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Dear Readers,

This special issue of Silva laponicarum A #%£ contains articles
received from Polish researchers focusing on Japanese film and
cinema studies. We are delighted and honoured to present the most
recent works of both the established representatives of Polish
academics of the Japanese film studies together with conctributions
from younger generation of scholars, who are at the begining of
their academic careers.

The special film fascicle is very diverse in terms of topics. This is
why in the process of the compilation we decided to introduce the
alphabetical order of papers (by the authors’ names) in the fascicle.

We would like to thank the contributors for their readiness to publish
articles in this special fascicle of our quarterly and for their effective
co-operation in the fascicle compilation process.
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Michat Bobrowski

Generic Borderlands: Notes on the Intertextual Diabgue between
Samurai Film and Western

DOI: 10.14746/sijp.2016.43/44/45/46.1

ABSTRACT
The paper discusses the flow of threads and mbéfsveen two major epic
genres of the American and Japanese cinema — westdrjidai-geki. The early
Japanese chambara films made in the silent erspibaed the elements of plots
of the American “horse operas” with Tom Mix or “Breo Billy” Anderson.
Impact of western on jidai-geki became even mogaificant after the World
War 1. Starting from 1960s the relation betweea ttvo genres turned into a
mutual, intercultural dialogue. Akira Kurosawa'dmfs were remade into
successful and influential westerr@eyen Samurail954 was adapted as John
Sturges’Magnificant Seven1960; Yojimbqg 1961 as Sergio LeondSstful of
Dollars, 1964). After presenting a brief historical ovewi of the bilateral
exchange of inspiration between genres from thk biotes of the Pacific Ocean,
the author of the article focuses on structuralagies between Seven Samurai
and John Ford’s classic westévly Darling ClementineA comparative analysis
leads to the conclusion that the artistic exceblem& well as semantic abundance
of Kurosawa’s masterpiece arises from the direstoréativity in adapting the
Hollywood generic models and his ability to satarahem with profound
philosophical meaning rooted in the Japanese inadit

KEYWORDS: film genre, samurai film, American western, AkiKairosawa,
John Ford.

Introduction

Japanese cinema, alike the entire Japanese culumains exceedingly
open to outside inspirations. American cinema, fribi® very beginning

created largely by immigrants, intensively absorlkegopean, and later
Asian influences. It does not change the fact thath Japanese and
American cinema are unigue phenomena reflectingspgeeifics of their

cultural contexts in terms of world outlook as wel aesthetics. This
dichotomy is especially distinct in genre cinema.

The disquisition conducted in the following artictebased on a premise
that the most vital and inventive cultural phenomaeanise in the territory
of borderlands or on the junction of disparate, neti@ough in many
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Michat Bobrowski

respects indigenously corresponding, cultural gigras. Therefore the
discussed film genres, western giuhi-geki, shall be considered frontier
creations that merge and blend with each otheringednd mutually
condition one another, or — referring to Mikhail KB&in's favourite
metaphor of mirrors — “look at one another, aréectéd in one another,
know and understand one another” (Bakhtin 1984).176

Film genre may be compared to Uroboros — an aneignbol embracing
the ambiguity of invariability and cycle within thenage of a serpent or
dragon devouring its tail. Genre remains essentiaimutable, yet it is
subjected to constant metamorphosis. As Bakhtimeta

“A literary genre, by its very nature, reflects thest stable,
<<eternal>> tendencies in literature's developmeiitvays
preserved in a genre are undying elements of itteaar. True,
these archaic elements are preserved in it onlykéh#o their
constant renewal, which is to say, their contenzamion. A
genre is always the same and yet not the sameyslald and
new simultaneously. Genre is reborn and renewedety new
stage in the development of literature and in ewedywidual
work of a given genre. This constitutes the lifetlod genre.”
(ibid: 106).

The essence of the genre is of mythological natlust like religious myth,
which according to Joseph Cambell is biaspectuaivéusal and local),
film genre has an unshaken narrative core and dynaunter layer that
contains elements of specific cultural contexts hl#o the ones that
wander and exchange. Samurai film and western restegarded as
processual, historically conditioned and engagedmemifold chain of

intertextual dialogue.

At certain point of its evolution each genre reach®e stage when, like
Uroboros, it begins to feeds on itself. In its slaal early days, genre
remains realistic — style is in principle transpayeinematic self-reflection
is strictly prohibited. But narrative variants aseson worn out and
overused; conventionality becomes visible and gaiguundergoes
protrusions, frequently making its way towards pigraWhile obtaining

self-awareness, genre starts to process and dagdritd own tradition. In

some cases ensuing intergenerational polemics padbsolute rejection
of ideological and axiological content offered byiop models. Genre
enters the stage of transformation, solstice addfirtion, when formulas
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become flexible and borders limiting individual ges within autonomous
territories are no longer clear.

The Globalization of Genre

In 2007 Miike Takashi madeSukiyaki Western Djangoa “samurai
western” set in a postmodern, virtual world — neitfeudal Japan, nor the
Wild West — rooted in no other reality than celldlone. On the one hand
it refers to films like Kurosawa Akiras¥ojimbo(Ysjinbo, 1961) orLady
Snowblood(Shurayuki himetwo part vengeance epidirected by Fuijita
Toshiya inspired to equal extent by manggtia@ambaraand spaghetti-
western), on the other hand it cites Sergio Leoadsstful of Dollars(Per
un pugno di dollari 1964) and obvioushDjango (1966) — the most
celebrated of Sergio Corbucci's westerns. With ipaldr delight Miike
juxtaposes diverse Eastern and Western styles esithedics and blends
them freely into fluid hotchpotch wherEhe Tale of the Heik¢Heike
Monogatar) is read in English while Shakespeare is declainred
theatrical Japanese. It is not enough to say tletventionality of
presentation is being constantly underlined bupetomes a sovereign
esthetical value. Actors speak English with ostémia Japanese accent;
painted Mount Fuiji rises over “Arizona” desert.dky self-consciousness
of Miike’s film justifies (or even forces) a metdnfic interpretation — in
fact the history of mutual interpenetrationjiofi-geki and western genres
is a major theme oBukiyaki Western DjangdMain character’s lineage
contains autothematic joke: gunslinger Ringo hagotien a son by the
name of Akira, father of a boy Heihachi, who chahp&s name to Django
and moved do Italy. Famous for his perverse sefikerour, Miike gave
the role of Stagecoach(1939, John Ford) protagonist's namesake to
Quentin Tarantino, who speaks his lines mixing lseut and “Japanese”
accents, attired in Clint Eastwood-like poncho. Tdppearance of the
director ofPulp Fiction(1994) serves as yet another intertextual leadgesi
his Kill Bill: Vol. 1 andKill Bill: Vol. 2 (2004) inspired Miike’s vision to at
least same extent as films of Leone or Kurosawaantmo’s diptych is
distinguished by a masterful jugglery of genreglest paraphrases and
borrowings referring to film noiryakuza-eiga gangster film, kung-fu,
horror movie, anime, melodrama and, last but nastlgidai-geki and
western (especially the Italian variant). B&iitl Bill andSukiyaki Western
Django elude all efforts of unambiguous categorizatios,tlee stunning

! Lady Snowblood(Shurayukihime 1973) andlLady Snowblood: Love Song of Vengance
(Shurayukihime: Urami Rengad974)
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polyphony of quotes and travesties epitomizes thbadjzation of genre
cinema.

Obviously, films by Quentin Tarantino or Miike Tata do not function in
void. They must be regarded as links in a long emdified dialogical
chain. Looking back, one may come across a nunftféms that function

in the same chain. Let us move three decades bad®.75 Tom Laughlin
gave us one of the most extraordinary films inHtstory of cinema, titled
Master Gunfighter The piece passed unnoticed and till this day mesna
forgotten and yet, even though it strikes as pomslized and artistically
mediocre film,Master Gunfighteiis worthy of some attention as probably
the most audacious attempt of creating a syntlédisth discussed genres.
Laughlin remade one of the most spectacular filinpapular jidai-geki,
Gosha Hideo'sSteel Edge of Reveng@oywkin, 1969) but Master
Gunfighteris more than just a typical Hollywood remake ofnsaai plot
adapted to the realities of the Wild West — in ttase the copy is almost
perfect. Laughlin plagiarizef@Gosha’s name does not appear in the credits)
virtually everything: the storyline, type of actingusic, editing devices,
even framing and camera angles. The most integestiimg however is
that, instead of usual US-Mexican frontier, the rdsepresented on the
screen take place in the cultural borderlands betwemerica and Japan.
Admittedly, the place is called “California” but ishibited by gunslingers
and landed proprietors who fight with samurai svgoag well as Indians
who play their drums in a distinctly oriental manriRoots of this eccentric,
truly Tarantinian idea can be traced back in earliendency of
interweaving samurai film with western. Let us dedaur of the most
seminal examples of this inter-generic dialogue.

1969— Gosha Hideo makesteel Edge of Revenge typical
for the director — mannerist and overdrawn genstigze.
Gosha’'s samurai films have been compared to spaghet
westerns and indeed, the author was under visilblleence

of ltalian as well as American model. Boykin he even
introduced a character of a wandering quack medibiug a
wonder cure-all.

1964 — Sergio Leone releasédFistfull of Dollars not only
one of the most significant spaghetti-westerns asiynpost
indicating further course for the sub-genre exgiors, but
also a remake o¥ojimba Leone tells the story borrowed
from jidai-geki with a use of Hollywood modes of expression
submitted to almost grotesque hyperbolization.
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1961 — Yojimbq one of the most outstanding films of
Kurosawa Akira, together with Kobayashi Masakifarakiri
(Seppuku 1962) constitute new model giflai-geki which
would remain obligatory for at least a decade. Kavea did
not hide American inspirations; he often admittedtt alike
most of his historical epic¥ ojimbois kind of a “Japanese
western”, created under big influence of John Ford.

1960- John Sturges¥vagnificent Severfirst western remake
of a samurai film, marks an important step in depeient of
the genre and proves that the American model qaah ifi
beneficial to assimilate patterns developed by degpa
filmmakers. Kurosawa was satisfied with the Hollygo
version of hisSeven SamurgiShichinin no samurail954).
As a token of appreciation, he sent Sturges a sdmsword
from his private collection.

Master GunfighterKill Bill and Sukiyaki Western Djangare chained to
long-standing, inter-generic progression. Suppmssti arise that it is
possible for the dialogue to occur due to existeofeertain cultural
“tangential points”; that both genres must fulfimdar roles in their
countries; and that they derive from comparablgtanschauundeatures.
However, it also proves that genre cinema behaikes d system of
mutually conditioning communicating tubes. Follogiinverview aims to
investigate the moment in the history of cinema nvhbe bilateral
exchange of substance between the two vesseladastapidly.

1954: the Turning Point

For the entire first half of the 20th century thesdtion of influence was
one-sided — from the West to the East. The pionaedsfirst masters of
Japanese cinema drew on experiences of westermdikers. They were
impressed by Soviet school of montage and Germamesgionism but
also American achievements of David W. Griffith,alles Chaplin, Erich
von Stroheim or Thomas Ince. Stars of “horse opemasch as Gilbert
“Broncho Billy” Anderson, Tom Mix, William S. Hartpr Harry Carey
were held in high esteem by Japanese audienceeliesif those times
were simple adventure stories with lively actionll bf galloping horse
chases, fistfights and shoot-outs. As a directiooation of American
folklore they were produced according to the pptes of attractiveness
and clarity. At this stage of its evolution, thenge was rather primitive,
produced for mass undiscerning audience. Filmstataile cowboys and
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despicable bandits served as smooth entertainntbng they used
psychological euphemisms and ethical simplificagidiiting to the frames
of Manichean world outlook.

First stages of evolution gidai-geki were moulded under considerable
influence of American western. Although the eatlisamurai dramas,
epitomized by the work of actor-director duo Onoat8linosuke and
Makino SIoz6, derived directly from populakabuki theatre, the genre
soon incorporated models and patterns known fronlyWood horse
operas. The samurai film understood as a formuth aiset of specific
means of expression and types of plot was codifiet920s. Quite often
the stories were based on a blueprint similar tetera’s model of “town-
tamer”. Lonely wandering ronin, “a kind of kimonoedwboy” (Richie
2001: 65), arrives in a settlement tormented bysige; he restores peace
and order within decent, yet weak and helpless canitjhand sets off on
another journey. Like early westerns, samurai fibththe silent era formed
series (this tendency is also typical for lajetai-geki). Subsequent
episodes were linked by the main character, uspaltformed by the same
actor. The most popular heroes of the pre-war ezeevone-eyed, one-
handed ronin Tange Sazen and a gambler Kunisadifi. Gemorable
portraits of both characters were delivered (gochi Deniji in films
made by the first great masterjifai-geki, 1t6 Daisuke — Kunisada G
trilogy consisting ofKunisada Chiji tabi nikki Koshi tate hen (1927),
Kunisada Chiji tabi nikki Shinslki kessh hen(1927) andKunisada Chiji
tabi nikki goy hen(1927); Tange Sazen dylogy consistingrahge Sazen
dai ichi-hen(1933) andlange Sazen AizMaken-hen1937). Majority of
early samurai films, just like horse operas, arearatterized by
schematicism of plots, lack of deeper psychologiativation and black
and white division of heroes and villains. Evenutlo protagonists were
usually outlaws, their social status seldom evokeatal ambivalence.
Despite notable exceptions of films directed byagatva Buntar and
starred by Bangl Tsumasabw; especially the revisionigerpentOrochi,
1925) and, above all, Yamanaka Sadao’s exploratimm 1930s, the
general model of pre-wgidai- geki did not accept ethical dilemmas that
go beyond clear dichotomies. This trend strengtthesiiéer 1936. The
propaganda machine of Japanese totalitarianismoitegl the feudal-
rooted mystique of the sword as well as the culbgélty, obedience and
annihilation of individuality. Heroigidai-geki films — such as first Inagaki
Hiroshi's trilogy on Yoshikawa Eiji's novdlusashi(Miyamoto Musashi
— were produced in grandiose style described bydDbatilliam Davis as
“monumental” (Davis 1996). Samurai film became admm for
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dissemination of respect for the bushido code #geitand national
megalomania. Naturally, militarist variant of thensurai film remained as
clean from foreign influences as possible.

In the first post war decade tlthambaragenre suffered from top-down
imposed stagnation. Strict censorship establishedleu American
occupation virtually banned production of clasdicainderstood samurai
films, since any reference to national symbolisns wigorously prohibited.
New chapter in the history of the genre was iretlain 1954 by the dho
Studio which produced two important samurai filmsh@ new era -Seven
Samuraiand the first part of the second Inagaki’s trilayout Miyamoto
Musashi —Samurai l: Musashi Miyamoto(Miyamoto Musashi 1954)
Samurai II: Duel at Ichijoji TempléZoku Miyamoto Musashi: Iclaji no
ketp, 1955) andSamurai Ill: Duel at Ganryu Islan@gViiyamoto Musashi
kanketsuhen: KeitGanryzjima, 1956).

In their own way, both films created mythologizedion of the Japanese
history, attempting to rehabilitate the bushidoe@ahd to adjust it to the
ideas of democracy and open society. The primevadti producing both
films was restoration of disgraced samurai legatythe “new” Japan.
Their creators wanted to reach the origins of lissiphilosophy and ethics
from before it had been twisted and appropriatedthry totalitarian
ideology. They also yearned to prove that those itleological systems
should not be considered as tantamount even isdneurai tradition had
been used by the nationalist discourse. Strong bbkihship ties the two
protagonists played by Mifune ToshirA peasant-samurai Kikuchiyo and
outlaw Takea (who later assumes the name of Miyamoto Musashi)
initially belong to social and spiritual lowlandBoth characters meet
enlightened elder men and begin theshitraining under their guidance.
The two stories emphasize notions of equality avaas mobility but the
right to climb the ladder of success is merely eordary matter. Social
advance is understood as something more than aptatist freedom
defined in terms of prestige and property expansitwe crucial element of
both stories is a process of moral and spirituaication which the
characters undergo. In accordance with revitalizgdion of the samurai
ethos, warriors ought to be governed by the serissolidarity and
humanitarianism, as they form the elite of eminedividuals emanating
wisdom. Their relations with people from lower cas are intrinsically
vertical; however they should fell within the scopkeZen master-pupll
model — the union based on mutual respect thattapeausly drives
towards impartiality of sides. It is not that Kuasg's and Inagaki’s films
distort the original principles of bushido; theyher reinterpret the code,
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omitting its certain extreme tendencies, such aisiragfividualistic law of
retainer’s absolute obedience, which could not éeomciled with the
axiological context that ensued as a result otipalitransformation.

New approach demanded new style. Aesthetic8#wen Samuraand
Miyamoto Musashare diametrically different films — the formerasblack
and white, realistic motion picture employing madéorms of cinematic
expression like telephoto lenses or slow motiooriher to achieve social
and psychological authenticity, while the lattetksts as over-aestheticized
in its use of colour and artificial lightening thaintributes to construction
of a hieratic style equally rooted in monumeriiddi-geki of the previous
period and Hollywood melodramaticism. The stylistitcommon
denominator” of both films is the influence of cemporary American
western, that is more explicit than in any othengei film made up until
then. Kurosawa not only introduced new type of dape film epic, but
also adapted several plot devices from Americansfilin particular John
Ford’s My Darling Clementind1946). On the other hand, Inagaki created
a synthesis of traditional Japanese traits, praadilm’s visual references
to classic landscape painting amkiyo-e woodcut, and narrative patterns
of heroic tales and tragic love stories. It strilesssymptomatic that the
trilogy’s screenplay modified the romantic threddvoshikawa’s novel in
order to comply with western archetypical lovenigée engaging the
protagonist, innocent maiden and a dove-heartestifarte who finds her
redemption in heroic death. Equally symptomatia i&zarm reception of
Inagaki's work on the other side of the Pacific @tein 1956Samurai I:
Miyamoto Musashiwon the Academy Award as the best foreign language
film released in the United States in 1955.

The eyes of the western world opened for the Jaganmema after the
international success of Kurosawa Akir&sashomon(Rastomon 1950,
Golden Lion in Venice). Soon other masters of Japancinema were
recognized and won several prestigious awards: déea Teinosuke
(Gates of Hell/ Jigokumon1953, Cannes Grand Prix, Oscar) and
Mizoguchi Keniji (The Life ofOharu/Saikaku ichidai onnal952, Venice
International Award;Tales of UgetsuUgetsu monogataril953, Venice
Silver Lion; Sansho the BailiffSanslka dayi, 1954, Venice Silver Lion).
Even though none of these period dramas is a gatlgrpure samurai
film, their success is worth mentioning. Japanes&otical cinema
fascinated the sophisticated European viewers RathEast aesthetics and
profound philosophy, but, at the same time it, ¢égdrnout to be
commercially successful. This of course could remtape the attention of
Hollywood producers, always glad to assimilate papoovelties.
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John Ford and Kurosawa Akira: Masters of Film Epic

The Japanese filmmaker whose work made the masifisant impact on
the next generation of western directors was uneallyp Kurosawa Akira,
who in turn was deeply inspired by John Ford. Askbdut his masters
Kurosawa frequently mentioned names of Frank CapdaWilliam Wyler,
however, when it comes to his samurai films, Foruifluence was
obviously the greatest. There is a strong intemgxtonnection between
the work of “Shakespeare of cinema” and “Americanmnigr”. Both
directors were masters of epic, historical fresgesremained insightful in
depicting intimate human dramas. Ford’s westernsl #&urosawa’s
samurai films were full of fight and adventure, baiso profoundly
humanitarian, concerned with issues of social anwdahmature. The two
great filmmakers underlined didactic function ofeithcinema, which
sometimes had an adverse effect on its artistiditgudohn Ford and
Kurosawa Akira not only established a set of nareatules obligatory for
western and samurai films, but also gave both getireir recognizable
faces. Iconic actors such as Henry Fonda, JamegaB{eAndy Devine,
and Harry Carey Jr. or Nakadai Tatsuya, Shimuraaglak Kad Daisuke,
and Kimura Isao gave their most memorable perfoomsuin Ford's and
Kurosawa'a pictures. Furthermore, actors discovarat promoted by the
two filmmakers, John Wayne and Mifune Toshwere by far the most
popular stars of discussed genres. It was Fordkamdsawa, who created
their recursively imitated screen-image of strorgnrof stabile moral fibre
and a sense of justice but at the same time sonteadngh and ambiguous.
An important analogy between Ford and Kurosawa eascresponse on
their films within their native cinematographiespecially the evaluation
of their work by younger generations of filmmakefse name John Ford
became almost a synonymous with western. It isunprise since his films,
just to mentionThe Iron Horse (1924), Stagecoachor My Darling
Clementingwere milestones in the evolution of the genreeretoward the
end of his career he seemed to be ahead of his Binectors form the
1960s found his films highly conservative, glonifgi values of the Old
West and mythologizing the American history. Theref the model
represented by the old classic became a negatinegfaeference. In fact,
the ideological dimension of Ford’s films is far ma@omplex than it might
seem. Although he contributed to dissemination afiomal mythology
among his countrymen to larger extent than anyrdttme director, Ford’s
vision of the Wild West does not commit a sin otuitical idealization. It
is worth pointing out that his 1948Fort Apachebelongs to the group of
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first revisionist westerns as one of the earligsnapts to demystify the
history of the Indian Wars. Ford continued thisaot-settling trend that
may be considered an anticipation of anti-westéthe counterculture era
in The Searcherg1956), Cheyenne Autum(il964) and, above allThe
Man Who Shot Liberty Valang&962). Similarly, Kurosawa’s output was
fiercely criticized by younger artists, most of &khima Nagisa who
regarded the older colleague a reactionary traditist and a credulous
advocate of the bushido ethics. Even if such judgne not completely
groundless, it remains unjust in its one-sidednd3se director was
strongly attached to the samurai legacy and highlysed certain virtues
rooted in bushido code such as fortitude or honMareover, as a full-
hearted humanist, he celebrated Confucian idealtnfistic self-sacrifice
and self-denial. Most definitely however, Kurosawl@ not cherish
bushido understood as an ideological backbone pénkse feudalism.
Being a democrat and egalitarian, he castigatedjuitable social
hierarchies exemplified in his samurai films sethbim Sengoku and Edo
periods. Neither did Kurosawa idealize the rulihgss of ancient Japan.
The Throne of BlooKumonosu+4, 1957) as well as his late masterpieces
Kagemusha, The Shadow Warriiagemusha 1980) andRan (1985)
prove that psychological and social mechanisms rapeaying struggle
for political power frightened him or simply disded.

Despite all controversies, the significance of Fordnd Kurosawa's
achievements for the development of western faddi-geki remains
indisputable. Polemics stimulated the artistic feminthat energized the
cinema of younger filmmakers. Regardless of paliticaffiliation,
American, Japanese and lItalian directors learneoh footh masters the
rules of storytelling, dramaturgy-building and evfeaming, as well as the
ability to control viewers’ emotions. Filmmakerschuas Sergio Leone,
Sam Peckinpah or Arthur Penn rejected the ideotdgy classical western
but, at the same time, they used generic conventiodified by Ford and
other directors of his generation. The fact that éRisting code became a
subject of innovative modification and rebelliowescdnstruction increased
the dynamics of genre transformation. Similar patsnwere carried out
within jidai-geki. Kurosawa's work from 1950s and early 1960s played
key role in constituting the style further develdpky the implacable
condemner of Japanese feudalism, Kobayashi Mas#hkiywhom younger
artists sympathized, despite the generation gaploEations of Kurosawa
and Kobayashi were of crucial importance in cousiiy new formula of
the samurai film continued by authors who debutetid60s such as Gosha
Hideo (Kurosawa'’s cynical ronin Sanyp became a prototype for all “lone
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wolfs” inhabiting films of this director), OkamotKihachi and Shinoda
Masabhiro. All these filmmakers followed their indlual artistic paths and
yet they all headed in a direction set by Kurosawmler significant
influence of Ford.

Close-up:My Darling Clementine and Seven Samurai

The influence of John Ford’s interpretation of kegendary gunfight at the
O.K. Corral on Kurosawa Akira’s samurai masterpiseems indisputable.
Both films fulfil the epic narrative archetype oftale about defence of a
city, upon which all westerns that fall within theodel of a “town-tamer”
are based. Bandits harass a helpless community sebk help from a
noble protector (or a group of protectors), usuallgtranger in town. The
hero imposes justice using legitimized violencstores order and wanders
off. John Ford’s film is a deeply mythologized versof a famous episode
from the Wild West history. The Earp brothers, rnagna cattle drive,
arrive to Tombstone. Eighteen-year-old James isdared after a
treacherous attack of the Clanton gang and theibestolen. Wyatt, Virgil
and Morgan accept the nomination for sheriff anguties in order to
avenge their youngest brother in the name of the Kurosawa’s work
faithfully mirrors the general outline: farmers rtaized by a bunch of
outlaws find help from the title samurai squad untle leadership of
Kambei.

The fundamental difference betwedty Darling Clementineand Seven
Samuraiis a divergence between homophonic and polyphomik. In
comparison with films likd=ort Apache The SearcherandThe Man Who
Shot Liberty ValanceMy Darling Clementineappears as a far less
semantically plural film that “prints a legend”.i@nsciously idealizes the
image of the history displayed within the Manichearlook. It does not
change the fact that the film is a masterpiecéhefgenre rated by Ford’s
cinema connoisseurs among the greatest achievenaéntsis author
(Anderson 1999: 13-14). The author perfectly flgfil classical genre
principles and established an archetype for futlt@wn-tamers”.
Kurosawa employed genre conventions of a westeith wiupendous
creativity that allowed him to saturate the geneniadel with semantic
surplus.

Crucial dissimilarity between the two films concerthe protagonists’
motivation. Kambei and his fellow warriors deferte tvillagers out of
pure empathy while the Earp brothers, at leashatbeginning, act upon
personal reasons. Ford was not troubled by dowgfarding rightness of
his heroes’ behaviours. In a mythical Wild Westdi@md evil is separated
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by a clear border prevents the theme of moral amiyigrom being
explored. The Earp’s violent actions are legitirdizby the supreme
instance of the natural law. The epic Manichaeigm classical western
demands a fortifying closure that heralds the tpbnof good over evil.
Unlike Ford, Kurosawa did not disregard the probt#moral justification
of violence. He applied the solution based on highradition, which
implies that when acting in accordance with theggle of unity of Zen
and the sword, a man of pure mind who is free fiodividual desires has
a right to apply brutal measures. And yet, distugband equivocal ending
of Seven Samurédeaves the fundamental dilemma unsettled.

The finale sequences of both films may seem quitglas. After the
elimination of bandits the two communities quicklgain their natural
everyday rhythm. Both epilogues contain motifs afrkvand organization
as the villagers start to till the soil; Clementaeepts a teaching job in the
newly built school. Both romantic threads end umilgp- young samurai
Katsushiro parts with framer's daughter Shino; Wyaplits with
Clementine and abandons the town, though he ldasesome hope that
one day he might return. After the fight is ovére tdefenders wander off.
Kambei’s bitter reflection, “So, again we are dédela The farmers have
won, not us”, summaries the fate of warriors whaehtulfilled their duty
and are no longer needed. The battlefield has heat dpearing on their
destiny causing inability of creating social tiés.comparison to Ford’s
finale, Kurosawa’s finale appears to be strongeenmphasizing tragic
aspect of the protagonists’ departure that goebdgond the simplicity of
melodrama cliché. After leaving Tombstone, Wyattyrfeel disappointed
but does not consider himself defeated or exclidath society. In this
respect, heroes of Ford’s later westerns Ethan EtbwfeomThe Searchers
and Tom Doniphon fronThe Man Who Shot Liberty Valaneee akin to
Kambei. All these characters are doomed to isaidtiom society because
they cannot adjust to life that has flourished Ksato their self-sacrifice.
Black and white symmetry of moral stands presentedly Darling
Clementineis somewhat disturbed by the character of Docitt}i a
former surgeon who has become a reckless gambledaraerous
gunfighter and a drunkard. Oscillating between apbts and
unlawfulness, Doc Holliday epitomizes the genecimni of “the good bad
guy”. Kikuchiyo fromSeven Samuranay be regarded as a variant of this
model. Similarly to Victor Mature’s desperado, Mif Toshié’s wild
pseudo-samurai, who initially shares more featwils the bandits than
with the rest of defenders, vacillates betweerediffit groups and classes.
Both characters eventually find redemption and ineietory in heroic
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deaths that ultimately prove their affiliation toogps of guardians. In
terms of culture and education, the gentleman fifeond’s film is an
opposite of Kurosawa’s illiterate plebeian but thHegth belong to the
territory of cultural borderlands. Doc Holliday fttions at an intersection
of civilized East and the Wild West, while Kikucbiys located between
the warriors’ elite to which he aspires and comrfaamers among whom
he was born. His social situation is expressedhicafly on the banner of
the settlement defenders, showing six circlesetdb, the ideogram of the
word “village” at the bottom and a triangle in tbentre. The oval shapes
that represent the samurai implicate balance arfdgtien. The “angular”
barbarian-knight lacks refinement and inner harmation. On the other
hand, Kikuchiyo visibly stands out from the inhabits of the village who
treat him with fear and wariness. He is definedobyders; situated at the
intersection of three groups depicted by Kurosa@@nstantly examining
his own reflection mirrored in members of all theg®ups, Kikuchiyo
remains unsettled and disjointed; torn by innesitam that generates the
dynamic oscillation between extremes. In one wolikuchiyo
exemplifies a protagonist of a polyphonic work.

Seven Samuraivent down in the history of cinema thanks to Kasea's
authorial unorthodoxy in absorbing borrowings anodeis. The director
used generic conventions but he did not let thamit Ihis vision. The
sequence that introduces Kambei that distinctlgreefo one of the early
scenes oMy Darling Clementinds an excellent example of Kurosawa's
creativity in reinterpreting foreign influences asaturating them with new
meanings and contexts. The sequence of Wyattsvis# in Tombstone
begins with a scene in a barber shop. The protaimishave is interrupted
by a sound of gunfire in a saloon. A drunken Indvemo chased other
customers away shots blindly in a frantic frenzyplyOWyatt has enough
courage to walk into the saloon and face the hax&lith a simple ruse he
sidetracks the aggressor and renders him harmiggsvalent scene in
Seven Samurailso starts with the act of shaving. Kambei cit$is own
topknot, sits above the stream and wets his ha#usefuently a Buddhist
priest shaves his hair. The samurai attires mootkes and walks toward a
hut where a thief holds a child captive. Kambeigstame lulls the
assailant into a false sense of security. Takingaaihge of moment’s
inattention, thebushi strikes unexpectedly; kills the kidnaper without
mercy and saves the child. The key moments of Ilsetijuences are
constructed upon similar narrative device — in batises the very
confrontation of protagonists with bandits is no¢gented on the screen.
The cameras do not look inside the saloon or thebhtiremain outside

23



Michat Bobrowski

among the crowd of bystanders observing both evéhis two sequences
end in almost identical way. The citizens of Torobst offer Wyatt a
position of sheriff and the farmers ask KambeiHelp in a fight with the
bandits. Initially both protagonists reject reqseest the representatives of
helpless communities but eventually accept themedriby a sense of
justice.

It might seem that Kurosawa's step-by-step reaveatif Ford’s model
ought to belittle his achievement. And yet it doest. The discussed
sequence may be considered an epitome of spelyifipanese ability to
embrace foreign influences and incorporate thero imative cultural
patterns. Let us examine how the individual elesehthe prototype have
been filled with extra significance.

The prosaic act of shaving, which in Ford’s filnmass as a pretext for a
comical situation, irBeven Samurassumes the proportions of a religious
ritual celebrated with solemn dignity. Cutting dfiet topknot bears
substantial symbolic connotations. In feudal Jagypes of hairstyle were
attributed to particular social classes, thus Kadtabect metaphorically
suggest his rejection of social rank (Richie 1996). Neo-confucian
teachings demanded from individuals to equate tekms with their
social status. From this viewpoint Kambei’'s actlifesting himself of his
state attribute symbolizes the character’s rentinciaf his own identity
and personality. Kambei becomes the “true man gbasition”, as master
Rinzai (Lin Chi) described it. Also the act of rimg samurai’'s head
contains symbolic significance. Due to ablutione tbrotagonist purifies
himself from lustful desires of the false “self’eioid of social position
and individual needs, he gets his head shaved atsdgn monk’s robe.
And yet he is still a warrior — he embodies thealdanity of Zen and the
sword.

The meaning of the next scene, where Kambei feustjokills the
kidnaper does not contradict the previous one lbmiptements it. The
protagonist’s motivation is impeccable and his misdas clean as a
spotless mirror. As the executor of the will of titeg he is wide enough to
embrace the ambivalence of empathy and violencau{®d994: 89, 98).
One may find it symptomatic that the discussed eegel of Seven
Samuraj which reinterprets the generic model of John Bongestern, at
the same time recreates a classic tale from thaursartradition. D. T.
Suzuki recounts a story of a certain wandering sairknown as Ise no
Kami who shaved his head and dressed as monk ar trdiberate a child
abducted by a bandit (ibid: 128). The fact that seguence is deeply
rooted in the Japanese tradition does not conteattem thesis that it was
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created under the influence My Darling ClementineOne should not be
surprised that Kurosawa, an artist who have beeactwely engaged in
the international trans-generic dialogue, emplayadative conventions of
a western to tell the classic Japanese legendouidvbe hard to find a
better example illustrating the cultural polyphooly Kurosawa Akira’s

cinema as well as the entjidai-geki genre afteGeven Samurai
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ABSTRACT
This analysis concerns tokusatsu horrors by Japadi&ector Honda Ishir
Beauty and the Liquidman (Bijo to Ekitainingen 1958he First Gas Human
(Gasu Ningen dai Ichigo 1960) and Matango: Attatkhe Mushroom People
(Matango 1963), especially the nature of monsterthose movies. Monsters
are treated as beings that exist on the edge tfreund oppose its values and
assumptions on what is considered normal. Describedies are much less
know than other Honda's works, yet still — as mdmyror movies, when
analyzed from certain perspectivean inform us about the state of society that
created them and the system of its values (tertsatween collectiveness and
individuality could be a good example).

KEYWORDS: Japanese cinema, Honda Ishikaiju eiga, tokusatsu films,
monster movies.

In Honda Ishig’s rich cinematic output, films that can be classifas
fantasy — on occasion closer to the convention @irg tale or science
fiction and at times, to a horror film — amountatdittle over half a whole.
Nevertheless, arithmetic in this case is misleadBygrealizing his fantasy
films, Honda influenced the production profile aetToho film company,
where he worked, and partly also the contemporapadese film industry
as a whole; he gave rise to the icon of Japaneseulture, recognisable
all over the world — Godzilla, as well as the whéilen genre — giant
monster moviesdaikaijiz eigad). As the director’s biographer states: “Such
legacies last through the ages” (Brothers 2009).273

Brothers’ words are, all the same, not only a binpous, but also rather
an example of wishful thinking. Honda is undoubye@imembered among
ardent fans oflaikaijiz eiga which are numerous, as the “father of the
genre” and the most talented director — film auth@ver working with it.
Yet, only one of his films received larger attentibeyond those closed
circles. This film is the originaGodzilla (Gojira, 1954) which has been
deemed one of the first, next to Kurosawa Akitd'sve in Fear(lkimono
no kiroky 1955), cinematic attempts at referring to theraécdboombings of
Hiroshima and Nagasaki — a terrifying finale of knjl Japan’s long-
lasting war agony. Honda’s remaining films are ligupassed over in
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silence — which is particularly evident in caseéhizf horror movies — or put
on the same level as Hollywood production of thatiqu. This second
strategy — that can be justified only in a verydargerspective — is used,
among others, by Susan Sontag in her renowned &bsajmagination of
Disaster(Sontag 2012: 279-301), where Japanese films [ynBionda’s
works — presumably in versions reedited for USAketly and American
ones serve almost on equal footing as exampleqaftysis of science
fiction film from the first period of the Cold WaHowever, such approach
neutralizes firstly the idiosyncratic style of thd&ector — clearly visible
especially at the onset of his career as a creétokusatsf, and secondly
the specificity of realizing genre schemes withostwar Japan — which is
capable of conveying fundamental meaning when giiegnto understand
the specifics of the culture and society of thisuidoy during such a
turbulent and difficult moment in history.

Honda’s films appear also in another, possibly awene renowned, essay
by Sontag entitletllotes on “Camp; where she writes:

“There is Camp in such bad movies @ke Prodigal and
Samson and Delilghthe series of Italian color spectacles
featuring the super-hero Maciste, numerous Japasweace
fiction films (Rodan The MysteriansThe H-Mar) because, in
their relative unpretentiousness and vulgarity,ythee more
extreme and irresponsible in their fantasy — anerefiore
touching and quite enjoyable.” (Sontag 1964)

Even today, this fashion of thinking characteriggsst reflections of the
western film studies on the genre of Japanesedpiiaema of this era.
Vivacious cult surroundingaijiz eiga in Japan as well as beyond its
borders, has been met for a long time with unfaablgropinions of critics,
who often assessed Japanese high culture and fiscpliure in a
diametrically opposite way. Donald Richie describies second one as “a
plethora of nudity, teenage heroes, science-fictioonsters, animated
cartoons, and pictures about cute animals” (Ri¢B@&0: 80).

! After the success dbodzilla, King of the Monsterdrought on screens in 1956 by the small
company Jewell Enterprises Inc., prepatkagu eigafilms for American market — dubbed, with
new dialogues and additional scenes — became apritenon practice.

Japanese term for fantasy films, theatrical filrmsaell as TV films, which have special effects
as their main attractionfokusatsu with its conceptual roots reaching all the waybtmraku
puppet theatre, stabilised thanks to the populafitodzilla and its continuations, produced by
Toha in large amount, and are today one of the mosifgignt regions of Japanese pop culture.
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Godzillais majorly an exception — eagerly treated as &afamt denoting
contemporary Japanese mentality. This notion ofdd@nfilm appears,
however, only after the 50th anniversary of itsropg night and the article
by Terrence Rafferty entitlelhe Monster that Morphed into a Metaphor
and published in “New York Times”. Since that momehe radioactive
saurian attained rather abundant bibliography, wisennot be said about
othertokusatsuilms directed by Honda, especially those notaieihg to
kaiju eiga

We are observing Hondatekusatsufilms from a specific perspective of
cultural studies oriented on cognition of axiosdinidandscapes of
historic societies. Hence, the analysis of thelpe fiscourses is to serve
the reflection on the subject of the system of @sjuits changes, and
internal tensions of the post-war Japanese cullims. perspective — father
and the most prominent representative of which nesnao this day
Siegfried Kracauer — is based on the fundamentaftibat “the films of a
nation reflect its mentality in a more direct wénan other artistic media”
(Kracauer 1958: 9). Although there have been dimit changes in
cultural sciences since the times of this Germawrikt — it is challenging
nowadays to pass over the formulation “nation’s taéy” lightly — such
perspective, though difficult and allowing for mé®s connected to e.g.
phenomenon of Orientalism, still finds its realiaas in the fields of
anthropology and sociology of culture. It is pobsibecause:

“Popular cinema can only exist if it maintains aeticontact
with society, intertwines with its fabric, and aitates in its
bloodstream. Therefore, it has to describe the dvofl the
audience, refer to its experiences and problenen ét does
it in an indirect way, filtered through creatonsiagination and
genres convention.” (Glownia 2013: 165).

Horror films — the portion of Honda’s body of wottat is of interest in
this article pertains, at least partly, to this gen seem to be, on the one
hand, a particularly rewarding subject of analysisuch perspective, and,
on the other hand, a particularly difficult onelscaby virtue that the key
notions (such as identification) were analysed negth the use of rather
hermetic and in fact hardly contributing psychostial methods.
Perspective adopted here should not be mistakénamitidespread beyond
measure and convincingly criticised by Noél CarrgdD04: 327-341)
perspective associating horror with social repogssiretainingtatus quo
We are rather aiming at reading intentions of atidhfilmmakers, who are

29



Przemystaw Dudziski

“distributing” values and anti-values among posticharacters and
monsters to create an up-to-date production, ssitimg the spectator’s
imagination and problematizing conflicts that amiliar to him/her.

In such envisioned reflections, it is worthwhiledevote special attention
to movie monsters, for which Honda had an immutadffection, as
suggested by Marek Haltof:

“Analysis of changes, to which monsters populatingvie
screens are subjected, is, therefore, an attemptbsérving
changes occurring in the society, an attempt abkaoalysis.
From this, we can conclude that horror film shobktome,
above all, a domain of sociology of cinema as aiplise
studying mutual relations of screen life and rea¢’o (Haltof
1992: 56)

In those “analysis of relations between screen difel real one”, it is
impossible to be overly sensitive to misinterptietatand misuse. William
Tsutsui, searching for and striking the golden meenile writing about
the phenomenon of Godzilla, formulates his positionthe following
manner:

“A cinematic series of such length and such glgizgularity
surely reveals something of significance about tinge in
which it was made, the people and organizationisciteated it,
and the audiences who watched and embraced it.iladidms
are not some magical oracle on Japanese cultteetwantieth-
century global society, or the abnormal psychologl
prepubescent moviegoers; they are, however, actiole of
maidiosyncratic — and oddly compelling — culturatifacts
fully worthy of close scrutiny, sympathetic anabjsiand
lighthearted celebration.” (Tsutsui 2004: 44—45)

Mutant Trilogy — Monsters without Shape and People without
Substance

Obscured by “Godzilla’s father” fame, horror filmgeated by Honda
Ishirg at the turn of '50s and '60s disappeared fromhiiseory of cinema.
Lack of delineation of those in publications dedbte Japanese cinema as
a whole may not be surprising — after all, theynzarbe counted among
the greatest achievements of Japanese cinematggraphit omission of
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such films aBeauty and the Liquidma(Bijo to Ekitainingen 19585, The
First Gas Humar(Gasu Ningen dai Ichity 1960 andMatango: Attack of
the Mushroom People(Matangg 1963) in a monographic work
Introduction to Japanese Horror FilfBalmain 2008)s quite surprising.
Peculiar is the fact that, among all available sesythe most information
about two out of three enumerated films can be doum Andrzej
Kotodynski's Dziedzictwo wyobrai. Unfortunately, the author does not
introduce any distinction between those alaikaijiz eiga films, treating
the first ones as marginal examples of the genmod¢nski writes:

“In the year 1958 they [Honda Ishirand Tsuburaya Eiji]
introduced an amazing monster in the form of gedats,
crawling mass in the filmBeauty and the LiguidmanThis
greenish substance literally sucks people in, teabiehind only
(apparently indigestible) their clothes. [...] Desgihis, failures
also occurred. Bloodthirsty plants from the filMatango:
Attack of the Mushroom Peopleere not received well, outer
space jellyfish absorbing Earth’s coil with its tigeles appears
just once”. (Kotodyiski 1989: 49)

Part of the problem with distinguishing for separanalysis Honda's
horrors of interest to us is specifically identifgi Japanese genkaiji
eiga (monster films) with its dominating variantdaikaijz eiga to which
pertain commonly known and discussed films with @il Rodan, and
Mothra. Daikaiji films draw attention with its specific formula arde
viewed as specifically Japanese phenomereminjustifiably, from the
historical point of view —tokusatsufilms, in turn, never had much
resonance outside Japan. For so-cali@dan eigamet with much better
reception.

Beauty and the Liquidmaand The First Gas Humaire merged with a
third film, also produced by 6ho in 1960, The Secret of the Telegian
(Deng Ningen Fukuda Jun) into a so-called Mutant Trilogy. Théppens
for justified reasons: all three films akusatsyproductions and, as such,
they have as one of their main attractions spesfi@cts realised with
bravado by Tsuburaya Eiji and used in this casedate original monsters.

3 Originally distributed in the US under the tiflae Human Vapor

4 Originally distributed in the US under the tiflae H-Man

® Examples of adaptation of this formula beyond dagen be found in cinematographies of the
Far East: Hong Kong Fhe Mighty Peking MarfXing xing wang 1977, Ho Meng-hua), South
Korea —Yongary, Monster from the Dedpaekoesu Yonggary, 1967, Kim Ki-duk), and even
North Korea -Pulgasari(1985, Shin Sang-ok, Chong Gon Jo).
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All three are also strongly inspired by the politgiller formula and
maintained in the style reminiscent of classic filoir.

Fukuda Jun, the director ®he Secret of the Telegiain this period, was
clearly under the influence of Honda's style. Besiche was his protégé —
learning his craft, among others, as an assistaattdr on the set of
Rodan! The Flying MonstdSora no daikaij Radon1956, Honda Ishi).
Later, when he took over directing of Godzilla esricompatibility of his
vision with the one of Honda became strongly deilataHowever,The
Secret of the Telegias almost a hardcopy dthe First Gas HumanFor
those reasons, it is worthwhile to analyse the MtuTailogy as a specific
whole.

There seem to be at least two reasons for thecapiplh of noir staffage in
the Trilogy — action taking place in a dark cityspicious bars and alleys,
overcrowded sets (particularly visible in the scetaking place at police
stations). On the one hand, this style was defynitecognisable by
Japanese audiences of that time — during Americanpation that lasted
until 1952 many films shown in Japanese cinemagwéan USA origin.
When the Japanese film industry started to standtmwn two feet,
television stared to play a similar role becauggadase film companies
refused to cooperate with it, treating it as cortipet For this reason, the
television industry reached for easily accessiblmefican productions
(Clements, Tamamuro 2003: X—XXIX)

On the other hand, classic American film noir isially regarded as the
mirror of its age — it is supposed to reflect thmutma of war and social
change that followed: rebuilding of family relatginps, lasting
industrialisation and urbanisation of America.

“It quickly turned out that film noir matches moodsminant
after war — far from triumphalism, saturated witBspimism
and marked with experienced cruelty of the endingr.w
Character of created in this period crime stomesective films,
gangster films, and police films corresponded wlith climate
of times but, most of all, it metaphorized mordess conscious
fears shared by most of the American society.” K8y2010:
37)

Many of those fears were shared by Japanese satit#ty turn of fifth and
sixth decade of the 20th century. War damage iastdythe urbanisation
and industrialisation processes that had commepcded to the war to
practically a state of zero. Of course, Japanesietyohad no reasons for
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triumphalism — quite the opposite, it became mank@d war failure and
tragedy of atomic bombings of Hiroshima and Naga$ak a lengthy
period . Moreover, censorship during the occupatibdapan required any
official narration to present war failure, econondifficulties, and social
unrest as “result[s] of years of faulty politics’oska 2009: 378).

In accordance with noir staffage, all three mufdnts have a formula of
investigation conducted by police detectives in terysus criminal cases.
Practically from the very opening of each plot, tmain investigative
question is not “Who commits the crime?”, but ratHélow was
committing it possible?”. The audience is tormertgdimilar curiosity as
is the detective — when Beauty and the Liquidmgmeople consecutively
disappear leaving only clothes behindTime First Gas Humampossible
break-in into the bank safe is committed, and'tie Secret of the Telegian
the murderer disappears in an incomprehensiblengay in front of the
eyes of a crowd of witnesses at the funfair.

As the erotetic narration progresses, those quesfioally find answers
and are replaced by a question dealing with thenme# eradicating the
threat, the nature of which is explained in a (gsagntific way.
Characteristically, none of the questions can tssvared by the detectives
themselves during investigations — seeking alliamitle scientists, usually
young ones, is necessary. Only such group of “égpésee Pitrus 1994:
52) can understand the nature of the monster argkguently eliminate it.
Only in The First Gas Humarthe role of scientists is marginalised — they
work on a plan of elimination, not on the investiga itself — however, the
group of “experts” is reinforced by a young anduiial journalist.

More interesting than the positive characters intavit Trilogy are the
monsters, from which all three movies take thdlesi Existence of all
three is explained in the language of (quasi)s@gdtferently than in the
dominating on Japanese screkaglan eigaIn the case of the radioactive
goo, that people are turned into Beauty and the Liquidmarwe are
dealing with recollection of not only atomic bomtauma, but also the
episode at Bikini Atoll. In 1954, during a Americagdrogen bomb test,
the Japanese fishing boat Daigo Fukuiaru (Lucky Dragon No. 5)
sailed into the area of the nuclear fallout. ltevcriwas hospitalised after
they returned to the port, being diagnosed withieacadiation syndrome.
Few months later one member of the crew — chiefioramperator
Kuboyama Aikichi — died of liver failure allegedbaused by irradiation.
This tragedy reverberated in mass media and betlaenérst, since the
occupation, reason for tensions in USA-Japan osigtilt also inspired,
apart from Honda'sGodzilla a film by the creator ofChildren of
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Hiroshima (Genbaku no kol1952) — Shind Kanetad_ucky Dragon No. 5
(Daigo Fukury: Maru, 1959). Liqguidmen from Honda’s film were created
in identical circumstances, however, the contarethdisherman turn into
peculiar, endowed with life and partial memoriesgem ooze. The same
fate awaits anyone who comes in contact with #msoactive substance.
The nature of the liquidman remains a mystery t® #udience; it is
unclear e.g. if we are dealing with a single entitynany merged into one.
On the one hand, the shapeless monster is remimista living substance
from space from a movie that had been releasedah® yeaihe Blob
(1958, Irvin S. Yeaworth). In the opinion of Andréwdor — who, in spite
of various theories on psychoanalytic genesis, idens identification with
the monster secondary — monsters from both thtvee ian be an example
of a monster impossible to identify with, an abselalien. On the other
hand, audience is aware that the liquidman was doom people,
including those representative for the tragedy leé tLucky Dragon.
Additionally, from time to time there are sceneaswhich the goo emits
strange, featureless, fluorescent, ethereal sittesid_iquidman is a hybrid
of war technology, its side-effect. It also symbe$ specific tension
between collectiveness and individuality —of highportant in post-war
Japanese culture, which went through two periodsrie when both those
inherently contradictory attitudes were proclainasdobligatory ideologies
with all the force of propaganda of, firstly, ndlitstic regime and,
secondly, occupants.

Different, but only to some degree, is the consibacof film antagonists
in The First Gas Humaand The Secret of the Telegianin those cases,
tension between an individual and mass disappé&aey are individuals
who, with help of advanced technologies, acquireazng abilities of
penetrating solid matter and teleportation. Liquitindo not possess shape,
they do not have substance, coherence, stabiliiythe scenes with use of
special effects, they are portrayed as transparenstable. Suil
(Nakamaru Tadao) from Fukuda’s film resembles arrbtl television
image, Mizuno (Tsuchiya Yoshio) — the first gas lamm- can assume a
form of luminous fog. Both of them, of the wholengi@eon of movie
monsters, bear the greatest resemblance to Griffire invisible man form
the film adaptation of Herbert George Wells’ bodké¢ Invisible Mar1933,
James Whalé). Though, whereas the formula of invisibility was a

6 The invisible man appeared [sic] on screens refdbatdowever, what is most important is that
he was not unknown in Japanese cinema before fieated by Honda and Fukuda, s€bhe
Invisible Man Appearg¢Toumei Ningen Arawari949, Shinsei Adachi}he Invisible Mar(Tomei
Ningen1954, Motoyoshi Oda)lhe Invisible Man vs. The Human KIjdmei ningen to hae otoko
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invention of Griffin himself, both Swdand Mizuno use somebody else’s
discoveries against their intentions.

Both are also clearly connected to the past.6Seaidcts his revenge by
killing war companions, whom he wanted to stop froommitting treason
a few days after capitulation. Wounded and leftdead, he comes back
like a dark spectre, right next to military “traid killed by a bayonet —
they were involved in criminal activities duringethfilm — he leaves
military dog tags. Mizuno’s character has a pasinewmore distant than a
war one. He harbours unfulfilled feelings towardgid¢hiyo (Yachigusa
Kaoru) — mistress of Nichibu, a form of traditiodalpanese dance deriving
from Edo period, one of the sources of Kabuki tteeatn the final
confrontation, Fujichiyo sacrifices her life — risalg the imperative of
traditional Japanese culture, which she represerts stop Mizuno in a
burning theatre. The theatre, in which the onlyctgter interested in her
act was a man that evaporated into gas, others cmiynted on the
appearance of the monster, deemed a sensatioe lpydsbs.

Between this finale and the fact that doomed charadn both films are
connected to areas outside of cities —®wds hiding on a farm since the
war, Fujichiyo was perfecting her dancing skills ansuburban house,
giving up performing and taking part in social lifeve can put forward a
thesis that both Fukuda and Honda interconnectr thensters with
Nietzschean ressentiment, a sort of spiritual pomrgpwith the past, mix of
resentment, helplessness, harm, and attachmenadequate ideals. This
feeling must be eliminated if society is to funatirther.

“Mushroom People” — Infected with Monstrosity

In Ishirc Honda’s cinematic output, filnMatango seems to be a very
individual piece — surpassing thekusatsuormula, deprived of optimistic
ending, with fatalistic atmosphere and tone; itibls differs from its
predecessoKing Kong vs. GodzillgKingu Kongu tai Gojiral962). To
some degree, source of both films can be tracetbmtemporary socio-
political situation. Since 1960, Japan had beeamghawith conflict around
ratification of the treaty that put country in dusition of an open-ended
“subordinated independence” (Gordon 2010), thremtewith, among
others, the possibility of using Japanese islarsda anilitary base during
conflicts in Asia (during the Vietham War those riegroved to be
justified). Dramatic mass demonstrations, duringcWwhJSA diplomatic
officials were attacked, ceased once the treatybesh forced trough but

1957, Mitsuo Murayama).
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moods remained inflamed to such a degree thatdlkergment of Prime
Minister Kishi Nobusuke had to resign.

“Matango was interpreted, however, not only as legary of
political dependency — besides it certainly is mibr@n that —
but mostly, quite literally, as an oration agaitie plague of
drug addiction, connecting the film to similar,nifarginal, plot
threads in Beauty and the Liquidman.” (Weisser,3s&i 1998:
27).

This film came into a rather unfortunate circulatiof cult reception,
inspired undoubtedly by the atmosphere of hallumna and strange
international titleAttack of the Mushroom People

Told in retrospection, history of seven people sigcked on a mysterious
foggy island is an adaptation of a story by Willi&inHodgsonThe Voice
in the Night Inspiration with latter works of Howard Phillip®vecraft is,
however, more clearly visible in the screenplayMsdtanga Motifs of
isolation, degeneration of body and mind, and maer evolution
penetrating the film seem to emanate exactly franbavecraft himself
expressed a positive opinion about Hodgson’s works:

“Few can equal him in adumbrating the nearnessaofieless
forces and monstrous besieging entities througliatasints
and insignificant details, or in conveying feelingjghe spectral
and the abnormal in connexion with regions or bogd”.

(Lovecraft 1927).

Authors of Lurker in the Lobby. A Guide to Cinema of H.P. lovaé
rightly point out thaMatango— one of few movies referred to in this book
that is not a direct adaptation of Lovecraft’s work borrows from him
exactly the frame narrative of retrospection spyralperson locked in an
asylum and on the edge of a mental breakdown (btigyiStrysik 2006:
77-178).

Through the majority of the movie, the history tdrging people appears
as a “laboratory of human nature” similar to WitlidGolding’sLord of the
Flies, with an accent put on two contrasting social $ypepresented by
film characters. Hence, we are dealing with a wrigestudent, a TV star
etc. and observing their behaviour in an extrenteason. It seems,
however, that Honda in the last act largely invatid such interpretation —
everyone finally succumbs to the “infection” withysterious mushrooms.
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The metaphor of an island as a figure of the winoabdelern Japan remains
unnegated and is even emphasised by the last survitokyo is no
different than an island” — those are one of tiséWrds of the protagonist.
Monsters from the mysterious islands — mushroonpleee are one of the
most interesting of creations in Honda’s filmographot only from a
visual perspective. The physical threat from ts@e is clearly negated, as
they turn out to be slow — their walk is a one adcemnambulist — and,
literally, soft. Confrontations with them bear naanohatic tension.
Simultaneously, audience and protagonists arermddrthat the mushroom
people are crewmembers of a research ship (heesBleauty and the
Liquidman), who out of starvation started to eat local mashs and
turned into monsters. The real threat lies theraising temptation to risk
irreversible transformation and eat wretched mustms Visualisation of
this transformation is much more repulsive tharoiitsccome — the body is
being covered by strange mycelium, enormous rugseR blisters and
mind visibly breaks down.

Monstrosity shown irMatangois considerably ahead of its time, bringing
to mind body horror, beginnings of which are daédbout fifteen years
later. In films of this genre, a great example dfich is contemporary
work of David Cronenberg, there is a recurring fmofi alien, lamellar
organism of unclear origin and nature, penetratmgnan body to
transform and possess it. “[M]onster-evil existaisie” not “outside<”
(Haltof 1992: 63-64and is, precisely as Matangq unbeatable.
Renaissance of popularity of Japanese cinema,dimgjuhorror, persists
for a longer time now and it brought, among othaénserest in local
representatives of body horror, often crossed wjtherpunk cinema and
uncompromising variety of gore. Some representatiiesuch cinema —
e.g. Shin’ya Tsukamoto — received much attentioRafand (se&wiech,
Tkaczyk 2003: 185-190; Kamrowska 2005: 138-153;jd€le Biskupski
2007: 59-74), others — e.g. Kei Fujiwara, creatioa dilm Organ (1996),
classified as “biopunk”, in which body modificat®m@re done with use of
biotechnology — much less. Their works, to whiclsteen roots are often
attributed, gain new local context when juxtaposétth forgotten horrors
of Ishird Honda, especialliatango

The mushroom people, liguidman, and the first gasdn should certainly
have their rightful place in any attempt to desenbonsters from the Land
of the Rising Sun.
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ABSTRACT

The article discusses the interrelations betweert sginema and socio-political
transformation of Japan between 1868 and 1945 .n@irie identified as a mass
medium able to serve as a socio-cultural document & historical source.
Article's starting point is a brief discussion betMeiji era authorities’ policy
toward Western influences, cinema, and sport, baitlern and traditional. This
is followed by the discussion of early non-fictiims depicting sport, mainly
sumo matches. Next section is devoted to the ifoiusf sport motifs in feature
film in the context of socio-cultural transformat® of Japan. Main section of
the article discusses three strategies of emplogpagt in Japanese cinema of
the late 1920s and 1930s: 1) neutral observatiowhith modern sports are
presented as one of the aspects of socio-culttaakformations of Japan, 2)
introduction of more or less elaborate sport metifgo the narratives of films
in which sport does not play a dominant role butclvhattempt to comment on
the social reality, 3) utilisation of sport motifas purely symbolical devices.
Last section of the article briefly indicates orotaptions available for Japanese
filmmakers during the Pacific War — inclusion ofettthemes they were
interested in into films conforming with the nat&@npolicy and subversive
filmmaking.

KEYWORDS: Japanese cinema, sports in Japan, sports in aingemdai-geki
Ozu Yasujio, Mizoguchi Keniji.

Cinema is a mass afar excellence- its essence lies in mechanical
reproduction and broad accessibility, understoaith las wide availability
of cinematic products for potential audiences drairtcomprehensibility.
As a vital, inclusive social phenomenon it cannet ¢onfined in art
galleries and limit its consumers to a narrow, islitgroup of
“connoisseurs”. Cinema realizes its potential adifilit maintains a close
relationship with society — if it blends in wittsitissue, flows in its veins,
and sends impulses to its muscles. To achieve ithigs to reflect the
world of the audiences, relate to their experieraras problems, even if it
does that indirectly, by filtering them thought tiexmakers’ imagination
and sensitivity. Among all forms of human artisactivity cinema is
probably the most sensitive to the slightest vibret in its social
environment and capable of providing instant resperto them. What is
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more, it quite often tended to address issuesihabre esteemed yet less
egalitarian discourses — be it publicistic, academ political — were
articulated with noticeable delay.

Because of these properties cinematographic wahksserve as valuable
social documents, cultural artefacts that reflectain phenomena, trends,
moods, anxieties, and ideologies of their timeswadl as convenient
illustrations of knowledge acquired in a formal wafpe history of every
national cinema is in fact a history of the natad the society in which
this particular national cinema it is rooted. Coexplrelations between
cinema and its socio-cultural, political, and eawi® environment are
most visible when we turn our attention to the d¢oes which at some
point of their history went through sudden, rapahd fundamental
transformations. Such is the case of Japan, wiiche mid-19th century
abandoned its over 200 year-long restrictive igmiédt policy and opened
itself to Western influences, and in the span ef mlext 100 years went
through phases of modernization, democratizatiehraititarization.
Socio-political entanglement is by no means exghisio cinema. It
characterizes — to greater or lesser extent —saké@s of culture. In the
case of mid-19th- to mid-20th-century Japan onae easily provide a
substantial number of examples of such entanglermenhe fields of
theatre, literature, science, philosopéte. (e.g. authorities’ attempts to
revaluatekabuki as a theatre of moral education; political rootsthe
shinpa theatre; influence of Western anthropology, evohist theories
and social Darwinism on Japanese racial discounsecalonial policy;
emergence, development, and suppression of prialetéiterature). The
vicissitudes of sports were also part — and cavesas an illustration — of
diverse and not always convergent social, politicahd cultural
transformations of Japan from its “opening to thald’ until its defeat in
the Pacific War. During all of that period sportsw#ot a neutral activity, as
it was deeply embroiled in the ideological disce@s$ which favoured
certain of its disciplines and attributed them wsibecific roles, and was
one of the components of broader social proceshihwdirectly affected
the life-styles, habits, aspirations and value3apfanese citizens.

My aim in this article it to present synthetic,roductory overview of the
interrelations between cinema, sport, and the breadio-political
transformations in Japan until the end of the Ratfar. This overview is
by no means exhaustive — due to its exploratorpgee certain films were
omitted, while some others were mentioned onlyflyri@nd, of course,
there is a possibility that at this point | am a@tare of certain facts and
films. Nonetheless, | hope to provide the readethwbasic factual
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information on the subject, intuitions concerningpdtions of employing
sport motives in selected cinematographic works, @ioposition — in the
form of exemplification — of the analytical frameskdor further research.
| argue that the discussion of the relations betwsport and early
Japanese cinema should not be limited to providingiasi-encyclopaedic
descriptive list of films with sport motifs. We alld rather focus on issues
such as how cinematographic manifestations of setated to everyday
experiences of contemporary audiences, how thee vilftuenced by
internal transformations of the Japanese film itgusiow they reflected
broader social, cultural, political, and ideolodigaocesses that swept
through Japan, and how certain filmmakers emplogpdrt motifs to
provide additional meanings to their works. Suclapproach allows me to
narrow down the corpus of films discussed in théclar These were
selected primarily on the basis of their diversity employing sport
motives. The second criterion was their accessibiil focus, with a few
exceptions — on the films that not only survivedt &re also commercially
available.

In the article | focus — with a few exceptions —tbe films that not only
survived, but are also commercially available.

Historical Context of the Development of the Cinemaand Sport in
Japan

The discussion of the relationship between spaltearly Japanese cinema
requires prior consideration of historical cont@xtwhich modern sport
and cinema emerged and developed on Japanese soail.

As | mentioned elsewhere (Gltownia 2012: 19) onethef most crucial
problems faced by the Japanese authorities atabmiing of Meiji era
(1868-1912) was the issue of relationship betweeasirable
transformations in the spheres of politics, econoamd technology and
socio-cultural change. The question was whetheorbéty a modern state
and obtaining a strong position in the internatioagna required the
ubiquitous acceptance of Western customs. Evegtubk authorities
rejected the idea of an unconditional following théestern model
advocated by the most radical progressivists anthpaghizers of
Civilization and Enlightenmentbgnmei kaika movement. Instead, they
chose an approach of acceptance of modernizationmegection of overly
Westernization best characterized by the slogamatibn-ysai (“Japanese
spirit and Western technology”). One of the congseges of adopting this
ideology was an attempt to create a new Japangsenci- one that would
be able to assimilate Western knowledge, efficjerdperate Western
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technology, and actively contribute to the processfemodernization, yet
who would remain faithful to the “Japanese spiritdition, morals and
established social hierarchies and structures wfepoAt the same time
Japanese intellectuals gradually developed conceptsace finshu),
unique qualities of Japanese peopiringoky, and national essence
(kokuta) (Weiner 1997), which were all employed in thenfiafation of
national policy and ideology, and later found tHelt embodiment in the
nationalistic and militaristic tendencies of the3@8 and 1940s. From
Japan’s “opening to the world” to the attack onrPearbour, a peculiar
kind of “game” was played on Japanese soil — tieavben “indigenous”
and “foreign” elements. Generally, the former thiéy were not identified
as an indication of backwardness or obstacle ferribe of Japan as a
modern nation — were positively valorised, while thtter were accepted
only after they were subjected to the proceduresadéptation and
nativization. It was a game that both cinema armltdpad to participate in.
When cinema was introduced to Japan its socialtifume transcended
merely providing entertainment. Not only did thehrological aspect of
cinematographic apparatus serve as an illustratidghe might of Western
scientific thought, but the movies themselves varémportant source of
knowledge about the distant, unknown world. Thidtuate toward the
possibilities of new medium is best summarized byrds of Inabata
Katsutab, the first importer of French cinematograph, whoote: “I
believed that this would be the most appropriateiogefor introducing
contemporary Western culture to our country” (Tddizuguchi 1996). In
the 1910s the educational aspect of the new mediasnfurther developed
by the introduction of the idea of “popular educali (tsizoku kgiku) and
the identification of cinema as one of the meansnofal education (for
discussion of the subject in relation to such issag movie attendance by
children and youth, youth delinquency, and film sEiship see: Makino
2001, Salomon 2002, Glownia 2012). Subsequentréigulations of 1917,
1925 and 1939 gradually extended the authorit@strol over cinema and
presented them with a new opportunities of emplpytirin achieving their
political goals.

Sport — both modern and traditional — was alsazetil in the processes of
moulding the new Japan. Western modern sport wagyht to Japan at the
beginning of the Meiji era by foreign advisors (kroasoyatoi gaikokujin
“hired foreigners”) and soon its various discipin&ere introduced into
Japanese schools as extra-curricular activities ¢fiscussion of the
development of Japanese school sport see: Kus&l&).2Zlhe government
encouraged adoption of modern sport disciplinesrder to enhance the
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moral education of the citizens, increase theiitamn efficacy, promote
modern lifestyles, and offset the presumed physictdriority of the
Japanese (Atkins 2007: 469). On the other hand,cepses of
modernization contested the practical valudwjutsy traditional martial
arts such asenjutsu (swordsmanship)kyijutsu (archery) andjzjutsu
(unarmed combat), which led to drastic decreagbair popularity. Their
revival in the form obud (as they were called from 1919) was based on
redefinition of their philosophical assumptions ahcentration on moral
education connected with training. In 1926 the tbudb was introduced
to the school physical education curriculum to atifintiate traditional
martial arts from team sports, and in 198bH disciplines were adopted in
schools as a compulsory subject (Hamaguchi 20@60619).

Early Non-Fictional Sport Films

In Japan recording of sports activities on film éav history as long as
cinema itself. The first film depicting Japanesertgmen was created by
Francgois-Constant Girel, who was sent to Japamdy timiére brothers in
order to help Inabata Katsutaestablish his film enterprise. Apart from
serving as a serviceman and instructor for Inabgasjection teams, Girel
made, for his French employers, a series of shfimit postcards”
depicting sceneries, customs, and daily life inadapwvhich were later
distributed in a Europe eager to see new viewsxofie lands and its
people. One of these films was about one-minutg ltapanese sword
fencing(Escrime au sabre japonai$897), shot in Kyoto during kenjutsu
training warm-up. When the first Japanese cameraemgaged in the
filmmaking, the subjects they pursued — urban leagss, geisha dances,
theatrical performances — differed little from thehosen by their Western
counterparts. Abé Mark Nornes observes that tiesfirom the Lumiére
brothers catalogue tended to fit certain mouldshsas the family scene,
the performer, the beautiful womatc, and the earliest films shot in Japan
— by both foreign and local cameramen — constitlbed! variations of
such formulas in which different culture filled tseme general slot in the
catalogue (Nornes 2003: 3). Soon Japanese filmreutteveloped its own
“general slot” in the form of films depicting summatches, which were
shotinter alia by Tsuchiya Tsuneji and Konishi ¢Komatsu 1992: 237,
McDonald 1994: 40).

Early Japanese film screening were often enrichedhb application of
extra-filmic elements. For example: wh@wo People at Bjo Temple
(Ninin Dojaji, 1899, Shibata Tsunekichi) was exhibited at onta@kabuki
theatres in August 1900, an impressive scenograplegnsisting of an
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artificial valley and pond filled with fishes — wasnstructed in front of the
screen, and while the film was projected an eled¢an generated a cool
breeze directed at the audience (Komatsu 1997:. Hiino films were
often screened in accordance with this mode ofgmtation as exhibitors
decorated their facilitiesbenshi — film narrators who accompanied
projections — presented contestants and commentdioedfight, while the
members of the audience cheered for their favaurit@ontemporary
account on one of such screening from 8Ky Shinbun” from February
1902 describes it as follows:

“We see the figure of Umegaya the wrestler blowntaighe

size of the stage. The whole theatre is deckedikeita real

sumo tournament with colourful banners everywharg] the

benshiuses a megaphone to call out the announcemeiitheas
were in a real stadium.” (High 1984: 34)

Films depicting sumo matches were so popular that910 a facility
called Sum-katsu@-kan — which sole purpose was to screen sumo films
was constructed in a Luna PafRupa pku), located in Asakusa, Tokyo's
entertainment district. Popularity of sumo films ynhe attributed to
sumo’s revival after the period of crisis and —nirthe broader perspective
— renewal of the interest in traditional martialsannder the influence of
Japanese military successes in the First Sino-éapawar (1894-5) and
the Russo-Japanese War (1904-5) (Starecki 2006)itiswially there was
also a more trivial reason: sumo tournaments wele twice a year, while
films were screened all year round, on daily basis.

In contrast to sumo, neither traditiok&njutsunor its modern incarnations
were popular subjects of non-fiction films. Noné#lss, there was at least
one attempt at recording swordsmanship on film ma#ting its screening
more appealing to the audience. At the premieréhef Art of Shirit-style
Sword Drama(Shint-ryaz kenbujutsu sugekimil908) — a film depicting
the sword dance performed by Hibino Raifu, the fierrof the Shirdt-rya
school of swordsmanship — while the film was prtgdcHibino himself
stood in front of the screen and recited Chinesenso(Komatsu 1992:
246). That, however, does not mean that Japanessnaigoers were
reluctant to see sword fight. On the contrary #idial films with that kind
of content were highly popular. It seems that thdiences were simply
more interested in fanciful duels kyzha films (literally: “old school”,
period films derived initially fromkabukiand later fromkodan), than in
realistic depictions of swordsmanship techniqueasoin-fiction films.

46



Sport in Japanese Cinema... SILVA IAPONICARUM XUVXLIV/XLV/XLVI

Cinema, sport and socio-political transformations 6Japan

Despite the tremendous popularity of non-fictiomsufilms in the early
20th century, sport was absent from Japaneserfaitidms until well into
the 1920s. One may argue that inclusion of sp@inehts into fictional
films was not compatible with idiosyncrasies anddurction policy of the
nascent Japanese movie industry oriented towarduption of generic
period dramas anshinpamelodramas. Only after a new breed of Japanese
filmmakers turned their attention to everyday |é&periences, aspirations,
and problems of the audiences did sport graduatpime more visible in
films and started to play a more important in therratives. One of the
main factors of this change of approach toward rfiking was the
influence of Kido Shis, head of Séchiku's Kamata studios, who — after
he was appointed to this position in 1924 — indisba making films
“directly connected to the actual lives of contemapp people” (Miyao
2013: 55) or, as he phrased it, “[about] peopld Jike you and me”
(Richie 2005:47). Stchiku was a cradle afhomin-gek{“common people
drama”), a broad genre that focused on a dailyslivEaverage citizens,
usually members of the lower-middle class, and desdly employed a
slice-of-life technique. Because of this approslsbmin-gekfilms, as well
as films belonging to its derivative (sub)genreguite often depicted sport
activities or featured sport-related elements (@ueint, facilities, photos
etc). Shortly after Kido was appointed as head of Kenstudios Ushihara
Kiyohiko laid the foundations for the developmenmtso-calledsupotsu-
mono (sport films) in which he later specialized (Anstam, Richie 1982:
51, Wada-Marciano 2003: 63).

It is important to emphasize the sport was seldoih ever — the key
component of Japanese films of the period discusstds article, at least
not in the way of Western sport films which tendfé@us on sporting
competitions, rivalry between two contestants ante, and their training.
Depending on the filmmaker’s preferences sporta&cgatve — among other
things — as an additional attraction to the film,aaway to establish the
social environment in which a film’s action tookapé or to enrich the
characterization of a protagonist, and as a meangrbviding the film
with additional meaning. However, regardless ofpisticular function(s)
in a narrative, as well as whether it was positibimethe foreground, in the
background or only had “cameo role”, sport was &bal’a clear indicator
of the cultural transformation of Japan.

After they turned their attention to the lives dfeir contemporaries,
Japanese filmmakers were relatively quickly toireal and testify — that
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the postulate of separation of modernization frorasi&rnization might
have worked in theory, but was hard — if at allgdole — to achieve in the
real world. Films produced in the late 1920s an80s9depicted an urban
Japan that was largely Occidentalized: people ddess Western fashion,
streets and cafes full aiodan gru (modern, independent, and supposedly
sexually liberated women), imported consumer goiitigoup in shop
windows, jazz music coming from apartments and gla@lbowded cinema
theatres, and modern sport disciplines. Some filkarg greeted these
changes benevolently, while others approached ihigma greater degree
of reflection, and pointed out their possible nagataspects, such as
deepening of generational differences, dissolutibfamily structures, and
lack of compatibility between traditional and madeslues. In doing so
they frequently employed the expressive rhetorstdistic figure of
juxtaposing two contrastive models of femininityeatly westernized and
“traditional”. Of course, the latter — hence theotgion marks — was a
modern intellectual construct, an “invented traditi based on the
qualities attributed to “traditional woman” by tliminant discourse of
that period. Thus “traditional” women depicted aregns were in fact
quite modern, at least in comparison to the wometh® Edo and early
Meiji periods.

Even though the authorities had a fairly clearorisof which Western
elements should be eliminated from Japan, and agauhst them legally,
especially after Japan embarked on the path ofwfar example: in 1939
cosmetics were banned as unnecessary luxury, i @9@ersity teachers
were forbidden to use the Bible in classroom asvas perceived as
harmful to the moral education of the Japanese, 94l movie theatres
were forbidden to screen American and British msyviand in 1942
broadcasting of “enemy music” was prohibited —rtlaglitude toward sport
was somewhat schizophrenic. On the one hand, modestern sport
disciplines were considered somewhat undesirableliscordant with the
Japanese tradition, on the other hand, throughe tlvas a strong tendency
to “Japanize” them, by including them into the disse of a “national
essence” and filling them with the “spirit bidy”. It was concluded that
they may serve Japan if the competitive aspectiadididualism were
eliminated and replaced with collectivism and d-seltivation ethos. At
the same time traditiondluds was promoted as the best way of fostering
the spirit of self-abandonment and devotion to taion-state (Inoue
1998: 89-90). The 1928 Summer Olympics in Amstergimoved that the
Western sport disciplines have a huge potentiathan development of
imagined “Japaneseness”. Japanese representatidts Haist big success
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in the international sport arena by winning fivedals, including two gold,
and setting a new world record in the 200-meteaistroke. At the end of
the Olympic Games Japan occupied 15th position he tnedal
classification, being better than countries sucAastria, Norway, Poland,
New Zealand and Spain. 86kydo Asahi Shimbun”, one of the leading
Japanese newspapers, wrote:

“People were yelling <<Banzai!>> from the spectasteinds
when the two runners stood together for photognaphEhe
other countries’ reporters rushed toward us aneédsi shake
our hands. These Japanese runners embodied theedapirit,
demonstrating that Japanese resilience and powewicaover
the world, even though their bodies are small.” ¢&/dlarciano
2008: 62)

Strategies of Employing Sport Motives in Japaneseiffema of the Late
1920s and Early to Mid-1930s

In my opinion it is possible to distinguish at ledkree strategies of
employing sport motives in Japanese cinema ofdte1920s and 1930s:
1) neutral observation in which modern sports aesgnted as one of the
aspects of socio-cultural transformations of Jagamytroduction of more
or less elaborate sport motives into the narratofeims in which sport
does not play a dominant role but which attemptdamment on social
reality, 3) utilisation of sport motives as puredymbolical devices. Of
course this is not a classification but a typolaag,there are films which
employ strategies that could be identified as mtaliate forms of those
mentioned above.

The first strategy is best exemplified by two eaviyrks of Ozu Yasujt —
Days of YoutHGakusei romansu: Wakaki,i1929) and Flunked, But...
(Rakudai wa shita keregdd 930), both student comedies inspired by the
films of Ernst Lubitsch and Harold Lloyd. Refraigifrom valorising
socio-cultural changes that took place in Japany €mply shows how
important a part of the lives of contemporary yoMestern popular
culture and leisure activities were. Among its gadors are foreign movie
magazines read by the characters, and the wallsredwith photos of
Western movie stars and film posters -Diays of Youtlit is a poster for
the 7th Heaven(1927, Frank Borzage), while inFlunked, But...one for
the Charming Sinner$1929, Robert Milton). Another element of everyday
experiences of Japanese youth depicted in thesg ifil modern sport.
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Day of Youthandl Flunked, But..differ drastically in terms of importance
of sport elements — while in the latter they ategated to the background,
in the former they are showcased. In the openimnipg shot of Tokyo
University the viewer is able to see a sports stadn which the match is
played. In the later part of the film the protagngazes at the shop
window where various sports equipment is displayethich clearly
demonstrates the popularity of Western sport disgip in contemporary
Japanese society. A large part of the movie takesepon the slopes of
Akakura, where the protagonists enjoy skiing, whigs popular activity
among the young intelligentsia. Besides signaliaziegiain social trends,
the employment of skiing in the film’s narrative svalso functional, as it
allowed Ozu to experiment with certain film techuég (dynamic editing,
panoramic shots, point of view shots) and to coista series of slapstick
gags, based on the pranks between the two maimathes that resulted
from their rivalry — not in sport but in love. ABg humour in Flunked,
But... has a different basis, sport is not featured extety and its rare
appearances are brief, yet they still indicate dpairt was an integral part
of student’s lives.

Both films demonstrate that interest in sport gbalese youth was not
limited to engaging in it at an amateur level deisure activity. Various
elements of these films suggest that the charaatersports fans, engaged
in supporting both their school teams and professdiathletes. The images
of sportsmen in photos and on posters and shotendrex of the students is
reading a sport magazine suggest the rise of nemwebeof mass
imagination. It is also worth noting that the dmiie presented ir
Flunked, But. is baseball. This is quite important as baselvalf at that
time — and still is — tremendously popular in Jgpand as such was
frequently depicted in films. Baseball establislitsdpopularity in the late
19th century. One of the factors that certainlytdbaoted to this was its
egalitarian character. Another one — which flatlefepanese national pride
— was the series of victories of Tokyo’s First Higlschool'sDaiichi Koto
Gaklo, a.k.alchiko) baseball team over the Yokohama Athletic Clul tha
accepted only white members (Klein 1997: 79-80).

The second of the aforementioned strategies of@yimg sport motifs into
films was successfully adapted by Shimazu Yasujine of the pioneers of
shomin-geki He utilised a sport motif as early as 1923 whendhected
Father (Otosan a.k.a.Chichi), a light-hearted comedy about a baseball
champion and a country girl, which allowed him émtast the mentalities
of urban and rural Japan, and — as some film schalgue — expose class
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differences characteristic of that period (Richd®2: 46). However, it is a
film he made over a decade later that is of pddidaterest here.

Our Neighbour, miss Yg@onari no Yae-chgrl934) focuses on a few days
in the lives of two middle-class families living ithe Tokyo suburbs.
Although the film features a quite elaborate spuotif — as one of the film
premises is Seiji's preparation for a baseball ocsfitipn under the
guidance of his older brother — it does not dongirthe narrative. Due to
the adoption of the slice-of-life technique foueses depicting baseball-
related activities — two of training, one of a nltand one of what appears
to be purely recreational play — comfortably blémdvith other scenes to
present a holistic view on the daily life of “avged Japanese citizens
(quotation mark due to the fact that they are remm@tives of certain
social strata). The images appearing on the sareeld be characterized
as “the New Japan in a nutshell” — young protagenigear western
clothes, study foreign languages, visit commerstridis and cinemas (in
one scene they watch one of the Betty Boop animaglworts), and do
sports, and thRed River Vallegong can be heard in the background.
What differentiatesOur Neighbour, miss Yagom previously discussed
films by Ozu — apart from the social environmentwinich the action takes
place and general tone — is that Shimazu does imot himself to
chronicling the social transformations of Japant &lso comments on
them. Yet even though he points out such issugem@earational differences,
especially in the approach toward gender roles #ued institution of
marriage, he remains an optimist — although thergamay find it hard to
understand their daughter, they take it with aentil terms of the subject
of this article the match scene which appears tieaend of the film is of
particular interest, as it shows that the authemitivere unable to fully
realise their ambitions concerning important spostsalthough they
certainly developed the habit of self-cultivatibrey were still marked by a
competitive spirit and, above all, they were perediby youth not as a
form of physical and spiritual development but ategainment.

One may argue that the constatation of failure aifomal sport policy is
also present in th€hildren in the WindKaze no naka no kodom937,
Shimizu Hiroshi), the first part of a dylogy of then’s films based on the
novels of Tsubotagji. In one of the scenes the young protagonistgerta
and Senpai — play with their father, pretending thay are participating in
a sumo match. Yet this “match” is nothing like smritual ceremony as
the authorities would like to see it, but a chasticamble. Moreover, their
father does not treat sumo as an element of a radtedation, but as a way
to create and maintain a close relationship with thildren and to

51



Dawid Glownia

entertain them. While discussing this film it is o mentioning another
scene in which the brothers play, pretending they re taking part in the
Olympic Games and acting the out the swimming cditipe with Zenta
acting as a speaker, who first presents the camisstand later
commentates on the race. Besides being humorous paodding
audiences with a few laughs, this scene clearlystilates the broad
diffusion of interest in water sports after the alagse success at the
Amsterdam Summer Olympics.

Films belonging to theupotsu-mongenre did not limit themselves — as in
a case of nhumerous Western sport films — to théctiep of training and
competition, but often openly referred to socialuiss. This approach is
best exemplified byWhy do the Youth Cry®Vakamono yo naze naku, ka
1930, Ushihara Kiyohiko), which focus on the evenfslives of two
friends coming from radically different social bgckunds. The first —
Shigeru — is a young sport stars who leaves hisfamily along with his
“traditional” sister, as the cannot stand theirrbveiesternized, hedonistic
stepmother. The second is a left-wing journalist political activist born
into a working class family, who accuses Shigefater — who is a
cabinet minister — of accepting a bribe. Althougme critics accused the
film of being conformists — as it features a hapgyding in which
Shigeru’'s family is reconciled and his father cied&imself of bribery
charge, which suggests that the internal contriadistand social problems
of modern Japan can be resolved without carryirtgsgstematic changes
— it clearly illustrates the tendency of sport gefilms to address socio-
political issues (for extensive discussion of filire and its social-political
context see Wada-Marciano 2008: 62-75).

As | mentioned before certain films employ sporttives in a way that
situates them somewhere in between two of the thtegegies | have
distinguished. Such is the case of Ozu’s exceptidi@ Lady and the
Beard (Shukujo to hige1931). On the one hand, sport motif is utilised
symbolically, yet, on the other, it constitutesiaiegral part of a narrative
that helps to complement the character of the gootist and to maintain
the casual relationship between certain scenest Wiferentiates this film
from Days of Youttandl Flunked, but..is that this time Ozu went beyond
the role of chronicler and commented on the chaitggishad occurred in
Japan.The Lady and the Bearid a humorous discussion on Japanese
modernity from the perspective of — as Krzysztoshka aptly characterizes
him — “a modern conservative” (Loska 2009: 193).

The plot focuses on the adventures of a hard-hea@elitionalist and
martial arts practitioner, who finds it hard to @&tjto modern Japan and
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whose lush beard — which serves as a one of thedgrof his yearning
for the good old times — makes it impossible fanto find a job. By
applying the popular device of contrastive visiof$emininity — a modest,
“traditional” girl vs. modern, demonic, yet someh@ppealingfemme
fatale — Ozu presents highly stereotyped alternativesfditure Japan,
depending on which path it would embarked on. H@mewunlike the
radical conservatives he does not advocate an diimral return to
“tradition” as a remedy for problems posed by madgr Firstly, he treats
the femme fatalewith a certain degree of sympathy and allows loer t
change her ways, which does not necessarily meanstie has to stop
wearing Western fashion or visiting to cafes. Sebgrhis depiction of a
conservative protagonist is satirical. Ozu revéddsintentions as early as
the opening scene, where, by presentikgradb competition in a slapstick
manner, he strips this marital art from the splemdand philosophical
depth with which it was associated with in the omaiistic discourse.
What is more, in one of later scenes he depictgshanaderivative of
traditional Japanese swordsmanship — the swordedanm an equally
satirical manner. It is also worth noting that gretagonist is, in fact, quite
modern, as in many respects his traditionalism emukservatism draws
from attitudes of late-19th century Japan. Hisorisdf ideal femininity is
close to the idea of “good wife, wise motherydsai kenbd and among
his “role models” presented on various photogragriesAbraham Lincoln,
Karl Marx, and Lev Nikolayevich Tolstoy. This clbéashows that clear-cut
binary opposition of “traditional” vs. “modern” isot sufficient to properly
describe social attitudes and discursive practéésat period.

Ozu was by no means the only Japanese filmmakehatfperiod who
associated the psychological traits of characteith whe sports they
practiced. A similar approach can be found in Shirsisequel t&Children
in the Wind— Four Seasons of Childre(Kodomo no shiki1939). The
association of the young brother’s grandfather \ijtfjutsiz, though brief,
as he is seen with a bow for about two minutesf great significance. It
perfectly complements the image of a man of a bggema, a proponent of
a traditional family model based on rigid hierarchyt also one of high
moral standards, especially when compared to histég@zed associate
who embodies brutal capitalism at its worst.

The strategy of employing sport motif as a purelgisolical device was
brilliantly applied by Mizoguchi’s Keniji’s infokyo March(Tokyo koshin-
kyoky 1929). Mizoguchi used the melodramatic formulaaagretext to
expose profound social-economic disproportions ¢hatacterized modern
urban Japan. A combination of effective cutenshinarration, intertitles,
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and a melancholic song sung by &@hikayo, creates a striking contrast
between the entertainment and commerce districtsh @as Ginza or
Asakusa, and the industrial parts of the capitalvéted in smoke and
dust”, whose inhabitants, instead of indulging erefree consumption
struggle to survive. This explicit thesis is conmpénted by an extremely
intense tennis scene. At the beginning of this edbie camera follows a
tennis match played by four friends, which seerke nother neutral
observation of the one of the popular leisure d@&s/devoid of any ethical
connotations. At one point the tennis ball landsiole the court on a lower
level. At the players’ request a young girl livitigere tries to throw the ball
back over the fence — a symbolic social barrierwbeh the urban
underclass and the upper class. Despite her eBbdds unable to do so.
Fascinated by the girl's beauty one of the frietalsees her photo with a
camera — yet another symbol of wealth and soddlist This brief contact
between two social worlds comes to an end andriéeds return to their
joyful activities.

Although both Ozu inThe Lady and the Beardnd Mizoguchi inTokys
March added a certain “surplus of meaning” to sportteglescenes, there
are important differences between their approacimethe case of Ozu’s
film the sport theme was used to highlight certagychological traits of
the main character and to introduce a number ofesxceelated to his
interest in martial arts, which, in turn, led thet scenes — hence the sport
motif is functional for the narrative. Mizoguchin ¢he other hand, utilised
the sport motif solely as a platform for social coemtary. The choice of a
tennis match as a way to contrast modern Japaress land have-nots
was arbitrary as the analogical though could haentexpressed in many
other ways, by depicting one of many other —nontsgdated — aspects of
big city life.

Sport in War-Time Cinema: Conformity and Contestation

With the gradual extension of state control ovee thapanese movie
industry — which culminated in the promulgationtbé 1939 Film Law
(Eiga-hv) and the articulation of the idea of so-calledtim@al cinema”
(kokumin eigaand “national policy films”Kokusaku eigathat expressed
the “Japanese spirit” unspoiled by Western inflesngbid. 283-300) —
Japanese authorities obtained the means to presetiie screens their
vision of the world. During the war, Japanese filakers, regardless of the
subject of their films, were left with two optionBhey could adapt to the
requirements imposed on them and at best — if Weg not characterized
by a total indifference — introduce into the filnegnsistent with national
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policy, themes in which they were particularly negted (as in the case of
Ozu’'s war-time films), or engage in a dangerousgarth the authorities
by infusing their works with subversive elements.

Kursawa Akira chose the first option. Hikido sagadylogy (Sugata
Sanship, 1943; Zoku Sugata Sanshir1945) — although its first part was
strongly criticized by the Imperial Army's Media @®n for its too
Western style and content, and was released otdy @zu’s intercession
(Richie 1990: 39) — can be perceived as a panegyytlee values attributed
to the martial arts, and — at least to some extead a symbolic lecture on
Japan'’s foreign policy. Hiroshi Shimizu — thoughléter made his share of
kokusaku eigavith Sayon’s Bel(Sayon no kanel943) — took the opposite
approach. HisA Star Athlete(Haganata senshul937), which premiered
only three months after the outbreak of the SecBmb-Japanese War,
focuses on a student’s two-day march in the rumlntryside which
constitutes a part of their military exercise. Osuaface level Shimizu’'s
film contains all the elements that the authoritiéshed to see in such type
of film, as it associates sport with military drilepicts the joy of being
conscripted and popular support for the instituttdmmilitary, and the its
moral could be summarized in words: “No matter hgaod you are
individually, it is the group that comes first” (Bin 1979, 249). Despite all
these elements — or maybe thanks to thelnStar Athletas a charmingly
subversive film. Although students sing militaissongs — from which
one can learn that even though the enemies outrrutimb® they are like
sheep without a shepherd — they do it in an irovéy. Moreover, they
seem to be more interested in girls and indivicipairt competition than in
enhancing military skills. Last but not least —tlaegue which one of them
more resembles Gary Cooper in his roleMorocco (1930, Josef von
Sternberg).

A Star Athletewas made before the promulgation of the 1939 Eiaw
which introduced pre-production censorship in additto pre-existing
post-production censorship — from now on all seripad to be approved
by Home Ministry’s censors before the shooting ebegan. Thus its
creators were in much better position in terms refative freedom than
filmmakers working under the constrains of regtrestaw. Until the end of
the war sports and physical exercises were depictacdboth dramatic and
documentary films — almost exclusively as a toolghysical and spiritual
development and in the context of their benefitsniditary and industry.
Yamamoto Kajie’s The War at Sea from Hawaii to Malayidawai Mare
oki kaisen 1942) Watanabe KunioBoward the Decisive Battle in the Sky
(Kessen no Ozora e, 1943) are the best examplébnsfthat stress the
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importance of physical education in military traigi The former contains
elaborate scenes of physical exercises, sumo ricaiand rugby match.
Watanabe's film goes one step further — one ah#in plot point concerns
sickly boy who overcomes his weakness under theen€e of group of fit,
strong, and dedicated cade®he Most Beautifullchiban utsukushiku
1944), second Kurosawa'’s film, presents sport asean of building up
strength, stamina, and morale of young membersi@fWomen's Labor
Volunteer Corps working at the lens factory in kiuka by juxtaposing
scenes of volleyball matches with girl's other aties, and — most notably
— charts depicting constant raise in production, fflen’s approach toward
sports is not completely utilitarian as — apartrireequence of temporary
crisis — girls are depicted as if they were genlyieajoying the game.

Post Scriptum

From their introduction into Japan sport and cinemeae entangled in the
socio-political discourse(s) related to the proesssf modernization,

westernization, and militarization. Japan’s defaahe Pacific War and its

subsequent occupation by Allied Forces led to yeodtleer series of

fundamental socio-political transformations. Poatr-dapan did not release
cinema or sports from their service to state araile$p— it just assigned

them a new set of tasks. This, however, is a stufgjea separate article.
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ABSTRACT
Nastasyg1994) is the least known and the most original iy Andrzej Wajda.
To adapt Dostoyevsky's novel for a film, the dicrothose one of the elements
of Japanesé&abukitheatre: the acting style and techniqueonhagata— male
actors impersonating female characters on stagaddjda’s film male and
female protagonist are played by the same actand® Tamasaburo — the most
famous present-day onnagata. In both roles Tamesabwmeither feminine nor
masculine, he is subverting binary oppositionst jilke the characters in
Dostoyevsky’s novel. In Nastasya Tamasaburo’s gdiinlds a bridge between
European and Japanese art and makes Wajda’s rezdiig Idiotunorthodox
and unique.

KEYWORDS: kabuki, onnagata, Polish film, Bando TamasabDastoyevsky,
Andrzej Wajda.

The film Nastasya(Nastazja 1994) is one of the least known films
directed by Polish filmmaker Andrzej Wajda and @ioly one of his most
original and daring artistic ventures, the diredtamself called this film
‘strange’ or ‘bizarre’. The screenplay is basedhmlast scene dfhe Idiot
by Fyodor Dostoyevsky and there is nothing sunmpgisabout the fact that
this acclaimed Polish film director brought to teereen the Russian
classic writer, whose works he had previously dedwn stage. But the
strongly theatrical setting of this film and itsuswal casting definitely is
the surprising part of this endeavor.

Polish literary critic Stanistaw Mackiewicz wrota dhe Idiotthat:

“The night that Prince Myshkin spends beside theybaf the
murdered Nastasya with her murderer are the bemspaf all
Dostoyevski’s writings and that this is possiblg tmost scary
scene in world literature. It has a kind of diabali power.”
(Mackiewicz 1992: 145).

This small fragment of he Idiothad inspired Wajda to stage only this last
scene of the novel with only two actors as Myshddid Rogozhyn. Yet the
need for the stage presence of Nastasya was vengsto the director was
searching for the perfect casting for this role &edound it in the person
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of the Japanese actor Bantflamasabur V, the most famous present-day
onnagata— an actor impersonating female roles on stag@alukitheatre.
Tamasabur is the key to Wajda’s artistic experiment Mastasya The
actor is known for playing female roleskabukiplays, but he also acts as
female characters in European style performances, as Lady Macbeth,
Desdemona, Medea, Juliet, The Lady of Camelliasyedlsas female roles
in the plays of Yukio Mishima.

After seeing Tamasabiion stage in the title role ifihe Lady of Camellias
in 1981 Wajda described his acting as the creatiegle of expressing
beauty. For his Nastasya, the director wanted eater“a kind of artistic
shock, a tension between the element of creataty stylization™ (Scott
1994). About Tamasabiis acting Wajda wrote that “it is beautiful because
it is artificial, and without artificiality art lass its greatness” (Wajda 1994
12). When one sees Tamasabon stage playing woman, a real woman on
stage seems unnatural. Femininity presented by a imano longer
imitation but creation. As Wajda said: “Tamasabas Myshkin was
becoming Nastasya yet all transformation was ialeand this resulted in
duality, a split which any of European actors isalile to achieve”
(Buszewicz 1996: 271). When in 1950he Idiot directed by Akira
Kurosawa was screened for the first time, Frendm ftritic Farroth
Gaffany wrote in his review that “the last scendhd film [the same one
that Wajda filmed inNastasy& could be played only by Russians or
Japanese — the people who are not afraid of exaebgrand gestures”
(Helman 1994: 12). His words sound oddly accuratgarding
Tamasabuy's role in the film.

Wajda claimed that he was “constantly searching tf@ mystery of
Dostoyevsky and BamdTamasabuwr seems to touch this mystery deeper
than others” (Wajda 1994: 12). For the director:

“The female parts created by Bantimasabur are especially
dear because of the idealization of women, alseptein

Polish tradition. This is exactly how he views Na&sg (...) The
creation of this amazing artist is an image ofretkfemininity

born out of masculine admiration, never an actutation or

mimicry. It is this creative form which for us, &siropeans, is
the most striking feature of Japanese art.” (Bugzew996:

274)

In Wajda'’s interpretation, the fillNastasyas the theatrical reading of the
Dostoyevsky’s novel, yet the theatre tradition director is referring to is
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not only European but it reaches out to Japandésehich has always been
Wajda’s great fascinatidnin the film the culture of Japan is the origin of
onnagata the acting style of Bamd Tamasabw that combines the
symbolic and the real. This harmony of oppositethés essence and the
genius of Japanese theatre.

To understand the phenomenonoohagataacting we need to look at the
beginnings of Japanes@abukitheatre. At firstkabukiwas a commercial
song and dance show in which only women performeiélewicz 1996:
128). In 1629, 23 years after the fikstoukishow, the government forbade
women to play on stage regarding their performareesa source of
depravity (Tubielewicz 1996: 128). After women webanned from
performing, cross-dressing male actors, knownoasagatatook over.
Along with the change in the performers' gendemea change in the
emphasis of the performance: increased stress laasdpon drama rather
than dance. When male actors appeared on stagmaid roles, the unreal
element inkabukihas been introduced. The presencerofagatawas at
first regarded as an obstacle, yet later it haimecthe most crucial
element andkabuki has transformed into the theatre of actors-vidgos
Owing to the costume, stage make-up and the foredhligesture,
onnagataactors allure the audience with their creatiorthaf illusion of
beauty and femininity.

The genius obnnagataacting is paradoxical: a talented female imitator
onstage resembles a woman much more than a realanvdrarself.
According to Donald Keene, the famous"1and 18 centuryonnagata
Yoshizawa Ayame said that:

“A woman on stage cannot express perfect feminieauty
because she is relying only on her physical featusad
gestures, and therefore she is far from being perfa actress
can be more realistic in female roles than maleratiut she
cannot present the most crucial elements of fertynas aptly
as anonnagatawho has studied women’s behaviOnnagatés
aim is to create rather an abstraction of womanttbad a real-
life woman, they reject reality for an unreal stglil beauty and
formalized grace” (Keene 2010: 98).

' As Wajda recalls: “During the German occupatiomicl | spent in Krakow, | had to hide
because my papers were very unsatisfactory. | teettwn just once, when | found out that at the
Sukiennice (Cloth Hall) there was an exhibitionJapanese art. (...) | took a risk and slipped into
the Sukiennice and | must say it was an incrediblieenture. | remember every detail to this day”.
(http://www.wajda.pl/en/japonia.html)
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Onnagataactors are a kind of simulacrum, a copy withoutoaiginal,
because as men they watch women'’s behavior andntbeg! their acting
on them, yet they add an emotional factor resefeednen because in
Japanese culture women are supposed to hide tmeitioms. Therefore
female characters ikabukitheatre are not realistic portraits of women but
highly stylized ones because the mode of expredsidhe fundamental
aspect of this theatr@nnagataactors are neither men nor women, on the
kabuki stage they bring to life a new gender, the attistie, that is the
synthesis of idealized female features and maleseation and emotions.
As opposed to Hollywood or mainstream film madenhbgn for men, in
kabuki theatreonnagataacting is not the result of male desires but the
result of thorough observation of women and refifegdininity.

In the interview Band Tamasabuwr said that he used to think that he could
behave like a woman but he never looked at thedmbriough a woman'’s
eyes. He understood that his vision of a womaheasvision made by man.
He plays a woman yet he keeps his masculine regadd masculine
emotions, he is like a painter who is painting ende portrait. When
creating aronnagatarole on stage he is trying to present an idedtpecof

a woman, just like a writer who describes a woméeedings from a male
perspective Tamasabuw's words sound like an accurate description of the
final part ofThe Idiof which is composed of descriptions and observation
of Nastasya made by two men: Myshkin and Rogozftiese descriptions
were also written by another man — Dostoyevsky\Vafa’s artistic choice

to cast aronnagataactor to play Nastasya seems very accurate angé$ro
the director’s extensive understanding of Japaoekere.

Strangely, Wajda also had the idea that Bamdmasabw would be an
excellent choice for the role of Prince Myshkin.eféfore, the audience is
able to witness the miraculous transformation afam into a woman, and
to experience the deeply mysterious mental conmedietween Myshkin
and Nastasya. Strictly speaking, Badgmasabur does not play Nastasya
Filippovna, except for the small scenes at therbegg and at thend of
the film. The part he plays is that of Prince MyishiHe appears on stage
with Rogozhin to keep vigil over the dead womardelyp But when both
men recall her, Prince Myshkin — transformed by dneof the Japanese
actor — changes into Nastasya before the vieweryg' @yes. Tamasaliur
doesn'’t create Nastasya through stage make-up sturoe. Dressed up
only in a white shawl he creates a woman stridlisough his acting.
Myshkin's transformation into Nastasya discloses tacarnations of this

2 Interview with the actor in the filnfbas Gechriebene Gesiclithe Written Face1996, Daniel
Schmid).
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woman: she’s Rogozhin’'s Nastasya — the object strdetive passion, and
she is also Myshkin’s Nastasya — the one who sutied can be saved by
his kindness. The mysterious connection betweetalsigs and Myshkin is
emphasized in the last scene, where Myshkin sleepthe bench and
twists in pain the second Nastasya is killed by ézban.

In both incarnations, as Myshkin, as well as Nastagamasabar is
neither feminine nor masculine; he breaks binagosfiions, just like both
characters in Dostoyevsky's novel. Especially dstonterpretation of
Myshkin is concurrent with Dostoyevsky’s intentioa The Idiot the
Russian writer aimed to create a representatioanofbsolutely perfect
human beingThe Idiotwas an ironic title, yet it resembled perfectlg th
social reactions for a man who is pure and untadidhyeevil. In Wajda'’s
film Tamasabuws’s role of Myshkin emphasizes the idealistic dimensof
Myshkin’s character.

The film Nastasyais the movie of two actors: BadidlTamasabur and
Toshiyuki Nagashima, who plays Rogozhin. Each efithis the opposite
of the other and Nagashima’s role creates the lvaokg for Tamasab@is
perfomance. The opposition of these two actorqiacated even in the
colours of their costumes: Bamd@amasabur as Myshkin, and as Nastasya,
is dressed in white, while Nagashima as Rogozhinearing black. The
ambivalent and subdued roles of Myshkin and Naatasg created in
opposition to Rogozhin, who is sullen, hot-temperadbalanced and
masculine.

In Wajda’s film Band Tamasabur as Nastasya is not trying to be feminine
just as he is not masculine as Myshkin. Each feéhieles contains a small
part of the other. Myshkin turning into Nastasyafirst and foremost
androgynous. Such an aspect of Myshkin's character brings rerot
important feature of Wajda’s film, which is breagidown dichotomies. In
Dostoyevsky’s novel Myshkin was written as a chemat¢hat does not
follow social norms, he is the Other, and that e/we is regarded as an
idiot. In Tamasabw's role Myshkin does not belong to the gender
dichotomy because he is the perfect human beirdyaarsuch he is above
all dichotomies. Owing to his skills as amnagata Tamasabur plays
Myshkin with great ambivalence. His acting placég tcharacter of
Myshkin outside social divisions and other catezairons.

Another fundamental element of Tamasatsuperformance as Myshkin is
idealization. This character is a perfect humamdpeibut he is also
standing apart, separated by an invisible barrgenfother people, who are
unable to understand him. Another barrier that deeghis separation him
from society is his illness, epilepsy. Myshkin'sclesion was perfectly
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played by Tamasaborwho said: “the filmNastasyaallowed him to create
his own world. Working with Wajda enabled him tqapach theonnagata
tradition and to create something completely newafut.” (Scott 1994)
This new creation is the character of Myshkin thnagrthrows all orders,
including the gender dichotomy and social ordene-ttvo restrictions that
define conventional perception of the world, sogiatt etc.

Nastasyais an interesting film compared to Wajda’s otharks. In this
film one cannot find the director’s usual themesl anotives: such as
Polish heritage or individuals entangled in histdyt this film is living
proof of his own artistic passions: Dostoyevskgatie and Japanese art.
Nastasyais probably the only film where these passions tnae®l this
makes it artistically more personal than Wajdalseotfilms. InNastasya
theatre and film art combine but both these arsemually represented.
The film relies heavily on theatrical aspects, nigimtbree unities are
respected, but film art also includes some of isments to create
something more that a filmed theatre spectacle.

When Myshkin visits Rogozhin to ask about Nastagyay other film
director would have begin a retrospection yet Wagthated a theatrical
drama, a metamorphosis of Myshkin into Nastasya. l&uapplied the
means of film narrative to this spectacle. Mysh&#ks his question three
times in the film, the plot returns three timesthe same starting point.
These repetitions of the question about Nastasgeease and express
Myshkin’s anxiety and create the atmosphere thatasles gradually until
the end. The filmmakers are not trying to convitieeviewers that there is
something more iNastasyathan conventionality of a spectacle that does
not imitate life in a filmic way, but creates itsvo convention. In this
convention Wajda includes a strange rhythm so thatquasi-flashbacks
resemble nightmare visions of a tormented mind. diteamlike aspect of
this film is also emphasized by cinematography efw& Edelman
composed from blue-tinted shots filled with mistdadiffused light.
Staginess is filtered through suggestive, surmalges which can be seen
only in films.

In Nastasya Andrzej Wajda proved his unconventional approaoh t
Dostoyevsky. The Polish director combined the traws of European and
Japanese theatre. In the peslbukiwas the place where townspeople went
to enjoy life and to feel free from the rigors inggd on them by samurai
and officials.Kabuki theaters used to be isolated oases of freedonrewhe
people felt liberated and independent. This spiribld-time kabukilives
on in Wajda’s film, in which the director favors limited freedom of
artistic creation. Japanese film critic Satsumi iMaga wrote in his review
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of Nastasyahat “it seems like the history of relations betwehe Far East
and the West is enclosed in this particular fillBugzewicz 1996: 275). In
the film the director’s reading dthe Idiotis an unorthodox one, it breaks
barriers between East and West, namely betweenpEBanoand Japanese
culture, the two main inspirations in Wajda'’s emtiody of work.
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ABSTRACT
In the 1950s there appeared numerous films whiciwetl the futility of war
and critically evaluated the past, their weaknlssyever, lay in a tendency to
sentimentalize history and in the use of melodraoraventions which allowed
for the elevation of suffering. The few exceptiare the films by Kobayashi
Masaki, who managed to avoid these temptationss thecoming the most
distinguished director of the films that analysegbah’s responsibility for war.
In my paper | focus on three workehe Thick-Walled RooifiKabe atsuki heya
1953) - the story of prisoners accused of war csianed imprisoned in Sugamo
Prison, who cannot cope with the guilt and aregmrged by the nightmares of
the past; monumental trilogfhe Human ConditiorfNingen no gken 1959-
1961) based on a novel by Gomikawa Junpei, whickdks new ground with
its grim descriptions of Japanese atrocities pesped on Asians and on fellow
Japanese” (Orr 2001: 107); and five-hour documgnfakyo Trial (Tokyo
saiban, 1983), which provides a fascinating accooftthe work of the
International Military Tribunal. Thanks to Kobaydishworks, the problem of
war crimes, of the responsibility for one’s own iaes and inability to
effectively resist the system, gained a totally mnvension.

KEYWORDS: Japanese film, Second World War in Cinema, wames,
Kobayashi Masaki.

The end of World War Il and the announcement of $khierender by
Emperor Hirohito began the process of reconstrnatioJapanese society
which was trying to cope with the awareness of atefbut at the same
time wanted to forget the infamous past. The noweld films that were
created in the late 1940s and early 1950s ofteaueaged coming to terms
with the era of nationalism and militarism. The gested message of many
works implied not so much a critical look at waut beleasing the Japanese
of responsibility and seeking justification for ar@in intellectual turn
(tenks), which was based on a rejection of past ideolagy the adoption
of the democratic order, imposed by the U.S. octioipauthorities.
“Post-war authors who have been repeatedly rewritire recent past do
not pretend to present an objective and unifiesbnisf history, but rather,
in seeking the ‘most acute manifestations’ of eiqrere, emphasize the
subjective and selective nature of any record” [jifzana 1998: 1-2). In the
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films of this period one can notice the praise fioe values that were
condemned in the previous era, especially for iddalism and
egalitarianism, which is evidenced by the works Kafrosawa Akira,
Kinoshita Keisuke, Imai Tadashi and otHerk all cases, the directors
show a strong inclination toward the conventionsm&lodrama, with its
penchant for sublime suffering and pathos.

Condemnation of war usually takes on a personatd#ion, as the authors
talk about the romantic feeling and fatalism oftogs thus avoiding a
serious historical discussiorOn the one hand, individual experiences are
incorporated in the social context, on the othisyal images influence our
perceptions of the past. “On an individual leveledia representations
provide those schemata and scripts which allowousréate in our minds
certain images of the past and which may even shapewn experience
and autobiographical memories” (Erll 2008: 396).

In the early 1950s, there appeared a number offivith a humanist
message, showing the futility of war and presenéinggative view of the
past, but - as noted by Michael H. Gibbs in hiskbBdm and Political
Culture in Postwar Japar in many of them the message boiled down to
an attempt to convince the Japanese cinema-goatsthby all were
innocent victims, they experienced family tragedies suffered from the
loss of their loved ones. Such an approach mayoniyt be found in the
genbaku eiga- the stories of the people who survived the atobomb
over Hiroshima and Nagasakiiljakushg, but also in the films about
kamikaze pilots, such dgs the End of the Cloud&umo nagaruru hateni
1953, leki Miyoji) which “focuses on the cruelty afstrategy that wasted
so many young lives in a futile effort to prolomgtwar” (Gibbs 2012: 27).
This was the way media influenced public opinion ahaped collective
memory of the past so that it could be used foolmgcal purposes.

Film production in those times was strongly infloed by the occupation
authorities which after the war issued instructiepgcifying the desired
content, modes of expression and taboo topics i@@mo 1992: 37-40).
Criticizing the command of U.S. forces was forbiddeand so was

! These include such examples Bs: Regrets for Our YoutfWaga seishun ni kui nasi946,
Kurosawa Akira) Morning for theOsone Family(Osone ke no asal946, Kinoshita Keisuke),
Until We Meet Agair{Mata au hi made1950, Imai Tadashi) anfwenty-Four Eye¢Nijiashi no
hitomi, 1954, Kinoshita Keisuke).

2 A sentimental tone combined with a critical view militarism is particularly evident in
Kinoshita’s films.The Girl | Loved(Waga koi seshi otomé946) is a lyrical story of a young
soldier’s unrequited love for his half-sister whall§ for another war veteran. A similar “love
triangle”, with two soldiers who return from the mand love the same woman appears in the film
War and PeacéSens to heiwa 1947) by Yamamoto Satsuo and Kamei Fumio.
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stressing the presence of foreign armed forcesapankse soil. It was
impossible to make any allusions to the enormitthefdevastations of war,
or to show the debris as the remains of bombinpgs. dtcupation became
a taboo subject that could be evoked only indiyedtlwas only after the
signing of the peace treaty in September 1951 dhrattors could make
films that related to the complicated US-Japanetsions, or referred to
the victims of the atomic boriib

Among numerous directors that addressed the issiudse war past and
the post-war present, one should distinguish Kogfaiyslasaki, who in the
1940s was an assistant to Kinoshita Keisuke, ated klecame the author
of the works that critically analyzed the heritajdeudalism. In his films
Kobayashi did not avoid raising controversial tgpiand clearly made his
position, expressing his leftist views. At timeswever, he could not resist
the temptation of combining the political involvembewith a highly
sentimental plot (which is especially true of hisriss of the early 1940s).
The most important and most original film of therlgaperiod in
Kobayashi's work is undoubtediyhe Thick-Walled RoorfKabe atsuki
heya 1953) - the story of prisoners accused of wanes and imprisoned
in Sugamo Prison. Kobayashi would return to thgemitafter many years
in his five-hour documentarfokyo Trial (Tokyo saiban 1983), which
provides a fascinating account of the work of th&ernational Military
Tribunal. His youthful work, however, made a yetierahis debut feature
film, is “a reflection on the responsibility andethmeaning of life; the
question how to live with the awareness of your aleeds, and whether
you can forget them” (Blouin 1982: 179).

The film is based on the confessions of prisorend, such an undertaking
just a few months after the end of American ocdopaseemed to be,
mildly speaking, a risky idea, which proved to beet as showed the
decision taken by Shiro Kig a longtime president of Sthiku studios,
who did not approve the distribution of the filnbs(premiere took place
much later, namely, in October 1956). The scripiTbé Thick - Walled
Roomwas written together with Abed5, a young writer associated with
the group “Yoru no kai” (The Night Association),ethwinner of the
prestigious Akutagawa Prize for his story entitldte Crime of S. Karma

31n 1950 the occupation authorities allowed theédBiku film studio to releas@he Bells of
Nagasaki(Nagasaki no kaneOba Hideo), it was, however, after the script badn rewritten in
such a way that might justify the necessity of gdime bomb and at the same time put the blame
on the Japanese militarists and nationalists. Tise fflm made after the end of occupation was
Children of HiroshimgGenbaku no kol952) directed by ShisdKaneto who wrote the script on
the basis of primary schoolchildren’s recollections
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(Kuruma-shi no hanzaifrom The Wall(Kabé collection of short stories.
In the film one can see the influence of Abe’sréity and philosophical
fascinations, for instance when raw realism clashil surreal inserts
depicting hallucinations and nightmares of priserard the title metaphor
of the wall that “here can be seen as the bawreboundary, between the
conscious and unconscious minds” (Gibeau 1999:.162)

The plot of the film begins in 1949, soon after tissolution of the
International Military Tribunal for the Far East hyhose authority the
country leaders responsible for instigating the emtmconflict were
sentenced to death or life imprisonment. Generaldzs McArthur,
Supreme Commander for the Allied Powers (SCAP)apad, announced
the establishment of the Tribunal on January 18618ut the trials began
on May 3, and lasted for almost two years. Infits scenes, one can see
the cell in which Prime Ministerdio Hideki was hanged on December 23,
1948. The close-ups show a gallows and a trapddorvever, the
protagonists of the film are neither leading poiliths nor military
commanders, but the soldiers accused of complicitghe crime and
serving long-term sentences. They all belong tddiver class of prisoners
(Class B and C) who were convicted for conventiowar crimes or
common murders, together with those who orderedcitigs, allowed
them to happen, or actually committed them. Th&alst were conducted
independently of the proceedings of the Internatidvilitary Tribunal.
The accused “were held in the countries where Haglybeen stationed. In
all 1,068 men were executed” (Jansen 2000: 673jiewhore than two
hundred thousand were removed from their positjpreviously held in
such areas as civil service, industry, media andatbn.

The action of The Thick-Walled Roons set in the notorious Sugamo
Prison, situated on the outskirts of Tokyo, whére former spies used to
be held, including Richard Sorge. After 1945 abtwd thousand war
criminals were put here. In the first shots Kob&yasmphasizes the
authenticity of the scenery by showing the prisoiiding, locked cells,
corridors and American guards. At the same timefdrenulates the
opening thesis: “Japan’s past has been entombéihviitese thick walls.
Terrifying truths have been buried in here for gast eight years”. This
does not mean however that Kobayashi refrains fa@stheticizing the
images, on the contrary, he favors a diagonal freomeposition and films
the events from the high or low angle, sometimiéisgdi the camera from
its vertical perspective.

Although Kobayashi portrays the community of prismnby capturing the
monotony of everyday life, he also focuses on thgit fates of several
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characters. Kawanishi (Shin Kisiz cannot find a place for himself in
prison reality, falls into depression and attemfpis commit suicide.
Yamashita (Hamada Torahiko), a humble private, emssicted of crimes
he did not commit, accused by the former commangbn wanted to
avoid responsibility for the death of civilians. Raia (K6 Mishima), a
military translator, clings to life, hoping thatexything will change after
his release — he counts on a meeting with a fotowar, Yoshiko (Kishi
Keiko). Both, Yamashita and Yokota, did not losatest with the outside
world, they were not condemned by loved ones whieve in their
innocence. Yamashita gets letters from his sigk@béyashi Toshiko),
while Yokota enjoys regular visits from his youngerother (Uchida
Ryochei).

Their conversations allow the director to exprdssolwn views on the past
and the present. Yokota condemns war as morallyehepsible and
unjustified, but he also argues that prison isaaptace where one can re-
discover one’s humanity, while his brother belietkat those who are
really guilty, namely, politicians and generals, maged to avoid
responsibility. “At first | thought by staying inehe,” Yamashita says,
“we’d become more pure and spiritual. As it turng, dhe opposite is
true.... We've become cruel. We've become liars. M@&'ve lost all
distinction between lies and the truth. Prisontisnplace to drive the sins
out of humanity. It drives the humanity out of gies”.

However, the director is far from clearing his @wers of guilt; nor does
he try to convince the audience of their innocemmethe contrary. The
structure of the film storyline is based on flastlbacenes - the images of
the war emerge from the prisoners’ memories of ttrdines or nightmares
as they are tormented by remorse. In contrasteatibryline that is set in
the present and follows quasi-documentary convesfithe events of the
past are depicted in such a way as to bring out fubjective nature, or
sometimes to emphasize their phantasmatic dimen8i@erfect example
may be provided by a hallucinatory scene, showsumeal poetics, in
which Kawanishi is haunted by his memories of tla, wisualized in front
of his eyes as he is peeping through imaginaryshiol¢he wall of his cell.
Disorders of perception are suggested by the getiirthe camera - tilted
from the vertical position and unstable - and thenipulation of the
soundtrack. Horrific scenes are shown in shortriasevhere defenseless
victims are dying and cry out in unison: “Murder@far criminal!”

The inability to deal with the past affects the taéhealth of prisoners, as
evidenced by the Yamashita case. In his memoriesather nightmarish
visions caused by loss of consciousness, emergesligtic picture of the
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last days of the war, when the remnants of the faparmy fled from the
enemy, trying to find shelter in nearby villageamashita cannot forget
the day when Hamada (Ozawa HEi)arthe commander of his unit,
executed a defenseless peasant who had put thbefane. Many months
later, during the trial of war criminals, it is Yashita who gets accused of
committing the murder and sentenced to long imprisent based on false
evidence. Not only did his superior escape theamsipility, but he also
took advantage of his subordinate’s family situamd took over his farm.
The only thing Yamashita is thinking of now is rage. He cannot accept
such injustice of the system and wickedness of lnumature. An
opportunity to take revenge arises when he receavesie-day pass on
occasion of his mother’s death. Yamashita sneakstiaitor's house, but
once he notices a man sleeping with a small childis arms, he cannot
take his life. “You do not deserve to die”, he sayaman feelings turn out
to be stronger than his urge for revenge.

Although Kobayashi does not absolve the guilty pheswants to diversify
responsibility for war crimes and avoids the teriptato equate victims
(higaishg with perpetratorskiagaishd. The speech given by one of the
prison officers, in which he addresses the inmdi@st the fact remains
that we are all victims of the war. In that sensere not at all different
from you”, is received with a unanimous objectiaonfi his fellow
prisoners. Privates do not intend to avoid resydlitgj or to put the blame
on their superiors, they know that they must afon¢heir actions, so as to
return to society, as claims Kimura (Shimomoto ®sut), a voice of
conscience of the majority: “Peace is born ouediection on our own sins.
Only if all of us, all of the people could love daather”.

Despite the use of the point of view shots andesaiger narration in some
scenes, Kobayashi manages to maintain objectiltityseems that the
historical context is crucial for him, as well as@cio-political analysis,
and therefore he introduces fragments of documiestand newsreels.
The conversations between prisoners and theirivetatiuring the visits
reveal the truth about the situation in post-warada first struggling with
the economic crisis and the lack of food, then il necessity to respond
to an armed conflict on the Korean Peninsula amglly, with the
inevitable acceptance of the Peace Treaty withUhiged States. It was
article 11 of the Treaty that aroused a particylantong opposition at first,
as it made the Japanese government unconditioaetigpt the verdicts of
the International Military Tribun&l During this time, however, public

4 Article 11 of the treaty reads as follows: ,Japescepts the judgments of the International
Military Tribunal for the Far East and of other i&ll War Crimes Courts both within and outside
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attention was focused not on the major war cringir@nvicted in 1948,
but on the other prisoners held in Sugamo. The paigan authorities
agreed to the commutation of their sentences uth@einfluence of social
pressures and campaigns organized by the Natidhahée for Promoting

the Release of War Criminals.

Kobayashi also showed a change that occurred aertdeof the U.S.
occupation, especially after the transfer of cdnirdo the hands of
Japanese prison staff. By 1950, after the outboddke Korean War, the
number of troops stationed was reduced. By latel iiére were 1,349
war criminals remaining at Sugamo. Previously sah¢hem had been
released for lack of evidence, some committed dejcbthers died of
disease. Prisoners also accepted a proposal tnipegeir own services,
which accounted for order in the cells; also, alkility of medical services
improved, rehabilitation and educational prograngsenintroduced, even
the library was opened up (See Ginn 2011: 10-11).

Kobayashi's boldest film, which dealt with the waast, was the
monumental trilogyThe Human ConditiofNingen no gken 1959-1961),

which contained an absolute accusation of a systeat deprives
individuals of their humanity, turning them intogséve killing machines
that are capable only of executing orders. “Quastiof war crimes and
individual complicity, personal responsibility arself-sacrifice, national
loyalty and international solidarity - all were doq@d at great length in
this most high-minded of films” (Gibbs 2012: 51).

The script was based on a multi-volume novel by Bama Junpei (1916-
1995), Kobayashi's peer, with whom he shared smpialitical and life

experiences. Both served in the Kwantung Army tlat stationed in
Manchuria and both were taken prisoners at theoétite war. The writer,
like the main character of his novel, was arresigdhe Soviet troops,
while the director spent some time in the U.S. PEAMp in Okinawa. The
six-volume work by Gomikawa represents the literampvement of
“sentimental humanism” (to a greater extent thaiilin adaptation) which
included popular novels telling of the experienéavar, such agwenty-

Japan, and will carry out the sentences imposeelijeupon Japanese nationals imprisoned in
Japan. The power to grant clemency, reduce sergtearzk parole with respect to such prisoners
may not be exercised except on the decision ofjtivernment or governments which imposed the
sentence in each instance, and on the recommendidtitapan. In the case of persons sentenced
by the International Military Tribunal for the FRast, such power may not be exercised except on
the decision of a majority of the governments rspnéed on the Tribunal, and on the
recommendation of Japan” (SBecuments on the Tokyo International Military Trital: Charter,
Indictment and JudgmentRobert Cryer, Neil Boister (eds.), New York: Oxdddniversity Press
2008).

74



Kobayashi Masaki... SILVAPONICARUM XLHIZXLIV/XLV/XLVI

Four Eyes (Nigshi no hitomj by Tsuboi Sakae anBlack Rain(Kuroi
ame@ by Ibuse Masuiji (See Orr, 107-108).

Kobayashi tells the story of Kaji (Nakadai Tatsyya)oung engineer and
an idealist, who in 1943 leaves with his wife Miahi(Aratama Michiyo)
for Manchuria to work in one of the local minessHuperiors, interested
in his report on the impact of working conditions the performance of
colonial workers, offer him a chance to test theotletical assumptions in
practice. In the first section, entitleMo Greater Lovg the director
interweaves two aspects of the character’s lifiee- grofessional one and
the private one. We see him first in the role gfeswisor of a labor camp,
trying to implement liberal principles arising frohis conviction of the
universal equality of all people and their rightdgnity and justice, as
well as a loving husband, who dreams of family liaggs and creating
intimate space into which an external cruelty & torld would not have
access (See Standish 2000: 121).

Kobayashi does not offer a romantic story with wes as the background
— the impression one could get from the openingisece when the couple
are having a conversation near a sculpture by Rddhji's love for his
wife is his ultimate refuge and the final rampddttwill help him defend
his views and his own humanity. Their relationsksppresented as the
embodiment of an unattainable ideal, the realipatad the spiritual
community which to no avail may be found in typicalations between
men and women. Unlike other films set during ther,vikhe Human
Condition does not portray male friendship, strong groupdsobetween
soldiers, instead focusing on a progressive isniadind alienation.

From the first scenes in Manchuria, we are witmggsi clash of ideals and
reality. The character discovers that the ruleshefcolony are based on
violence, ruthlessness and slavery, while any gitexhchanging this state
of affairs means overturning the entire existindeor In fact, the point is
not a conflict with an external enemy, but a stfaggith his own people,
with superstitions of his fellow-workers and brath-arms, and finally,
the fight against racism and intolerance. Kobayasiriphasizes the
opposition between individualistic and collectivihies, humanism and
nationalism, justice and exploitation, respect dthers and contempt for
human life.

In every situation, Kaiji tries to defend the vallesbelieve in; however, he
feels a bitter disappointment, as he learns he atashange human
mentality, nor suppress aggressive tendenciesenh@ human nature. It
is, however, just a prelude to great brutality angklty that he experiences
in the second section of the moviRpad to Eternity which is set in a

75



Krzysztof Loska

training center for recruits, and in the third oAeSoldier's Prayerwhen
he is sent to a Soviet prison camp, accused ofsfasand war crimes. In
the latter part, the roles are reversed, the Japaseldiers are prisoners,
regarded by the Soviets not as humans, but mesedypamies, whereas the
living conditions resemble those in a labor cammanchuria.

“Kaji rejects his place in the social order andde®s not accept personal
identity imposed on him by the community. (...) Asesult, in the public,
world he occupies an isolated position. (...) In tfst section, he
intervenes between the kenpeitai (gendarmerie Juamsl the Chinese
labourers; in the second section, between the senidiers and the new
recruits; and in the final section between the Runsauthorities, Japanese
collaborators and the exhausted Japanese labanrérs prison camp. In
each incident, Kaji attempts to negotiate a mdverél humanitarian way
of operating within the hegemonic institutions, ,bag ‘the nail that sticks
out’, he is beaten for representing a different mmagle humane masculinity
that challenges brutality” (Standish, 127).

The basic problem Kobayashi had to deal with reduftom the need to
present complex relationships between the individna the system, i.e.
the situations in which the subject was determisegdly by the relations
of power, designating a person with a place andyrisg the role of
executioner or victim, thereby making one’s induadl beliefs and values
redundant and useless. A man caught in the gearsvaf machine was the
object of fancy drill, which involved a series asdplinary practices that
turned him into an efficient miner, a fearless sldr an obedient prisoner.
For this purpose, he was subjected to constantalomnd coercion, he
could not think or act independently. To produceiaty useful individuals,
the authorities closed the people in special areasbor camps, schools,
camps or prisons, thus allowing for the creatioranfartificial order, in
which everyone had a specific task to perform.

Masaki Kobayashi inThe Human Conditiordestroys any illusions one
might have about the possibility of complete indegence from the
relations of power; he also rejects the visionedtth as something sublime
- suicides committed by Japanese soldiers or tleeution of Chinese
workers are shown as senseless and cruel actsvdihe he seems to be
saying - is a denial of life, it destroys humaratyd human reflexes; and it
does not comprise any heroic element, while ity sgimbols are fear and
suffering. “Of all the postwar artistic treatmerfitvear responsibility, this is
the most soul-searching investigation of persoredponsibility for
Japanese wartime aggression” (Orr, 108).
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In 1978, Kobayashi returned to the topic of resjiality for the war and
began working on the five-hour documentdiokyo Trial (Tokys saiban
1983) - an account of the trial of war criminalsdigted by the
International Military Tribunal for the Far East ade proceedings lasted
for more than two years. The moment for making sauclocumentary was
not a coincidence, as it was then that a seriosi®rical debate began in
Japan over the positive and negative effects of thal; besides, the
majority of the population did not have any knovgedn the subject (See
Futamura 2007: 79-81). Kobayashi gained access noesgensive
audiovisual material recorded for the needs ofut®. authorities, and he
also included parts of Japanese newsreels of Wdd|Il. Documentary
material is accompanied by a voice-over commenteayl by Sat Kei,
one of Kobayashi's favorite actors, known for higainfamous films:
Harakiri (Seppukul1962) andKwaidan(Kaidan 1964).

The first half hour of the film outlined the hisical background, starting
with the surrender of Germany and the signing efRbtsdam Agreement,
then it went on to the dropping of atomic bombs Hinoshima and
Nagasaki, and ended with the setting up of twor@onal tribunals: in
Nuremberg and in Tokyo. As in the case of Germananeinals, here too
they were divided into three categories: “Classw€re the leaders who
participated in a conspiracy to start and wage ,W@tass B” - the soldiers
who committed conventional war crimes, and “Class-Cthose who
committed crimes against humanity. This last adimsavas later changed
to specify it was about “murder, extermination, lamsment, deportation,
inhumane acts and other committed before or dutivegwar” (Dower
1999: 456). It should be noted, however, that thiey® Tribunal held only
criminals belonging to the first category, amongahihwere former prime
ministers (Bjo Hideki, Hirota Koki, Hiranuma Kiichib), the ministers of
war (Itagaki Seishir, Araki Sadao, Umezu Yoshijiy Hata Shunroku) and
commanders in chief of the armies (Kimura Heiteshimada Shigetay
Osami Nagano, YoshifirUmezu).

Kobayashi devoted a lot of attention to the firayglof the process, which
began on May 3, 1946; also, he also explained faildte technicalities
and the organization of work of the tribunal andrdduced the key
participants in these events: the Chief Justice Wsiliam Webb and the
Chief Prosecutor, Joseph B. Keenan. He also shdhedlefendants -
sometimes in long shots, sometimes in close-upsienvone by one they
pleaded: “Not guilty”. Within two and a half yeeB48 court sessions were
held, 419 witnesses were heard, thousands of pietevidence were
presented, including the records of the preparstion the invasion and
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occupation of China, as well as the documents diggrconventional war
crimes - rapes, torture, massacres, inhuman treatmeglect of prisoners,
excessive and unlawful punishment (See Cryer, Boi99: 531-593).

It may seem that Kobayashi wants to show dry facd dispassionately
present the events, but the statements made by cwaminals are
juxtaposed with images which aim to arouse in ikevers if not sympathy,
then at least reasonable doubt. The accounts ofatke of aggression
committed by the Japanese army during the concpieste countries in
Southeast Asia are accompanied by frames showmgqticlear tests at
Bikini Atoll, which were carried out by U.S. troofrem 1946. In addition,
an eyewitness account of the massacre of Chinedeams in Nanjing,
which was the greatest act of genocide committedapanese troops, gets
juxtaposed with images of the ruins of Hiroshima &agasaki, the cities
destroyed by atomic bombs in August 1945.

One should point out the role of the historicalteahin Kobayashi’s film,
regarding the preparations for war in the Far Ebat, also in Europe,
hence the presence of archive material from theD4,98howing Adolf
Hitler's rise to power, his alliance with Mussolinihe annexation of
Austria, and finally, the invasion by German trogb$oland and France.
Kobayashi mentions the signing in Berlin of an agmnent by the
governments of Germany, Italy and Japan (called thpartite Pact); in the
end, he recalls the attack on Pearl Harbor, whabegise to the Pacific
War. Kobayashi “shows Japan’s path to war in th80%9but also the
hypocrisy of the victors in the war crimes trigigrticularly in ruling out
of order attempts (by American lawyers) to raisatéth States Army Air
Forces bombing as a war crime.” (Gibbs 2012: 104)

The last part of the film contains the interrogasicof suspects, which
lasted several months and ended in February 19d&, khe leading role
was taken by the most important person out of Bid&fendants, namely,
Tojo Hideki, General of the Imperial Army, the Ministefr War and Prime
Minister of the Japanese government between 19411844, who was
directly responsible for the preparation of thaekton Pearl Harbor. “All
defendants were found guilty, sixteen were sentéhmdife imprisonment,
one to twenty, and one to seven years” (Jansen), ®f&@ committed
suicide, one died during the trial. The death sesds were passed on
December 23, 1948, in Sugamo Prison, out of thesgenced to life
imprisonment three died and thirteen were releaseditionally between
1954 and 1958. “Many others were listed as ‘Classu8pects but never
brought to trial. Among them were prominent righitgy leaders who
amassed great wealth and influence in postwar Jgpamsen 2000: 673).
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Some historians believed that the Tokyo trials @aaduch lesser impact on
society than the verdicts passed by the Nurembebmrial, which were
the only ones to be published in several dozensloimes and available to
readers (Dower, 453). That does not mean, howthatrthe debate about
Japanese responsibility for war crimes was elinetharom the public
discourse. From the first days of the trial, nevegpa recounted its course;
the newsreels, which were compulsorily displayefotee each cinema
show, included reports of the sessions of the niatéwnal tribunal.
Nevertheless, the issue of collective guilt for #ieocities of war was
hardly ever raised. If at all analysis of past é¢sdiled down to blaming
political leaders, so it was the state institutitimst supported the ideology
of militarism and nationalism which were stronghticized. “No one was
supposed to admit individual guilt. (...) Postwaralagse culture preferred
to regard itself as enacting primarily the rolevidtim” (Tachibana 1998:
11).

In the 1950s there appeared numerous films whichvet the futility of
war and critically evaluated the past, their weaknénowever, lay in a
tendency to sentimentalize history and in the uge nelodrama
conventions which allowed for the elevation of etifig. To a large extent,
Kobayashi Masaki managed to avoid these temptatibns becoming the
most distinguished maker of the films that analydagdan’s responsibility
for war. In The Thick-Walled Roorhe shows soldiers accused of war
crimes, who cannot cope with the guilt and are gmred by the
nightmares of the past. Then Tthe Human Conditiorhe “breaks new
ground with its grim descriptions of Japanese #tesc perpetrated on
Asians and on fellow Japanese” (Orr 2001: 107).nKkdo his works, the
problem of war crimes, of the responsibility foretsown actions and
inability to effectively resist the system, gairetbtally new dimension.
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ABSTRACT
Andrzej Pitrus discusses works by Takahiko iimumme of the most important
Japanese conceptual artist, author of numerousrpahces, films, and videos.
The artist was influenced by Western tradition wdirg-garde. Yet, in his early
works many Japanese elements are present. Takdinikma was always
fascinated with communication, and posibilities tinslations between
languages and visual cultures. The author propeseesral interpretations of
selected works to expose the most innovative gfiegaised by Japanes pioneer
of media art.
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~From the beginning I liked writing about my filmriag. My
earliest writing goes back to the 1960s when | tetar
filmmaking” (...) The reason of writing in those dayas that
no film critic had ever written about my films, amdad to
write about the films | was going to show. It wasvery
practical reason to explain to an audience why {eowd) those
films were made. Also, | was sure that there wdsodg who
knew about my film work better than myself’ (imdr2007:
7)

With this statement Japanese experimental filmmalet video artist
Takahiko iimura opens his long awaited English lsage collection of
commentaries, screenplays, notes, and other wsitittangely, iimura's
words remind me of Andy Warhol's opinion about bign works. He
used to say that it was much more interesting soudis his films than to
actually watch them, no doubt especially if we dédasextremely long
works showing us the Empire State Building or aegileg man. But
Warhol was not only talking about boredom. His caniary also
applied to a certain tendency of avant-garde cineamweceptual film.

! The non-capital initial letter is going to be uskmbughout this paper in the artist’s surname,
according to the ortography he himself has intreduand used in the English versions of his
name.
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Conceptual art, and this includes its film versican be defined in many
ways. Yet, the Polish author Ryszard Klus#sky offers a simple and
precise way to understand this tendency. Kluszddyfi999: 80) sees
conceptual art as a construct which includes tweicb@&lements: a
concept and an artifact. If we are able to reptheeartifact leaving the
concept intact, then the work can be described caxeptual. Thus,
artifacts are in some way not important; they daréysmit concepts and
ideas which hold the true meaning of a work.

Many conceptual artists also adopted strategiesnofimalism. To
express their ideas they reduced unimportant elsmeinthe work to
confront viewers with precisely formulated statetseithis strategy was
very often used in structural cinema, which canléned as a movement
focusing on the very basics of cinema. It expldtesiontology of a film,
the notions of space, time, movement and the viewesition. P. Adams
Sitney writes:

The structural film insists on its shape, and wimattent it has
is minimal and subsidiary to the outline. Four elcéeristics
of the structural film are its fixed camera positidixed frame
from the viewer's perspective), the flicker effdobgp printing,
and rephotography of the screen. (Sitney 2002: 348)

He also confronts structural film with so calledidpl cinema:

The four techniques are the more obvious among raahile
changes from the lyrical film in an attempt to div® the
cinematic metaphor of consciousness from that eigyt and
body movement, or at least to diminish these categdrom
the predominance they have in Brakhage's filmsthedry. In
Brakhage's art, perception is a special conditibrvision,
most often represented as an interruption of thinale
continuity (e.g., the white flashes of the earlgidyfilms, the
conclusion of Dog Star Map. In the structural cinema,
however, apperceptive strategies come to the foiecinema
of the mind rather than the eye. (Sitney 2002: 348)

Some of the works by conceptual artists were quaitical. Yet, the most
uncompromising iZen for Filmby Nam June Paik (1962). The Korean
artist removed all unnecessary elements from Iig aving only the
two that are crucial for a film as such to existie and space. His work is
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a single reel (9 minutes running time) of an exdofibn stock: the
audience watches an “empty” frame with occasioledtaric artifacts of
dust and scratches.

Takahiko iimura is very often considered a parttloé tradition of
structural cinema (see: Linder 1976: 248), howswehave to remember
that his films cross the boundaries of individugdative strategies and
include elements of lyrical cinema, and expandedroa. Yet, early films
and videos of this Japanese artist do reveal sitiesto some works by
American and European structuralists.

Takahiko iimura is no doubt one of the most impatrtand influential
experimental filmmakers in the World. His approactfilmmaking was
certainly influenced by the masters of Americanréngarde, but the
Japanese director explores similar issues in alhighlividual style,
which has its roots in a different cultural tragliti The director explains it
in one of his essays:

In Japan, “movie” is calledeiga which literally means
“reflected picture”. This indicates how the man wéaapted
the word into Japanese regarded movie originatlyEmglish
we say “motion picture” which literally means pimuin
motion. | prefer the wordéiga reflected picture” to “motion
picture”. It is because | am concerned in my filmvih
“reflected cinema” rather than “motion pictures”.
“Reflected picture” emphasizes a state — not aoncti a state
where a picture is reflected through light — n@icure which
moves. In such a state, motion could be involvettesiit
covers all situations including motion and non-rmti still.
(iimura 2007: 39)

The idea of reflectiveness of the cinema relatdsonly to its ontology,
but also — in the case of Takahiko imura — tosc#ic relationship with
the works of Western artists. The Japanese filmmaiaflects” their
strategies and ideas in his own way. Sometimes rhplogs certain
popular techniques (eg. so called “flicker film"hdh gives them new
meaning, sometimes he explores similar problems,with his own
techniques. In one of his works he literally naradssts who influenced
him the most. HisFilmmakers (1968) is both arhommageto his
American masters and an exercise in experimeritaimaking. In six
parts of the work he portrays Stan Brakhage, Stand&rbeek, Jack
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Smith, Jonas Mekas, Andy Warhol, and... Takahiko remkhimself, and
tries to borrow their visual style and techniques.

Takahiko iimura is also aware that the “languagé’acfiim depends
heavily on the natural language of its maker. Hemeevas very much
interested in the theoretical explorations of Ser§esentstein who
formulated his ideas about film editing inspiredtbg process of making
meaning in Chinese characters.

The Japanese artist uses Chinese writing in afgpe@y. In Kaniji, the
visual elements are the same, but the structutieedBinguage is different.
Thus, the “language” of a filmmaker relies both weuality and the
specific position of a subject. The filmmaker expsathis with a simple
example:

“We say in Japanederou seas far as the order of the word is
concerned; in English we s&see YouThe difference in the
position of the object indicates the priority innmmunication:

in Japanese, the objegby in English, the verbsee In
Japanese the subject is linked to the object dirachereas in
English it is necessary to have a predicate in rovaf the
object. If we take the subject hsas in the above sentence, it
is in English that the ego must be set up at awltst from the
object. This is in opposition to Japanese, where th
syntagmatic contiguity of subject and object (uniad as it
were by the predicate) makes for the assumptioma @ie-
established ego. In English it is the subject tlsatmost
strongly emphasized, this is not so in Japanesmul@a 2007:
121)

Takahiko iimura is certainly an artist with roots his own culture and
language, yet he is also aware that his cinemaowsreven more from
American avant-garde, and contributes to it. Weehimvremember that
many of his experiments were made in English. Yt artist never
emphasises simplified oppositions between East \Aledt, trying to

understand they ways in which linguistic and catucompetence
influences his explorations of the deepest strestwf cinema. This is
why the problem of subjectivity in a context ofustiural features of film
seems to be one of the most important topics ofvbiks. It also explains
why the artist is so interested in the processrafisformation during
which someone else's techniques and strategiegsackin a new way.
Consequently, he also explores the problem of @wtaleding visual data.
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Takahiko iimura is a very prolific artist. In th®@0s he started making
his experimental films, and in the next decade ipecimterested in a new
medium: video. Later he created numerous instaliati and even...
video games: in 1993 he worked with Sony's textwmapping game
technology in a project exploring differences bedweEastern and
Western concepts of space and time. (see: Cann@rn 38). Although

his recent projects are also very interestingeénss that it is the early
works that explain his ideas in the most challegguay.

Takahiko iimura was “discovered” by Jonas Mekabke-drtist who is not
only one of the greatest experimental filmmakeralbfime, but who also
is considered to be the most important authorityaeant-garde cinema.
In 1963 he watched Takahiko iimurd'sve (Ai, 1962) during the third
edition of a festival of art house cinema in Knolt&eZoute in Belgium.

In 1966 he commented on this work in an articleFitm Culture

“I have seen a number of Japanese avant-garde éitntke
Brussels International Experimental Film Festiwdl Cannes,
and at other places. Of all those films, iimutaise stands out
in its beauty and originality, a film poem, with ngual
pseudo-surrealist imagery. Closest comparison woldd
Brakhage'd.oving or Jack Smith'§laming CreaturesLoveis

a poetic and sensuous exploration of the body..d fldirect,

beautiful.”

(after: http://www.takaiimura.com/work/Love.html)

The film was also often compared to Willard MaG&ography of the
Body, as both of them used images of the human body $eries of
extreme close-ups. Yet, the strategy of the Japaaeisst is slightly

different. Takahiko iimura shows an actual lovemgkscene to relate to
Japanese censorship regulations which prohibiesgmtations of sexual
organs and functions. Images he created are bgtliciexand abstract,
and they show two different yet corresponding stmas: of a filmic

image (grain of the film stock), and a sexual adthough Jonas Mekas
saw this film as an example of poetic cinema, idtigshe same time an
exploration of the problem of representation. Ttistais interested in its
two levels relating both to the ontology of the geaitself, and its
relationship with reality. Extreme close-ups weilsoaused inFace

(1963) — another film exploring “geographies” ofhaman body. The
artist tries to discover a fine line between fidivea representation and
almost abstract signs. The process he visualizesthii relates to the

86



Takahiko limura... SAIAPONICARUM XLIN/XLIVIXLV/IXLVI

system of Japanese language and writing. Their imgsrare created
both on the level of visuality (originally many ¢fie characters were
“inspired” by the appearance of the objects thg@yesented, eg. ? which
means “man”) and their structure (eg. ?? which meanale” and
consists of two individual characters meaning “maarid “sex” or
“character” respectively).

Writing is also considered a form of art in Jap@alligraphers are not
only expected to communicate meaning, but alsotereaauty’ The
Japanese director explores this feature Kanji too. His White
Calligraphy (1967) is a film composed entirely of representati of
Japanese characters. Yet, in this case they arpanted but scratched
directly into frames of a black film leader. Theachcters were taken
from Koijiki — the first history of Japan compiled in the V@Bntury by
Yasumarono ?. The way they are presented to the audienkesribem
illegible. To “read” them, we have to slow the fildown and risk its
destruction by the heat of a projector bulb. Furtfege — even if the film
was paused, and this can be easily done with ®daghnology, the
viewer would not be able to understand their megnproperly, as their
original form is different from contemporary Kaniji.

There are several possible interpretations offthis It certainly relates
to the strategies of Stan Brakhage who not onlyvemited non-camera
filmmaking, but also “signed” his works by scratafpihis name into the
final frames of his films. Takahiko iimura also destructs the way
Japanese writing is produced. Traditionally chanactre tiny paintings
made with special soft brushes; the director usesioae “violent”
technigue to create them. Finally, the charactgpear on the screen only
for a fraction of a second, and thus cannot be. réad director not only
deprives them of their meaning, but also reforredabne of the most
important creative strategies of Dada and Neo-Dadaements. Artists
who belonged to them were very much interestethéndiegree to which
everyday objects could be transformed into artwoH® example, their
ready-mades demonstrated how commodities could fosie original
function and instead gain meaning: an urinal beciktascel Duchamp's
Fountain and an iron with brass tacks attached to itsptate became
Man Ray'sGift. Here characters (objects and meanings at the sarap
give up their initial features and become abstliaels and shapes. It is
also important to note thitojiki is one of the first examples of the use of

2 While this problem cannot be examined here inikjetdationships between calligraphy and art
were discussed by many authors. See for examplerTayd Taylor, 2014.
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Chinese characters in Japan. Thus Takahiko iimprate also relates to
the origins of Japanese language.

Takahiko iimura criticized Japanese censorship mlsanother film.On
Eye Rape(1962) combines two strategies of an avant-gaiitte: f
flickering and found footage. In this short theistirised an educational
film rescued from a rubbish bin. This animated jpicithn explained the
process of procreation with the example of plant$ animals. Takahiko
iimura punched numerous holes in the stock, whigdth bobscure
“obscene” fragments of the original film and creatéflicker effect”
inspired by Paul Sharits' experimer® Eye Rapeomments on specific
censorship procedures only to be found in the tartisome country.
Instead of removing entire inappropriate sceneqarl@se censors
obscure the genital areas of the actors and aetre3skahiko imura
amplifies this abusive practice: we can hardly #ee original images.
Instead our eyes are being “raped” by flickeringhti reflected on the
screen.

Many early films by Takahiko iimura reveal his fastion with Russian
avant-garde classic director Sergei Eisensten. Buits were very much
interested in relationships between language amén@. Eisenstein
studied Chinese and Japanese writings and fousdofoinspiration in
them. The process of creating meaning in thoseukges inspired him to
formulate his own ideas, including the concept weértical montage”,
which produces meanings between various elementghef filmic
structure. The concept was used to some extenakghlko iimura in his
Junk(Kuzy 1962). This short can be seen as an ecologinatfiticizing
human exploration of a natural environment. Thedor filmed all kinds
of junk he found on the beach in Tokyo Bay — heapiblluted in the
early 1960s. Yet the intention of the artist wagedent: by filming trash
and bodies of dead animals he wanted to revitdlizen and transform
them into objects of art. This strategy was diseaibpired by the Dada
and Neo Dada practice of assemblage. Yet, incthse, the objects are
not directly incorporated into a work of art, butlyprepresented on film.
Instead, the director combines the images he dtelleavith a noisy
“junk” soundtrack, thus creating vertical correspences between
particular elements of the structure.

Takahiko iimura wanted to explore all possible ctues of film. InA
Dance Party in the Kingdom of Lilliputt964) he filmed the absurdist
activities of his friend — performer Sho Kazakutadividual scenes
labelled with letters A, B and C, were edited wotdifferent orders.
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Then the two films were screened side by side tavdhow “horizontal”
structure could be manipulated.

The filmmaker was also excited by projection itsétbr him, each
screening was different, and was somewhat of aaloteHe explored this
aspect of cinema in his installations. Most of theete very minimalistic
and usually employed more than one projecting @evibe most famous
was Projection Piece (1968-72) which was based on performative
alternating structures created by three projectams: with no film at all,
the other with exposed “blank” film in it, and thkird one running
unexposed, black stock. Takahiko iimura's instalfet utilized
procedures close to minimalism: the artist wanted ekplore the
experience of projection itself, and hence rejeetey form of figurative
representation.

Many experimental artists of the 1960s were intecksn performance
and incorporated performative elements in theirksoifakahiko iimura
was no exception. He not only collaborated withfqreners, but also
organized live presentations of his cinematic itetian, for example the
Talking Picture (The Structure of Film Viewin@)981) series in which
audio commentary was performed live by the ariistself. The majority
of these works were created in the 1980s, andchfsrréason they are not
discussed here.

Like many other conceptualists, Takahiko iimura wescited by
technology. Thus, it was not a surprise that heestausing video as soon
as it became available. There are some thoughbgnoy pieces among
his early works made in the new format. The edrligere also the
simplest. This was because the Sony Portapak deeitbusiastically
adopted by numerous artists all over the worlderefil relatively low
quality image (black and white, with resolutiondribr to 16 mm film)
and no editing tools, which became available tepwhdent artists in the
second part of the 1970s.

Many Americans explored features of the new mediimclose
connection to the question of perception. Electrdniages were only
seemingly successors of cinema and many of thesartoticed that there
was a closer relationship between video and sowwbrding than
between video and film. Bill Viola, who was onethE first to explore
those affinities, writes:

Technologically, video has evolved out of sounde(th
electromagnetics) and its close association witheroa is
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misleading since film and its grandparent, the pb@tphic
process, are members of a completely differentdbrani the
genealogical tree (the mechanical/chemical). Théedwi
camera, as an electronic transducer of physicalggniato
electrical impulses, bears a closer original refatio the
microphone than to the film camera (Viola 1995:-153)

Takahiko iimura’'s observations are similar. Histfiworks explore not
only images and sounds, but also deal with thetredat signal, and its
transformation into visuals and audio. Minimalis@hair (1970) is a
“portrait” of a piece of furniture modulated bytigand electronic sounds.
Blinking (1970) can be described as a video “translatidrflicker film.
The artist generates numerous interferences antbrthas, which
corrupt the image and produce effects similar tis¢hof Sharits' filmic
experiments.

Time Tunne(1971) also seems quite important as it deals pdtssible
overlapping of film and video. The director evokéee strategy of
“refilming” often used in structural cinema. Yetstead of a film camera,
a video camera is used: we see numbers 10 to 1 &ditm leader
illuminated by the light of a monitor and distortédy an electronic
camera all hooked up in a closed circuit televisgstem.

Video was a breakthrough technology for many ressand ease of
operation was certainly one of them. The artistdcalso record sounds
and images simultaneously. Yet, Takahiko iimuravigre of the complex
relationships between audio and video. Inible Portrait(1973) he
reworks the idea of Rene Magritte expressed irfdn®us drawingCeci
n'‘est pasunepipe (1926). The artist himself and his wife Akiko idién
themselves positively and negatively (égam Taka iimural am not
Akiko iimurg, while the camera shows them from different amgle
asserting the representational nature of theiescpeesence.

The most interesting work of the 1970s is perh¥ssial Logic (and
lllogic) (1977) in which the artist goes back to his esqtions regarding
understanding of film. The video consists of foartp: Identity Piece,
Location Piece, Formula Piece and Picture Pieceh Bathem discusses
possible relationships between three simple elesndnto plates with
letters A and B, and one blank plate. The camena patween them and
the voiceover explains what happens on the sci®emetimes identical
actions can be described in a completely differéotm, when
“translated” from “visual language” into English.
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It is very likely that this short video in a waycepitulates all early guises
of Takahiko iimura: a poet, an intellectualist, efprmer, a Japanese in
New York. His works are above all about translaiofihe artist returns
to this problem also in more recent works, whickiobsly demand to be
be discussed in a separate study.
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ABSTRACT

This article concerns the image of Japanese fathist, emerges from director
Sono Shion’s films. Such works as e\gpriko's Dinner Tableor Strange Circus
show family embroiled in chaos, violent and crighldroadly speaking: a
dysfunctional one. Films’ characters tend to replhandicapped family with
some other communities, yet they cannot succedidding love nor devotion,
nor other affirmative values. According to tendemsgendant in contemporary
Japanese Cinema, parents are mostly to blame taityfarisis, and mothers
show the most reprehensible behaviours. The asthes this pessimistic view
as a result of various changes that Japanese ysociderwent during the post-
war period, concerning gender, cohabitation pasteageing of society, shifting
boundaries of term ‘family’ and many others.

KEYWORDS: Japanese cinema, Sono Shion, Japanese famdig, cfapanese
society in film.

The second half of the 20th century brought ye&m@noeconomic bubble
for Japan (which burst at the end of the centusywell as a galloping
urbanisation and westernisation of the countryadape society underwent
a number of significant changes that became a hgirissue not only for
sociologists and politicians but also for film-makeThey influenced the
shape of the typical Japanese family, the imagthisfinstitution and its
role in the life of society as well as individualBhe changes concern
marriages, models of cohabitation, demographycafpjender roles and
shifting the boundaries of what is understood &naly. A more detailed
look into a “large dysfunctional family”, portraydazly Sono Shion in his
artistic work, enables us to see that it is the Imyinof the contemporary
Japanese family in crisis. The main reasons fos thisis are sudden
modernisation, turning away from tradition and anféot between an
individual and the community.

Statistics presented by sociologists give an ideéheoscale of the problem.
In 1997 in Japan people aged 65 and older mad&4pat society, which
was more than the amount of children below the afyd5 (Rebick,
Takenaka 2006: 5). Moreover, the Japanese areateasad by having the
greatest longevity in the world. In 2003 the averdife expectancy for
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men was 78 years, and 85 years for women (Ogaak 2006: 21). The
ageing population is a menace from the demogragiceconomic point
of view. Older people requiring care can count ksd less on the help of
their children and other family members, as thegosie to live in major
urban centres, creating nuclear families. In tlisecthe duty falls on the
state. The traditional multigenerational family rebstarts disappearing. In
1975 about 18% of all Japanese households were-tigreerational;
however, by 2002 it had decreased to 10%, whilgothreentage of single-
person households increased from 18% to 23% isdh®e period of time.
The percentage of homesteads inhabited exclusbyebiderly people (65
years and more) increased to 15.8%, whereas thmageraumber of family
members decreased by half between 1950 and 2004m % to 2.5
(Rebick, Takenaka 2006: 6). The above data indicéte tendency of
breaking multigenerational families into smallercisd units, consisting
usually of three to four people.

The ageing of society is of course not the onlybfam influencing the
institution of the family. In the last half-century number of issues
concerning the functioning of nuclear families egmeel in public and
scientific debates and almost each of them findgoamy reflection in
Sono’s creative output. Observations and findinfgsogiologists can often
seem soulless, paradoxically detached from thatyeahich they are
supposed to describe. In this context the directcdome way helps the
social researchers by reflecting the image of gfefuthctional family in his
films. This reflection is in fact exaggerated bess$ono emphasises and
points out the defects and also presents inconvemigths in his own,
ruthless and direct way, which enables him to erete grotesque,
symbolic film representation of the Japanese farofiythe 2%' century
engrossed in crisis.

Timothy lles, who tries to explore the complicatéentity of the Japanese,
both in an individual, as well as in a cultural mational sense, clearly
emphasises the key part of the family in its foioraprocess:

“Beyond the issue of gender, one of the first maaeperson
will receive an idea of his or her identity is oburse the
home—the family is the first exposure to socia l#nd values
and the first formative influence on the developtneh an

individual in every country. As such, the centrapbrtance of
the family in creating the individuated selfhooditsf members
cannot be overstated. This is true when the fastilycture and
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situation are stable, supportive and nurturing puf it is also
true when the family is in chaos.” (lles 2008: 79)

In his films Sono Shion describes a family embibile chaos. This subject
is probably most common and thoroughly reflectetligicreative output.
It provides us with various examples of dysfunciionfamilies
characterised by loss or lack of parental caredptmve and support, and
instead the presence of violence, deviation, inagetrgnsion and hate. The
dysfunction of these families is often a resultlod irresponsible attitude
of parents or their absence in their children'®divThis motif, pushed to
the extreme in th&trange CircugKimys na sikasy 2005}, is present in
almost every film by the Japanese director. Theadtars of the mothers
deserve a special critique. Although the charaatéithe fathers, such as
Gozo from the film mentioned above, disgust the audiemt other works
of the director these are men who are active ardirgng in different
ways — and with the different effects — to repdieit mistakes. The
incompetence of characters in performing parentatied has its
explanation also in the rules of functioning of thepanese society, where
mothers are being taught how to perform their byléaking part in special
classes. The aim of the classes is adapting to-calkm “one on one”
contact with their own children and forcing themtaie an active part in
their school life. All this is to encourage Japae®men to give birth and
raise children. In Sono’s films marriages also faild any attempts to
replace “broken” families with a substitute suchaasect are unsuccessful.
The film Noriko’s Dinner Table(Noriko no shokutaku2005) provides us
with the richest amount of sociological statemeantshe Japanese family
and it is also the central element of the imagtheffamily in crisis created
by Sono.

The action ofNoriko’s Dinner Tabletakes place before, during and after
the events of th&uicide Club(Jisatsu Skuru, 2002). This film is an
explanation and a lengthy comment of the plot & $luicide Clubbut
simultaneously functions as an independent storgutalthe family
Shimabara from Toyokawa. It consists of a fathetsiis (Mitsuishi Ken),

a busy worker at a local newspaper, an apatheticdatant mother Taeko
(Miyata Sanae) and two teenage daughters: the, eittaiko (Fulshi
Kazue), and the younger, Yuka (Yoshitaka Yurikd)eTharrative voice in

 In my article I'm focusing or$trange Circushe best example of my thesis, although it’s het t
only film | refer to. I'd like to point out, thatihtentionally avoid analysing tHguicide Clubas it

is best-known of Sono Shion’s films, therefore laagest representation in literature. I'm also not
interested in Japanese suicide problem, and issuegentrate on are better shown in some other
Sono’s works.
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the film informs us about the fact that Noriko isghtisfied with her life.
In her opinion her father is a boring and unambgionan, her biggest
dream is to study in Tokyo but Tetsuwill not allow it. The girl is trying
to convince the headteacher to grant her permidsionnlimited access to
the Internet for students. Her favourite websiteh&kyo.com Kaikyo
means “ruin” or “uninhabited building”), well-knowirom the Suicide
Club. Here, as Mitsuko, “she is meeting” with her soates. Ueno eki 54
is a founder of the website and her nickname mé&tation Ueno 54”.
This pseudonym refers to the earlier film by Somowhich fifty-four
secondary-school female students commit suicidéhénsubway station
Shinjuku. The full meaning of this pseudonym iswkwer, explained in
the later chapters of the film. Noriko, who is irc@nflict with her father,
uses the first occasion to escape. She meets @afigti Kumiko whom she
earlier met online as Ueno eki 54, by the posteftiox number 54 at the
Ueno subway station in Tokyo. After the disappeeseant the older sister,
Yuki logs onto the website haikyo.com aské and just like Noriko, also
leaves her parents. The father starts a privatestigation to find his
daughters.

Kumiko introduces Noriko to her family. Both of thevisit the girl's
grandmothers and they spend all day in an idyfeenily atmosphere.
Thanks to another visit, this time to the allegediing grandfather, it turns
out that Kumiko runs a so-called “family to hiretganisation which
provides services on family life. Kumiko and Norikecome friends and
the main character learns how to control emotioasessary in her new
occupation. After a few months Tetsu finds Kumikdhwthe help of his
friend and he is arranging a “family to hire” sessiThey meet at a house
arranged precisely like Shimabaras’ flat in Toyokaand he is hoping that
he can get his daughters back.

Noriko's family story seems incredible, howevergiperiences conflicts
well known to contemporary Japanese, and among tilsma problem
with which Japan has already been struggling forentioan a century. It is
a conflict of values represented by the traditioh tbe strongly
collectivised society with individuals counting oself-realisation.
Shimabara family members are presenting attitudlestrating social
transformations, which took place within the laswfdecades in Japan, as
well as their influence on the life of a typicahfdy in The Land of the
Rising Sun.

The main reason for Noriko to blame the fatherissihsensibility to his
daughter's individual needs. Only as a result ahdtic events does the
man realise that the smiling faces of his daugtitetke family portrait by
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Taeko do not reflect the image of the girls in @tphwhich was used to
accomplish the painting. A seventeen-year-old Norready thinks of
herself as a woman and wants to go to the capttalt@ experience city
life and see the worfdShe considers her house in Toyokawa to be arpriso
from which she wants to break free at the firstsgge opportunity. The
reason why Tetswzdoes not let his daughter leave is also very Bogmt.
According to her father, boys in Tokyo are aggressind worthless. As
Noriko says, “my father thought that the main rea$ar girls to go to
Tokyo is to get pregnant” and this was becausevofdf her cousins, who
did exactly what Tets@zwas afraid of. His attitude is a result of lack of
trust towards his daughter (which is rather groassil but also reflects an
attitude of contemporary Japanese society towandg ffspring and
starting a family. In the nineties of the last ceptthe average age of
getting married in Japan reached the highest amgninethe world — 29.6
for men, 27.8 for women (Rebick, Takenaka 2006 S&nultaneously the
number of births drastically fell — in 2006 thetbirate was a negative
number (ibid.: 3) — as the percentage of birthsdn-marital relationships
is extremely low in the Land of the Rising Sun a@n only 1.9% of all
births on the islands (as comparison, in Swedmsn56%) (ibid.: 8).

The negativity towards parenthood and the lackkidissn performing the
roles of parents are extremely popular subjecisomtemporary Japanese
cinema. Irresponsible and sometimes even degerngaetats are often the
main characters in Sono’s films. Tetsurtom Noriko's Dinner Tableis
undergoing a transformation, giving up his workhe editorial office and
devoting all the time to investigating his daughteisappearance, finding
them and turning to violence or even homicide élf-defence) in order to
get them back. A character i@old Fish (Tsumetai nettaigy02010)
undergoes a different but finally also destructrnamsformation, given the
surroundings. He is being brutally woken up frore #luggishness and
boredom of daily existence. The violence become®ans to his healing.
Shamoto (Fukikoshi Mitsuru) is running a small sisefling aquarium fish.
There is no intimacy between him and his wife Tadk@agurazaka
Megumi), his daughter Mitsuko (Kajiwara Hikari) géses him, family
meals consist of ready-made or instant dishes drilg main character
seems to be a loser, particularly after contrastiimg with Yukio Murata
(Denden), the owner of a huge, modern pet shop raith specimens of
tropical fish, whose sense of humour and red Femedps him to win the
warm attention of Shamoto’s daughter and wife. Hiker, who is losing

2 It is worth noting that Sono Shion, just as Norikd, left his hometown Toyokawa and headed
for Tokyo at the age of 17.
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control over his own life, gets to know a new bess partner and at the
same time a serial kill&rwho helps him discover his tendency towards
brutal violence. In the dynamic ending of the filne main character beats
his daughter to unconsciousness, rapes his wifeders Murata and his
wife, in the end he also kills Taeko and commitgide, leaving Mitsuko
alive. Shamoto saves the daughter in a very twistgdl sophistic way:
from Murata’s corrupting influence, as she usewok for him, and also
frees her from the misfortune of living in an untgy family.

Shamoto’s violence towards the daughter was aioredct caused by an
outburst of rage but Yuichi Sumida'’s father (Sometalota), played by
Mitsuishi Ken, in the filmHimizu (2011) uses violence towards his son on
a regular basis. He is a compulsive gambler arsl ékposes his son to
dangerous meetings with the Yakuza's debt collectde leaves the boy
and his mother, and when he occasionally appedrsmag, it is only to get
some money and vent his anger on the son. Thedrgdgnerate parent is
however the rapist and sadisZ from theStrange CircusHe embodies
the nightmare of the Mitsuko’s childhood. His pmese poses an even
greater threat than the permanent absence of patbat Yuichi is
struggling with inHimizu

A serious discussion about the problem of violeircfamilies began
relatively recently in Japan as late as the 19B0gler Goodman reminds
us what Ann Buchanan said about a sinusoidal maodebuching on
(“discovering”) and forgetting about such issuespislitical and public
debates. He states that as in the case of manyauhatries, it is possible
to notice this model also in Japan, however thentguis in a way
exceptional, since “(...) in the Japanese case tf@reloped in the 1980s a
literature which sought to explain why it was tlapan was immune to
child abuse and why it was a problem in westerrieties” (Goodman
2006: 149). When the economic crisis started inniheties the search for
the guilty of the economic downturn began. In thd ¢he criticism fell on
the strongest and the highest of the Japanesesvaltige family. As lles
writes, this almost desperate search for a scapegoame the obsession
of a disappointed and frustrated nation. Paremisest being perceived as
careless and excessively forgiving, fathers tooot to their work and
disengaged from family life, the educational systichnot fulfil its role in
vaccinating socially appropriate values. At the satime children and
teenagers remained strongly influenced by fashielevision and video

3 The real-life killer, who served as an inspiratfonthe film character, bred dogs, which he fed
with his victims’ remains. Sono chose fish instefdogs, because he “kind of liked the fact that
those tropical fish can be surprisingly dangerouspite of their visual beauty” (Sono 2011).
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games as well as the stress associated with eateaans to schools (lles
2008: 80). Society also started paying attentiorvibdence in families.
This problem became important and widely commentgmn Few
authorities that raised these issues earlier in dighties, gained the
attention of the media and society, some non-praiiganisations
supporting victims were founded together with sakbelplines, and what
is more a special terminology was created on thgstiand statistics were
being published (Goodman 2006: 150-151).

When the heavy swell of fear of the violence inifaas slowly passed, the
problem of child abuse returned to the politicakrmdp and to the front
pages of newspapers in 2004 because of the saldsihiwada Child
Abuse Incident Kishiwada Ji@ Gyakutai Jikeh Throughout February
and March the story of a fifteen-year-old boy wias main subject in the
Japanese media. He was almost starved to deathsbfather and his
cohabitee. The boy, weighing only 24 kilograms] feto a coma after
eighteen months of exhausting, compulsory fastifige details of the
incident and socio-legal circumstances shockedipuginion. Based on
the existing regulations as well as customs —atttime alleged — abuse of
the boy could not have been prevented by teaclwersatial welfare, nor
by the biological mother, not even by the policd.the same time the
family, the neighbours and the local community kEtkhe determination
to prevent the violence they knew about (ibid.:-148). Roger Goodman
highlights that the reason why the Kishiwada Chi@use Incident
remained a hot topic for so long and did not becameshort-term hype,
was its convergence at the time in enforcing tweslaThe Child Abuse
Prevention LawJido Gyakutai Bshihy) and the Child Welfare Lawlido
Fukushitd) (ibid.: 149). And so the debate on the problenttafd abuse
that began in the 1990s was moved to the next geritua economically
difficult period of budget cuts between 2000 an@#£¢he budget for the
fight against violence towards children was incegbgver thirty-five times,
from about 470 million yen up to 16.6 billion ydhig.: 151).

In 2005 Sono Shion produced two films touching be subject of the
crisis of family values and child abuse — tteange Circusand Noriko'’s
Dinner Table Although the main character of the first one, ddko, is
lacking nothing at first glance, her family househiding a dark secret,
which leaves marks on her psyche. The impressilag i which Gz5 is
subjecting his wife and daughter to psychological physical torture, is a
place from which the girl either cannot or does want to escape, which
was probably also the case for the teenager fraghiWada. In his social-
critical flair Sono seems to say that the problémiaence in families also
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concerns Japan in its entirety and can take thgesbfreal horror, which
can only be grasped and accepted when represengegrotesque way in a
fictional world.

Noriko and Yoko fromNoriko’s Dinner Tablavere not battered by parents.
The director is describing subtler problems such temible with
communication between family members or the laclntérgenerational
dialogue. These topics appeared in classic workkeflapanese cinema,
often becoming the main focus of the films. Tiokyo Story(Tokyo
monogatarj 1953) Ozu Yasuji¥ pictures an elderly married couple that
cannot count on the interest of their children, vane busy with careers
and with accumulating wealth. Also Kurosawa Akirangs up the problem
of lack of understanding between parents and thsprifig inlkiru (1952),
in which a lonely father (Shimura Takashi) is sglirgg with workaholism,
a fatal illness and disrespect of his son and wifthough the main
character could be accused of insensibility, absemd not being a good
father in general, Kurosawa allows his redemptiber all by his taking up
an impressing fight against bureaucracy in the canitpy and also
highlights the dedication he shows for his son. mégligence of the main
character should be perceived as the result ofirtthestrialisation and
urbanisation of the country that are at least pagtlilty for the lack of
social cohesion, as well as for creating certamsitens in the family sphere.
The father, working all the time for his son, ig devoting due attention to
him because of work. “Urbanisation here, as in ©Zakyo monogatariis

a detriment to the family and a source of decaghesocial fabric” (lles
2008: 84). The main characters in Kurosawa's fiten admittedly not as
one-dimensional as they in Ozu's work, howevernhefvem Ikiru it is
possible to read quite a clear message that thditidraal values —
understood here as community, family bonds, ruf@aH are being driven
out by the egoism of the younger generation and rtigh towards
economic gains. The father, even if a little bigtJas an anchor of these
values, and the son is their opponent. Timothywetes:

“And yet despite the acknowledgementlliru of Watanabe’'s
distance from his son as a (partial) result ofhHasing buried
himself in his work, ultimately the discourse ot decline in
Ikiru and Tokyo Monogatarplaces responsibility clearly at the
feet of the younger generation, the children whq (eglect or
(willfully) misunderstand their parents. For bothz©O and
Kurosawa, the parents represent a warmth of perselations,
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dedication, drive, and an obligation to their fellcountrymen
which their children either do not or can not feébid.)

lles further notices that contemporary cinema @lthnd of the Rising Sun
has the opposite tendency, where parents are mgriyie prevailing
responsibility for the disappearance of healthgtrehs and family bonds,
“they are no longer a paragon or source of moratation but are instead
absent, incompetent, over-indulgent or completalnown” (ibid.: 86). It

is also true for the characters from Sono Shidin'sf particularly mothers
who are traditionally required to be caring andtgctive. In the works of
the director they are demonstrating indolence et@solutely passive.
Sayuri from theStrange Circuslemonstrates a fatal passivity towards her
daughter. Although emotions displayed towards Mitsare visible, the
lack of firmness and her egoism do not let hemiriee on the harassment
of the girl by &z56. Mitsuko is not able to take revenge on her fateer
she decides to change sex. As soon as she becomas and has got a
chance of active opposition, it is already too .ld&eentually the main
characters of thétrange Circusmake attempts to deal with the cruel
reality surrounding them, as Sayuri's escape fremdwn identity and
acceptance of her daughter's personality shoutdebéed as signs of those
efforts.

Noriko’s and Yoko’s mother fromloriko’s Dinner Tabledoes not have the
courage to escape. Although in the portrait shedaasted her husband
resembles Chairman Mao, the woman has nothing yoasdhome, not
because of the husband’s domineering personalitydoe to her own
mediocrity and incompetence. The director admijteltles not devote too
much attention to this character, however, wherkdas on-screen she is
silent and she not capable of expressing her ownasp no reaction at all-
true for her relation with the husband, as welvith her daughters. When
Noriko introduces her family, she does not devotgarthan a few words
to her mother. The only statement about the mdth#re girl mentioning
that she has one. Except for Taeko each of the mesmi¥ Shimbara
family had one chapter of the movie devoted justttem — entitled
“Noriko”, “Y oko” and “Tetsua”. After Yoko's escape it seems that the
mother of the teenagers will play a certain rolehia family drama as the
father, consumed with the mission of finding hisiglaters, is deciding to
take advantage of her help. However, the main ckaraf this part of the
film is a man — according to the title of chapfeetsus is the only one
who takes an active participation in the privateestigation. He also gets
information, which with time he stops sharing wiik wife and keeps only
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for himself. The first and last and finally poirgteactivity of the woman
was to commit suicide.

The helplessness of mothers in Sono Shion's filmsstmany times into
aggression directed towards children. The init&baishment of Sayuri in
Strange Circusevolves into jealousy and then the next form iofence
towards Mitsuko, who is pushed down the stairs ey hother and this
incident is somehow erased from her memory. Theease in the number
of cases of child abuse in the 1990s is beingfiedtiby the lack of
commitment to parenthood and as already mentioneadirly mothers are
responsible for child care. Women constituted 6% e parents guilty of
violence and abuse towards children and 90% werédithlogical mothers
of victims (Goodman 2006: 150). This phenomenor dilsds a certain
reflection in Sono’s work. The director puts theyeleerate Gzo against
the row of mothers neglecting or even hating thkeildren. One of them is
the main character of the horror fillaxte: Hair ExtensiongEkusute,
2007) — Kiyomi Mizushima (Tsugumi), who frankly jusannot stand her
daughter, Mami. The aunt,ako Mizushima (Kuriyama Chiaki), is acting
as the girl's mother. The girl finds shelter at phnetective woman and her
roommate's place, however she is scared of theesgjge Kiyomi who is
coming to her sister's place in search for monagdalising the flat and
intimidating the daughter. Although she is stillgatened by the biological
mother, she is given protection and shelter byati.

Mothers in Sono's films are unimportant or compjesdsent in the life of
their children. This is the case in particular relgag the three young main
characters of.ove ExposuréAi no mukidashi2008). The mother of ¥
an ardent practicing Catholic, dies when her boystil a child. She
manages, however, to equip him with certain valaed, even manages to
send him on a specific mission to find a wife reskmg the Mother of
God. In this way the director grantsi® mother the strongest influence on
the child's psychology among all of the charactérsothers in the film.
As we know absolutely nothing about Aya’s motheash{gh-level sect
member, who wants to recruitio Church Zero) and dko (stepsister of
the main character, in whom he then finds an iretéon of the Mother of
God). The degenerate fathers of the girls thatliréfeair terrible childhood
stay in the centre of their and the camera’s atient

The most literal and horrifying example of the laafka mother concerns
Kumiko from Noriko's Dinner Table The girl was found as a baby in
locker 54 in the train station. Kumiko, who wastlély her parents,
considers herself to be a child born to a metalubich becomes a mother
to her and at the same time, a family house andhéme — Ueno Station
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54. The main character invents and collects hemf{ores” in the same
locker and creates stories of objects left and doarthe train station. The
organisation established by Kumiko replaces thefasaily not only to the
customers paying for her services, but also todtfeSorgetting blood ties
as the single condition and guarantee of understgntielp and care is
visible even inTokyo Storyproduced more than sixty years ago. After all,
it is the daughter-in-law, a widow of a soldierléd during the war, who
turns out to be the only representative of the geungeneration that
understands the needs of in-laws, respects thendevamtes enough time
and attention to them. Commenting on this elementOau’s work,
Timothy lles writes:

“Human compassion and social obligation therefoutdle still

possible, no longer rest upon the undeniable fdimua of
kinship and the family but now assume the individag their
basis in a construction which the viewer cannaop loelt feel is
remarkably weaker than that which it is poisedejplace.” (lles
2008: 82)

Sono Shion is observing his main characters atiampto replace
dysfunctional families with other institutions acdmmunities, many times
more destructive for their identity as the envirems from which they
were escaping. He develops this motif successfinllis movie Love
Exposure where a sect called Church Zero, funded with midrem drug
trafficking and fake artwork, uses the crisis atifaand other weaknesses
of the main characters in order to recruit theno ithieir community. The
director also criticises Catholicism which he does see as opposition of
the sect. Sono emphasises the value of interpdreglaions and mutual
understanding in creating a happy family and sgcidiminishing the
value of spirituality and showing the danger cakfig religious fanaticism.
In Himizy, the atmosphere of catastrophe associated witlratadisaster
changes thanks to a flicker of hope, which the canity turns out to be.
Yuichi, left by both parents, is not completely ébyy The boy lets
earthquake victims, whose houses and belongings destroyed, settle in
the area of the boats rental company run by him$aky are populating a
patch of land filled with tents. They are gratefumd kind to him and he
knows that he can count on them any time. Howéneedoes not want any
help.

In contrast to Yuichi Sumida, the main charactdr&Gailty of Romance
(Koi no tsumi 2011) and\oriko’s Dinner Tabledesperately want and seek
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help. Both Mitsuko (Togashi Makoto), the universdgademic teacher
harassed in childhood by her father, as well asniz{Kagurazaka
Megumi), a housewife frightened by her husband distovering her
attractiveness, searching for understanding andclibeeness of another
person, are reaching the very bottom of human entgt Search for
happiness, unattainable for them, like Kafka's leasted the main
characters to corruption because they betrayedmigt their bodies but
also their souls. Particularly naive is Izumi, suiffig a defeat in the film,
falling into a trap of a grotesquemme fataleand finding out the truth
about the pitiful substitute of her family — mage& which so far was
devoid of emotion and intimacy.

Noriko and Yuka (or Mitsuko and dko) have a desire to create a new
family, one that is sensitive to the needs of a amd free from the
arbitrary decisions of parents. However, they epdirua “family”, in
which the hierarchy plays a much greater role tHasfore and
individualism is being sacrificed for the “greatgrod”, which is illustrated
by the easiness with which fifty-four girls takeeth own lives at the
underground station at Kumiko's order. The orgdiisecreated by her is
something in the shape of a sect, in which membay® the illusion of
being able to create a new family. When TetgaZighting for his life with
members of the circle attacking him, Noriko is gpback to her childhood
(“l drooled and 1 felt like | wanted to pee”) toethmoment, in which she
was defenceless and completely dependent on hentpaand the entire
life and all difficult choices were yet to come. dtéikes made by her and
her parents led the family to destruction but Noskebirth gave her hope
for a new beginning. Indeed, TetsuKumiko (playing his dead wife),
Noriko and Yuka make an attempt to form a new fantibwever, it is
already crippled and doomed to die from the woumdsch is symbolised
by the youngest family member, Yuka, escaping.

The films,Be sure to sharéChanto tsutaeru2009) andrhe Land of hope
(Kibo no kunj 2012) are exceptions in Sono’s work, as he uguapicts
malfunctioning families. The first of them tellsetlstory of a relationship
between a son and his father, living in a quietadape province. Kita
Tetsuji (Okuda Eiji), a PE teacher at a local s¢hizoat the same time a
father, a teacher and a football coach for Shirkirgd. The boy finds out
about his parent’s fatal illness, which causes angk in the relationship
between them. In a series of flashbacks we sediffi@ult co-existence of
the characters, lost in attempts to adapt to varimles: son and pupil,
father and coach. The mutual agreement, as islydhel case in Sono’s
movies, comes a bhit too late but quickly enough tlee character to
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understand the importance of confiding in the il in life and
families. Soon after Tetsuji's diagnosis, Shira$irout that he is suffering
from an illness similar to his father's. The malmamcter has just got
engaged and struggles with a huge dilemma. Usiagntataphor of the
carapace of a cicada and the transitoriness ofrthéxt’s life, the director
conveys that the expression and sharing of problenasemotions with
family and friends are crucial in life.

The Land of Hopés a story about a happy family of four. The Onasthe
dairy farm and produce organic food far away frdma tity tumult. The
son Yoichi (Murakami Jun) helps them with the hdwdé along with his
wife lzumi (Kagurazaka Megumi). In spite of the imats illness
(suffering from Alzheimer or something similar) thatire family is filled
with happiness, mutual respect and warm feelinggirTife resembles an
idyllic country life, which is suddenly shatteregl & disaster. The family
becomes divided due to reasons beyond their powteforce of the
explosion in the area of a nuclear power statioesdite certairelements
known from the director’s previous works, like tm®ther being incapable
of fulfilling her role, there is a belief in humayiand a particularly strong
bond between the four characters picturedlie Land of HopeThis is
actually without precedence in Sono’s filmographthe family constitutes
the maximum value, giving meaning to the human difel the characters
of the film know it very well. It seems, as lzumays in the end, that
“thanks to love everything becomes possible”. Hosveat the end of the
film Sono’s pessimism comes to the fore. In spitesincere willingness
and their devotion, the family cannot be togeth#re-oldest members die,
and the youngest and still unborn members of thelyaare in danger of
living in fear and suffer due to the spreading a#idn.

Although Sono Shion's works are full of images amilies damaged,
destroyed, replaced by other institutions and comities, full of rape and
cruelty, lacking warmth and support, the Japan@setdr does not negate
the idea of the family. On the contrary, he lamarigts current position
and according to his artistiredq using the grotesque and hyperbole, he
has taken on the mission of repairing the notiofanfily through his art.

It is necessary, however, to confront the tradédlddea of family with the
new reality and Sono Shion seems to be doing list fin Noriko's Dinner
Table Tetsus says that Toyokawa was supposed to be a safe folabés
family and was meant to cut them off from the peoin$ of this world. It is
worthwhile pointing out that the main charactens faustrated because of
this division into safe province and city jungleh€ly gather courage to
protest against putting them into this oppositioanks to technology — the

105



Jakub Przybyto

Internet. Sono left Toyokawa for the first timethe age of seventeen —
similarly to Noriko. The father of the directorsjuike Shiro’s father, was a
teacher at a provincial school in Toyokawa. It vabloé interesting to know
just how many images of the family presented inftlmography of this
Japanese director have their origin in his reakerpces.

Translated by Natalia Przybylto.
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ABSTRACT

The allied occupation had brought about numerousluéonary changes in all
spheres of life in Japan. From the outset particatention had been paid to
motion pictures as the most important tool of deratic re-education of the
society. Among the most affected were the Kyotcebdastudios producing the
ever popular period dramagdg@i-geki) accused of nurturing the ideology of
feudalism. The paper is an attempt to analise t@rvamous “swordfight ban”
in movies affected the Japanese film industry. fifst part is devoted to the
new film policy — its formation and introduction the Autumn of 1945. The
next part gives an overview of the situation ofjideki producers in the first
year of the occupation.

KEYWORDS: Japanese cinema, film censorship, jidai-gekiadape period
film, allied occupation of Japan.

Among the numerous restrictions imposed on thenkgmafilm industry
during the allied occupation of the country (194%2), none are more
famous than the constraints setjinlai-geki period dramas, especially the
ban onchambara or depictions of swordfights. The aim of thisae is to
examine these restrictions and consider how thidyeinced the Japanese
film industry in the first year of the occupatiof.particular attention is
going to be paid to the situation of the producttompany Daiei as it had
been the major producer jidai-geki in the last years of the war and, as a
consequence, the influence of the new guidelinéglieved to have been
the greatest on this particular company.

Preparing the Media Policy

Since the earliest stages of preparations of ttensplfor an allied

occupation of Japan, the re-education of societhenspirit of democracy
had been regarded as the occupation’s main goafilandvas to play an

important part in reaching it. The first draft ofpaoposed media policy
prepared by the Inter-Divisional Area Committee foe Far East dates
back to June 30, 1944. Two members of the Japaseston of the

committee: Beppo Rolff Johansen and Earl R. Dick@e=m to have had
the greatest influence on shaping the media pdticydapan. Johansen’s

108



The Swordless Samurai... SILVA IAPONIGRUM XLHIZXLIV/XLV/XLVI

area of expertise is unknown, but the fact is thdt935 he was deployed
to Tokyo as a translator, and then worked in YokadnaHarbin, Beijing
and Tianjin, which suggests his knowledge of Siapahese relations. His
ability to speak Japanese and the fact that ithimswho prepared the first
draft of the media policy, suggest first-hand kredge of the subject.
However, it is Dickover who seems to have been eveare
knowledgeable of the two. In 1928 he prepared afyais of the Japanese
film industry “Exhibition of Motion Pictures in Jap” for the Department
of Commerce. This leads to the assumption that progtably he played a
vital part in drawing up the plans of the policyr fthe Japanese film
industry during the impending occupation. The fasaft contained fairly
general guidelines, such as the elimination ofomatiist propaganda films
or the concept of producing solely entertainmdnidiin the first period of
occupation, and moving on to educational picturéhl & pro-democratic
message in the next stage. The second draft, hoveated July 6 contains
an interesting fragment. It mentions that “while nypalapanese movies
currently in distribution are full of nationalistibetoric and therefore strict
inspection will be required before the release f &lm, it seems that
pictures depicting daily life in the past two ordé centuries do not pose
such a problem, which means that their control khpwoceed quickly.”
Tanikawa (2002: 31) notes that this statement siggthat although
“pictures depicting daily life in the past two dwée centuries do not pose
such a problem”, thigdai-geki, which depict feudal times, do.

Jidai-geki Restrictions during the War

Before moving on to the actual policy towarjidai-geki, it is worth
remembering that it was not the Americans, butJiganese themselves
who first imposed restrictions on the genre. Acoagdto Kamiyama
(2009: 42), although wartime censorship encourggeduction of samurai
films, praising the stoicism and restraint of tharsiors followingbushidb,
the matatabimonaggenre, which depicted wandering gamblers, yakuzh a
other “lone wolves”, was all but banned. Furtherepdfamiyama quotes
the critic Oi Hirosuke, who recalls that amongst wartime chaosl
oppression, sometimes even samurai films were lkatthclt may seem
strange at first, given how the traditional valugfsthe samurai were
praised in the propaganda narrative of the timewdler, as the war
situation grew more and more serious, it was thougtdvisable to shock
citizens remaining on the “home fronfigo) with depictions of violence,
so restrictions such as time limits on the finalnsioffs, ortachimawarj
have been imposed.
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This attitude can be seen in the 1941 “Standardsafproval of films

appropriate for general publiclppan'ys eiga nintei no hgjun), a Ministry

of Education regulation specifying what kind ofnfd were deemed
improper for young audiences.

“1. Productions disturbing the youths’ assessmétitisiorical
facts;

2. Productions with storylines contradictory to ttentent of
government approved schoolbooks;

3. Productions which may cause the loss of youtbspect
towards their parents, teachers and other supgriors

4. Productions which may bring about the urge tomd acts
of crime or hooliganism, also those which may leiad
behaviour imitative of or evoking fascination witliminals
and hooligans;

5. Productions which may trigger cruelty and viaenin
youths;

6. Productions which may cause significant feeliobgar or
hatred;

7. Productions which are overly sentimental;

8. Productions dealing with themes of love as wasllother
productions which may provoke the youths’ emotions;

9. Productions which overly stimulate youths’ im@gion
and curiosity;

10. All other productions which may have a negaéffect on
youths’ education.” (Makino 2003: 482)

Entries four and five, especially, seem to be d#@cagainst the
matatabimondypejidai-geki, regarded as devoid of any educational value.
This clearly shows that although not as wide-raggas occupational
rulings, there had been some efforts by the Japagmgernment to control
the period dramas and their effect on the public.

Kamiyama (42) goes on to quote &awvho refers to the case of
matatabimonauthor Shin Hasegawa. Before the war he had beemost
adapted author of historical novels. From 1929 cWwimarks the start of a
Hasegawa boom, until 1940, as much as seventyilsis based on his
writings had been produced, but only one in théovahg decade: Arai
Ryohei’'s The Sea Clan. A Story of Expansion of the S(énp hatten
shi. Umi no gzoky in 1942. Interestingly, thenatatabimonogenre,
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including the works of Hasegawa, was frowned uponamly during the
war but also after the start of the occupation.

The NewFilm Policy

The representatives of the Japanese film indusegevinformed of the
guidelines prepared for them by the Americans qute$sber 22, 1945 at a
meeting organized by the Information Disseminatsattion (IDS) of the
Supreme Commander for the Allied Powers (SCAP). oftding to
Tanikawa (201), about 40 people, including prodsickom all film
companies, took part. At the meeting they werergagamphlet outlining
what stood in the way of democratization of Japan.

“In the modern world there is no place for «kabtype period
works>> which are based on feudalistic doctrindogflty and
revenge. As long as rape, killing and treachery lagl openly
justified before the public; as long as there isisemt for
personal revenge without respect for the law, thpadese
society will not be able to understand the starslacd

behaviour in modern international relationReh@ggun saild

sireikan eiga seisaku e no shi)

These "kabuki-type period works" refer, of coursethe jidai-geki films
and plays. Period dramas including the extremelpufay kengekior
chambaraswordfight pictures constituted a separate braofcthe entire
film industry. They have traditionally been proddce the Kyto film
studios shot by specialized crews. The biggess siasociated with the
genre would go on to become not less revered tlandtional heroes they
played. During the meeting on September 22, howéJveecame clear that
there would be no place for such films in the messdia policy of
occupied Japan

Soon after the meeting IDS changed its name tol Giormation and
Education Section (CIE), its main goal being thedeacation of Japanese
society in the spirit of democracy. Canadian-boravid Conde was
appointed as the head of CIE’s film division. Dgrihis relatively short
time in office (October 1945-July 1946) he had arerahelming
influence on the whole motion picture industry. Hiist action was to
devise a list of “unwelcome” themes that were mobé¢ taken up by the
filmmakers. These were:

1. Promotion of militarism.
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Revenge;

Nationalism;

Patriotism and xenophobia;

Distortion of historical facts;

Racial and religious discrimination;

. Feudal loyalty and honoring the lack of respetards
human life;

8. Direct and indirect approval of suicide;

9. Oppression of women and depiction of fallen wome
10. Glorification of violence and cruelty;

11. Anti-democracy;

12. Oppression of children

13. All other themes contradictory to the Potsdaet|Bration
or SCAP instructions. (Sat166)

Nooswh

The Trouble with jidai-geki

Of course, most of these, either directly or inclige concernjidai-geki.
Points two, seven and eight, for example, madejgoissible to produce
film adaptations o€hishingura the ever popular tale of the 47 loyahin
who take revenge on lord Kira for driving their nesAsano to commiting
seppuku. Although there has never been an outbighton the jidai-geki
films, with their most representative themes beganghibited in the new
regulations their production would face enormoustatles. That exactly
had been the aim of the CIE. It was the opinioif8GRP that such films
promoted feudalistic ideology which, despite havisgemingly been
renounced with the beginning of the Meiji Era (1868.2), had its roots
firmly planted in the mindset of the Japanese.

A spectaculatachimawarj or the final swordfight in which the hero stands
off against numerous enemies, had always beendispansible element
of kengekifilms. However, it was these scenes in partictiiat, according
to the American censors, exhibited the spirit afd@ism with its most
powerful symbol, the samurai’s katana, in full gldn the name of loyalty
to their masters the warriors shed the blood oif tieemies. This feudal
loyalty was regarded as the cornerstone of wartimilgarism, with the
god-emperor Swa at the top. It was for him that the Japanesdiersl
fought and died, therefore it was important for $Ctat loyalty to the
ruler understood in this way be eradicated.

Hirano (1998: 112) notes that the first two shotstte anti-Japanese
propaganda filmkKnow Your Enemy: Japafi945) exemplify the peculiar
mix of fascination and fear that Americans felt &wds the Japanese sword.
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First, a photograph appears showing an officeheflinperial Army about
to execute an American prisoner with a sword. Thizzes into the next
shot which shows a close-up okatanablade. An unnamed Japanese man
in a military uniform with a grave expression ors liace carries out a
demonstration of his sword prowess. A caption mggidihe iron sword is
our bible General Araki" is shown. The choice of the qusteery much
in line with the anti-Japanese propaganda narratiwehich the Japanese
were depicted as a nation without morality, guidedheir decisions by
loyalty to a higher authority and not by distinctibetween good and evil,
as was the case with the Western civilization asdChristian principles.
This notion was also touched upon on the Septer@Bameeting in the
following words (of the aforementioned occupatior@blicy outline
distributed among the producers):

“The West is also guilty of committing sinful actsut at least
our moral standards have always been based onigtiection
between good and evil, and not on loyalty to Aapbatsuor
clans.” (“Ren@ggun saik sireikan eiga seisaku e no shiji”: 5)

The Industry’s Reaction

What was the film industry’s reaction to the progabschanges? If one
looks, for instance, at the writings of lwao Masiho representedsho on
the September 22 meeting, there is nothing to sigbat he considered
the restrictions imposed qgidai-geki as a serious obstacle. His article on
the meeting published in the October-November isgutEiga Hyoron”
mentions them only in passing, attaching more ingpae to the economic
problems looming over the motion picture industrgsociated with the
rapid growth of unemployment and the sudden lossipbrtant markets in
the colonies. Mori then wonders whether films madeording to the new
guidelines would have any chance of competing agate Hollywood
blockbusters, soon to be making their comeback apaidese movie
theatres.

“We shall rebuild Japanese cinema. Even thoughetliera
technical gap [between Japanese and American cjneara
not a pessimist, because we have the Japaneseadgmathe
moviegoers’ attachment, all the other componenthel people
rush to seeGone with the Windthey will also rush to see
Sugata Sanshit If the people are impressed witlne Grapes
of Wrath they will also be impressed withma It is our duty
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do everything we can to produce films even morerasgive
than the American ones. “ (Mori 6)

It is interesting to note that the first exampleegi by Mori is Kurosawa'’s
Sugata Sanshir(1943). Although not gdai-geki in the strict meaning of
the term, because of the atypical theme and thethact the action takes
place well into the Meiji era, it is hardly a modatrama. It would seem
then that for Mori the greatest asset of Japanesena was its grasp of the
country’s traditions. This can be read as a sigulisdgreement with the
CIE policy.

On the other hand, thedfic producer’s certain lack of interest in the fate
of the period drama can hardly be surprising inwge the fact that it was
his company that had produced the greatest numbermap propaganda
films (e.g. Yamamoto Kaji's War at Sea from Hawaii to MalgyHawai
Mare oki kaisen 1942], Watanabe Kunio3owards the Skies of Victory
[Kessen n@zora € 1943], Abe Yutaka'Shoot that FlagAno hata wo ute
1944]etc.), so he must have been relieved that the Aamesididn't seem
interested in taking any punitive action. This was$ the case with Kikuchi
Kan, the famous novelist and the president of Da&ieihead of the film
company which produced the most number of jidairpekhad to protest.
He knew that withoukengekifilms the company would find itself in dire
straits. Mori Iwao mentions in his autobiography,caoted by Sat(166),
that Kikuchi delivered a speech in English defegdime genre. He argued
that these films were nothing more than absurd fales for adults with
no influence whatsoever on the Japanese way ofslifdbanning them was
not necessary. The American officials, howevemisefl any discussion of
the matter.

The Demand for New Films

With the State’s control of the motion picture isthy lifted, each of the
studios once again had to deal with its films’ whattion and face
competition from one another. In spite of, or ratthee to the hardships of
postwar life, people craved cinema. Insignificanquickly produced
commercial movies, like Sasaki YasushB®yokaze(The Breezefrom
Shochiku, which was released in October 1945, enjogmbrmous
popularity. In fact, October and November of 194% some the largest
turnouts ever. Although about one-third of the nias had been destroyed
in the air raids, new ones, often taking the forimmakeshift barracks,
were being constructed all the time. The pre-wanlmer of two new films
from each company every week was, needless tdarspgssible to reach,
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but new films had to be produced. As the demandilfos was so great,
the companies had to resort to re-releasing thosevar productions not
infested with nationalistic propaganda. Even th#mgse films had to
undergo strict examination by the officials of il Censorship Division,
a branch of SCAP operating independently from thE. ©ften a film
already heavily cut by the Japanese censors wailditther trimmed by
the CCD.

A good example of this is Inagaki Hiroshi's 1943steapieceThe Life of
Matsu the Untame@uhomatsu no issf), one of the few wartime films
allowed a re-release. A scene showing Matsygorickshaw man, parting
with the woman he secretly loves, an Imperial Arofiycer’s widow, had
been cut on the first release of the film. The marfovearing an officer’s
uniform was so great that his wife had to mainttia highest moral
standards too, even after his death. Any suggesftionutual attachment
between her and a lowly rickshaw man was deemeblyhignproper.
(Makino: 500) CCD on the other hand, removed a eséenwhich a few
boys who are about to have a fight cheer themselpegith some military
songs. Gosho Hideo's 193knsei no onimotsThe Burden of Lifewas
subject to cuts, because one of the charactersnaeying an army officer.
Other examples of CCD censorship include a sce@himmazu Yasuji's
Lights of AsakusgAsakusa no hi1937) in which the usually gentle
Uehara Ken beats up a band of hoodlums; the firméctacular
tachimawari in Yamanaka Sadao’Sazen Tange and The Pot Worth a
Million Ryo (Tange Sazen yowa: Hyaku mam myo tsubg 1935) or the
tragic ending of Mizoguchi Kenji'The Water Magiciar{Taki no shiraito
1933), which praised the self-sacrifice of womelli. gk these fragments
are now considered lost. (5§a169)

Meanwhile, on November 17, 1945 a memorandum “@nrémoval of
anti-democratic movies” was announced. It imposeital ban on the
distribution of films inconsistent with CIE direeés. It covered almost alll
the films produced after April 1942, when film dibtution was unified
under the banner of state-owned Eiga Haskya (Film Distribution
Company). Also included were older propaganda filresy. Tasaka
Tomotaka’'sEarth and SoldiergTsuchi to heitai, 1939), as well as films
that were produced at the tail-end of the war aanvthever since been in
limbo waiting for release, such as KurosawlE® Men Who Tread on the
Tiger’s Tail (Tora no o wo fumu otokotaghiMatsuda Sadatsugurojiki
taishv (The Beggar Generpbr Yamamoto Kajit's Koi no fzunji (Love's
Adventurey akaJolly Fellow(Kaidansh). In total, the list consists of 227
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tittes', the negatives of which were later confiscatedthyy occupying
forces and exported to the United States, althdiagtaka (174) writes that
many of the copies were simply burned over the smwf a few days in
Tamagawara, west of Tokyo. The vast majority tégiin the list are war
propaganda films angbai-geki. The ban was a blow especially for Daiei.
57 of the company’s films have been blacklistedstma them, 31 titles,
being period dramas. Out of Daiei's entire outpuatyothe following
movies were sparedRainbow Way(Niji no Michi, 1942, Igayama
Masamitsu),Singing Tanuki PalacgUtau tanuki goden1942, Kimura
Keigo), Blue Sky Symphorppozora kkysgaky 1943, Chiba Yasuki)The
Women's Fight{Onna no Tatakai1943, Ozaki Masafusa, MistKingo),
Spring of Hardship(Fisetsu no haru1943, OchiaiYoshito)The Life of
Matsu the UntamedSumo Festival(Dohyy Matsuri 1944, Marune
Santad) andThe Living Chair(lkeru isu,1945, Nobuchi Akira). Formed in
1942 as a result of government ordained mergehofksd Kinema, Daito
Eiga and the production branch of Nikkatsu, Dai@l dot boast an
extensive library of older films like $bhiku and Bho did. The inability
to re-release older films meant that immediate pctidn of new movies
became all the more necessary.

Another problem which Daiei faced in the autumri®45 was the lack of
proper distribution network. The company had beepated with
production as its main goal, so the return of fomenpetition in the
distribution market meant that it had to quicklpkdfor new ways to show
its films. In an effort to do this, Kikuchi Kan tralled to Kyishi in
October, to take part in a cinema owners’ conventithere, the president
of Daiei spent many hours creating calligraphyefeeryone who asked (of
course such a gift coming from a writer as popualarhimself was very
much in demand), in turn appealing to everyone igm glistribution
contracts with his company. In a system where teattes would show
movies from one company only, signing new contradgth the cinemas
was a matter of life and death for Daiei. In additito the efforts of
Kikuchi, five regional distribution offices, whogask was to encourage
cinema owners to show Daiei films, were createdDeisember 1, 1945.
The company also signed a short partnership delal™who, although that
did not last long. (Tanaka: 262)

* The number varies depending on the source. Taf#k4) writes about 225 films, while
Tanikawa (204) mentions as many as 236. The nurB@érig taken from a reprint of the list
published in Bkyo Kokuritsu Kindai Bijitsukan Firumu Sentaa, e8enjika eiga shig: Eiga
nenkan Séwa jizhachi jzku nijznen Daiikkarn 346-357.
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As far as production of new films was concernedgBagreatest point of
concern was that all of its biggest stars: Bandomesabuws, Kataoka
Chie®, Ichikawa Utaemon and Arashi Kanj were jidai-geki actors.
How would they attract audience to the cinemas titatchambarahad
been ruled out? The obvious idea seemed to chaegeoeuvre t@endai-
geki or contemporary films, but for such prominenufigs of thekengeki
world this would be a revolution comparable to thansition from silent
film performers to talkies. It was not clear whetligey could do it and,
what's more important, whether the audience woudept the change.
Meanwhile, there was no time to lose.

First postwar productions. Swordlesgidai-geki, meijimono, gendai-geki
Daiei’s first postwar production (released in Nov&m1945) was Marune
Santad’s The Boy left by the Fox€Kitsune no kureta akaw. This very
interesting but forgotten film is definitely worté closer look. It is an
example of a completely “swordlesfitlai-geki. The film, which takes
place in the Edo period, is a story of Torahactan® Tsumasabw) a
rough but kindhearted labourer who finds a babg part of the forest said
to be inhabited by shapeshifting foxes. He assutresthe child is one of
those foxes pretending to be a human and tryirgatse mischief, but his
conscience doesn't allow him to leave the babyhéedold. When the baby
turns out to be a real human being, Torahachi, ntache surprise of his
drinking buddies, decides to raise the boy and samm Zenta. The film
does not feature any swordfights. There is, howewsignificant scene in
which Zenta, having learned that he is the chilé ééudal lord, takes his
small sword from the wall and throws it away in angs far as he can. A
sight unheard of in Japanese cinema until theitsAtore it is a film about
a man from the lower classes taking upon himsegjfeat responsibility —
the CIE had no problems in accepting a movie witk theme, even if it
was ajidai-geki. Needless to say the film was popular with thelipub
What is more, the reviews were quite favourabldcivivas rarely the case
with a period film.

Marune Santa's next picture,The Punched Lor@Nagurareta otonosama,
1946), was another period comedy, or rather a gesatire, with the plot
inspired by Gogol'sThe Government Inspectolt ridiculed the greedy
feudal lords (and in turn also the wartime offis)al

In spite of the commercial success of these filnvgais clear that the CIE
would not allow the production of too mafigai-geki, no matter how
closely they followed the guidelines. That is wiwth varying degrees of
luck, Daiei tried to persuade the audience to acitegir jidai-geki stars in
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contemporary roles. Tanaka Shiged#o is the criminalfHanzaisha wa
dare ka?, released in December 1945 and starring Baasl a pacifist-
leaning politician oppressed by the state durirg whar, was the first of
such efforts. Unfortunately, it has to be consideadailure. It was an early
example of a pro-democratic film made accordin@i@&’s rulings, but the
clichéd plot and total lack of nuance in depictwmgrtime Japan meant that
the film inadvertently called to mind the war prgpada films of years
past. In fact, Tanaka's filmography includes sutes asThe Capture of
Hong Kong: The Day When Britain FalliHonkon kryaku: Eikoku
kuzururu no hil942), orVolunteer Human BulletgNikudan teishintai
1944). The lack of success of Daiei’'s new film witle public proved that
merely dressing up pdai-geki actor in contemporary clothes would not
automatically create a box-office hit. That is waymore sophisticated
strategy was employed in case of the 1946 mystémy Directed by
chambaraspecialist Matsuda Sadatsugu and produced by '®&goto
studio, The Man with the Seven Facf@sanatsu no kaostars Kataoka
Chied as the detective Tarao Bannai, a master of disgikis allowed
the actor to appear in seven different roles in anmer reminiscent of
hayagawarj a quick change of character performed inkabukitheatre.
Although all of Tarao’s seven faces were very mubhb same and
Kataoka's acting clearly showed that he was soméame a completely
different film world, the movie was a success atitb the production of a
series of Tarao Bannai mysteries with further tHilegs made by Daiei in
1947 and 1948.

In spite of this success, the Kyoto studios cowllsurvive orgendai-geki
alone. Apart from the lack of experience of crewmbers and actors in
this area, financial issues played an importarg.réhe studio had all the
facilities suitable for the production of periodadras, including sets,
costumes and props, and wanted to use them in sa@yeor other. To
achieve this goal all three motion picture compsusiarted making the so-
calledmeijimonq or ishinmono(Meiji tales, or restoration tales), depicting
the period during or right after the Meiji Restavat These films usually
told the stories of individuals’ fight with the enbling feudal system at a
time when Japan was standing at the threshold ademdy. All in
accordance with the CIE policies urging the studtoproduce films about
“those historical figures whose actions are an etarof the struggle for
civil liberties and parliamentary Japan”. This whg company could Kkill
two birds with one stone: follow CIE guidelines ¥ehkeeping close to
jidai-geki at the same time. An early example of such filns Waatsuda’s
The Meiji Brothers(Meiji no kydai) from 1946. The film was based on
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Kikuchi’s novel telling the story of two brothers @pposing sides of the
turmoil concerning Japan’s modernization.

The meijimong which allowed for easy comparisons between pasddl
and postwar Japan, have been looked upon moreyftaydthe CIE than
the typical jidai-geki. The reviews, however, were usually less then
favourable. The critics were accusing the filmmakef repeating all the
mistakes of pre-war jidai-geki with no modern irgigqdded. For example
in his review ofKunisada Chji (1946), a new film based on the life of the
famouskyokaku (a sort of a forerunner to the yakuza), Hata Ippeies
that even though older films about @ihsuch as & Daisuke’sDiary of
Chgji's Travels(Chgji tabi nikki, 1927), lacked psychological insight, they
at least depicted a real full-blooded charactemetbing which this film
lacks, replacing realism with childish heroism. Tegiewer then goes on
to say that Japanese cinema should forget aboytdaidgeki actors and
concentrate on achieving historical realism (H&®&). Gendai-gekifilms

of jidai-geki stars usually received similarly scathing reviewgiiting
about the aforementionethe Man with the Seven Fac®mborikawa
Naoki accuses such films of superficially removitigaracters from bad
chambarafilms, with all simplistic heroics included, andtfing them into

a contemporary picture (Noborikawa: 38). In an ggmablished in 1946,
the film critic Hazumi Tsuneo writes about the attan of postwajidai-
geki

“Disposing of feudalistic themes from the cinemsighie most
important task given to us by MacArthur. The feuslairit has
been a hidden part of the Japanese mentality emee she
Meiji Era and has resulted in militarism. In therfiindustry it
has brought about servility and sycophantism toward
government officials. The state pflai-geki is an example of
this. Personally, | cannot say | am not saddenatiftbm now
on these films will become a rare sight. As a chiltbved
kabuki and grew up under its influence. | do notlfe
satisfaction at the banning ofChishingura Terakoya
Kanjinchb. Moreover, in my youth | used to dream about
Kunisada Chji or Tange Sazen. To say that these plays and
characters are like the hometown to which our Beart
nostalgically yearn is not enough. Despite thisupport the
eradication of feudalism by withholding the prodamstof jidai-

geki...).
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Of course, not everything has been prohibitedhdfytadopt a
proper historical perspective, if they show empathgrdinary
people, thejidai-geki are more than welcome. However, one
cannot deny that the genre is undergoing a crisis.

The division of the Japanese film industry betwestndios
specializing injidai-geki andgendai-gekseems to me a sing of
the inherent feudalism. Even without the SCAP dlinds, we
have always felt that the separpdiai-geki studios of Kyoto are
far from progressive. With the new policies thempsly decide

to move up a period or two and make films takingcpl in
Meiji or Taislo, but this does not remove the feudal atmosphere
created by their tradition. It is as if a kabuktacappeared in
the contemporary theatre: the result will be unratut is not
necessary for me to ponder on whether jitiai-geki studios
should or should not exist. However, if they do eetablish
cooperation with the Tokyo studios, their stafflvgllirely find
themselves left behind.” (Hazumi: 9)

Although CIE’s control over the motion picture irstity became more
relaxed with time, the restrictions imposed jatai-geki remained very
much unchanged throughout the whole Allied Occupatilt is worth
noting that thekabukitheatre, also regarded as a relic of feudal times
the Americans, was released from strict control megrlier tharnidai-geki
films (Dower 1999: 527). This was mainly due to thet thatkabukihad
its champion in the person of Faubion Bowers, gan&facArthur’s
interpreter who had lived in Japan before the wat had fallen in love
with Japanese theatre back then. (Hirano: 111) Kham his efforts, the
ban on such plays &hishinguraor Terakoyawas lifted as early as 1947.
On the other hand, the first postwar version ofibingura couldn’t be
made until 1952 (adei production of Hagiwara Ris Ako Castle[Aksjo])
and even then it lacked the scene of the raid ea'<Kmansion and the
depiction of theanins’ revenge. Obviously cinema’s greater impaeam
that it had to be controlled more strictly than théher exclusive theatre.
However, as soon as the occupation had come tadntleejidai-geki
made a triumphant comeback to the cinemas. Thendapaaccepted
democracy but, evidently, had no intention of Igsiheir “feudalistic”
mindset.
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