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1）

I・vebeenthinkingintenselyaboutOshimaNagisaandKoreasinceIheardthepresentationof

Mr.KimSungWook,ProgramDirectorofSeoulArtCinema,atasymposiumabouttheinterna-

tionalreceptionofJapanesefilmsofthe1960sand70sheldatmyuniversityinTokyolast

November.2

OshimamaybebestrememberedinSouthKoreabyageneralaudienceforhisyelling

・Bakayaro!［Youfool!］・（histrademarkphraseeveninJapan）atKoreancriticsandwriterson

theFukuoka-BusanferryboatinatalkheldinJuly1984foraspecialTVprogramorganizedby

KBSandTVAsahitobeairedonAugust15ofthatyear.Itislikelythattheywereoffended

bywatchingKoreanintellectualsandrespectedfilmmakersbeingyelledatbythisrude

Japanesemanontelevision.It・snotmyintentiontodefendhimforhisconduct.Infact,given

theintimatefeelingsOshimahadforKoreasinceearly1960s（orevenfromhischildhood）,his

frustrationcouldbeunderstandableinretrospect.AndIhopemylittletalktodaywillhelp

youngergenerationslearnmoreaboutthehistoricalcontextwhereOshimacamefrom.

Atthesymposium,Mr.KimspokeabouttheKoreancase,explainingtheinformalrecep-

tionofJapanesefilmsinSeoulduringthe1990sbeforethefullliberalizationofJapanesecul-

turalimportsin2008. HeunderlinedtheimportanceofsuchdirectorsasOshimaand

WakamatsuK�oji,andhowtheirfilmswerereceivedbelatedlyinKorea30yearsaftertheir

initialrelease.IwasintriguedinparticularbyMr.Kim・spersonalexperienceofviewing

Oshima・s1960Nihonnoyorutokiri（NightandFoginJapan）and1970Toky�osens�osengohiwa

（TheManWhoLeftHisWillonFilm）atasmallvideothequeintheearly1990s.3Hesaidhewas

fascinatedbythesetwofilmsaboutthestudentmovement.Admiringthefilms・daringexperi-

mentsandinnovativemodesofaddress,hetookthemas・contemporary・withhisownsitua-

tionandtherealityofearly1990sSeoul.Thefilmspropelledhimtoreflectuponthedefeatof

thestudentmovementinSouthKoreainearly1980s,adecadepriortohisencounterwith

Oshima・sfilms.

Mr.Kim perceptivelycharacterizedthisviewingexperienceas・ananachronisticrecep-

tion,・whileatthesametimearguingitwastruly・contemporary.・HisreceptionofOshima

filmsisatonelevelpersonal,butatanotherlevel,couldbegeneralizedascharacteristicof

cinematicspectatorship,astransculturalmediathatinevitablyinvolvesdeferralandanachro-

nism,recreatingtherealindifferentcontexts,bothtemporalandspatial.Thisspectatorshipis
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notthesameas・synchronicity,・wherecommonrealitiesareexperiencedsimultaneouslyin

differentplaces,orsimilareventshappensimultaneouslyindifferentpartsoftheworld.Itis

morelike・con-temporality・whereevenastheexperienceofbeing・contemporary・happensat

thesiteofreceptioninthedeferral,orintheformofdeferredaction,andtheoriginalurgency

andimmediacyofthatrealityresonatesinthenewsetting,recontextualizedinthetimeand

spaceofdifferenthistoricalandsocialsubjects.

WhatIwouldliketostresshere,however,isnotthisexperienceasatheoreticalanduniversal

issue.Rather,IaddressthehistoricallyspecificmomentofproductioninwhichOshimawas

situated,inanattempttoreconfigureOshimafilmsintheAsiancontext.4Inparticular,Iwould

arguethatthesenseofbelatednessorlostopportunity,madeevenmorepalpablebyidentifica-

tionsacrossnationalbordersandbetweengenerations,resultinginpowerfulalignmentsacross

timeandspacethatwecouldcall・con-temporalities,・isanespeciallyimportantfeatureof

Oshima・sownfilmmaking.

Inthisregard,itisinterestingthatMr.Kimcitesthetwofilmsproducedin1960and1970

respectively.ThedecadethatliesbetweenNightandFoginJapanandTheManWhoLeftHis

WillonFilmcoincideswithOshima・smostproductiveperiod,bothinquantityandquality.It

isalsotheperiodinwhichOshimabeganestablishinghimselfasamajorsengo（postwar）

director,departingfromtheexistingmelodramatictraditionofJapanesecinema,inwhichthe

Japanesesubjectisdepictedasavictimofwar,ratherthanvictimizer,inhislife-longattempt

toexploretheunresolvednationalissuesofJapanasanation-state,thatis,tocometoterms

withtheJapanesecolonialpastanditsnegativerepercussions.ThefilmsOshimaproducedin

the1960swereinconstantflux,relentlesslyconfrontingthepastandthepresentwhilecaught

betweentwogenerationsofstudentmovements.Ontheonehand,thereisthe1950sstudent

movementinwhichOshimawashimselfinvolvedasaleadingactivist,andontheother,the

1960smovementinwhichOshimadidnotdirectlyparticipatebutforwhichheshowedgreat

empathy,albeitwithkeencriticism.Thiswastheyoungergeneration・sAnpotos�o（struggle

againsttherevisedJapan�USSecurityTreaty）,intandem withtheanti-Vietnam student

movementoccurringsimultaneouslyaroundtheworld.ButforOshima,itwastheKoreanWar

thatforcedhimtoconfrontthegeopoliticalconsequencesJapanfacedasthenationrefusedto

acknowledgeitscolonialpast.Forhim,thequestionoftheJapanesepostwarandcolonialpast

neverceasedtobeaskedinthepresenttense.

Alreadyin1960sSeishunzankokumonogatari（CruelStoryofYouth）,releasedinearlyJune

1960,wefindOshima・sacutesenseofthiscon-temporality,andIwouldarguethatthiscon-

temporalitywasprovokedandthenmaterialized,ifnottotallyintentionally,bytheimages

fromSouthKorea.Thefilmopenswithascenewherearecklessyounggirlisrescuedbya

youngcollegestudentafteracceptingaridefromamiddle-agedmanwhosexuallyassaultsher.

Immediatelyfollowingthisscene,OshimacutstonewsreelfootageoftheKoreanstudents・

violentprotestagainstYiSeung�manonApril19,whichoccurredonlytwomonthsbeforethe

film・srelease.

Oshimathenjuxtaposesthenewsfootagewiththelostyoungcouple,whostandbya
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festiveMayDaydemonstration,oneofthelegaciesofthe1950spoliticalmovement,followed

byfootageofJapanesecollegestudentsdemonstratinginprotestoftherevisionofthe

Japan�USSecurityTreaty.Here,hedrawsasharpcontrastbetweentheurgencyoftheKorean

situationandtheapolitical,recklessyoungcouplewhoseeminglyhavenothingtodowiththe

pressingrealityofJapan.Theabruptcuttothenewsreelfootagewithitsblackandwhite

imagesoftheKoreanstudents・riotdisruptsthenarrativeflow.Eventhoughthisdocumentary

sceneisintegratedintothefictionalspaceofthefilm,thedirector・scriticalviewofthetepid

JapanesesituationincontrasttotheKoreanrealityisunmistakable.

Oshima・sdecisiontoincludetheKoreanfootagemanifestshisstrongsenseofcon-

temporality,animportantcharacteristicofOshima・swork,vis-�a-visKoreanissues.Muchlike

Mr.Kim・sdeferredcontemporaryencounterwithNightandFoginJapan,Oshimareproduces

thesenseof・contemporary・atthreelevels.Firstofall,theactualcontemporarinessofthe

newsreelfootageofKoreanstudents・violentprotestagainstthedictatorshipevokesadeferred

senseofcontemporalitywithOshima・sowninvolvementinthe1950sstudentmovement.

Second,itestablisheshisconnectiontotheyoungerJapanesegeneration,andthird,hereveals

hissympatheticidentificationwithandthroughtheyoungergenerationofKoreanstudents.

Iwouldarguethattherepresentationofcon-temporalityisnotyetfullydevelopedatthis

pointinOshima・scareer.Inhislatercareer,heimbuedthismodeofrepresentationwithmore

criticalself-awareness,especiallyafterhisreturnfromanextendedtriptoSouthKoreain1964,

wherehewitnessedfirsthandthesufferingsandhopesofthatcountryasitemergedfromthe

atrocitiesofwar.
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2）

TheKoreanWarwasespeciallyimportantforOshima,notonlyassocialandhistoricalcontext,

butinapersonal,biographicalsenseaswell.HeenteredKyotoUniversityin1950whenthe

warbrokeout.Hebecamedeeplyinvolvedintheater,aswellastheearly1950sstudentmove-

mentaspartofthezengakuren（AllStudentsAssociation）protestmovementagainstUS

imperialism,USmilitarybaseconstruction,andUSanti-communistMcCarthyism.Annette

MichelsondescribesthisbackgroundinherintroductionforaneditedvolumeofOshima・s

essaysinEnglish:

Withintwoyearsofthedefeat,however,therehaddevelopedthegermofanarticulateand

politicallymilitantstudentmovement...Thiscurrentcrystallizedinthemassivestudent

organizationrecruitedfrom272universitiesandknownastheZengakuren.Itwasinthis

immediatelypostwarmilieuofmilitantaction,subjecttointernaldebate,factionalism,to

theaporiasinevitablygeneratedbythevicissitudiousrelationtotheCommunistParty,

thatOshimawasformed.Itwasinthestruggleof1959�60,againstratificationandimple-

mentationoftheUS�JapanSecurityTreaty....Endingindefeat,thestruggle,whichleftits

markupontheJapanesepolity― anduponitsartisticpractices― mustbeseenaslinked

tothemoregeneralmovementofoppositiontotheUnitedStates・ColdWarpolicy.

Oshima・stextsonKoreaandVietnamsolicitanalysisinrelationtohisworkindocumen-

tarytelevision,withinanhistoricalframeworkwhichisalsothatofaperiodofalienation

inexilefromthemodeofindustrialcinematicproduction.5

Unabletodrawextendedsupportfromstudents,themovementendedwithbitterdisappoint-

mentandmanyimpendingproblemsunresolved.In1954,aftergraduation,hewashiredby

Sh�ochikustudio.

Oshimabegandirectingin1959.Hisdebutfilm,Aitokib�onomachi（ATownofLoveand

Hope）,wasoriginallytitled・ABoySellingPigeons,・butthetitlewasrejectedbythestudio

headforbeingtoo・petty・forafeaturefilm（eventhoughitisnotafull-lengthfeature）.He

haddirectedonly3filmsbeforehisfourthfilm,NightandFoginJapan,whichdealtdirectly

withthe1960Anpotos�ostudentmovement,andwassubjecttothestudio・ssuddendecisionto

withdrawitfrom circulationonly4daysafterreleaseonthegroundsofboxofficefailure.

Sh�ochiku・sdecisionwasmadeimmediatelyaftertheJapanSocialistPartyleaderAsanumawas

assassinatedbyanextremistduringatelevisedpoliticaldebateinTokyo.Despitethestu-

dio・sdisclaimer,itwasclearthatthedecisionwaspoliticallymotivated,whichinfuriated

Oshima.HeresignedfromSh�ochikuinprotestin1961andsetuphisownproductioncompany,

S�oz�osha.TheboxofficedisasterofAmakusaShir�oTokisada（TheRebel）in1962preventedhim

fromproducingfeaturefilms,andOshima・smajorproductionshiftedtoTVdocumentariesand

occasionaldramas.ThoughhehadalreadybeenassignedtowritescriptsforTVdramasbefore

1960,in1962,hebeganworkingwithlegendaryTVproducerUshiyamaJun・ichiforUshi-
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yama・spioneeringTVdocumentaryseries・Non-FictionTheater.・6 Inretrospect,theencounter

withTVdocumentaryhadatremendousimpactonOshima.Hedirected16mmdocumentary

filmsforUshiyama,includingthegroundbreakingWasureraretak�ogun（TheForgottenImperial

Army）,whichairedonAugust16,1963.

ItwasthefirstfilminwhichOshimadealtdirectlywiththeKoreanminoritypopulation

inJapan,orzainichiKoreans.Itshedslightontheplightofzainichidisabledveterans,who

beggedinthestreetsinwhiterobes,becausetheywereexcludedfrom thearmypension

programdespitethefactthattheyhadservedintheimperialarmyassoldiers.Thereisascene

inwhich,followingalongdayofappealingtotheJapanesenationandthegovernmentfor

theirpension,theveteranshavedinneranddrinksonlytofindthemselvesinaheatedargu-

ment.Thecameragazesatoneveteran,wholostbotheyesandhisrightarmonTrukIsland

inJune1944,whilehemakesadirectpleatoOshimabehindthecameraabouthisplight.He

becomessoexcitedthatheremoveshissunglasses,exposinghisblindeyestothecamera.The

voiceovernarrationappealsdirectlytotheviewer:・Inthissadfight,theirangerhasnowhere

elsetogo,sotheyturnitagainstthemselves.Isthisugly?Isthisfunny?,・・徐洛源（ ?）,

tearsdropfromeyeswithouteyes.・

Thesequencestillremainsoneofthemostdisturbing,heartbreakingmomentsinthe

historyofJapanesedocumentary,andiscertainlyoneofthemostcrucialmomentsin

Oshima・sdirectorialcareer,aneye-openingexperienceforOshimaaswell.Noonewhohas

seenthescenefailstobedeeplyaffected,confrontedwithhisorherindifferencetothepresent

situation,andwiththesevereconsequencesofwarthattheJapanesenationwantstonegate.

Italsoforciblydestabilizestherelationshipbetweenthecameraandthesubjectitcaptures.

Despitetheviolenceofthecamera・sgaze（anditsimplicitauthority）,thereispowerinthe

relentlesstruthofthe（unseeing）gazereturneddirectlybacktothecamera,backtothe

director,andthustotheviewersthemselves.Overwhelmed,Oshimaseemstodonothingbut

takethisman・sappealin,insidehimself,makingthecameraaneyewitness.

Fiveyearslater,Oshimarecalledhowaftertheshoot,hiscrewtoldhimthatthewayhe

orderedthemnottostopfilmingwhilenoddingtotheveteran・sappealwasexactlythatofa

madman.7 Byconfrontingadocumentarysubject,notfictionalcharacters,Oshimaseemsto

havefoundamethodofdirectaddressbywayofinterpellation（intheveryAlthusserian

OshimaNagisaandKorea 5



sense）,whichwouldbefurtherexploredinthenexttwofilmshemadeinrelationtoKorean

issues,andagaininadifferentmannerinK�oshikei（1968）（DeathbyHanging）,probablyoneof

hismostcelebratedfilms.DeathbyHanging,ofcourse,wasbasedonthefamousKomatsugawa

crimeincidentperpetratedbyRiChin・u（李珍宇）,azainichiKoreanwhoin1958murderedtwo

Japaneseschoolgirls.Itwasacrimethatstayedwithhimafterithappenedandevenafterthe

executionofRi.8

3）

Withinthelimitedtimeframe,IwillbrieflytalkaboutthetwofilmswhichOshimacallshis

・approachtoKorea・:Seishunnohi（TheTombofYouthorMonumenttoYouth）in1964,a

documentaryfilm heshotinSeoulduringhistwo-monthstaythere,andYunboginonikki

（DiaryofYunbogi）,ashortdocumentaryinfluencedbyChrisMarker・sLaJete�e（1962）.Oshima

describedthefilmas・ahumblemessage・toTheTreatyonBasicRelationsbetweenJapanand

theRepublicofKorea,signedonJune22,1965.9 Ashelaterwrites,Yunbogiwasshowninde-

pendentlyfor8daysatShinjukuBunkaTheater,themainvenuewhichexhibitedATGfilms,

beginningDecember11,1965,thedaywhentheHouseofCouncilorspassedTheTreatyon

BasicRelationsbetweenJapanandKorea,againindicatingasignificantcontemporality.10

LeavingTokyointhefestivemoodoftheupcomingTokyoOlympics,Oshimavisited

Koreaforthefirsttimefrom AugusttoOctober1964inordertomakeadocumentaryfor

Ushiyama,probablyasafollow-uptoTheForgottenImperialArmyandinordertofurther

exploretheKorea�Japanrelationshipasa・contemporary・issue.Unfortunately,littleisknown

aboutOshima・striptoKorea,exceptforsomefragmentarynotes,photos,andtwoshortdocu-

mentaries,butmyresearchuncoveredanewspaperarticlehewroteforChosonnewspaperon

October6,1964.11 Inthearticle,hepraisesthegreatabilityofKoreanactors,whilewarning

againstthegeneralpracticeofdubbing.ThetalentofKoreanactorsseemstohavemadea

deepimpressiononOshima:hereturnstothethemeinalateressay,entitled・ThoughtheLand

wasTornApart―SouthKorea,・12wherehedescribeshisadmirationforSouthKoreancinema,

particularly,hismeetingwithJeongJin�U（�鎮宇）.Oshimawriteshewasimpressedby

Jeong・sBorderlinewithoutBorder（ ,1964）,afilmthatdirectlyconcernsthe38th

parallel.Eventhoughthefilmemployssomemelodramaticcontrivances,Oshimaconsidered

itadaringprojectfora24-year-olddirector.WhatmostimpressedOshimaisthefilm・sdepic-

tionofthemothercharacter,playedbygreatactressHwangJeong�Sun（黄貞順）.Oshima

appreciatestheprecisionofherperformanceandthewaythemotherlivesinthecourseofthe

narrative,withherpassionateloveanddeathdrawingtearsfromtheaudience.Ashewrites:

Idonotthinkthatthedirectorhaschosenthiswayofdepictingthemotherwithaclear

politicalintention;however,theardentwishinthisyoungman・smindforreunification

motivatessuchastrong,emphaticcharacter,andthedirectormanagestoencouragethe

SouthKoreanaudiencetorecognizethebrotherhoodwiththeNorthKoreans,movethem,

andrenewtheirwishforreunificationagain.13
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ThoughOshimastronglyrejectedmelodramaticexpressionintheJapanesecinematictradi-

tion,heseemstohaveacknowledgedthetearsoftheaudience.

Duringthistrip,OshimafirstvisitedMasan,theplacethatsparkedthemovementagainst

corruptionknownastheApril19Movement,documentaryfootageofwhichOshimaincluded

inCruelStoryofYouth.Theinitialpurposeofthistripwastomakeadocumentaryaboutthe

・SyngmanRheeLine・andthecoastalfishermen,buttheauthoritiesrefusedthempermission

toshoot.OshimathenhappenedtofindagirlnamedParkOk�hwi（朴玉姫, ）,whowas

prostitutingherselftosupportherfamily,andimmediatelydecidedtobasethefilmaroundher

story.14TheresultwasSeishunnohi,a40minutefilmaboutayounggirlwholostherrightarm

inthestudentmovementofthe1960andisforcedtosupportherselfandherfamilybyprosti-

tution.However,Oshimahadtomodifythesubjectmatter,i.e.,theprostitutionandpoverty,

becauseofindirectcensorshipthatwasintendedtosmooththewayfortheupcomingTreaty

negotiations.InsteadoffocusingonParkOk�hwi,thefilmwasreconceivedasanoverviewof

theKoreansituation,framingthestoryfromtheperspectiveofasocialactivistinPyeongtaek

whorunsanasylum wherehetakesinwarorphansanddisabledpeople,helpingthem live

independently.

Thefilmbrieflyintroducesthe38thparallel,theKoreanWaranditsatrocities,aswellas

theAprilstudents・movement（inthefilm,heevenshowsthesamenewsreelfootageheused

inCruelStoryofYouth）.Amongthesestories,OshimainsertsPark・sstory.Becauseofforced

constraints,thefilmemploysdifferentmodesofrepresentationforParkandthesocialactivist.

WhileitdoesnotseemthatOshimaisparticularlyinterestedintheman・sstorygiventheway

thecamerafollowshiminanexplanatorymanner,Oshimaisconstantlytryingtogetcloseto

ParkOk�hwi,mostlythroughclose-ups.However,unliketheintimacyOshimaestablished

withthedisabledveteranthroughhiscamera,Oshimaseemstobeinsomewaylost,unableto

achieveanemotionalrapportwithPark,despitetheconstantframingofherinclose-up.

Perhapsherbitterfeelingstowardsocietyandespeciallytowardthephilanthropist,aswellas

heranti-Japanesesentiment― whichiscompletelyunderstandablealbeitnotentirelytrans-

parentinthefilm―iswhatshapedherattitudetowardthedirectorandmighthaveprevented

herfromacceptinghim.

Consequently,itisasifOshimacannothelpbutstandbyandobserve.Heisunwillingto

forcehimselfintothegirl・ssubjectivity,tospeakforherinthesamewaythenarrationhe

wroteforTheForgottenImperialArmyspokefortheveteran,situatingOshimabetweensubject

andviewer,literallysuperimposinghiswordsovertheveteran・svoice.Ofcourse,thelanguage

barrierpreventedOshimafromunderstandingPark・swordsfirsthand,leavinghimnoalterna-

tivethantodistancehimselffromhersubjectivity.Itisasifhebecameperceptiveaboutthe

violenceimplicitintheactofhistakinghervoiceandinsertinghisownvoiceoverhers.That

iswhythefilm leavescertainincongruitiesbetweenheron-screenimageandthevoiceover

narration,whichissupposedtoexplainhersubjectivity.Nonetheless,Seishunnohihassome

lyricalmoments,includingasceneofParksingingafamousfolksong,・TouchMeNot（Garden

Balsam）・（鳳仙花,whosesignificancewillbefoundagaininthezainichiKoreancharacter
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playedbyHidekoYoshidawhosingsMantetsukouta）,aswellassometrackingshotswhich

followherfrombehind,andhermanyclose-ups,anticipatingtheuseofphotographsinDiary

ofYunbogi.

Forallitsinadequacies,SeishunnohiseemstohavetaughtOshimaaboutthelimitations

ofhisapproachtothesubject:makingafilminalandwhichissocloseandsofar,fraughtwith

historicaltraumaandpresentsufferings,mirroringwhathisownnationwentthrough20years

ago.OshimaneededmoretimetodigesthisexperienceofKoreaandthisfailure.Tomove

forward,heneededtheexperienceofmakingDiaryofYunbogi,afilmcomposedofaseriesof

stillphotographshetookinSouthKoreaduringhistripwithnospecificpurposebuttosimply

tocapturetherealityofwhathewaswitnessing,especiallytheplightofchildrenastheepit-

omeofthedifficultiesandsufferingofthecountry.Ayearafterhecamebackfrom South

Korea,hefoundtheJapanesetranslationofDiaryofYunbogi,whichwaspublishedinJune,

1965,andhesaidinaninterviewthat:

WhenIreadthebook,theworlditdepictedwasexactlywhatImyselfsawinSouthKorea

ayearago.Moreover,itisexpressedthroughthetoughyetbeautifulemotionsofaboy

namedYunbogi.AssoonasIfinishedreadingthebook,Iwantedtomakeitintoafilm.

（...）ItwasimpossibletoshootinKorea,andwouldbeimpropertoshootonasoundstage.

AndsuddenlyIrememberedthephotographsIhadtakenwhenIwasthere.Iusedthe

voiceovernarrationandmusicwiththeoriginalbook,andmadeakindofdocumentthat

readslikevisualpoetry.15

Intheinterview,healsodescribeshowhehappenedtohavetakenphotographswhileinKorea:

OnlyafewyearshadpassedsincetheendoftheKoreanWar,andpeopleandplaceslooked

somuchlikeJapanrightafterourdefeatinthewar.Ifeltasifmymindwerecleansedby

witnessingthepeopletryingsohardtoworkinthemidstofpovertyandconfusion.I

happenedtohavebecomeafathermyselfthepreviousyear,soItookphotosofSouth

KoreanchildrenasIvisitedtownsandlocalvillages.16
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4）

InDiaryofYunbogi,insteadofspeakingforthesubjectasameansofmakinganappealtothe

viewer,Oshimachoosestospeaktothesubject.InsteadofaddressingtheJapanesepeopleto

ask,・Isthisacceptable?・thevoiceovernarrationrepeats,・YiYunbogi,youareatenyearold

boy,YiYunbogi,youareatenyearoldKoreanboy,YiYunbogi,youareaboysellingchewing

gum...,・solicitingadialoguebetweenthesubjectandobject,breakingtheboundarybetween

them.17Oshimadoesnotprivilegehimselfhereassomeonewhounderstandsandcontrolswhat

heisfilming,asheunconsciouslydidinTheForgottenImperialArmy.Hedoesnotdistance

himselffromtheJapaneseviewerstowhomonceheaskedthequestion,・Isthisacceptable?・

Insteadheletsthephotographsspeakforthemselves,sothattheviewercouldconstructheror

hisownrelationshipwiththeimagesonscreen.

Asindicatedbyhiswritingsaboutthisexperienceinthearticleentitled・ThoughtheLand

wasTornApart,・aswellasdiariesandproductionnotesonDiaryofYunbogi,duringhis

two-monthstayinSouthKorea,OshimarecallshisownexperienceasateenagerinJapan

immediatelyafterthedefeatof1945.ThisexperienceoverlappedwiththerealitiesofSouth

Korea,asKoreawasthendealingwithpostwarpovertyandotherdifficulties.Whatshocked

himwastheincrediblepovertyandsufferingthatthecountryexperiencedoverthedecades.

TheKoreanWarwasnotsomethinghesawonlyonnewsreelfootage.Thoughheidentifiedso

stronglywiththeseimages,therealitywasbeyondhisimagination,anditwasnotthepastat

all.TheharshrealityofwhatOshimawitnessedinSouthKoreagavehimtheincredibleenergy

ittooktoreflectonthedirectlinefrom36yearsofJapanesecolonialrule,tothegovernment

ofYiSeung�man,toUSmilitarycontrolofSouthKorea.HiswholeKoreanexperienceandthe

experienceofreflectingonJapaninrelationtoKorea― namelyasthenationresponsiblefor

Korea・srealityandunresolvedproblemsofwarresponsibility― gaveOshimatheperspective

oftheotherfromtheinside,sotospeak,notasanalienother.Infact,inthe1992interview,

Oshimasays:・KoreaisamirrortotheJapanese.Isn・titthattolookattheKoreansisforusthe

Japanesetoseeourselvesinthemirror?・18

InhisownnoteonDiaryofYunbogi,hearticulatessignificantdiscoveriesandlessonshe

foundinhisapproachtoKoreathatstartedwithTheForgottenImperialArmy.Hewrites:

...wheneverItrytomakeafilmfromoutsidematerials,notfromasonggeneratedfrom

insidemyself,inandesperateattempttoforcethematerialstoconnecttomyownsongs,

Icouldnothelpbutendinrepeatedcollapse.ButfinallyitseemstomethatIhaveman-

agedtoacquireanaturalmethodoffindingmyselfinthematerials,notimposingmyself

onthematerials.IhavefoundthismethodbychancewhenmakingTheForgottenImperial

Army.AndonecouldsaythatIuseditwithself-awarenessinDiaryofYunbogi.19

Ifithadnotbeenforthesethreefilms,Oshimaasweknowhimwouldnothaveexisted.The

imagesof1960sKoreathatOshimacapturedforegroundthenation・swounds,historical,social,
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andpersonal.FornewergenerationsofSouthKoreanartistsandcritics,thiswoundedimage

ofthecountryisnotaneasyonetoacceptpreciselybecausethesituationisstillunresolved.

Inasense,onecouldarguethatrecentSouthKoreanfilmsandmediatextshavetriedtocreate

differentimagesofthenationthanthoseofaKorea・moreorlessstereotypicallystigmatiz-

ed・byhistoricaltragedy,insteadofforegroundingthem.Thishasprovedagreatsuccess,but

personaly,Ihighlyvaluethecon-temporalitiesOshimadiscoveredintheprocessofconfronting

・Koreanissues,・andwhichhepursuedinfilmsthatsopowerfullyevokethetrans-cinematic

experienceinthespectator,evenwiththelimitationofJapaneseeyes.AsOshimalearnedso

muchfromhisexperience,wecantoo.

1 ThisessayisarevisedlongerversionofthemanuscriptofapresentationIgaveontheseconddayof

athreedayconferenceentitled・KoreanTransCine-MediainGlobalContexts:AsiaandtheWorld,・

organizedbyTrans-AsiaScreenCultureInstitute,CinemaStudies,KoreanNationalUniversityofArts,

KoreanFilmArchive,andTsubouchiMemorialTheatreMuseum,WasedaUniversity,heldfromMarch

27to29,2013,attheKoreanFilmArchive（March27�28）andKoreaNationalUniversityofArts（March

29）inSeoul,SouthKorea.IwouldliketothankProfessorKimSoyoungatKNUAforgivingmethis

opportunity.IamalsogratefulforAbeKurumi,ChoiSungwook,HwangKyunmin,andKuMinafor

theirhelpingmyresearch,especiallythelatterthreefortranslatingOshima・swritingsbetweenKorean

andJapanese.TheKoreantranslationofthismanuscriptispublishedinavolumeentitled

（WorldingKoreanCinemaor

KoreanCinemaEncounteringtheWorld,thefirstvolumethecompendium oftheHistoryofKorean

cinema）,ed. （KimSoyoung）,Seoul: ,2018.IalsothankTheresaSchwartzmanforher

editionalhelp.

2 TheJapanesetranslationofMr.Kim・smanuscriptforhispresentationatthesymposium,・Kinshito

teik�o―OshimaNagisatoiuundotaienotoikake（ProhibitionandResistance:Addressingthequestion

ofOshimaNagisaasthemovementbody）,・trans.ChoiSungwook,ispublishedinGengoBunka31,

Tokyo:Gengobunkakenky�ujo,MeijiGakuinUniversity,March,2013:76�85.

3 Mr.KimtalksbrieflyabouthowJapanesefilmswereintroducedin1990s:Japanesefilmswereprivately

screenedatindependentvenuesincludingfilmfestivals,andprivatescreeningsorganizedbyuniver-

sityfilmcircles,videothequesandcineclubsrunbyyoungcinephiles,aswellasasmallvideotheque

called・CultureSchoolSeoul,・whichstartedinlate1990s（Kim,・ProhibitionandResistance,・78）.

4 Foryears,IhavebeenconcernedwiththerepresentationofwomeninOshima・sfilms.Iwastorn

betweentwooppositereactionstohisfilms.Ifoundthedepictionofviolenceinflictedonwomen,often

intheformofrape,tobeadisturbingrecurrentthemeinOshima.Atthesametime,hisfilmsnever

failedtofascinateme,andstronglytuggedatmyheart,especiallyhisinsistentcritiqueoftheJapanese

imperialpast,andhisrigorousconfrontationwithKoreaandKoreanissues.Aboutadecadeago,upon

thekindrequestofProfessorJungSoowan,thenprogrammerattheJeonjuFilmFestival,Icontributed

anarticleontheissueto・Shadow ofRadicalnessofATG:TheRepresentationofWomeninATG

Films,・forthecatalogueofATGRetrospectiveatJeonjuInternationalFilm Festival2004（

,・ATG ,・ATG :� � � � ,Jeonju

InternationalFilmFestival,2004,48�53）.Sincethen,however,myappreciationofOshimaandhisfilms

hasdeepenedsignificantlyandIseetheissuesasmuchmorecomplicatedthanIinitiallythought,

thoughIstillregardsomeaspectsofOshima・streatmentofwomeninhisfilmsasproblematic.Yetthe

relationshipbetweenpolitics,history,gender,andsexualityareinseparablyconnectedtoeachotherin

Oshima・sfilms,andIwouldliketocontinuetothinkaboutOshimaandhisfilms.
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5 AnnetteMichelson,Cinema,Censorship,andtheState:TheWritingsofNagisaOshima（Cambridge,

Massachusetts:theMITPress,1992）,6.DespiteherattentiveobservationoftheJapanesehistorical

context,Michelson・s（andmanyothers・）generalizedtendencytoregardOshima・sattitudetoward

KoreaandVietnamonthesameplaneseemstobesomewhatmisleading.

6 Oshimaexplainshow Ushiyamaapproachedhim inhis・Afterword,・Nihonnoyorutokiri:Oshima

NagisaSakuhin-sh�u�Z�ohoban�（NightandFoginJapan:WorksofOshimaNagisa,EnlargedEdition）,

Gendaishich�osha,1968,383.

7 Oshima,・Afterword,・Nihonnoyorutokiri,383.

8 Ibid.,384.

9 OshimaNagisa,・TheRoadtoFreedom,・Cinema,Censorship,andtheState,101（originallypublishedas

「自由への道」『映画芸術』1965,reprintedinMatozankokunohass�o（IdeasofEvilandCruelty,Haga-

shoten,1976,236）.

10 Oshima・Afterward,・386.

11 ThisarticleisnotwellknownsoIhavereprintedthearticleanditsJapanesetranslationinthe

Appendixtothisessay.IamgratefulforHwangKyunminforhelpingmefindthisinformationand

translatingthematerialforme.

12 Thisessayisfrom acollectionofessaysOshimawroteaboutKoreainvariousplaces,entitled

・ThoughtheLandwasTornApart― SouthKorea,・andpublishedinhisbook,Matozankokuno

hass�o,167�194.SomeoftheseessaysareavailableinEnglishtranslationinCinema,Censorship,andthe

State,61�73.

13 Oshima,Matozankokunohass�o,191.

14 ShecouldwellbetheKoreancounterpartoftheheroineofCruelStoryofYouth,aswellasthefemale

versionoftheveteranofTheForgottenImperialArmyinherextremeplightandthevictimofpoverty.

15 InterviewbyTakahashiDankichi,forSh�ukanPost（WeeklyPost）journalDecember11,1992,reprinted

inthebookletfortheDVDcollectionofBoy,ed.KimataKimihiko（Kinokuniyashoten,2010）,42.

16 Ibid.

17 AsinthecasewithTheForgottenImperialArmy,thevoiceovernarrationisreadbyKomatsuH�osei,

whowasaregularactorinOshimafilms.InYunbogi・sDiary,Oshimausesanapparentlyprofessional

voiceactortoreadthelinesoftheprotagonist,Yunbogi,directlyquotedfromthebook.

18 InterviewbyTakahashiDankichi,41.

19 Oshima,・Afterword,・385�6.

OshimaNagisaandKorea 11



Appendix1

OshimaNagisaandKorea12



2 Japanesetranslation

「主体を剃る検閲」 日本の前衛派監督大島渚氏の韓国映画および俳優論（「朝鮮日報」、1964年10

月6日）

NTV（日本テレビ）の時事プログラム『ノンフィクション劇場』の取材のために、8月21日韓国に

来た日本の代表的な前衛派監督「大島渚」（32歳）は取材旅行を終えた後、10日帰国する予定である

が、次は韓国映画に対する彼の感想を述べた文章である。日本「ヌーベルバーグ」の旗手としてよく

知られている彼は、雑誌や「シナリオ」作品（『青春残酷物語』、『太陽の墓場』、『日本の夜と霧』、

『飼育』、『天草四朗時貞』）を通じて韓国映画界にも親近な存在である。京都大学出身。

「素晴らしい演技力、激しすぎる雨のシーン…千�一律、声優の代理録音で台無しにする」

韓国映画には雨のシーンが本当に多い。日照りで大騒ぎになった東京から来た私にとっては実に羨

ましいほどたくさん降るのである。私が見た約10本の韓国映画には例外なく雨のシーンがあり、ま

たそれは必ず重大な「シーン」であった。最近見た�鎭宇監督の『国境線』、『渇した木』がそうであっ

たし、『南怡将軍』の「ラストシーン」でもまた雨が降っている。『失われた太陽』で申星一が嚴鶯蘭

の家を訪ねる印象的な場面でも土砂降りの雨が降っており、見学のために聯合映画社の「スタジオ」

を訪ねた時、『紐』が撮影されていたが、主人公の金振奎が自分の頭に水を注ぎながら演技に集中し

ていた。どうしてそんなにたくさん雨が降っているのか。

私も映画監督の末席にいる人間だから、雨の効果をよく知っている。しかも私は雨降りが好きな監

督の一人として、雨を素敵で、効果的に降らせるために、雨が専門である美術助手をわざわざ雇って

いるほどである。雨は苦しい状況を我慢する姿や激しく爆発する姿を表現する時、非常に役に立つ。

これはただ視覚的な効果の問題ではない。俳優たちは雨の中で演技する時、必ず興奮する。それは何

よりもまず「冷たい」という生理的な興奮から来るものであるが、雨が冷たすぎる彼らは「ええ、儘

よ」の風にその興奮を芸術的なものに変わってしまうのである。つまり、より激情的に演技をしてし

まうのだ。従って、雨が降る「シーン」はいつも激情的な効果を得ており、さらに雷鳴と稲妻まであ

る場合については言うまでもないだろう。

私は今、韓国映画がそのような激情的な「シーン」を必要としているのをよく知っている。また観

客がそれを支持しているのも分かる。私もそのような場面を見て涙を流したことがある。しかし、い

くつか同様の「シーン」において観客から漏れる冷笑を聞いたり、見たりしたこともある。いくら効

果的だとしても、それがマンネリズムに陥った千�一律的な図式になってしまうと、それは真情を表

現する手段にはならないのである。また、「激情的」という点には別の問題がある。それはこの「激

情的」という表現が国際的に通用されるかどうかという問題である。私は自分の作品を何名かの「ヨー

ロッパ」の映画人に見せたことがあるが、私が心密かに素敵だと考えている雨の「シーン」に対して

彼らは否定的だった。彼らの中で一人は「もしこの映画を『ヨーロッパ』に送るつもりなら、この雨

の場面は「カット」したほうがいいよ」と断言するほどであった。

韓国の映画俳優たちは一般的に言うと皆演技がうまい。特に『南怡将軍』で柳子光を演じた李藝春

や『国境線』の�貞順の演技は感動せざるを得ない。彼らの演技は実に国際的に通用するものだと思っ

た。

このような素晴らしい演技ができる理由は何だろう。私は金振奎の案内で「ドラマセンター」の舞
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台を見た時、その解答を見つけた。優秀な演技力を作り出す底には韓国人の日常生活における身振り

と表情の豊かさがあった。それは例えば、日本人のそれと比べると、比較にならないほど豊かなもの

であり、おそらく中国人のそれと比べてみても同じだと思う。

その点において韓国人は東洋人の中で欧米のそれに向かい立つ唯一の国民であるかもしれない。こ

れは韓国の映画俳優たちの国際的な活躍を保障し、また韓国映画が国際の舞台に進出するための強力

な武器の一つだと言えるだろう。

そのようなことを認めた上で、私は韓国映画に対して一つ注文したい。それは他ならぬ全ての美点

を踏み潰す声の摩り替え、つまり演技者自身が台詞を言うのではなく声優の吹き替え録音をやめてほ

しいということだ。

私は韓国語を分からないから、微妙な「ニュアンス」を「キャッチ」することができないが、それ

でもこの場面ではそんなに大きな声が出るわけではないだろうなど、ある「シーン」で「サウンド」

だけが大声で絶叫することを何回も見た。これは演技者と声の録音者がそれぞれ違うからである。演

技者は十分表現したいと思って「オーバーアクション」をし、声優は声優なりに声だけで全てを表現

しようとするため、これもまた「オーバー」になる。

だから表現は「ダブル」（二重）になり、従って酷く傷つけるのではないか。これではせっかく国

際的なレベルになっていく素晴らしい演技が破壊されるだろう。私は現在韓国映画人たちが置かれた

苦しい状況について自分なりにはよく知っていると思う。

韓国映画人たちを巡る外部的条件の中でいくつかは、彼らの努力や善意だけではどうしようもない

ものである。だが、この声優の問題、声の問題は、映画人たちの主体的な意思や力で解決できると思

う。必ず解決してほしい。

他国の映画人、しかも若者に過ぎない私があえてこのような話をするのは、韓国映画が一日も早く

国際的な位置に上がるように願っているからだ。また、私自身が日本映画を国際的なものに作るため

に昼夜を問わず非才にむちを打ちながら苦闘しているからだ。申「フィルム」の申相玉や聯合映画の

洪奏史社長に会って、彼らの目標が何より映画産業の経済的な基盤を確立し、国際的な競争力を持つ

ことだと分かって、私は本当に嬉しかった。

お盆の時、映画館の混雑も見たし、申星一、嚴鶯蘭の映画を数回見に行ったが、満員で見られない

時もあった。年間の観客動員数が全盛期の半分以下に減り、衰退一路に進む日本映画界の一人として、

このような韓国の盛況に驚いたが、これから韓国映画界も日本のような苦しい状況になるかもしれな

いとも思った。その時映画を救う方法は、映画が国際的に通用される力を持っているかどうかによる

と思う。

そのために韓国の映画検閲制度が撤廃されるべきだと思う。なぜなら検閲というものは、いつの間

にか作家たちに入り込み、作家自身が自己検閲を行うようにするからである。自己検閲があるところ

に主体的な作家が生まれるわけがない。主体的な作家という問題は私が「シルバースクリーン」で論

じたが、韓国映画が国際的なものになるためにはとりわけ主体的な作家が増えるべきだ。そして国際

的な力が身に付いた時、外部からどのような異国の文化が入るとしても韓国映画界が恐れることは何

もないだろう。

�特別寄稿�

翻訳 ファン・ギュンミン（HwangKyunmin）
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