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1)

I've been thinking intensely about Oshima Nagisa and Korea since I heard the presentation of
Mr. Kim Sung Wook, Program Director of Seoul Art Cinema, at a symposium about the interna-
tional reception of Japanese films of the 1960s and 70s held at my university in Tokyo last
November.*

Oshima may be best remembered in South Korea by a general audience for his yelling
“Bakayaro! [You fool!]” (his trademark phrase even in Japan) at Korean critics and writers on
the Fukuoka-Busan ferryboat in a talk held in July 1984 for a special TV program organized by
KBS and TV Asahi to be aired on August 15 of that year. It is likely that they were offended
by watching Korean intellectuals and respected filmmakers being yelled at by this rude
Japanese man on television. It’'s not my intention to defend him for his conduct. In fact, given
the intimate feelings Oshima had for Korea since early 1960s (or even from his childhood), his
frustration could be understandable in retrospect. And I hope my little talk today will help
younger generations learn more about the historical context where Oshima came from.

At the symposium, Mr. Kim spoke about the Korean case, explaining the informal recep-
tion of Japanese films in Seoul during the 1990s before the full liberalization of Japanese cul-
tural imports in 2008. He underlined the importance of such directors as Oshima and
Wakamatsu Ko6ji, and how their films were received belatedly in Korea 30 years after their
initial release. I was intrigued in particular by Mr. Kim’s personal experience of viewing
Oshima’s 1960 Nihon no yoru to kiri (Night and Fog in Japan) and 1970 Tokyé sensd sengo hiwa
(The Man Who Left His Will on Film) at a small videotheque in the early 1990s.” He said he was
fascinated by these two films about the student movement. Admiring the films’ daring experi-
ments and innovative modes of address, he took them as “contemporary” with his own situa-
tion and the reality of early 1990s Seoul. The films propelled him to reflect upon the defeat of
the student movement in South Korea in early 1980s, a decade prior to his encounter with
Oshima’s films.

Mr. Kim perceptively characterized this viewing experience as “an anachronistic recep-
tion,” while at the same time arguing it was truly “contemporary.” His reception of Oshima
films is at one level personal, but at another level, could be generalized as characteristic of
cinematic spectatorship, as transcultural media that inevitably involves deferral and anachro-

nism, recreating the real in different contexts, both temporal and spatial. This spectatorship is



2 Oshima Nagisa and Korea

not the same as “synchronicity,” where common realities are experienced simultaneously in
different places, or similar events happen simultaneously in different parts of the world. It is
more like “con-temporality” where even as the experience of being “contemporary” happens at
the site of reception in the deferral, or in the form of deferred action, and the original urgency
and immediacy of that reality resonates in the new setting, recontextualized in the time and
space of different historical and social subjects.

What I would like to stress here, however, is not this experience as a theoretical and universal
issue. Rather, I address the historically specific moment of production in which Oshima was
situated, in an attempt to reconfigure Oshima films in the Asian context." In particular, I would
argue that the sense of belatedness or lost opportunity, made even more palpable by identifica-
tions across national borders and between generations, resulting in powerful alignments across
time and space that we could call “con-temporalities,” is an especially important feature of
Oshima’s own filmmaking.

In this regard, it is interesting that Mr. Kim cites the two films produced in 1960 and 1970
respectively. The decade that lies between Night and Fog in Japan and The Man Who Left His
Will on Film coincides with Oshima’s most productive period, both in quantity and quality. It
is also the period in which Oshima began establishing himself as a major sengo (postwar)
director, departing from the existing melodramatic tradition of Japanese cinema, in which the
Japanese subject is depicted as a victim of war, rather than victimizer, in his life-long attempt
to explore the unresolved national issues of Japan as a nation-state, that is, to come to terms
with the Japanese colonial past and its negative repercussions. The films Oshima produced in
the 1960s were in constant flux, relentlessly confronting the past and the present while caught
between two generations of student movements. On the one hand, there is the 1950s student
movement in which Oshima was himself involved as a leading activist, and on the other, the
1960s movement in which Oshima did not directly participate but for which he showed great
empathy, albeit with keen criticism. This was the younger generation’s Anpo toso (struggle
against the revised Japan-US Security Treaty), in tandem with the anti-Vietnam student
movement occurring simultaneously around the world. But for Oshima, it was the Korean War
that forced him to confront the geopolitical consequences Japan faced as the nation refused to
acknowledge its colonial past. For him, the question of the Japanese postwar and colonial past
never ceased to be asked in the present tense.

Already in 1960s Seishun zankoku monogatari (Cruel Story of Youth), released in early June
1960, we find Oshima’s acute sense of this con-temporality, and I would argue that this con-
temporality was provoked and then materialized, if not totally intentionally, by the images
from South Korea. The film opens with a scene where a reckless young girl is rescued by a
young college student after accepting a ride from a middle-aged man who sexually assaults her.
Immediately following this scene, Oshima cuts to newsreel footage of the Korean students’
violent protest against Yi Seung-man on April 19, which occurred only two months before the
film’s release.

Oshima then juxtaposes the news footage with the lost young couple, who stand by a
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festive May Day demonstration, one of the legacies of the 1950s political movement, followed
by footage of Japanese college students demonstrating in protest of the revision of the
Japan-US Security Treaty. Here, he draws a sharp contrast between the urgency of the Korean
situation and the apolitical, reckless young couple who seemingly have nothing to do with the
pressing reality of Japan. The abrupt cut to the newsreel footage with its black and white
images of the Korean students’ riot disrupts the narrative flow. Even though this documentary
scene is integrated into the fictional space of the film, the director’s critical view of the tepid
Japanese situation in contrast to the Korean reality is unmistakable.

Oshima’s decision to include the Korean footage manifests his strong sense of con-
temporality, an important characteristic of Oshima’s work, vis-a-vis Korean issues. Much like
Mr. Kim’s deferred contemporary encounter with Night and Fog in Japan, Oshima reproduces
the sense of “contemporary” at three levels. First of all, the actual contemporariness of the
newsreel footage of Korean students’ violent protest against the dictatorship evokes a deferred
sense of contemporality with Oshima’s own involvement in the 1950s student movement.
Second, it establishes his connection to the younger Japanese generation, and third, he reveals
his sympathetic identification with and through the younger generation of Korean students.

I would argue that the representation of con-temporality is not yet fully developed at this
point in Oshima’s career. In his later career, he imbued this mode of representation with more
critical self-awareness, especially after his return from an extended trip to South Korea in 1964,
where he witnessed firsthand the sufferings and hopes of that country as it emerged from the
atrocities of war.
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The Korean War was especially important for Oshima, not only as social and historical context,
but in a personal, biographical sense as well. He entered Kyoto University in 1950 when the
war broke out. He became deeply involved in theater, as well as the early 1950s student move-
ment as part of the zengakuren (All Students Association) protest movement against US
imperialism, US military base construction, and US anti-communist McCarthyism. Annette
Michelson describes this background in her introduction for an edited volume of Oshima’s
essays in English:

Within two years of the defeat, however, there had developed the germ of an articulate and
politically militant student movement... This current crystallized in the massive student
organization recruited from 272 universities and known as the Zengakuren. It was in this
immediately postwar milieu of militant action, subject to internal debate, factionalism, to
the aporias inevitably generated by the vicissitudious relation to the Communist Party,
that Oshima was formed. It was in the struggle of 1959-60, against ratification and imple-
mentation of the US-Japan Security Treaty.... Ending in defeat, the struggle, which left its
mark upon the Japanese polity — and upon its artistic practices — must be seen as linked
to the more general movement of opposition to the United States’ Cold War policy.
Oshima’s texts on Korea and Vietnam solicit analysis in relation to his work in documen-
tary television, within an historical framework which is also that of a period of alienation

in exile from the mode of industrial cinematic production.’

Unable to draw extended support from students, the movement ended with bitter disappoint-
ment and many impending problems unresolved. In 1954, after graduation, he was hired by
Shochiku studio.

Oshima began directing in 1959. His debut film, At to kibo no machi (A Town of Love and
Hope), was originally titled “A Boy Selling Pigeons,” but the title was rejected by the studio
head for being too “petty” for a feature film (even though it is not a full-length feature). He
had directed only 3 films before his fourth film, Night and Fog in Japan, which dealt directly
with the 1960 Anpo tosé6 student movement, and was subject to the studio’s sudden decision to
withdraw it from circulation only 4 days after release on the grounds of box office failure.
Shochiku’s decision was made immediately after the Japan Socialist Party leader Asanuma was
assassinated by an extremist during a televised political debate in Tokyo. Despite the stu-
dio’s disclaimer, it was clear that the decision was politically motivated, which infuriated
Oshima. He resigned from Shochiku in protest in 1961 and set up his own production company,
So6zosha. The box office disaster of Amakusa Shiro Tokisada (The Rebel) in 1962 prevented him
from producing feature films, and Oshima’s major production shifted to TV documentaries and
occasional dramas. Though he had already been assigned to write scripts for TV dramas before
1960, in 1962, he began working with legendary TV producer Ushiyama Jun'ichi for Ushi-
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yama’s pioneering TV documentary series “Non-Fiction Theater.” In retrospect, the encounter
with TV documentary had a tremendous impact on Oshima. He directed 16mm documentary
films for Ushiyama, including the groundbreaking Wasurerareta kogun (The Forgotten Imperial
Army), which aired on August 16, 1963.

It was the first film in which Oshima dealt directly with the Korean minority population
in Japan, or zainichi Koreans. It sheds light on the plight of zainichi disabled veterans, who
begged in the streets in white robes, because they were excluded from the army pension
program despite the fact that they had served in the imperial army as soldiers. There is a scene
in which, following a long day of appealing to the Japanese nation and the government for
their pension, the veterans have dinner and drinks only to find themselves in a heated argu-
ment. The camera gazes at one veteran, who lost both eyes and his right arm on Truk Island
in June 1944, while he makes a direct plea to Oshima behind the camera about his plight. He
becomes so excited that he removes his sunglasses, exposing his blind eyes to the camera. The
voiceover narration appeals directly to the viewer: “In this sad fight, their anger has nowhere
else to go, so they turn it against themselves. Is this ugly? Is this funny?,” “@&E (A99?),
tears drop from eyes without eyes.”

Stills from The Forgotten Imperial Army (1963) Stills from The Forgotten Imperial Army (1963)

The sequence still remains one of the most disturbing, heartbreaking moments in the
history of Japanese documentary, and is certainly one of the most crucial moments in
Oshima’s directorial career, an eye-opening experience for Oshima as well. No one who has
seen the scene fails to be deeply affected, confronted with his or her indifference to the present
situation, and with the severe consequences of war that the Japanese nation wants to negate.
It also forcibly destabilizes the relationship between the camera and the subject it captures.
Despite the violence of the camera’s gaze (and its implicit authority), there is power in the
relentless truth of the (unseeing) gaze returned directly back to the camera, back to the
director, and thus to the viewers themselves. Overwhelmed, Oshima seems to do nothing but
take this man’s appeal in, inside himself, making the camera an eyewitness.

Five years later, Oshima recalled how after the shoot, his crew told him that the way he
ordered them not to stop filming while nodding to the veteran’s appeal was exactly that of a
madman.” By confronting a documentary subject, not fictional characters, Oshima seems to

have found a method of direct address by way of interpellation (in the very Althusserian
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sense), which would be further explored in the next two films he made in relation to Korean
issues, and again in a different manner in Koshikei (1968) (Death by Hanging), probably one of
his most celebrated films. Death by Hanging, of course, was based on the famous Komatsugawa
crime incident perpetrated by Ri Chin'u (Z25F), a zainichi Korean who in 1958 murdered two
Japanese school girls. It was a crime that stayed with him after it happened and even after the
execution of Ri.*

3)

Within the limited time frame, I will briefly talk about the two films which Oshima calls his
“approach to Korea™ Seishun no hi (The Tomb of Youth or Monument to Youth) in 1964, a
documentary film he shot in Seoul during his two-month stay there, and Yunbogi no nikki
(Diary of Yunbogi), a short documentary influenced by Chris Marker’s La Jeteé (1962). Oshima
described the film as “a humble message” to The Treaty on Basic Relations between Japan and
the Republic of Korea, signed on June 22, 1965.° As he later writes, Yunbogi was shown inde-
pendently for 8 days at Shinjuku Bunka Theater, the main venue which exhibited ATG films,
beginning December 11, 1965, the day when the House of Councilors passed The Treaty on
Basic Relations between Japan and Korea, again indicating a significant contemporality."
Leaving Tokyo in the festive mood of the upcoming Tokyo Olympics, Oshima visited
Korea for the first time from August to October 1964 in order to make a documentary for
Ushiyama, probably as a follow-up to The Forgotten Imperial Army and in order to further
explore the Korea-Japan relationship as a “contemporary” issue. Unfortunately, little is known
about Oshima’s trip to Korea, except for some fragmentary notes, photos, and two short docu-
mentaries, but my research uncovered a newspaper article he wrote for Choson newspaper on
October 6, 1964." In the article, he praises the great ability of Korean actors, while warning
against the general practice of dubbing. The talent of Korean actors seems to have made a
deep impression on Oshima: he returns to the theme in a later essay, entitled “Though the Land

”12

was Torn Apart — South Korea,”” where he describes his admiration for South Korean cinema,
particularly, his meeting with Jeong Jin-U (#8$H5°). Oshima writes he was impressed by
Jeong’s Borderline without Border (=73 o}d =734, 1964), a film that directly concerns the 38th
parallel. Even though the film employs some melodramatic contrivances, Oshima considered
it a daring project for a 24-year-old director. What most impressed Oshima is the film’s depic-
tion of the mother character, played by great actress Hwang Jeong-Sun (¥ E ). Oshima
appreciates the precision of her performance and the way the mother lives in the course of the

narrative, with her passionate love and death drawing tears from the audience. As he writes:

I do not think that the director has chosen this way of depicting the mother with a clear
political intention; however, the ardent wish in this young man’s mind for reunification
motivates such a strong, emphatic character, and the director manages to encourage the
South Korean audience to recognize the brotherhood with the North Koreans, move them,

and renew their wish for reunification again.”
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Though Oshima strongly rejected melodramatic expression in the Japanese cinematic tradi-
tion, he seems to have acknowledged the tears of the audience.

During this trip, Oshima first visited Masan, the place that sparked the movement against
corruption known as the April 19 Movement, documentary footage of which Oshima included
in Cruel Story of Youth. The initial purpose of this trip was to make a documentary about the
“Syngman Rhee Line” and the coastal fishermen, but the authorities refused them permission
to shoot. Oshima then happened to find a girl named Park Ok-hwi (#pEfE, 2% 3]), who was
prostituting herself to support her family, and immediately decided to base the film around her
story.” The result was Seishun no hi, a 40 minute film about a young girl who lost her right arm
in the student movement of the 1960 and is forced to support herself and her family by prosti-
tution. However, Oshima had to modify the subject matter, i.e., the prostitution and poverty,
because of indirect censorship that was intended to smooth the way for the upcoming Treaty
negotiations. Instead of focusing on Park Ok-hwi, the film was reconceived as an overview of
the Korean situation, framing the story from the perspective of a social activist in Pyeongtaek
who runs an asylum where he takes in war orphans and disabled people, helping them live
independently.

The film briefly introduces the 38th parallel, the Korean War and its atrocities, as well as
the April students’ movement (in the film, he even shows the same newsreel footage he used
in Cruel Story of Youth). Among these stories, Oshima inserts Park’s story. Because of forced
constraints, the film employs different modes of representation for Park and the social activist.
While it does not seem that Oshima is particularly interested in the man’s story given the way
the camera follows him in an explanatory manner, Oshima is constantly trying to get close to
Park Ok-hwi, mostly through close-ups. However, unlike the intimacy Oshima established
with the disabled veteran through his camera, Oshima seems to be in some way lost, unable to
achieve an emotional rapport with Park, despite the constant framing of her in close-up.
Perhaps her bitter feelings toward society and especially toward the philanthropist, as well as
her anti-Japanese sentiment — which is completely understandable albeit not entirely trans-
parent in the film — is what shaped her attitude toward the director and might have prevented
her from accepting him.

Consequently, it is as if Oshima cannot help but stand by and observe. He is unwilling to
force himself into the girl’'s subjectivity, to speak for her in the same way the narration he
wrote for The Forgotten Imperial Army spoke for the veteran, situating Oshima between subject
and viewer, literally superimposing his words over the veteran’s voice. Of course, the language
barrier prevented Oshima from understanding Park’s words firsthand, leaving him no alterna-
tive than to distance himself from her subjectivity. It is as if he became perceptive about the
violence implicit in the act of his taking her voice and inserting his own voice over hers. That
is why the film leaves certain incongruities between her on-screen image and the voiceover
narration, which is supposed to explain her subjectivity. Nonetheless, Seishun no hi has some
lyrical moments, including a scene of Park singing a famous folk song, “Touch Me Not (Garden

Balsam)” (B fiif£, whose significance will be found again in the zainichi Korean character
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played by Hideko Yoshida who sings Mantetsu kouta), as well as some tracking shots which
follow her from behind, and her many close-ups, anticipating the use of photographs in Diary
of Yunbogi.

For all its inadequacies, Seishun no hi seems to have taught Oshima about the limitations
of his approach to the subject: making a film in a land which is so close and so far, fraught with
historical trauma and present sufferings, mirroring what his own nation went through 20 years
ago. Oshima needed more time to digest his experience of Korea and this failure. To move
forward, he needed the experience of making Diary of Yunbogi, a film composed of a series of
still photographs he took in South Korea during his trip with no specific purpose but to simply
to capture the reality of what he was witnessing, especially the plight of children as the epit-
ome of the difficulties and suffering of the country. A year after he came back from South
Korea, he found the Japanese translation of Diary of Yunbogi, which was published in June,
1965, and he said in an interview that:

When I read the book, the world it depicted was exactly what I myself saw in South Korea
a year ago. Moreover, it is expressed through the tough yet beautiful emotions of a boy
named Yunbogi. As soon as I finished reading the book, I wanted to make it into a film.
(... It was impossible to shoot in Korea, and would be improper to shoot on a soundstage.
And suddenly I remembered the photographs I had taken when I was there. I used the
voiceover narration and music with the original book, and made a kind of document that
reads like visual poetry.”

In the interview, he also describes how he happened to have taken photographs while in Korea:

Only a few years had passed since the end of the Korean War, and people and places looked
so much like Japan right after our defeat in the war. I felt as if my mind were cleansed by
witnessing the people trying so hard to work in the midst of poverty and confusion. I
happened to have become a father myself the previous year, so I took photos of South

Korean children as I visited towns and local villages."
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4)

In Diary of Yunbogi, instead of speaking for the subject as a means of making an appeal to the
viewer, Oshima chooses to speak to the subject. Instead of addressing the Japanese people to
ask, “Is this acceptable?” the voiceover narration repeats, “Yi Yunbogi, you are a ten year old
boy, Yi Yunbogi, you are a ten year old Korean boy, Yi Yunbogi, you are a boy selling chewing
gum...,” soliciting a dialogue between the subject and object, breaking the boundary between
them.” Oshima does not privilege himself here as someone who understands and controls what
he is filming, as he unconsciously did in The Forgotten Imperial Army. He does not distance
himself from the Japanese viewers to whom once he asked the question, “Is this acceptable?”
Instead he lets the photographs speak for themselves, so that the viewer could construct her or
his own relationship with the images on screen.

As indicated by his writings about this experience in the article entitled “Though the Land
was Torn Apart,” as well as diaries and production notes on Diary of Yunbogi, during his
two-month stay in South Korea, Oshima recalls his own experience as a teenager in Japan
immediately after the defeat of 1945. This experience overlapped with the realities of South
Korea, as Korea was then dealing with postwar poverty and other difficulties. What shocked
him was the incredible poverty and suffering that the country experienced over the decades.
The Korean War was not something he saw only on newsreel footage. Though he identified so
strongly with these images, the reality was beyond his imagination, and it was not the past at
all. The harsh reality of what Oshima witnessed in South Korea gave him the incredible energy
it took to reflect on the direct line from 36 years of Japanese colonial rule, to the government
of Yi Seung-man, to US military control of South Korea. His whole Korean experience and the
experience of reflecting on Japan in relation to Korea — namely as the nation responsible for
Korea’s reality and unresolved problems of war responsibility — gave Oshima the perspective
of the other from the inside, so to speak, not as an alien other. In fact, in the 1992 interview,
Oshima says: “Korea is a mirror to the Japanese. Isn't it that to look at the Koreans is for us the
Japanese to see ourselves in the mirror?”"*

In his own note on Diary of Yunbogi, he articulates significant discoveries and lessons he
found in his approach to Korea that started with The Forgotten Imperial Army. He writes:

... whenever I try to make a film from outside materials, not from a song generated from
inside myself, in an desperate attempt to force the materials to connect to my own songs,
I could not help but end in repeated collapse. But finally it seems to me that I have man-
aged to acquire a natural method of finding myself in the materials, not imposing myself
on the materials. I have found this method by chance when making The Forgotten Imperial

Army. And one could say that I used it with self-awareness in Diary of Yunbogi."”

If it had not been for these three films, Oshima as we know him would not have existed. The

images of 1960s Korea that Oshima captured foreground the nation’s wounds, historical, social,
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and personal. For newer generations of South Korean artists and critics, this wounded image
of the country is not an easy one to accept precisely because the situation is still unresolved.
In a sense, one could argue that recent South Korean films and media texts have tried to create
different images of the nation than those of a Korea “more or less stereotypically stigmatiz-
ed” by historical tragedy, instead of foregrounding them. This has proved a great success, but
personaly, I highly value the con-temporalities Oshima discovered in the process of confronting
“Korean issues,” and which he pursued in films that so powerfully evoke the trans-cinematic
experience in the spectator, even with the limitation of Japanese eyes. As Oshima learned so

much from his experience, we can too.

Notes

1 This essay is a revised longer version of the manuscript of a presentation I gave on the second day of
a three day conference entitled “Korean Trans Cine-Media in Global Contexts: Asia and the World,”
organized by Trans-Asia Screen Culture Institute, Cinema Studies, Korean National University of Arts,
Korean Film Archive, and Tsubouchi Memorial Theatre Museum, Waseda University, held from March
27 to 29, 2013, at the Korean Film Archive (March 27-28) and Korea National University of Arts (March
29) in Seoul, South Korea. I would like to thank Professor Kim Soyoung at KNUA for giving me this
opportunity. I am also grateful for Abe Kurumi, Choi Sungwook, Hwang Kyunmin, and Ku Mina for
their helping my research, especially the latter three for translating Oshima’s writings between Korean
and Japanese. The Korean translation of this manuscript is published in a volume entitled &= ¥ &/,
AASp rEERG — T A Ae] FHY Fy, HFE vd | 5 YIAREA [ (Worlding Korean Cinema or
Korean Cinema Encountering the World, the first volume the compendium of the History of Korean
cinema), ed. 4% (Kim Soyoung), Seoul: @443}, 2018. I also thank Theresa Schwartzman for her
editional help.

2 The Japanese translation of Mr. Kim’s manuscript for his presentation at the symposium, “Kinshi to
teikd6 — Oshima Nagisa to iu undotai eno toikake (Prohibition and Resistance: Addressing the question
of Oshima Nagisa as the movement body),” trans. Choi Sungwook, is published in Gengo Bunka 31,
Tokyo: Gengo bunka kenkytjo, Meiji Gakuin University, March, 2013: 76-85.

3 Mr. Kim talks briefly about how Japanese films were introduced in 1990s: Japanese films were privately
screened at independent venues including film festivals, and private screenings organized by univer-
sity film circles, videotheques and cineclubs run by young cinephiles, as well as a small videotheque
called “Culture School Seoul,” which started in late 1990s (Kim, “Prohibition and Resistance,” 78).

4 For years, I have been concerned with the representation of women in Oshima’s films. I was torn
between two opposite reactions to his films. I found the depiction of violence inflicted on women, often
in the form of rape, to be a disturbing recurrent theme in Oshima. At the same time, his films never
failed to fascinate me, and strongly tugged at my heart, especially his insistent critique of the Japanese
imperial past, and his rigorous confrontation with Korea and Korean issues. About a decade ago, upon
the kind request of Professor Jung Soowan, then programmer at the Jeonju Film Festival, I contributed
an article on the issue to “Shadow of Radicalness of ATG: The Representation of Women in ATG
Films,” for the catalogue of ATG Retrospective at Jeonju International Film Festival 2004 (A}o]E
SLokL, “ATG ool glo] elgel B ATG F3pe) w37 : G Foj 9 o4 &3 %) 714, Jeonju
International Film Festival, 2004, 48-53). Since then, however, my appreciation of Oshima and his films
has deepened significantly and I see the issues as much more complicated than I initially thought,
though I still regard some aspects of Oshima’s treatment of women in his films as problematic. Yet the
relationship between politics, history, gender, and sexuality are inseparably connected to each other in
Oshima’s films, and I would like to continue to think about Oshima and his films.
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Annette Michelson, Cinema, Censorship, and the State: The Writings of Nagisa Oshima (Cambridge,
Massachusetts: the MIT Press, 1992), 6. Despite her attentive observation of the Japanese historical
context, Michelson’s (and many others’) generalized tendency to regard Oshima’s attitude toward
Korea and Vietnam on the same plane seems to be somewhat misleading.

Oshima explains how Ushiyama approached him in his “Afterword,” Nihon no yoru to kiri: Oshima
Nagisa Sakuhin-shii {Zohoban) (Night and Fog in Japan: Works of Oshima Nagisa, Enlarged Edition),
Gendai shichosha, 1968, 383.

Oshima, “Afterword,” Nihon no yoru to kiri, 383.

Ibid., 384.

Oshima Nagisa, “The Road to Freedom,” Cinema, Censorship, and the State, 101 (originally published as
[EH~DE | [WemEZEi] 1965, reprinted in Ma to zankoku no hassé (Ideas of Evil and Cruelty, Haga-
shoten, 1976, 236).

Oshima “Afterward,” 386.

This article is not well known so I have reprinted the article and its Japanese translation in the
Appendix to this essay. I am grateful for Hwang Kyunmin for helping me find this information and
translating the material for me.

This essay is from a collection of essays Oshima wrote about Korea in various places, entitled
“Though the Land was Torn Apart — South Korea,” and published in his book, Ma to zankoku no
hasso, 167-194. Some of these essays are available in English translation in Cinema, Censorship, and the
State, 61-73.

Oshima, Ma to zankoku no hasso, 191.

She could well be the Korean counterpart of the heroine of Cruel Story of Youth, as well as the female
version of the veteran of The Forgotten Imperial Army in her extreme plight and the victim of poverty.
Interview by Takahashi Dankichi, for Shitkan Post (Weekly Post) journal December 11, 1992, reprinted
in the booklet for the DVD collection of Boy, ed. Kimata Kimihiko (Kinokuniya shoten, 2010), 42.
Ibid.

As in the case with The Forgotten Imperial Army, the voiceover narration is read by Komatsu Hosei,
who was a regular actor in Oshima films. In Yunbogi’s Diary, Oshima uses an apparently professional
voice actor to read the lines of the protagonist, Yunbogi, directly quoted from the book.

Interview by Takahashi Dankichi, 41.

Oshima, “Afterword,” 385-6.
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2 Japanese translation

[ERZ B 2 8B AAROHIRIRE B K EHE RO WEME B L PR (@R 1964 48 10
H6H)

NTV (HAFLE) oMHE S arS L T v 7427 v 3 VEB] oltoizsic, 8 H 21 Hi#EEIC
Ko HADOREMSHIAIRE S [ KEE ] B2i%) FEMRITEKZ %, 10 HRET 2 FPETH 5
D, RIGTEE MG 2 ORI A BRI ETH B, HR [ =N —7 | OffiF& LTKL
HonTOaid, MaEe [V U 4] fEm (HERERYEL TKBOEE) THADRK &7,
M ). TRAEPUSIREE D) 28 U CHEBRmE I S BUESHFEETH 5, HHERFEH S,

RS LOVERD, BLTERROY—r - FE—&. FREOREHEESTARELICT S,

HRE LI O ¥ — ARSI Z 0, ARD TRER T - 72 TI0 SR & > TIREITHK
FLWFERLSSAREIDOTH B, FMBHEIH 10 ROBEBEIZZFNE ROy —vhbb, &
72ZNBBTEKRE (V=2 ] Thoto, RITRERTE O [EHEHI, B LRI 2325 TH-
el [HBIE] © [FA MY =] THEIWMBE - T3, [Rbhc KB CHE—REH
DR AR RN IELH TS LD OS> T D, RFEO O ICHAMEHD [ 5 V4
ik, T g s Tnieh, EARDBIRENH S DI /K AE T XM o HEicHEP L
T, EDLTEARITIS SAWNMBEE > TWHBE DN,

L BEEEORKBIZN B ARIZN S, WORMREE LK HI > T3, U bFATIFE O DI &5k
BOo—AELT, HEEBT. ERMICESE 012, WAHEMTH 2 LMTFAEHDELIE-T
WBIFETH B, MIFTE LWIRILAEFRE T 2 20 U S BRT 2 R4 KB4 50, FEFITHRITD,
IR NS EOMBE TRV, YD IROh Tl T 2, BTEES E, 2hif
FOHFT B0 EWHDAEMPYBHENS KL LEDOTH B0, MBHILTZEEHS1F TAA, &
L DI Z DEE EERNB EDIIED->TLEIDTH S, 2%V, LHBBEMICHEEEZLTL
FIDW, WoTs WS [V— V] BOOSWMENEHRERTED, SSIKEREMEELTH
BEEICOVTIREIETHRNEA S,

x4 HERE A Z O X5 ISR [V —r ] 2BBEELT0EDE KK -> T 5, £/
BMENEXFHELTOEDE0 M5, b LI BYMAZRTRER LI EMH B, L, L
KODRAED V=] B TEEN SR 2 HREH IO, BichLicl bbb, WS
Rz LT, b rx ) XLiZHi- e TR AR -TLES &, ThidEEER
B3 2FRICEBSBOLDOTH S, £y EHEN] L0 HICBNOMENRH S, 23D [
FH &0 HHNEBICEHSNADEIDEVSHETH %, IMIASOIEREMGHD [3 —
0wy /%] OB A2 E0NH B0, FBSDENMIHEMILEEZZTOEND Y= ] it LT
WS RBEEMIE o1z, WoDhT— AR [ LIOMEE [3—o v /] ITEE2H0E5, 2O
OYIEIE [y M) L2iZ Nk EMST51E3ETH- 72,

HE O E PEE . B I — IS D SHEEN D £, R THITRFFE] THI LA U o Rk
2 TEE] O EROHEF RIS E 2 28520, 115 OB RIICEBRMICENTS b0 EE -
726

COEIUHEES LOHENTE 2HBINMIZA ), RIBREOLENT [Nty —] O
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BERICR, TOMEERS 7o, BFH QR EZFE T IRICEHEEAO HEERICB T 2540
EERBEOENEI D -7z, THRHZIE, BAADZTNENS &, HRICESMNFEEN I LD
THD, BESSHEADZENEUNTATHREULILERS,

ZOEICBNTHEAREEADFTEKD ZNITHNONOHE—DEETH 20 L, &
AT E O e JEE 72 B o EBR S T A RRE Uy F o E B s EEE o HH ICER T 2 72w o))
BB D =D EZTA DA,

ZO X5 EERD I LT, RIEEBEIE U T2 Lt ZRIE MR SR TDES
ERAETHOBEOEAZ, DXV HEFHENEHAES S O TRUELFHBEOREIBFZLHETEPLHTII
LhvEnS I &7,

FIBEEEZ D ST Oh S, WE (227 VX 2 [Fr v F ] TBIENTERLN, 2hH
THIOYHTREZARIIREBENEZ DI TREWEAIRE, b [v—2] TIHT U]
WK TH S 5 2 E s i, ChIZHEELFAOBREENENTNESI DS TH S, if
BHERI AR LW ER ST [A—N"=T 73] 2L, AEBIFEERZVIIHELTI TR TERI
L&o&EFT a7, Thbki [H—1"—]1Ch5,

EhoRBUT TF 7] (ZH) 1280, o THESHEDPF 20 TERLD, ThTEE->NCH
BREZS L AROVITHE » T HIE S LB SIS N 275 9o FAIBUEREE M A 72 B2 hh 7
T LWIRIIZ DWW THZ B DI XS A>T B E-S,

HEFE R A 7o B 2K B AENEEO T T D0k, WOSOBHPE/EZEL I TR ESI LELI L
bDThD, KN, ZOFEOME, FHOMER. BEAZLDERNEERLTCRkTE s LA
9o TR LTIE LU,

HiE OB E A, UL bEFITAE LRSI TIDOLI BFET S DI1F. BEBES—H & EL
FEBRIEALEI DD KD Il - T B0 572, £, FAHG D AARME %2 FERN7E & DITIES 729
WWEBRZMDTEFICL AT BRBOTERUTHENSK, B [T 4V A ] OHHELHAAS WD
PER A RIC S > Ty S O HEEDMA & O W FESE ORI 78 208 2 T U BRI IS8 1 &2 R
T EREGD 5T, FAIARMITEE L - 7o,

BEOK, MEfEORMS Hic Uy HE—, BEMOME 250 HIZiT - 722, ME TR hin
Kb b - 7o, AEHOBIEB BHM 2N OBS5LI TR0 . BB —FIcEd HARBADO—AE LT,
D& REEOBEIICE NI, I SEEERA S HARD X5 28 LORIICE 206 LN
WE BB S, T ORFIE AR S HidiE. RESEBRICEH SN S ER > T EI NItk 3
ER-S,

ZDHITHEOMEMRMHENEE SN ERELZERS, BEROKRMENS bDIE, LWODR
WIMERICBIZA DAL, EXESPHOKRBZITS K5I 600 THB, HUMBNH S5 L2 A
WCERNBIERBE TN EDINE 0, FERBERE S BERRN [P N—=2 7Y — ] Th
Urchs, SEMEASEEER S & DT 3 7DI2i3 &0 DI ERNBIERSHZ 5 ~&7, £ L THE
W75 TIME T NI E, PN S ED X D MEREOSUEAA B & U T EEBem RN 5 2 &34
LN AD,

CRERI 278D
R 75> e«Fa2r3Ir (Hwang Kyunmin)





