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Coordinators: Looking for Ways of Being Together

After the Great Fast Japan Earthquake
=B | Miura Tetsuya

(WL BT 72 | Film Studies)
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Madelaine directed by
Agatsuma Kazuki (2021) documents

Dreams

how Nagashima Ryota, a patissier
based in Minamisanriku-cho, Miyagi
Prefecture comes to open his pastry
shop, supported by disaster volun-
teers. Summarized like this, it may

sound like just another heart-warm-

ing story. But this is only one side of
the film and the other side depicts in
detail how the relationship between
the supporter and the supported is
established in the first place, what
problems this relationship brings
about, and how these lead to a ques-
tion of econmomic  circumstances,
including something quite personal.
Wherein lies the film’s worth and fun.

In fact, this film poses a number of questions on volunteers: How
volunteers work? What are their working hours? How do they divide
the work among themselves? Self-serving volunteerism may cause
mental stress to supported people. What kind of case is it exactly?

Agatsuma’s previous film, Tremorings of Hope (2017) laboriously
unravels the complicated decision-making process for a festival in the
community from the ethnographer’s perspective with amazing preci-
sion. Its stance is common to that of Madelaine Dreams whose object
is not, however, a traditional community but a temporary one formed
in a special post-disaster situation.

The film has the second protagonist, Kinoshita Kenichi who
coordinates volunteers. A Co-op staff member in Nara, Kinoshita
tells first-time volunteers how to be mentally prepared and how they
should behave. He is always concerned about the financial conditions
of the local people who try to rebuild their lives and racks his brains to
solve a severe problem of how to run a business with them. His stren-
uous efforts help to reveal complex inner workings of volunteerism.
While the film was being shot, he was killed in an accident. When the
pastry shop was finally completed, everyone remembered Kinoshita
who had worked behind the scenes.

Focusing on post-carthquake films, “Cinema with Us,” one of the
YIDFF’s programs celebrates the tenth anniversary this year. Even
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Songs Still Sung: Voices from the Tsunami Shores

now great films are continuously created and there is no sign of dis-
continuity, though the number of films decreased from immediately
after the carthquake. Why? This is probably because filmmakers are
given extremely important and fascinating challenges to record and
reflect on a form of communality in new communities/groups formed
or reorganized after the disaster. These challenges, of course, still
exist. How can people live together in the lands violently transformed
by the earthquake? When one asks such a question, one’s camera must
naturally be drawn to coordinators like Kinoshita Kenichi.

Coordinators are those who put people and things in order (“ordi-
nate”) together (“co-”) and broadly play a significant role in some of
the important films produced after the earthquake. Acting as a guide
for the director, Matsubayashi Yoju in Fukushima: Memories of the
Lost Landscape (2011), Tanaka Kyoko originally devoted herself to
revitalizing the community. Ono Kazuko supported Srorytellers
(Hamaguchi Ryusuke and Sakai Ko, 2013) by creating an invaluable
space for listening to tellers of folktales. Abe Hiromi in Listening to
the Air (Komori Haruka, 2018) is also engaged in activities as a radio
personality to connect people in the changing community. Another
film selected for “New Asian Currents” this year also involves a
charming coordinator. In Songs Still Sung: Voices from the Tsunami
Shores (Suzuki Yoi, 2020) women poets who use the immensely
attractive local dialect gather together, gracefully coordinated by the
poet Arai Takako. The list can go on like this and there are too many
to count. Coordinator are not necessarily the protagonist on whom
films focus. But meeting coordinators active in various places, large
and small, of Tohoku is one of the great pleasures post-carthquake
documentaries offer.

(Translated by Yamamoto Kumiko)
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Songs Still Sung: Voices from the Tsunami Shores
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Memories of Occupation, Memories of a Lost City:
The First 54 Years—An Abbreviated Manual for Military Occupation

and Little Palestine, Diary of a Siege
FIERER % | Abe Koji

(77237 | French Literature)
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With deadpan irony, Avi Mograbi’s The First 54 Years—An Abbre-
viated Manual for Military Occupation offers up the Isracli govern-
ment’s strategic expansion of the Occupied Territories as a handbook
in how to stage a “successful” annexation. Mograbi himself speaks
directly to camera, lecturing the viewer performatively in a devil-
ish whisper on shrewd tactics for territorial expansion. The rest of
the film is comprised of archive footage and testimonies gathered
for Breaking the Silence (a campaign group set up to record former
Israeli soldiers” statements about their own role in the violence and
oppression), interweaved with documentary footage that depicts with
careful precision the inhumanity of occupation. Discerning anything
at all in the expressions of the veterans speaking calmly and precisely
for Breaking the Silence is no easy task. A testimony needs to be just
that, after all: a testimony. Even Mograbi himself hides within the
shadow of a cartoonish premise, betraying no emotion.

But it’s different when those same testimonies and blank expres-
sions are displayed alongside images of Palestinian homes being
destroyed by tanks; of bedrooms being ransacked; of sleeping chil-
dren dragged from their beds; of adults, blindfolded, forced to line up
in scorching desert plains. Or else alongside images of soldiers cheer-
ingat the sound of exploding shells—then, these testimonies have the
power to disturb and traumatize. Who of those familiar with Mogra-
bi’s past work can forget the fear in young Yasmin’s face as she stood
before the sign refusing entrance to “outsiders” in Once I Entered a
Garden (2012)? In these moments, the fear of the oppressed and vul-
nerable intertwines with the guilt of their oppressors in the image on
screen.

Yet no image, no matter how vivid, can readily convey the fear and
anguish such a life instills in those forced to live it. An image and
screen have only two dimensions, “neither [of which] can be walked
through” (Jean Genet, Four Hours in Shatila). What an image can
do—what it shoulders a responsibility to do—is to bear testament

to the lives of those living in the fear of death’s stalking shadow: to
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acknowledge those lives by affirming that they existed.

As if moved by precisely this will to bear witness, Abdallah
Al-Khatib’s Little Palestine, Diary of a Siege documents the figure of
a lost city. Following an opening scene in which we see the director
himself, a humanitarian aid worker active in the region, a subtitle
announces that we are in Yarmouk, Syria, home to what was for-
merly the world’s largest Palestinian refugee camp. During the Assad
regime’s siege of 2013 — 2015, Yarmouk was deprived of its food,
water, and electricity, and cut off from even medical supplies. Streets
shown to have been once bustling with people going about their busi-
ness are suddenly cordoned off, blocked by towering barriers of sand
and rubble.

Often called a camp, Yarmouk was in fact closer in scale to a city.
But then the walls go up, obstructing the view of the mountain range,
once a symbol of hope. All that remains for the camera to capture
is a population riven by starvation and hardship: perishing infants
and elderly women, and the pained cries of those left behind to
mourn them; children pulling up grass—“We're eating cattle food!”
they laugh—in a neighborhood garden. A brief, rousing attempt at
resistance is met mercilessly by gunfire, resulting in more life lost.
A camp waiting for nothing but death—soon to be delivered, one
suspects, by invading ISIS rebels and the Assad counteroffensive.
Meanwhile, the camera goes on documenting what it sees: a woman
sharing with her mother the paltry amount of grain she’s managed
to gather; the defiant pose of a young girl clad in tattered clothes.
Another girl gathers weeds in an empty lot, hoping to ease her fami-
ly’s hunger; when a shell hits the building behind her, she doesn’t so
much as flinch. A road leading to insanity and suicide, a siege can at
times reveal the very worst aspects of humanity. But if we look closely
enough, we can also see the good behind the depravity, the all too
human longing for dignity. Perhaps the elderly man seen begging
the director for food will eventually succumb to starvation; in which
case, all the more reason to record him, to attest to his existence come
what may. By dint of the sheer intimacy of its gaze, the image refuses
to settle for being wielded as mere testimony in a war-crimes trial.
Rather, so the image seems to say, by aspiring to serve as a mark of
existence, it provides the strength to endure the pain of facing reality
in all its hardship.

(Translated by Adam Sutherland)
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— This film, Beyond the Language is about courses on French as a Foreign
Language at Paris 8 Vincennes-Saint-Denis where you have also studied.
Both international and French students attend the courses, don’t they?

The courses are open to all students. French-speaking students,
notably students from former colonies and second-generation immi-
grants take part in them to refine their vocabulary and master how
to articulate and communicate thought. Nicole offers courses on
themes, such as gender for example, that would provide a common
ground for both students from extremely sexist communities and
those who are highly aspiring with profound social recognition to
motivate the economically and culturally challenged. French begin-
ners have heated discussions with native speakers and cach reflects on
her-/himself through the presence of others. This is how a space is
created for mutual learning,

— As I was watching your film, I felt as if I was a part of their discussion.
Could you tell us what you kept in mind while composing and directing the
film?

People who speak up inspire me and passion with which the pro-

fessors guide them is also inspiring. To depict both of them, I conjured
up the courage and ran up to a student who began to speak. Drawing
on the happy acceptance of my camera at that time, I tried to create
a dynamic space in editing. At the beginning of the film I also intro-
duce some features and experiments of Paris 8 Vincennes-Saint-Denis
where 30% of the students are non-French and which is open to the
world, hoping that such a place can be created elsewhere.
— Made up of discussions in the French language throughout, this film
is nevertheless entitled Beyond the Language. What is impressive as an
important clue to it is the fact that the title is shown again after the sequence
in which one of the professors argues that they should liberate victims of colo-
nialization from the process of victimization itself. The film poses a question
of what will become possible when one studies French, the colonizer’s lan-
guage, with considerable difficulry.

While preparing couscous, Ferroudja says in the film to the effect
that she can’t tolerate students who stay in their shell on the pretext
that they are born into colonial families; for they live in a country
where everyone can access culture. Nicole asks her students in the
classroom whether it is really impossible for students who live in the
poor area and despair at the future to make their own way. In fact, it
is not so easy for young people from the areas with a high unemploy-
ment rate and many immigrants to move forward, shaking off preju-
dice incited by the media, a sense of being trapped in the community,
or its conventionalities. This film is also about the story of resistance
by the two professors, Nicole and Ferroudja, who try to dismantle
social prejudice and restraints that penetrate individuals.

The film’s title expresses my respect and admiration for those who

are struggling to overcome historic, political, and social barriers and
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Youth and Solitude

for the people whom I have encountered through a language, a word
of which I couldn’t speak before I went to France. Although language
is indispensable for individual thinking, it also contains both restric-
tion and violence. To share a language, we need to take others” prob-
lems sensitively. Overcoming linguistic barriers is to keep changing
by facing both ourselves and society that surrounds us. I have learned
this through my encounter with people in the French language that
has both light and dark sides. Before I conclude, let me share with
you the words Nicole gave me: “Even if the course’s objective is to
make students master language skills to pass for a reasonable French
speaker, I aim at what lies beyond it; having acquired the ability to
listen to others through repeated dialogues as they confront different
opinions, they can launch common projects with people from differ-
ent countries in various places to realize the future to live together.”

(Translated by Yamamoto Kumiko)

Interview conducted by Kakinami Ryosuke (French philosophy) via email in
September 2021
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— Why this topic of solitude?

Because it’s taboo. When I made Le Bois dont les réves sont faits
(2015), people reacted to the film saying, “But these people are so
alone.” Well yes, people go into the woods to be alone! I could feel a
lot of criticism of solitude, as if it was wrong to be alone.

When we're teenagers, we have this thing where we don’t want to
appear as though we're alone. At the same time, in this day and age,
it’s alittle different with computers and the internet...

I'm a very solitary person, so I was thinking that this was some-
thing I could share with them. I really didn’t think that this word
would trigger such a tsunami of revelations. It intersected a lot with
their own experience.

Once I edited all these interviews together and, in that process,

learned who they were, I suggested we organise dialogues among
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*Seventh Row, 2018%4H25H (https://seventh-row.com/2018/04/25/

claire-simon-premieres-solitudes/) &Wik¥:, BEF=TLF - FX1v7

them. That way, they speak with each other. It’s completely different
from speaking to me. I refer to things they’ve told me in my conver-
sations with them, but they can approach them however they please.
Most importantly, they are standing by what they’re saying and how
they’re saying it in front of the person they’re speaking to and every-
one else. Which is completely different from what happens when I'm
working hard to draw things out of them. [...]

— Do you think this solitude of young people is even stronger today? Is that
why you wanted to make this film?

For a very long time, I wanted to make a film about how we all
leave our parents. I had written a completely different script, a fantasy
film, and it made me laugh to see that it was a topic that came up so
often in my conversations with those kids. I told them that it’s normal
to think that your parents have wasted their lives and failed, that it’s
normal to think that at their age.

The issue that is troubling every generation, but much more so
theirs, is “love is a catastrophe.” We're in love, or were going to be
in love: what do we do? That’s the scene with the three girls talking
about havingkids, while we've just spent 90 min seeing how that leads
to catastrophe...

— What else did you do to make them comfortable?

Ithink, as a filmmaker, we're not like their teachers or parents. I'm
the age of their parents or older, yet I'm not like an adult teacher for
them. I made a film called Récréations (1998), with kids in kindergar-
ten, and it was exactly the same thing. I told them I'm not the teacher.
They’d play together, and I'd film everything, even crazy things.

Maybe the place of the cinema is to be the one that can tell the
story of what happens between people without being prescriptive or
tense, nor even the one who asks questions. The same way that these
kids aged between three and six years old trusted me to show me
things that no one else ever saw, so did the teenagers here.

— The film begins with the girl going to the infirmary. Was it scripted?

Yes, it’s all shot like a fiction film. But, for example, on that day,
the men from road safety happened to be at the school, so I quickly
integrated them in the scene. But the school nurse is played by an
actress. She lived nearby, and I wanted to try something with her, to
start the film with an adult to get us into the story of the kids.

The actress watched the film I'd made of my conversations with
the students, to prepare herself and get a sense of what I wanted. She
made a few mistakes, and I shot this sequence around 50 times, yet it
was all true. Melodie put herself in the situation, and everything she
said was true. It was a situation she knew. Things she hadn’t told me
even appear, like the story about how Melodie doesn’t eat with her
mother and about how they watch their own TV shows separately.

Excerpted from Seventh Row, April 25,2018.
https://seventh-row.com/2018/04/25/claire-simon-premieres-solitudes/

Interview conducted by Elena Lazic
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2021 and BYT

gIEE_ER | Maeda Shinjiro
(Mef%1% 5% | Filmmaker)
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Launched in 2008, BETWEEN YESTERDAY & TOMORROW
is a film series comprised of short works produced according to the
rules of what’s called the “instruction sheet.” Someone once abbre-
viated this lengthy name to BY'T, and that’s what I've come to say as
well. Briefly, the BYT “instruction sheet” states that on Day One,
filmmakers must make an audio recording of them talking about a
place they’ll visit the next day; then, on Day Two, they go to that place
and take some footage. On Day Three, they make a second audio
recording of them reflecting on that place. They then put together
a soundtrack with the audio from Days One and Three and combine
it with the footage taken on Day Two. The rules even specify the
number of seconds for opening and closing credits. I'd been searching
for a style of filmmaking that was based on these kinds of rules for
shooting and editing since long before.

For my 2005 release, “hibi” 13 full moons, 1 shot 15 seconds of
footage every day throughout 2004, starting with New Year’s Day,
and then linked all 366 shots in order. By continuing to shoot every
day for a year and weaving together everyday footage with improvised
staged material, I was able to put together a 90-minute film. While
aiming for a “photographer as author” film where the raw act of pho-
tography is reflected in the work itself, what ended up becoming the
focus was the body of the photographer reacting to the world he sees.
I wanted the act of restricted photography under some set of rules
to reveal an unconscious individuality. That’s how the BYT films
work. They’re defined by how photographer’s “voice” is handled and
by an attempt to view the present with an overlapping future and past
through asynchronous image and sound.

On March 11, 2011 the Great East Japan Earthquake occurred. I
shot my film BYT#06 ITO-kun on March 27 while aftershocks contin-
ued throughout a thoroughly nonplussed Japan. I immediately started
preparing an online release with my collaborator Okazawa Rina.
When I asked the filmmakers I knew to produce films for BY'T, many
of them obliged, and I released their work online as they were finished.
In the ensuing year, 32 filmmakers came to take part in the program,
and 60 films were released. And a wide variety of omnibus films have
been compiled and screened at a number of film festivals. The first one
premiered at the Yamagata International Documentary Film Festival
2011.

Now in 2021, a year and a half of the unending coronavirus crisis
has made the future hard to see, and I've once again asked BY T direc-
tors from past programs to produce new films. Thirteen of them have
contributed. Our web page was launched in June and allows visitors
to compare new films with those from ten years ago. In the future,
we’re sure to see new, diverse omnibus films that include past works.
In one sense BYT films are about “time,” and the past ten years have
lent this long-term project a new depth.

(Translated by Thomas Kabara)

%54 EM Online Screening

TBETWEEN YESTERDAY & TOMORROW Omnibus 2011/2016/2021]
[BA704 5L Perspectives Japan] 10 H Oct.10 15:00-
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Fresh Noodles from Sakai Noodles

FHAERK | Suzuki Nobuo
(gatea! #4235 | gatta! Editorial Board)
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SEFELEEFT | Sakai Noodles :

The unswerving champion has made its eighth straight year as Japan’s
top diner-out of ramen noodles. Yamagata has fully established
itself as the ramen prefecture. It boasts the highest ratio of home-
made noodles in Japan and each area has its characteristic noodles
and soup, which is also attractive. Steeped in such a culture of daily
noodle-eating, the locals frequent a noodle factory, delighted with its
delicious noodles. The noodle factory is called Sakai Noodles, estab-
lished some 80 years ago near the Mamigasaki river in Yamagata.
What stands out most in the adjacent shop is a section of stacked food
trays that contain fresh noodles. The shop has a variety of noodles,
ranging from ramen noodles to Shonai’s specialty, mugikiri, from
udon noodles to whole grain soba. It also offers seasonal noodles such
as fresh hiyamugi. “Oh, it’s the scason of that noodle!” How nice to
experience the four seasons with noodles! No doubt, it’s the happy
privilege of the locals to have the preferred number of bundles of
noodles wrapped in paper and to get freshly made noodles anytime
at a reasonable price. To tell you the truth, however, recently I have
learned that I can order noodles from the shop. Since then I have sent
Yamagata’s chewy noodles to my friends far away who reply with tears
of gratitude. I have found a different kind of happiness.

(Translated by Yamamoto Kumiko)

hetps://www.sakaiseimen.com/ (4> 7422/a» 7 | Online shop available / Japanese language only)
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