even the basic setting they had agreed
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upon began to unravel when they tried to flesh out character dialogue and finer details. When
someone proposed an idea to fix one inconsistency, it would cause another element of the
story to fall apart. As they wrestled with these problems, someone would suddenly suggest
a completely different plotline. If there had been ample time, such detours and exchanges
of ideas would be an important part of the creative process—but with only a day and a half
left before filming begins, they could not afford such luxury. As pressure built, everyone
began to feel the urgency, and the discussion grew increasingly heated. Because most of
the Spring Directing Department are Chinese speakers, the conversation gradually shifted
almost entirely into Chinese. Takeru, Youssef, and |—also seated at that table—were com-
pletely left behind, able to do nothing but watch the exchange in bewilderment. Suddenly,
Takeru broke the tension by asking, “You okay? You're not fighting, right?” That seemed

to bring everyone back to themselves. They laughed and assured us they weren’t fighting.

DAY2 25 May 2024

That day, the meeting room was used as a stand-in for the finalized filming location, and a
rehearsal was conducted. Divided into their respective departments, the team simulated
filming of a central scene based on the script that had been distributed that day. During the
kickoff and DAY1, most members exchanged ideas in a relatively flat and non-hierarchical
manner, without being particularly conscious of their assigned roles. This lack of hierarchy
is one of the strengths of the KINO Meeting. At the same time, however, it also became a
significant challenge when it came to scriptwriting—where decisions need to be built up
step by step in order to make progress. Once the script took shape and was handed out
to everyone, the relationships began to shift into ones that acknowledged each person’s
area of expertise. Youssef checked the camera framing through the monitor, Zhao held up
the boom mic, and Lei changed into an office suit—each person now had a clear task, and
movement began to emerge on set.

Still, the rehearsal was frequently interrupted whenever they ran into unfinished parts
of the script. Nini pointed out with a frown, “Wait, doesn’t this feel weird?” Takeru also
seemed to feel some discomfort performing that scene, tilting his head in hesitation. Kai
tried to push forward, suggesting ideas to make the scene work, but Liu responded, “Well...,”
pointing out discrepancies with her actual experience. In the end, the issues that arose
during the rehearsal were gathered and assigned as homework for the Directing Department
to resolve before the day of the shoot. The members then left the meeting room and headed

off to scout outdoor locations that had not yet been decided.
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DAY3 1 June 2024

On the first day of filming, the weather was clear and sunny. Although the story is set in
spring, the sunlight felt more like early summer—strong and intense. The first scene to be
shot was outdoors, with the Directing, Acting, and Filming Departments working together
to carry out the shoot. The Directing Department called out instructions aloud; the Filming
Department struggled to handle the equipment; and the actors, sweating in the heat, all
seemed to be giving it their all—each of them appearing to be in a state of focused excite-
ment. As it was the very first proper shoot for this group, the workflow on set was still
awkward. Nonetheless, Moriuchi and Tei from the organizing staff, who were there to provide
technical support, along with Takeru from the Acting Department, who usually works in video
production, helped cover the more specialized aspects, allowing the team to push forward
and complete each scene one by one.

After wrapping up the outdoor shoot, they moved on in the afternoon to the main indoor
scenes. During an all-staff meeting, everyone reviewed the latest version of the script. Based
on the issues raised on DAY2, director Kai and scriptwriter Liu had revised it up until that
day. Since a significant portion of new dialogue had been added, the Directing and Acting
Department began with a read-through of those sections. Meanwhile, the Filming Depart-
ment began positioning the cameras, using the indoor set that the art team had prepared in
parallel with the outdoor shoot that morning as a reference. The setup process before the
cameras could start rolling took an enormous amount of time. Several factors contributed to
this: many of the members were experiencing a filming set for the first time; more than half
were communicating in a language that was not their first; and various essential aspects of
the shoot remained undecided. All of these added up, stretching the preparation time con-
siderably. Especially on the first day, it was still hard to gauge time limits, and developing a
sense of schedule was understandably difficult.

Glancing over at the Directing and Acting Departments, one could see that they were
still discussing the same scene in the same spot. It seemed that the actors were not yet
convinced by parts of the new script, and no consensus on the direction had been reached.
Even though the Filming and Art Departments had progressed partway with setup, without
clear direction, they couldn’t finalize the details. By this point, they didn’t even know which
part of the scene was still being debated. When someone prompted Kai, saying, “We need
to get to the actual shoot soon or we'll run out of time,” she nodded and finally made a deci-
sion, giving clear instructions. Some of the actors seemed dissatisfied with the resolution,
but regardless, they had to move forward or they wouldn’t finish filming within the limited

timeframe.
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DAY4 2 June 2024

On the second filming day, it seemed the Directing Department had continued revising the
script late into the night, with the latest version uploaded just before midnight. From the
organizational side, there was concern that changes in direction might extend the filming
time. But at the same time, | found myself inspired by their tenacity and drive to make some-
thing better. | could feel that this project had moved beyond being just the output of an art
workshop—it had become something the members genuinely saw as their own work. In the
morning, we distributed the updated script to everyone and reviewed the day's schedule.
“Rolling!” Liu called out, holding the clapperboard. An hour had passed since the start,
and the crew was finally ready—the camera began to roll. The scene was one of the key
moments that had been in limbo since yesterday. With each resolved direction and each
scene filmed, the contours of the characters began to take shape: “Even though this person
is from China, they’re stubbornly avoiding speaking Chinese...” “This boss character seems
oddly considerate of the two—maybe of their relationship?” “Still new to society, this one
seems a bit reckless...” Though we had already understood these characters through the
script, watching the actors embody them on the monitor made it feel like we were getting to
know them anew. It was as if the actors’ own voices, facial expressions, and gestures were
gradually merging with the character profiles. This process—of discovering the characters
as they’re brought to life—is unique to KINO Meeting’s production setting, where many par-
ticipants have limited acting experience, are performing in a non-native language, and are
working without a fully finalized directorial vision.

However, after a few scenes were shot, production hit another standstill. Just like yester-
day, disagreements surfaced between the Acting and Directing Departments over parts of the
character settings. Everyone was aware that the time constraints were tightening. Perhaps due
to rising tension, the conversation once again shifted into Chinese—leaving non-Chinese-speak-
ing members unable to follow the discussion. Though | couldn't understand the content, the
tone of voice seemed intense—possibly too intense. Was this still a debate? Or had it devolved
into a quarrel? Meanwhile, the Filming and Art Departments, unable to proceed until a decision
was made, were left idle. Some began checking their smartphones. “Hey, what’s the status right
now? Let’s just try shooting it once.” Unable to stay silent, Kota from the Art Department raised
his voice. While raised voices are not unusual on the professional sets he usually works on, here,

in this environment, his tone hit harder than expected.

DAY5 29 June 2024

Four weeks after the shoot ended, the final activity day of the Spring Section arrived. Originally,
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the plan was to gather in the morning and immediately watch a rough cut of the scenes we had
filmed. However, we first set aside about 30 minutes to reflect with the members on the filming
process and their experiences. After the shoot, the organizing staff had held internal meetings
to review the pre-production and on-the-day processes. We recognized several challenges
from the production side: the shoot hadn’t gone as scheduled, discussions among members
had gotten heated, and the production process had placed a considerable burden on the
participants. As organizers, we viewed these as issues on our end as well. So, at the start of

this final day, the organizing team proposed the following improvements to the members:

Clarify rules to reduce burdens

- Limit the number of scenes and clarify conditions to simplify filming

- Staff will step in to facilitate discussions and manage time

- Ensure key directorial decisions are made before filming begins
Cultivate an attitude of truly “listening” to others

- Recognize that this is not a typical film set

- Set aside your usual working methods and start by accepting what others are saying

- Together, let's find good ways to communicate across different native languages
Share responsibility for creating the production environment

- Build trust throughout the activities

- Be conscious of providing support when someone is carrying an extra burden

- Punctuality and notifying others of absences in advance must be observed
“Creating a good film” and “creating a good environment” are equally important

- The goal of KINO Meeting’s filmmaking is to balance both—not lean too far in one direction

The organizing team had taken this situation seriously enough to worry whether some
members might become so exhausted that they would leave the project altogether. We felt
the way this proposal would be received could greatly influence the future of the project. But
the members’ reactions were surprisingly simple. Kai responded casually with, “Yeah, it's
fine.” Perhaps the four-week break had dulled some of the more difficult memories, but the
members seemed to be aware of the issues and what had caused them. Bian Ka commented,
“Even so, | think there was really good collaboration,” and shared her view of the outcome.
The rough cut we screened afterward, though unfinished, was full of captivating scenes.
Somehow, it already felt nostalgic—even though not even a month had passed. With that,
the first season of this filmmaking project came to a close. Next, the project moves into the

Autumn Section.
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Autumn Section

DAY1 31 August 2024

The Directing Department for the Autumn Section began preparing proactively even before the
official start of the season. Separate from the scheduled activity days, they held their own meet-
ings to work on the script and casting. This initiative seemed to reflect not only a reflection on
the Spring Section but also a strong desire to create their own film. The script was written by Lei,
who had acted in the Spring Section, and the director overseeing the production was Kota. This
season’s episode revolves around a woman who unexpectedly runs into someone from her past,
forcing her to confront her former self. Rather than portraying a dramatic, life-altering “decision”
as implied by the season’s overarching theme, the team expressed a desire to focus on small,
subtle choices. On DAY1, the script and casting that had been developed in advance were

announced, and based on these, the assignments for other departments were also decided:

Directing Department: Kota, Sherry, Nini, Lei
Acting Department: Shihui, Daichi, Zhao
Filming Department: Shirley, Toshiki, Youssef, Liu

Art Department: Takeru, Pai, Bian Ka

Before DAY1 officially began, one casting-related moment left a strong impression. There was
a proposed scene in the episode where fortune-telling serves as the catalyst for one character's
decision. The intent, as | understood it, was to depict a decision influenced not by personal will
but by chance. At that point, Kota expressed a concern: “Do you think this scene might be a
problem for Youssef?"—referring to one of the acting candidates and his religious background.
Since Youssef is a Muslim, engaging in fortune-telling, even in a fictional context, might go against
his beliefs. If that were the case, no matter how much it's framed as performance or fiction, it
wouldn’t be right to ask him to do it. The Directing Department then proposed two potential options:
A, change the direction of the scene. Or B, cast someone else for the role. In the end, Youssef
responded that participating in a scene involving fortune-telling would be difficult for him. The
Directing Department decided to move forward with option B. From an operational standpoint,
| personally saw more potential in option A—adapting the direction to fit individual needs. But |
couldn’t steer the team toward that choice. For all | knew, there may have been a narrative reason
the scene needed to remain as it was. This incident reminded me that in casting—and indeed in

many decisions—we constantly judge based on each person’s background and attributes. In this
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case, a clear and visible factor like religion became a consideration, but in everyday situations, less
visible backgrounds or subtle differences often influence decisions in similar ways. That in itself
isn’t necessarily wrong. But we must always be careful that such decisions aren’t shaped by prej-
udice or fixed assumptions. In the end, the scene was slightly adjusted—replacing fortune-telling
with the use of a “lucky item” as the symbolic trigger. Later, director Kota said, “We weren’t able to

cast him, but | still wanted to make the scene into something Youssef could feel more connected to.”

DAY2 14 September 2024

Since the Directing Department had done thorough preparation prior to DAY1, both DAY1
and 2 could be fully dedicated to rehearsals. With the setting already well-developed, more
concrete exchanges of opinions became possible, and discussions—both within departments
and across them—grew increasingly active. As the director, Kota focused his efforts on man-
aging the set, while deliberately seeking input on finer points of the direction from Lei, Sherry,
and Nini, all members of the same department. Despite having enough professional expe-
rience in video production to make all the decisions himself, Kota seemed to be making a
conscious effort to let go of control and collaborate more openly.

A few days after DAY2, | decided to send Kota a message to share some thoughts ahead
of the upcoming shoot. | conveyed that, in the context of KINO Meeting, | hoped to avoid cre-
ating a dynamic where someone’s voice holds disproportionate influence solely because of
their experience. At the same time, | told him that from what | had observed on DAY1 and 2,
his conscious effort to listen to others might offer valuable hints toward the kind of collabo-
rative production style that feels most “KINO-like.” | also let him know that | intended to offer
as much support as | could during filming. There was a real risk that my message might put
undue pressure on him or make him second-guess things unnecessarily—but | chose to trust
the relationship we’ve built over the past two years. In his reply, Kota shared that he, too, was
questioning and reflecting on his own approach. Still, he wrote that he enjoys working on KINO

sets and that, during the shoot, he hopes to create the most “KINO-like” two days possible.

DAY3 28 September 2024

Like the Spring Section, filming began with outdoor scenes. The two actors slowly walked
down a sloped path, followed closely by the Filming Deaprtment carrying cameras and micro-
phones, along with the Directing Department doing their best to keep up. The atmosphere
felt noticeably different from the previous shoot, partly because the Directing Department
had changed, and also because several new seasonal members had joined. This constant

renewal of the set is one of the unique characteristics of the KINO Meetings.
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This time, the lead role was played by Shihui, originally from China. Although initially hesitant
about acting—largely due to a sense of embarrassment—Shihui ended up taking the lead after
displaying a uniquely compelling personality during the kickoff improvisation session. Shihui often
admits that their Japanese isn’t particularly fluent, yet the character they portrayed was written to
speak Japanese. At KINO, there are no fixed rules from the organizers regarding what language a
story must be told in. This open approach is one of the distinctive aspects of the KINO set and offers
directorial opportunities—for example, using language choice to suggest a character’s background.
In the Autumn Section’s story, the protagonist—like Shihui—is a character from China. Set in a
foreign-affiliated company (a similar setting to the Spring Section), the character communicates
with a colleague from the U.S. in Japanese. While the story doesn’t go into detailed explanations
about this choice, it's Shihui’s slightly hesitant Japanese that propels the narrative forward.

What stood out during the filming of Shihui’s dialogue scenes was that almost no takes were
cut due to minor issues in Japanese pronunciation or phrasing. Retakes were done when the
intended meaning was significantly affected or when a key word was misdelivered, but small mis-
takes were largely overlooked. From a native Japanese speaker’s perspective—limited as that may
be—Shihui’s Japanese nonetheless had a distinct charm. The rhythm, the intonation, the choice of
words—all of it was unmistakably Shihui’'s own form of Japanese. By embracing this, the character
gained an authentic and compelling presence. It's possible that, realistically, communication in
a foreign-affiliated workplace might happen in English, especially between people from different
countries. But on the KINO set, having an actor use a non-native language doesn't aim to depict
situations with strict accuracy. Instead, it creates character believability through an alternative
method. (As a bonus, the unfamiliar rhythm also makes any inexperience in acting feel less notice-
able.) In the end, the language spoken by the protagonist allows Shihui’s personal experiences

to overlap with the role, shaping a character whose presence is grounded in Shihui’s own voice.

DAY4 29 September 2024
“Kind at heart!” Takeru shouted. This was a catchphrase he would call out whenever he
sensed that people were getting tired and communication was becoming a bit careless. As this
mood-making gesture symbolized, the set of the Autumn Section was characterized by mutual
care among the participants. Members of the Art Department, like Pai and Takeru, often stepped
in to support the largely inexperienced Filming Department, going beyond their boundaries of
departments. Praise for the actors' performances was shared actively scene by scene, and it
was clear that members were consciously practicing relationship-building throughout the shoot.
Even so, time was not on their side. Some scenes had to be cut based on prioritization. And

as the shoot neared its end, a few scenes remained that had not been fully finalized in terms of
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direction. The biggest challenge was a long dialogue between the protagonist, played by Shihui,
and a woman—possibly an old acquaintance of the protagonist—played by Zhao. On set, this
scene was rehearsed multiple times. In it, the protagonist asks the woman why she requested
a transfer to the Japan branch. In her performance, Zhao responds, “I love the streetscapes of
East Asia, and that’s why | moved here.” | was taken aback when | heard that.

At KINO Meeting, it is encouraged to reflect personal experiences in the script as much as
possible. For scenes with long monologues like this one, the scriptwriters sometimes intentionally
leave parts unwritten, allowing the actor to ad-lib. During rehearsals on DAY1 and 2, the team
tried to draw out a personal episode from Zhao herself. However, she struggled to connect her
own experiences with the scene, and eventually, scriptwriter Lei decided to write that part out for
her to perform from. The phrase about “East Asian streetscapes,” in fact, was a line that Lei had
added.However, that phrase was actually borrowed from Zhao’s Cinema Portrait—a workshop
that KINO Meeting has offered since its early days. In that workshop, participants are grouped
into threes and walk around town while creating a short film exploring their backgrounds. Zhao
had participated in one of those sessions in November 2022. Looking back, | remembered that
Lei had also joined that workshop. It was a moment that revealed a quiet, meaningful outcome of

KINO'’s two-year journey of accumulating shared creative practices with its members.

DAY5 5 October 2024
One week after the shoot, the footage was assembled into a rough cut and screened. As the play-
back was about to begin, Shihui, unable to bear the embarrassment, left the meeting room. Appar-
ently, she simply couldn’t bring herself to watch her own acting in front of everyone. Laughter erupted
in the room as scenes featuring the interaction between Shihui and Daichi appeared on the monitor.
The episode had a different tone from the one in the spring, yet there were undeniable similarities as
well. The idea of presenting them as an omnibus was already beginning to feel exciting. It may be too
early to evaluate the work as a finished piece, but in terms of how the shoot itself was orchestrated,
the Autumn team offered one approach—an outcome likely made possible not only by the Directing
Department but also through the actions and initiative of each individual member, building on the
experiences from the spring. Surely, they managed to pass the baton on to the winter members.
Though there is rotation, in the end, it's the same group of members who pass and receive the baton.
After the screening, the Autumn Directing Department returned to work in a temporary editing
booth set up with a monitor and PC, while the other members held an improvisation workshop based
on the current story ideas for the Winter Section. The activity had been set up with the hope that it
would spark inspiration for the yet-to-be-finalized winter script. As with the kickoff improvisations,

it turned into a lively session where each participant’s unique personality vividly came through.
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Winter Section

DAY1 9 November 2024
The Directing Department for the Winter Section consisted of five members: Takeru, Pai, Zhao,
Shihui, and Bian Ka. Due to the course of administrative progress, it ended up being the
largest with five members, but judging from the communication within the department, the
number does not appear to be an obstacle to advancing production. Before the start of the
Winter Section, a preliminary meeting was held exclusively for the Directing Department refer-
ring to how the Autumn Section had proceeded. In that meeting, discussions were held to
once again organize the materials considered so far and to create a concrete plot.

As aresult of the discussion, the direction was decided to depict an interaction between
a person who decides to quit their current job and pursue another path, and a colleague
who happens to be confided in about that decision. When this idea was proposed, Shihui
shared her own experience, saying, “There are times when | think, if only | hadn’t given up
then.” Shihui graduated from an art university and worked in television program production,
but referred to her experience of quitting that job as “giving up.” On the other hand, she
described Takeru as “someone who is properly pursuing his dream.” Takeru continues to
work on self-initiated film projects while doing part-time work and working in film production.

It was decided that Zhao would be in charge of the script, and that casting offers would
be made to Sherry, Kota, and Toshiki. Zhao already seemed to have a fairly clear image in
mind, stating firmly, “It can only be those three.” It was also decided that Pai would take on
the role of director. Pai, who usually takes the lead in behind-the-scenes support such as
working as a sound technician, would now be directing. One of the effects of this rotation
system is that it brings out different sides of each member. In this way, DAY1 arrived with the

following member assignments:

Directing Department: Shihui, Takeru, Zhao, Pai, Bian Ka
Acting Department: Kota, Sherry, Toshiki
Art Department: Shirley, Youssef, Liu

As it turned out, due to illness-related absences and the college entrance exam season,
several members who were scheduled to participate as part of the Filming Department were
absent, and the number of members in this department became zero. As a result, it was

decided that a few members from the Directing and Art Departments would take on Filming

75



DI &N RO 2 E2FRBICRRT BRERCEDT. Xv IV 4 —BEL. ERICHDHE
ROBEDPENRNIE > BHPDALN—BEABRRBBESL 212D, [F7IVEADKRE >
THALESFE|EVSBRBMCATE .,

ZOHOFH. HUEL TEOEOUN—BILIZH D B, BERED /=8 27 IIVIERELD /N
1 ZHROICHBREHOREDEIHHE L GEVIALE DTS, TOH. RFIOMEXEH EICL LG
CTPHEBEEIN ThEYIPEOLEDT. 207 F VT4 DES ICERFHH B,

UN—HILEEH TV EELE LHRPEE CIRAB LIPS PS> T B, RROFFH
FRHRAL—XISEALZCEDHH7-DT, TDEZEUNZESHERBELELZREDZ > TUVEY
H&r&H 5. L L, SEOEERIGEHRUANDIAI 2 Zr—2a e Lonl ERICP-TH
VEWDX Yy E—JILERORIBTHIETE TV S, KU 2BETENZFFEDH SN B h,

DAY3 2024/12/14
SHEOBFE TIE UT  BEEOH X ZHPERAE N D,

c ARBEAOTOMKROET A HX T

- DVF—7%&fE5. 2000 ERDETHH X 5
NBIDTFTHINA AT
CWIRYADT I AI—IRLTH XS
CAVRENARXT

EHEAND- B ERRER MGREADR 2D AL LTHES /-0, BRIICZS L
Y —IHBIBTEEILE D, ZOENPTHDVHA T, BEEZ L v 7T DHEAH, 15E1F EFIIC
BMUKDEEE T H-HICHMOTFICANEIATEFERAT S, SADHEVWETFHX TOEEED
EWSRTATTHEERBP O HAHE BV >TALIYICEREEANLSEERLAZEDI ET.
EHBICRELEASA WEDA DN —B ERUESSVWESEEHICFAPBATWES
AT, WEKINODX U N—=HFICHE PBLEZI IO TWD, BIBICR VU -2 EHERT —
TIWHELBELAERMEDAFICAB SN AT 4—TUHIPHERTEAV, 2T ILIAEF RN
2L2ICH AT BET. ThEEADPSEDLPDALN—12BHFDEVTND, ZORPBIET.
PIV—RZA4FF2TDTo =2 DL FZERBEL TV,

B, ZDODVAX %2 DIE M XDELCDX v+ I 74— FRBALL X ESNT b
PXDAYEER. FFOPEHL T, WOEIATEHBHE LS BFOERERELTVBIA,
CORBIE. REFavrMETERELAEZSOTIEALS  MFMTHEL 2 22— F—Fa—
V7= hoD5IATEH T [Za— b—Fa— - VYT7—]|THEINXEHELLTAHICE
BLTHY. ARICHXFZ2EDLPS T, AL DERBRIMSEVIZ— TV EXF v T 7 2—%ELT
Wz (B, PR EHDEIRZIVIBECE ST E WEREE2RXZT Y IHFEIOTELZDIC

76

Department duties depending on the situation.

DAY2 23 November 2024

Takeru’s self-produced film was selected for screening at TAMA NEW WAVE, a film festival
focusing on young filmmakers. On that day, all the members went together to attend the screen-
ing. Seeing Takeru on stage for the greeting, it was clear that while he was a bit nervous, he
was also excited about this opportunity, as it marked the film’s first screening in Japan. The film,
titled Leading Your Birds, depicts the interactions between a protagonist struggling with a slump
in his music production work and his deaf older sister, set in a mountain lodge. The character
portrayals and the natural scenery in the background left a strong impression. One could hear
remarks like, “It really felt like a Takeru film,” from other members.

That afternoon, the group shifted gears and resumed rehearsals for the Winter Section.
Takeru was absent due to the film festival, but under Pai’s leadership, they pushed forward
with what would be the final activity day before filming. On that day, a storyboard based
on the latest version of the script was shared. It was drawn by Shihui, and its high quality
received an enthusiastic response.

As rehearsals progressed, many aspects of the script and the setting that were still
unclear became apparent. Since the Autumn Section had proceeded exceptionally smoothly,
this time felt comparatively less settled. However, the Directing Department for this section
has been maintaining close communication even outside activity days, and they have been
responding promptly to each other’s messages. The question is how much they can refine

things in the remaining two weeks.

DAY3 14 December 2024

For this shoot, multiple types of cameras are being used:

- A professional video camera for the main scenes
- A 2000s DV tape video camera

- A compact digital camera

- A DSLR camera for object shots

- An instant camera

Because the setting where the characters work is established as a studio for photo/

video shoots, it is natural that such tools appear on screen. Among them, the DV camera

being used is one that Moriuchi, one of the organizing staff, first acquired around 15 years
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ago when he began working in video production. The idea to use footage from an old video
camera came from the Directing Department. After that, Moriuchi thought to try turning on
the camera again for the first time in a while—and it still worked. He proposed the idea to
the Directing Department, and it was adopted. Now, the KINO members—about the same
age Moriuchi was when he first held the camera—are holding it themselves, looking at it
curiously. Since there was no screen or connection cable at the location, the footage could
only be reviewed on the camera’s built-in monitor. Takeru lifted the camera so that everyone
could see, and the other members gathered behind to look at it over his shoulder. The sight
was comical, and Sherry described it as “like a scene from The Lion King.”

In the film, the DV camera is operated by a character played by Toshiki—whose char-
acter is also named Toshiki. Her character is someone with strong curiosity, who always
carries a camera around and shoots her own work. This trait was not something that Zhao
devised entirely on her own, but rather was a reference to New Tokyo Tour, a work produced
during MFM. In this piece, Toshiki also appeared as an actor, playing a similarly unique
character who wore a camera around her neck and had a tendency to get close to others in
conversation. (Later, Toshiki shared that although that kind of personality suited her back
then, he now feels quite different and found it a little difficult to play.) While that character
was certainly memorable, it seems Zhao is trying to use it to create a connection between
MFM—KINO’s roots—and the current film. Her approach, which almost seems like an organ-
izer's perspective in the way it zooms out to consider the entire project structure, made me
realize how interesting it is that members themselves are trying to link their own works to the

broader structure of the overall project.

DAY4 15 December 2024

Although the progress of filming was not entirely on schedule, it was somehow moving
forward, and the end of shooting was now in sight. However, due to a new wave of health
issues and absences, the number of members present had decreased even further. At the
all-staff meeting on the morning of the second day of filming, the roles were reassigned
once again among the available members. It was an emergency situation, but because each
member had taken on various roles throughout the previous rotations, in addition to their
current departmental responsibilities, they were able to respond flexibly—even with limited
numbers. Witnessing that adaptability and responsiveness, | realized that although only
about nine months had passed since the start in April, a flexible, shape-shifting collective
that could fluidly exchange roles had already come into being.

As mentioned earlier, this season’s episode features a variety of cameras, which the
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characters point at one another. This relationship of filming and being filmed is a recurring
structure that the KINO Meeting has consistently explored. In the narrative, those “being
filmed” talk about realizations in their daily lives, or are able to open up about things they
haven’t been able to share with others—precisely because a camera is turned on them. On
the other hand, for those “doing the filming,” receiving those stories often becomes the
impetus to start speaking themselves, and this mutual reaction gives rise to a form of com-
munication that operates on a different dimension than usual. In this script, there are very
few ad-libbed scenes; most of the content is precisely determined by the screenplay. Never-
theless, as in previous seasons, with each rehearsal, the scripted lines begin to emerge as
something that belongs both to the characters and to the actors themselves. After the most
important confession in the episode, Sherry took a photo of Kota with an instant camera.
Immediately afterward, still holding the camera, she softly murmured, “Cute.” It was a spon-

taneous utterance, a moment where the character and the actor were perfectly in sync.

DAY5 21 December 2024

Even just watching the unedited rushes, it already looked coherent enough to imagine the
completed version. On the final day of the Winter Section’s activities, the Directing Depart-
ment proceeded with editing while also recording Toshiki’s voice-over nearby. As for the
upcoming editing process, although there were a few issues to be addressed, it seemed
that the work would progress without major problems. (However, in reality, a significant
issue would later be discovered during the final scene toward the end of the editing phase,
prompting the Directing Department to re-evaluate and re-record the material...)

With this, the Winter Section came to a close following the Spring and Autumn Section.
While post-production still remained, the members had completed the most important part
of the process. With just one kickoff day and five activity days per season—for a total of 16
days—they carried out everything from plot creation to filming. What kind of experience was
this for the members? They were constantly short on time, and had to communicate with
people whose first languages differed, negotiating differences in values and preferences to
create a single piece of work. From the perspective of the organizers following this produc-
tion process, it became once again clear how difficult that is. At the same time, however,
the filmmaking environment that the members created was not one built on mere spirit or
motivation, but rather, it became a space where “challenges and obstacles gave rise to new
forms of collaboration and expression” in a tangible way. That space was exactly the kind of

landscape that the KINO Meeting has been striving for.
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Offline Hours
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Late at night in the office, Nene, a new employee who is still not used to the
company or the Japanese language, is working overtime with her senior col-
leagues, Watanabe and Go. While there, she notices a note taped to the micro-
wave in the office kitchen. Go tells her that the microwave is broken and is
going to be thrown away, but seeing that it still appears usable, Nene begins to

consider taking it home.
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Offline Hours

Lee, who works at an international company, finds herself thinking about Alex,

who was recently transferred from the U.S. to the Tokyo branch. Through a con-
A T M N versation with her colleague Joe, it seems that Lee and Alex might have been
U U classmates in high school and that there is a past between them that she would
rather not remember. That night, while Lee remains in the office, Alex approaches

her, saying she has something work-related she wants to ask.
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Offline Hours

e

Chris, a photographer's assistant, slips away from the farewell party for her
senior colleague Miura, who is about to leave the company, and secretly works
WI NTE R on a personal project at the company’s studio with her colleague Toshiki. After
Toshiki leaves the studio, Chris relaxes while secretly eating a cake she found
in the fridge—when Miura suddenly returns to the studio. Unbothered by Chris’s

panic, Miura says he wants to photograph the cake.
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Spring

[¥HF Directing Department]

F EGS  Youssef Inoue
ZITH Liu Dingyuan
Y #4PY Kaijing Yang

[HE@# Acting Department]

BIG®/ Takeru Ozaki
HEH® Yuelei Wu
PIAE Lai Keni

[Be#i# Filming Department]

$#)F  Shihui Weng
#BES  Chenyu Zhao
s34 ¥7v ShihAn Pai
~¥ % BianKa

[&45%8 Art Department]

Y— Y=Y — Sherry Wu
BEMK Kota Tsuruwaka

Autumn

[#H# Directing Department]

v— ¥=Y— Sherry Wu
BHA®E Yuelei Wu
BEMA Kota Tsuruwaka
BT Lai Keni

[HF#5E Acting Department]

$7¥F Shihui Weng
#BES Chenyu Zhao
MIUKHE Daichi Murayama

[Bi#i# Filming Department]

FE LS Youssef Inoue

#3v ¥ax.v Shirley Zhang

b&#F  Shiqi Du
B TIR LiuDingyuan

[S54%#B Art Department]

RIF®E Takeru Ozaki
%4 7 ShihAn Pai

~Y % BianKa
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Winter

[BHIB Directing Department]

B Takeru Ozaki
59 Shihui Weng
MBS Chenyu Zhao
s34 ¥7v ShihAn Pai
~v 7 BianKa

[BE# Acting Department]

v— ¥z — Sherry Wu
BEMK Kota Tsuruwaka
F¥#% Shiqi Du

[Sf#%8 Art Department]

JEEfhtES  Youssef Inoue

Fav ¥axv Shirley Zhang

T LiuDingyuan

BE

Original Music

FRIHEM  Kiyotaka Moriuchi

B
Sound Design

/34 7 ShihAn Pai

EEFE
English Subtitles

MBHET  Yumiko lijima

RRE—TFAL ¥
Poster Design

v— ¥=)— Sherry Wu

B
Technical Support

11353 P  Kohei Yamashiro
Y— &=2> LiMuyun
HEFZREE  Yasuaki Okino
FEAK#H  Yuya Shimizu
/ANHEEXT5 Hinano Oda
{L#%® AiEmori

7]

In Association with

EDOCODE #&&#: EDOCODE Inc.
HRASF 624 Y4 RAKUDA STUDIO

RHIES
Special Thanks

KPIff  Shinsuke Ouchi

T=YHIYINERT RS FTAE T4 —
Arts Council Tokyo Program Officer

JIli#=%7> Nikian Kawamitsu
MUHFF  Saeko Oyama

- Fuia—2R
Production Mangement and Produced by

KINO 3—5 17" KINO Meeting

PTERfER  Kota Abe

BiBWH  Ayumi Seki

¥iE &  Ushin Tei
FHFEE  Yasuhiro Moriuchi

Ed3
Organized by
HHE, 77— h 0y IV (AR R A RCHE R LR )
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Tokyo Metropolitan Government,
Arts Council Tokyo (Tokyo Metropolitan Foundation for History and Culture),

General Incorporated Association Pantanal
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CFiIm Overview: Katakoto Eiga: Broken Japanese FiIm)

KINO Meeting Workshop Planner

Yasuhiro Moriuchi

Three years have passed since the KINO Meeting project began, and as a cul-
mination of our activities thus far, the film Offline Hours has been completed. For
those who haven't seen the film yet, this article may contain spoilers, so feel free
to skip it. But when watching this omnibus film, composed of three seasons—
spring, autumn, and winter—the first thing that might catch your attention is the

awkward rhythm of “language” in the conversations between the actors.

The actors, who are not native speakers of Japanese (and are also acting for the
first time), speak in broken Japanese that is comfortable for them, rather than
so-called “correct” Japanese. This results in a unique tempo, intonation, and
unexpected linguistic expressions scattered throughout the film. Many scenes
were created semi-improvisationally, allowing the actors to speak freely. The
Japanese dialogue, originally prepared as a guideline (even the screenwriter is
not a native Japanese speaker), was transformed into the kind of Japanese the
actors themselves actually use. Although the actors seriously aimed to speak
“correct” Japanese, the lines gradually deviated from correctness and morphed
into original “language.” These versions were kept as the “okay” takes. Thus, in
this film, “language” took precedence over the “script,” and | would like to affec-
tionately call it a “Katakoto (Broken Japanese) Film.” Because of the brokenness,
it’'s sometimes difficult to clearly interpret the actors’ emotions or read the context

of the story from their lines. However, if the viewer interprets with flexible under-
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standing, the awkward rhythm of the language eventually becomes pleasant, and
before long, one can become immersed in the story world.
Now, | would like to introduce, with my own interpretive touches, a brief overview

of the three seasonal episodes.

“Can | take it home with me? That broken microwave?”
(From the Spring Episode)

Nene, who has just joined the company, is gently approached by her superiors
Watanabe and Go, who want her to fit in well with the department. However, Nene
seems unable to shorten the distance between herself and the two. When invited
to a social gathering, she gives a vague response but expresses interest in the
broken microwave in the company kitchen, asking if she may “take home.” Like
the microwave, which works sporadically, Nene’'s emotions are difficult for her
superiors to read. She may have seen herself in that problematic microwave—one
that starts working on its own and might even cause a fire. “Ding!” Suddenly, the
microwave sounds in the dark. Once declared broken, it is quickly discarded
and replaced with a new one, just another disposable company appliance. Nene
sensed an unspoken anxiety in such a societal value system—where things that
don’t function “correctly” are deemed unnecessary. If she were to suddenly go
“ding,” she might be seen as strange and avoided by others. That’s why she tried
so hard to master the formal Japanese email phrases that are specific to Japa-

nese business culture.

“Hey, would you like a popsicle?”

(From the Autumn Episode)

Lee had hidden her bitter past—frozen over time—quietly away in the freezer.
Having moved from China to Japan, she had lived in Tokyo for a long time, grad-
ually forgetting those memories. But when Alex suddenly appeared at her work-

place, it was as if that popsicle began to melt, and she was shaken. She becomes
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convinced that Alex, who transferred from the American office, was her high
school classmate, and she can no longer focus on her work. Joe, her innocent
junior who offers a popsicle and small talk, soon remembers his dog and heads
home. Left alone with the very person she wished never to meet again, Lee and
Alex are stuck with night overtime to prepare for a workshop with high school
students the following day. As they line up chairs in the conference room, the
conversation turns to their high school days, and Lee’s frozen memories begin
to melt. The film doesn’t explicitly depict how bitter those memories were, but
we hear the actor playing Lee reflect on her own past and say, “The version of
myself with low self esteem” Within the melted popsicle, a hint—a lucky item—
appears, and Lee prepares to make a “small decision.” She thinks: this might be
her chance to settle the past and break free from her “unconfident self.” But as a
result of that decision, what awaited her was not a reconnection with the old Alex,

but a new encounter with a different Alex altogether.

“I think it’s funny to take a picture of someone while they are badmouthing

someone”

(From the Winter Episode)

Chris the corporate slave, Toshiki the camera geek, and Miura with his mid-
dle-aged vibes. These three, who work at the same photo studio, each explore
what “true creativity” means to them outside of their work. Toshiki claims to be
filming a documentary about Chris. Chris says she’s collecting people’s good
memories. Meanwhile, Miura, who has decided to quit his job, is secretly stock-
piling film footage, which is revealed later. The film features a variety of cameras—
DSLRs, digital, DV, instant film—and the three converse by pointing cameras at
one another. Filming is second nature to them, so they’re not self-conscious.
In this space, pointing a camera at someone means they are eager to listen to
them, even their complaints. The one being filmed, though a bit shy, becomes the
speaker. Then, by handing the camera to the other, the roles switch—filmer and

filmed, listener and speaker, swap places. They seem to enjoy this fair and func-
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tional form of communication. Here too, broken Japanese adds a pleasant rhythm

to their conversational performance.

Don’t think of “broken” language as inferior. Katakoto Eiga creates a world where
performers and viewers can interact beyond the screen, embracing and dialogu-
ing through broken language. The viewer, attentive to every single word —another
definition of “katakoto”™ uttered in imperfect Japanese, begins to take in broken
Japanese and become absorbed in the shared act of storytelling. It becomes a

new kind of cinematic experience.

Now, the film approaches its ending.

Night deepens, and morning comes. Wandering alone with her camera on the
sidewalk, Toshiki—who until now had been the comic character—can’t find a
subject to shoot. She mutters to herself, no longer in broken Japanese, but in her

native language.

“What on earth am | actually filming...?”
“But if we never show the pictures and film to anyone

that feels very sad and wasteful as well”

Then, through her viewfinder, she happens to catch a glimpse of Miura—search-
ing for a subject with a camera, just like her. Her heart races, and she suddenly

runs toward him, and this is where the film ends.

KINO Meeting is a gathering of people who are motivated to make a film in one
way or another. The members, from various backgrounds, were all searching for
something to create, and it was through KINO Meeting that they found “fellow
seekers” of cinematic subjects. Eventually, these fellows became a “crew” and
began making a film together. The final scene of Offline Hours seems to project

the joy of that encounter and the thrill of creating something together.
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In their own words, participants themselves reflect on what kind of experience taking part
in the “Filmmaking Project” became for them.
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Members’ Words 01

Shihui Weng

Over the past year, the days | spent participating in the Offline Hours
through KINO Meeting were truly filled with continuous challenges
and discoveries. On set, | found many new perspectives and realiza-
tions in casual conversations with members from different countries
and cultures. There were times when our opinions clashed, but even
those moments felt like an important part of the process of accepting
our differences and creating a film together.

There were also many obstacles—getting stuck during editing, strug-
gling with limited time—but overcoming each of them, step by step, as
the work gradually took shape, was truly an irreplaceable experience.
In particular, playing the role of Lee during the Autumn Section
became a time for me to deeply confront myself. As | followed Lee’s
words and actions, | found myself asking, “What would | do in this sit-
uation?” or “What emotions lie behind these words?” Through acting,
| began to reflect more deeply on my own inner self.

A moment that left a strong impression on me was when | exchanged
improvised lines with another actor. Unwritten words outside the script
arose naturally, shaped by the atmosphere and actions within the scene.
Each time | spoke as the character, | felt a quiet but certain sense of con-
nection with someone beyond the screen. | think it was because those
words were no longer just mine—because | felt that the emotions born
within me might reach someone else’s heart. Through this experience, |

truly came to understand the meaning and power of acting.

Shihui Weng (Shihui — p.51)
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Members’ Words 02

ShihAn Pai

This was not my first time creating a film with people from diverse
backgrounds, but what made this experience different was that over
the course of a year, we produced three works and took turns han-
dling different departments.

| was at the Filming Department during Spring Section, the Art Depart-
ment during the Autumn Section, and served as the director in the
Directing Department during the Winter Section. What left a strong
impression on me, especially during the Autumn-Winter Section, was
the close communication we had due to the small team size.

The process of moving forward through repeated meetings was very
stimulating, and it reminded me once again of the appeal of filmmak-
ing. Many unexpected ideas came up, but what stood out to me was
how each person's perspective was reflected in the film.

Through this experience, | learned the importance of engaging in
honest discussions and listening to each other’s opinions. If | have
another opportunity to be involved in a production like this, | would
like to listen more carefully to my teammates’ voices and express my

own thoughts more boldly. It was an extremely valuable experience.

ShihAn Pai (Pai — P.47)
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How are KINO Meeting’s film work and filmmaking process perceived by the audience?

From a specialized perspective, we examine its uniqueness and potential.
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(Filmmaking and New Form of Communities)

Gohey Miyoshi

Based in Fukuoka, Miyoshi plans, produces, and writes for projects mainly related to film and the arts.
He is the representative of Saanseisha Inc. He also organizes Asian Film Joint, a screening and exchange
event focused on Asian cinema. In addition, he produces and appears on the LOVE FM radio program
OUR CULTURE, OUR VIEW, among other activities.

“I wonder for what purpose do I film”

—quote from the film Offline Hours

Offline Hours is an omnibus film composed of three short stories, created as part of

the “KINO Meeting” project (2022-), conducted under the Tokyo Artpoint Project.

KINO Meeting is a project that conducts filmmaking workshops in various areas
of Tokyo, together with “people who (also) have different backgrounds overseas.”
It has continued its activities with the aim of “creating a space to discover new
forms of communication and collaboration through filmmaking, centered on
encounters and dialogue with people of different backgrounds.” In 2022 and
2023, four filmmaking workshops were held in two locations within Tokyo each
year. Then in the third year, 2024, the project finally began full-scale film produc-

tion as its main focus, completing Offline Hours over the course of a year.

A late night in Tokyo.

Three people remain in the office working overtime.

While doing tedious tasks, they engage in casual, trivial conversation.
But triggered by a small incident,

each of them begins to confess something they’ve never shared before
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The dozen or so participants were divided into three teams. Based on the above
pre-set synopsis and the theme of “decision,” each team produced one short film. In
the production process, roles were exchanged—members who acted in one team's

film also participated in other teams as assistant directors, and so forth.

Episode 1 centers on a microwave oven slated for disposal. Episode 2 portrays a
woman’s past that she wishes to forget. Episode 3 focuses on a single person’s
job resignation. Each story explores a different narrative of “decision.” Some of
the episode details, inspired by the real-life experiences of the members, reflect
the sense of rootlessness they feel living in Japan away from their countries of
origin. Others crystallize the time and experience they have accumulated in the

filmmaking process, each having its highlights.

Above all, the one-year production process was full of trial and error for everyone
involved. The challenge: a group of people with different nationalities and values
exchanging roles and working together to create a film that all could consider as “their
own.” In other words, pursuing a kind of “all-participation cinema,” akin to “all-partic-
ipation baseball.” What did the countless efforts and struggles that emerged in this

process bring to the participants? Let us now examine this more closely.

To begin with, filmmaking is a collaborative endeavor. In order for a film to come
together, each member—actors, directors, cinematographers, sound engineers,
production designers, assistant directors—must properly fulfill their role. More-
over, the process requires repeated consensus-building among the group. Even
when a project is pushed forward by the unilateral decision-making of a director
or a few individuals, there still emerges a structure of collectivity, however imbal-

anced it may be.

Prior to the launch of KINO Meeting, two predecessor projects were carried out:
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Cross Way Tokyo (2020) and Multicultural Film Making (2021, hereafter MFM).
Both projects focused on the theme of “engaging with others of different back-
grounds.” Especially from MFM onward, the practice of “creating a film together
with people from different backgrounds” began in earnest. The intention of that

project is articulated in a text by producer Kota Abe:

While the setting for the project, an art program, is rather unique, the place
that is being created is one where people with diverse backgrounds can come
together, to collaborate and work to produce a film. From there, and accepting
and reconciling language barriers and gaps in values between each other, con-
versations with others outside of one’s own community start to occur. In this
way, simply the fact that the members have gathered in one place might be
referred to as a “New City.” What kind of “city” will the members, who come from
different backgrounds and have spent different amounts of time in Tokyo and its

suburbs, create?

— Multicultural Film Making Archives, Arts Council Tokyo, 2022

The idea was to treat the filmmaking crew—comprised of people from different
backgrounds—as a kind of “village” or “society,” and to examine the changes that
would emerge through their collaborative work. Unlike in MFM, where a director
would complete the final film based on the script and footage created together
with the members, the participants in KINO Meeting completed the film them-
selves, taking on different roles along the way. This required all participants to
manage the collective with an awareness of both their own perspectives and
those of others. At the core of this effort lay the question: “When we encounter
people whose views differ from our own, how can we continue to live together

while maintaining an equal relationship?”

However, in the context of filmmaking, it is nearly impossible to equally reflect the

119



ERELY, REEBEEPHR. HABROXALZHO TEBLEFTRATO L, THY
ThhddDE-7=E0 D,

HALERBEL TRREMIMNTZDOEEFELY . GEERALHEICEALII2Z
TADAN—ELTEBILES LRI TV D RIEES BVHELZIE 2 /- [ #HEHF
ELTO] BERRDEE ThIEZFFUHVEVWD GEEBEBN LG EREN
B RENAE A Y AOERETH > 7

H2EH.KINOI =T 1 > DEHRE IR UAPHEBICFIET 20D TEH LWL, 70O
VU MERANIERIERI LI T RAEDMARLICRE LV, TARIPNSIC
ED2ThIF, EXRBPESEIZTANGBIL I eHABEREHFTIH D
TEBDH? ZIIHBVTHRRIY [BREFHE] B 203D RET 5,

ZCh5EZO [BEFE] OFLEZ3AICOVT, BE [47
DHIENDEREE B XA X ITBIG A 754> - 77
SCENES] DA E EHITIRFEZED TH UL,

4> - TIT—X]
— X BEHIND THE

M{ERD< W 1EWIBIN

XA X TBRGICIE REFHEZED TV AT RATVWB 556 RREERZ
3L ERNETHBEIDTHEEAPBERSZT 5, ThThIL—YDELZBME
FBRREDIEELEL DD, TP ENEBEDRIEEH -6 DD EIEREICES
CERBEELVY., H2BEICE>TERZOHRFER TV A N—25 [IEEL Tk
W2 EDBEENBIBEDENT,

ChzeRiEEZFEEFRD REFEOVTIRAMEERICES RO VSINEERSEDS
hizo BEBSZZTITHhhTWV2IDIE. HETREADIF BRIICEERTS 5
SNTWEDL >/, (ZORERTIR) FELUBVBRE/ERICOVTOERTH Y. /.
RETIDUTELEV—ADBEZAYOREICOVTORELEDTH S, ThTHY
ERUZRL. IANTOAN—LEFTRIFNAZDO[BS (25) OBE ] (3. &

120

opinions of all members while creating a work that is suitable for public viewing.
Thus, a model of “democratic consensus-building” suited to that community is
needed. The most immediate method that comes to mind is majority vote, but
KINO Meeting does not merely aim to make quick decisions for the sake of expe-
diency. Rather, it seeks to implement a form of community where “democratic
engagement” ensures that every member is respected—and that from within this

foundation, good result (film) may arise.

What this brings to mind is the “yoriai’—a traditional village council practice intro-
duced by folklorist Tsuneichi Miyamoto in The Forgotten Japanese. In these village
councils, when an issue required decision-making, all members of the community
would gather in one place and continue discussions until everyone agreed, even
if it took three days and nights. Despite the image of such meetings as being
conducted under solemn, unanimous deliberation, they were in fact carried out

in a laid-back atmosphere, including meals, chats, and even sleeping together.

Unlike debates in which someone must be defeated and a decision imposed,
the yoriai took into account the reality that the members must continue to live
together afterward. This method of consensus-building—one which prioritized
the community itself—embodied a democratic way of arriving at compromise and

synthesis.

Of course, the members of KINO Meeting did not belong to the same village
or organization. They were simply individuals—strangers—who would likely lose
contact once the project ended. So how, then, could they come to share a sense
of community that allows for compromise and concession? Here, again, “filmmak-

ing” demonstrates its power.

Let us now further examine the potential of “filmmaking,” as revealed in the mak-
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The diagram used in a workshop
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ing-of documentary, Offline Hours: Behind-the-Scenes, which follows the process

behind the film.

The gravitational pull of creation

In the documentary, there are several scenes where participants engage in
intense discussions, so charged that the viewer feels the tension through the
screen. Since participants come from different backgrounds, it's difficult to
gauge exactly how much emotion is being expressed, but at one point, another

member watching the exchange even asks, “Are you fighting?”

This scene made me acutely aware of the volatile gravity that creative work—and
especially filmmaking—can exert. After all, what is being debated is a film idea
that didn’t even exist a month prior, and details about a fictional character who is
not even real. And yet, once conceived, this “film of their own,” connected to each
member by an umbilical cord, demands to be born in the best form possible. This
strong desire unites the team, enabling them to maintain the community through
repeated discussions and concessions until the film is complete. (It should be
noted that when discussions became overheated, the organizing staff would
gently intervene and help de-escalate the situation. If the participants had been
left completely to themselves, it would likely have taken far longer for the group

to function as a true collective.)

The gravitational pull of a “good film”
In one workshop, Abe shows a diagram of a balanced scale to the participants.
On the left side is written “creating a good film,” and on the right, “creating a good

environment.” He then says:

“Making a good film and creating a good environment—they carry equal weight.
We can’t let the scale tip to either side. Let’s not pursue a good film at the cost
of someone being hurt or overly burdened. But on the flip side, if we only focus

on having a pleasant, friendly environment, we probably won’t be able to make a
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good film either. “We’re doing something difficult. That’s why we all have to find

our way together.”

— Offline Hours: Behind-the-Scenes

KINO Meeting could have prioritized “interacting with others of different back-
grounds,” and treated film merely as a means, without concerning itself with

quality. But by deliberately aiming for a “good film,” what kind of effects emerged?

First, the higher the standard of quality set for the work, the more communication
is required among participants. As stated earlier, film is a collaborative endeavor,
and creating a film that all members can agree is “good” necessitates more dia-
logue and discussion. Creative activity inherently includes an internal drive for
improvement, but by adding an external pressure—the demand for a “good film”"—

the project encouraged deeper communication within the group.

Second is the effect of the question: “What makes a good film?” In this diverse
group, each person has different ideas about what defines a good film. Since
artistic quality cannot be democratically determined, asking this question inevita-
bly shaped how participants gave feedback to each other’s proposals. It fostered

an environment of mutual consideration and negotiation.

In retracing the core of this project, one is struck again by the eloquence of
its title: KINO Meeting. A gathering (Meeting) through cinema (KINO). The word

“meeting” also holds meanings like “assembly” or “point of convergence.”

A simple invitation—“Shall we make a film together?”—brings together people
who otherwise would never have crossed paths, and leads them to countless
moments of confrontation with the unfamiliar. Through the process of creating

films, many participants may also have re-encountered themselves as if meeting
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a stranger. This project was, in that sense, an experiment in re-encountering the

other through cinema—and in seeking ways to live together.

To conclude, | would like to share my impressions from the screening held in

March 2025, where this film premiered.

Expecting that the participants would be visibly excited after completing a film
that had taken over a year—three years for some—I entered the venue on the day
of the event. However, the atmosphere on stage during the post-screening talk
session, as each member came up one by one, was strikingly calm. Of course,
some looked slightly flushed, and many seemed nervous speaking before an

audience. But overall, the tone of the event remained surprisingly “low-key.”

As | repeatedly watched the completed film and the behind-the-scenes docu-
mentary while writing this article, | came to feel that this “low-key” mood might

actually reflect a new form of community.

They did not try to overwhelm others with their own opinions. Through a year
of filmmaking without abandoning that ethic, what they fostered was neither a
mass unified by passion and excitement, nor a clique that excluded dissenters.
What | saw on that stage was a “low-key” community—a group of individuals who

respected one another as different, and who coexisted with ease.

What | observed in them was not forced unanimity, but a degree of trust nurtured
to the point where they could accept fluctuation. It was a very real scene, where
residual tension between individuals never fully disappeared but continued to
circulate. That may not sound particularly appealing—but it was. That “low-key”
relationship was indeed something special, born of shared time and experience.
It did not produce the clear resonance of a perfectly tuned chord that captures
everyone’s ear. But rather, it lingers within me like the complex reverberation of a

tension chord—unresolved, unexpected, and striving toward its next resolution. |
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hope that the members who took part in this project, upon returning to their own
communities, will carry with them the communal practices they cultivated here,
and nurture the next generation of collaboration. | look forward with great antici-
pation to the day when | can witness the forms of community that will emerge from

their continued democratic efforts.
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Afterword

Program Officer, Arts Council Tokyo

Saeko Oyama

“Cut!” The moment it was heard, the tight tension that had been drawn on set
suddenly loosened, and each member began adjusting for the next scene. The
film set is always a repetition of this process. Especially in this filmmaking work-
shop, the shooting period was basically set to two days, so even more precise
coordination, on-set focus, and quick responses were required. By the afternoon
of the second day of shooting, perhaps due to fatigue, people would talk less or
find it hard to keep smiling.

In the midst of that, Takeru from the Art Department, while adjusting the prop
popsicle, played around a little as if to ease everyone’s tiredness. Nini and Liu
laughed, gave opinions on the shape of the popsicle, and comments came from
other members too. “Wouldn’t the popsicle be more melted in the next scene?”
“This one’s better!” A lively conversation began, with a few jokes mixed in, and the
atmosphere on set—which had been somewhat dull—suddenly softened.

This moment on a tense film set—where everyone, while caring for and encourag-
ing one another, earnestly discussed direction and production design for the next
cut—conveyed a clear sense of trust growing among the members as teammates,
and a feeling of reassurance that this was a space where everyone’s opinions

were respected.

When | happened to look around, | saw that some KINO Meeting staff, standing

a bit apart, were watching them with eyes full of warmth. The camera was rolling.
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Perhaps the technical staff had decided to capture this moment somehow. That’s
how memorable this scene must have been even for the staff members. As a
Program Officer from Arts Council Tokyo, which oversees KINO Meeting and
monitors the overall progress of the program, | too felt my chest tighten with
emotion watching this scene. | felt that it was precisely for moments and rela-
tionships like these that KINO Meeting has continued its activities. It was just a
truly small moment between shoots, but | still can’t forget the atmosphere of the

members then, or the warm gazes of the staff watching over them.

Yet, how were such relationships fostered? Through the process of filmmak-
ing, the members experienced many things. Especially after the Spring Section
ended, when the members revisited the purpose of the project and regrouped,
their behavior and focus were noticeably heightened. It is clear that the current
relationships were built upon those experiences. However, | believe that a major

factor lies in the methods that KINO Meeting has been developing all along.

KINO Meeting began in 2022 as a project under the Tokyo Artpoint Project.
It has accumulated methodological development through filmmaking workshops
targeted toward “people who (also) have backgrounds overseas.” When we take
a closer look at those methods, we see that they consistently incorporate struc-
tures that prompt participants to see from multiple perspectives. From talking
about one’s own backgrounds / listening to others’ narratives, to filming with a
camera (another's perspective), writing a script (bringing in each person’s nar-
rative), recording voices (receiving words), editing / connecting (extracting ways
of telling)—through these actions, the participants face the complexity of others
head-on, while also becoming aware of the multiple viewpoints and complexities

within themselves.
The relationship between the Filmmaking Project conducted in the third year

of activities and the behind-the-scenes documentary created by an external

team who accompanied and recorded the process is another example. While the
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members completed their own film during the activities, the behind-the-scenes
shows the production process, the communication that occurred there, and the
changes within each member—all from a different perspective. Moreover, conver-
sations with the behind-the-scenes crew held during the shoot, or moments when
microphones were suddenly pointed at them, may have offered participants a
chance to step back and reflect from a more objective perspective on themselves

in the heat of the moment.

To constantly intersect multiple perspectives, to re-examine what one has
grasped from another perspective—through that process, one recognizes their
own position again and tries to understand both self and others. That leads to an
attitude of accepting any kind of otherness as it is. The scene | saw on DAY4 may
have been nurtured precisely through such repeated exchanges. | believe there

lies a significant hint here for the future of “multicultural coexistence.”

In this book as well, we attempt to re-express Offline Hours, its behind-the-scenes
documentary, and the practice of KINO Meeting itself from multiple perspectives.
| hope that those who pick up this book will also engage in this process of re-ex-
amination together. May the methods and processes compiled here, together
with the film, reach many people—and may they find ways to make use of them in

their own settings, in various forms.
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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: Nikian Kawamitsu, Saeko Oyama
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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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