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Weare Japanese, s0

we should make Japanese

things.!
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Ozu Yasujiro

Preface

THE history of the cinemain Japan is not so very different
from its history in other countries. None the less, when
faced with the product of a culture so digparate from our
own, we can and often do misinterpret. Our gppreciaion
of a Japanese film may be only patid because we are
unaware of the cultura assumptions made by the director.

This introduction to Japanese cinema attempts to define
some of these assumptions within a brief history of
Japanese film. At the same time it indicates how early
Japanese cinema accommodated influences from else-
where and how Jgpanese film, like much of Japanese
contemporary culture, became an amagam of the native
and the foreign, welded into a new entity.

A short work, this introduction sacrifices much ese.
Some directors, many films, the vagaries of the industry
— dl of this has been I€ft out. It can, however, be found in
other writings, a number of which are included in the
bibliography.

Once agan | wish to acknowledge the assistance given
me by the Kawakita Memorial FHIm Indtitute: for the
opportunities to review films and dl the monochrome
dills in this volume. The Japan Foundation dso dlowed
me to view films, and the colour ills arc from the Art
Theatre Guild of Japan, the Shibata Organization, Oshima
Nagisa, Morita Yoshimitsu, Itami Juzo, Teshigahara
Hiroshi, and Yanagimachi Mitsuo; to dl these ingtitutions
and individuas | am most grateful. | dso remain, for many
reasons, graeful to Frank Korn.

Finaly, a note on Japanese names. In accordance with



PREFACE

current practice, the Japanese order whereby the family
name precedes the given name is followed. Asis common
practice in non-specidist publications, no diacritical marks
are used in the romanization of Japanese names, terms and
film titles.

Tokyo, 1()8<) DONALD RICHIE

via

A W N R

Contents

Preface

From the Beginnings to the Early 1920s
From 1923 to the Late 1930s

The 1940s and the 1950s

From the 1960s to the 1980s

Notes

Glossary

Bibliography

Index

Vil

17
37

86
89
92
95



From the Beginnings to the Early 1920s

THE latter half of the nineteenth century was, in Japan even
more than elsewhere, an era of expansion. After nearly
three hundred years of sdlf-imposed seclusion, Japan hed
reluctantly opened its doors to the rest of the world and
begun that programme of modernization which continues
to this day.

Among the modernities imported was that newest of
Western wonders, the motion picture, and its popularity
wes instantaneous. In 1897 the Cinematograph Lumicrc
and the Edison Vitascope made their Osaka debuts within
a week of eech other, and in the following months both
were playing in Tokyo as well. Before the end of the year
dignity had been conferred on the new entertainment by a
showing at the Kabuki-za, graced by the presence of the
Crown Prince.

From the first, however, foreign films were shown in a
manner that conformed to Japanese audiences habits of
viewing, as wdl as to traditional structural premises and
methods of narration, dl of which differed from those in
other parts of the world.

An indication of how viewing habits influenced pro-
gramming can be seen in the way in which early cinema
was shown. Since the public was used to lengthy
traditional theetre, severd short imported films of the
period would be put together to form unusudly long
programmes. These were ds0 often repeated, thus making
the programmes even longer. The novdigt Tanizaki
Jun'ichiro writes ot the films he saw around 1898, when he
was about ten years old: 'The ends of the red would be
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joined together so that the same scene could be projected
over and over. | can ill remember, endlesdy repesated,
high waves ralling in on a shore somewhere, breaking,
and then receding, and of a lone dog playing there, now
pursuing, now being pursued by the retreating and
advancing waters.”

Also, since the mechanics of presentation were often a
pat of the entertainment in traditiona Japanese theatre,
the spectators interest in the projector was initialy amost
as great as in what was being projected. There are reports
ol showings where the entrepreneur put the machine at the
right sde of the stage and the screen at the left. Few could
e the image properly but dl had a full view of the
projector and its crew in action. It was a large crew
because the dignity of the newly imported and expensive
contrivance seemed to demand ample ministration.
Sometimes the crew numbered more than ten, including a
boy to fan the experts gathered about the hot machine.

Early film performances in Jgpan were often, in this
sense, theatrical because, from the first, the cinema was
regarded as an extension of the stage, a new kind of drama,
and not as in the West a new kind of photography. There
was thus ample reason to incorporate eements from the
traditional theatre into early film performances, and into
early productions as well. There was dso reason, initidly
a any rate, to disregard any clams for realism, which in
the West was consdered essentid in a photograph, be it
still or moving.

An example ot traditiona theatrica influence on
Japanese film was the assumption that dl drama hed to be
'‘presented’. While dramatic situations might be repre-
sented on the stage, they were dso to be presented simul-
taneoudy by an authoritative voice. The Noh play hes its
chorus, the Bunraku doll-drama itsjoruri singer, and the
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Kabuki its gidayu chanter. These voices give an often
redundant description of the action, offer an explanation of
motive, and usudly tender a moraistic commentary.

All these forms of theatre — and to their number might
be added the kodan history-story tellers, the comic rahugo
— share the assumption that the telling of the story is as
interesting as its enactment. A story can thus be frag-
mented, can even be without a logic of its own, since it is
the duty of the presenting voice to make it coherent,
moving and memorable.

In a Japanese film this voice became the benshi, a com-
pere who, like the earlier lantern-dide commentator from
which he partidly derived, explained, commented upon,
and meade the parts into a coherent whole. This authorita-
tive voice was necessary because imported films were
composed of foreign scenes, and these new sights had to
be interpreted, commented upon, and trandated into
terms comprehensible to the audience.

The benshi dso fulfilled another, equdly important,
function — that of satisfying theatrica expectations. As
the critic Y oshida Chieo has written: 'In the Bunraku, the
doll does the acting ... while wha we might cdl the
"characterization" is ddivered by the narrator, located in
the extreme corner of the stage .. . in cinematic terms, the
image on the screen is the puppet and the benshi is the
narrator."

As a result benshi performances were impressive. The
banging of the wooden clappers heard in Kabuki would
hush the crowd and usher in the benshi, who was often
atired in a forma frock coat. He would launch into a
lengthy introduction of the film, as wel as of himsdf, and
it was only after these various advertisements that the
show could start. Accompanied by a piano, violin or
cornet, and — a Japanese contribution — samisen, the

3
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benshi, often using the somewhat voca style of the didactic
kodan chanter, would begin his explication.

Though the benshi were provided (after 1910) with
diaogue scripts, there are few records of their use. Rather,
as befitted a privileged person, the benshi made the films
his own, often to the extent that a picture compered by
one benshi was quite different from the same movie com-
pered by another. Despite this, or perhaps precisaly be-
cause of this, the benshi were extremely popular. One
attended a showing as much to hear the narrator as to see
the film. The name of the benshi was often more promin-
ent on the poster than that of the picture he was accom-
panying, and a good benshi received a large portion of a
theatre's takings.

The benshi was not without rivas, however. One was
the kagezerifu or 'shadow-speech’ actor who stood behind
the screen, modestly dubbing a presumed dialogue — a
technique derived from early experiments where film and
live drama were combined to form a hybrid entertain-
ment. Another was the kowairo or ‘'voice colourer', a
sdf-effacing narrator who limited his efforts to presenting
the presumed diadogue of the characters on the screen.
However, neither rival was to prove a lagting thregt to the
benshi. Indeed, he made use of their techniques in perfect-
ing a presentation that, being non-redlistic, was even more
reoundi ngly Japanese.

For these reasons the benshi flourished, and continued to
do so for nearly thirty years, until the advent of the sound
film. To this day his influence is ill manifest in the
auperfluous explanation often encountered in Japanese
films, the presentation rather than the representation of an
emotion, and the sudden, direct commentary — for exam-
ple, that disembodied voice in the middle of Kurosawa's
Ikiru. In addition, the common voice-over which detaches

FROM THE BEGINNINGS TO Till' EARLY 1920s

audiences from emotion, the gooken meditation whicl
cresates the elegiac mood, the pronouncement which lend
a feding of inevitability — dl these are dso pat of th
legacy of the benshi.

When Japan began to make its own films, an early
criticism was that they were mere illustrations for the
benshi. And s0 they were. Benshi work best with stage-lik
cinema: actors digtant from the camera, long takes, lack o0
any editing except in a Ssmple connective sense — thes
indeed suited the benshi better than the more overtly
‘cinematic'.

Not surprisingly dl the earliest Japanese production
were of theatrical events. geisha doing classical dances, «
famous Kabuki actor in a famous scene from a famou
Kabuki; portions of popular shimpa meodramas; dance
like sword fights. However, while audiences were en
joying these early productions, they were dso seding
more sophisticated fare from abroad, and noticing th
differences.

A member of such an audience was Ozu Y agljjiro, late
to become one of Japan's finest directors. 'l used to oper
the door of the movie theatre and smell the stale air,’ he
recaled. 'It dways gave me a headache but | couldn't
away. Film had a magica hold on me. ... The movies a
that time did nothing more than follow the plot . .. bu
then an American film, Civilization by Thomas Ince, wa
shown . . . that was when | decided | wanted to be a filrr
director.” Though he was spesking of a dightly late
period (the luce picture was rdeased in 1916) and of one O
the most plot-bound of early American films, Ozu wa
obvioudly impressed by its intricacy and sophistication,
different from smple and amost datic Japanese films.

One reason why early Japanese films seem so uncompli
cated, gpart from their Ssmple presentation of story, i:
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their dim salection of cinematic means. And even when
early Japanese film-makers availed themsdves of styles
and techniques from abroad, they did so because of their
novelty and only rarely because they were dramatically
justifiable.

Flashbacks, for example, were used early on in Japanese
cinema, only a few years dater Griffith's initid experi-
ments. The fira flashback occurred in a 1909 film, The
Cuckoo: A New Version (Shin hototogisu), but it was in no
way cdled for by the story. It was there because it wes
new and the spectators presumably found it, as they hed
the projector itsdlf, the latest interesting foreign import.

Imports were, and ill arc, welcomed. If they prove to
be successful, they are incorporated, and in the process,
adgpted to Japanese needs. If necessary, the origina func-
tion will be sacrificed.

The flashback made its gppearance (though side by side
with such conventions derived from traditiona theatre as
lengthy takes, actors fecing the camera, and dl femde
roles played by men in the manner of the Noh and the
Kabuki), but it was not successful. Consequently it was
rarely incorporated — except as a structurd device, asin
Mizoguchi's The Downfall of Osen (Orizuru Osen, 1935)
and Kurosawas Rashomon (1951) — perhagps because a
flashback explanation was considered unnecessary when
the authoritative voice was giving the same information.

What the West was cdling cinematic cinema was of
sndl interest to the Japanese. The locd industry was
evolving a satisfying and lucrative form of entertainment
based on the incorporation of Western invention into
Japanese tradition. One of the results, as Sato Tadao hes
noted, was that 'early [Japaness] film contained a paradox:
it was a new means of expression, but what it expressed
weas old.”

FROM THE BEGINNINGS TO THE EARLY 1920s

Until relatively recently Japanese cinema did indeed
preserve an aesthetic evolved over the centuries in the
pictorid and narrative arts. A tenet of this aesthetic, ad
one which much influenced film, is that no form of art
may be separated from the written or gpoken word.
Painting, dance, music — dl are accompanied by atext to
be read or heard. It is the word which gives a work or an
event its authenticity. One result was that extraordinary
integration of the ats which gives Jgpan its mgor
aesthetic; another was that until well into this century
there was no absolute art. Rather, art must have a literary
pretext or justification. All Japanese art, not just theatre, is
in this sense presentational. There is no question of redlis-
tic representation when the redity of the object or the
occasion is vdidated by a text.

Another tenet of this aesthetic concerns the treatment of
soace which is not, as in Wegdern films, redigic — a
simulacrum for actuality. Space isnot used for illusionistic
effect, nor is any effort made to achieve depth. It remains
in the early Japanese film what it had been in drama, a
playing area, one bound by conventions which had little to
do with any illusions of redlity. Among these conventions
is the treatment of the motion-picture screen not as a
window into space but as aflat two-dimensional surface, a
picture.

This picture is, to the Western eye, an unbadanced one.
There is 'too much space a the top of the frame, for
example. Such a complaint would not, however, occur to
aJapanese, familiar as he is with the convention whereby
the upper pat of a painted scroll and of a printed page is
often left blank. The Wegtern eye finds this picture too
shallow as well. Even when the subject of the shot is
distant, the composition brings it to the surface. It looks
like a painting, or a print. One docs not look through the

7
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The history of Japanese cinemaisin part the story of the
surviva of this style, ever less evident as the decades pass
but never, even in the late 1980s, atogether gone. At the
same time this history is an account of the ways in which
Western cinematic innovations were incorporated, to the
point where Japanese film style became 'international’.
This internationdism is not completely authentic, how-
ever, as most Japanese films are coloured by the continu-
ing assumptions of the director and by the ingrained
expectations of the spectators.

The older conventions were popularly seen in the films
meade byjapan's firs 'name' director, Makino Shozo (with
Japan's firg 'star’, the actor Onoe Matsunosuke). These
pictures emerge as mainly photographed stage plays, the
sationary camera a some disance from the actors, an
entire scene played out in one long take. There are no
close-ups ad the acting is best described as theatrical. All
of these conventions were found unexceptionable by the
Japanese audience. Artigtic conventions had created an
approximation of perceived redlity.

Not dl of this audience, however, was so complacent.
There was a smal segment which criticized this carrying
over of older aesthetic precepts into the new at of the
cinema. These critics were not ordinary movie-goers.
They were, by and large, those writers, directors ad
actors who were dready in revolt against the commercial
theatre of the period and who were now turning their
attention to film.

This theatre divided drama into two categories. the
kyuha (old school), meaning mainly Kabuki; and shimpa
(new school), modern stories in contemporary settings.
The new drama now advocated was named Shingeki and
was directly related to the redist 'reformation’ taking place
in Wegern theatre. The plays of lbsen, Chekhov ad
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Gorky were being seen in Japan, and young directors and
writers wanted to pursue this new apparent realism.

To the Japanese, the Western idea of redism was some-
thing truly new. All early Jgpanese dramatic forms hed
assumed the necessity of an atificia sructure through
which mediation was possible. So had Japanese culture in
generd: the wilderness was naturd only after it had been
shagped and presented as a Japanese garden; flowers were
considered living (ikebana) only after having been cut and
aranged for viewing. Life was thus dramaticaly lifelike
only after having been explained and commented upon.

Shingeki indsted otherwise: life must be presented as it
appears. That the new drama itself was shortly to become
as presentational as Kabuki through a rigid theetrical style
cdled 'redlistic' is reveding but irrelevant here. The in-
fluence of the Shingeki reform assured that dramatic pre-
sentation was, to a degree, revolutionized.

In film this meant that foreign techniques (close-ups,
shorter takes, logical narrative) began to be employed for
functions similar to those in Western cinema. At the same
time, however, these dements of a foreign style were
typicaly atered.

In the first Shingeki-influenced picture, a 1914 adapta
tion of a Tolstoy story, Katusha (Kachusha), directed by
Hosoyama Kiyomatsu, authentic Russian gowns were
used, but on femde impersonators. A later Tolstoy adap-
tation, Living Corpse (Ikcru shikabane, 1917), directed by
Tanaka Eizo, showed a dramatically motivated close-up
but, typically, usd it in a traditionally Japanese manner.

In the West it is bdieved that a close-up ensures em-
pathy. The convention is that we fed as strongly as our
heroine does during those moments when we see her
enormous image on the screen. Tanaka, however, uses the
close-up (actudly a bust-shot) to show her merely engaged

11
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in opening the letter containing the bad news. For the
weeping scene itsalf, Tanaka — in direct oppostion to
accepted Western practice — moves back to long shot. In
50 doing he sacrifices any notion of emotional empathy.
At the same time, however, he can better comment upon
his scene in a more Japanese manner: there she stands,
alone, under a lowering sky, by the single tree as solitary
as hersdlf.

If the Western audience perceived emotion through
intimacy with a face, the Japanese perceived it through
forms st in their environment, ssen through long shots,
long takes and the pathetic falacy.

Representative of the new producer-directors coming
from Shingeki was Kagriyama Norimasa, who pro-
clamed in 1917 that he was going 'to make films in the
American style, by which he meant more redligtic acting
styles, a repertoire of long, medium, and close-up shots,
and some Griffith-like editing. He was a0 to use actresses
for the femde parts, something vigoroudy opposed by the
female-impersonator guilds.

The first of these actresses was Hanayagi Harumi in
Glow of Life. (Sei no kagayaki, 1918). She was not, how-
ever, popular, women on the screen being too much of a
novelty. This fact and the animosity of the benshi, angry
at being deprived of prerogetives by the new representa:
tiona films, ensured that this and other early Shingcki-
influenced films were not given adequate distribution.

Despite this initid lack of success further attempts were
mede, notably by Osanai Kaoru, one of the founders of
Shingeki itsdf. The finest of his films was Souls on the Road
(Rojo no reikon, 1921). Co-directed with Murata Minoru
who had worked with Kaeriyama, it was the picture
which for many marks the true beginning of the Japanese
cinema.

12

Souls on the Road (Rojo no reikon, ro2i, Osanai Kaoru ad Murata Minoru)
Hisaniatsu Mikio, Suzuki Denmei, Sawamura Haruko

Crossroads (Jujiro, 1928, Kinugasa Tcinosuke)
Bando Junnosuke, Chihaya Akiko
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Thisfilm is composed (in the Griffith manner) of severd
pardld stories. One is taken from Shingeki's favourite
author, Maxim Gorky, about two ex-convictstrying to go
straight, and another from ashimpa play (based on adrama
by Wilhdm Schmidtbonn) about the return home of the
contrite wastrel. Sources Eagt and West meet in these
stories, as do their methods of treatment. This is indeed
the fira film to illustrate the hybrid nature of the Japanese
cinematic style and to indicate how accommodations may
be turned into strengths.

Superficialy the picture displays Western style to an
extreme. It opens and closes with a literary quotation (a
passage from The Lower Depths); there is indeed a plethora
of language: 127 titles in an 80-minute film, many more
than usud in afilm of this period. The young daughter of
the house, hair in long ringlets, is dressed to look like
Mary Pickford and acts like her. The action takes place on
Christmas Eve, an 'exotic' fedivd to the Japanese. There
are dl sorts of devices such as wipes, fades, dissolves and
irises, noticeable intercutting among the stories (no matter
that such Intolerance-like editing is to the Western eyein no
way appropriate to the dightness of the domestic tragedies
involved), as wdl as a number of close-ups (bust-shots).

The close-ups are not used, however, for moments of
high drama;, for these the camera pulls back to reved a
family tableau. Nor is theintercutting used to intensify the
excitement of synchronous happenings. Indeed, thereisno
attempt to create a sense of the smultaneous as each story
stops abruptly as soon as it is not pursued on the screen.
When wereturn to it this story is at the point where we |eft
it and we then pick up its thread. In Souls on the Road the
'‘problem’ of lgpsed time is not dedt with in the stories or
in the editing. In fact it is not perceived as a problem.

14
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The same is true of traditiona Japanese dramaturgy.
Very little ever happens off stage and there is no strong
tradition of informing the audience of what they do not
see. Thusit is quite natura for Osanai and Murata to treat
time as aesthetically as they treat space. They may have
thought of their film as redigtic in the Western manner,
but it emerges as redistic in aJapanese manner.

Hashbacks are used to both fill out and decorate the
narretive. For this reason flashbacks and even flashes into
dternative stuations (happy scene showing what might
have happened if only father had forgiven the erring son,
for example) are used for pictoria rather than psychologic-
a effect.

Despite its Western look, Souls on the Road is very
Japanese in that it evidences a 'disruption of narrative
linearity’, and in any event this narrdtive is 'only one
"voice" in a polyphony that gives equd role to purey
goatiad manipulations'.’

What comes across is the beauty of the patterning, not
the power or the pathos of the drama shown on the screen.
Empathy is denied: when we sec the dark skies and digtant
fidds commenting upon the souls on the road, it is a
genera statement about homel essness, not an observation
on the home essness of the two ex-convicts. The cregtion
of amediating atmosphere, one which suggests rather then
gates, is the true redism of these first serious directors.

The director becomes the mediator between raw
emoation and the spectator. This is dso true in other
countries, but there the demands of an illusionary redism
and Western audiences acceptance of this style rendered
the director's role much less visible, except for directors
such as Lubitsch and, later, Alfred Hitchcock.

In Japan this was not so. With no ‘realism' to distract the

15
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screen and into an illusion of space; onelooks at the screen.
And the reault is not only the painterly scenes of Mizo-
guchi and the graphic layouts of Ichikawa Kon, but dso
the flat compositions of directors otherwise as digparate as
Ito Daisuke, Ozu, Kurosawa and Oshima Nagisa, in
which 'the playing area is the screen itself.

In Japanese films the compositions carry more than their
smple narrative message — they spesk of and for them-
sadves. Their reason for being is, partidly at least, to
display their own aesthetic. For that reeson an aesthetically
patterned narrative is sometimes preferred to one that is
morelogical.

Since neither physical nor psychological depth is
sought, the kind of narrative tightness so prized in the
West is not found in Japanese films. Theideathat each unit
or scene should push the story through to its conclusion is
not one to which Japanese literature, drama or film sub-
scribes. Rather, separate scenes can be devoted to separate
events: the flights of the lovers, the soliloquy, the recogni-
tion scene, and 0 on. These might hdt the narrative
but they dso contain, for a Japanese audience, moments ol
beauty, contemplation, familiarity, which it finds gppro-
priate and satisfying. Telling astory redlitically, scene by
scene, is not the most suitable mode of presentation when
there is more than mere story to the narrative.

Traditionally there are a number of linear possibilities.
One might be the story, but the others are non-narrative:
compositional links, associative editing, an undated
subject, and so on. Indeed, sometimes a knowledge of the
story is assumed — as in dl versons of The Loyal Forty-
seven Ronin [Chushingura], some 84 in dl beginning in 1911
— so that it dl but disgppears, leaving a series of scenes
threeded on an invisble narrative. Sometimes various
scenes suggest not so much a story as ardationship, of one
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character to another, or of a character to his or her
environment.

Another problem to the Western viewer (who will have
found these films dow, vague, meandering and had to
follow) isthat the Japanese retain a high regard for conven-
tion and aredatively low regard for originality. This means
that cliches are endlesdy repeated and stereotypes wel-
comed. Despite the many exceptions to this generdization
there remains a tradition which indgsts upon such in-
variables. The Japanese film is filled with them: filling
cherry blossoms for doomed lovers, dark glasses for bed

foreigners——The Wedern film is, to be sure, equaly
replete with cliches and stereotypes, but whereas the
Japanese accept these as a matter of form, the Western
audience tends to decry them.

Though Japanese films remain text-bound, narrative
logic is not dways deemed dtructurally necessary. In
Japanese writing, for example, particularly in essay
writing, it is not only acceptable but even degant to jump
about from one subject to another. Likewise, in films,
variety is often preferred to logic. In both writing and on
the screen trangitional passages which the West would find
structurally indigpensable are often missing.

At the same time, perhgps consequently, there is a
certain 'eventlessness in Japanese narrative. Things do not
ssem to hgppen with the findity that they do in the
dramatic Wed. Irrdevant or tangentiad events are
consdered equd to those of the story itself, and there is
snal atempt to structure a convincing smulacrum of
what in the West is cdlled life. What the Japanese conceive
of as life is, however, convincingly conveyed by these
various treatments of gpace ad time, movement and
narrative, dl of which reflect Japanese perceptions of life,
and conceptions of how art should present experience.

9
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viewer, the mediation of the director himself was quite
evident. And this wes fird seen clearly in the patterned
surface of Souls on the Road.

2

From 1923 to the Late 1930s

T HE great earthquake of 1923 which destroyed so much of
Tokyo and Y okohama had a number of positive effects on
Japanese cinema. One was that the production of period
films (now namedjidaigeki) was trandferred to Kyoto, the
old capita, where the necessary 'sets dill existed. The
studios in Tokyo were henceforth reserved for gendaigeki,
as films about contemporary life were now called.

Another result was an even greater popularity of the
movies. The disaster had made audiences ready for light,
irrdevant entertainment, for a new way to peass the time.
Triple features were common and often cdled upon the
sarvices of two benshi, one to rdieve the other when his
voice gave out.

Some® criticized the frivality of this post-earthquake
cinema but dl attested to its extraordinary popularity. The
novelist Nagai Kau has one of his characters remember
being dragged off to the movies shortly after the disaster:
‘It was a moving-picture much admired at the time ...
turned out to be an adaptation of a Maupassant story. |
might have liked the origina better. Y et, young and old so
ddlight in moving-pictures that even a pason like me
sometimes feds inclined to wonder what the conversation
might be about."

The serious viewer may not have had much to choose
from among the mindless Japanese melodramas, but he
could nevertheless have seen some extraordinary foreign
films, since a larger audience meant more imports. The
young Kurosawa Akira, then aged 13, kept note of the
films he saw in the year following the earthquake, and
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these included Chaplin's A Woman of Paris, Gance's La
Roue, Ford's The Iron Horse, Lang's Die Nihelungen and
Lubitsch's The Marriage Circle!

These pictures not only offered glimpses of distant
climes and nove attitudes, but they dso demonstrated
new methods of presenting and viewing films. Ozu
Yasujiro, then just 20, remembered both the Chaplin and
the Lubitsch films. 'They were so different . . . they had
such sophigticated styles that they could express even the
smdlest nuances of emotion. Before this | had seen
nothing but plotted films. | found it fascinating that a film
could make me redly fed what the characters were feding
.. . epecidly without didogue, just images."

Before long Japanese pictures were themselves mani-
feding deeper influences from foreign films. This was
initially most apparent in historical pictures. The reason
was that, just as Shingeki had 'reformed’ the gendaigeki, so
now a new period drama, Shinkokugeki (the 'new national
drama, a combination as it were of Shingeki and Kabuki)
was revitalizing thejidaigeki and making use of the more
sophigticated techniques now gppearing from the West.

Thefirst picture to actudly cdl itself a shin jidaigeki (new
period film) was Nomura Hotei's Chuji from Kunisada: A
Flock of Wild Geese (Kunisada Chuji: Kari no mure), but
more popular were those of Makino Shozo. He, keeping
up with the times, hed broken with Matsunosuke; his
recipe for film-making had become: 'One, strong plot;
two, no inessentials; and, three, continua movement.™

The first of Makino's new period pictures was The
Purple Hood: Woodblock Artist (Murasaki zukin: ukiyo-c
shi, 1923), an action-packed thriller written by Susukita
Rokuhei, a young Shingeki playwright whose subsequent
scripts would come to define the jidaigeki of the 1920s. His
major contribution was the application of redist principles
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to period films, i gave Makino a script filled with red
violence, rea combat scenes, thoroughly redlistic. He said
it would have to be done with red wegpons ... wha
happiness | fdt. Severd of the actors were actudly hurt by
the flailing swords."

Besides being violently redigtic the film aso introduced
a new kind of hero, a sword-fighting samura who was
dso an individud, even a non-conformist. His popularity
was auch that he was followed by a whole procession of
like disffiliates. Though the stories were often taken from
the mordistic ard Confucian kodan or from popular
hisorical novels, the heroes, brave, athletic and out-
sooken, were cut from American cloth and patterned on
the cowboys in Westerns.

Japanese audiences flocked to the new jidaigeki. They not
only liked the blood and gore, but were aso excited by the
idea that traditional obedience to authority could be
questioned. In post-earthquake Japan many traditiona
socid bdliefs were being shaken and it gppeared that a new
era was beginning, one more open, less repressive.

It was not only rebdlious samura who were considered
heroic, but dso many of those long thought outside the
pae of polite society. As early as 1922 Nomura Hotei hed
written and directed Jirocho from Shimizu (Shimizu no
Jirocho), a kodan-based story about an itinerant yakuza
gambler. A popular hit, it cleared the way for more of
nature's gentlemen. The films were shortly to form a
genre, the most famous example of which is Ito Daisuke's
three-part Chuji's Travel Diary (Chuji tabi nikki, 1927-8).

The most popular of these were based on the novels of
Hasegawa Shin, many of which were filmed. In Tokijiro
from Kutsukake (Kutsukake Tokijiro, 1929), directed by
Tsuji Kichiro, the popular Okochi Denjiro played the
wandering roughneck who, through a single humanitarian
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act of saving the wife and child of his rival, attained true
sdlf-respect.

Susukita had by this time introduced even further
diseffiliates, including the ultimate, the ronin or masterless
samurai. This hero had no one to whom he could pledge
his loyalty. He was free, done and dienated.

Just as popular and much better as films were the
matatabi-mono movies of Inagaki Hiroshi, in particular the
1928 Tenka Taihelki (directed with Itami Mansaku). It was
Inagaki who made thejidaigeki modern: his dialogue-titles
used colloquial speech, his heroes were contemporary
with their audience. It was he who regarded the jidaigeki as
Uhonmage O tsuketa gendaigeki (gendaigeki with [samurai]
topknots attached)'.”

Early ronin, those in Chushingura, for example, were
bound by awful oaths to their rightful lord. The ronin in
films of the late 1920s were loyal to no one. They not only
lacked fedud faith, they seemed to lack any fath at al.
They were, indeed, 'nihilistic', aterm applied to the very
firg of them, the 1925 Orochi, scripted by Susukita,
directed by Futagawa Buntaro and sarring Ban do
Tsumasaburo. Herethe ronin inhabited atruly meaningless
world, onein which no mora order was to be seen, where
a man could trust only his fedings.

Among the most powerful of these films was the multi-
pat Sreet of Maserless Samurai (Roningai, 1928-9),
directed by Makino Masahiro, son of Shozo, ad
scripted by Yamagami Itaro, a story of men who came
to question their feudd code and to accept their own
humanity. The film exerted a lasting influence on the work
of Yamanaka Sadao, Kurosawa, Kobayashi Masski ad
later film-makers.

These new redist-action films, in addition to providing
nihilistic interest for the new audience, dso displayed
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further innovations learned from the Western cinema. The
action was more or less continua, and the camera moved
about in a manner not hitherto seen. Shinoda Masahiro,
who was later to become a film director, remembered that
his dders nicknamed Ito Daisuke, the most action-minded
of the new jidaigeki directors, 'ldo-daisuki' ('l Love Pan-
shots').”

It was the young Ito, like Susukita aso in his twenties,
who is often credited with the cinematic style of the new
jidaigeki. Originaly a stage director, then a script writer,
Ito was known as the most socialy conscious of the young
directors, as wdl as being especidly susceptible to a
bloody 'realism'.

In the outspoken Man-Sashing, Horse-Piercing Sword
(Zanjin zamba ken, 1930) Ito had a disdffiliate ronin lead
the peasants in violent revolt against the local lord. Such
films began to frighten the authorities who moved to
censor and eventuadly to ban them.

Though a part of the popularity of these new jidaigeki
was their message, they were adso liked because they
introduced a new kind of popular hero, one quite different
from Matsunosuke. These new period-film sars —
Okochi Denjiro, Bando Tsumasaburo, Kataoka Chiezo,
Tsukigata Ryunosuke — had something of the grace of
Fairbanks ad the high-minded fairness of 1 [art. They hed
kept their swordsman's skills but they were aso human.

These new heroes dso typified the new film syle.
Director Itami Mansaku wrote bravely (in wartime 1940)
tha 'the first thing we learned from American movies was
a fast-paced life-style ... the next, alively manner and a
readiness to take decisve action ... we learned to take
an dfirmative, purposeful, sometimes even combative
attitude toward life'.”

The new audience admired these new stars. They were
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Man-Sashing, Horse-Piercing Sword (Zanjin zamba ken, 1930, Ito Daisukc)
Tsukigata Ryunosuke, Amano {unichi

/ WasHorn, litti , . . (Uniarctc wa mita kcredo, 1932, Ozu Yasuijiro)
Sugawara Hideo, Kato Sciichi, Tokkankozo

| ROM 1923 TO THE LATE 1930s

aso perhgps reessured that though Ito and other jidaigeki
directors had learned the fast-moving ways of Western
cinema, they gill retained much of the dramaturgy of the
traditional drama. This was particularly evident in the
brilliant sword-fight scenes, often played as though on
the stage with details shown in sudden close-ups. Visud
compositions hdd the eye and a the same time st the
emoational tone of the scene. Like the traditiona prints
upon which they were sometimes based, these compo-
stions dramatized scene and encepsulated story. As in
traditional drama one scene followed the other, impdled
not so much by story line as by aesthetic spectacle.

Among the most interesting, if least typical, of these
cinematic andgams were two films by ex-female im-
personator turned director, Kinugasa Teinosuke: A Page
Out of Order (aka A Page of Madness, Kurutta ippeiji, 1926),
based on a scenario by novelist Kawabata Y asunari, ad
Crossroads (Jujiro, 1928), based on a kodan samurai story.
Both films are about mentd sates (distraught wife in
asylum in the one and hallucination-prone samurai in the
other), a theme not often found in Japanese cinema, but
neither deves into psychological motives, then as now so
common in Western film.

Such motives have been defined as involving 'psycho-
logically defined individuas who struggle to solve a prob-
lem or attain specific goals, and 'the principa causd agent
is ... a character endowed with a consistent batch of
evident traits'.” Japanese film, however, is innocent of dl
this, and has characters no more dependent upon batches
of evident traits than they are upon plot. In the Kinugesa
films there are no sdlf-evident persondlities, no explanation
of various psychologica motives and in this sense the
pictures are — to aJapanese — quite conservetive.

Both A Page Out oj Order and Crossroads are stylitically
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radical, by comparison not-only with Japanese films but
with Western films as well. They differ from Japanese film
norms in the way in which a chosen redity is expressed.
We ae directly shown the distorted world that the
characters themsdves experience. We are invited to share
their madness and enjoy the resulting aesthetic tableaux.

A Page Out of Order may owe something to The Cabinet
of Dr CaUgari, the 1919 German picture as influentid in
Japan as e sewhere, but the radica nature of the editing and
the lack of logical continuity (as distinct from 'Japanese
continuity in its associative narrative, of which there is a
great ded) make it one of the most origina of films. At
the same time, its expressionistic style— events as experi-
enced by the deranged mind — indicates how well this
new stylistic stratagem serves as a voice, as a mediator.
Expressionism, by its nature, presents rather than repre-
sents and thus has a place as permanent in the Japanese
cinema as it has in the German. This expressionism is a
continuing style, and can be found in such films as Kuro-
sawas Kagemusha (1980) and Ran (1985).

Crossroads is, by comparison, the more orthodox film. It
is less introverted, more straightforward and, with its
Kabuki-like structure of smal scenes, more concerned
with a surface redism — the cat attracted by blood from
the samurai's wound, for example. It is a findy atmos-
phericjidaigeki, though a demanding one.

The financid failure of A Page Out of Order may account
for the greater orthodoxy of Crossroads. In any event, both
failed to win generd acceptance. Thejapanese audience, as
much as any other, likes novety only if it is not too novel.
Kinugasa experimented no more, became a successful
academic director, and is most remembered for The Gate
of Hell (Jigokumon, 1952).

While the new jidaigeki was concerning itself with
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more human samurai, the gendaigeki was beginning to
investigate the lives of ordinary people. Films about the
mysteriousdy moneyed on the one hand and the pictur-
exquay poverty-stricken on the other no longer gppeded
to the new audience.

As in most countries, 'life’ was late in making a cine-
matic gppearance in Japan. Once it had, however, films
about the middle dasses (which is what 'life' usudly means
on the screen) became popular. An early example was
Tanaka Eizo's The Kyoya Collar Shop (Kyoya erimise,
1922) about the world of small shopkeepers, one which
included femde impersonators, though this film wes the
last to use them.

Among the directors best known for films about the
middle classes was Shimazu Y asujiro, who had been light-
ing director on Souls on the Road. In 1924 he made a
comedy cdled Sunday (Nichiyobi) which was uncom-
monly perceptive of how people redly lived. This was
followed by a picture about the rurd middle class, A
Village Teacher (Mura no sensal, 1925). Other directors
investigating the new subject-matter were Gosho Heino-
suke, in Townspeople (Machi no hitobito, 1926), and Ozu
Yasujiro who mede his firg feature about middle-class
wage-earners in The Life of an Office Worker (Kaishan
seikatsu, 1929).

The new gendaigeki marked the beginning of genreslater
to become important to the growing Japanese cinema.
From these beginnings came the genre of films about the
lower middle class (the neol ogism for which isshomingeki),
the serio-comedy of the sdaried class (shoshiniingcki), and
the sentimenta satire. The last owed its greatest develop-
ment to Ushihara Kiyohiko, one of the writers of the
script of Souls on the Road, in which he played the butler.

Japanese films of this period dso tedtified to the con-
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tinuing influence of Wedern cinema, in this case Amer-
ican. A series of short (hour-long) pictures from Universal
caled Bluebird Productions was one of the most powerful
sources of American influence. Completely forgotten in
their country of origin, these short films hed a consider-
able impact on Japan.

With such titles as Southern Justice and A Kentucky Cin-
derella, these pictures were decidedly uncomplicated, with
smple plots, determined heroes and 'nature’ shots, ad
they were, from the Japanese point of view, highly redlis-
tic. In addition, they disdlayed an idedistic smplicity
which could be instantly gragped and relatively eesly
copied. The great influence exerted by this series, not at dl
commensurate with its worth, was later acknowledged by
such diverse directors as Ushihara, Kinugasa, Gosho, Ozu
and even Ito Daisuke.

What s0 strongly gppeded to these new gendaigeki and
later directors was the kind of selective 'realism' exhibited
by the series. It was not a naturalism which inssted upon
including everything, but was 'Japanese in that it created
through stringent selection. Most forms of Japanese art
are, in this sense, reductive, and cinema is no exception.

Indeed, many of the recipes which Japanese directors
have from time to time given for making good films are
reductive by nature. Shimazu Y asljiro is sad to have told
his pupil Yoshinmra Kimisaburo: 'The secret of film-
making, Yoshimura, is framing." Likewise, the brilliant
young Yamanaka Sadeo is sad to have had one man
theory: '"You edablish the postion of the camera. After
that it is easy."* What both those directors were in their
different ways doing was defining through scrupulous
selection. Western directors, asked about their secrets,
might wdl have included everything: getting the right
script, the proper camera movements, suitable actors.
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When the film theoretician Sugiyama Helichi sad that
film can never become redlity itself because film away
takes place within a frame, he was acknowledging thet i
is limitations which create the style the Japanese cdla
redist. He went on to suggest why: ‘It is regtriction ©
vison which lends things their interest.™

The director who perhaps best typifies this sdective an
reductive style, both in the late 1920s ad later, is MizcC
guchi Kenji, of whom Kurosawa once sad. 'The gree
thing | about him] was his tirdess effort to imbue even
scene with reality.”™ It was a specific Japanese redit
which was sought, and which Kurosawa himself observes
and this search defined the Mizoguchi style.

This style was an amalgam. The most eclectic of direc
tors in his early career, Mizoguchi weas at the same tim
one of the most highly conscious of Japanese traditions
Blending the various influences took, he later said, som
time. It was only after 1936 'that | was able findly to lear
how to show life as | sec it'. What this was, Mizoguch
reveded later: Y ou want me to spesk of my art? - but the
isimpossible . . . | usrather say that a man like mysdf i
aways tempted by the climate of beauty.”™ Beauty then i
the result of a striving for realism. The redlistic consists C
a selection of what is condgdered beautiful, just as in th
West the red is often defined by what is not. Mizoguchi’
reduction is therefore typica of Japanese style since th
will to aestheticize is one of its hallmarks.

In the works of Mizoguchi, perhagps more than in thos
of any other director, one may aso discover a successfL
marriage of the Western redlistic mode and this purd)
Jepanee concern with aesthetics. This is particularly ob
vious in Ssters of the CAon (Gion no shimai, 1936), a filn
which he himself said marked the beginnings of his matur
style. The story of two sisters, one modern, one tradition
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a, seems indeed to mirror the often problematical fuson
of East and West which is so well achieved in this picture.

The film dso contains in full form one of the means
through which Mizoguchi combined a double influence.
This is the one-scene, one-shot technique. In the early
cinema of most countries this was the most common
means of presentation. Early abandoned in the West it
continued in Japan. Mizoguchi used it to create a new kind
of cinematic tension: the full accoutrements of the Western
redig style disgplayed through the confines of the
‘Japanese’ single long take. Each sceneis dlowed to create
its own impact; there is no breaking of the scene up into
varioudy positioned shots.

This technique is paramount to the Mizoguchi style.
Yoda Yoshikata, who scripted this as wel as mogt of the
later films, said: 'The degpest beauty must be recorded
with continuous shots ... | take this single-shot technique
into account in al of my scripts.” Its effect has often been
commented upon, but its strength was perhaps best de-
scribed by Shinoda when he compared the long shots of
Mizoguchi with the short shots of 1to Daisuke and stressed
'the tremendous increase in emotional impact which
[Mizoguchi] gained by exchanging the manipulation of
short multiple shots for the objectivity of the long single
shot'.”

It is precisaly this objectivity which impresses, particu-
larly when used in the context of a full range of camera
movements and positions, redigtic acting, and other West-
en cinematic means. The chosen redity is rendered with
an aesthetic objectivity which compels belief. This con-
tinued and restricted view defines not only the beauty but
aso the truth of the scene, its chosen verismilitude.

Ancther example of this Japanese tendency to define
through limitations is seen in the work of Ozu Y asujiro, a
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director who by the early 1930s had successfully fused
traditiona aesthetic precepts with American influences.

The ddiberate limitations of the Ozu style are wdl
known. There are few pans or dollies. There are eventual -
ly no fades, no dissolves, techniques which Ozu said were
attributes of the camera, not of cinema itsaf. The view-
point is usudly from a dramatically lowered camera, the
equivaent, he once said, of a person stting on tatami.
Once the viewpoint is chosen, dl actions are confined to
the resulting frame, punctuated with but the smple cut.
The action is fronta, with people addressing each other
‘through’ the camera

Though the young Ozu hed been impressed by the plot
of Civilization and the sophigticated direction of Lubitsch,
his own films were redricted to story and anecdote and
denied both plot and psychologica explanation. He con-
structed a specificaly Japanese geometry on his screen, one
designed to contain, indeed to create, the 'redlistic' Ozu
character. Just as the restriction of the Mizoguchi long-
held scene created its own emotional impact, the minimal -
ism of the Ozu technique was in many ways responsible
for the memorability of the Ozu character.

J Was Bom, But . . . (Umarete wa mita keredo, 1932) is
often cited as marking the beginning of Ozu's mature
style. It is a comedy rendered serious both by its subject
(children growing up in an adult world) and by the rigour
of its presentation. The late lwasski Akiracaled it 'the first
work of socid redism inJapanese films."” And so it may
be, but it is redism of a peculiarly Japanese variety.

Concerned with patterns and visible structures, Ozu
constructed this film from invariable scenes (the house, the
vacant lot), from repeated sequences (the boys and their
friends), ard from various pardld scenes (the railroad
crossing). By limiting what is shown Ozu intengfies its

29



JAPANESE CINEMA

effect. Some of the points of the film are made through
patterns done: a dolly (among Ozu's last) dong the desks
in the boys' school cut againgt a dolly adong the desks in
the father's office, camera movements reveding children
and adults as nearly identical.

In the early 1930s many young directors were construct-
ing films of asdlective verismilitude. So, indeed, were and
are directors around the world. Any film is, by its nature,
selective. Only in Japan, however, was the choice so
limited, so concise, and so conscious. Only here was
realism so openly cropped, cut, moulded.

In Our Neighbour, Miss Yae (Tonari no Yae-chan, 1934)
Shimazu created a comedy of middle-class life through a
baanced series of scenes, pardld action in neighbouring
houses, coupled with a radicdly smplified everydayness
— a dramatic geometry just visible under this domestic

Our Neighbour, Miss Yae (Tonan no Yae-chan, 1934, Shimazu Yasujiro)
surf . . . Arzome Yumeko, Takasug Sanac
A novelettish story about a daughter bringing back
together her middle-class estranged parents is turned into Sisters of the Gion (Gion no shimai, 1936, Mizoguchi Kenji
an %ﬂhﬁlc experlenceby Na.u$ MlklO in hlS flrst impor- Shaganoya Benker, Yamada [suzu

tant film, Wife, Be Like a Rose (Tsuma yo bara no yo ni,
1935). Attention is constantly drawn to the patterns of the
film, to regular ambiguities in rationship of the charac-
ters not only to each other but dso to the story itsdf. The
presentation is both assured and self-conscious. If it is
reminiscent of Lubitsch it is dso suggestive of classicd
Japanese narrative.

In A Shir Athlete (Hanagata senshu, 1937), one of a
popular series of college-life films, Shimizu | liroshi cre-
ated an daborately patterned film, one in which the con-
gtruction itself compounds the humour. Style is intimately
rlated to exigencies of the story: certain characters are
asociated with certain kinds of shots, smilar actions are
invariably taken in long shots, axd pans ae revedling.
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Style openly pardlds story, and dl this is accomplished
with a comic awareness which the West would not see in
such polished form until the films of Jacques Tati.

At the same time that gendaigeki directors were creating
or assmilating such new styles, they were also concerning
themsaves with new themes, most importantly with a
socid criticism of Japan analogous to the outspoken cen-
sure in the earlier jidaigeki. Ozu's / Was Born, But . ..
exposes various inequalities and criticizes a society in
which they are dlowed to exist. Ozu was as criticd as Ito
had been in his jidaigeki. Both said that something ought to
be done about Japanese society, one usng humour and the
other violence.

Film as atool of socid criticism was something new. In
such pictures as Souls on the Road and The Kyoya Collar
Shop it was not society but ‘fate’ which brought about the
tragedies. The gppropriate response was. it cannot be
helped, we must put up with it. During the early 1930s,
however, an oppressve government and a too docile
society were openly hed responsible for tragic events.

There were various reasons for such uncommon can-
dour: an economic depresson in Japan, the egditarian
example of the United States, and the populist promise of
Marxism. Through the new redism the indifference of the
government and the coldness of society could be criticized.

The young Uchida Tomu made A Live Doll (Ikeru
ningyo, 1929) about the unthinking cruelty of a calloused
society; the protean Mizoguchi in one year, 1929, made
Tokyo March (Tokyo koshinkyoku) and Metropolitan Sym-
phony (Tokai kokyogaku), both of which contrasted the
life of the proletariat with that of the well-to-do. The big
hit of 1930, and the largest moneymaker in the history of
Japanese film till then, was What Made Her Do 1t? (Naniga
kanojo o so sasta ka), directed by Suzuki Shigeyoshi, a
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particularly outspoken picture about a poor girl and her
fate in a crud and uncaring society.

These films, which grew ever more critical of an author-
itarian society, formed that short-lived genre, the keiko-
giga, a term sometimes loosaly trandated as ‘tendency
film', itself a euphemism for movies with definite political
overtones. Just how leftist these pro-proletariat pictures
were, however, is a matter sill being discussed. At lesst
one of the directors, Furumi Takuji, went to Russa and
came back a communist. At the same time these message
films of the period are filled with an amost American
concern for 'the little man'.

The tendency films which went furthest were thejidai-
geki, afiict of which the government wes well aware. As
early as 1928 Makino's Street of Masterless Samurai hed been
heavily cut before its release. Another film which did not
escape the censor's scissors was Ito's Man-Sashing, Horse-
Piercing Sword, which denounces the 'exploiting classes,
dl quite recognizable under their samura armour.

Uchida's Revenge Champion (Adauchi senshu, 1931) and
It ami's Peerless Patriot (Kokushi muso, 1932) even dispense
with sword-play altogether in the interests of social com-
ment. The latter film, through a plot involving swords-
man samurai and aronin imposter, shows the latter beating
the lord a his own game, and thus manages to question
hereditary rule.

Itami's Akanishi Kakita (1936) goes fathest in the
humanization of the samurai. The hero cares more for his
pet cat than for his girlfriend, he is not impressed with his
superiors, and he auffers from stomach-aches. With
samural Kakita the way is clear for those later, post-war
samura and ronin heroes who so resemble him. In fact,
'‘when [Kurosawals] Y ojimbo first gpopears on the screen,
swinging his shoulders in his characteristic manner, he
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is waking straight out of the tradition of Susukita
Rokuhei."

Perhgps the finest of these humanistic, socidly critica
jidaigeki were made by a group of Kyoto scenarists and
directors including Y amanaka Sadao, a director who in a
short career made severd of the most memorable period
films. One was Kochiyama Soshun (1936), a ddiberate
parody of a Kawatake Mokuami Kabnki drama in which
feudd precepts are satirized and highminded ideds ae
humanized. The gambler Kochiyama, a true common
man, fights againgt repressive authority and dies for what
he believesin.

Many, however, consder Yamanakas best film to be
Humanity and Paper Balloons (Ninjo kami fusen, 1937). a
redisticaly detailed picture of ronin life rendered moving
by the conscious confines of its presentation. A masterless
samural has sold his sword to buy rice, and his wife makes
children's balloons in order to bring in a little money.
They live in a poor tenement, and eventudly die through
innocent involvement in a petty crime. Socid criticism is
present in every scene and each is made memorable by the
employment of a redism of the most sdlective and telling
kind.

There are two aress of acting space: the tenement and
the town. The former is so rigoroudly reticulated that the
viewer soon comes to know it intimately; the latter, the
town, which so threatens those in the tenement, is on
the contrary, not charted a al. The viewer becomes no
less confused than the characters as soon as they venture
out. Shots indde the tenement are usudly right angled and
the acting is frontal, both conventions which the Japanese
asociate with stability. Outside, the camera postion
seems by contragt arbitrary.” In any event, the camera is
usudly dationary. The kind of freedom associated with
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the moving camerais one which the nature of Y amanaka's
story seeks to deny.

These and other polarities in the film creete a redity
gripped down, reduced and hence extremely powerful.™
The humanig morality of the film is illuminated by the
logicd formadlity of its construction. Socid criticism is
goparent in its very form.

Though the authorities may have been blind to the
film's artistry they were certainly aware of its import. By
1937 the government had gained dl but complete control
of the film industry, militarists had assumed power, and
any promise of democratic freedom had vanished. An
authoritarian government had turned totditarian, a staged
invason of China would soon result in war, and Toku-
gawastyle repression had returned. In motion pictures dl
keiko films were banned, the proscription soon extended to
dl films which questioned loyalty as well as to dl critica
and redigtic jidaigeki. Shortly after Yamanaka had mede
Humanity and Paper Balloons he was sent to the China front
where he died.

3
The 1940s and the 1950s

As the military took over the civilian government, much
that was liberd and anti-authoritarian in Japanese life wee
suppressed. Forma gopeds were issued to ‘imbue the
minds of the young with a military spirit' and opposition
was made ineffectual.

Films, considered part of the public media, were the fird
to suffer. Even in the early 1930s the officid censors hed
begun cutting foreign films: the pacific All Quiet on the
Western Front suffered nearly three hundred cuts before
being shown in Japan. Now the military censors were
strong enough to dictate local film policy as well.

The concept of government-controlled ‘nationa policy
films (senikoyo-eiga) agppeared as early as 1932, its pur-
pose being to ad and perhgps excuse Japan's military
adventures. As the army gained greater control, more
ideologica films were required. In 1936 the industry wee
placed under the Ministry of Home Affars and the Medic
Section of the Imperiad Army. From 1939 the dl-
encompassing Motion Picture Law ordered the exclusive
production of national policy films.

Initidly these films stressed ‘the human face of war', a
attendant horrors were minimized. In pictures such as
Tasaka Tomotaka's Five Scouts (Gonin no sekkohei, 1938)
and Mud and Soldiers (Tsuchi to heitai, 1939) the open,
friendly soldiers give their dl for emperor and country,
but no footage is devoted to portraying the enemy. The
Japanese audience did not require such dramétizatior
because the duty of going to war was unquestioned and i
was hot necessary to portray the bestidity of the enemy.
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After the attack on Pearl Harbour in December 1941
which marked the beginning of the Pacific War, the tone
of the nationa policy films changed. There was greater
emphasis upon the ettractive camaraderie of military life,
and the spirituad benefits of such an education. Taguchi
Tetsu's Generals, Saff and Soldiers (Shoguii to sambo
to hd, .1942), darring the former ronin hero, Bando
Tsumasaburo, and Yamamoto Kgjiro's The War at Sea
from Hawaii to Malaya (Hawa-Marel oki kaisen, 1942)
highlights such benefits, while completely neglecting the
extreme brutality with which recruits were increasingly
treated.

At the same time the people back home were shown that
they too had their duties. Naruse's The Whole Family
Works (Hataraku ikka, 1939) carries just that message, and
Kurosawas The Most Beautiful (Ichiban utsukushiku,
1944) shows the whole factory working.

It was only later that the kind of anti-enemy propaganda
the West associates with wartime cinema was indsted
upon. In 1940 Y oshimura Kimisaburo could make a film
about the noble humanity of a staff officer in The Sory of
'Tank Commander Nishizumi (Nishizumi senshacho-den);
by 1943 he was forced to meke The Sy Isn't Yet Dead
(Kancho imada shisezu), about the machinations of enemy
agents in Japan and the horrible American who controls
them.

One reault of dl this governmental control was that
stylistic influences from the West were considerably
lessened; there had indeed been criticism that foreign ways
were taking over the native product. When the new
Wegtern-style PCL Studio was built it was playfully
averred that the initials stood not for Photo Chemica
Laboratory but for Pork Cutlet Lard, something which the
lean fish-eating Japanese associated with the gross West.”
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More serioudy, there were officia objectionsto noticeably
‘foreign styles. The Army's Media Section strongly
criticized both the style and content of Kurosawa's debut
film, Sanshiro Sugata (Sugata Sanshiro, 1943), ad the film
might not have been rdeased if Ozu Y asujiro, sitting on
the board as a representative of the studio, had not won the
authorities over.

There was, consequently, a conscious move back to
whatever Jgpan ill retained of a 'nationa’ style. This
resulted in a number of historica pageants such as
Uchidas History (Rekishi, 1940), origindly a three-part
epic though only the first was completed, and Kinugasas
The Battle of Kawanakajima (Kawanakgima kassen, 1941).
However, the 'nationa’ style was by now so completely
an amalgam of international influences that any attempt to
regan a purdy 'Japanese’ vison or to proscribe stylistic
imports could not be successful. None the less there was in
Japan's wartime cinema not much faeg cutting and very
little camera movement for its own sake. Mizoguchi's The.
Genroku Loyal Forty-seven Ronin (1941), a two-part version
of anew (1937) Kabuki rewriting of Chushingura, is notable
for its stately tempos and its stage-like settings. This series
of tableaux does indeed resemble the Japanese film of
thirty years before except that its apparent smplicities are
those of sophigtication, knowledge and intent.

Another example of a return to native ways was
Uchidas Earth (Tsuchi, 1939). Based on the 1910 nove
by Nagatsuka Takashi, it portrays what Natsume Soseki
in his preface to the book hed cdled the plight of the
‘wretched farmers, without education or refinement'.

Uchida matched the candid simplicity of the book with
a near-documentary style. He offered no solutions to
agrarian ills. Those looking for a return to native vaues
could find it in this chronicle of the seasons, a demonstra-
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tion of the links between man and nature, and the highl

sdective detail which connected the dight story strand

Actudlly, the film was made without officid permissiol

but its successprompted the authorities to clam that

showed Japanese farmers patriotically putting up wi
their lot.

Most of the nationa policy films were devoid of bol
honesty and interest, and as the war continued film pr
duction, for a number of reasons, steadily declined. Du
ing the 1930s Japan had produced some five hundre
features each year, making it second in production only f
the United States. By 1941 the number hed haved and |
1945, the year in which the war ended with the defeet «
Japan, only 26 films were made.

The rehabilitation of the film industry was among tt
godls of the Allied Occupation Forces. The Motion Pictu
Law was rescinded and, in its place, the American O
cupation Army's Civil Information and Education Sectic
Ikiru (1952, Kurosawa Akira) [ma’] dd’”'“ng what was perm|$b|e_

Odagiri Miki, Shimura Takashi These rules were just as detailed as those of the ce
sorship offices which they had supplanted. The America
issued a ligt of 13 forbidden subjects, the most seriol
being ‘feudd loyalty', the very subject that had constitute
the mgjor theme ofjapanese wartime cinema. In the prir
of 1946 the United States Eighth Army lit alarge bonfit
to burn those films not to be kept for ‘further analysis
sent to the Library of Congress.

Some films suffered doubly in this ideological reverss
Kurosawas They Who Tread on the Tiger's 'Tail (Tora no
o fumu otokotachi, 1945) had been criticized by tt
Japanese authorities for its irreverent treatment of a K
buki classc and denied digtribution. Now the Americe
authorities banned it outright because it portrayed ‘feud:
loyalty', which in turn made it ‘anti-democratic’. The filr

Earth (Tsuchi, 1939, uchidaTomu)
Kazami Akiko, Kosugj Isamu
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was not rdeased until 1954, &fter the Occupation was
sfely over.

The continued ‘feudd threat' of this battered and beaten
nation was keenly fdt by the Civil Information and Educa-
tion Section. At one point Japanese script writers were
even ingructed not to include the ordinary Japanese cus-
tom of bowing: it was fdt to be anti-democratic. In this
and other ways Japanese writers and directors found that
they could not show their own people as they actudly
were but only as they would be were they successfully
‘democratized'.

Details of the American code were liged in a series of
bulletins aimed a making a new kind of 'nationa policy
film', one diametrically opposed to the wartime product
but just as unredigtic. The idea behind the bulletins
secemed to be the making of Jgpan into an ided America,
and to this end directors responded as best they could.

Mizoguchi Kenji presented an intended film about the
printmaker Utamaro as a cdebration of a pre-Occupation
democrat, one beloved by the common people. He re-
celved permission but the finished film — Utamaro and Five
Women (Utamaro o meguru gonin no onna, 1946) — much
dismayed the origina author, Kunieda Kanji, who hed
emphasized the much more daring theme of freedom
through eroticism.

Permission was aso granted for the making of a whole
series of new Kunisada Chuji films by various hands. One
might have thought that the Civil Information and Educa-
tion Section, having banned Chushingura and most other
period fare, would have frowned upon so notorious a
jidaigeki hero. However, they dlowed it to go ahead,
having been persuaded that this low-class gambler yakuza
was redly a democratic fighter for justice, a hero of the

people.
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What the Occupation authorities redly wanted were
'American-style gendaigeki: fast, modern and optimistic.
Kissing, for example, was a democratic custom hitherto
absent from the Japanese cinema. The taboo was conse-
quently broken in two new films which premiered on the
same day in the spring of 1946.

More serioudy, the Civil Information and Education
Section encouraged pictures which criticized the old order
and indicated hope for anew society. This policy resulted
in a number of interesting films, among them Kurosawas
No Regretsfor Our Youth (Waga seishun ni kui nashi, 1946),
Kinoshita Keisuke€s A Morning with the Osone Family
(Osone-ke no asa, 1946) and Y oshimuras A Bal at the
Anjo House (Anjo-ke no butokai, 1947) — dl of them
about the consequences of Japan's wartime policies ad
how individuals now had the freedom to make their own
choices.

There were many such attempts a individuaity, some-
thing wanted by both the Occupation authorities and the
Japanese. The wartime years had seen areturn to totalita-
rian times, now individuality could be openly celebrated.

This is not to imply that individudity did not exist
during the war years. There were directors such as Ozu
Yasujiro who in 1942 created one of his most individua
and persond films, 'There Was a Father (Chichi ariki), one
in which the war effort played no role, and one in which
the individudlity of both father and son (to say nothing of
the individuadity of Ozu) was wonderfully affirmed.

Now, however, individudity was officialy approved.
This meant that writers and directors were free to express,
discover, or create persond styles. They were now aso
free to study and draw upon a wide range of Western
cinematic styles and techniques. Earlier the critic Iwasaki
Akira had complained that ‘'the close-up, flash-back, dis-
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solve, dl such foreign techniques were dragged in un-
digested, then indiscriminately used'.” This was no longer
true. Things borrowed become truly one's own. In the
post-war years foreign techniques were thoroughly
adapted for the purposes that foreign directors hed in-
tended them to serve.

At the same time other aspects of the industry were
manifesting foreign influences, mainly American, result-
ing in stronger unions and mgjor strikes. The industry hed
been traditionally hierarchic, with directors coining up
through the ranks. An aspirant would attach himself to the
unit of a mgjor director and in due course become firg
assigant. Some did not make their own films until wel
into middle age. Now, however, the new post-war free-
dom was affecting even studio administration.

Kurosawa, Kinoshita, |chikawa, Ima Tadashi and Shin-
do Kaneto were among the directors who rose repidly
during the post-war years. The old system could no longer
hold them back and the new systern encouraged them.

The studios, financidly secure with their enormous
post-war audiences, gave directors a great ded of freedom.
For the first time studios supported novel projects. The
result was a directorial freedom the Japanese cinema had
never known and this in turn led to a proliferation of new
genres and new films.

Japanese film had long been considered generic as the
absolute polarity of jidaigeki and gendaigeki and al of the
sub-genres in between suggests. There were, in addition,
many other genres, among them the famous haha-rnono,
films about mother. After the war genres both increased
and metamorphosed. The haha-rnono, for example, became
the tsurna-mono (films about wives), indicating the new
importance of the marriage partner in post-war Japan, and
dso the growing new segment of the cinema audience.
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In addition to revivals of genres there was the creetion of
many new ones. Jgpan took early to the monster picture
(though not the horror film) and, given the nation's pre-
disposition to the presentationd, it is not surprising that it
early adgpted the animated film and continues to excd in
the genre. There was dso, more importantly, a new kind
of comedy-sdtire.

In prewar Japanese cinema there had been comedy
enough but, for obvious reasons, little satire. Now,
however, the climate was right for some mocking of the
old regime and its ways. Kinoshita deflated the authorita
rian father in The Broken Drum (Y abure daiko, 1949), with
cx-ronin Bando Tsumasaburo as the newly impotent pa-
rent; in Carmen's Pure Love (Karumen junjosu, 1952) he
poked fun at the remnants of feuddism in the new demo-
cratized Japan. The younger Ichikawa Kon satirized both
pre-war vaues and post-war pretensionsin Mr Pu (Pu-san,
“53)> A Billionaire (Okuman choja, 1954) and A Crowded
Streetcar (Manin densha, 1957).

These new subjects and new directors reflected new
aspirations. Personifying them were the gtars. Tanaka
Kinuyo, Yamada Isuzu and Hara Setsuko were actresses
who had weathered the war years and now harboured
hopes for the coming age; newcomers included Taka-
mine Hideko, Mifunc Toshiro, Kyo Machiko and Mori
Masayuki.

Directors, both old and new, began making films which
depicted Japanese life not asit should have been but as they
saw it. This meant that a redlistic mode became for the firg
time necessary tojapanese cinema. The problem lacing the
director was how to combine the demands ol a further
redism with the congraints of the Japanese aesthetic.

The films of Kurosawa reflected these concerns. For
example, they look quite rea but are mostly studio shot.
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One Wonderful Sunday (Subarashiki nichiyobi, 1947),
Drunken Angel (Y oidorc tenshi, 1948) and Sray Dog (Nora
inu, 1948) gppear to be neorealismo, and have been
cdled, but their redian is conscioudy designed, with
details far more meticuloudy sdlected than is common in
smilar films in the West. Likewise, when Ima Tadashi
revived the keiko film and portrayed the poor by putting
actors on the gtreetsin And Yet We Live (Dokkoi ikiteiru,
1951), when Shindo shot Children of the Atom Bomb (Gem-
baku no ko, 1952) in Hiroshima itsdf, when Shimizu
Hiroshi used genuine street urchins in Children of the
Beehive (Hachi no su no kodomotachi, 1948), the resulting
redism in dl these films was not that of a De Sca or a
Ros=lini because the assumptions of the directors were
different.

Raw redity could have amdl part in thejapanese cinema
when there was such chaos in Japan itsalf, but a selective
redism could. And, a the same time, the new styles and
techniques could be rendered acceptable, that is, Japanese.

The post-war Kurosawa films, for example, are not
gructured like the foreign films which they may super-
fiddly resemble. Drunken Angel has no plot, just pardld
stories, Sray Dog is a theme with variations, the theme
being the anecdote (cop loses gun) on which the entire film
is hung; One Wonderful Sunday, based on an early Griffith
film, is structurally naive, and purposdy so. It is much
more like en American film of 1920 than of T9s50.

After finishing One Wonderful Sunday Kurosawa was
asked about foreign influences, particularly those in edit-
ing. He replied: 'Whenever we get down to talking about
editing, the issue of montage is immediatdly brought up. |
cannot but fed, however, that these theories are strange
aberrations of the imagination. When it comes to the
basics of film technique | am a naive Griffithean. And

Ugetsu (Ugctsu monogatari, 1953, Mizoguchi K enji)
Kyo Machiko, Mori Masayuki

Tokyo Sory (Tokyo monogatari, 1953, Ozu Yasuijiro)
Hara Setsuko, Ryu Chishu
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the Griffith style was one which had enough common
ground with early Japanese perceptions of film to be
perennialy acceptable.

When Sergel Eisenstein said in 1929 that 'the principle of
montage can be identified as the basic ement of Japanese
representational culture’, he could not have been thinking
of Jgpanese film. The Russan found justification for his
theoriesin the kanji characters of thejapanese language ad
in the haiku of Japanese poetry, but Japanese film is of the
same lineage as drama rather than poetry, and the premises
ae not the same.

The literary influence is there but it shows itself in a
different and more oblique fashion. It afects cinematic
expression, not cinematic means. The Japanese literary
style has been described as supporting or cregting a narra:
tive which 'depends much more on what might be termed
lyric insght than on the dash of persondity and political
power'. It moves 'inward with a narrative line pushing
beyond story, often beyond character, to a general readm
of feeling'.”

Thisisastrue of thgjapanese film asit is of thejapanese
novel, and in both there is the creation of a kind of
atmosphere which becomes a true 'readm of feding'. This
results in a detalled and real-gppearing world which de-
fines an often unarticulated series of stories and a group of
otherwise amorphous characters.

The example is, again, Mizoguchi Kenji. After the war
he continued to make a series of historical films which
examined the pagt as though it were the present and
showed a concern for that redidtic detail which could
reved fundamenta vaues and lyrical insight. The result
was a srongly aesthetic style.

The Life ofOharu (Saikaku ichida onna, 1952) was based
on the Saikaku novel, but where the original was aredigtic
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and picaresque account of the downfal of awilling courte
sn, Yoda and Mizoguchi cregted a lyric €legy, mor
parable than cautionary tale. The famous Ugetsu (Ugets
monogatari, 1953), based on two ghost stories of Ued
Akinari, were smplified into a moving allegory of love
sacred and profane. Sansho the Baliliff'(Sansho dayu, 1954
based on a Mori Ogai story in turn derived from
medievd account, add .4 Sory from Chikamatsu (ska Th
Crucified Lovers, Chikamatsu monogatari, 1954) based on
well-known Bunraku play, crested a world in whid
redlistic details revedled emotiona nuances, and the injus
tices of feudd life were regarded with a detached an
contemplative eye.

In these lagt films made two years before his deeth i
1956 Mizoguchi displayed the culmination of his style
These pictures indeed gppear to 'unroll like a seamles
scroll ... in which tableaux [are] photographed from ai
imperia distance and then cut together . . . two moment
of balance, beginning with the movements of the charac
ter, then coming to rest at its own proper point'.” Refer
ences to Japanese pictorial forms are appropriate here: i
Mizoguchi the traditional Japanese style is seen at its mos
assured.

Ozu Yasyjiro continued to make the gendaigeki whict
were 0 completely his own. He further refined his styl
(no more pans after the war) while enlarging his refer
ences. With his writer, Noda Kogo, he no longer saw
society as the sole cause of human predicaments. Japanes
cinema had lost a socid critic but gained a philosopher, fo
in Ozu's cosmic vison the cause of life's difficulties wa
life itsdf.

In Late Soring (Banshun, 1949) the story — daughte
leaves widowed father to mary — questions whethe
contentment is possble ad a the same time shows a
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acceptance of things as they ae as the only solution,
however partia. In Tokyo Story (Tokyo monogatari,
1953), after the death of the mother, the younger daughter
asks. 'But, isn't life disappointing?, to which the daugh-
ter-in-law, with a smile of acceptance, replies. 'Yes, itis.'

This acceptance is accomplished with a directness, a
laconic simplicity which is in itsdf the result of Ozu's
radicd style. The focus of the mature Ozu view, the
perfect balance of the events portrayed, the subtle pardlds
between scenes, the irony of sudden reversals — this grid
of narrative strategies creates the profound humanity of
the Ozu film.

In Ozu's later films we find the ultimate criticism, a
criticism of life. And this pragmatic criticism, one which
has long been a part of Japanese culture itsdf, is afirma:
tive. Through Floating Weeds (Ukigusa, 1959), Late Au-
tumn (Akibiyori, i960), to his last film, An Autumn After-
noon (Samma no gi, 1962), Ozu, who died in 1963,
developed 'one of the most digtinctive visud styles in the
cinema. Commonly attributed to 'the influence of ...
traditions of Japanese art . . . and a ddiberate imitation of
and action againg Western cinema . . . his style reveds
vadt possibilities within a narrow compass'.™

Another director concerned with affirmation was Gosho
Heinosuke. Particularly active in the 1950s (he died in
1981), Gosho kept dive the humanistic traditions of the
shomingeki and the concerns of his teacher and mentor,
Shimazu Yasujiro. His An Inn in Osaka (Osaka no yado,
1954) is about people sinking into poverty but still trying
to help one another; Growing Up (Takekurabe, T956),
based on the Higuchi Ichiyo nove, is about an innocent
young girl marked for a life of progtitution in the Y oshi-
wara and the helplessness of those about her. The sorrows
of these people are shown through close-ups and fadt
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editing, a style based on Western models, particularly that
of Erngt, Lubitsch whose films Gosho carefully studied. It
was a gtyle which proved capable of capturing much of the
flavour of the Japanese ethos. This Gosho himself caled
'the bittersweet flavour of life', that mixture of tears and
smiles which thejapanese audience found so appeding.
Naruse Mikio pursued his own kind of redism, one
basad upon close observation and sdective detal. His
Repast (Meshi, 1951), bassd on the lagt (unfinished) novel
by Hayashi Fumiko, scripted by his favourite writers, Ide
Toshiro and Tanaka Sumie, is about a post-war couple
who, despite differences, decide to day together. Late
Chrysanthemums (Bangiku, 1954), another Hayashi adapt-
ation, like the later Flowing (Nagareru, 1956), is about the
dissolution of the old order: in both we witness the dis-
appearance of the traditions of the old-style geisha. In the
later When a Woman Ascends the Stairs (Onna ga kaidan o
agaru toki, 1960), based on a script by Kikushima Ryuzo,
we see the woman returning to her hopelessjob, asmany a
Naruse heroine has returned to her hopeess husband,
disllusoned but still retaining her own integrity.

Naruse himsdlf (he died in 1969) sad that the essentid
thing was 'knowing how to capture the humanity of the
human condition, knowing how to portray humanness'.”
How he does this is explained by Sato Tadao. 'He often
photographs his characters in profile . . . his camera has
the eye of an outsder who hagppens to be in the right
place. ... As areault Naruse's camera is sometimes mar-
velloudy intimate with his characters [but] sometimes
exceedingly cold.! This Sato finds unlike Ozu who
'‘assumes the attitude of meeting an acquaintance. [Hig]
films do not investigate'.”

It is Naruse's andytical intimacy that informs his finest
films. In Floating Clouds (Ukigumo, 1955), yet another
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Hayashi story, scripted by Mizuki Y oko, the cameragare
a the actors in the find scene with a gaze which refuse
comment as the man, only now redizing the worth of th
woman, helps prepare her corpse. It is a moment c
gravity, of utter stillness, rare in cinema. It is pure pre
sentation.

It is this quality (presentation, of a very different mar
ner) which Ozu had in mind when he reportedly tol
Naruse that the two films which he himself could neve
have made, much as he might have wanted to, wer
Mizoguchi's Ssters of the Gion and Naruse's own Floatin
Clouds”

Among the directors who had begun their careers dul
ing the Pacific War it was Kurosawa Akira who, mor
than anyone, heped to perpetuate one of the major genre
of thejapanese cinemawith aseries ofjidaigeki which wer
ingpired by those films of Ito, Itami and Yamanaka meo
in the late 1930s. They were filled with a convincing |
highly sdlective realism, owed nothing at dl to the oper:
tics of the chambara (a minor genre which even in post-we
Japan kept the ingredients of the old Matsunosuke spex
tacular), and continued the sober humaniam of the fine
period films.

Though Rashomon (1950) is not redly a. jidaigeki — it |
st in the twefth century whilejidaigeki are commonl
thought to belong to the Tokugawa period (1603-1867
— it is filled with a rigour, a seriousness and a hedth
scepticism typical of the best period films of the 1930
Written by Kurosawa and Hashimoto Shinobu after seve
a stories by Akutagawa Ryunosuke, this investigation of
repe and murder told through flashbacks questions nc
only 'truth’ but dso 'redlity’ in a manner as 'nihilistic’ ¢
any pre-war period director could have wished, and ther
in the post-war manner, afirms them none the less.
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Seven Samurai (Shichinin no samurai, 1954), written by
Kurosawa, Hashimoto and Oguni Hideo, with its story of
a band of ronin coming to the rescue of a group of
bandit-beleaguered farmers, could have been written by
Kami or Yamanaka, s0 close are its libera ams to theirs.
Kurosawas later jidaigeki comedies, Yojimbo (1961) ad
Sanjuro (Tsubaki Sanjuro, 1962), both scripted with
Kikushima Ryuzo, and that affectionate satire of the com-
mon chambara, The Hidden Fortress (Kakushi toride no
san-akunin, 1958), written by Kurosawas best scenarists
(Hashimoto, Oguni, Kikushima and himself), are funny
in the same way that Itami's Kakita Akanishi and Yama-
nakas Sazen Tange: The Million Ryo Pot (Tangc Seeen —
Hyakuman ryo no tsubo, 1935) and Kochiyama Soshun are:
pretensions are exposed and malice overcome through the
smple humanity of the samura hero.

At the same time, Kurosawas jidaigeki are influenced by
foreign styles. They owe much to American films, espe-
cidly to Westerns, in particular, says the director, to those
of John Ford. What he has asimilated from the West is
aso seen dearly in hisgendaigeki, particularly in the finest
of them dl, lkiru (1952).

A man dying of cancer seeks to &ffirm himsdf, and
manages to do so. The script, by Hashimoto, Oguni and
Kurosawa, combines an authoritative voice and a deliber-
aey reveding structure with a highly sdective naturalism
to creste a style which blends socia redism with lyricism
in a way thet is degply moving and very Japanese. This
film dso marked the beginning of an interest in expres-
sonism (the ceebrated ‘night-town' sequence) which
grew through such films as The Idiot (Hakuchi, 1951) ad
Dodesukaden (1970) to the mannered cinema of Kagemusha
(1980) and Ran (1985).

Another post-war continuation of pre-war interests was
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the steady dream of literary adaptations. While it is true
that the cinema in most countries draws heavily from
plays, novels and stories for its plots, the Japanese film
does this to a greater extent and seems to suffer a greater
lack of origind film scenarios.

Jepanese adaptations, unlike those of the West, sdldom
encompass the work in its entirety. For example, of the
severd versions of The 'Tale of Genji (Yoshimuras in 1952,
Ichikawas for televison in the 1960s, and an animated
cartoon version in 1985), none is complete. Thejapanese
way of adapting was defined by Naruse: 'I'm no good a
directing long stories and novels. My films based on short
gtories or excerpts from novels have dways been much
more successful. I'm good a expanding but no good a
compressing."

In this Naruse resembles most Japanese directors. Mizo-
guchi enlarged upon the kernd ol the stories he chose; Ozu
expanded the anecdote, or sometimes no more than aline
or two of dialogue that he and Noda had chosen. Though
there have been long, usudly routine, re-enactments of
lengthy plays and novels, such as the various films based
on Chushingura and on the popular historica novel,
Miyamoto Musashi, the mgjority of adaptations have been
faithless to the form of the origind but, if well conceived,
true to the gpirit.

Imai Tadashi adapted three stories by | liguchi Ichiyo
and merged them in Troubled Waters (eka Muddy Waters,
Nigorie, 1953), a film about women and their problemsin
the Mdiji era. In 1958 he mede his finest film, Night Drum
(Yoru no tsuzumi), scripted by Hashimoto after a Chika-
matsu doll-drama. The central episode of the play, in
which a wife has an dfar during her husband's absence, is
condensed, while the denouement, in which the husband
kills the adulterous couple as custom decrees ad is then
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faced with a life which he himsalf has rendered meaning-
less, is emphasized.

Another socially committed director, Kobayashi Masaki,
made one of the mog financidly successful post-war
adaptations in the three-part Human Condition (Ningen no
joken, 1958-61). These long films were based upon the
even longer best-salling GomikawaJunpel novel about an
idedigtic Japanese soldier unhgppy at Japan's brutal ex-
ploitation of Manchuria. Kobayashi's Harakiri (Seppuku,
1962), after an origina script by Hashimoto Shinobu, is
one of the strongest indictments of the samural ethos, and
is in the same lineage as the dissident jidaigeki of the 1920s
and 30s. However, Kobayashi remains best known for his
most spectacular adaptation, that of a number of short
Lafcadio Hearn ghost stories in Kwaidan (Kaidan, 1965),
and for the questioning, fragmented documentary, com-
piled from post-war newsreds, The 'Tokyo 'Trial (Tokyo
saiban, 1983).

Kobayashi had served as assigtant director to Kinoshita
Keisuke who, dter his early successes with the new com-
edy satire, turned to somewhat orthodox adaptations. One
of the most popular was the sentiment-filled "Twenty-Tour
Eyes (Nijushi no hitomi, 1954), the story of Jgpan from
1927 to 1946 seen through the eyes of an elementary-
school teacher. It was based on the popular nove by
Tsuboi Sakae, ad his next film was based on a popular 1to
Sachio novel. She Was Like a Wild Chrysanthemum (Nogiku
no gotoki kimi nariki, 1955) is about an old man returning
to the scenes of his youth and remembering hislost love, a
theme rendered even more nostalgic by the film's visua
approximation to late nineteenth-century photographs.

Kinoshita's mogt famous adaptation is probably The
Ballad of Narayama (Narayama bushiko, 1958), based on
the short Fukazawa Shichiro novel about the apocryphab
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custom of leaving the aged to die on a mountain top, a
story to be filmed again in 1983 by Imamura Shohel. In it
Kinoshita deliberately uses the conventions of the Kabuki
to remove from this folktae any redis pretensons. In The
River Fuefuki (Fuefukigawa, 1960), another adaptation of a
work by Fukazawa, a saga of three generations of a family
during the civil wars of the sixteenth century, Kinoshita
seeks to recount his period story in a period manner:
partiad colouring of scenes in the manner of early ukiyo-e
prints, long scroll-like dollies and asymmetrical composi-
tions — a sdlf-conscious recongtruction of a Japanese style.

Some of the finest of these adagptations, ones particularly
distinguished by that atmospheric redlism so characteristic
of post-war Japanese films, were directed by Toyoda
Shiro. He very successfully adapted Oda Sakunosukc's
Marital Relations (Meoto zenza, 1955), a wry comedy
about a geisha and her no-good lover, cregting a modern
verson of the michiyuki, the lovers flight, that standard
feature of the Osaka doll-drama. Equally expert was his
adaptation of Tanizaki's A Cat, Shozo and Two Women
(Neko to Shozo to futari no onna, 1956), a comedy made,
as the title indicates, out of very little. Toyodas film
version was created through equaly few means— a set or
two, the seashore — and well captured the appropriate
lightness. In A Tale from East of the River (ska Twilight
Sory, Bokuto kidan, i960) one of Naga Kafu's most
evocdtive stories, st in the old progtitute quarter of Tama-
noi, was recregted on the studio lot, with the surroundings
appearing to be an extension of the actors, an environment
designed, as in the earliest films, to comment upon the
fedings of the characters.

Another successful adapter was Ichikawa Kon who, like
Kinoshita, turned from satire to more Sandard fare.

8

THE1940sANDTHE 1950s

Among the firg and most successful of his adaptations was
Kokoro (1955), a very free verson of the Natsume Soseki
classc. More popular was The Harp of Burma (Biruma no
tategoto, 1956), based on the Takeyama Michio novel and
aso scripted by the late Wada Natto, Ichikawas wife.

It was she who had worked with the director since 1949
and scripted dl of his later successful films. Among these
were Conflagration (Enjo, 1958), a verson of Mishima
Yukio's The 'Temple of the Cold Pavilion; Fires on the Plain
(Nobi, 1958) dfter the Ooka Shohei wartime story; The
Key (eka Odd Obsession, Kagi, 1959) from the Tanizaki
novel; Bonchi (1961) based on the Yamazaki Toyoko
novel; Younger Brother (&ka Her Brother, Ototo, 1961) after
the Koda Aya novel; and The Outcast (eka The Broken
Commandment, Hakai, 1962) based on the Shimazaki
Toson novel.

In dl of these much of the success was due to the
economy with which Weda used the originals. None are
sen in their complete form and some, like The Key, are
completely altered. An indication of Wadas success may
be seen in her radicd adaptation of Soseki's Kokoro which
leaves out much of the origina yet retains its quintessential
amosphere. The falure of a later Soseki adaptation,
Ichikawas / Am a Cat (Wagaha wa neko de aru, 1975),
may be accounted for by another script-writer's attempt to
include too much of the original story.

The finest of these films provided Ichikawa with the
opportunity to display his ravishing visud style, one so
bold that it has been cdled graphic: the asymmetric
arrangement of black againgt white in The Outcast; the
complicated baance of the long family-conference scenein
The Key; the purdy pictoria rendering of water in the
swimming scenes in Kokoro; the scroll-like setting of men
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againg scene in The Wanderers (Matatabi, 1973), scripted
by Tanikawa Shuntaro. Herein lies another reason for
their success.

Perhaps the most concentrated example of this style,
and the single most successful Ichikawa-Wada collabora-
tion, is An Actor's Revenge (Yukinojo henge, 1963), a
deliberately faithful remake of the old Ito Daisuke-
Kinugasa Teinosuke script. In it Ichikawa ddights in the
old-fashioned conventions of both the stage (the hero is a
Kabuki femde impersonator) and early Japanese film,
paticularly the more spectacular jidaigeki of Ito and
Makino. The female-impersonator hero was played by the
ageing prewar matinee idol Hasegawa Kazuo, and the
result is a stylish film filled with nostagia and an
affectionate irony.

At the same time that Japanese cinema was carrying on
the tradition of studio-built redism there was a small but
growing concern for the kind of redism known as
documentary. This change began, asin the days of Osanai,
with a smdl number of directors criticizing the film as it
was, caling for something closer to ‘truth'.

Not surprisingly, there had never been a true docu-
mentary tradition in Japan, a country where a rather more
elaborate presentation was inssted upon. Documentary
was thought too raw for Japanese taste. None the less,
directors who had tired of the studio look and its limita-
tions began in the 1950s to incorporate documentary-like
techniques into their films.

Older directors such as Shimizu Hiroshi began using
amateurs in red surroundings. Leftig directors such as
Ima and Sekigawa Hideo reasoned that photographic
redism enhanced a political realism. Even so conservative
a director as Kinoshita ussd newsred footage to make
events 'real’ in A Japanese Tragedy (Nihon no higeki, 1954);

60

Floating Clouds (Ukigumo, 1955, Naruse Mikio)
Takamine Hidcko, Mori Masayuki

Conflagration (Enjo, 1958, Ichikawa Kon)
Kagawa Ryosuke, Ichikawa Raizo, Nakamura Ganjiro



Bad Beys (Furyo

Yamada Yukio

Hlarakivi (Scppuku,

Famba Tetsuro,

shonen, 1961, Ham Susumu

162, Kobayasln Masaki)
Nakadar Tatsuya

THE 1940s AND THE 1950s

and Shindo Kancto shot the whole of The Island (Hadaka
no shima, i1960) on location, although his use of seasoned
actors in dl roles mitigated the redism lie had wanted to
achieve.

It was not, however, until the 1960s theat the ‘docu-
mentary approach’ and the further redliam that it implied
appeared in any integrated form. The fird documentary-
like film was Hani Susumu's Bad Boys (Furyo shonen,
1961), about a reformatory. A red reform school, ama
teurs, hidden cameras, spontaneous didogue — dl were
used to create a redigtic picture of thejuvenile dilemma.

At the same time, Hani shaped and smoothed his real-
ism through unobtrusive but red direction, through care-
fully paced scenes and precise camera placement. Thiswas
not cinema-verite but Japanese-style documentary. It wes
also one more gep away from the theetrical conventions
which ill to an extent shgped the Japanese cinema. One
dep nearer an international redist style, it remained anew
kind of Japanese film.



4
From the 1960s to the 1980s

THERE were various reasons for the appearance of a new
kind of film in Japan in the 1960s. Among them was the
competition of television. In 1958 annual admissions were
at a thousand million; ten years later the figure had fallen
to three hundred million. Moreover, during this decade
more than half of the cinemas in the country had closed.
At the same time, the number of television sets in the
country increased from two million in 1958 to over
twenty-two million in 1969.*

Film companies were thus inclined to listen to young,
dissatisfied directors, something they would not have
done a decade earlier or, for that matter, a decade later.
Complaints that Japanese films offered no real reflection
of Japanese life, that Mizoguchi was engeki-teki (stagey)
and Ozu furukusai (old-fashioned), were listened to with
patience.

The first of these vocal new directors was Masumura
Y asuzo who called for nothing less than the destruction of
mainstream Japanese cinema. He argued that it advocated
suppression of individual personality, that it was
congruent only with Japan's literary tradition, that all of
the characters in these films invariably submitted to a
collective self, that even in leftist films the heroes deferred
to the will of the masses.

The motion picture companies agreed. |f this was what
the young thought then they should be listened to since it
was the young ticket-buyer whom companies wished to
attract. Thus Masumura was able to make a number of
films that were fairly outspoken for their time. In Giants
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and Toys (Kyojin to gangu, 1958), scripted by Shirasaka
Y oshio, he attacks the institution of television itselfin this
story of a television executive who refuses to submit to the
dictates of showbiz.

Though Masumura was, ironically, to remain with his
old-fashioned and repressive company (Daiei) long after
the other young dissidents had gone independent, his films
did help inspire a new kind of picture.

The young Oshima Nagisa describes his reaction after
seeing the sequence of the flight of the rebel couple, shot
with a hand-held camera following their motor bike, in
Masumura's Kisses (Kuchizuke, 1957). He 'felt that the tide

of the new age could no longer be ignored ... that a

powerful, irresistible force had arrived in the Japanese
>39

cinema.

Another liberating influence was the popular new com-
mercial genre of taiyozoku (sun-tribe) films, a series about
the rebellious young. Named after the novel Season of the
Sun (Taiyo no kisetsu) by Ishihara Shintaro, it inspired not
only young directors but even such established figures as
Ichikawa and Kinoshita.

The best of the taiyozoku films, and one which Oshima
said 'heralded a new age in the Japanese cinema', was
Nakahira Ko's Crazed Fruit (aka Affair at Kamakura,
Kurutta kajitsu, 1956). Based on an Ishihara script (and
starring the novelist's young brother, Yujiro, soon to
become a 'youth' star), it tells of two brothers, one rebel-
lious and delinquent, the other sober and serious, both in
love with a girl who was involved with a dubious for-
eigner. Amoral, disrespectful of authority, the story was
filmed in a stripped-down, laconic style in which Oshima
saw signs of the new trend in 'the sound of the girl's skirt
being ripped, the roar of the motorboat slashing through
the body of the brother'.”
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Tt was something of this questioning, irreverent attitude
that Oshima aimed at when he made his first film, A Town
of Love and Hope (Ai to kibo no machi, 1959), in which
young love is pitted against Japan's class system to create a
picture full of what he himself called his 'dynamic
belligerence'.”

Oshima's hitherto complaisant company (Shochiku)
found the picture outrageous. The president even called it
a keiko film. The company might have been prepared for a
new and different product, but the belligerence of this film
far exceeded its expectations. None the less, because the
company had invested in Oshima he was allowed to try
again, this time backed by an elaborate advertising cam-
paign which announced the arrival of the Japanese 'New
Wave', a term coined in imitation of the French nouvelle
vague, itself another commercial invention designed to
herald and publicize the films of Godarcl, Truffaut and
Chabrol at the end of the 1950s.

Oshima's Night and Tog inJapan (Nihon no yoru to Kiri,
i960) turned out to be so uncompromisingly polemical
that it was withdrawn from the Shochiku cinemas in less
than a week. With this, Oshima left the company and
formed his own, a move which presaged the gradual
growth of the independent Japanese cinema.

The young director's departure from his company (not
the first such but certainly the most dramatic) was occa-
sioned by his realizing that the freedom of expression he
sought was not to be found there. Indeed, the original
willingness of major companies to entertain experiments
was based entirely upon commercial expectations. When
these did not materialize, they became more 'repressive'
than ever.

Oshima's primary concern in cinema is freedom of
expression. When he first saw Kurosawa's No Regretsfor
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Our Youth as a 14-year-old schoolboy he felt that here was
a rea theme — a woman brave enough to act on her
convictions. Though later in life Oshima the director
would often criticize Kurosawa's films, the inspiration
received in his youth remained.

Death by Hanging (Koshikei, 1968) questions the
Japanese judicial system and its ways of silencing such
minorities as resident Koreans. Boy (Shonen, 1969) is
about a child trained to throw himself under cars so that
his parents can claim compensation and whose lack of
freedom is so extreme that at the end he refuses to testify
against them. The Ceremony (Gishiki, 1971) shows repres-
sion in theJapanese family, played out over a quarter of a
century and seen through marriages and funerals.

In Empire of the Senses (Ai no koriida, 1976) freedom
of sexual expression was put to the test. Based on a
well-known event of the 1930s in which a woman
accidentally killed her lover and took something to re-
member him by, the film asked if it is forbidden to show
the act of love. The answer of the Japanese authorities was
resoundingly affirmative: the film was mutilated before
local showings. A protracted court case ensued, and to this
day the unexpurgated version of the film cannot be shown
in Japan.

Oshima's style is often as radical as his subject-matter.
He usually writes his own scripts (though he sometimes
works with Tamura Tsutomu, Sasaki Mamoru and Ishido
Toshiro, among others) and his structuring is both do-
cumentary-like and frankly theatrical. Like Imamura and
Shinoda, other members of the New Wave, Oshima comes
from a theatre background, in contrast to Mizoguchi,
Ozu, Kurosawa and Ichikawa, all of whom were trained in
the fine arts, mainly painting. Oshima's intense interest in
the theatre is manifested early in his films in an often
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deliberately stage-like construction, often so extreme as to
be reminiscent of Makino and Matsunosuke.

The influence here is not Japanese, however, as Oshima
had never seen the ancient kyuha. It derives, rather, from
the films of Jean-Luc Godard, often overtly theatrical,
which Oshima had studied, and the eclecticism of which
he admired. This influence is not confined to Oshima
alone. To him and his contemporaries Godard was as
Lubitsch was to Ozu and Gosho: an inspiration and a point
of departure.

There are, however, many differences between Oshima
and Godard. Sato Tadao noted some of them when he
compared the two directors' various methods of using
the hand-held camera. Godard in Au bout de souffle wished
to ‘'purposely fragmentize... to willfully interrupt'.
Oshima, on the other hand, uses the hand-held camera to
become more intimate with his characters, creating move-
ments which 'echo their moves, thus becoming one with

o4z

them'.

Oshima's ideas are confrontational but his style can
seem conciliatory. Though he at times fragments his
narrative, as in The Man Who Left His Will on Film (Tokyo
senso sengo hiwa, 1970), at other times his narratives are
so straightforward, as in Boy, that the result looks an
ordinary picture until the consequences of the story are
examined.

Oshima's style is eclectic in a manner that is very
pragmatic and quite Japanese and he moulds it to suit the
demands of each film. That Max Mon Amour (1987) is shot
as a completely conventional film is one of the points of
the picture. Night and Fog inJapan, a slow, dense, analytic-
al film, has only some forty shots in it, while Violence at
Noon (Hakuchu no torima, 1966), filled with rape and
murder, has some fifteen hundred and presents a narrative
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so shattered that the audience is left with almost no 'story'
at all.

Of the intellectual Oshima, Imamura Shohei has said,
'He's areal samurai, while I'm really a farmer."* In using
this typical antithesis between social high and low in
Japan, Imamura also meant that despite his radicalism,
Oshima, a Kyoto University graduate, belongs with the
intellectual elite: he is interested in ideas, in history, in
politics, and presumably as much at home with Noh as he
is with Shingeki.

Imamura himself, as he has often stated, is nothing of
the sort. He does not even belong to 'official' Japan, a
country of tea ceremony, subservient women, precisely
graded degrees of social hierarchy, and such approved
virtues as fidelity, loyalty and devotion. Rather, he be-
longs to the 'other' Japan, one which he depicts in his films
and which to him is the real one.

People in Imamura's films do not behave like 'Japanese'
because none of the rules of order and decorum codified by
the 'official' version apply. These people (known, not
suprisingly, as the 'lower classes') have not the slightest
conception of fidelity or loyalty; they are a completely
natural people and are to that extent uncivilized, if civiliza-
tion means (as it does) a stifling of the natural.

'Many other Japanese [besides |mamura] have seen this,
the primitive in the blue serge suit, but they have, almost
to a man, deplored it. Very few Japanese directors have
viewed and approved, though certainly Kawashima Y uzo
and Ozu are among them. Most have succumbed to the
idea that the Japanese must become Western as well.
Imamura, however, finds this refusal, this stubborness,
admirable precisely because it is this primitive naturalness
that is responsible for the wholeness which the Japanese
... still exhibit."
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This 'other' Japan has as a rule been salely defused or
rendered picturesque in the cinema. Even the shomingeki of
the 1930s to this extent idealized reality — their characters
usually give up. After the Second War World, however,
intrusions of the 'other' Japan became more frequent, for
example, in the films of Suzuki Seijun, whose farces are
firmly rooted in the popular comic literature of the Toku-
gawa period. His is an eruption of counter-culture and,
though ostensibly gendaigeki, might better be called Edo
pop. Films such as Tokyo Drifter (Tokyo nagaremono,
1966) and Elegy to Violence (Kenka ereji, 1966) display in
modern form a vital and very Japanese vulgarity.

Imamura had served as assistant director on Kawashima
Yuzo's best-known film, the satirical Talesfrom the Late
Shogunate (aka Not Long after Leaving Shinagawa, Baku-
matsu taiyo-den, 1957). Kawashima's comedies are tough
and individualistic, and his influence was crucial to the
younger director, something Imamura well remembered
when he later wrote the biography of his mentor.

Like Oshima, however, Imamurais also concerned with
being Japanese. He has been said 'to search for the essence
of Japaneseness through his works',” and has himself
declared: 'l want to make really human, Japanese, unset-
tling films.""* One can imagine what he would have made
of Ozu's brand of Japaneseness. In fact, one knows, for
Imamura worked as assistant on Ozu's Early Summer
(Bakushu, 1951), The. Flavour of Green Tea over Rice
(Ochazuke no aji, 1953), and Tokyo Sory. Of these experi-
ences he has said: 'l wouldn't say | wasn't influenced by
Ozu. | would say | didn't want to be influenced by him.'
The two men are so different, however, that there was no
question of any similarity in approach to film.

One obvious example of these differences is their treat-
ment of women. In films such as Insect Woman (Nippon
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konchuki, 1963) and Intentions of Murder (Akai satsui, 1964)
Imamura presents Japanese women in al ways the anti-
thesis of those in the films of Ozu, Mizoguchi or Naruse.
Not in the least tragic, these women reject all conventional
morality, are unfazed by poverty, war, and exploitative
men, and survive by pure instinct.

In the Imamura film Japan itselfis amoral, chaotic. The
hero of The Pornographers (Erogoto: Jinruigaku nyumon,
1966) convinces himself (and us) that in making pornogra-
phy he is actually serving society's true interests. In A Man
Vanishes (Ningen johatsu, 1967) Japan is so fragmented
that a man literally and symbolically disappears, falls
between the social cracks and is never seen again. In
Vengeance is Mine (Fukushu sum wa ware ni ari, 1976) the
amoral hero is also immortal: Japan is in such a state that
his very bones refuse burial in it. And in Black Rain (Kuroi
ame, 1989) his people fight through the greatest chaos of
al time — the devastation of Hiroshima by the atom
bomb — and somehow survive.

Living in thisjungle which isJapan, Imamura becomes
the anthropological film-maker who with a scientific de-
tachment observes the natives; in fact, the subtitle of The
Pornographers is 'An Introduction to Anthropology'. He
approaches his characters with the skill of a documentarist
and has indeed made many television documentaries, all of
them as outspoken as his films.

In this interest Imamura isjoined by a number of his
contemporaries. Oshima has made quite a few docu-
mentaries, as has Hani Susumu. In She and He (Kanojo to
kare, 1963), Hani was filming a document of urban apart-
ment life and its alienating effects. He and his scenarist,
Shimizu Kunio, followed no script: they wrote the lines as
they went along and each set-up became a documentary-
like affair.
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Others who came from a documentary background
included Teshigahara Hiroshi. In Woman in the Dunes
(Suna no onna, 1964) he showed a concern for realistic
detail and an anthropological attitude — the first shot
compares the human protagonist to an insect — shared by
Abe Kobo, who had written the novel 011 which the film
was based and who had himself provided the script. Later
works by Teshigahara, such as Summer Soldiers (Natsu no
heitai, 1971) and even the opulent Rikyu (1989), display a
rigorously realistic visual style and a coolly analytical sense
of structure.

These and later documentarists have made the docu-
mentary an acknowledged part of the Japanese cinema.
Ogawa Shinsuke's multi-film The Front Line for the Libera-
tion of Japan (Nihon kaiho sensen, 1968) attacks the merger
of government and big business in the construction of the
Tokyo International Airport. Tsuchimoto Noriaki made
Minamata: The Victims and Their World (Minamata-kanja-
san to sono sekai, 1971) about the worst pollution disaster
in modern Japan, a film which had the effect of alerting the
media and bringing the guilty company to court. Haneda
Sumiko, Japan's finest woman documentarist, made the
beautiful Pale Grey Cherry Blossoms (Usuzumi no sakura,
1986). In the four-hour Magino Village (Magino-mura,
1986) Ogawa lovingly describes aJapanese rural commun-
ity. And Himeda Tadayoshi chronicles the destruction of
such a small community by a new dam in his Okumi-
omote: A Mountain Village (Echigo Okumiomote, 1987-
8).

Another documentarist turned feature film-maker was
Y oshida Yoshishige, who shared a common taiyozoku
background with Oshima and Shinoda, his contempor-
aries at Shochiku. He too was early drawn toward the
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films of the nouvelle vague and emulated Godard's mix-
ture of political polemic and personal vision. This is most
evident in Eros Plus Massacre (Erosu purasu gyakusatsu,
1969), a supremely dialectical film where 'documentary is
juxtaposed with fiction, Marx with Freud, history with
myth, politics with sexuality'.” The film, Yoshida's
'answer' to the work of Ozu, Kurosawa, Kinoshita and
Ichikawa, is, as the director suggests, to be defined nega-
tively, by what it isnot. And it is not atraditional film. At
the same time it is very Japanese and Yoshida is not
unaware of traditional influences. 'Just as the last half of
lkiru is concentrated on the . . . discussion of the deceased
Watanabe, so [my picture] focuses on contemporary per-
sons who act, thinking of the dead.'**

Herein lies one of the qualities of these new films of the
1960s. their innovative combination of both radical and
traditional means. Though, with Western styles now so
much a part of the Japanese cinema, it is often impossible
to determine, for example, whether the compositional
decentring of a scene is to be traced to theJapanese ukiyo-e,
the pictures of Mizoguchi, or the films of Michelangelo
Antonioni.

Shinoda Masahiro, also both a taiyozoku and a New
Wave director, continues to show influences from tradi-
tional Japanese film. In 1956 he saw and admired Ichi-
kawa's adaptation of Izumi Kyoka's Nihombashi, a roman-
tic and traditional story already once filmed by Mizoguchi.
It was to this world of romance and tradition that he
eventually returned. Before this, however, he carried out
thematic and stylistic experiments in such pictures as Pale
Flower (Kawaita hana, 1962), an Ishihara Shintaro story
about gangsters, and Assassination (Ansatsu, 1964), a
Y amada Nobuo script based on a Shiba Ryotaro story. In
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Assassination, a jidaigeki purposely disjointed, the frag-
mented narrative serves to intensify the questioning of
conventional morality.

In his later films Shinoda returned to a tradition of
extreme aesthcticistn and to adaptations of literary works
by such 'officially'Japanese authors as Kawabata, Endo Shu-
saku, and the Edo playwright Chikamatsu Monzacmon.
His adaptation of one of the latter's Bunraku plays might
be contrasted with such filmed doll-dramas as Mi/.oguchi's
elegiac A Sory from Chikamatsu, and Masuinura's noisy
and vital Love-Death at Sonezaki (Sonezaki shinju, 1978), a
michiyuki film featuring a pop rock star.

Shinoda's Double Suicide (Shinju ten no Amijima, 1969),
on the other hand, uses the theatrical form itself in the
telling. Indeed, it opens with Shinoda himselfin the Bun-
raku theatre making the film we are seeing, a device which
provides a theatrical framework. We are told the story;
one-shot one-scene methods are used (the finished film has
fewer than two hundred and fifty shots in it); and the Black Rain (kuroi ame, 1989, Imamura Sliohci)
completely theatrical artificiality of the doll-drama is in- SLoTa e, Tera Yoo Oii‘,’,"?s,h""’h'
sisted upon, including the use of black-robed puppeteers = . R !
with live actors. Shinoda told Sato Tadao that these kuroko
are as much a part of his film as they are of the play, that
they 'serve as agents for the viewer who wants to penetrate
the truth of the lovers' plight'. They also represent Chika-
matsu himself who, in this modern reading of the play
‘created this anti-social world, tinged with the melo-
dramatic concept of a double suicide'.*”

The Sea and Poison (Umi to dokuyaku, 19N6, Kumai Kei)
Tamura Takahiko, Watanabc Ken, Kisliida Kyoko

'Official'Japan is here criticized, but it is criticized on its
own terms. This is something which Shinoda may well
have learned from the films of Mizoguchi, films he very
much admires, engeki-teki though they may be. He himself
never worked with Mizoguchi but he did serve as assistant
director under Ozu, on Tokyo Twilight (Tokyo boshoku,
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1958). Like Ozu and Mizoguchi, he was not interested in
reality for its own sake. That, he declares, 'is not what
interests me. ... | begin with reality and see what higher
idea comes out ofit.'’

As did Mizoguchi himself. The older director thus
remains Shinoda's inspiration, as he does to a number of
younger Japanese directors. Shinoda has even compared
Mizoguchi with Eisenstein and found the Russian want-
ing. 'The portrait of Oharu's despairing flight through the
bamboo grove [in The Life of Oharu] conveys as much of
the tragedy of the human condition as any film ever made.
I don't know the exact length of the Odessa-steps sequence
in Potemkin, but this example of Mi/oguchi's one-scene
one-cut technique is in no way inferior to the impact
achieved in the few moments of Eisenstein's montage."*

Shinoda's most Mizoguchi-like film, among others
marked by a return to traditional styles, is Banished Orin
(Hanare goze Orin, 1977), about a blind samisen player and
her Oharu-like downfall. Others of the New Wave have
shown a like disposition to tradition. Y oshida's Wuthering
Heights (Arashigaoka, 1988), the Bronte novel in a period
setting, is mainly concerned with aestheticism and thus
joins many other films which return to a self-conscious
Japaneseness after a period of foreign-inspired experi-
mentation.

Following the various innovations of the 1960s and the
gradual accommodations of the New Wave directors, it
would have been appropriate for another new wave of
young directors to appear in the 1980s had the finances of
the motion-picture industry made this possible.

But they did not. Cinema's missing audience, de-
bauched by television, never returned. Japan's enormous
film factories (Toho, Shochiku, Toei) could not adjust
themselves to a minority audience, and continued to pine
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for the missing majority. They attempted to woo them
back with remakes, soft-core porno, 'youth' films and
other such filtering genres. t)irectors and writers with
new and original ideas were not encouraged. Those
making the youth films of the 80s had, it is said, an average
age of 65.

What had happened is typified by the fate of even such a
popular genre as the yakuza film. With thejidaigeki fading
into television, this modern descendant of the matatabi-
mono became for a time the leading action-film genre. It
has been noted that the yakuza code is really a parody of
the samurai® and its expression-is actually a continuation
of the 'Chushingura mentality',"”* and so a lasting popular-
ity seemed assured.

Stylistically conservative, the genre was indeed a com-
pletely ‘rationalized' product in that it was constructed of
standard units (the 'return’ scene, the 'identification' scene,
the 'reconciliation' scene), most of which were shot, from
film to film, in identical fashion. These pictures were
indeed Japanese in that each was constructed in the manner
of traditional Japanese architecture: one module combined
with another. Also Japanese was the way in which this
routine product returned the audience to the early days
when Matsunosuke insisted upon one duel in every reel.

And yet the popularity of the genre lasted only a decade
(1963-73). There are various reasons why it was so short-
lived. 'Modern yakuza heroes were models of submission
and quite unlike American film gangsters' which the audi-
ence was flocking to see; also 'the sacrifice of individual
desire for the sake of the group — the message inherent in
the ritualistic yakuza film'* was of less interest to a more
permissive and more moneyed younger audience. Though
company producers for a time forced directors to keep
churning out the product, the genre itself died.

7
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(liven such disheartening conditions, most directors fled
their various companies. Responsibility had been taken
from them and given to company producers, most of
whom were interested only in whether or not a film made
money. Few did, and as a consequence distrust of the new
and the original became even more intense.

The result was a plethora of nudity, teenage heroes,
science-fiction monsters, animated cartoons, and pictures
about cute animals. There were exceptions, of course,
among them the films of Yamada Y oji. This director had
financially saved Shochiku with his popular series (some
forty films by now) about the lovable Tora-san, country
humbler in the big city. These pictures, appearing under
the generic title of It's Tough Being a Man (Otoko wa tsurai
yo0), are probably among the last of the shomingeki. And
since Tora-san is a distant relative of Kihachi, a famous
early Ozu character in such films as A Sory of Floating
Weeds (Ukigusa monogatari, 1934), thereis a faint echo of
traditional Japan as well.

EvenJapan's finest directors were forced to look outside
their companies, sometimes even outside the country, for
financing. Kurosawa wandered the world to find foreign
money to make Dersu Uzala (1975), Kagemusha (1980),
Ran (1985) and Dreams (1989). With directors of this
eminence forced to beg, it was impossible for young,
untried directors to work within the Japanese industry at
al unless they were willing to make the kind of products
favoured by the company. The only way to create films of
substance was to become independent.

This phenomenon had been observed in many countries
and indeed most of the best cinema is now everywhere
independently produced. In Japan, however, the growth
of independent companies was relatively slow. There was
initially only one such company to help new and even
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established directors. This was the Art Theatre Guild,
which co-produced many of the films of Oshima, Hani,
Shinoda, Yoshida, and the best film of Okamoto Kihachi,
Human Bullets (Nikudan, 1968) and of Kuroki Kazuo,
Preparations for the Festival (Matsuri nojumbi, 1975)- At the
same time other young directors have been able to find
alternative financing.

Oguri Kohei, for example, made Muddy River (l)oro
no kawa, 1981) with money borrowed from a small iron
foundry, the president of which was a film enthusiast. A
black-and-white film set in Osaka in the 1950s, it was a
deliberate return to the shomingeki, to traditional values.
A small boy grows up and learns the disillusioning facts
of life — a theme familiar to Japanese cinema since Ozu's
/ Was Born, But. . . . This thoughtful film found no local
distribution at all until it had won several foreign prizes. It
was then picked up by Toei and shown in their theatres,
where it actually made money.

The success of Muddy River encouraged other companies
to help finance the making of films. The Art Theatre Guild
had already assisted such personal films as Higashi
Y oichi's Third Base (Saado, 1978) and Negishi Yoshitaro's
Far Thunder (Enrai, 1981), one an honest, unheroic story
about a young delinquent, the other an unsentimental,
humorous look at the rural proletariat. With the minority-
audience success of these 'art' films, the ATG went on to
help with the enormously successful Family Game (Kazoku
geimu, 1984), Morita Yoshimitsu's satirical film about the
newjapanese family. Based on the | lonma Y ohei novel, it
showed the family members as education-crazed and
geared only for success, in which process they had be-
come, as indicated by the final sequence showing family
sound asleep, quite dead.

One of the most important of the new young, indepen-

Si
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dent directors was Y anagimachi Mitsuo whose Farewell to
the Land (Saraba itoshiki daichi, 1982) is a powerful picture
about Japan's despoiled countryside and the demoralized
young. In 1985 he made one of the finest of the new
independent films in Fire Festival (Hi matsuri), based on a
Nakagami Kenji script and financed by one of Japan's
largest department-store chains. In this film the young
hero, a typically contemporary macho male, meets (both
metaphorically and in reality) with the spirit of old Japan
— with catastrophic results.

The themes of these new films are quite different from
those of the bland fare served up by the major studios.
Kumai Kei had for years wanted to make a film of The Sea
and Poison (Umi to dokuyaku,) a novel by Endo Shusaku
about the vivisection performed by the Japanese medical
authorities on American prisoners-of-war. The major
companies would have nothing to do with such a
potentially explosive subject and Kumai finally obtained
funding from the forward-looking production company,
Herald-Ace. In 1986 the film appeared on al the best-film
lists, made a profit, and was widely shown abroad.

Equally unsuitable, from the film industry's viewpoint,
was a documentary by Hara Kazuo, based on a project by
Imamura Shohei. The Emperor's Naked Army Marches On
(Yuki yukite shingun, 1987) tells of a man determined to
find out what happened to several of his wartime
comrades, killed by their commanders after the war. His
single-minded, even brutal investigation uncovers so
much that there was even talk of the picture's not being
released in Japan. It found a courageous distributor, how-
ever, in Image Forum, Japan's foremost experimental -film
collective, and went on to play for months.

Also independent have been the films of Itami Juzo. The
son of Itami Mansaku, the pre-war film director, and a
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well-known actor (he played the father in Family Game),
Itami Juzo himself financed his first film, The Funeral
(Ososhiki, 1985). It is a satire on the present-day Japanese
who have lost so many of their own traditions: they can no
longer sit in the Japanese fashion and have forgotten even
such rituals as funeral rites. After the great success of this
film Itami went on to make 'Fampopo (1986), a near-
anthropological comedy about Japanese eating habits, and
the two-part A Taxing Woman (Marusa no onna, .1987-8)
about Japanese taxation procedures — a subject concerning
which he said he learned much after the great financial
success of The Funeral.

There is in the Itami picture a decided awareness of
Japan, of Japaneseness. It is a matter which not only
concerns the director but also becomes the subject of his
satire. Itami is perceptive in his analysis of the differences
between Japan and the West. 'Americans,’ he has said,
'because of their ethnic, economic and educational
differences, share fir less in the way of common
experience than do the Japanese . . . living in Japan is like
living in a nation of twins." Western directors 'are the best
storytellers . . . they have to explain things, build up the
details of a plot. A Japanese director can show a single
image and know that the audience will immediately
understand the meaning of time, place and background.
That's why Japanese films...seem so strange tc
foreigners.”

The Japanese audience is certainly cognizant of being
Japanese, but more and more young directors are seeking
to redefine this quality. The young Somai Shinji made
Typhoon Club (Taifu kurabu, 1986) after a Kato Y uji script
which shows Japanese teenagers as they really are, not as
the 'youth' pictures would have them. Kaneko Shusuke
made the romantic, androgynous and deeply Japanese
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Summer Vacation: 1999 (1999-ncn no natsu yasumi, 1988)
in which the four adolescent boys are played by lour
adolescent girls. | layashi Kaizo wrote, scripted and
directed his firg film, To Seep so as to Dream (Yume
miruyoni nemuritai, 1987), which is a deliberate return to
the Japanese cinema of 1918, to the period of The Glow of
Life and Japan's firs actress. The picture is about this
actress, now grown old and searching for the character she
played in that picture, a search which runs through the
gamut of japanese film styles of the T920s and 30s and in O
doing encapsulates how Japanese films of those decades
look to a young director at the end of the 1980s.

By now Japanese film style, like Japan itsdlf, has become
in many ways internationalized. Wave after wave of in-
fluences and techniques from international cinema have
been digested and put to uses felicitous or otherwise. At
the same time, new films continue to contain elements of
earlier styles, either unconscioudly or as pagtiche, as nostal -
gia as homage.

In Typhoon Club, for example, the director shoots the
climactic dance scene in the eye of the typhoon from a
great distance and holds it tor along time. One remembers
the heroine done by the solitary tree in Tanaka Eizo's
Living Corpse, made as long ago as 1917. It is not impossi-
ble that Tanaka, if he were to direct Typhoon Club, might
have dected to film this emotionally charged scene in
precisdy this manner.

In The Funeral, another example, the interiors are
photographed straight on, Ozu-fashion, with great arees
of gpace a the top. The scenes which make up Fire Festival
ae dliptica: the gory is only one of severd narrative
drands, perhgps even the least important in that its con-
cluson is never explained. Family Game is pure presenta
tion: the family members are shown as stereotypes, the
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house itsdlf is seen asamovie s&t, and at the end the picture
shifts so eadily to dlegory that one redizes it was parabolic
from the beginning.

It might gppear that, in this sense, young Japanese
film-makers have reverted to a more 'Japanese style.
However, the mgjority of the current new directors have
had little film training (many indeed come from television
sudios) and are not at dl familiar with Japanese cinema of
the past. Nor do they usudly think of cregting any speci-
ficaly Japanese film style. The elements they employ are
now a part of the internationa film vocabulary. They are
no longer baesed on very different unspoken assump-
tions or unexamined premises; they are no longer so very
different.

At the same time predilections, unexamined, often un-
noticed, remain: away of scripting, away of composing a
scene, away of shooting, which is unmistakably Japanese.
It is this Jgpanese way of ordering things, of choosing
things, of creating things, and of reveding assumptions
which no amount of internationalism can altogether sup-
press.

The history ofjapanese cinema is, then, much like the
history of Japan itself. Both are stories of a generd adop-
tion and a gradud adaptation to native needs. A century
has passed since the beginnings of the cinema in Japan.
And as the age of the film turns into the age of the
video-tape and a new era of economic expansion opens for
Japan, this cinema, originaly an import from the We<,
remans an amalgam, one which is much enriched by
foreign influences and which a the same time represents
the traditionally Japanese.
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benshi

Bunraku

chambara
engeki-teki
furukusai

gendaigeki

gidayu

haha-mono
haiku
ikebana
jidaigeki
jontri

Kabuki

kagezerifu

kaniji

film

Glossary

commentator, lecturer, compere — a
master of ceremonies whose appearance was
an assumed part of early Japanese film show-
ings
the Japanese puppet drama which attained
artistic maturity in the eighteenth century
sword fights in plays and films, later generic
term for low-class samurai pictures
'stage-like', usually pejorative
'old-fashioned', usually pejorative
generic term for films about contemporary
life
akind of narrative chant (jontri) which great-
ly influenced Kabuki music, though origin-
ated for the Bunraku
generic term for films about mothers
a 17-syllablc verse form consisting of three
metrical units of 5, 7, and 5 syllables respec-
tively
'living flowers, the Japanese art of flower
arranging
generic term for historical films, mainly
those of the Tokugawa period (1615-1868)
narrative chant commonly associated with
the Bunraku
one of the three major classical Japanese
theatres (with Noh and Bunraku) which ma-
tured in the eighteenth century
'shadow dialogue', an early kind of film
narration later developed by the benshi
ideographs, Chinese in origin, appropriated
by the Japanese to form one component of
the written language
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keiko-eiga

kodan

kowairo

kurogo

kyuha

matatabi-mono
michiyuki

Noh

rakugo

ronin

samisen
senikyoyo-eiga
shimpa

Shingeki

Shinkokugeki

GLOSSARY

films with definite (usually leftist) political

overtones, sometimes loosely translated as
‘tendency films'

didactic storytelling, much of the material
drawn from Confucian interpretations of
medieval war tales and historical events
'voice-colouring’, the 'dubbing’ of lines with
full emotional emphasis used in early film
presentations

veiled, black-garbed stage assistant in Bunra-
ku, and later in Kabuki

'old school', meaning Kabuki and used in
opposition to shimpa, 'new school’, the latter
term becoming generic for a particular post-
Kabuki kind of theatre

films about itinerant gamblers, ruffians,

yakuza
the journey’, a set piece in the Bunraku and
Kabuki — the travellers are usually lovers

Japan's oldest extant theatre, originating in
the fourteenth century; a form of dance-
drama

a popular form of comic monologue
'floating men', mastcrless samurai

a three-stringed Japanese musical instru-
ment, more frequently shamisen

‘national policy films, the pre-war and war-
time product made under government con-
trol

'new school', in opposition to the ‘old
school' of Kabuki; an intermediate theatrical
form, partly Western

'new theatre', comparable to that in West-
ern countries, opposed to classical Japanese
theatre and distinct from shimpa

'new national drama’, off-shoot of Shingeki
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shomingeki
shoshimengeki
taiyozoku

tat ami
tsuma-mono
ukiyo-e

yakuza

GLOSSARY

and mainly concerned with historical drame
occasionally descending to chambara, nos
defunct

films about the lower middle classes
serio-comcdy of the salaried class

'sun tribe', late 1950s cult of fiction and film
about rebellious youth

reed-covered straw matting in traditione
Japanese room

generic term for films about wives
'‘pictures of the floating world', woodbloc
prints of Tokugawa period (1615-1868) de
voted to the pleasures of Edo (Tokyo)
generic term for gangster, gambler, thuc
good-for-nothing, etc.

91



Bibliography

Anderson, Joseph L., 'Japanese Film', Kodansha Encyclopedia of
japan, Tokyo: Kodansha, Ltd, 1983.

Anderson, Joseph L., and Donald Richie, The Japanese Film: Art
and Industry, Tokyo: Tuttle, 1959, revised: Princeton Uni-
versity Press, 1982.

Andrew, Dudley, 'Mizoguchi', International Directory of Films
and Filmmakers: Directors, ed. Christopher I|.yon, London:
Macmillan, 1984.

Barrett, Gregory, Archetypes in Japanese Film, Selinsgrove: Sus-
quehanna University Press, 1989.

Boardwell, David, Narrative in the Fiction Film, Madison: Uni-
versity of Wisconsin Press, 1986.

Boardwell, David, 'Ozu', International Directory oj Films and
Filmmakers, ed. Christopher Lyon, London: Macmillan, 1984.

Boardwell, David, Ozu and the Poetics of Cinema, Princeton
University Press, 1988.

Bock, Audie, Japanese Film Directors, Tokyo: Kodansha Interna-
tional, 1978.

Bock, Audie, Mikio Naruse, Filmography, Film Center, Chicago
Institute of Fine Arts, 1984.

Bock, Audie, Mikio Naruse, unfinished, unpublished ms., n.d.

Burch, Noel, To the Distant Observer. Form and Meaning in the
Japanese Cinema, Berkeley: University of California Press,
1979.

Buruma, lan, A Japanese Mirror: Heroes and Villains of Japanese
Culture, London: Jonathan Cape, 1984.

Dcsser, David, Eros Plus Massacre: An Introduction to the Japanese
New Wave Cinema, Bloomington: Indiana University Press,
1988.

Dc Vos, George A., Socialization of Achievement: Essays on the
Cultural Psychology of the Japanese, Berkeley/Los Angeles:
University of California Press, 1975.

92

BIBLIOGRAPHY

High, Peter B., 'Japanese Film and the Great Kanto Earthquake
of 1923', Nagoya: F)aigaku Press, 1985.

Kurosawa Akira, Something Like an Autobiography, trans. Audie
Bock, New York: Knopf, 1982.

McDonald, Kciko, Cinema East, London: Associated University
Press, 1983.

McDonald, Keiko, Mizoguchi, Boston: Twayne Publishers,
1984.

Mellcn, )oan, Voicesfrom theJapanese Cinema, New York: Live-
right, 1974.

Mellcn, Joan, The Waves at Genji's Door, New York: Pantheon,
1976.

NagaiKafu, Kafu the Scribbler, ed. and trans. E.G. Seidenstickcr,
Stanford University Press, iy(>y

Richie, Donald, The Films of Akira Kurosawa, Berkeley: Uni-
versity of California Press, 1965, expanded edition, 1985-

Richie, Donald, 'Humanity and Paper Balloons. Some Remarks on
Structure', New Delhi: Cinememaya, 2/1, 1989.

Richie, Donald, Japanese Cinema: Film Style and National Charac-
ter, Garden City, New York: Doubleday Anchor Books,
1971.

Richie, Donald, The Japanese Movie, Tokyo: Kodansha, 1965,
revised, 1981.

Richie, Donald, Ozu, Berkeley: University of California Press,
1974.

Richie, Donald, 'Notes for a Study on Shohei Imamura', Syd-
ney/Melbourne: Australian Film Institute, 1983.

Richie, Donald, 'Viewing Japanese Films', Cinema and Cultural
Identity, ed. Wimal Dissanayake, London: University Press of
America, 1988.

Rimer, J. Thomas, Pilgrimages. Aspects of Japanese Literature and
Culture, Honolulu: University of Hawaii Press, 1988.

Sato Tadao, Currents inJapanese Cinema, trans. Gregory Barrett,
Tokyo: Kodansha International, 1982.

Sato Tadao, Kurosawa Akira eiga taikai, Tokyo: Kinema Jumpo,

1971.

93



BILSI.KHIUAPHY

Sato Tadao, Nihon Eiga Rironshi, partial, unpublished trans-
lation, Peter B. High, Tokyo: I lyronsha, 1977.

Sato Tadao, Nihon Eiga Shishoi, partial, unpublished translation,
Peter1 J .High, Tokyo: Tokyo Shoten, 1970.

Sato 'Tadao, Ozu Yasujiro no Geijitsu, 'Tokyo: Asahi Shimbuna-
sha, 1971.

Schrader, Leonard, ed., The Masters of the Japanese Film, unpub-
lished ms, 1972.

Sugiyama Lliichi, Imamura Shohei-ron, Tokyo: Kinema Jumpo,
1975-

Tani/aki Jun'ichiro, Childhood Years. A Memoir, trans. Paul
McCarthy, Tokyo: Kodanshalnternational, 1988.

Thompson, Kristin, 'Late Spring and Ozu's Unreasonable Style',
Breaking the Glass Armor, Princeton University Press, 1988.

Thornton, Sybil, The Japanese Period Film: Rhetoric, Religion,
Realism, work-in-progress, unpublished ms., 1989.

Au bout ilc souffle, £>8

Abe Kobo, 74

Actor's Revenge, An, 60
Adauchi senshu, 33

Affair at Kemtakura, 65

Ai no koriida, 67

Ai to kibo no machi, 65

Akai satsni, 72

Akibiyori, 50

Akutagawa Ryunosuke, 53
All Quiet onthe Western Front, 37
And Yet We Live, 46
Anjo-ke no butokai, 43
Ansatsu, j$(

Antonioni, Michelangelo, 75
Arashigaoka, 78

A R T Theatre Guild, 80
Assassination, 7sf

Autumn Afternoon, An, 50

Bail Boys, 63

Bakumatsu taiyo-den, 71
Bakushu, 71

Ball at the Anjo House, A, 43
Ballad of Narayama, The, 56, 58
Bando Tsumasaburo, 2of, 38, 45
Bangiku, 52

Banished Orin, 78

Banshun, 49

Battle of Kawanakajima, The, 39
benshi, 3 ft" ., 12, 17, 89
Billionaire. A, 45

Biruina no tategoto, 59

Black Rain. 72

Bluebird Productions, 2(1
Bokuto kidan, 58

Bonchi, 59

Boy, 67f.

| ndex

Boy Called Third Base, A, see Third
Base

Broken Commandment, The, 59

Broken Drum, The, 45

Bronte, Emily, 78

Bunraku, 2, 3, 76, 89

Cabinet ofDr Caligari, The, 24

Carmen'sPureLove, 45

Cat, Shozo and Two Women, /4, 58

Ceremony, The, 67

Chabrol, (Maude, 65

chambara, 531"., 89

Chaplin, < Charles, 1;8

Chekhov, Anton, 10

Chichi ariki, 43

Chikamatsu Monzaemon, 4, 9, 55, 7

Chikamatsu monogatari, 49, 76

Children of the Atom Bomb, 46

Children of the Beehive, 46

Chuji from Kuuisada: A Flock of Wild
Geese, 18

Chuji's Travel Diary, 19

Chuji tabi nikki, 19

Chushingura, 8, 20, 39, 42, S5

Cinematograph Lumiere, 1

Civilization, 5, 29

Crazed Fruit, 65

Crossroads, 23f.

Crowded Streetcar, A, 45

Crucified Lovers, The, 49, 76

Cuckoo: A New Version, The. 6

DeSica, Vittorio, 46
Death by | tanging, 67
Dersu Uzala, 80
Dobu no k.ivva, 81
Dodesukaden, 54



INDEX

Dokkoi ikiteiru, 46
Double Suicide, 76
Downfall of Osen, The, 6
Dreams, 80

Drunken Angel, 46

Early Spring, 49

Early Summer, 71

Earth, 39

Echigo Okumi-Omote, 74

Edison Vitascope, i

Eisenstein, Sergei, 48, 78

Elegy lo Violence, 71

Emperor'sNaked Army MarchesOn,
The, 82

Umpire of the Senses, 67

Endo SImsaku, 76, 82

Enjo, 59

Enrai, 81

Erogoto: Jinryugaku nyumon, 72

ErosPlusMassacre, 75

Kros purasu gyoakusatsu, 75

expressionism, 24

Fairbanks, Douglas, 21

Family Came, The, 81, 83f.

Ear Thunder. 81

Farewell 10 (heLand, 81

film, Japanese
aesthetics, 7ft'., 48; beginnings, iff.;
early period films, loff.; early
programming, ill.; early projection
iff.; early Shingcki-influenccd
films, 111If.; flashbacks, _sff; genres,
44-5. 79; independent production,
7x11.; influence of foreign films,
Sil.. 14fr, 17-18, 2iff, 26f., 29fT.,
38f"'f, 4iff, 43, 46, 54, 68; influence
of theatre, 2ft", 101 T., 67f; 'New
Wave' films, 66ff, 7.S, 7H;
Occupation films, 4iff; post-
earthquake period films, i8ff; post-
earthquake period films, iSffi; post-

96

earthtiuakc modern-life films, 2_stf;
post-earthquake social protest films,
33IT.; postwar comedy, 45ff.;
postwar documentary influence,
60ffi, 74; postwar modern-life
films, 49ff; postwar period films,
48ff, 5 3f.; 'tendency films'. 33F.;
wartime films, 37ff.

EireFestival, 82,84

FresonthePlain, 59

Five Scouts, 37

Flavour of Green Tea over Rice, The, 71

Floating Clouds, 52-3

Floating Weeds, 50

Flowing, 52

Ford,John,18

Front Linefor the Liberation of Japan, 74

Fuefukigawa, 58

Fukazawa Shichiro, 58

Fukushu sum wa ware ni ari, 72

Funeral, 'The, 83f.

Furumi Takuji, 33

Furuyo shoncn, 63

Futagawa Buntaro, 20

Gance, Abel, 18

Gate of Hell, The, 24

Gembaku no ko, 46

gendaigeki, ijf, 28(f., 43ff., 49, 54, 71,
89

Generals, Saff and Soldiers, 38

(\enroku Loyal Forty-seven Ronin, The,
39

Giants and Toys, 64-5

gidayu, 3, 89

Gion no shimai, 27-8

Gishiki, 67

Glow of Life, The, 12, 4

Godard, Jean-Luc, 65, 68, 75

GomikawaJumpei,56

Gonin no sekkohei, 37

Gorky, Maxim, n, 14

Gosho Heinosuke, 251", 50F, 68

Griffith, D. W., 6, 12, 14, 46f
Growing Up, 50

Hachi no su no kodomotat hi. 46
Hadaka no shima, 63
haha-mono, 44, 89

haiku, 48, 89

| Fikai, 59

Hakuchi, >4

| lakuchi no torinia, 68-9

1 lanagata senshu, 30

| lanare gozc Orin, 78
Hanayaki Hanmii, 12

| laneda Sumiko, 74

1 l.uii Susumu, 63, 72, 81
Hara Kazuo, 82

1 lara Setsuko, 45

Harakiri, 56

Harp of Burma, The, 59
1[art, WilliamS., 2T

1 lasegawa K azuo, 60
Hasegawa Shin, i9f
Hashimoto Shinobu, 53f, 55
Hataraku ikka, 38
Hawaii-Marei okikaisen, 38
Flayashi Fumiko, s2f.

| layashi Kaizu, 84

| learn, Lafcadio, 56

Her Brother, 59

Herald-Ace, 82

111 matsuri, 81, 84

Hidden Fortress, The, 54
Higashi Y oichi, 81

Higuchi Ichiyo, 50, 55

I limeda Tadayoshi, 74
History, 39

Hitchcock, Alfred, 15

| lonmaY ohei, 81
Hosoyama Kiyomatsu, n
Human Bullets, 81

Human Condition, The, 56
Humanity and Paper Balloons, 34-6

INDI.X

97

/ Ama Cat, 59

/ Was Born, But . . ., 29-30, 32, 81

Ibsen, Flenrik, to

Ichiban utsukushiku, 38

IchikawaKon, 8, 44f, 54, 58-9, 65,
67, 75

Ide Toshiro, 52

Idiot, The, 54

ikebana, 11, 89

Ikerti shikabane, 11

Ikiru, 4, 54, 75

Ikiru ningyo, 32

Image Forum, 82

Imai Tadashi, 44, 46, 55-6, 60

Imamura Shohei, 58, 67, 70ff., 82

Inagaki Hiroshi, 20

Ince, Thomas, 5

Innin Osaka, An, 50

Insect Woman, 71-2

Intentions of Murder, 72

Intolerance, 14

IronHorse, The, 18

Ishido Toshiro, 67

Ishihara Shintaro, 65, 75

Ishihara Y ujiro, 6s

Island, The, 63

Itamijuzo, 83

Itami Mansaku, 20-1, 33, 53!"

ho Daisuke, 8, 19, 21, 23, 26, 28, 32f.,
53."0

[to Sachio, 56

It's Tough Being a Man, 80

Iwasaki Akira, 29, 43f

lzumi Kyoka, 75

Japanese Tragedy, A, 60

jidaigeki, 17ff., 32f., 42, 44. 53. 56.°°-
75. 79, «9

Jigokumon, 24

Jirocho from Shimizu, 19

joruri, 2, 89

Jujiro, 23-4


http://14.fr
file:///enroku

INT)1X

Kabuki, 3, 5, 6, 10, 24, 39, 58, 60, 89

Kachusha, 11

Kacriyama norimasu, 1 2

Kagcmusha, 24, 54, 80

kagezerifu, 4, 89

Kagi, S9

Kaidan, 56

Kaishain seikatsu, 25

Kakita Akanishi, 33, 54

Kakushi toridc no san-akunin, 54

Kanajo to kare, 72

Kancho medh shizezu, 38

Kaneko Shusuke, 83

kanji, 48, 89

Karumcen junjosu, 45

Kataoka Chiezu, 21

Kato Y uji, 83

Katsusha, 11

Kawabata Yasunari, 23, 76

Kawaita liana, 79

Kawanakajima kasscn, 39

Kawashima Yuzo, 7°'-

Kawatakc Mokuami, 34

Kazoku geimu, 81

keiko-eiga, 33K, 46, 66, 90

Kenka crcji, 71

Kentucky Cinderella, A, 26

Key, The, 59

Kihachi, 80

Kikushima Ryuzo, 52, 54

Kinoshita Keisuke, 43f., 45, 56, 58,
60, 65, 75

Kinugasa Teinosuke, 23ff., 26, 39, 60

Kisses, 65

Kobayaslii Masaaki, 20, 56

Kochiyama Soshun, 34

Koda Aya, 59

kodan, 3, 19, 23, 90

Kokoro, 59

Kokushi muso, 33

Koshikci, 67

kowairo, 4, 90

Kuchizuki, 65

98

Kumai Kci, 82

Kunieda Keniji, 42

Kunisada ("huji: Kare no mure, 18

kurogo, 76, 90

Kuroi Ainc, 72

Kuroki Kazuo, 8 1

Kurosawa Akira, 4, 6, 8, 20, 24,
38f., 41- 4345f-» 53-4. 66f., 75,
80

Kurutta kajitsu, 65

Kurutta ippeiji, 23—4

Kutsukake Tokijiro, 19-20

Kwaidan, 56

Kyo Machiko, 45

Kyojin to gangu, 64-5

Kyoya Collar Shop, The, 24, 32

Kyoya erimise, 24, 32

kyuha, 10, 68, 90

bang, Fritz, 18

Late Autumn, 50

Late Chrysanthemums, 52

Late Spring, 49

Life oj an Office Worker, The, 25

LifeofOharu, The, 481", 78

Live Dall, A, 32

Living Corpse, 1 T, 84

Love-Death at Sonezaki, 76

Lower Depths, The, 14

Loyal Forty-seven Renin, The, 8, 20,
39, 43,%

Lubitsch, Ernst, 15, 18, 29, 52, 68

Machi no liitobiio, 25

Magino Village, 74

Magino muni, 74

Ma-in densha, 45

Makino Masahiro, 20, 33, 60, 68

Makino Shozo, 10, i8f., 20

Man-Sashing, Horse-Piercing Sword,
21,33

Man Vanishes, A, 72

INDEX

Man Who Left His Will on Film, The,
68

Marital Relations, 58

Marriage Circle. The, 18

Marusa no onna, 83

Masuinura Yasuzo, 64-5, 76

Matatabi, 60

malatabi-mono, Iyf., 60, 79, 90

Matsunosukc, seeOnoe Matsunosuke

Matsuri nojumbi, 81

Maupassant, Guy de, 17

Max Mon Amour, 68

Meoto zensai, 58

Meshi, 52

Metropolitan Symphony, 32

michiyuki, 58, 76, 90

Mifune Toshiro, 45

Minamata: The Victimsand Their
World, 74

Minamata-kanja-san to sono sckai, 74

Mishima, Yukio, yj

Miyamoto Musashi, 55

Mizoguchi, Kenji, 6, 8, 271F., 32, 39,
43. 48f., 53- 55. 64, 67, 72, 75

Mizuki Yoko, 53

Mori Masayuki, 45

Mori Ogai, 49

Morila Yoshinutsu, 81

Morning with the Osone Family, A, 43

Most Beautiful, The, 38

MrPu, 45

Mud and Soldiers, 37

Muddy River, 81

Muddy Waters, 55

Mura no scnsci, 25

Murata Minoru, i2ff., 15

Murasaki zukin: ukiyo-c shi, 18

Nagai Kafu, 17, 58
Nagatsuka Takashi, 39
Nagereru, 52
Nakagami Keniji, 82
Nakahira Ko, 65

99

Narayama bushiko, 56, 58
Naruse Mikio, 30, 38, 52If., 54, 72
Natsu no heitai, 74

Natsume Soseki, 39, 59

Naze kanajo o so saseta ka, 2—3
Negishi Yoshitaro, 81

Nekko, Shozo to futari no onna, 58
Nibelungen, Die, 18

Nichiyobi, 25

Night and Fogin Japan, 66, 68
Night Drum, 55

Nigorie, 55

Nihon kaihi sen/en, 74

Nihon no higeki, 60

Nilion no yoru to kiri, 66, 68
Nihombashi, 75

Nikudan, 81

'999 —" * "** natsu yasumi, 84
Ningen johatsu, 72

Nijuyon no hitonii, 56

Ningen nojokken, s6

Ninjo kami fusen, 34-6
Nipponkonchuki, 7if.
Nishizumi senshacho-den, 38

iVo Regretsfor Our Youth, 43, 66f.
Nobi, 59

Noda Kogo, 49, 55

Nogiku no gotoki kimi nariki, 56
Noli, 2, 6, 70,90

Nomura Hotei, i8f.

Nora inu, 46

Not Long after Leaving Shinagawa, 7

Ochazuke no aji, 71

Oda Sakunosuke, 58

Odd Obsession, 59

(>gawa Shinsuke, 74

Oguni Hideo, 54

Ogura Kohci, 81

Okamoto Kihachi, 81

Okochi Denjiro, 1yf", 21

< )kunti-Omote: A Mountain Village
Okuman choja, 45



