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My Memory, My Sanctuary

Here is what it was like.

Kokubunji is far enough down the Chuo Line that I had never been before
my first visit to the home of Makino Mamoru. It is a pretty typical suburban
station. One side of the tracks is the "back" by virtue of its lack of shops,
which quickly give way to Japanese suburbia. The "front" has the obligatory
taxi circle, itself circled by tall, thin commercial buildings. The only shop of
interest is long gone, a used book store that merited the occasional visit to see if
anything new popped up on the shelves. Nothing worth buying ever appeared in
that bookstore, and I attributed this to its proximity to Makino Mamoru's home.
The used bookstores on the Chuo Line are otherwise pretty reliable.

The route to the house is a jagged trek south and down the hill. I could never
remember it with any precision. Veer left. That was my only rule. At the bottom
of the hill there is one stretch of walking path that crosses a stream and enters a
tunnel-like canopy of trees, liberating one from traffic noise and the nuisance of
cars. I have heard there are nice parks, paths and temples in the area, but I never
took the time to visit them. My singular goal was always Makino Mamoru's
house, and my time there was precious.

From the outside, the house looks like any other in the neighborhood. Today,
the inside is similarly typical. However, back when I first started visiting the
Makino family, the interior was legendary. Standing in the entryway, the first
thing one noticed was the staircase leading upstairs, which was narrowed by
stacks of books sitting on every riser. It invited one to wonder if they led to
more piles up in the family inner sanctum of the second floor. Passing the
staircase, one entered the tatami room where Makino Mamoru held court on
a low table. I suppose it was a six-mat room, but there were at least seven
bookshelves against the walls. Their shelves featured his reprint collections and
the monographs of scholars who Makino helped over the years. Both of these
"series" expanded over the years, crowding out other books that he gradually
moved to the back rooms.

Next to this room was the family room, followed by what I suppose would
be called a study. It was a year or two before I was invited to explore this
mysterious space in the back of the house. Passing through the family room,
one came face-to-face with a wall of shelves. It snaked around and back,
creating a narrow canyon of bookshelves along the side of the room. At the far
corner of the house, the corridor hooked left, and then left again. At the end of it
all was a tiny area to work in. Every visible surface between the floor and ceiling
was shelving, each nook stuffed to the gills with books. Seen from above, it was
the shape of a snail shell.

The materials I spent the most time with were way back on the other side of
the house, in a room next to the tatami room. Makino positioned the shoji for its
doorway right in the middle, effectively creating two narrow entrances. Inside,
back-to-back bookshelves bisected the space, creating two square rooms.
Needless to say, all the other walls sported bookshelves as well. I suppose I
first visited the strange Makino home in the early 1990s, and back then all the
shelving fully adorned with books from every era of film history. It was an
extraordinary spectacle.

There was always an influx of new books fighting for space in the shelving.
Makino had his network of booksellers. There were donations from friends.
And he was always on the hunt. I recall visiting Kyoto with him one year for a
conference. He travelled admirably lightly. However, moving through the city
he would drop everything in order to check out used bookstores. By the end
of the conference he had amassed so many books he couldn't carry them all by
himself. In this manner, there was a constant flow of new books looking for
space, and when there were no shelves left he created stacks on the floor of the
two mini-library rooms. These stacks got taller and taller every time I visited.
As they became unmanageably high, a second layer of stacks appeared on the
floor. It wasn't long before it was pretty much impossible to enter these rooms.
It's a wonder the house didn't collapse from all the weight.

Most avid collectors possess a commanding grasp of history behind their
object of desire, but they also tend to let their hoarding tendencies get the best

of them. For this reason, collectors often fail to share their knowledge, let
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alone share the riches they amass. Makino was decidedly different, and for this
reason the collection was unusually "productive." The most overt expression
of this is Makino's devotion to the tradition of reprinting. In this way, Makino
shepherded core books and periodicals from his piles to the shelves of scholars
and libraries across the world. Another expression would be Makino's own
scholarship; rich with quotes, it is a kind of reprinting embedded in historical
analysis. We find excellent examples of this in the latter half of Eigagaku no
Michishirube—essays that were invaluable guideposts for my own research into
Japanese documentary. However, I would like to call attention to two other
kinds of productivity connected to the Makino Collection, as they are important
facets of his 1990s Kinema Junpo column "Gaku no susume."

The first has to do with programming. "Gaku no Susume" has a surprising
number of columns devoted to film festivals and exhibitions. In fact, back in
the 1990s there was an explosion in the number of film festivals around the
world, whether they were on the so-called A-list, themed, or local affairs.
Japan participated in this phenomenon, with new festivals appearing in Tokyo,
Yamagata, Fukuoka, Yubari, and many other cities. However, one new wrinkle
on the festival was a devotion to thinking about film history. There was nothing
new about retrospectives, but many of these festivals attempted to do more than
simply collect and show a group of films. Makino's columns on Yamagata and
Kyoto, as well as the exhibitions in Yokohama and the Film Center point to
this new aspect of film culture. Indeed, many of the programmers were serious
enough about exploring the context for their historical retrospectives that they
found themselves sitting in the book-filled tatami room in Kokubunji.

A second expression of the productivity of the Makino Collection had to do
with foreign visitors to the house. Most collectors don't want anyone touching
their objects of affection. In contrast, Makino was remarkably generous.
It is probably true that he was probably more helpful to foreign scholars.
This certainly comes out in the pages of "Gaku no Susume," which offer up
portraits of scholars from the US, Germany, Korea and China. Perhaps this has
something to do with his evangelical zeal when it came to matters pertaining
to Japanese film history. Whatever the case, I would like to point out a thing or
two about the visits by American scholars.

Makino opened his collection to quite a few American graduate students
starting in the 1990s. A few get nods in "Gaku no Susume." These include
Joanne Bernardi (Episode 3), Aaron Gerow (Episodes 11 and 54), myself
(Episodes 12 and 21), Michael Baskett (Episode 25), and Jeffrey Dym (Episode
51). This was an interesting moment in Japanese film studies in North America.
Film studies itself was highly professionalized and fully entrenched in the
academy. However, up to this point there were few scholars other than Donald
Richie and Joseph Anderson—the pioneers writing in English—who could
read and speak Japanese. The scholars of the 1960s through 1980s managed to
produce a powerfully influential body of work, but their inability to access the
riches of the archive meant that there was plenty of historical spadework left to
do.

And the virgin dirt for this work was sitting in that house in Kokubunji.
Makino opened his home to the first wave of American graduate students
that could read Japanese. But he was no mere gatekeeper. He would pull out
stacks of materials for us to read, sit down and then provide historiographic
contextualization for the archival dive of the day. Coming up for air, he would
act as sounding board for emergent ideas on their way to print. His timing could
not have been better. There is surely a bit of Makino in all the books by those
that sat on that tatami, surrounded by books.

"Gaku no Susume" provides a curious glimpse at this pivotal moment in
the English-language study of Japanese cinema. Along with its attention to
transformations in film festival culture and the growing interconnections with
East Asian cinema, it stands as a unique portrait of 1990s Japanese cinema
world. I treasure "Gaku no Susume" because all this is an enormous part of
my own memory of turn of the century Japanese film—that and those pleasant
walks through the neighborhoods of Kokubunji, on my way to that sanctuary of
film books.
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