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MorethanfouryearshavepassedsinceavastareaoftheT�ohokuregionofNorthEastern

JapanwashitbyanunprecedentedandmassiveearthquakeandtsunamionMarch11,2011.

Immediatelyaftertheearthquake,catastrophicimagesofthedisasterproliferatedthroughout

theworld.Asidefrom thosewhotransmittedinformationthroughcellphonesandsocial

media,TVbroadcasterswerethefirsttocapturethedevastation.Therepresentationsofthe

disasterwereconstantlybroadcastontelevision,transmittedanddisseminatedviatheinternet

andsocialmedia.1 Themediacoverageintensifiedfurtherwiththeexplosionsfromthemelt-

downsattheFukushimaDaiichinuclearplant.Thetraumaofthenationaldisasterwasthus

doubledbytheman-madenuclearcatastrophe.Justasthe9/11TwinTowerdisasterinNew

York,peoplefrom allovertheworldobsessivelylookedforinformation,documents,and

imagesinanattempttocometosomeunderstandingofwhatwashappeninginthearea,

caughtbetweenamorbidfascinationwiththespectacularphenomenonandthesheerhorrorof

themagnitudeofthedevastationandimpendingnuclearcrisis.Thosewhowerenotdirectly

affectedbytheimmediatedestructionexperiencedtheattackvicariouslythroughtheseim-

ages.Thiswasironicallynotthecase,however,withthepeopledirectlyaffectedintherav-

agedareas.Theywereshieldedfromthemultitudeofimagesofdisaster,becausetherewasno

electricityintheaffectedregionsintheimmediateaftermathofthedisastersandforsometime

thereafter.

Thefilm communitiesandindividualdirectorsreactedtothedisasterquickly.Manyof

themseemtohavefelttheneedtorecordthedisasterwiththeircameras.AsearlyasMay2011,

SendaiMediathequelaunchedaproject,・CenterforRemembering3.11,・aprojectwhichen-

couragesthecollaborationofmediastudios,expertsandstaff,citizensandfilmmakerswiththe

aimofsharinginformationandpromotingtherecordingandpreservationofphotos,filmsand

texts,archivingtheprocessofdisasterrecovery（http://recorder311-e.smt.jp/）.SakaiK�oand

HamaguchiRy�usuke・sT�ohokutrilogy,consistingofTheSoundoftheWaves（2011）,Voicesfrom

theWaves（2013）,andStorytellers（2013）,wasproducedaspartoftheSendaiMediatheque

projectof・CenterforRemembering3.11.・

InOctober,twenty-ninefilmswerescreenedunderthesectionentitled・CinemaWithUs・

atthe2011YamagataInternationalDocumentaryFilm Festival,includinganearlier,longer
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versionofTheSoundoftheWaves.The29selectedfilmsmostlydealtdirectlywiththeT�ohoku

earthquake,butalsoincludedsuchrelevantfilmsasWuYii-feng・sGiftofLife（2002）,acriti-

callyacclaimedfilmaboutthedisastrous1999earthquakeinTaiwan,whichwasscreenedat

theYamagataDocumentaryFilm Festivalin2003.2 Alongwiththescreenings,discussion

forumswereheld.

Sincethen,agreatdealhasbeenrecorded,transmitted,exhibited,written,discussed,and

debated,scholarlyorotherwise,insideandoutsideJapan.3 Nonetheless,wehavealready

witnessedthewillfulforgettingofthedisaster.Already,raw,painfulmemoriesofthedisaster

havereadilybeentransformedintomovingstoriestocreateafalsesenseofbonding,subjectto

consumption.Theacademicfeverofdiscussingthedisasterseemstohavesubsided.4 Havewe

alreadybecomejadedconsumersofinformation,leavingthelivesofthepeopleintheregion

behind?
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Inordertocontextualizemydiscussionofthetrilogy,TheSoundoftheWavesinparticular,I

wouldlikefirsttomakeafewobservationsaboutthevisualrepresentationsoftheMarch11

disaster.Asidefromafewfictionfilmsproducedaswellascountlessvisualmaterialstransmit-

tedbysocialnetwork,5themajorityofthevisualrepresentationsbelongtothegenericnews

coverageofthemassmedia,whosemainpurposeistodeliver・information・bydocumenting

thedisasterasvisualrecord.Theyrangefrom officialNHKnewscoveragetosomeraw,

uneditedfootagetakenbyalocalTVjournalistwhohappenedtocapturethetsunamiasitwas

unfolding.6 Oftenpresentedinpackagednewsprogramsandtelevisualdocumentariespub-

lishedinnumerousDVDcollectionswiththetitleof・記録 therecords・or・証言 thetesti-

monies・oftheGreatT�ohokuEarthquakeandTsunami,theyformabodyofvisualpresenta-

tionsofthedisaster.7

Asiftocompensatefororcontrastwithsuchnewscoverageorreportage,independent

filmmakers,manyofthemcomingfromoutsidetheT�ohokuregion,alsopublishedtheirfilms,

presentingtheirownviews.Motivatedbyasenseofmissionandresponsibilitytingedwith

uncontrollablecuriosity,theyrushedtotheregiontobearwitnesstothedisaster,toseethe

・site・withtheirowneyes,especiallytheunreportedterritoriesofthedevastation,betheydead

bodiesorradioactivecontaminatedareas.

Well-knownexamplesofsuchdocumentariesinclude:TheSketchofMuj�o,releasedinJune

2011,directedby�OmiyaK�oichiwhostartedfilmingwithinamonthaftertheearthquake;311,

premieredinOctober2011attheYamagataInternationalDocumentaryFilm Festival,co-

directedbyMoriTatsuya,MatsubayashiY�oju,WataiTakeharu,andYoshiokaTakaharu,who

feltobligedtogettothesiteandseeitwiththeirowneyes,recorditwiththeircamera;andNo

Man・sZone,premieredinNovember,2011attheTOKYOFILMEX,byFujiwaraToshifumi,who

triedtotrespassintotheforbiddenzoneinFukushimainorderforthecameratobearwitness

tothedevastatedlandscapeandthenuclearcrisis.Insteadoffilmingtheimmediateaftermath

ofthedisaster,inhisNuclearNation1（2012）andNuclearNation2（2014）,8FunahashiAtsushi
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focusesonthenucleardisaster,bychroniclingthecourseofeventsthathappenedinthesmall

villageFutabamachiinFukushimaprefecture,whichwasforcedtoevacuateduetoheavy

radioactivityfrom theFukushimanucleardisaster.Thesefilmsareexhibitedworldwideat

filmfestivals,andlatersubjecttoscholarlydiscussionsandexaminations.

Inadditiontotheimagesofdebrisanddesolation,theyincludethepeoplewhoareleftwith

thedevastationandloss,whoareintroducedthroughinterviewsofthelocalresidentsand

survivors,oftenbringingnarrativeelementsintotheworldofdocumentationandreportage.

Theyreframetheimagesintotheirownperspectives,betheypoliticalornon-political,contro-

versialorreconciling.Althoughtheintenttobearwitnesstowhatisgoingonintheregion

remainsthesame,thewayinwhichthesefilmspresenttheirmaterialsdiffersgreatly,espe-

ciallyintermsofthepositioningofthefilmmakervis-�a-vistheimagestheyfilmandpresentin

theirfilms.TheSketchofMuj�opresentsitselfprimarilyasacollectionofvisualdocuments,

withoutthefilmmakerinsertinghisownviewsdirectly―hedoesnotappearinthefilm,nor

doesheusevoice-overnarration.Asthetitleindicates,however,thefilmconsistsofthefilm

maker・spersonal・素描sketch・ofthestateof・無情nomercy,・invokingconstantlythereligious

conceptof・無常 theimpermanenceofallthings.・Insodoing,thedevastationcapturedbythe

camera,whichrefuseseasyunderstandingandcomprehension,isnoweditedintoakindof

personalnarrative.Itfollowsinasensethegenericconventionofpersonaldocumentary,

blendingtheunsettlingimagesofthedevastatedlandscapewithheartbreakinginterviews,

accompaniedbymusic.Thedirectorthusappealstotheviewer・semotions,invokingculturally

motivatedunderstandingandaestheticconventions.

Ontheotherhand,311presentsitselfasclearlyaninterventionbytheoutsider.Thefilm

unabashedlyrevealstheperspectiveofinquisitive,curiousonlookers,whorushedfromTokyo

totheregiononlytobearwitnesstotheactualityofthedisaster.Thefilmexhibitsthefilm

makers・ratherwickedexcitementatthesightofthedevastationastheydrivethroughthe

region,andatthehighlevelofradiationneartheFukushimaDaiichiPowerPlant.Infact,in

oneofthemostfamousandcontroversialsequencesinthefilm,thefilm showsunmediated

footageinwhichthefilmmakersviolatetheunwrittentaboooffilmingadeadbody,inducing

theangeroffamilyandfriendsonthescene.Inanotherscene,standingbymotherssearching

forthebodiesoftheirmissingchildren,thefilmmakerexpresseshisownguiltatbeingintru-

siveandevenasksthemotherstotakeouttheirindignationonhim,claimingthatheisthere

forthem.311thusconsciouslyunderlinesthefilmmakers・activepresenceandengagement

intothesitetotheextentthatitindeedisintrusiveandconflictive.Thefilm didprovoke

variedresponsesatthescreening,andwasespeciallycriticizedforreflecting・disastertour-

ism.・Itraisesquestionsaboutwhetherornottheviolentintrusionofthecameraintothe

privatesphereofcommunitysuggeststhatthefilmmakers・activeviolationbelegitimatedas

arightnotasaprivilege.Despitethefilmmakers・oppositiontoanykindofcensorship,either

fromwithinorwithout,theirassumptionthatthefilmmakers・interventionshouldultimately

besecuredatanycostisstillopentodispute.

Incontrast,bothFujiwara・sNoMan・sZoneandFunahashi・sNuclearNationdeliverstrong

politicalmessages,thoughtheirapproachdiffers.NoMan・sZonereflectsthepoliticsofimages,
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constantlywarningusaboutthedangerofconsumingthecatastrophicspectacle.Byexten-

sivelyemployingthevoice-overnarrationandcinematicdevices,exemplifiedintheopening

360degreespanningshot,Fujiwaradirectlyaddressestheviewerasanauthorofvisualrepre-

sentationandnarrativeconstruction,astrategyavoidedby�Omiyaandthecollaboratorsof311.

Hisquestioningthepoliticsoftheimageandvisualrepresentationofthedisaster,andremind-

ingusofourresponsibilityandtheconsequencesofirreplaceableloss,arewelljustified.

However,intheend,Fujiwaraprivilegeshisauthorialinterventionbothaestheticallyand

ideologicallysomuchsothatitcompromisesthefilm・sultimatecredibilitywithanarcissistic

gestureofaconcernedartist.Ontheotherhand,Funahashi・sfilmfocusesonthepeoplewho

wereforcedtofleetheirhometownbecauseoftheradioactivenuclearcontamination.He

followsthemclosely,chroniclesthevillagers・evacuation,therelocationtoanotherevacuation

center,andthenvillagehead・sstrugglestoappealforanti-nuclearpoliciestobeimplemented

inthefuture.Becausethefilmwasnotprovokedbytheshockingdevastationofthedisaster

itselfbutratherthegraveandlong-lastingrepercussionsofthenuclearcrisis,NuclearNation

followsthedocumentaryfilmmakingtraditionofchroniclinganevent.

Inoverview,whatisatissueinthesefilmsistheethicalandaestheticresponsibilityofthe

cameraandthefilmmakersasthemediatorsbetweenthedisasterandsocietyatlarge.

Whateverthefilmmaker・sethicalandaestheticpositionsare,however,theyinevitablyunder-

linethevisualaspectofthedisaster,withandwithoutthepeopleintheimages.Weasthe

viewersareconstantlyexposedtothevisualrepresentationsofthedisaster,easilyfixatedon

thespectacularimages,sometimesevenseducedbythem.Theyallseemtoclaim,・seeingis

believing,・andthisisexactlywhereTheSoundoftheWavesradicallydiffers.

3

Amongthedocumentaryfilmsmadeduringthelastfouryears,SakaiandHamaguchi・s

T�ohokutrilogyoccupiesaspecialplace,intermsofbothformandcontent.Withanintention

toparticipateinSendaiMediatheque・s・CenterforRememberingProject,・thendirectorofthe

FacultyoftheArts,theTokyoUniversityoftheArtsdecidedtoundertakeitsownfilmproject,

andassignedHamaguchi,agraduateofthefilm school,tomakeadocumentaryfilm.9 He

agreedandwenttotheregion.Buthewastotallyataloss,realizingthehardshipanddifficulty

ofmaterializingtheproject,hedecidedtoaskSakai,whowasalsoagraduateofthefilmschool,

forhelpandtheydecidedtoworkontheprojecttogether.AccordingtoSakai,hewasinvited

tojointheprojectbecauseHamaguchididnothaveadriver・slicense,butSakaicoulddrive;

anditwasphysicallyimpossibleforHamaguchitomakeafilmwithoutacarbecauseofthe

vastnessofthedevastatedareas,whichexpandedfrom threeprefectures,withnopublic

transportationyetavailable.

NeitherSakainorHamaguchihadevermadedocumentaryfilmsbefore;thiswastheirfirst

projectdealingwithanon-fictionsubject.10 Unliketheotherself-motivatedfilmmakersIhave

justreferredto,theirprojectstartedasanassignment.Theyalsocameintoolatetocapture

themomentum.Whentheystartedfilming,afewmonthshadalreadypassedandsuchfilms
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asSketchofMujo,311,andNoMan・sZone,werealreadyinproduction.Theydidnothavealot

ofresourcesormanpower,either.Theydecidedtointerviewpeople,insteadoffilmingthe

devastationofthearea.From2011to2013,theyconductedaseriesofinterviewsandrecorded

conversationswithresidentsoftheaffectedareasinvastregionsofT�ohoku.

TheresultistheminimaliststyleoffilmmakingexemplifiedbyTheSoundoftheWaves.

Atfirst,onemayarguethatthestyleandthestructureofthetrilogyareprobablychosenout

ofnecessity,technicalandlogisticallimitationratherthanresultingfrom plannedaesthetic

decisions.However,itsoonbecomesclearthatthewayinwhichthefilm iscomposedisan

aestheticallyandethicallyconsciouschoicebythedirectorsinordertomakethebestuseof

thelimitedconditionsoffilmmaking.

Asarule,allthreefilmsofthetrilogyshowpeoplenarratingtheirstories,betheypersonal

experiencesoftheearthquakeorthetsunamiorlocalfolktales,bracketedbyimagesofscenery

capturedfrominsideacarontheroadfromplacetoplaceintheaffectedareasofT�ohoku.In

thesimplestsettingswithsomechairs,desksandtables,inbarelyfurnishedroomsinmost

cases,peoplesitandtalk,narratingvariousstories.Noadditionalimagesareinsertedto

illustratetheirstorieswhentheyspeak,noemotionalmusicaccompaniestheirnarrativesina

bidtoheightendrama,andnoextrainformationispresentedaboutthemortheirlives.

Inthefirsttwofilmsofthetrilogy,TheSoundoftheWavesandVoicesfromtheWaves,the

focusisonthesurvivors.Bothfilmsconsistofscenesinwhichpeopleconversewitheachother

abouttheirexperiencesduringtheearthquakeandthetsunami,reflectingontheirexperiences

andhowtheyandtheirliveshavebeenaffectedbyit.Thescenesarepunctuatedbythescenes

ofthedirectorsmovingfromonelocationtoanother.Thethirdfilm,Storytellers,ontheother

hand,isnotaboutthedisasterassuch.Itfeaturesafewelderlywomenandmensharingold

folktalesunrelatedtothedisastersthathavebeenpasseddownintheT�ohokuregionfor

generations.Thesequencesofstorytellingarepunctuatedbyshotsofconversationstaken

from insideamovingcarbetweenthefilmmakersandMs.OnoKazuko,thefounderofthe

MiyagiFolktalesAssociation,whohasbeencollectinglocalfolktalesforyears.Theseshots

introduceeachstoryteller.

Asthetrilogyunfolds,werealizeitinonewayoranotherdealswiththelessonsofsur-

vival,implicitlyconfrontinguswithwhatweshouldlearnfrom thehistoryofindividual

experiencesinbothprivateandpublicterms.Atthesametime,thesefilmsshedlightonthe

subtlecomplexitiesofthesingularityofeachexperience,manifestedforciblyintheoptical

recordsofindividualstorytellingascapturedbythecamera.

4

InTheSoundoftheWaves,welistentostories,whichinvariablyconveythefearandshock

experiencedduringthedisaster.Indoingso,wecometorealizethatitisimpossibletogener-

alizeeachnarrator・sexperience.Thefilmbeginswithpicture-cardslidesaboutastoryofagirl

andhergrandfather,thesolesurvivingfamilymemberfromthedisastroustsunamionJune15,

1896（knownasthe1896MeijiSanrikuEarthquake）,whoendlesslyrecountedhisexperienceto
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hisgranddaughter,whointurnexperiencedanotherbigtsunamiintheShowaeraonMarch

3,1933（knownasthe1933ShowaSanrikuEarthquake）,whichravagedtheregion.Theshots

oflocalgravesandthemonumenttothe1933tsunamidisasterimmediatelyfollow,giving

silentvoicetoherrepressedtears.Thefilmthenshowsherandhersisterindialogueaboutthe

mostrecentearthquakewithoccasionalinterventionsbyHamaguchi.InTheSoundofthe

Waves,thevoice-overnarrationofthedirectorispresentedwiththescenesshotduringtheir

drivefromonecitytoanotherforinterviews.11

Aftertheopeningscenes,fiveinterviewswillfollow:threemenwhohaveworkedaslocal

volunteerfirecompanyandsurvivedthedisaster;onewomanwhohaslostherdearestfriend;

acitycouncilorwhodidnotseethetsunamiwithhisowneyesbuthiswifedid;acouplewho

survivedthetsunamiafterhavingbeensweptaway;andtwoyoungsisterswhoexperienced

theearthquakebutwhosefamilyandrelativesallsurvived.Strictlyspeaking,theformatof

theirconversationsisnotaninterview,thoughoneofthedirectorssitswiththemduringthe

conversation;ifthespeakersknow eachother,theyseem totalkfreelyinresponsetothe

questionsaskedbythedirector.

Accordingtothedirectors,aftertheyhaddecidedtomakethefilm basicallyconsistof

people・sinterviews,theylookedforpotentialinterviewees,butnotwithoutdifficulty.12 They

metthem,andiftheyagreed,askedthem thesamethreequestions:1）couldtheyprovidea

briefintroductionofthemselves,2）whatweretheydoingwhentheearthquakeoccurred,3）

whatweretheydoingthreedaysafterthequake.Theychosethestoriesandaskedtheinter-

vieweestorecounttheirstoriesagaininarehearsal,andthenfilmedtheirconversations.In

mostcases,thespeakersknoweachotherasfriendsorfamilymembers,exceptintwocasesin

whicheitherSakaiorHamaguchitakesuptheroleoftheinterviewerorthelistener.Whenthe

intervieweedidnothaveapairingperson,oneofthedirectorsbecametheinterviewer/listener.

Thedirectorsalsomadeitaruletoseparatetherolesoffilmingandediting.Thatis,ifSakai

sitswiththepeopleduringtheshooting,Hamaguchidoestheediting,andviceversa.After

eachinterview,theyspenthoursdiscussingtheresult,andtheconversationpresentedisthe

resultofcarefulediting.13

Althoughtherearecommonexpressionsandsimilarexperiences,eachstoryandexperi-

encetoldinthefilm isradicallydifferent.Suchdifferencesmaycomefrom differencesin

background,age,gender,occupation,andfamilyhistory,orpersonality.Somenarratorsare

moreopenthanothers,somemorereticent.Somearemorecheerful,andsomemoreserious.

Thosewhohavelosttheirfamiliesandfriendsexpressmoreacutepain.Thosewhoactually

witnessedthetsunamiorweresweptawaybyithavedifferentviewsonthefuturefromthose

whodidnotdirectlyexperienceit,includingwhetherornottheywouldcontinuetoliveinthe

areaafterrecoveryandreconstruction.Whateverdamagetheymighthavehadfrom the

disaster,however,theyaretheoneswhosurvived.Theyarekeenlyawareofthosewho

sufferedmore,andthosewhodidnotsurvive.Thesedifferencesbecomestarkerandmore

evidentthroughtherepetitivenatureofthefilmicconstruction.
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Whatismoststrikinginthetrilogy,however,isthewayinwhichthefilmmakersincorporate

elementsoffictionfilmmakingintothedocumentaryconstructionoftheevents.Infact,The

SoundoftheWavesmayatfirstfeelperplexing,orboringorevendisappointingtosome

viewers.Ourexpectationtoseetypicalimagesofthedisaster,suchasdebrisanddestruction,

searchingorwanderinglostpeopleatthesiteofthedevastation,orpeoplelivingintheevacua-

tioncenters,isbetrayed.Halfanhourintothefilm,itbecomesevidentthatthefilmwillonly

showpeopletalkingtoeachother.Onecannothelpbutfeelthatsomethingdifferentisgoing

on.

Inconventionaldocumentariesthatgenerallyaimtoeducateviewerswithedifyinginfor-

mation,people・stestimoniesarepresentedasnon-fictionaltruthinordertoconveyspecific

messages.Theyoftenusevoice-overnarrationasanomnipresentguidetoform aneatly

organizednarrativeintheviewer・smindsothattheviewersunconsciouslyfeelthey・under-

stand・theevent.Underliningthenon-fictionnatureoftheevent,theyemphasizerealpeople

talkingabouttheirrealexperiences,whiledownplayingthevariouscinematicmanipulations

usedintheprocessofreconstructingtheeventintoanorganizednarrative.Suchelementsas

thepresenceofthecameraortheuseofmusicaresupposedtobemadeunobtrusivesothatthe

viewerscanconcentrateonthenaturalflowofinformation.Thisemphasisonthenaturalflow

ofinformationauthenticatestherepresentationasunmediatedreality.Ultimately,thecontent

iswhatmatters.Filmmakersusuallychoosethebestwaytodeliverthecontent;theless

conspicuoustheformis,thebetter.

Thefilmscholarandexpertindocumentaryfilms,MarkNornesisquotedtohavemadean

interestingobservationaboutthecharacteristicsof3.11cinematicrepresentationsincompari-

sontofilmsaboutHiroshimaandNagasaki.AccordingtoNornes,filmmakersseemtoemploy

similarformalstrategiestodepictthemagnitudeofthedisaster,butfacingtheaftermathofthe

atomicbombcatastrophe,theyusedpansfrom afixedcameraposition.Hecontinues:・To-

day,theyhavereplacedthepanwiththetruck.Ormorespecifically,thecarorbike.The

tsunamifilmsarechockfulloflengthyshotsphotographedfrommovingvehicles.・14Although

thefilm doesincludebriefshotstakenfrom themovingcarinbetweentheinterviews,the

stylisticchoicesusedinfilmingtheinterviewsareveryconspicuousinthewaythespeakers

arefilmed.Inthecourseofviewingthefilm,asweslowlynoticethatoursubconsciousexpec-

tationofcertainvisualrepresentationsofthedisasterisbetrayedinTheSoundofWaves,we

realizethatsuchrepresentationshavealreadybecomeconventionalizedand,therefore,entirely

familiarized.15 Thefilm carefullyavoidsthefamiliarmethodsandmannersusedforconven-

tionalTVnewsordocumentaryfilmsaboutdisastrousevents.

Inusualsettingofinterviewsinthefilm,weseethespeakersaloneintheframe,oftenin

along-take,talkingtooff-screeninterviewerssothattheartificialityofthesituationisusually

unrecognized.InTheSoundoftheWaves,however,menandwomendonotspeakalonetothe

interviewerbehindthecamera.Theyareoftenpresentedasapair,sittingfacetoface,and
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speakingtoeachother.Shotsalternatebetweenthespeakers;thatisthetypicalshot/reverse-

shotstructureusedincontinuityeditingshowingtwopeopleinconversationintheclassical

Hollywoodcinema.Thefilmmakersutilizeoneofthemostcommonstylisticconventionsof

narrativefilmintheirdocumentarysubject,andthroughoutthetrilogy,theychoosetoemploy

thiseditingstylewhenfilmingthenarrators.Theyformallystructurethefilmasifitwerea

fiction,narrativefilm,therebychallengingthegenericconventionsofdocumentaryfilm-

making.

Butnotonlydotheyusethefictionalstyle,SakaiandHamaguchialsomodifythisconven-

tionalstylesoastogoagainstitsconventionality.Theshot/reverse-shotstructureistypically

usedtosituatetheviewersrightinthemiddleoftheconversation,crossingoverthescreen

boundary,invitingthem toidentifycloselywiththefictionalcharacters.Intheclassical

Hollywoodcinema,charactershardlylookatthecamerasoastopositiontheviewerasthe

anonymousvoyeur.Thedirectorsseem tobequiteawareofthedangersoftheseductive

appealofvoyeurismintheuseofthiseditingstrategy.Instead,theyfilmthespeakingsubjects

lookingdirectlyintothecamera,theirgazesaimeddirectlyatus.Thisisgenerallyregardedas

aviolationofthe180degreerule.Butsomedirectorshaveusedthisexceptionalshooting

methodextensively,mostnotablyOzuYasujir�o（alsoJean-LucGodardandWimWenders,to

nameafew）.Bytakingadvantageoftheconventionsoftheshot/reverse-shotstructurewhile

atthesametimeviolatingit,thedirectorsmanagetoengenderacontrasting,almostalienation

effectindocumentaryfilmmaking.Thefilmconstantlyremindstheviewersofthepresenceof

thecamera,yetatthesametime,encouragesustoconcentrateontheactandtheprocessof

narration.Inthismanner,ratherthanbeingseducedtoadoptavoyeuristicpositionvis-�a-vis

theworldoffiction,theviewersbecomeawarethateachnarratorisarealpersoninthereal

world,notafictionalcharacter.

6

Moreover,duetothevisualpowerofclose-upsineachfrontalshot,wecannothelpbutattend

toallthesubtletiesoffacialexpressions,ofbodyreactions,oftonesofvoice.Thestoriestold

thenarenolongersimpledescriptionsofwhathappenedtothenarrators,butaninvitationfor

viewers,whohavenothadthesameexperiences,toshareintheslowunfoldingoftheiraffec-

tiveexperiences.Itisinfacttheaffection-imageparexcellenceintheDelueziansense.Herethe

paradoxrevealsitself.Ontheonehand,thebarebackgroundoftheinterviewsettingrein-

forcesthepoweroftheclose-upastheaffection-imagetotransformthenarrativespaceinto

・anyspacewhatever.・AsDeleuzeexplains,・theclose-upretainsthesamepowertotearthe

imageawayfrom spatio-temporalcoordinatesinordertocallforththepureaffectasthe

expressed.Eventheplace,whichisstillpresentinthebackground,losesitsco-ordinatesand

becomes・anyspacewhatever・.・16Whatliesbehindtheaffection-imageisfear,asDeleuzesug-

gests.Ontheotherhand,however,theextensiveemploymentoftheshot/reverse-shotediting

paradoxicallysuturestheabstractionofaffectintheclose-upsintotherealworldofthe

survivors・affectiveexperiencesthatresisttheabstractionitself.Inasense,thisisthe
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paradoxicaldynamicsofcinematicseeingandlistening,caughtbetweenthevisualabstraction

ofaffectandtheaudialpsychictransferenceofaffectthroughrhythmsandtones,whichtestify

tothelivedexperience.

Theeffectofsuchcinematicarticulationofthestoriestoldbythenarratorsistherediscov-

eryofthepowerofnarratingandthepoliticsoflisteningindocumentaryfilmmaking.

Storytellingrequiresbothtellersoftalesandlistenerstothosetales.SakaiandHamaguchi

startedaslistenersthemselveswhentheybeganfilming,andtheysearchedforwaystocapture

thepowerofstorytellingwiththeircamerasinanattempttoreconstructitinamanneras

forcefulastheoriginal.InthecourseofTheSoundoftheWaves,weslowlybecomeavid

listeners,invitedtoshareintheactofnarratingandlistening.

Therethusemergesacertainsenseofsimultaneityoftheonscreenunfoldingofthestory-

tellingwiththeexperiencesoftheviewersinthetheater.Bywayofbeinginvitedtopartici-

pateinreproducingtheactofnarratingandlistening,wenolongersimplywatchandhear

abouttheirexperiencesasdistantobservers.Butrather,weactuallysharetheaffectivemo-

mentsofexpressionwiththenarrators.AsHungarianpsychoanalyst,NicolasAbraham・swork

onthephenomenologyofexpressionarticulates:・Ifthepoetexpresseshispassionwealsosay

thatheexpresseshispublic.From thisperspective,itisnothispersonalpassions,butthe

addressesthemselveswhoconstitutetheobjectoftheexpression.Asurprisingresultofthis

stateofaffairs,ofasociologicalorder,isthattheterm ・expression・isenrichedwithanew

nuance:itnowindicatesthereferenceofanindividualactivitytoacollectivitywithinwhichitis

produced.・17

Wethencomprehendthatthenarratorsalsorelivetheirexperienceswhentheyrecount

theirnolongerrawandunmediatedstories.Throughameticulousframingofthespeaking

subjectsandarigidcontroloverthecameraplacement,thefilmmakersachievesuchanex-

traordinaryeffect.Byexploitingthecinematicstyleofnarrativefilmbutwithahighlyself-

reflexivemodificationofitseffect,TheSoundoftheWavesmanagestounderscorethe

documentaryprocessofarticulationandnarration,capturingtheintimatemomentsofinterac-

tioninreallife,makingthevieweranemotionallyandintellectuallyengagedparticipant,

ratherthanavoyeuristiconlooker.

7

Inpsychoanalysis,thetalkingcurewasapointofdeparture.Indealingwithtrauma,talking

isthefirststeptowardscomingtotermswiththewound.Thetrilogy,bothatthesiteof

productionandreception,createsaspacewheretheunbearablerealityofthedisasterandthe

feelingoflossarefirstevoked,andthenbyrecountingtheexperiencesofgoingthroughthe

unspeakableevent,thespacecanbetransformedintoapublicsphere,inwhichpersonal

intimacyattainsacertainpoliticaldimensionandbeginstorepresenttherecoveryprocess.It

isalsoanactofreclaimingtheaffectivetiesthathavebeenviolentlyseveredbythelossand

thedamagecausedbythedisaster.Recountingtheactualexperiencesisalwaysfusedwith

fictionandmemory.
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EveninStorytellers,whichdoesnotdirectlydealwiththedisaster,thevividrecountingof

localfolktalesbystorytellersisnotsimplyaboutthecontentofthestories.Whatunderlies

thesestoriesisthecollectivememoryofthehardshipsexperiencedbythelocalcommunities.

Intheactofnarrating,afolktaleistransformedintotheprivatefantasyofthestoryteller.The

practiceofnarratingfolktalestranslatesthepersonalexpressionofsufferingandthehardships

ofsurvivalineverydaylife.Thefilmcapturestheincrediblyrichmomentsofthestorybeing

generatedbytheactofstorytelling;infact,wearenotonlyfascinatedbythestoriesthem-

selves,butmoremesmerizedbythestrongvoicesofthefemalestorytellers,withtheirdifferent

melodictones,rhythmsandtempos.Theynarrateastheysing,astheoriginalJapanesetitle

ofStorytellers・Utauhito・（singers）articulates.

AsIhavementioned,thefirststorypresentedintheopeningsequenceofTheSoundofthe

Wavesisthe86yearoldwomantalksabouthergrandfather・sstoriesintheself-madepicture-

cardslides.Theconcludingfilm ofthetrilogyisStorytellers,whosefocushasmovedfrom

recordingthesurvivorstothestorytellerswhopassdowntherichtraditionofstorytellingin

theT�ohokuregion.Asseenasatrilogy,werecognizethatthefirststoryinthepicture-card

slidesshow,presentedwithsomeshotsofgravesandmonumentsinTheSoundoftheWaves,

epitomizestheentiretrilogyinthecontemporarymodeofrepresentationandarticulation.

Insteadofthepicture-cardslideshow,wenowhavethecinema.Insteadofoneoldwoman

tellingherstorytothelocalcommunity,thetrilogyisnowexhibitedfortheconcernedaudi-

encesbothinJapanandabroad.

Thetrilogyisthusasmuchaboutmemory,bothprivateandcollective,asabouttraumatic

disaster.Thethreefilmstestifytothepoweroftheactofnarrating,thecomplexityofhuman

emotions,theincredibleabilityofreflection,andthelongtraditionofstorytellinginthe

T�ohokuregion.Theyconveyinahighlynuancedmannerthetragiclossfeltbythesurvivors

inthecommunity,andatthesametime,wewitnesstheempoweringandtransformative

processoftellingandretellingtraumaticexperiencesthatunfoldinthecourseofthefilm.

Intheend,theT�ohokutrilogydefiesanysimpledistinctionbetweenfictionandnon-

fiction,betweennarrativeanddocumentary,enticingustoreflectontheintricaterelationship

betweencinemaandmemory,betweenimagesandvoices,andtheproductionofasitewhere

privateandcollectivememoriesconverge,throughwhichnewsocialandpoliticalawarenessis

generated.Aswelistentothestoriestoldandretoldonscreenduringtheviewingexperience

ofthetrilogy,wearetransformedintothesocialsubject,bearingwitnesstotheproductionof

meaninginourattempttocometotermswiththedisaster.Despitetheenormityofthedam-

ageandthetragiclossoflifeexperiencedbypeopleintheT�ohokuregion,inthebodyofeach

andeverypersonwhoappearsonthescreenliesastory― theirbodiesandtheirvoicesattest

tothepowerofremembrance,soforciblyandcinematicallydemonstratedinthetrilogy.

ThisisarevisedversionofthemanuscriptIwroteformytalkoriginallyentitled・ThePowerofNarrating

andthePoliticsofListeninginSakaiK�oandHamaguchiRy�usuke・sT�ohokuDocumentaryTrilogy,・given
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afterthescreeningofTheSoundofWavesattheNationalChiaoTungUniversityonNovember13,2015

forasymposiumentitled・VisualCultureandSocialMediationinEastAsia・organizedbyProfessorEarl

Jackson,Jr.IwouldliketothankProfessorJacksonandtheuniversityfortheirgenerousinvitation.I

wouldalsoliketodedicatethisarticletothelateChantalAkerman,whosefilmsradicallyexplorethe

boundariesoffiction,expandingthepossibilitiesofcinemaasanaestheticinventionofpublicandprivate

memory.

1 IhappenedtobeinTelAvivatthetimeoftheearthquakeandthereforetheTVimagesbroadcaston

BBCweremyfirstexperienceoftheincident.Thus,myexperiencewasneverdirect,butratheralways

mediatedbythemediarepresentations.

2 Thelistoffilmscanbefoundathttp://www.yidff.jp/2011/2011list.html#p11.Theprogramhasbecome

regularoneandin2015,thethirdeditionofthe・CinemaWithUs・programwasheldatthefestival,

initiatedbyOgawaNaoto,curatorattheSendaiMediatheque.

3 Unfortunatelyinthepresentsocio-politicalclimate,however,thereisastrongsensethatthedisaster

isincreasinglybeingdownplayed,tosaytheleast,underthepresentconservative,neo-liberalleader-

shipofAbeShinz�o.Asweallknow,therecoveryprocessintheregionissoslow.Therearestillso

manypeoplelivingintemporaryhousing,stillevacuatedfromtheirhometownsbecauseofthehigh

radioactivityneartheFukushimaNuclearPowerPlant.Moreover,wehavesincewitnesseddisasters

afterdisasters,giganticearthquakes,devastatingfloods,andlandslidesinnumerouslocalareasall

overtheworld.However,themagnitudeoftheMarch11disasterseemstobesomewhatsingular,if

notuniquelyexceptional,partlybecauseofthevastnessoftheaffectedareas,thecombinationof

differentnaturaldisasters,theearthquakeandthetsunami,worsenedandwiththeconcomitantand

man-madeFukushimacatastrophe.

4 TherewasanewsreportthatwhileonMarch11,2016manyTVprogramswereairedtocommemorate

the5thyearaftertheearthquake,theratingsoftheseprogramsarereportedtobeverylow.Thismay

beanindicationofthenation・sunconsciousattitudeofactiveforgetting.However,documentaryfilms

arecontinuouslyproducedandexhibited.OneofthesignificantdocumentariesmaderecentlyisInoue

Jun・ichi・sDaichiouketsugu（InheritingtheLand）,releasedinFebruary2016inTokyoabouta

Fukushimafarmer,theeighthgenerationofafarmingfamily,whosefathercommittedsuicidetwo

weeksafterthebigearthquake.

5 In2012,afewfictionfilmsdirectlydealingwiththedisasterappeared,includingSonoShion・sTheLand

ofHope,KimizukaRy�oichi・sReunion（theJapaneseoriginaltitleis・遺体 明日への十日間,・literallyThe

DeadBody10DaysforTomorrow）.Lastyear,afictionfilm abouttheFukushimanucleardisaster

entitled・家路Homeland・directedbyKubotaNao,wasreleased.Comparedwiththerichfilmography

ofdocumentary,itisyettooearlytomakecomprehensibleexaminationsorcriticalevaluationsof

fictionfilms.Itisunderstandablebecausemostvisualrepresentationsofthenon-fictionalvariety,

filmicorotherwise,havestrongnarrativeelementsinthem,allthemorebecauseeachstorytold,as

wellaseachtestimonyheard,hasasmuchasormorepowerinitasanarrativetobetold.Although

fictionfilmsareworthexaminingclosely,Iwillnotincludetheminmydiscussionhere.

6 Inadditionalimagesofthefirst50daysafterthequake,thiswasincludedandreleasedinOctober2011

inaDVDcollection,・3.11TheT�ohokuEarthquake:TheRecordoftheEarthquakeandTsunami.・

7 OneofthebestexamplesisNHK・s・CollectionofTestimoniesSeries,・whichhasairedonceamonthon

SundaymorningsinceJanuary2012,publishedinDVDboxes,andtheprogramstillcontinues.While

onecanarguethatthestoriesarepresentedintheneatlypackagedformatofTV documentary,

makingoutmovingstoriessothattheviewerscanidentifywithandfeelaccesstothetraumaticevent,

thecontinuingefforttopreservememoriesandtestimoniesbythevisualmediaisveryimportant.

8 TheoriginalJapanesetitleofNuclearNationisFarFromFutaba.

9 From thediscussionsessionsinwhichthedirectorsgaveatalkandIalsoattendedasadiscussant,

withthescreeningofthefilmsatthe3rdBerlinDocumentaryForumheldonMay30and31,2014.

10 In2008,HamaguchidirectedPassion,whichwasmadeasprojecttowardgraduation,andin2010,
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directedTheDepthcoproducedbytheTokyoUniversityofArtsandKoreanAcademyofFilmArts.

Whenhewasassignedthisproject,hewasactuallyworkingonafictionfilm,whichwastobereleased

asIntimacyin2012,whichwonhighcriticalacclaim despiteitslengthof225minutes.Hamaguchi・s

mostrecentfilm,HappyHour（2015）,sharedthebestactressawardamongitsmaincast（Tanaka

Sachie,KikuchiHazuki,MiharaMaikoandKawamuraRira）,andalsowonaspecialmentionforthe

film・sscriptbyHamaguchi,NoharaTadashi,andTakahashiTomoyuki,attheLocarnoFilmFestival

2015.Thefouractressesarenotprofessionalactresses;theyallparticipatedinanactingworkshop

Hamaguchiheld.TheinfluenceofmakingthetrilogyonHamaguchiinhisfictionfilmmakingisrather

evidentinbothIntimacyandHappyHour.

11 Thedirectorschosenottoincludethenarrationinthefollowingtwofilms.

12 Fromthediscussionsessionsatthe3rdBerlinDocumentaryForumheldinMay2014.

13 Alongwiththeproductionoftheirfilms,theyalsobeganlivestreamingtheirmeetingsheldatthe

SendaiMediathequeforaprogram entitledcatalogue― kata-logu（inJapaneseacombinationof

narrate― kataru,andlog― logu）,startingfrom July23,2011throughtheentireperiodoftheir

filmmaking.Thelivestreamimageofthetwenty-onemeetingsarearchivedinthehomepageofthe

CenterforRemembering3.11attheSendaiMediatheque（http://recorder311.smt.jp/series/catalog/）.

Themediaprojectstillcontinues（http://recorder311.smt.jp/）.

14 MarkRoberts,・ObservationsonJapaneseCinemaafter3/11,・ASEFculture360［culture360.orgonline］,

postedJanuary16,2012.Availablefrom:http://culture360.asef.org/film/observations-on-japanese-

cinema-after-311/［Accessed25Oct,2015］.

15 Iam temptedtocallthebodyofrepresentationsofthedisasterthephantom ofthedisaster,which

hauntsourmemory,rewritingtheactualexperienceofthedisasterassomethingflat,monolithic,

thereforeeasilydismissed.Forme,thetrilogyisanaestheticinterventiontounderminethisphantom,

resistingourtemptationtoconsumethespectacleofcatastrophe.

16 GillesDeleuze,Cinema1:TheMovement-Image,trans.HughTomlinsonandBarbaraJohnson,Minnea-

polis:TheUniversityofMinnesotaPress,1986,96�7.

17 NicholasAbraham,Rhythms:OntheWork,Translation,andPsychoanalysis,collectedandpresentedby

NicholasT.RandandMariaTorok,Trans.BenjaminThigpenandNicholasT.Rand,Stanford:Stanford

UniversityPress,1985,6.
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