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Ogawa Productions

M HIEER E L CONIN Ty 7y gy

40

@I

ChL W

Abé Mark Nones
WI&Rv - J— 5 2

AR F 7 a2 UNIT7T) i, AN PR AR Ao
WE 72 5 7 Y 3 2 Th A 1967 (FFM2) 5 6358 4 Bk
L. 190280 MNmFEE, 1904 TREL L /s ANH 7 ok
WL BRI & 2 05 AT, BTLRNER R LI BT B HORO M 4 2
CE ORI R REBL S A S, AT RS
WAAIRE DO Fo o A & ) RS Ok S T
BT ABOBBOUED RS o Tind, A7 HiE, Ko 2
U —E ORI & oS 7 T L o T B
THHFITI TV B, HESERT S AF 2 — O3 SR
v BBl A0 M8 S e ORI 2 8 T I A R L
Thrinfz, WHEIOT 7O —F 2 RE T <EZHE 2 — 72

BTl a3En,

AT ORI ORHN b s, SR AT p

jo LR 3 — A (R9GT ~ 19747 ORI
i i (19751092 R, i A OBIE oW EN
TR IoOVHST Ly b AI oD, D

BRTUBL I EINETH B, DNE L, S
PR OISR LT M3 o 4 v 2 U SR8 fheh e,
PHECFEH, hACUER, BURFIME. BN O oREE,
FEOgRIEL, JOESEE, BM RS A, B
S, LA BT S oS R dh o 7 LA LAY
e RPN S E o f MIER RIS, TR OS] O
Tl 2 S — D A Fi o, BOETHE, FXaey ) -0
FERO o THREERL L L LI, Fdod vy J—mf
SO LG T FE—F Rl o T otz AR n o
e gl
BT ER L LT ol

ARSI Toh o2

AU OFE RERIE I, THE MRS (EusE = 0
VA B ARG TR S LT B, I, MO
TR WADBEEE LS ] (196648) ofifii ol §
STHRET, DRTHZIE S0 o e i o) 2 20
WD & b0 BT o7 EIRA R AR LBl v T )
i 7o 2 B oM O—RRIZE, BRRIED S o Ty, 2
T 0, WHEESEONE [HEOR] FRT ChAlBEEE
BREZ L, Biicfe MBS 1o 6 Ch b E2AME
B E L A ARV —7OEEN 2 N7 -5 Y
RiF, 2 E ) SIS SRR ) B v T T
Ao, BIGH R IE LT 2R ORI R L —F T
BEALL, FO-JCHESE, AN e T
L. BBy B a A vy o BIfE 2 RS S T e
O AR M ORER] (Q967TE) i
B Fes U ) — RO T A BAATHR
BRI BB N E S o, JOBEOH S, B

Pressure; Ggawa Shinsuke and
Postwar Japanese Documentaty,
University of Minnesota Press,
Fortheoming (200721,

Ogawa Productions was the production company led by
director Ogawa Shinsuke. It was formed i 1967 and dis-
solved shortly after the director’s death in 1992, Along with
Twanami Productions, It had a powerful influence aver the
course of Japanese documentary in the postwar ers BEven
today, it remains a theoretical measuring stick that critics
and audiences use to gauge the work of contemporary doc-
umentary Slmmakers. Ogawa Productions is iconic for a cob
lective approach to documentary film independent from the
vagaries of sponsorship and connected o social movements
and progressive politics. They perfected this approach to
documentary in their monumenta! Sanrizuka Series.

There are three eras in the history of Ogawa Productions:
the student movement flms {1965-1967), the Sanrizuka
Series {1967 to 1974, and the Magino Village Story (1975
1992, Before laying them out, it is important to consider the
background of the person at the center of it all. Ogawa Shin-
suke started working in documentary as an assistant direc-
tor i Iwanami Productions, where he was a colleague of
directors like Tsechimote Noriaki, Kuroki Kazue, and
Higasii Yoichi, and cinematographers such as Suzuid Tat-
sun, Otsu Koshiro and Tamura Masakl He never had a
chance to direct films at Iwanami. However, he was a vig-
orous member of the Blue Group, Twanami's informal
research group ihat debated the nature of documentary and
ploneered new approaches to the form. When his Blue
Group colleagues quit Iwanami, rejecting the pressures of
sponsorship and the compromises it demanded, Ogawa fol-
lowed suit and attempted to forge an independent career.

Ogawa’s student movement fims were made under the
banner of the Jishy Joel Seshiki no Kai, or Jielso for short,
witich grew out of the production of his first flm, Seinen no
wmi (1966). Jieiso became deepiy involved in the budding
independent film scene in Japan. Part of this was through
self-interest; they needed to find or create their own audi-
ences for Selnen no umi However, they guickly construed
a ration-wide network of individuals and groups and began
championing a variety of causes, from the distribugon of
independent documentaries to protesting the censorship of
political fims. Under Ogawa’s leadership, Jisiso also con-
tinued to produce and distribute their own documentaries,
Assatsu no morf (1967} moved behind the barricades set up
by students af & suburban university, and electrified the stu-
dent movement. After that, Jieiso and Ogawa organized a
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coalition of filmmakers and cinematographers (¢ document
the furious protests over the Japanese government’s sup-
port of the Vietnam War for Gennin hokokusho (1967,

In HO68 Tiselsn moved a flm crew to Sanrizuka, forming
Ogawa Productions and dissolving Jieiso shortly thereafter,
They inittally lved in Sanrizuka, while carefully studying
the brewing antl-airport movement. After narrowing their
focus (o Komaino and Heta, they chose to concentrate on
the latter and moved into a borrowed hanare as the protests
escalated in size and viclence.

From thelr vantage point in Heta, Ogawsa Productions doc-
umented the ongoing strugegle of the Sanrizuka Struggle
from the point of view of the farmers, carefully taking 4 ney-
tral position vis-a-vis the political sects. They lived with the
farmers while they made 7 films over the course of 9 years
® films, if we include Fukuda Katsuhiko's Eiga-zukuri to
mura e no michi{1973] |, which details the making of Heta
Burako{1973]). Ogawa Pro poured enormous energy into
their screening movernent, and their films reached the
entirety of Japan. The series also achieved a world-wide
recognition through print swaps with foreign activists. This
global audience was hoth shocked by the scale of the Strug-
ole and impressed by the approach to documentary being
forged by Ogawa Pro,

The fiims express one collectivity {the flmmakers) repre-
senting standing In for and on the side of another collectiv-
ity {the farmers). The series is theoretically important
because one can chart a breathtaking transformation in
their style and substance. [n their first attempts, such as
Sanrizuka ne natsu(1968). the styvle is roughshod and
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emphasizes the chaos occurring in the flelds and the andic-
visual spectacle of state violence directed at & popular olti-
zens' rising. However, as the Sims progress, the protesis
begin competing with long scenes of farmers explaining
what is important o them, either in informal nterviews or
group discussions, This inversion of spectacle and taik cli-
maxes with thelr masterpiece, Sanrizuka:Heta Buraku, a
daocumentary that shuttles the protests offscreen and
builds the subjectivity of the villagers into the very fabric
of the film. This was also the height of Ogawa’s
about collective production, and the film ends without role-

rhetoric
specific eredits for the members.

Around the time of Heta Village's sereening movement, the
student movement died down, activists tired of the violence
after the Toho Crossroads and Asama Sanso Incidents, and
the airpor
Ogawa accompanied his producton company to the deep

t nearsd completion. In a contreversial move,

mouniains of Yamagata, They borrowed the sillkworm barn
of Kimura Michio, a2 well-known farmer-npeet, and continued
their experiment in collective filmmaking for another 16
vears. The 16 remaining members lived communally, farm-
ing to make money and feed themselves, and make films
about their new home, Magino Village. The result was a sec-
ond gseries of films which we can call the Magine Village
Story. The first years were rough, and they failed w pro-
v 1980s they pro-
duced two Jong-form masterpieces - about the impact of

duce any major films, However, in the earf

modernity on this corner of raral Japan. The flms were
starting for theilr complex temporality and mix of fiction
and documentary, and won major prizes at international
film festivals. However, as members grew older and stare-
ed families, Ogawa Pro gradually lost members uniif only a
handful were left at the director’s death.

The collective mode of production symbolized by Ogawa
Productions seemed archaic by the 1990s, and was over-
taken by the popularity of the so-called “private ilm.” The
fatter works were individually produced, and were highly
autobiographical As with ali definttions, such terms
require exclusions; Japanese filmmakers concepiualized
the private film in stark opposition to the Ogawa Produc-
tlons test-case, which usually highlighted the private film's
obsession with the self as a retreat from social passion. Few
discussions about Japanese documentary end  without
recourse (0 the achievements of Ogawa Productions. Sig-
nificantly, people feel thelr greatest achievement is either
the Magine Village Story or the Sanrizuka Series, but rarely
borh. The cholee seems o depend on one's relationship
politics and collectivity, which seems to reveal something
profound about Japan in the new century,
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