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1.  The Dirt Bike Kid

Takashi Miike was born on August 24, 1960, in a countryside town on the outskirts of Osaka
called Yao. The town was a rowdy, working class area with a large immigrant population,
w h i c h  m a i n l y  c o n s i s t e d  o f  K o r e a n s .  T h e  M i i k e  f a m i l y  o r i g i n a t e d  f r o m  t h e  K u m a m o t o  r e g i o n
o n  t h e  s o u t h e r n  J a p a n e s e  i s l a n d  o f  K y u s h u .  B e f o r e  a n d  d u r i n g  W o r l d  W a r  I I ,  T a k a s h i  M i i k e ’ s
grandparents had been based in China and Korea (his father was born in Seoul), but they
returned to Japan when the war ended, settling in Osaka.

Miike’s father was a welder by trade, his mother a seamstress who also taught her
craft in a small school she ran by herself. His father spent much of his free time gambling
a n d  d r i n k i n g ,  t y p i c a l  i n t e r e s t s  f o r  w o r k i n g  c l a s s  m e n  o f  h i s  g e n e r a t i o n . T h e  i m a g e  o f  m a s c u l i n i t y
provided by his father held an attraction for the young Takashi, whose working class roots
resulted in an upbringing that was far removed from any form of culture. Miike senior was a
r e g u l a r  v i s i t o r  t o  t h e  l o c a l  c i n e m a ,  b u t  d i d n ’ t  t a k e  h i s  s o n  u n t i l  T a k a s h i  w a s  a  t e e n a g e r .  T h e y
w e n t  t o  s e e  S t e v e n  S p i e l b e r g ’ s  Due/.Takashi  M i i k e  l a t e r  d e v e l o p e d  a n  a v i d  a d m i r a t i o n  f o r  B r u c e
Lee, the only person of which he professes being a true fan.

Takashl Muke, age two, on his
mother’s lap. Clutching  a gun..
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A Japanese cowboy.

A s  a  b o y ,  T a k a s h i  s p e n t  m u c h  o f  h i s  t i m e
p l a y i n g  w i t h  a n i m a l s .  B l o w i n g  u p  f r o g s  w i t h  f i r e -
crackers was a particularly favourite pastime.
In junior high he picked up rugby, which he
p l a y e d  f o r  t h r e e  y e a r s  u n t i l  h e  w e n t  t o  h i g h  s c h o o l
a n d  a n  i n t e r e s t  i n  pachinkol  a n d  m o t o r b i k e  r a c -
ing took over. He became part of a group of
friends who all shared a passion for racing
motorcycles. Accidents inevitably happened,
some of them lethal. “You would be talking
cheerfully to one of your friends before a race
a n d  s e v e r a l  m i n u t e s  l a t e r  h e  w o u l d  b e  d e a d . T w o
o r  t h r e e  p e o p l e  w o u l d  d i e  i n  b i k e  a c c i d e n t s  l i k e
that every year.“2 The loss of so many of his
friends was an experience that shaped him. “I
l o s t  m u c h ,  b u t  a t  t h e  s a m e  t i m e  I  w o u l d  e x p e r i -
ence many emotions from constantly being so
close to death. Just after an accident you feel
fear and you sense the danger of what you’re
d o i n g .  B u t  p r o b a b l y  b e c a u s e  w e  w e r e  s o  y o u n g ,
after one week we would really start to miss
racing. When I got back on my bike on those

occasions, it would be twice as exciting as normal.”
There was one guy in the group whose racing skills were far above those of the oth-

ers. When this person became a professional, Miike realised that becoming a professional
racer would be an unachievable goal for him: in a professional race on the Suzuka circuit,
he watched his talented friend struggle in the back of the field, achieving a result that was
average at best. “Twice I tried to race my bike on the circuit myself. Not in competition, but
just to try it out. It was really difficult. You need all your concentration just to handle your
b i k e ,  s o  a c t u a l l y  o v e r t a k i n g  s o m e o n e  i s  a l m o s t  impossible.“Miike  c h a n g e d  h i s  p l a n s  a n d  a i m e d
t o  b e c o m e  a  m e c h a n i c  i n s t e a d ,  h o p i n g  t o  a t  s o m e  p o i n t  j o i n  a  r a c i n g  t e a m .  B u t  h e  r e a l i s e d
another thing about himself, which was that he lacked the will to make an effort to study.
P a r t i c u l a r l y  t h e  m a t h  a n d  p h y s i c s  t h a t  w e r e  r e q u i r e d  f o r  a  m e c h a n i c  i n  t r a i n i n g .

N o w  o u t  o f  h i g h  s c h o o l  a n d  w i t h  n o  a m b i t i o n  t o  f u r t h e r  h i s  e d u c a t i o n ,  h e  w a s  l e f t  w i t h
o n l y  t h e  a d o l e s c e n t  d e s i r e  t o  e s c a p e  t h e  c l u t c h e s  o f  h i s  p a r e n t s  a n d  l e a d  h i s  o w n  l i f e .  S o m e
of his friends had opted to join the yakuza, whose presence in this working class area was
a  p a r t  o f  e v e r y d a y  l i f e .  “ I t  w a s  q u i t e  n o r m a l  f o r  p e o p l e  t o  h a v e  a  y a k u z a  m e m b e r  i n  t h e i r  f a m -
ily, a father or brother for instance.” But Miike felt that even becoming a gangster required
t o o  m u c h  e f f o r t .

T h e  o p p o r t u n i t y  t o  l e a v e  f i n a l l y  p r e s e n t e d  i t s e l f  q u i t e  b y  c h a n c e .  “ I  w a s  l i s t e n i n g  t o  t h e
radio one day and by coincidence they played a commercial spot for the Yokohama H6s6
Eiga  Senmon Gakko  [Yokohama school of broadcasting and films], which said the school
had no entrance exams and that basically anyone who couldn’t get into university could
enter. It  really sounded like the ideal chance to escape home and do nothing.” Aged 18 he
left Osaka to study at the film school founded by renowned director Shohei  Imamura. With
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his parents paying for part of his tuition, Miike
settled in a small apartment in Yokohama and
f o u n d  a  j o b  i n  a  n i g h t  c l u b  c a l l e d  S o u l  T r a i n .  T h e
club was frequented mainly by American Gls on
l e a v e  f r o m  t h e  m i l i t a r y  b a s e  i n  n e a r b y  Y o k o s u k a .
“It wasn’t a real job to me. It was a disco and I
got the chance to talk to the black soldiers and
l i s t e n  t o  t h e  m u s i c .  I t  w a s  f u n ,  a  l o t  m o r e  f u n  t h a n
t h e  s c h o o l ,  i n  f a c t . ”  I n  h i s  f i r s t  y e a r  o f  f i l m  s c h o o l
he attended only the first two months. The sec-
ond year he only attended two classes. “On my
first day at the school, the teacher wrote on the
blackboard: ‘The screenplay is art’. I thought:
‘ W h a t  k i n d  o f  p l a c e  i s  t h i s ? ’  I t  w a s  s o  f a r  r e m o v e d
f r o m  w h a t  I  k n e w ,  l i k e  t h e s e  p e o p l e  c a m e  f r o m  a
d i f f e r e n t  p l a n e t . ”

It was at one point in his second year in
Yokohama that the school sent him off to work
on the production of a television series. A repre-
s e n t a t i v e  o f  t h e  p r o d u c t i o n  c o m p a n y  c a m e  t o  t h e
school to look for a student who would work as
an assistant for free. Since all the other students
were busy shooting their graduation films, the

Playing with animals:
the local wild life.

five-year

school decided to sacrifice the one student who never attended classes. Literally plucked
away from his part time job, Miike found himself an unpaid production assistant on the set
of the television series Black Jacka. “Most of the crew on those TV series were salaried
e m p l o y e e s  o f  a  p r o d u c t i o n  c o m p a n y .  T h e y  h a d  u n i o n  r u l e s  t o  m a k e  s u r e  t h e y  d i d n ’ t  h a v e  t o
work too many hours. After they went home, us freelance people would have to work really
hard to make sure the production finished on schedule. The regular crew were normal peo-
ple who had finished their education and were doing this as a job. Those people and the
m o v i e s  t h e y  m a d e  w e r e  c o m p l e t e l y  u n i n t e r e s t i n g .  W h a t  t h e y  w a n t e d  m o s t  w a s  t o  l e a d  c o m -
f o r t a b l e  l i v e s ,  n o t  t o  c r e a t e  s o m e t h i n g  s p e c i a l .  W h e n  I  r e a l i s e d  t h a t ,  i t  r e a l l y  p u t  m e  o f f  e v e r
w a n t i n g  t o  w o r k  a s  a n  e m p l o y e e  f o r  a  p r o d u c t i o n  c o m p a n y . ”

The restrictions on employees’ working hours meant that there were many jobs avail-
able for freelance film crews, and Miike continued working on the production of television
dramas like The Hangman, G-Men and Tokuso  Saizensen [lit: Special investigations unit
frontline]. Many of these series were produced by film studios and motion picture produc-
t i o n  c o m p a n i e s  a n d  o v e r  t h e  y e a r s  M i i k e  d e v e l o p e d  a  s t r o n g  d i s l i k e  f o r  t h e i r  e m p l o y e e s  a n d
for the film world in general. “We had to work so hard as freelance crew because the regu-
lar crew didn’t want to work in the daytime. And despite the fact that they didn’t have any
talent they were very arrogant. So I would make it a matter of principal to not work in film
a n d  s t a y  i n  t e l e v i s i o n . ”

For nearly ten years he continued to work as a freelance crew member on television
dramas, at a pace that he professes nearly did him in. he took an average of forty to  fifty
jobs a year, working in various guises but gradually climbing up the ladder to the position  of
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assistant director. But even for someone who had an almost militant pride of working in tel-
evision, the TV world started to lose its lustre. “After ten years in television I had come to
realise that the creation of TV dramas didn’t allow for much creativity. I worked for many
i n t e r e s t i n g  d i r e c t o r s  w h o  h a d  m a d e  s o m e  v e r y  p e c u l i a r  f i l m s ,  IikeYukio Noda,  b u t  w h e n  t h e y
worked within the confines of a television series the results usually weren’t so special. In
c i n e m a  y o u  h a d  t h e  c h a n c e  t o  c r e a t e  s o m e t h i n g  p a r t i c u l a r  a n d  u n i q u e .  I  t h o u g h t  i t  w o u l d  b e
an interesting experience to work on a project like that, with a director who was trying to put
h i s  o w n  v i s i o n  o n t o  f i l m . ”

That director would be none other than Sh6hei  Imamura, the dean of the film school
which Miike had hardly attended. For his 1987 production Zegen, lmamura was looking for
three assistant directors to complement his regular crew. Takashi Miike started work on his
first film as third assistant director. After Zegen, he continued to work in film, as assistant
director to Toshio Masuda, Shuji Got6, Hideo Onchi and Kazuo Kuroki, some of whom he

Left: On his first film, helping out the costume department
Right: On the set of Imamura’s Black Rain, with two extras.

of ShBhel lmamura’s Zegen.

had previously worked for in television. He would work with lmamura again two years after
Zegen, on the Palme  d’Or winner Black Rain (Kuroi Ame).  It would also mark Miike’s first
appearance in front of the camera: he played a factory worker in two scenes (for more infor-
mation on Miike’s acting appearances, see chapter 5: Stray Dog). By 1991 he had climbed
up to the position of first assistant director, on Hideo Onchi’s Shimantogawa.  It was the last
f i l m  h e  w o u l d  w o r k  o n  i n  t h a t  c a p a c i t y .

A r o u n d  t h e  l a t e  1 9 8 0 s  a n d  e a r l y  1 9 9 0 s  J a p a n ’ s  b u b b l e  e c o n o m y ,  t h e  e v e r - e x p a n d i n g  e c o n o m i c
growth the country had experienced since the end of World War II, was at its peak. The
amount of money available for filmmaking had increased thanks to the involvement of out-
side businesses. Companies that had no experience in filmmaking were willing to invest

AGITATOR -The Cinema of Takashl Miike

Left: Miike’s knowledge of motorcycles came in handy while working as assistant director on Kono Ai No Monogatari
(1987).

Right: With the crew of Kono Ai No Monogatari.

serious sums of money in film production. Most tried to get a piece of the fledgling market
f o r  s t r a i g h t - t o - v i d e o  f i l m s ,  w h i c h  h a d  e x p l o d e d  i n  1 9 8 9  whenT6ei  r e l e a s e d  C r i m e  Hunter(  C r i m e
Hunter - Hikari  No Jbdan)  on video with great success. Realising they had struck gold, T6ei
started producing films solely for the video market under their V-Cinema banner. Other stu-
dios and production companies followed suit and started their own line of made-for-video
films, mostly action films with a dash of sex and/or comedy modelled  on Crime Hunter. This
wave of straight-to-video film production, known as original videos (OV) or more commonly
as V-cinema (the T6ei  moniker quickly came to represent the entire phenomenon), offered
chances for new directors to emerges. One of those new directors was Takashi Miike. “To
t h e s e  n e w ,  i n e x p e r i e n c e d  c o m p a n i e s ,  e s t a b l i s h e d  f i l m  d i r e c t o r s  s e e m e d  t o o  a r r o g a n t  t o  d e a l
with, so they would ask the assistant directors to direct films for them.” A company called
Vision Produce asked him to direct Eyecatch Junction (Top@!  Minipato  7%  - Eyecafch
Junction), a comedy about policewomen in leotards who defeat criminals with gymnastics.
“ I t  w a s  a  n e w  e x p e r i e n c e  t o  a c t u a l l y  d i r e c t  a  f i l m  m y s e l f ,  s o  I  a g r e e d . ”

D u r i n g  p r e - p r o d u c t i o n ,  t w o  m o n t h s  b e f o r e  s h o o t i n g  o n  fyecafch  J u n c t i o n  w a s  t o  c o m -
m e n c e ,  V i s i o n  P r o d u c e  a s k e d  h i m  t o  r e p l a c e  d i r e c t o r  T o s h i h i k o  Y a h a g i  o n  a n  a c t i o n  f i l m  e n t i -
tled Lady Hunter (Lady Hunter - Koroshi No Prelude). Setting a pattern for his later career,
Miike shot the film within the two-month period before filming on Eyecatch Junction Was
scheduled to start. Though released on video two months after his official debut EyeCatCh
Junction, Lady Hunter was Takashi Miike’s first film as a director.

CHAPTER 1 ) The Dirt Bike Kid



Themes in the work of Takashi Miike S

In trying to interpret the films of Takashi Miike, it is tempting to start from the premise of his
work as genre cinema. After all, his films would seem to be quintessential examples of genre
filmmaking and in the first six years of his career as a director Miike worked almost exclu-
sively in the V-cinema industry, which is predominantly genre-based.

However, the  director’s position in relation to genre cinema is an ambivalent one. Miike
maintains that he is not at all concerned with genre when making a film, that whichever
genre his film ultimately belongs to is for others to decide. Although many of his films can be
classified as being of a specific genre, it becomes clear when watching them that they rarely
adhere to the rules of the genre and the expectations the viewer has of it. Take Dead or
Alive for example. We could classify this as a yakuza or gangster film, but the film’s finale
would seem to have more in common with science-fiction than with the gangster genre.
Likewise, Audition could  be said to cornpine  elements of romance and horror, and Tennsn
Shdjo  Mann Next of romance, horror, martial arts and comedy.

Though his films are often described and interpreted as intentional attempts at ‘gen-
rebending: delivering conscious comment on genre is rarely the source of the combina-
tions described above. If a director does not feel tied to genres and does not take genre as
his starting point for making a film, then he is free to incorporate elements from any source
to get his message across. That source can be a cinematic genre, but just as easily a per-
sonal memory, a real-life event or the director’s own imagination. When a filmmaker is free
from the conventions and rules  of a genre and free to incorporate elements as he sees fit,
then the result can often appear as a combination or a re-invention of genres, or the bend-
ing of genre rules. This is especially true if the film is presented to an audience as being a
genre work, as a result of which that audience will adjust their expectations accordingly and
take the genre as the starting point for interpreting the film.

MostofTakashi  Miike’s filmsareoffered  to himas  packaged projects, often withascreen-
play finished and main cast already decided. He works as a director-for-hire rather than
being involved from the start with the development of the screenplay (in his entire career he
has only been credited once for involvement with the writing, on MPD-Psycho). Many of the
projects he is offered will inevitably be genre-based. The Japanese film industry offers its



directors  a good deal of creative freedom -including the freedom to change the screenplay
as they see fit-as a result of the low budgets they have to work with. A normal budget for a
J a p a n e s e  f i l m  t o d a y  l i e s  s o m e w h e r e  b e t w e e n  US$500,000  a n d  1  m i l l i o n ,  w i t h  m a n y  V-
c i n e m a  p r o d u c t i o n s  b e i n g  m a d e  f o r  c o n s i d e r a b l y  l e s s .  I t  i s  u n d e r s t a n d a b l e  h o w e v e r  t h a t
p r o d u c e r s  w a n t  t h e  f i n a l  f i l m  t o  b e  c o m m e r c i a l l y  v i a b l e ,  w h i c h  o f t e n  m e a n s  t h e y  m u s t  b e
able to promote it as being in a specific genre.Thus  the film must contain a number of recog-
nisable genre elements, at least enough to fill a two-minute trailer.

Mike’s a p p r o a c h  i s  n o t  t o  t a k e  t h e s e  r e q u i r e m e n t s  a s  t h e  p o i n t  o f  d e p a r t u r e  f o r  h i s
filmmaking. Examination of his work reveals quite the opposite: the genre elements are the
result, not the premise. They are the surface, the final and most visible stage in a process
t h a t  c o n s i s t s  o f  a  s m a l l  n u m b e r  o f  i n t e r c o n n e c t e d  t h e m e s .  T h e s e  t h e m e s  r u n  l i k e  m o t i f s
throughout his oeuvre, reappearing in film after film, giving Takashi Miike’s work a remark-
a b l e  t h e m a t i c  c o n s i s t e n c y  a t  o d d s  w i t h  t h e  p o p u l a r  p e r c e p t i o n  o f  h i m  a s  a  d i r e c t o r  w h o
makes little more than audacious genre films.

S e v e r a l  e s s a y s  h a v e  b e e n  w r i t t e n  i n  t h e  p a s t  a b o u t  t h e  t h e m a t i c  c o n t e n t  o f  M i i k e ’ s
work, which have attempted to define those themes. In Japan, these include WritersTokitoshi
S h i o t a .  K a s h o  A b e  a n d  T a k a h i s a  Z e z e .  T h e  l a t t e r  argued’  t h a t  t h e  c h a r a c t e r s  i n  t h e  d i r e c -
tor’s films are united by their inability to escape Japan, either physically or more importantly
a s  a  s t a t e  o f  m i n d .  Pubtished  i n  1 9 9 8 ,  h i s  e s s a y  w a s  b a s e d  l a r g e l y  o n  t h e  f i l m s  S h i n j u k u
Triad Scciefy,  Rainy Dog and the then newly-released The Bird  People in China, all of which
feature Japanese characters in foreign countries. His theory was further refined and expanded
by Aaron Gerows,  who stated that what unites Miike’s characters are not their ties to Japan
but their lack of those ties. In his essay, Gerow put particular emphasis on what he called
“ t h e  i m p o s s i b l e  d r e a m ” ,  t h e  i m a g i n a r y  u t o p i a  t h e  c h a r a c t e r s  h a v e  c r e a t e d  i n  t h e i r  m i n d s
and which they seek to reach in order to escape their rootless state. Although these writers
a l l  t o u c h e d  u p o n  e l e m e n t s  o f  t h e  t h e m a t i c  s t r u c t u r e  o f  T a k a s h i  M i i k e ’ s  c i n e m a ,  t h e y  o v e r -
l o o k e d  h o w  d e e p l y  i n t e r c o n n e c t e d  t h e  t h e m e s  i n  t h e  d i r e c t o r ’ s  w o r k  a r e  a n d  h o w  t h o s e
themes  wo rk  as  a  p rocess .

T h i s  p r o c e s s  c o n s i s t s  o f  s i x  s t a g e s  t h r o u g h  w h i c h  t h e  c h a r a c t e r s  a n d  t h e i r  a c t i o n s
( a n d  t h u s  t h e  s t o r y )  d e v e l o p ,  s o m e t i m e s  m o v i n g  t h r o u g h  e a c h  o f  t h o s e  s t a g e s  s u c c e s s i v e l y ,
at other times through only a few of those stages. However, the order in which they do so is
always the same, and the basis - which defines  characters at their most fundamental level -
and the final stage are always present in his films. Below is a detailed examination of these
themes in reverse order, starting with the base and ending at the surface.

i AWTATOR  _  me  Cinema of Takashi  Mike



1 . THE ROOTLESS INDIVIDUAL

The most fundamental defining characteristic of the characters in the films of Takashi Miike

is their existence in a medium state: they float between two elements, feeling rootless, part
of neither one nor the other. The source of these missing roots comes in various guises, but
always defines the characters’ lack of identity.

l Firstly, those roots can be cultural or ethnic. As signalled by Aaron Gerow, characters

don’t feel a connection to one culture, ethnicity or nation. In Dead or Alive and Shinjuku
Triad Society for example, the main characters are zantyu koji:  children born in Japan of
ethnically Japanese parents who were themselves born overseas (mainly in China during
or after World War 2) but have returned to Japan. Born into a family in which one, two and
sometimes more generations of ethnic Japanese lived in a foreign culture, these children

grew into adults with an undefined sense of nationality. Despite living in Japan they do not
feel Japanese and despite the strong presence of a foreign culture in their upbringing they
also don’t feel part of that foreign culture, since they were born in Japan. Characters of
mixed ethnic backgrounds are in a similar situation: in Blues Harp, one of the two main char-
acters is the son of a black American G.I.  and a Japanese woman from Okinawa. Mario, the

protagonist of The City of Lost Souls, is half Japanese and half  Brazilian.

l Secondly, those missing roots can be geographical. Closely related to the above but
running less deeply, this concerns characters who do have a clear sense of cultural or eth-
nic identity but who find themselves in a foreign culture, trying to cope with the differences
between this foreign culture and their own. In The City of Lost Souls, Miike portrays urban

Japan as a melting pot of foreigners, with Brazilians, Chinese and Russians living side-by-
side with native Japanese. Rainy Dog, The Bird People in China and The Guys from
Paradise all center on a Japanese character in a foreign country (all three in Asian coun-
tries, the significance of which is further detailed in the separate entries for these films in
chapter 4:The Outlaw Director). In an interesting aside, Miike tends to show that Japanese
have a lot more trouble adapting to life in foreign countries than foreigners do to life in
Japan.

l Thirdly, characters can lack genealogical roots. Orphans can be found among the lead
c h a r a c t e r s  o f  D e a d  o r  A l i v e  2 ,  A u d i t i o n  a n d  R a i n y  D o g .  I n  F u d o h :  T h e  N e w  G e n e r a t i o n ,  a
father sacrifices his oldest’son  as an apology to his underworld superiors. The youngest

son, who witnessed the murder as a child, grows into a vengeful adolescent who engages
in a life-or-death struggle with his own father. Additionally, the term zanryu  kojiis most com-
monly translated as ‘war orphan’.

l Fourthly, the missing roots can be physiological. Related to the theme of t
tion apparent in the work of other Japanese directors such as Shinya  Tsukamo
films however do not concern themselves with the process of transformation o
but with being trapped between two states of being as a form of rootlessness. Tennen ih6jo
Mann Next features a very classic transformation motif in the shape of vampires, albeit with
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theconnotationthattheirvictimsareschoolgirlsfrom
contemporary Yokohama. In F&oh:  The New
Generation one of the characters is a hermaphro-
dite, who goes through life as a woman but is
equippedwithboth maleandfemalesexorgans.She
engages in sex with both genders, taking the female
role when she’s with a man and the male role when
with a woman. Another character in the same film

s u r v i v e s  a n  e x p l o s i o n  o n l y  b y  h a v i n g  h a l f  h i s  b o d y
covered in metal prostheses.This idea of the cyborg
asasecondlifefora humancharacterwasexpanded
in FullMetalGokuckj  released one yearafter Fudob.
In Full  Metal Gokud6  a yakuza is assassinated

alongside his boss‘and revived by a mad scientist
as a creature who is part man and part robot. To
further complicate matters, the few human parts
incorporated into his new body mainly came from
his dead superior. Another well-developed exam-
ple of science-induced rootlessness can be found
in Andromedia.  Here the memory of a girl who died

in a traffic accident is uploaded into a virtual ver-
sion of the girt’s body living inside a computer.

St&  between  two physical states: F&oh:
The NW  Generation’s Mika  albws  her mas-
culine side to dominate for  a rare  momsnt.

l Finally, the missing roots can be mental. Psychosis, schizophrenia and the loss of per-
sonality feature heavily in MPD-Psycho, in which the main character is a detective whose
extraordinary talent for profiling serial killers has gone over the edge into pure schizophre-
nia. Despite his condition he helps the police track down a murderer whose personality is
transferred from person to person like a form of possession. The titular character in lchifhe

Killer is a young man manipulated into committing murder through hypnotic suggestion.

It is this rootless state that forms the most basic shared characteristic between Miike’s pro-
tagonists. What results from that state is what brings us to the second stage in the process,
the theme of the outcast.
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2. THE OUTCAST

While their rootless nature blurs the character&own  sense of personal identity, their medium
state also has its repercussions on the way they are viewed, judged and treated by the world
around them. Since they do not belong in the society in which they live, and they are differ-

ent from others, their environment does not accept them as part of its community.
In addition to the various rootless characters described in point 1, these outcasts also

include those who are sexually deviant. Miike’s films run the gamut of deviation from the
heterosexual norm. Homosexuals and gay sex feature in numerous films. Sadomasochism
and bondage play varying degrees of importance in Lady Hunter, Full Metal  Gokudb,  Silver
and Family In lchi  the  Killer, all characters are divided into being either predominantly sadist

or masochist. Suggestions or depictions of fetishism, sodomy, incest, necrophilia, pae-
dophilia, bestiality, transsexualism and the aforementioned hermaphrodite also pop up on
various occasions throughout his work.
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In another light, characters can also be outcasts because they are young. In both Tennen
Sh6jo Mann series, Ley Lines, Jingi  Naki  Yabd  and most of all Fudoh, the generation gap is

more akin to a gaping chasm, and the young are spurned by their elders. A similar fate
befalls those who are poor or have fallen victim to economic downturn, as in the case of the
family in The Happiness of the Katakuris.

As a result, the outcasts feel no allegiance to society and therefore feel no need to
comply with that society’s rules. Their reaction to this can be either one of two options: they
become criminals, outlaws or otherwise embrace their existence in the margins of society;

or they try to search for a form of happiness which will compensate for their feeling of being
outsiders. We will further explore this search in point 3.

Within the context of the outcast it is important to note the use of location in Miike’s
films. A good number of the films that deal specifically with this theme are set in Kabukichb,
Tokyo’s equivalent to Amsterdam’s red light district or NewYork’s  42d  Street (during its mid-

1970s peak). An enclave of the much larger district of Shinjuku, Kabukicho  is a chaotic caval-
cade of strip clubs, hostess bars, porn shops and other forms of nighttime entertainment.
The area has long been a magnet for people on the fringes of society, as reflected in films
like Shinjuku Triad Society, Dead of Alive,  Ley Lines and lchi  the Killer which are all largely
set in Kabukicho.
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3. THE SEARCH FOR HAPPINESS

s Harmony with the environment. For Japanese characters in a foreign country, the only
way to cope is to try and find harmony with the unfamiliar culture and adapt to it. Often this

involves dispensing with the lure of money and economic certainty as a false source of hap-
piness, closely linked with the fact that the countries they find themselves in are of a lower

level of economic development than Japan. Interestingly, over the course of Miike’s oeuvre,
his Japanese characters have become better at this adaptation. Where Yuji,  the Japanese
hitman exiled Taipei in 1997’s Rainy Dog, isolates himself from his surroundings, young
businessman Wada learns to respect life in a rural Chinese village before returning home in
1998’s  T h e  B i r d  P e o p l e  In C h i n a .  T h r e e  y e a r s  l a t e r ,  T h e  G u y s  f r o m  P a r a d i s e ’ s  Kohei  n o t
only adapts to life in The Philippines, he manages to be elected president by the time the

film ends.

l The ideal partner. Both Audition and l&i
the Killer revolve around a character’s search
for the ideal partner or lover. In Andromedia,
two adolescents are on their way to achiev-
ing a harmonious relationship when the girl
dies. She returns to him as a virtual version

of herself inside his laptop computer, with
which the boy subsequently falls in love again.
Like the utopian dream of those who seek to
escape their environment, in all these cases
the actual creation of the couple proves to be
an impossible goal.

Aayama’s  (Rye Ishibashi)
search for the perfect partner
takes him to the strangest
places. (From Audifion)

The happiness these characters hope to find also comes in several forms:

l Escape from the environment. For many of Miike’s characters the way to find happi-

ness is by escaping the society that makes them outcasts. A good example of this is found
in Ley Lines and The Cify  of Lost Souls, in which the protagonists attempt to find a way to
leave Japan for Brazil. Even though like here the destination is sometimes specifically stated,
it is, as Aaron Gerow has noted, little more than a utopian dream, an imagined ideal where
everyone is accepted, no matter which creed. But the impossibility of reaching this ideal is

inherent in the dream, as witnessed by the fates of the characters in numerous films, includ-
ing Shinjuku  Outlaw, Rainy Dog,  Ley Lines, Dead  or Alive and The City of Lost Souls.
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l Completeness of the family or the group. In both The Happiness offhe Katakuris and
Visitor 0, the members of a dysfunctional family aim to find happiness by repairing the unit.
Surrogate families and group units are a staple of Miike’s cinema, offering refuge, security

and belonging to characters who share the fate of being outcasts. This is in fact one of the
main themes in the director’s works and is further elaborated below in point 5.

l Nostalgia. Like the family unit, nostalgia for childhood, beyond being a source of happi-
ness for characters, is another main theme of Takashi Miike’s work, as we will see in the
next  point.
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4. NOSTALGIA

The representation of childhood in the director’s films is strongly nostalgic to the point of
being idyllic. More often than not, however, the nostalgia is a state of mind rather than being
presented as actual fact within the context of the story. The memory of an idyllic, happy

childhood becomes a surrogate for the character’s rootlessness and their less than happy pres-
ent-day situation. This is most apparent in Dead or Alive 2,  in which two hitmen  on the run
take refuge at the orphanage where they both grew up.

The child and the violence (from left to right):
The childhood version of Audilion’s Asami contrasted with the acts of her adult self
One of Riki Fudoh’s underage assassins at work in F&oh:  The New Generation.
In  the finale of lchi the Killer, young Takeshi  turns his newfound ability for violence against the man who helped him dis-
cover 1.

The idyll that this state of mind evokes does function within certain limits. Despite
being treated with nostalgia, the view of childhood is rarely through rose-tinted glasses. In
many cases, childhood is filled with fights and beatings from drunk fathers. The teenage

characters in Kenka No Hanarnichi, both Kishiwada Shbnen  Gurentai films and both series
of Ennen  Shajo  Mann find their main source of joy in fighting each other, and they spend
much of the story covered in bruises and bandages. This type of violence is rarely harmful
or damaging. Despite the cuts and bruises, permanent damage is rarely done; the idyll of
childhood entails the invulnerability of the child and in all of the above films violence itself
becomes nostalgic. Particularly in Kenka No Hanamichiand the Kishiwada Shbnen  Gurentai
films,  the act of fighting functions as a means to celebrate or recapture youth.

This idyllic childhood usually ends quite abruptly after high school. After graduation,
characters have to face maturity and are confronted with the adult world. In Dead or Alive 2,
Fudoh,  Visitor Q and Ley Lines we see adolescents who leave their childhoods, and thus
their roots, behind. This creates a rupture which Miike often intensifies by contrasting the
innocence of childhood with the violence of adult life. This contrast works both ways; Miike
not only uses this violence to underline the childhood idyll, but also uses the chil
to intensify the impact of violence. After they leave their childhoods behind the
ters also lose their invulnerability and are confronted with death. The director p
c o n t r a s t  i n  t w o  w a y s :
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l By letting the child come into direct contact with (adult) viokmce.  A good example of this
c a n  b e  f o u n d  i n  D e a d  or  A l i v e .  W h e n  t h e  y o u n g e r  b r o t h e r  o f  a  g a n g s t e r - a  s t u d e n t  w h o  h a s
been  unaware  o f  h is  e lde r  b ro thers  i l l ega l  ac t i v i t i es  -  p i c k s  u p  a  g u n  f o r  t h e  f i r s t  t i m e  i n  h i s
l i f e ,  t h i s  i s  i m m e d i a t e l y  f o l l o w e d  b y  t h e  y o u n g  m a n ’ s  d e a t h .  I n  f i l m s  i n c l u d i n g  The C i t y  o f
L o s t  S o u l s ,  R a i n y  D o g  a n d  L a d y  H u n t e r ,  c h i l d r e n  a r e  w i t n e s s e s  t o  t h e  v i o l e n c e  a f f l i c t e d  o n
t h e i r  e l d e r s .  I n  Deador  AEve  2  M i i k e  e m p l o y s  a  j u x t a p o s i t i o n  r a t h e r  t h a n  a  d i r e c t  c o n f r o n t a -

tion: he cuts back between a violent, bloody gang war and a classroom full of children watch-
ing  a  comica l  s tage  p lay .

l B y  s u b s t i t u t i n g  t h e  a d u l t  w i t h  h i s  o r  h e r  c h i l d h o o d  v e r s i o n .  i n  D e a d  o r  A l i v e  2  -  a  q u i n -
tessen t ia l  f i lm  in  th is  respec t ,  because  i t  r evo lves  a round  the  con t ras t  be tween  the  innocent
c h i l d  a n d  t h e  v i o l e n t  a d u l t  -  adu l t  charac te rs  a re  rep laced  by  the i r  ch i ldhood  vers ions  dur -

i n g  a  g u n f i g h t .  W e  s e e  a d u l t s  s h o o t  c h i l d r e n ,  e v e n  t h o u g h  t h e y  a r e  i n  a c t u a l  f a c t  s h o o t i n g
o ther  adu l ts ,  wh ich  d ras t i ca l l y  inc reases  the  impac t  o f  the  v io lence .

H e r e  t o o ,  t h e  c h o i c e  o f  l o c a t i o n  r e f l e c t s  t h e  t h e m e .  I n  a  paralfei  t o  t h e  d i r e c t o r ’ s  o w n  l i f e ,
m a n y  o f  h i s  f i l m s  a b o u t  c h i l d h o o d  a n d  t h e  h i g h  s c h o o l  y e a r s  a r e  s e t  i n  O s a k a .  W h a t ’ s  i n t e r -
esting to note is that the Osaka children in Miike’s films are the rare exceptions to the rule of
r o o t l e s s n e s s :  t h e y  a r e  n a t i v e  p e o p l e  g r o w i n g  u p  o n  t h e i r  n a t i v e  soiLTo  the  d i rec tor ,  Osaka

c o n s t i t u t e s  r e a l i t y .  i t ’ s  t h e  w o r l d  h e  k n o w s  w e l l  a n d  w h i c h  h e  f e e l s  c o m f o r t a b l e  i n  p o r t r a y i n g
w i t h  a  c e r t a i n  d e g r e e  o f  r e a l i s m .  i n  t h i s  r e s p e c t ,  t h e  c i t y  f o r m s  t h e  a n t i t h e s i s  t o  Kabukicho,
which  in  Mi ike ’s  f i lms  represents  the  myth  versus  Osaka ’s  rea l i ty .
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As  noted in point 3. Miike’s outcast characters have a strong tendency to form groups.These
s e r v e  a s  s u r r o g a t e  f a m i l i e s  characterised  b y  a  s e n s e  o f  b e l o n g i n g .  T h e y  a l s o  s e r v e  a s  a
s u r r o g a t e  f o r  m i s s i n g  r o o t s ,  s i n c e  t h e s e  g r o u p s  a r e  m a d e  u p  o f  c h a r a c t e r s  f r o m  c o m m o n
b a c k g r o u n d s  a n d  c o m m o n  f a t e s .  T h e  g a n g s  o f  zanryu  k o j i  i n  D e a d  o r  AEve  a n d  L e y  L i n e s
are quintessential examples, as of course are the many yakuza groups that populate Miike’s
films  (this sense of belonging to a yakuza group is felt particularly strongly in Agitator and
/chi  the  Killer). Even in very early films like Eyecatch  Junction and Orefachi  Wa  Tenshi Ja
Nai,  o u t s i d e r s  a n d  o u t c a s t s  f o r m  g r o u p s  i n  o r d e r  t o  c o n f r o n t  t h e  o u t s i d e  w o r l d  w i t h  m o r e
s t r e n g t h  a n d  d e t e r m i n a t i o n .

But the unit must make an effort to stay together. If the ties start to show strain, the
end is nearly always inevitable. Even the loss of one member usually means the start of the
group’s disintegration, which inevitably ends in death for its members. This goes for outside
influences that threaten the group, such as in The City of Lost Souls, The Guys from Paradise
and Agitator, who find themselves the target of attacks by rivals and hitmen.  It also holds
true for the dynamics within the group. Betrayal is never tolerated and is punished by death
o r  e x p u l s i o n .  B u t  t h i s  i n  t u r n  a l s o  m e a n s  d i s i n t e g r a t i o n :  d e s p i t e  t h e  f a c t  t h a t  t h e  e l e m e n t
which threatens the unity is punished, this punishment in itself initiates the group’s downfall.
W h e n  o n e  o f  t h e  m e m b e r s  o f  t h e  g a n g  i n  D e a d  o r  A l i v e  r u n s  o f f  w i t h  t h e  l o o t  f r o m  a  r o b -
bery, he is shot by the leader of his own group. The rest of the film depicts the gang slowly
falling apart, losing one member after another. In lchi  fhe Killer a number of ostracized gang-
sters form their own yakuza group, but its weakness is revealed from the start when one of
t h e m  e x p r e s s e s  t h e  w i s h  t o  n o t  b e  i n v o l v e d .  T h e  t h r e a t  o f  p h y s i c a l  v i o l e n c e  k e e p s  h i m  i n
line, but the group’s fate is sealed in that moment. When the credits roll, none of them are
left alive.

This also holds true in cases where the group unit is an actual family of blood rela-
tives, particularly when that family is involved in organized crime, like in Fudoh, Jinsi  Naki
YabdPand  Family  However, we also see that in the case of families the process is reversed:

that the starting point is a state of disintegration and that members work towards restoring
t h e  u n i t .  C l e a r  e x a m p l e s  o f  t h i s  a r e  V i s i t o r  Q  a n d  T h e  H a p p i n e s s  o f  t h e  Katakuris,  whose
families end the film a tot happier and a lot closer than they were at the start.

f
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6. VIOLENCE

There is one thing that binds the themes described above and that’s that they all result in
violence. The characters’ outcast positions, the end of childhood and the disintegration of
the group all result in what forms the surface of Takashi Miike’s films: the depiction of crime,
violence, sex, vice, rape, narcotics and death. This is the world that the characters either
find themselves in or create for themselves. In this context, the portrayal of sex as being on

the whole unpleasant, forced andviolent is an understandableone.Thesourceforsex in Miike’s
films is rarely love. The characters involved live ugly, violent lives in ugly, violent worlds and
their sexual encounters don’t tend to be any different. They also don’t tend to be very titillat-
ing or erotic. The sex scenes in Takashi Miike’s films do not exist to arouse the audience,
but to define the characters and the lives they lead4.
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And with that, we find ourselves back in genre cinema. Those genre elements that label his
films and that help promote, sell and exhibit them are, as we have seen, the resulf  of Takashi
Miike’s filmmaking rather than its point of departure. In that sense, it was perhaps inevitable
that the director found a home in genre cinema. This coexistence of genre with a deeply
personal form of storytelling is an example of how remarkable the work of this director is. It

is quite striking how closely the themes he deals with are related to his own life and experi-
ences. His family’s history in China and Korea, his childhood in Osaka, his departure for
Yokohama after high school; personal experiences such as these are often directly reflected
in the films, as we will see in more detail in the following chapters.

f

Violent lives (above  and opposite):

Deadly Outlaw Kunisada goes on a rampage.
Kakihara  admires lchi  the K&?/s handiwork.
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Perhaps it was his lack of drive to become a filmmaker, but Takashi Miike’s early work is a
lot less accomplished than his later films. The films he made between his debut in 1991 and
1995’s Shinjujru  Triad  Society are for the most part hardly the work of a prodigious talent.

I t  i s  n o  c o i n c i d e n c e  t h a t  t h e s e  w e r e  n e a r l y  a l l  f i l m s  m a d e  f o r  t h e  V - c i n e m a  m a r k e t .
With two exceptions they were released directly onto video.To  all intents and purposes’they
a r e  t h e  m o s t  b a s i c  f o r m  o f  g e n r e  f i l m s ,  m a d e  f o r  a  m a r k e t  a n d  b y  t h a t  m a r k e t s  r e q u i r e -
ments. Many of these films  witness little ambition beyond delivering the action, comedy, sex,
v i o l e n c e ,  r o m a n c e  o r  i n t r i g u e  t h e  v i e w e r s  ( o r  m o r e  p r e c i s e l y  t h e  p r o d u c e r s )  d e m a n d ,  s o m e -
t i m e s  w i t h  a  s h a k y  s t o r y l i n e  o r  q u e s t i o n a b l e  p e r f o r m a n c e s  f r o m  t h e  c a s t .  T a k a s h i  M i i k e  c e r -
t a i n l y  h a d  t o  g r o w  i n t o  h i s  a r t .  A l t h o u g h  a  n u m b e r  o f  h i s  e a r l y  f i l m s  c o n t a i n  t r a c e s  o f  t h e
t h e m e s  a n d  c o n c e r n s  t h a t  characterise  h i s  l a t e r  w o r k ,  a n d  s h o w  a  g r a d u a l  d e v e l o p m e n t  i n
his style and in the handling of his craft, the director didn’t find  his voice as an artist until the
a f o r e m e n t i o n e d  S h i n j u k u  T r i a d  S o c i e t y .

F o r  a l l  i t s  e m p h a s i s  o n  d e l i v e r i n g  e x p l o i t a b l e  g e n r e  e l e m e n t s ,  V - c i n e m a  a l s o  a l l o w s
its filmmakers a good deal of creative freedom and it’s perhaps as a direct result of this that
M i i k e  w a s  a b l e  t o  e x p l o r e  i n  a  c r u d e  b u t  i n c r e a s i n g l y  d e l i b e r a t e  w a y  t h e  t h e m e s  a n d  t h e
s t y l e  t h a t  n o w  character&e  h i s  w o r k .  T a k a s h i  M i i k e  i s  o n l y  o n e  o f  t h e  f i l m m a k e r s  w h o  i n
r e c e n t  y e a r s  h a v e  c o m e  t o  p l a y  a  d e f i n i n g  r o l e  i n  J a p a n e s e  c i n e m a  a n d  w h o s e  b a c k g r o u n d
i s  i n  V - c i n e m a .  A  l a r g e  p a r t  o f  t h e  f i l m o g r a p h i e s  o f  K i y o s h i  K u r o s a w a ,  M a s a t o  H a r a d a ,
Rokuro  M o c h i z u k i  a n d  S h i n j i  A o y a m a  c o n s i s t s  o f  s t r a i g h t - t o - v i d e o  g a n g s t e r  f i l m s ,  i n c l u d i n g
five- or six-part series made over the course of a mere two years’. All these men have gone
o n  t o  m a k e  films  w i t h  v e r y  p e r s o n a l  s t y l e s  a n d  c o n c e r n s ,  f i l m s  w h i c h  i n  m a n y  c a s e s  s t i l l
c o n t a i n c l e a r c o n n e c t i o n s t o g e n r e ; V - c i n e m a  h a s d e f i n i t e l y p r o v e n i t s v a l u e a s a t r a i n i n g g r o u n d
f o r  J a p a n e s e  f i l m m a k e r s .

T h e  ‘ v i d e o  y e a r s ’  c a n  t h e r e f o r e  b e  c o n s i d e r e d  f o r m a t i v e  y e a r s  f o r  T a k a s h i  M i i k e  a s  a
f i l m m a k e r ,  b u t  t h e y  a r e  c r u c i a l  p r e c i s e l y  b e c a u s e  t h e y  a r e  f o r m a t i v e .  T h e  f i l m s  h e  m a d e  i n
those years contain the seeds of his later work, so even though we can divide his work into
t w o  d i s t i n c t  p e r i o d s ,  t h o s e  p e r i o d s  a r e  i n e x t r i c a b l y  l i n k e d .  O n e  c o u l d  n o t  e x i s t  w i t h o u t  t h e
other and knowledge of his early work is crucial for understanding his later films.
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As we saw in chapter 1 ,  the rise of V-cinema as an industry was what allowedTakashi  Mike
t o  b e c o m e  a  f i l m  d i r e c t o r .  W i t h  t h e  d e m a n d s  o f  a  n e w  a n d  g r o w i n g  m a r k e t ,  a n d  a  s t e a d y
stream of financing from both inside and outside the traditional film industry, opportunities
for new directors were plentiful. In 1991, after working as an assistant director for four years,
M i i k e  w a s  a s k e d  t o  d i r e c t  t h e  c o m e d y  fyecafch  J u n c t i o n  f o r  V i s i o n  P r o d u c e ,  o n e  o f  t h e
m a n y  n e w  c o m p a n i e s  f u n d e d  b y  p r i v a t e  i n v e s t o r s  t h a t  h a d  s p r u n g  u p  t o  p r o d u c e  f i l m s  f o r
the video market.Two months before shooting on his debut film was scheduled to start, another
project landed in his lap. The same company was also co-producing the action film Lady Hunter
(Lady Hunter  - Koroshi No Prelude), for which ToshihikoYahagi  was unable to do his direc-
torial  duties.WithYahagi’sscript  in hand (written underthe  pseudonym ofTatsuo  Eguchi)Vision
P r o d u c e  w e n t  t o  M i i k e ,  w h o  s h o t  t h e  f i l m  b e f o r e  p r o d u c t i o n  o n  Eyecatch  J u n c t i o n  w a s  t o
c o m m e n c e .

A s  a  s t r a i g h t - t o - v i d e o  a c t i o n  m o v i e ,  Lady  Hunter d o e s  i t s  j o b .  I t s  p e r f u n c t o r y  faux-
political intrigue is little more than an excuse to stage two lengthy action scenes, which are
e x e c u t e d  w i t h  a  f a i r  d e g r e e  o f  r e l i a b i l i t y  w i t h o u t  e v e r  b e c o m i n g  e x c e p t i o n a l .  I n d e e d ,  t h e
w h o l e p r e m i s e  w a s a l r e a d y o v e r l y f a m i l i a r b y t h e  t i m e t h e f i l m  w a s  made:aformersoldierforced
back into action to protect his loved ones against a group of ruthless conspirators is the stuff
o f  a  h u n d r e d  m i d - 1 9 9 0 s  A r n o l d  S c h w a r z e n e g g e r ,  S y l v e s t e r  Stallone  o r  C h u c k  N o r r i s  v e h i -
c l e s .  L a d y  H u n t e r  i s  u n a s h a m e d l y  modelled  u p o n  A m e r i c a n  a c t i o n  f i l m s  o f  t h e  p e r i o d ,  w i t h
one difference: the protagonist is female.

T h i s  p r o t a g o n i s t ’ s  n a m e  i s  S a e k o ,  a  f o r m e r  m e m b e r  o f  a  s p e c i a l  o p e r a t i o n s  u n i t  i n
the US Army. At 24 she has an implausibly extensive track record: she served several years
i n  t h e  J a p a n e s e  a r m y  b e f o r e  t r a n s f e r r i n g  t o  t h e  A m e r i c a n  a r m e d  f o r c e s  a n d  c a r r y i n g  o u t
m i s s i o n s  i n  G r e n a d a  a n d  N i c a r a g u a ,  e a r n i n g  h e r s e l f  a  v e r y  e a r l y  r e t i r e m e n t .  S a e k o  ( p l a y e d
by former pop idol Yoshie Kashiwabara, who makes an unlikely soldier as well as an improb-
a b l e  24-year  o l d )  n o w  l i v e s  i n  a  r a m s h a c k l e  a p a r t m e n t  a n d  s u f f e r s  f r o m  n i g h t m a r e s  a b o u t
h e r  w a r t i m e  e x p e r i e n c e s  - t h e  a c t u a l  e x t e n t  o f  w h i c h  n e v e r  b e c o m e s  c l e a r ,  s i n c e  t h e  black-
and-white flashbacks show her doing little  else but run throughB  field with a machine gun in
hand. Her former superior officer lkehiro is also retired from active duty and now runs a day
c a r e  c e n t e r  f o r  r i c h  c h i l d r e n .

Left: The lady hunter puts her commando skills to use.
Center: Saeko and ex-lover  Ikehiro under siege.
Right: Saeko turns the tables by ambushing the kidnappers in Lady Hunt.9~  finale.
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One of the children lkehiro takes care of is Riki, whose mother one night fails to pick
h i m  u p .  W a i t i n g  u n t i l  l a t e  i n  t h e  e v e n i n g  f o r  a  s i g n  f r o m  t h e  b o y ’ s  m o t h e r ,  l k e h i r o  f i n a l l y
decides to take Riki home with him. On the way to Ikehiro’s  house, their car is hijacked by a
small band of criminals led by an enigmatic man in sunglassesThey attempt to kidnap Riki,
b u t  l k e h i r o  a n d  t h e  b o y  m a n a g e  t o  e s c a p e .  T h e y  t a k e  r e f u g e  i n  S a e k o ’ s  h o u s e ,  w h i c h  i s
soon the subject of a violent siege by the would-be kidnappers. Barely surviving the lengthy
assault thanks to their wartime guerrilla skills, they decide to investigate into the identity of
Riki’s parents, discovering that the little boy is the son of the king of Moldav (sic) and that
t h e  m y s t e r i o u s  m a n  i n  s u n g l a s s e s  i s  t h e  m a s t e r m i n d  b e h i n d  a  p l o t  t o  o v e r t h r o w  t h e  k i n g .
When Saeko visits Riki’s mother in hospital (she was in a car accident the night before), the
k i d n a p p e r s  m o v e  i n  t o  s n a t c h  R i k i .  T a k i n g  t h e  b o y ,  t h e y  l e a v e  l k e h i r o  s e r i o u s l y  w o u n d e d .
He manages to stay alive just long enough to tell Saeko what happened, leaving the hero-
ine to set matters straight in a big action finale.

T h o u g h  a  g e n e r i c  a c t i o n  p i e c e ,  t h e  g e n d e r  s w i t c h  a t  t h e  c e n t e r  o f  L a d y  H u n t e r ’ s  n a r -
r a t i v e  i n v i t e s  a  f e m i n i s t  r e a d i n g .  W i t h  t h e  w o m a n  p i c k i n g  u p  a r m s  a n d  t h e  m a n  s t a y i n g
h o m e  t o  c a r e  f o r  t h e  i n f a n t  c h i l d ,  i t  w o u l d  c e r t a i n l y  s e e m  a s  i f  a  c o n s c i o u s  a t t e m p t  w a s
m a d e  t o  s u b v e r t  t h e  a c t i o n  g e n r e ’ s  d i v i s i o n  o f  m a l e  a n d  f e m a l e  r o l e s .  H o w e v e r ,  a s  a  c h a r -
a c t e r ,  t h e r e  i s  l i t t l e  t o  d i s t i n g u i s h  S a e k o  f r o m  t h e  mould  o f  t h e  a c t i o n  h e r o  a s  n o r m a l l y
a p p l i e d  t o  m a l e  c h a r a c t e r s .  S h e  c a n  f i g h t  a n d  p u l l  a  t r i g g e r  a s  w e l l  a s  a n y  m u s c l e b o u n d
Austrian, but there is nothing about her that is expressly female. Aside from the few moments
o f  r o m a n t i c  t e n s i o n  b e t w e e n  h e r  a n d  I k e h i r o ,  S a e k o ’ s  p r e s e n c e  i s  c o m p l e t e l y  a s e x u a l ,  s u g -
gesting the possibility that the part had been written with etther  the intention or the option
of a man taking the lead role. In the scene in which Saeko goes to the hospital to speak to
Riki’s mother, she steals a nurse’s uniform and leaves its original owner writhing on a bed,
wearing only a tiny slip, tied up with rope in a very elaborate bondage pattern, moaning in.
a  m i x t u r e  o f  d e s p e r a t i o n  a n d  s e x u a l  e x c i t e m e n t .  A n  o d d l y  s e x u a l l y - t i n t e d  m e t h o d  i n d e e d
f o r  a  f e m a l e  a c t i o n  h e r o  t o  d i s p o s e  o f  a n o t h e r  w o m a n .  A s  s c e n e s  s u c h  a s  t h e s e  i l l u s t r a t e ,
t h e  c h a r a c t e r  o f  S a e k o  i s  a n  a c t i o n  h e r o  f i g u r e  f i r s t  a n d  a  w o m a n  o n l y  a  d i s t a n t  s e c o n d .
L i k e w i s e  t h e r e  i s  a l s o  l i t t l e  t o  m a k e  t h e  c h a r a c t e r  o f  l k e h i r o  e x p r e s s l y  m a l e .  T h e  c a s t i n g
m a k e s  t h e  d i f f e r e n c e ,  n o t  t h e  c h a r a c t e r s .  W h a t  m a y  s e e m  l i k e  f e m i n i s t  i n t e n t  i s  r e a l l y  l i t t l e
m o r e  t h a n  a  g i m m i c k .

S e e n  i n  t h e  c o n t e x t  o f  T a k a s h i  M i i k e ’ s  w o r k ,  t h i s  f i r s t  f i l m  c o n t a i n s  t h r e e  i n t e r e s t i n g
aspects which form very rough templates for what would later become characteristics. Firstly,
t h e r e  i s  t h e  c h a r a c t e r  o f  R i k i .  H e  i s  t h e  f i r s t  e x a m p l e  o f  t h e  c h i l d  c o n f r o n t e d  w i t h  v i o l e n c e
that populates Miike’s later work. In fact, the character of Riki is very similar to Carla, the lit-
tle girl kidnapped by a renegade yakuza in The Ciw  of Lost Souls. What’s lacking in Lady Hunter
h o w e v e r i s t h e e m p h a s i s o n  t h e c o n t r a s t b e t w e e n  t h e p u r i t y o f t h e c h i l d a n d t h e d e s t r u c t i v e n e s s
o f  v i o l e n c e ,  w h i c h  M i i k e  w o u l d  e x p l o r e  i n  R a i n y  D o g ,  D e a d  o r  A l i v e  2  a n d  lchi  t h e  K i l l e r
among others. For a formulaic action film like this one, violence is the raison d’etre:  it is a
g i v e n  a n d  i t s  p r e s e n c e  i s  n e v e r  d o u b t e d .

S e c o n d l y ,  t h e  a p p e a r a n c e  o f  a  n o n - J a p a n e s e  c h a r a c t e r  s p e a k i n g  h i s  o w n  l a n g u a g e
i s  a n o t h e r  e x a m p l e  o f  w h a t  w o u l d  b e c o m e  a  s t a p l e  o f  M i i k e ’ s  c i n e m a  i n  l a t e r  y e a r s .  H e r e ,
S a e k o ’ s  U S  A r m y  p a s t  i s  r e p r e s e n t e d  b y  a  b l a c k  A m e r i c a n  n a m e d  E d d i e  ( M .  C o l e m a n )  w h o
s e r v e s  a s  h e r  i n f o r m a n t  a n d  a i d ,  d e l i v e r i n g  i n f o r m a t i o n  a n d  w e a p o n r y  j u s t  b e f o r e  s h e  g o e s
i n t o  b a t t l e  a g a i n s t  t h e  k i d n a p p e r s .  E d d i e  i s  i n t r o d u c e d  s p e a k i n g  E n g l i s h ,  b u t  i s  e v e n t u a l l y
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revealed as speaking quite fluent Japanese. His Japanese is at least far better than Saeko’s
English,  which already hints at the way Miike portrays foreigners in Japan: that they have a
lot fess trouble adapting to Japanese society than the Japanese do to any foreign influence.
Agafn,  The Cify  of Lost Souls is a prime example with its many foreign nationalities all being
bilingual, while the Japanese characters can barely muster a word of English. In Lady Hunter

though, Saeko’s poor command of English has more to do with Kashiwabara’s shaky deliv-
ery than with any intention on the part of the director (bad delivery of English dialogue is a
probiem that would come back to haunt Miike’s early films, more about this later).

Thirdly, Lady Hunter’s title sequence consists of a very simple version of the high-

speed montages that would open later films like Blues Harp, Dead or Alive and The City of
Lost Souls. Compared to those films the montage in Lady Hunter is very brief, consisting of
only four shots, but the principle is the same: a collage of highlights from the film meant to

establish tone and atmosphere.

Afthough  Lady Hunter was the first film Takashi Miike directed, it was not the first of his films
to be released. This honour belongs to the aforementioned Eyecatch  Junction (Top@!

Minipato Tai - Eyecatch Junction), which beat Lady Hunter to the video shelves by two
months. Eyecatch Junction is again a film with female protagonists. That Takashi Miike made
his debut with two films about women is rather uncharacteristic, since female characters
are on the whole rather peripheral in his work. In fact, after Eyecatch Junction, he wouldn’t

direct another film  with female protagonists until 1998’s Andromedia.
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A s  i n  t h e  c a s e  o f  L a d y  H u n t e r ,  a  f e m i n i s t  i n t e r p r e t a t i o n  o f  Eyecatch  J u n c t i o n  a lso
doesn’t stand up to very close scrutiny. The protagonists are four female police officers who
are fed up with their disadvantageous position in comparison to their male colleagues, par-
titularly  w h e n  t h e y  c a n  o u t - f i g h t  a n d  o u t - d r i n k  e v e n  t h e  d e p a r t m e n t ’ s  h o t s h o t  d e t e c t i v e
K a w a m u r a  ( D a i s u k e  N a g a k u r a ,  a  r e g u l a r  i n  M i i k e ’ s  e a r l y  f i l m s ) .  I n  o r d e r  t o  c o n v i n c e  t h e i r
s u p e r i o r s  t h a t  t h e y  a r e  a s  w o r t h y  a s  a n y  m a n ,  t h e y  e m b a r k  o n  a  t r a i n i n g  r e g i m e n  w i t h  t h e
u l t i m a t e  g o a l  o f  c a t c h i n g  m o r e  c r i m i n a l s  a n d  g e t t i n g  recognised  a s  t h e  d e p a r t m e n t s  t o p
cops.

However, from the film’s opening scene it’s immediately clear that the intentions here
are hardly feminist. Two of the main characters, Atsuko and Yoko, are introduced while mis-
t a k i n g  t h e i r  c o l l e a g u e  K a w a m u r a  f o r  a  c r i m i n a l .  A s  t h e y  k n o c k  h i m  s e n s e l e s s ,  t h e y  a c c i d e n -
t a l l y  s e t  f r e e  t h e  s u s p e c t  h e  w a s  a b o u t  t o  a p p r e h e n d ,  b u t  w h o m  t h e  g i r l s  m i s t o o k  f o r  h i s
v i c t i m .  T h r o u g h o u t  t h e  f i l m ,  t h e  f o u r  w o m e n  a r e  e q u a l  p a r t s  t o u g h ,  c u t e  a n d  s t u p i d .  T h e i r
t r a i n i n g  r e g i m e n  c o n s i s t s  o f  g y m n a s t i c  e x e r c i s e s  w i t h  h u l a  h o o p s ,  s e r p e n t i n e s  a n d  r u b b e r
balls, which they ultimately use to defeat the film’s main villain - a perverse yakuza in rub-
b e r  u n d e r w e a r  w h o  k i l l s  c o l l e g e  g i r l s  a f t e r  h a v i n g  s e x  w i t h  t h e m .  T h e  g i r l s  c a l l  t h e i r  s e c r e t
p a c t  ‘ E y e c a t c h  J u n c t i o n ’ ,  n a m e d  a f t e r  t h e  e f f e c t  t h e i r  e x e r c i s e s  i n  s k i n - t i g h t  l e o t a r d s  h a v e
on their male colleagues.

L i k e  L a d y  H u n t e r ,  t h i s  f i l m  c o n t a i n s  s e v e r a l  e l e m e n t s  w h i c h  t h e  d i r e c t o r  w o u l d  l a t e r
develop further, the most important of which is the protagonists’ secret pact. This is the first
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Atsuko  and Yuko in their minipato (miniature patrol car)

e x a m p l e  o f  o u t c a s t s  f o r m i n g  a  g r o u p  t o  c o n f r o n t  t h e i r  e n v i r o n m e n t .  T h e  f o u r  p r o t a g o n i s t s
are the only female police officers in their department and it’s this outcast status that inspires
t h e m  t o  b a n d  t o g e t h e r  a n d  f o r m  a  g r o u p .  T h i s  m a k e s  t h e m  p r e d e c e s s o r s  t o  t h e  g r o u p s  o f
o u t c a s t s  i n  l a t e r  e s s e n t i a l  M i i k e  f i l m s  s u c h  a s  L e y  L i n e s  a n d  D e a d  o r  A l i v e ,  w h o s e  u n i t s
function in essentially the same manner es  that in Eyecstch  Junction.

Additionally, the character of the villainous yakuza is something of a blueprint for later
villains, in the sense of him being a sexual deviant with a penchant for sadism. Lady Hunter
already contained a gun crazy sadist (who was also the main villain’s gay lover), and in later
films this character returns as both a villain (Shinjuku  Triad  Society’s crime lord Wang) and
a  h e r o  ( l&i  t h e  Killer’s  t o r t u r e - l o v i n g  y a k u z a  e n f o r c e r  K a k i h a r a ) .

L i k e  t h e  t i t l e  s e q u e n c e  o f  L a d y  H u n t e r ,  Eyecatdr  Juncfion  a l s o  c o n t a i n s  a  m o n t a g e ,
albeit over the end credits rather than in the film’s opening minutes. It’s a step closer to the
l a t e r  e x a m p l e s  i n  B l u e s  H a r p  a n d  D e a d  o r  A l i v e  i n  t h a t  i t ’ s  e d i t e d  t o  m u s i c .  S a d l y  i n  t h i s
c a s e  t h e  m u s i c  i s  T o m i o  T e r a d a ’ s  r a t h e r  a t r o c i o u s  a t t e m p t  a t  d o i n g  e r s a t z  e l e c t r i c  b o o g i e ,
p l a y i n g  s a m p l e s  f r o m  t h e  f i l m ’ s  d i a l o g u e  t h r o u g h  w h a t  s o u n d s  l i k e  a  c h e a p  s y n t h e s i z e r .
I m a g e - w i s e  t h e  m o n t a g e  c o n s i s t s  o f  h i g h l i g h t s  f r o m  t h e  f i l m  intercut  w i t h  a  n e w  s c e n e  o f
the main characters doing a dance routine in the police gymnasium.
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After  his  t w o - t i e r e d  V - c i n e m a  d e b u t ,  T a k a s h i  M i i k e  r e t u r n e d  t o  t e l e v i s i o n  f o r  h i s  n e x t  pro-
jaot,  t h e  T V  f i l m  L a s t  R u n  ( L a s t  R u n  - Ai To  Uragari  N o  Hyaku-Oku  Y e n ,  1 9 9 2 ) .  T h e  f i l m
s t a r t e d  lie  t h r o u g h  a  s c r e e n p l a y  c o m p e t i t i o n  o r g a n i s e d  b y  b r o a d c a s t e r  T V  T o k y o  a n d  t h e

, , fi~anctal  n e w s p a p e r  N i k k e i ,  f o r  w h i c h  r e a d e r s  w e r e  a s k e d  t o  s u b m i t  a  f e a t u r e - l e n g t h  s c r i p t
‘ a b o u t  a  b u s i n e s s - r e l a t e d  t o p i c .  T h e  w i n n i n g  s c r e e n p l a y  w o u l d  b e  r e a l i s e d  a s  a  t e l e v i s i o n
::fian  b r o a d c a s t  b y  T V  T o k y o .

,$I;’ Keiwa Okada’s  script, which was finally awarded the top prize, was inspired by a real-
iEfi!  event that was a perfect symbol for Japan’s bubble economy affluence: a Japanese col-
&tor  p a i d  US$  1 8 . 8  m i l l i o n  f o r  a  1 9 6 2  F e r r a r i  2 5 0  G T O ,  t h e  l a r g e s t  s u m  o f  m o n e y  e v e r
p a i d  f o r  a  s i n g l e  c a r .  B a s e d  o n  t h i s  p r e m i s e ,  Okada  w r o t e  a  s t o r y  o f  a  f o r m e r  F o r m u l a  2
raofng  c h a m p i o n  w h o  i s  a s k e d  t o  a s s i s t  i n  s e t t i n g  u p  a n  a u c t i o n  o f  v i n t a g e  c a r s .  T h e  auc-
&~?‘a  t r a d e  c o m p a n y  s p o n s o r  h a s  i t s  s i g h t s  s e t  o n  t h e  p r i v a t e  c o l l e c t i o n  o f  I t a l i a n  e x - r a c e r
G i a n p i e r o  a n d  t h e y  h i r e  f o r m e r  J a p a n e s e  r a c i n g  c h a m p  M o r i t a  ( K o i c h i  I w a k i )  t o  b e  t h e i r
i n t e r m e d i a r y .  M o r i t a ,  n i c k n a m e d  K a m i k a z e  R u n ,  w a s  G i a n p i e r o ’ s  m a i n  r i v a l  o n  t h e  c i r c u i t
Until  a crash put him in hospital and Gianpiero in a wheelchair.

T h e  a u c t i o n  i s  l i k e  a  t r i p  d o w n  m e m o r y  l a n e  f o r  t h e  J a p a n e s e  d r i v e r :  O n o d e r a ,  t h e
trade company representative who hired him, is an old friend, while the woman he is part-
nered with turns out to be none other than his ex-lover Kyoko.  Unbeknownst to Morita, both
O n o d e r a  a n d  Kyoko  a r e  i n  c a h o o t s  w i t h  b i l l i o n a i r e  K u r o s a w a  (Shingo  Y a m a s h i r o ,  m a k i n g
his first  of many appearances in Miike’s films), who intends to rig the auction in order to buy

: G i a n p i e r o ’ s  c o l l e c t i o n  f o r  a  m i n i m a l  s u m .  W h e n  K u r o s a w a  a s k s  M o r i t a  t o  h e l p  h i m  i n  h i s
s c h e m e ,  t h e  d r i v e r  r e f u s e s .  M e a n w h i l e ,  O n o d e r a  i s  b l i n d e d  n o t  o n l y  b y  t h e  d o l l a r  s i g n s  i n
h!s  eyes but by jealousy over his wife and son’s affection for Morita.

Hatching a plan to stop Kurosawa from carrying out his scheme, Morita goes back to
Italy to look up a retired Ferrari mechanic called Antonio. Together they build a replica of
the rare Ferrari 250 GTO, which Morita enters into the auction as an authentic model. Upon
h e a r i n g  o f  t h e  c a r ’ s  i n c l u s i o n  K u r o s a w a  l o s e s  a l l  i n t e r e s t  i n  t h e  G i a n p i e r o  c o l l e c t i o n  a n d
sets his sights on the GTO instead. After Kurosawa’s opening bid, Morita steps in and drives
up the price by bidding against him. In the end, Kurosawa acquires the car for US$45  mil-
f in  (rather than the 100 million mentioned in the film’s Japanese title).Taking Kurosawa for
a  t e s t  d r i v e  i n  h i s  n e w l y  a c q u i r e d  m a c h i n e ,  M o r i t a  t e l l s  t h e  b i l l i o n a i r e  t h a t  t h e  c a r  i s  a
fake. Returning to the site of the auction, Kurosawa has no chance but to grin and bear it:
his  record bid has attracted major press interest and to back down now would mean a loss
aftace.

L a s t  R u n  g a v e  T a k a s h i  M i i k e  h i s  f i r s t  o p p o r t u n i t y  t o  s h o o t  a  f i l m  a b r o a d .  N e a r l y  a l l
scenes that are set in Italy were shot on location, including Ferrari’s hometown of Modena

and the lmola  circuit, employing local actors (though again the delivery of English dialogue
by lwaki and the Italian actors is quite bad) and a largely Italian crew. This set a pattern for
his  later work, although his productions on foreign soil since then have mainly been within
Asia  - m o s t  n o t a b l y  i n  T a i w a n ,  C h i n a  a n d  T h e  P h i l i p p i n e s - w i t h  t h e  e x c e p t i o n  o f  The  Cify
of Lost Souls, which was partially shot in the United States.

S h o t  o n  v i d e o ,  a s  i s  t h e  c u s t o m  f o r  t e l e v i s i o n  p r o d u c t i o n s ,  L a s t  R u n  i s  r a t h e r  u n r e -
markable from a stylistic point of view. In his early years as a director Miike had a prefer-
ence for using long, slow dolly shots, and this film is no exception. Most of these shots have
n o  r e a l  p u r p o s e  i n  s u p p o r t i n g  t h e  c h a r a c t e r s  o r  t h e  s t o r y  a n d  a r e  m e r e l y  a t t e m p t s  t o  a d d
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s o m e  d y n a m i c s  t o  o t h e r w i s e  s t a t i c  s i t u a t i o n s  - h e  u s e s  t h e m  m a i n l y  i n  d i a l o g u e  s c e n e s  t o
little added value. The film  as a whole is rather formally composed, never straying from the
beaten path of the docudrama, even in the film’s numerous driving scenes which are shot to
e m p h a s i s e  t h e  f a c t  t h a t  i t  i s  i n d e e d  l w a k i  b e h i n d  t h e  w h e e l  o f  e a c h  F e r r a r i  ( a s  b e f i t s  t h e
actor’s macho image, he gets to drive three).

T h i s  c o n v e n t i o n a l  a p p r o a c h  o n  a  s t y l i s t i c  l e v e l  m i r r o r s  t h e  a p p r o a c h  o n  t h e  l e v e l  o f
t h e  w r i t i n g .  L a s t  Run’s~characters,  w h e t h e r  l e a d i n g  o r  s u p p o r t i n g ,  a r e  n e v e r  m o r e  t h a n
stereotypes.The righteous loner hero, the jealous husband, the devoted housewife, the greedy
businessman, the ex-lover with a dark past: none of the characters offer much in the way of
d i m e n s i o n  o r  v e r i s i m i l i t u d e  a n d  n e i t h e r  a r e  t h e  d e v e l o p m e n t s  t h e y  g o  t h r o u g h  v e r y  s u r p r i s -
ing. There are also too many characters, and an entire subplot of Onodera’s sister falling in
l o v e  w i t h  a  h a n d s o m e  y o u n g  r a c e  d r i v e r  s e r v e s  n o  p u r p o s e  o t h e r  t h a n  a d d i n g  a n  e x t r a  e l e -
ment of romance to the film (which  it already has in the form of Morita and Kyoko,  making
the young love subplot completely redundant from a dramatic point of view).

W h a t  m a k e s  L a s t  R u n  i n t e r e s t i n g  i s  i t s  c r i t i c a l  a t t i t u d e  t o w a r d s  t h e  e x c e s s e s  o f  t h e
b u b b l e  e c o n o m y .  A f t e r  t h e  a u c t i o n  s c e n e  i n  w h i c h  K u r o s a w a  s p e n d s  a  f o r t u n e  o n  t h e  f a k e
Ferrari, the film segues into an epilogue mixing real and fictional newspaper headlines and
T V  n e w s  f o o t a g e  a b o u t  a  s e r i e s  o f  b u s i n e s s  s c a n d a l s .  A s  t h e  w o r l d  e c o n o m y  d r o p s  i n  t h e
w a k e  o f  t h e  G u l f  W a r ,  t h e  b u b b l e  e r a  s p e n d t h r i f t  i s  c a u s i n g  p r o b l e m s  f o r  J a p a n e s e  b u s i -
n e s s e s ,  n o t  i n  t h e  l e a s t  K u r o s a w a ’ s  o w n  c o m p a n y .  O n o d e r a  m i s s e s  o u t  o n  t h e  f o r t u n e  h e
w a s  p r o m i s e d  a n d  v e n t s  h i s  f r u s t r a t i o n s  o n  h i s  f a m i l y .  W h e n  h e  h a n d s  i n  h i s  r e s i g n a t i o n ,
n o n e  o f  h i s  s u p e r i o r s  s e e m  t o  c a r e ,  l e a v i n g  h i m  t o  q u e s t i o n  w h a t  h e  v a l u e s  m o s t  i n  l i f e  -
the answer inevitably being his wife and child.

T h i s  e m p h a s i s  o n  t h e  c o r r u p t i n g  e f f e c t s  o f  m o n e y  a n d  t h e  n e e d  t o  r e s i s t  i t s  l u r e  i n
order to achieve happiness, is a characteristic of a number of more recent Miike films, includ-
i n g  The Guys F r o m  P a r a d i s e  a n d  The  H a p p i n e s s  o f  t h e  Kafakuris.  L a s t  Uun’s  e p i l o g u e  o f
p o s t - b u b b l e  i n s e c u r i t y  r e t u r n s  a s  t h e  b a c k g r o u n d  a g a i n s t  w h i c h  t h e  s t o r y  o f  G r a v e y a r d  o f
Honouris set. In Miike’s films, characters are never allowed to simply walk off into the sun-
set with a bag of money in their hands, no matter how much we as viewers would like to see
t h e m  e s c a p e  f r o m  t h e i r  t r o u b l e s .  In‘Shinjuku  O u t l a w ,  R a i n y  D o g  a n d  L e y  L i n e s ,  t h e  p r o t a g -
o n i s t s  a r e  o n  t h e i r  w a y  t o  f r e e d o m  a n d  f o r t u n e ,  b u t  t h e i r  v i o l e n t  p a s t s  c a t c h  u p  w i t h  t h e m
before they can attain either. In Dead or Alive, a big heist on an armoured  transport is the
start of a gang of robbers’ downfall.

It’s rather odd then that Last Run ends with a song entitled Dreams Come True played
over the end credits. A strange choice of title given all the shattered illusions and the gloomy
tone of the film’s epilogue.

R e l e a s e d  t h e  s a m e  y e a r  a s  L a s t  R u n ,  A  H u m a n  M u r d e r  W e a p o n  (Mingen  Ky8ki  - Ai  To
lkari  No Ringu)  is an important entry in Takashi Miike’s filmography. Not for its merits as a
film butfor  marking his first collaboration with manga author and screenwriter Hisao Maki. Miike
a n d  M a k i  h a v e  t e a m e d  u p  o n  s e v e r a l  o c c a s i o n s  t h r o u g h o u t  t h e  d i r e c t o r ’ s  c a r e e r ,  n o t a b l y  o n
t h e  B o d y g u a r d  K i b a  s e r i e s ,  S i l v e r  a n d  F a m i l y .  A  b l a c k  b e l t  k a r a t e k a ,  M a k i ’ s  m a n g a  s t o r i e s
usually revolve around characters with exceptional martial arts skills and are set in the worlds
o f  p r o f e s s i o n a l  w r e s t l i n g ,  t o u r n a m e n t  k a r a t e ,  i n t e r n a t i o n a l  e s p i o n a g e  o r  s o m e  c o m b i n a t i o n
of the three.

AGITATOR-The Cinema of Takashi  Mike



W h a t e v e r  h i s  m e r i t s  a s  a  c o m i c  b o o k  w r i t e r  m a y  b e ,  a  g o o d  s c r e e n w r i t e r  M a k i  i s  n o t
? &  ,a&$  #urnan  Murder Weapon is a case in point. Based on a manga written by Maki’s brother
8;:.~~8#I&jiiara,  it’s the story of a young martial artist called Karate Kid who dreams of becom-
k ir;s &  profess’ional  w r e s t l e r ,  b u t  w h o  i s  t r a p p e d  i n  t h e  w o r l d  o f  i l l e g a l  u n d e r g r o u n d  f i g h t s .
? &#ingffedTokyo  after fathering a child with female karateka Kaoru, he ends up in Okinawa
i;,  &ara  he joins the illegal bouts organised by the silver-haired villain Jin (Daisuke Nagakura
“’ from  fQecafch  Junction) and his unscrupulous American business partner. Effectively a pris-

WILIT  in  J i m ’ s  u n d e r g r o u n d  d u n g e o n  ( l o c a t e d  i n  t h e  b a s e m e n t  o f  a n  i n c o n s p i c u o u s  b a r ) ,  h e
is $r&?d  at gunpoint by Jin’s gay henchmen to compete against a  series of hulking foreign

“ , mar&l  artists. Just to antagonise him, Jin has Karate Kid’s nightclub singer girlfriend Matilda
&&apped a n d  p i t s  t h e  f r a g i l e  v o c a l i s t  a g a i n s t  f i r s t  a  W e s t e r n  g i a n t e s s  a n d  t h e n  a  r a t h e r
&#&y  f e m a l e  w r e s t l e r .  I n  b o t h  m a t c h e s  s h e  e n d s  u p  b a t t e r e d ,  s t r i p p e d  n a k e d  a n d  humili-
‘ted.  much to the delight of the largely Western audience.

lnneed of money to feed her child, Kaoru meanwhile consults her karate teacher Omoto
‘i(@sao  Maki in a tailor-made role) about ways of making a living out of her martial arts skills.

@?oto  s e n d s  h e r  a n d  t h e  c h i l d  t o  O k i n a w a  t o  m e e t  w i t h  J i n ’ s  A m e r i c a n  b u s i n e s s  p a r t n e r .
,_ She  too joins the violent spectacle, but finds out too late about the criminal practices of its
;. .

$&;~;@@risers.  When Jin reaiises  that Kaoru and Karate Kid have a history, he forces her to com-
g4p@$afone  against two oversized opponents: one male, one female. Karate Kid is taken out, - ;
$@&s  cell  and made to watch as Kaoru struggles against the impossible odds.Then,  remem-
&$e&g  the words of encouragement he once received from his idol (real-life wrestler Atsushi
“$@&a  playing himself), he beats up his two guards and rushes in to help Kaoru. Immediateiy
,*/  $&&ds  every fighter he has at his disposal into the ring to get rid of the two rebellious
&@va&  OutOumbered  a n d  r e a d y  f o r  t h e  s l a u g h t e r ,  K a r a t e  K i d  a n d  K a o r u  a r e  s a v e d  b y  t h e
$~eudden  a p p e a r a n c e  o f  k a r a t e  t e a c h e r  O m o t o .  A f t e r  p u s h i n g  a l l  t h e  f i g h t e r s  o u t  o f  t h e

; 2.&#hentakingthetimetotakeoff  h i s j a c k e t a n d  h i s s u n g l a s s e s ,  O m o t o g o e s  i n t o a c t i o n . J o i n e d
%@arate  Kid and Kaoru, this threesome overwhelms the dozen or so foreign giants sent in

b,  fo’iriltthem.  When the fighters are beaten, Omoto walks off and the film ends.
;g>” T h e r e  i s  little  d a n g e r  o f  a n y o n e  t a k i n g  A  H u m a n  M u r d e r  W e a p o n  v e r y  s e r i o u s l y .  T h e
,i;,  f i&,makes n o  e x c u s e s  f o r  i t s  w i l l i n g n e s s  t o  d e l i v e r  n o t h i n g  b u t  p u r e ,  e x p l o i t a t i o n .  S h o t  o n
@~‘v&eo  on a visibly low budget, it forgoes decent plot structure, motivated characters and any
<! eamblance  of logic in its eagerness to please. Instead it offers numerous martial arts bouts,
I;‘,  oackling  v i l l a i n s ,  a  s p r i n k l i n g  o f  s e x  a n d  a  f o r  M i i k e  u n c h a r a c t e r i s t i c  u n d e r c u r r e n t  o f  xeno-

ph&ia.  Characters appear out of nowhere only to disappear again after they’ve served their
‘, p u r p o s e  i n  y e t  a n o t h e r  f i g h t  s c e n e ,  w h i l e  t h e  s t o r y ’ s  m a i n  v i l l a i n  l a c k s  a n y  k i n d  o f  a g e n d a

and  never moves from his ringside table.
The blame certainly doesn’t rest squarely on Maki’s shoulders. Miike directs with little

i m a g i n a t i o n ,  a g a i n  m a k i n g  n e e d l e s s l y  e x t e n s i v e  u s e  o f  d o l l i e s .  T h e  f i g h t  s c e n e s  a r e  list<
Zesslyohoreographed,  coming off particularly poorly when compared to the footageof Atsushi
&&a’s  real-life wrestling matches that has been edited into the film.These  clips which serve

$  &remind  Karate Kid of his ambitions, are more excitinb  and compelling than all the fights
:  &&tes  in the rest of ttie  film combined, not in the least because they feature actual crowds

6$,  @%er  t h a n  t h e  h a l f  d o z e n  e x t r a s  t h a t  s i t  i n  t h e  d a r k n e s s  a r o u n d  t h e  u n d e r g r o u n d  r i n g .
‘i’l  ddi t i inai ly,  even at a shockingly brief running time of 70 minutes, A Human Murder Weapon

s#fi  contains several shots whose sole purpose is to pad out the slight plot, most apparently
::
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the recycling of individual shots in the fight scenes and in Kaoru’s long but utterly pointless
w a l k  a c r o s s  a  b u s y  m a r k e t  s q u a r e .

Only one brief moment in the film witnesses some inspiration on the side of the direc-
tor: the juxtaposition of Kaoru’s hopeless defeat at the hands of two opponents and a shot
of her infant child, crying alone in its mother’s dark prison cell. Elaborating on the element of
t h e  c h i l d  w i t n e s s i n g  v i o l e n c e  a s  p r e s e n t  i n  L a d y  Hunfec  t h i s  s h o r t  s e q u e n c e  g o e s  a  s t e p
further and creates a contrast which aims to intensify the impact of the violence. The effect
is largely lost in the quagmire of A Human Murder Weapon’s sensationalism, but the sequence
is nevertheless a significant step forward in the development of Miike’s themes.

D e s p i t e  t h e  d i r e  r e s u l t s  o f  A  H u m a n  M u r d e r  W e a p o n ,  M i i k e ’ s  n e x t  p r o j e c t  a g a i n  s a w  h i m
t e a m i n g  u p  w i t h  H i s a o  M a k i  a n d  l k k i  K a j i w a r a .  L i k e  t h e  p r e v i o u s  f i l m ,  B o d y g u a r d  K i b a
( 1 9 9 3 )  w a s  b a s e d  o n  a  K a j i w a r a  m a n g a  s e r i e s ,  o n e  w h i c h  h a d  p r e v i o u s l y  b e e n  a d a p t e d  f o r
the big screen in the mid-1970s.  in a pair of films by director Ryuichi Takamori with Sonny
Chiba playing the title role.

Surprisingly, Bodyguard Kiba  constitutes a major improvement over not only A Human
Murder Weapon but all the films Miike had made up until that point. This advance was in no
s m a l l  a m o u n t  t h a n k s  t o  t h e  i n v o l v e m e n t  o f  d i r e c t o r  o f  p h o t o g r a p h y  N a o s u k e  I m a i z u m i .  A n
a c q u a i n t a n c e  o f  M i i k e ’ s  f r o m  h i s  d a y s  a s  a  f r e e l a n c e r  i n  t e l e v i s i o n ,  Imatumi’s  w i d e s c r e e n
c a m e r a w o r k  p r o v i d e d  a n  a d d e d  t o u c h  o f  c l a s s  t o  B o d y g u a r d  Kiba,  i n f u s i n g  t h e  i m a g e s  w i t h
striking colours  and a strong use of black and shadow.

For Miike as a director the film also represents a leap forward. Though still resorting
t o  h i s  d o l l y  s h o t s  o n  o c c a s i o n ,  m o r e  o f t e n  t h a n  n o t  h e  s h o t  d i a l o g u e  s c e n e s  w i t h  a  f i x e d
c a m e r a ,  i n c o r p o r a t i n g  m o m e n t s  o f  s i l e n c e  t o  g i v e  t h e  d i a l o g u e  e x c h a n g e s  a  m o r e  n a t u r a l
flow and rhythm. When he did use camera techniques, he used them in a way that was moti-
vated and that related to the characters or the mood of a scene. It‘s very likely that Imaizumi’s
presence had a positive effect on the way Miike employed the camera and chose his angles,
since much of his progression as a director on Bodyguard Kiba  is related to this aspect.

S c r i p t - w i s e  t o o  t h e  f i l m  w a s  a n  i m p r o v e m e n t  o v e r  i t s  p r e d e c e s s o r .  A l t h o u g h  H i s a o
M a k i  w a s  i n v o l v e d  i n  t h e  s c r e e n p l a y ,  h e  i s  c r e d i t e d  a s  c o - w r i t e r  w i t h  T e t s u y a  S a s a k i .  I t ’ s
h a r d  t o  s a y  e x a c t l y  w h a t  t h e  e x t e n t  w a s  o f  e a c h  m a n ’ s  i n v o l v e m e n t ,  b u t  t h e  f a c t  r e m a i n s
that many of the problems that plagued A Human Murder Weapon on a script level are either
m u c h  l e s s  a p p a r e n t  o r  c o m p l e t e l y  a b s e n t  i n  BodyguafdKiba.

Maki’s  influence certainly is felt in the end result, however. Much of the film again con-
s i s t s  o f  m a r t i a l  a r t s  s c e n e s ,  w h i c h  h a v e  a  l o t  m o r e  f u n c t i o n  t h i s  t i m e  s i n c e  t h e  p r o t a g o n i s t
Naoto Kiba (played by former middle-weight boxing champion Takeshi  Yamato) is a man who
relies on his fight skills rather than on guns and weaponry.The  writer also returned for another
supporting turn as a karate instructor (this would become a staple of all the Miike-Maki col-
laborations), this time as Tetsugen Daito,  the rich owner of a string of martial arts schools.

DaitG  is the one who hires Kiba to protect Junpei, a former chinpira  (low-level yakuza)
a n d f a i l e d  b o x e r w h o i s a b o u t t o b e r e l e a s e d f r o m a t i v e - y e a r p r i s o n  s e n t e n c e .  ForJunpei  (Da isuke
Nagakura), his time in jail has given him refuge from his old yakuza colleagues in Okinawa,
who are still after him for stealing and hiding a bag of money. Upon his release, it’s these
y a k u z a  w h o  a r e  w a i t i n g  f o r  J u n p e i  o u t s i d e  t h e  p r i s o n  w a l l s .  H e  i s  t a k e n  t o  a n  e m p t y  w a r e -
house where the three gangsters try to beat a confession out of him, until Ktba  interferes.
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T h e  t w o  m e n  t a k e  t h e  b o a t  t o  O k i n a w a  t o  r e c o v e r  t h e  h i d d e n  m o n e y ,  w i t h  v a r i o u s
gangsters in hot pursuit. Junpei’s former boss Gaisho (Ren 6sugi  in his first of many appear-
&ces  in Miike’s films) has fallen on hard times and has been forced to leave his spacious
o f f i c e  f o r  a  d e c r e p i t  a p a r t m e n t ,  w i t h  o n l y  t h e  g r o u p ’ s  n a m e  s i g n  r e m i n d i n g  h i m  o f  f o r m e r
gtodes.  H i s  f o r t u n e s  t a k e n  a w a y ,  G a i s h o  i s  m o r e  d e t e r m i n e d  t h a n  e v e r  t o  g e t  h i s  h a n d s  o n

J u n p e i  a n d  t h e  m o n e y .
Back on the island Kiba finds reinforcement in the shape of Maki, master Dait6’s  female

as&star&  while Junpei runs into his girlfriendY6ko  whom he hasn’t seen since his arrest five
years earlier. The two make love in Junpei’s hotel room, but unbeknownst to himY6ko  is now
a heroin addict and Gaisho’s lover. She helps the yakuza leader capture Maki and, creating

‘j  the illusion that she has been kidnapped too, gets Junpei to bring the money (which was hid-
i:,  den inside a punching bag in his old boxing gym) to Gaisho’s office. With the help of the local
‘,’  cop who arrested Junpei, Kiba invades the yakuza hideout and frees Maki, who tells Junpei
i  .the  truth aboutY6ko.  In a final showdown on the roof, Y6ko  is torn between her love for Junpei
1- .  and  her allegiance to Gaisho, who orders her to shoot her boyfriend. Not wanting to stay with
&$  the gangster and unable to live  with her betrayal of Junpei, she fires two bullets through her
” $wn  chest, killing both herself and Gaisho who was standing right behind her.

g:
M o s t  r e p r e s e n t a t i v e  o f  t h e  d i f f e r e n c e  b e t w e e n  B o d y g u a r d  Kiba  a n d  A  H u m a n  M u r d e r

* W e a p o n  i s  D a i s u k e  N a g a k u r a ’ s  p e r f o r m a n c e  a s  J u n p e i .  N a g a k u r a ,  w h o  w a s  s t u c k  w i t h  a
r e s o l u t e l y  f l a t  v i l l a i n  r o l e  i n  t h e  p r e v i o u s  f i l m ,  n o t  o n l y  m a n a g e s  t o  m a k e  J u n p e i  a  h u m a n
being  but his performance also carries the film. As Kiba (‘fang’), ex-boxer Yamato may have

t h e  m o v e s  a n d  t h e  p h y s i c a l  p r e s e n c e  r e q u i r e d  f o r  t h e  r o l e ,  b u t  h i s  a c t i n g  s k i l l s  a r e  i n s u f f i -
cient to carry the film. As a result the emphasis of the story was quite wisely switched to the
character of Junpei, effectively making Kiba a supporting character in his own film.

T h e  c h a r a c t e r  o f  J u n p e i  i s  f u r t h e r m o r e  i n t e r e s t i n g  b e c a u s e  h e  i s  t h e  f i r s t  o f  M i i k e ’ s
rootless individuals. After a five-year prison sentence, he comes back to find that the world
he knew has disappeared. His girlfriend is a junkie and his former friends are now his worst
enemies. He is a man with a past but no present, while his future exists only in his dreams
of once again becoming a boxer. By taking the time to portray his characters, Miike has also
c r e a t e d  a  m o r e  d e v e l o p e d  a n d  m o r e  h u m a n  c h a r a c t e r  t h a n  e v e r  b e f o r e .

The benefits are also felt in other areas. The Okinawan locale ii captured nicely, with
a  m o n t a g e  o f  t h e  i s l a n d s  U S  m i l i t a r y  p r e s e n c e ,  r u n d o w n  b a r s  a n d  s e a s i d e  p o r t s ,  w h i l e  i t s
decrepit buildings and narrow alleys are put to fairly good use in the film’s action scenes. In
s e v e r a l  s c e n e s  t h e  d i a l o g u e  i s  s p o k e n  i n  t h e  O k i n a w a n  d i a l e c t ,  w h i c h  a l s o  h e l p s  t o  a d d
d i m e n s i o n  t o  c h a r a c t e r s  a n d  s e t t i n g .

Although Bodyguard Kiba is a step up from Miike’s previous work, taken at face value
or compared to the director’s later films it comes off as little more than an average action
f i l m .  T h e  i n t r i g u e  i s  t o o  u n i n s p i r e d  a n d  b y - t h e - n u m b e r s ,  w h i l e  s o m e  o f  t h e  c h a r a c t e r s  s t i l l
d o n ’ t  h a v e  m u c h  o f  a  f u n c t i o n .  T h e  O k i n a w a n  p o l i c e  d e t e c t i v e  s e r v e s  m a i n l y  a s  a n  e x t r a
h a n d  i n  a c t i o n  s c e n e s ,  b u t  h i s  i n t e n d e d  r i v a l r y  w i t h  K i b a  i s  n e v e r  p r o p e r l y  d e v e l o p e d ,  m a -
king an epilogue of the two men facing off in a one-on-one fight feel very much superfluous.
K i b a  h i m s e l f  i s  a l s o  a  r a t h e r  f l a t  c h a r a c t e r ;  o n e  w h o s e  s k i l l s  a n d  p e r s o n a l i t y  a r e  s e t  f r o m
t h e  v e r y  f i r s t  s c e n e  a n d  w h o  n e v e r  d e v e l o p s  d u r i n g  t h e  c o u r s e  o f  h i s  a d v e n t u r e s .

Tomio Terada’s  music sadly has not kept pace with other developments and his score
once again consists of listless synthesizertunes.This  is fine  for silliness like Eyecetchhnction,
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but in a film with slightly more ambition his music detracts from the drama rather than enhanc-
ing it. The most jarring element of Bodyguard Kiba  however is the utterly superfluous vanity
scene given to Hisao Maki, who halfway through the film gets several minutes to show off
his karate skills by fighting and beating a dozen armed opponents. This completely indul-
gent sequence has no relation to the rest of the story and seems to be added only to stroke
the co-writer’s ego, something which later Miike-Maki collaborations would repeat.

Although based on a novel, it’s quite remarkable how similar the premise of Miike’s next film

Oretachi Wa  Tenshi  Je Nai (1993) [lit: We are not angels] is to Bodyguard Kiba:  a former
yakuza, just released from prison and trying to adjust to a normal life, finds himself in trouble
with a group of gangsters. However, the execution couldn’t be more different, since Oretachi
Wa  Tensbi  Ja  Nai  is first and foremost a comedy.

The former yakuza is Jo (Rikiya Yasuoka, who would also become a Miike regular), a
bear of a man who is released from jail in the film’s opening shot. Though still wearing the
white gangster’s suit he entered the jail with years ago, he is ready to leave the world of
crime behind him and settle down into a normal life. Mere seconds after walking through

the prison gates, a woman in a white dress passes him by. Not having seen a woman in
quite a while, Jo’s manliness immediately springs into action. This embarrassment is quickly
remedied when Jo realises thatthis woman is hisformercrime associate Kenta,  who has under-
gone a sex change operation while Jo was in prison. Kenta (played by the transsexual Love)
is also on the straight and narrow these days and she offers Jo the chance to join Angels
Gift Delivery, the small business she has set up with ex-burglar Chu (Junji Inagawa) and Eri
(Makiko Kuno), a former biker girl who much  to Kenta’s  dismay immediately takes Jo’s fancy.

This quartet of former criminals trying to adjust to life as law-abiding citizens is another
early version of the typical Miike group of outcasts.Throughout the film’s plot, which pits them

against a group of yakuza through a series of rather convoluted events, their unity is tested
when Kenta,  her love for Jo unanswered, decides to join a shady religious sect called the ‘Love
Cult’.The  members of this cult have to donate large sums of money to their leader (Ren Gsugi),
in actuality a yakuza with a wig and fake beard preaching to his congregation via a closed cir-
cuit video system. It’s through a combination of Chu’s  burglary skills and Jo’s brute strength

that they can invade the cults temple, save Kenta and take care of the scheming yakuza.
Intertwined with this is a second plot involving Eri’s ex-boyfriend Sugeyoshi, who is

now working for a yakuza called Yasuda. At the same time Jo and Kenta  have a run-in with
Yasuda and his men in the streets, Sugeyoshi asks Ed’s  help, claiming that his boss is try-
ing to kill him. While hiding out at the Angels HQ, he steals a number of documents and
makes off with them. Eri, still believing him to be on the run, goes to Yasuda’s office to plea
on his behalf. She offers herself to the gangster in exchange for the boy’s life, but after
Yasuda takes her to bed, he tells her that Sugeyoshi is in no danger and was in fact follow-
ing his boss’ orders. When J&nds  out what happened to Eri, he storms into Yasuda’s office

armed with a pocketful of hand grenades borrowed from an old yakuza friend (played by
Joji  Abe, the author of the source novel).

These two main plot strands which form the story of Orefachi  Wa  Tenshi  Ja Alai  are
tied together in a rather artificial way, by having Yasuda’s operation involved with the Love
Cults extortion practices. With each of these subplots already convoluted enough in their

own rights, the combination of the two makes for very strained storytelling indeed.
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Where the film works best is in the dynamics between the four main characters,
although the character of Chu remains rather ill defined. Much of the humour  in Orefachi
Wa  Tenshi  Ja  Nai  is sexual, usually involving the size of Jo’s member, Jo and Chu’s  curios-

ity about Kenta’s  body, or the triangle of unanswered love between Kenta,  Jo and Eri.Though
rather juvenile, the humour  is on the whole fairly inoffensive, which mixes well with the like-
able performances from the main cast, but less so with several dramatic scenes in the after-

math of Eri’s sexual encounter with Yasuda.

The problems that plague the film are even more apparent in the sequel, which Miike shot
back-to-back with the first film. &eta&i  We  Ten&i Ja Nai 2 possibly suffers even more
from a convoluted plot hinging on far too many coincidences. With the dynamics between Jo,
Kenta and Eri established in part one, it’s Chu who is at the heart of the narrative in the sequel.
After using his burglar’s skills to help out a woman who locked herself out of her car, the lady
in question, Mio Kawahara, asks Chu and his friends at Angels dfft  Delivery to help her clear
o u t  h e r  f a t h e r ’ s  h o u s e .  T h i s  m a n  w a s  r e c e n t l y  m u r d e r e d  u n d e r  m y s t e r i o u s  c i r c u m s t a n c e s  b y
abtack-clad assassin (played by former rock’n roll singerandfutureMiikeregular  Mickey  Curtis).
As thanks for his assistance, Mio gives Chu a pair of shoes which her father had bought but
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never had a chance to wear. The next
day, Chu finds  four photographic nega-
tives hidden in the sole of one of the
shoes, which contain the proof of finan-
cial wrongdoings at the mental hospi-
tal where mister Kawahara worked.

When the four go to investigate the hos-
pital, the mysterious assassin (who
strangles people with a steel wire hidden
in his wristwatch, just like Robert Shaw
in From  Russia With Love) comes after
them in search of the negatives.

The plot of Ofetachi  Wa 7i?nshi
./a  Nai  2 is surprising only in its ability
to rely on coincidence to advance the
s t o r y .  L i k e  A  H u m a n  M u r d e r  W e a p o n ,
the story is so underdeveloped that
the film is only 70 minutes long. The

four main characters have become
thoroughlyflat, all-purposecrimefight-
ers. Like the characters in a formulaic
TV series, they are suitable for use in
any intrigue that offers enough oppor-

tunity for a few gags and some punch-
ups. The contrast between the
dramatic moments and the comedy is
even more apparent here than in the
first episode, particularly in the scenes

of the kidnapping and torture of Mio. Scenes like these sit rather uncomfortably with run-
ning gags like Jo repeatedly building and then crushing a model airplane.

This mishmash of comedy, action, violence and nudity is emblematic of the approach

of many V-cinema productions. In advertising, trailers or video box art such aspects cer-
Gnly  help draw in the punters, but in the end little attempt is made to tie them up into a
proper storyline. So even though the film should theoretically contain enough elements to enter-
tain indiscriminate viewers, the lack of structure more often than not makes the end result rather

, a bore. Even at a mere 70 minutes.

, , That V-cinema also allows for a different approach to storytelling is demonstrated by Shinjuk~
‘,(lUt/aw  (1994). The most ambitious film Miike had yet attempted, this gangster piece is the

first  of the director’s films to combine a number of his main themes and the first in which the
’ connection between the themes forms the basis for the narrative. As a result, it p

,whole host of later films, containing numerous elements which would become ma
the directors work. 1. .i

Z&
The film starts off in Hiroshima, where a yakuza boss is dying of cancer. His son

g
Kazuyoshi (HakuryO),  soon to be leader, asks his friend Yomi (Hiroyuki Watanabe) to carry

”

‘X._ CHAPTER 3 1 The Video Years (films 1991 - 1995) 51



out a hit on the boss of the rival Muraoka group. Yomi agrees, thinking of the status this will
bring him within the group. Before carrying out his assignment he calls up police inspector
Tagami (Kiyoshi Nakajo) and tells him about the plans (getting arrested for murder and doing
jail  time is a way for a yakuza to increase his standing).

The next night, Yomi succeeds in killing Muraoka and several of his men (the hit takes
place in a bowling alley in front of Muraoka’s family and as Yomi’s bullets hit the old man;
b l o o d  s p l a t t e r s  o v e r  h i s  g r a n d d a u g h t e r ’ s  f a c e  - a n o t h e r  g o o d  e x a m p l e  o f  u s i n g  a  c h i l d  t o
c o n t r a s t  a n d  i n t e n s i f y  t h e  v i o l e n c e ) .  B u t  h e  i s  s e v e r e l y  w o u n d e d  i n  t h e  e n s u i n g  g u n  b a t t l e
a n d  l o s e s  c o n s c i o u s n e s s .  H e  b r i e f l y  w a k e s  u p  a g a i n  o n  t h e  o p e r a t i n g  t a b l e  o f  a  h o s p i t a l
(which means that the phone call to Tagami saved his life) before dropping into a coma.

Ten years later, Tagami is stationed in Tokyo’s central district of Shinjuku. He is a man
well-informed of the goings-on in the area’s criminal underworld, so well in fact that his acquain-
tances with the ruling yakuza group Okumura have taken on the form of corruption. But the
Okumura are threatened by the newly arrivedTaiwanese  mafia, who have no qualms about
starting a gang war over the yakuza territory. Then the call comes in that Yomi has awoken
f r o m  h i s  c o m a .

The first person to visit Yomi in the prison hospital is Kazuyoshi. Now the leader of
the Hiroshima gang, he tells Yomi that it would be best to not come back, then offers him
m o n e y  t o  s e t t l e  e l s e w h e r e ,  w h i c h  Y o m i  r e f u s e s .  A s  K a z u y o s h i  w a l k s  o u t  t h e  d o o r ,  T a g a m i
c o m e s  i n .  U p o n  h e a r i n g  f r o m  T a g a m i  t h a t  K a z u y o s h i ’ s  f o r m e r  r i g h t - h a n d  m a n  E t o  ( T a t s u o
Yamada)  has fled to Shinjuku and is now in trouble with the Okumura group, Yomi decides
to leave for Tokyo.

Withallhispossessionsinasinglepaperbag,Yomiarrivesin  S h i n j u k u a n d q u i c k l y t r a c e s
Eto, now a small-time pimp of a group of Philippino prostitutes. After he rescues Eto from
t h e  h a n d s  o f  v i o l e n t  O k u m u r a  u n d e r l i n g  K a t a y a m a ,  t h e  w o r d  a b o u t  Y o m i  s p r e a d s  a r o u n d
q u i c k l y .  A f t e r  t h e y  s p e a k  t o  T a g a m i .  t h e  O k u m u r a  a s k  h i m  t o  j o i n  t h e i r  r a n k s ,  a  p r o p o s a l
w h i c h  Y o m i  a c c e p t s .

He is partnered with Tsujii (Masahiro Sudo)  - a Japanese born in Peru who calls him-
self a man with no nationality and eats noodles with a fork - and falls for a Philippino prosti-
t u t e  w h o  k n o c k s  o n  h i s  d o o r  o n e  d a y  w i t h  a  b a g  o f  g r o c e r i e s  c o u r t e s y ,  s h e  s a y s ,  o f  t h e
O k u m u r a  g r o u p .  ( P l a y e d  b y  R u b y  Moreno,  t h i s c h a r a c t e r  s t r a n g e l y  e n o u g h  r e m a i n s  u n n a m e d
throughout the film, so we will refer to her here as Ruby.)

Yomi inevitably gets involved in the struggle against theTaiwanase,  and we soon learn
that the Okumura hired him with the intention df  using him as a weapon against the new-
comers. Meanwhile, Tagami’s true role slowly comes to light when he tells Eto to steal the
p r o c e e d s  f r o m  a  T a i w a n e s e  d r u g  t r a n s a c t i o n  t a k i n g  p l a c e  t h e  f o l l o w i n g  d a y  a n d  h a n d  t h e
goods to him. Eto complies and steals the suitcase of cocaine from theTaiwanese  dealer, whom
he beats up with a baseball bat. Instead of giving the drugs to Tagami, he goes to Yomi’s
house but only finds Ruby there. He hands her the case and leaves. Later that same night,
the Taiwanese dealer breaks into the house and beats up Ruby to make her reveal the loca-
tion of his suitcase. Yomi intervenes, then Ruby grabs his gun and kills the Taiwanese (that
she fires the deadly shot is probably meant to serve as a justification for the needlessly pro-
tracted scene of her beating).

They flee the house and hide out in an empty office, supplied to them by Tsujii. While
Yomi and Ruby decide to leave town as soon as possible, theTaiwanesefind  the dealers corpse
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a  full-scale  g a n g  w a r  a g a i n s t  t h e  O k u m u r a ,  w h i c h  t h e i r  y o u n g  m e m b e r s  t a k e  t o
(The outbreak of the gang war is a montage of violence, murder and mayhem set

sjc  that prefigures the opening minutes of Dead or Alive, which is also set in Shinjuku.)
k+ Meanwhile,  Tagami has caught up with Eto, who was also about to flee, and the cop
f-+oets  him for not following his orders. When Yomi and the Okumura find Eto’s body, they
k@um  ft  was the Taiwanese who killed him. An enraged Yomi decides to avenge his friend

tth  Tsujii killed in t h e shooting, Yomi m a k e s his way to Fan’s office to steal h i s m o n e y
ng town wkh  Ruby. But upon arrival, he finds that several of the Okumura have beaten

@it  and are dividing the Taiwanese money and drug supplies. Realizing  he has been used,
Cm  kflts  them, takes the money with  him and leaves with R u b y in a car the same night.

s e n t  t o  s p y  o n h i m b y  T a g a m i .  W h e n s h e admits this, h e asks h e r  t o  t a k e h i m
eeting the cop on a deserted beach, Yomi confronts him head on, but is killed
t h e  e n s u i n g  s h o o t - o u t .  A s  t h e  c o p  h e a d s  f o r  Y o m i ’ s  c a r  a n d  t h e  m o n e y ,  R u b y

t  f&s  a bullet into the gas tank, blowing up the car and the money with it.
n contrast to all the films Miike had made before, Shinjuku Outlaw is based on a tightly
r e d  s c r i p t ,  w h i c h  h a n d l e s  i t s  v a r i o u s  c h a r a c t e r s  a n d  c o n f l i c t i n g  i n t e r e s t s  q u i t e  w e l l .
r the first time, Shinju/ru  Outlaw is a film with a recognisable  and consistent thematic

nt. Yomi as a character is a continuation of Bodyguard Kiba’s  Junpei and Oretachi Wa
nahi  Ja  Nai’s J o :  a  m a n  w h o  h a s  l o s t  t o u c h  w i t h  h i s  s u r r o u n d i n g s  d u e  t o  a n  e x t e n d e d

prison  sentence. Not only has he spent ten years in prison, he’s spent them in a coma, leav-
p, fng  him completely detached from the world he wakes up in. Kazuyoshi’s  advice not to return
#*%I  Hiroshima is little more than a banishment from his old milieu, leaving Yomi a solitary soul
p  fn  an unknown world - in other words a completely rootless individual, like so many Miike
“ c h a r a c t e r s  t h a t  w o u l d  c o m e  a f t e r  h i m .  H i s  r e l a t i o n s h i p  w i t h  P h i l i p p i n o  p r o s t i t u t e  R u b y  a n d
_.  f r i e n d s h i p  w i t h  P e r u v i a n - J a p a n e s e  g a n g s t e r  T s u j i i  a r e  a n  a t t e m p t  a t  f o r m i n g  a  g r o u p  a n d
&an environment to which they can all feel they belong. However, they never succeed at cre-
?  sting  a real unit. Yomi and Ruby are together but they never become true lovers, due to the

shadow of Tagami hanging over their partnership, while Tsujii moves in and out of Yomi’s
WOtfd  and can’t escape his ties with the Okumura group. It’s interesting to note that despite

I ;  this,  t h e y  d o  f o l l o w  t h e  p a t t e r n  o f  d i s i n t e g r a t i o n :  i n  t h e  c o n f r o n t a t i o n  w i t h  t h e  T a i w a n e s e ,
” Tsujii is killed. Not long thereafter, Yomi goes down at the hands of Tagami, leaving Ruby as

t h e  o n l y  s u r v i v i n g  m e m b e r .
6 More  SUcceSSful  a t  c r e a t i n g  t h i s  u n i t y  i s  t h e  T a i w a n e s e  m a f i a .  T h e y  c o

Only  T a i w a n e s e  a n d  e t h n i c  C h i n e s e ,  b u t  a l s o  I r a n i a n s  a n d  I n d i a n s :  e v e r y o n e  w
” @Ve  fate Of being an outcast as a result of their ethnicity is welcomed into this cir
@3be  home and the sense of belonging they can’t find in Japanese society. This gan
f,:  a&S  Social  change - inevitable and nearly unstoppable in their attempts to muscle in on
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&at  ls traditionally yakuza territory (or Japanese territory, since we can easily read the
criminal milieu as a metaphor for Japanese society and the gang’s actions as the foreigner’s
effod  to find a place therein). Even policeman Tagami is threatened by their presence, because

the more ground they gain, the more he loses his grip on Shinjuku. And with his comfort-
.’I, ej&s  position within the area’s criminal underground being his entire world -defining him as

, , a Person, in fact - that would effectively mean the end of the life he likes so much to lead.
As the first film to fit the structural and thematic mould that would come to charac-

1 tense Takashi Miike’s cinema, Shinjuku Outlaw also contains many direct connections with

v the director’s later work, with characters, scenes and situations which would return in numer-
&

2;  dos films. One very clear example is the character of Tagami, who forms the blueprint for

>t the cop protagonists in Shinjuku Triad Society and Dead or Alive. He is a policeman whose
:,I; zmmersion  in the criminal underworld have made him as comfortable in that world as any of

-’ the criminals he is supposed to apprehend. His relationship with organised crime consists
of favouritism,  deal making and corruption, and the title Shinjuku Outlaw refers to him as
much as it does to Yomi.

.  .;:,*p The Tagami blueprint also returns in tchi the Killer, in the shape of Jdii  (played in that
:s,~ f#m  by Shinya  Tsukamoto), but in this case it concerns a different aspect. Both characters
$,  ,‘.are  manipulators, whose behind-the-scenes schemes employ others to suit their own pur-

:a pose and to achieve their own goals. The weak-willed form perfect prey: Shinjuku Out/a&
Eta and Ruby return as lchi and Karen in lchi the Killer. Tagami’s goals are to gain as much

:I
k~s-;-

money and power as possible, and at the same time have the least amount of worries, has-
ele and work. Tough the yakuza may think they have the cop in their pocket and that it is

+&..they  who are manipulating him, the opposite is true. Tagami has complete control over his
^ affairs and every deal he makes ultimately suits his own purpose.

Another direct connection between Shinjuku Outlaw and later films is the presence
of a group of non-Japanese muscling in on yakuza territory. Shinjuku Triad Society tells

b:
fargely  the same story, down to the nationality of the novice gangsters being Taiwanese
(with the above mentioned crooked cop caught in the middle). In Dead or Alive it’s a group
of zanfyu  koji threatening the status quo in Shinjuku’s crime world, again with a cop forced
to react.

The character played by Ruby Moreno  also returns in various guises in later Miike ’
: films: Shinjuku Triad Sociely,  Rainy Dog and Ley Lines all contain female characters (usu-

ally prostitutes) who help the male protagonist escape their environment and the trouble

they are in. They also serve as aid in the sexual sense, without the two characters ever
developing love (Ley Lines could be seen as an exception in this case).

In addition to the similarities in plot, character and the aforementioned montage, there
is another element which links Shjnjuku  Out/aw  with DeadorAlive:  the finale to both films is

* remarkably similar, albeit that the former keeps its feet firmly planted in everyday reality.
(This is characteristic of Shinjuku Ouflaw as a whole, since it is altogether more down-to-

+’ earth than Miike’s later work and less exciting as a result), Both scenes feature a meeting of
COP  and criminal, a desolate setting (in Shinjuku Outlaw a beach,  in Dead or Alive a

2, Plain), the presence of cars (one of which explodes) and a shoot-out that neither c
Survives without spilling blood. Perhaps this is one of the reasons why the director

” finale Of Dead or Alive into such outlandish territory: he had already played the same scene
83 straight in Shinjuku Outlaw.
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As already noted in our examination of Last Run, in Mike’s  films characters can never
walk off into the sunset with the money and their lives intact. Shinjuku Outlaw is a perfect

example of this and the way the main characters’ fates are sealed by the bag of money they
carry with them is repeated in Rainy Dog, Ley Lines and The Civ  of Lost Souls.

In each case, these ideas which first emerged in Shinjuku Outlaw are better con-
structed and better executed with each subsequent reappearance. But even though he
would do it all again and better in later years, Shinjuku Outlaw  should be considered the
directors first fully realised film and the starting point of Takashi Miike as an artist.

As big as the step up from Oretachi  Wa Tenshi  Ja  Nai  2 may have been, the step down to
Bodyguard  K f b a  2  a n d  3  ( B o d y g u a r d  K i b a  - Shm  N o  M o k u s h i r o k u  a n d  B o d y g u a r d  K i b a
- S h u r a  N o  M o k u s h i r o k u  2 ,  1 9 9 4  - 1 9 9 5 )  i s  m u c h  m o r e  d r a m a t i c .  A f t e r  S h i n j u k u  O u t l a w ,
Miike shot the two sequels to his 1993 film back-to-back, and their lack of quality is a good

example of how uneven the director’s output was in the first years of his career.
Shot largely in Taiwan from screenplays by Hisao Maki, these sequels represent prob-

ably the lowest point in Miike’s career from an artistic point of view. They are listlessly shot,
sloppily edited (by Yasushi Shimamura, who would go on to become Miike’s regular editor,
greatly improving his skills along the way) and feature universally poor performances by
actors whose voices are shoddily dubbed in a poorly delivered mishmash of languages.

Structurally the two films sink to even lower depths than A Human Murder Weapon, with
characters appearing and disappearing at whim, a ptot hinging on coincidences and a story
that generally serves as an excuse to show uninspired martial arts scenes.

Takeshi Yamato returns in the title role, as does Maki as master Daito.  As was to be
expected, the latter again gets ample opportunity to show off his martial prowess. With Maki
serving as writer, actor and co-producer, it’s very likely that he had a strong influence on the

final  result of both films.This would explain the numerous repetitions (throughout both films)
of a sequence featuring him working out alone in his karate dojo,  bare-chested and his skin
gleaming with oil. With absolutely no relation to the story, this sequence is no longer just a
case of vain self-indulgence, it’s simply masturbatory.

In B&yguard  Kiba 2, Naoto Kiba is once again hired by Daito,  this time  to escort a
young woman called Natsuki toTaipei.There they become involved in the tug-of-war between
the local branch of Daito’s  karate school and businessman Wang, an old friend of the
Japanese karate master who is introduced as a kindly old geezer, but for reasons that remain

unclear quickly turns into a criminal mastermind. Learning of Kiba’s arrival, Wang sends a
score of uniformed martial artists, ninjas and gangsters to the school to kill the newcomer.
Many of the resulting fight scenes are badly timed, with wrongly chosen camera angles and
a laughable use of undercranking, all of which results in making Takeshi Yamato look stiff
and foolish. During one assault, Kiba is shot in the leg and staring into the barrel of a gun,
when out of nowhere a fellow bodyguard called Ryo (Takanori Kikuchi) appears, with DaitB’s
assistant Maki in tow, to save him in the nick of time -the nick of time in this case lasts
nearly half a minute, since the gunman prefers to needlessly stall and talk instead of plug-

ging Kiba in the head, thus of course allowing for Ryo to intervene.
In the aftermath of the attack, the owner of the school (Jack Kao) is revealed to be

Dait&  long-lost son Hideyuki and miss Natsuki as Hideyuki’s sister. After a karate match

between Hideyuki and Ryo, whose sole function is to convince us of the second bodyguards
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up a number of Hideyuki’s students and faces off against Wang’s
e beaten them which takes all of ten seconds , the credits roll and

introducing new characters into a story as a method
ript requires an entirely different approach, demand-

ructure, which Maki was clearly unable to provide.
_ f@~  actually takes over as protagonist in Sodyguard  Kfba  3, with Naoto Kiba ma-

more than a cameo appearance. Ryo is sent on a mission to guard Taiwanese star
n g Lee from her former manager. This man, a big game hunter who only has a

ress .  a  stereotypi-
even though they

r surreal montage
a  s e r i e s  o f  a t t a c k s
talking herself out

rle Kiba and Daito,

ang s mansron  and force him to
-’ @a# back  his biker gang, who were about to fire a bullet into Rye’s  skull with a snipers rifle.

Sodyguard  Kiba  3 suffers from a lot of problems, but probably the most jarring is the
Mt’s  extensive use of dubbed dialogue. All exchanges between Ryo and Shang Lee are in

his is all part of a big joke, as if both sequels are
ms. Part 3 even contains two explicit winks at other
al arts genre. The opening scene is an imitation of
n film (complete with wirework  and murky cinemato-

ang L e e ’ s kidnapping inexplicably involves the bikers dress-
‘, ’ Btg  up as the characters in Quentin Tarantino’s Reservoir Dogs (1991) and strolling out of

their hide-out in a carbon copy of that film’s credit sequence (with Tomio Terada imitating
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I f  Shinjuku Outlaw can be regarded as the first work of Miike as an artist, then Da&n  No
Gokud6  (1995) [lit: The third gangster] must be seen as the first film in which he integrates
elements from his personal experiences. The extent of these touches is somewhat limited,
since the film is a rather conventional addition to the yakuza genre, but the fact that the story
is set in Osaka, the city where Miike grew up, allowed the director to draw from his own
memories in portraying the characters.

Da&an  No GokudG was also the first Takashi Miike film to receive a theatrical release,

as witnessed by the certificate from the Japanese film ratings board Eirin that follows the
closing credit@.  The film didn’t get the proper multiple screen release of Shinjuku  Triad
Sociefy  later that same year, but it was nevertheless shown in a single theatre in Osaka, despite
being originally intended only for a video release. This strategy would become increasingly
common for V-cinema films from the mid-1990s onwards. As the public image of direct-to-

video films began to dwindle due to an overabundance of inferior product, distributors started
exploiting cinema releases as a label of quality for their films and a way to distinguish them
from the glut of straight-to-video releases.

For Daisan  No Gokudb, the director re-teamed with Shinjuku Outlaw’s Kiyoshi Nakajo,
who served in the dual capacity of actor and producer, the latter through his company Office
Nakajo. Nakajo takes the lead role of Reijiro Masaki, main lieutenant to yakuza boss Daimon

who adheres to strict codes of honour. The Daimon group is one of three powerful organ-
ised  crime outffts  in Osaka, but it is driven into a corner by a pact between the other two,
the T^d& and Takeda groups. Todb boss Hatori (Takuio  Kawatani) in particular is driven by
a desire to see the Daimon group destroyed.Three Daimon underlings hand him the excuse
on a silver platter: an argument with two Todo men in a seedy karaoke bar ends with one of
the two being stabbed to death.

The stabbing starts off a gang war which quickly has l&lo and Daimon men involved
in tights, stabbings, assassinations and drive-by shootings all through the city. Meanwhile,
the three original culprits are being kept hidden in a house on the outskirts of town. When

Masaki’s right hand man Miyagi brings tfiem  a supply of food, a T6do hitman enters the
house behind him. The intruder kills the threesome but spares Miyagi, who did little to defend
his colleagues and gets away with only a shot wound in the thigh. The reason for this soon
becomes clear: Miyagi has made a deal with the Takeda group and is feeding them infor-
mation on the whereabouts of top Daimon members.

This allows Masaki’s rivals to get to him by using his weak point: his friendships with
a number of non-yakuza people, which include mechanic Atsushi (Yoshiyuki Omori), printer
Nagase and bar hostess Akemi. Atsushi  is beaten up in his garage by Takeda men, but

Masaki manages to intervene. Having his suspicions about Miyagi, Masaki ask another of
his non-yakuza friends, a private detective called Sone. to tail him. Sone returns with pic-
tures and an audio recording of Miyagi’s meeting with Takeda, after which Masaki executes
his former assistant on a rooftop. Atsushi is a witness to this coldblooded shooting and runs
away from Masaki in disgust. That night he finds himself again the victim of the Takeda

group, who beat him within an inch of his life and set fire to his garage. Badly hurt and with
no place to go, Atsushi has no choice but to wander the streets, eating from garbage cans
and stealing food from street vendors. Remembering that one of Masaki’s friends is a printer,
he rips out a page from the Yellow Pages and visits every single printer in Osaka until finally
f i n d i n g  N a g a s e .
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while, Daimon has taken a drastic decision to avoid any more harm to his men:
his  group, leaving his men masterless, but safe from l&do  aggression. With Atsushi

wkft  Masaki, the now former yakuza concocts a plan to get back at Hatori.  He asks
anfc to transform a normal car into a police vehicle and has him, Nagase and Sone

s, where Masaki forces him at gunpoint to dig
the pit, Masaki fires at him twice, missing on
o r d , l e a v i n g Hatori  to wallow in his anger and

hildren g r o w  u p , w h i l e Masak i has gone to contemplate his future as a civilian at
resort. Then one day a limousine shows up. Out steps Hatori,  who asks Masaki if
onsider joining the T6do  group as Hatori’s  right-hand man.

n a t u r e  a l s o  c o n s t i t u t e s a  r a t h e r  r e f r e s h i n g b r e a k  w i t h  t h e  c o n v e n t i o n s
which the film finds its origins. Having both Daimon - the hero’s father
he main villain - survive (not only that, Hatori  even stops being a vil-
to join him) is a resolute departure from genre expectations.

S.,̂ _ uddputs  another spin on things through the role played by non-yakuza
peop@.Their  presence adds dimension not only to the story but to the character of Masaki,
w&to  otherwise rather lacks personality. It’s through these non-yakuza people that the direc-

&x  integrates some of his personal experiences and memories into the film, most evidently
r&t  t h e  a n a l o g y  b e t w e e n  t h e  c h a r a c t e r  o f  Atsushi  a n d  M i i k e ’ s  o w n  t e e n a g e  a m b i t i o n s  t o
b e c o m e  a  m e c h a n i c .

It’s also worthy of note that nearly all of Masaki’s friends are working class men, reflect-
ing the environment in which the director grew up. Their black-stained fingers function as a

6: symbol for their position in society, but also for a basic connection that exists between them
as a result of that position. When Atsushi  is on the streets after getting his garage burned
down, it’s the motor oil on his hands that reminds him of Nagase the printer, whose own ink-
Stained fingers will later spell his doom. Although the consistency with which it’s employed makes

_’ it  work, it is a rather simplistic form of symbolism. Similarly, Masaki’s plot to get Hatori  with
the fake f~ol i i  car is in the context of a film like this naive if not completely silly,

Miike does however show that he has an eye for detail, as witnessed by the fact that

‘-
most of the dialogue in the film is spoken in Osaka dialect (echoing Bodyguard K&a’s use
O f  O k i n a w a n  d i a l e c t  a n d  p r e c e d i n g  s e v e r a l  O s a k a - b a s e d  f i l m s ) ,  b y  t h e  c a n d i d  f o o t a g e  o f

c the city’s  homeless and by the use of ambient sound in several scenes (notably the
s c e n e ) .  T h a n k s  t o  s u c h  e l e m e n t s ,  Daisan  N o  G&u&3  i s  n o t  w i t h o u t  i m a g i n a t i v e
and interesting moments. But on the whole, it is told in a very linear fashion and

2 with little sense of style, resulting in a film  that is a bit too much like its protagonist: dow&to-
earth and lacking excitement and personality.
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In total contrast to Daisan  No Gokudss  straight-faced approach, the directors next film Naniwa
Yr%y&err (1995) [lit: An Osaka tale of valiant men]5  is an irreverent parody of yakuza genre

) conventions. But despite the differences  on the surface, Nanirva  YrX@den  retains the personal
touches of its predecessor and expands them into a personal core that rests at the heart of
the film’s narrative.

T h e  f i l m  i s  a g a i n  s e t  i n  O s a k a  a n d  f o c u s e s  o n  t w o  l o c a l  t e e n a g e r s  w h o s e  q u e s t  f o r
e a s y  m o n e y  g e t s  t h e m  u n i n t e n t i o n a l l y  i n v o l v e d  w i t h  t h e  y a k u z a .  F o r  a l l  i t s  m a n y  m o m e n t s
of outrageous comedy, it’s this focus on two teenagers which makes Naniwa  Vfikydden  rise
a b o v e  t h e  l e v e l  o f  s i m p l e  p o s t m o d e r n i s t  g e n r e  p a r o d y .  O n e  g e t s  t h e  f e e l i n g  t h a t  t h e  t w o
c e n t r a l  c h a r a c t e r s  M a k o t o  a n d  E i j i  a r e  n o t  t h a t  f a r  r e m o v e d  f r o m  t h e  p e o p l e  T a k a s h i  M i i k e
spent his own high school years with, or perhaps even from himself.

Yoshiyuki Gmori,  who also played a Miike alter ego in Daisan  No Gokud6.  is Makoto,
one half of a pair of layabout  high school students with little interest in their education. With
h i s  f r i e n d  E i j i  (Kentaro  N a k a k u r a ) ,  h e  f r e q u e n t s  b a r s  a n d  g e t s  i n t o  s c r a p s  w i t h  h o o d l u m s ,
on one occasion saving a girl called Keiko from being harassed by a group of thugs. When
the boys dc  go to school - a place sliding down into complete anarchy - it’s to extort money
from the principal. Other teachers are too busy reading manga, smoking or steeping to inter-
fere, while the music teacher supplies the scene with live piano accompaniment.

Only managing to squeeze 10,000 yen out of him rather than the desired one million,
t h e  b o y s  n e v e r t h e l e s s  d e c i d e  t o  h i t  t o w n  i n  c e l e b r a t i o n .  S p o t t i n g  a  y a k u z a  b o s s  (Shingo
Y a m a s h i r o  f r o m  L a s t  R u n )  g o i n g  i n t o  a  h o s t e s s  c l u b  w i t h  s e v e r a l  w o m e n  i n  t o w ,  t h e y  f e e l
rich enough to do the same. After an evening-long binge, they are presented with a bill of
precisely one million yen. Makoto and Eij!  are unable to pay up and are chased out of the
club by the bouncer, who turns out to be none other than blind swordsman Zatoichi, protag-
onist of a series of popular swordplay action films (chambara)  from the 1960s.

Broke and severely hung over, the two boys think up new plans to make easy money
when Eiji spots a job ad in the paper promising an income of 50,000 yen a day. The next
day they head for the interview location - stealing the suits off two salaryman’s  backs on
the way - which turns out to be a gloomy, dilapidated warehouse on the outskirts of town.
W i t h  a  m e n t a l l y  r e t a r d e d  t e e n a g e r  a s  t h e i r  o n l y  c o m p e t i t i o n ,  t h e y  f i g u r e  t h e y ’ r e  h o m e  f r e e
until they realise that the interview is actually a recruitment ploy for the Kinsu yakuza group,
which is led by the same gangster they saw at the hostess club.

Makoto and Eiji are quickly initiated into the group as trainee gangsters and are set to
work washing the boss’ gold-lined limousine, which is stolen from under their noses by the
group’s loose cannon member Taijo. Played to the hilt by RikiyaYasuoka,  the hulking, booz-
ing, whoring, camouflage-clad Taijo takes the two chinpira  with him on his joyride. They end
up crashing the car, but Taijo takes a liking to Makoto and Eiji and drags them along on his
nightly tours of the city’s bars and hostess clubs, which invariably result in total chaos. At
o n e  o f  t h e s e  c l u b s  M a k o t o  e n c o u n t e r s  K e i k o  a g a i n ,  t h e  g i r l  h e  a n d  E i j i  s a v e d  f r o m  b e i n g
molested one night. With the building falling apart around them as a result of Taijo’s deadly
karaoke act, Keiko tells him she’s auditioning for a part in av-cinema  movie the next day. Makoto
later finds out that the film in question is in fact a bondage porn video, produced by a com-
p a n y  c o n t r o l l e d  b y  a  r i v a l  y a k u z a  g r o u p .  M a k o t o  a n d  E i j i  s t e a l  a  s c o o t e r  a n d  h e a d  f o r  t h e
location to save Keiko, who is at the same moment tied to a bed in her high school uniform
and about to be violated by a ski-masked brute. Storming in just in time, the boys save Keiko
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with help from Taijo, who had answered a call for a male actor in a porno movie and turns
out to be the man in the ski mask.

D e s p i t e  i t s  e m p h a s i s  o n  n o n e  t o o  s u b t l e  g e n r e  p a r o d y ,  N a n i w a  f ikybden  i s  a  f i l m
w h i c h  d e a l s  w i t h  t h e  e x p e r i e n c e  o f  g r o w i n g  u p  i n  O s a k a  ( a g a i n  u s i n g  t h e  c i t y ’ s  d i a l e c t ) ,
t e e n a g e  r e b e l l i o n  a n d  t h e  a d o l e s c e n t  w i s h  t o  b e c o m e  - a n d  b e  r e g a r d e d  a s  - a n  a d u l t .
Makoto and Eiji ’s  preference for bars, clubs and Osaka’s nightlife instead of school, their fas-
cination for the yakuza and their love of a good brawl -these are all attempts at being seen
as adults. Invariably, their actions only serve to emphasise their inexperience and immatu-
rity: they jump on bar hostesses in the belief that the women are prostitutes, can’t afford the
bill, while Eiji  doesn’t hold his alcohol well and usually ends up vomiting every drop he drank.

I n  i t s  t r e a t m e n t  o f  O s a k a  c h i l d h o o d ,  t h e  f i l m  i s  a  p r e d e c e s s o r  t o  s o m e  o f  t h e  d i r e c -
t o r s  l a t e r  w o r k s ,  i n  p a r t i c u l a r  Kenka  N o  Hanamichi  a n d  b o t h  Kishiwada  Sh6nen  G u r e n t a i
films. Nartiwa  Eky6den  deals with theme of growing up and leaving childhood behind you
for the more violent world of the adult. The effect of this violence is of course downplayed
h e r e  b y  t h e  c o m e d y  - t h e  e m p h a s i s  o n  w h i c h  w o u l d  d e c r e a s e  i n  e a c h  o f  t h e  a b o v e  f i l m s  -
but the film does stand as Miike’s first exploration of the theme of childhood. It’s not surpris-
ing then that he chose to do it in a setting he was so familiar with.

A l t h o u g h  N a n i w a  Ylikyeden  i s  e p i s o d i c  i n  s t r u c t u r e ,  t h e  p a r o d y  i s  e m p l o y e d  c o n s i s -
t e n t l y ,  a n d  t h e  film  d e l i v e r s  n u m e r o u s  d i g s  a t  y a k u z a  g e n r e  c o n v e n t i o n s  a n d  c l i c h e s :  t h e
g a n g s t e r s  h a v e  t o  r e s o r t  t o  j o b  a d s  t o  r e c r u i t  n e w  m e m b e r s ,  t h e y  w e a r  w o m e n ’ s  u n d e r w e a r
a n d  h o l d  t h e i r  m e e t i n g s  i n  f a m i l y  r e s t a u r a n t s  f u l l  o f  s c r e a m i n g  c h i l d r e n .  N o t h i n g  i s  s a c r e d
here, as a number of direct parodic references to other films attest, particularly the running
joke of Taijo being chased all over town by Osaka’s ugliest woman (shot as a direct visual
a n d  m u s i c a l  r e f e r e n c e  t o  J a m e s  C a m e r o n ’ s  T h e  Terminatotj  a n d  t h e  a p p e a r a n c e  o f  M i i k e ’ s
c h i l d h o o d  h e r o  Z a t o i c h i  a s  a  n i g h t c l u b  b o u n c e r  ( r e c e i v i n g  a  f a c e  f u l l  o f  v o m i t  c o u r t e s y  o f
Eiji).  U n l i k e  i n  t h e  h i g h l y  u n e v e n  B o d y g u a r d  Kiba  3 ,  h e r e  s u c h  r e f e r e n c e s  f i n d  t h e  p e r f e c t
c o n t e x t .

In one of the film’s most inspired jokes, Miike directly plays with and pays tribute to
the films  V-cinema origins: as the culmination of Rikiya Yasuoka’s destructive karaoke act,
i n  w h i c h  e q u i p m e n t  e x p l o d e s  a n d  t h e  e n t i r e  n i g h t c l u b  n e a r l y  c r u m b l e s ,  t h e  s c r e e n  d i s t o r t s
a n d  s h a k e s  a n d  t h e  l e t t e r b o x e d  f r a m e  l i t e r a l l y  f a l l s  d o w n ,  l e a v i n g  f i r s t  a  b l a c k  s c r e e n  a n d
then a malfunction notice. It’s a joke which is only possible on video and forms a very know-
ing wink (or perhaps even a tribute) to the medium. The film’s inspired irreverence is also
reflected in the casting, particularly that of the two leads who play completely against type:
comedian 6mori  is the hero of the piece, while the more boyishly handsome Nakakura plays
his bumbling, buffoonish sidekick.

The contrast in tone between Naniwa Wkybden  and its immediate predecessor Daisan
No  Gokud6  is not unusual in the light of earlier films. It was not the first time that Miike made
a drastic switch of genre, nor would it be the last. However, in all earlier cases such a con-
trast was an indication of the unevenness of the director’s work. This time, he changes direc-
tion and manages to maintain (and in fact improve) the quality of his work from one film to
the next. With that and the film’s thematic weight, Naniwa ycikyaden  marks the end o s h i
Miike’s formative years and heralds the next step in his development as an artist.
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Outlaw Director (films 19952002)

KU TRIAD SOCIETY
~~.&$‘t&r%e~  Kuroshakai  - China Mafia Sense

:,:+.*~

aisan No Gokudo  was the first of Takashi Miike’s films to be projected on a silver
flfm  was made as V-cinema and intended for a straight-to-video release. Sbinjuku

‘~~~~&@$Saciety,!. released later that same year, was the first film Miike made specifically for

tease. It also marked his first collaboration with production and distribution com-
with whom he would re-team on numerous occasions, resulting in key films like
Ley Lines and Dead or Alive.

‘Z&rrjukuTradSociefyisthefilminwhich  thedirector’sthemesconcernsandstylecome
t&ii  full  fruition and it should therefore be considered the turning point in not only his

“,.e#@,  but also in his development as an artist. With this film starts the second phase of

‘i h&,$#erk,  a phase distinguished by an increasing consistency in thematic content, imple->,I_
n of style and -with some shakes and starts -the overall quality of his work.

ny ways Shinjuku Triad Society is a continuation of the themes of Shinjuku

@$&&#a)
both films Miike teamed with screenwriter Ichirc Fujita and producer Toshiki

butwith a more focused narrative and improved characterisations.  Shinjuku Outlaw’s
f&j&&&:nrst  Yomi was a stock character, an on the whole infallible hero whose interesting

~~-~~tsQ.e.  his rootlessness or sense of not belonging) were acquired through circum-
“’ &&nce.The  protagonist of Shinjuku Triad Society, Tatsuhito Kiriya (played by Kippei Shiina),

*&$yg@Mi-t’ wn of Shinjuku Outlaw’s  antagonist‘ragami:  a corrupt policeman deeply involved
at ease in the criminal underworld of Shinjuku’s nighttime entertainment district of
6, where he doggedly pursues the increasing presence of Chinese organised

%fis  introduction tells us all we need to know about his methods as a policeman in a
sh&  arriving in his car for a raid on a nightclub, Tatsuhito opens his car door and a
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tire iron falls out. He picks it up and hands it to his partner to use as a weapon just before
they storm into the club.

T h e  m a i n  s u s p e c t ,  a  g a y  r e n t  b o y  a n d  p a r t - t i m e  c o c a i n e  d e a l e r  n a m e d  S h u ,  g e t s
a w a y ,  s l a s h i n g  a  p o l i c e m a n ’ s  t h r o a t  o n  h i s  w a y  o u t .  T h e  r a i d  d o e s  r e s u l t s  i n  t w o  a r r e s t s ,  a
C h i n e s e  m a n  w h o  w a s  b e i n g  s e r v e d  b y  S h u  i n  t h e  s t a i r w e l l  a n d  a  y o u n g  J a p a n e s e  w o m a n
n a m e d  R i t s u k o  ( E r i  Vu)  w h o  h e l p e d  S h u  e s c a p e  b y  h i n d e r i n g  T a t s u h i t o  i n  h i s  p u r s u i t .  B o t h
s u s p e c t s  a r e  b e a t e n  b y  T a t s u h i t o  d u r i n g  t h e i r  i n t e r r o g a t i o n .  R i t s u k o ,  s e e i n g  t h r o u g h  t h e
cop’s temper, taunts him to rape her in the interrogation room. Realising she put him in his
place, Tatsuhito vents his frustration by smashing her in the face with a metal chair (an act
not actually shown; Miike cuts away to the title screen, a loud drum beat over the edit sug-
g e s t i n g  m o r e  t h a n  a n  i m a g e  c o u l d  s h o w ) .

T h e  r e a s o n  f o r  t h e  c o p ’ s  f i e r c e n e s s  a n d  h i s  o b s e s s i v e  p u r s u i t  o f  t h e  C h i n e s e  q u i c k l y
b e c o m e s  c l e a r .  T a t s u h i t o  i s  a  zanryu koji,  t h e  s o n  o f  a  C h i n e s e  m o t h e r  a n d  a  J a p a n e s e
father who was himself a ‘war orphan’. Since he speaks Mandarin, Tatsuhito is now in charge
of investigations into Chinese organised crime. A newspaper clipping on the wall of his pa-
r e n t s ’  h o u s e  r e p o r t s  o n  T a t s u h i t o ’ s  e n t r y  i n t o  t h e  p o l i c e  f o r c e ,  w i t h  a  h e a d l i n e  t h a t  r e a d s :
“ W a r  o r p h a n  f r o m  C h i n a  g r a d u a t e s  f r o m  u n i v e r s i t y  a n d  e n t e r s  p o l i c e ” .  W e  s e e  a  g l i m p s e  o f
the article and a quote by Tatsuhito: “I am a Japanese” - it’s a quote which indicates a false
s e n s e  o f  c o n f i d e n c e ,  a  r e p r e s s i o n  o f  h i s  i d e n t i t y  ( o r  l a c k  t h e r e o f )  b y  a s s u m i n g  a n o t h e r .  I n
the eyes of a cop who denies his Chinese heritage in order to succeed in Japan, a Chinese
c r i m i n a l  d e s e r v e s  ‘ s p e c i a l ’  t r e a t m e n t .

T h i s  m o t i v a t i o n  i s  f u r t h e r  e n h a n c e d  b y  t h e  f a c t  t h a t  h e  t a k e s  b r i b e s  f r o m  t h e  r u l i n g
Y a m a n e  y a k u z a  g r o u p ,  w h o  h a v e  m o r e  t h a n  a  p a s s i n g  i n t e r e s t  i n  r i d d i n g  Kabukich6  o f  t h e
C h i n e s e  m a f i a .  T h e  b r i b e  m o n e y  h a b i t u a l l y  g o e s  t o  T a t s u h i t o ’ s  p a r e n t s ,  p a r t i c u l a r l y  t o  p a y
for the treatment of his father’s pneumonia. It’s one of the few things that still connect him
t o  h i s  f a m i l y ,  w h o s e  t h r e e  c h i l d r e n  h a v e  g o n e  t h e i r  d e c i d e d l y  s e p a r a t e  w a y s .  T a t s u h i t o  h a s
a  s i s t e r  w h o s e  e x i s t e n c e  i s  o n l y  g l i m p s e d  f r b m  a  l e t t e r  a n d  a  p h o t o g r a p h  o f  h e r  a n d  h e r
i n f a n t  s o n .  H i s  y o u n g e r  b r o t h e r  Y o s h i h i t o  ( S h i n s u k e  Izutsu)  i s  a  l a w y e r  a n d  t h e  u n e a s y ,
antagonistic relationship between the two isestablished whenYoshfhito  gets Ritsuko released
f r o m  d e t e n t i o n .

But Ritsuko’s  connection to the Chinese mafia is a close one, as she is the girlfriend
o f  K a r i n o  ( f o r m e r  boxerTakeshi  C a e s a r ,  w h o  m a d e  n u m e r o u s  a p p e a r a n c e s  i n  t h e  d i r e c t o r ’ s
films in the second half of the 199&r),  who is in turn the right-hand man of Shu-Ming Wang,
a  T a i w a n e s e  c r i m i n a l  w h o s e  g a n g  i s  c h a l l e n g i n g  t h e  e s t a b l i s h e d  o r d e r  i n  Kabukicho  w i t h
v i o l e n t  f e r o c i t y .  W a n g  ( p l a y e d  b y  T o m o r o w o  T a g u c h i ,  w h o  w o u l d  a l s o  g o  o n  t o  f e a t u r e  i n  a
large number of Miike’s films) is an all-round sexual deviant: homosexual, exhibitionist and
sadist. He is a man who tears out a woman’s eyeball with his fingers, but who is at the same
time deeply in love with his boyfriend, the rent boy Shu. (A very similar character would turn
up several years later in the shape lchi  the  Killer’s  Kakihara.)

T a t s u h i t o  f i r s t  l e a r n s  a b o u t  W a n g  t h r o u g h  h i s  s e c o n d  s u s p e c t ,  Shu’s  C h i n e s e  c l i e n t .
T h o u g h  h e  a t  f i r s t  r e f u s e s  t o  s p e a k  a n y t h i n g  b u t  h i s  o w n  d i a l e c t ,  T a t s u h i t o  e v e n t u a l l y  g e t s
him to spill the beans in Mandarin by having him anally raped by one of his fellow detectives
i n  t h e  p o l i c e  g y m n a s i u m ,  a w a y  f r o m  p r y i n g  e y e s .  I t ’ s  a n o t h e r  i n d i c a t i o n  o f  T a t s u h i t o ’ s  o w n
perversions, and the film asks the question who is worse: the criminal or the cop. Especially
w h e n  T a t s u h i t o  l a t e r  r a p e s  R i t s u k o  a s  a  m e a n s  t o  e x t r a c t  m o r e  i n f o r m a t i o n  f r o m  h e r  a b o u t
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mes clear that while he and Wang are on opposite sides of the law, they are

a little bit similar. Their similarities indicate that this is definitely not a story of
usevil, that everyone exists in a state where the two concepts are decidedly blurry.

he information gained from the two suspects, Tatsuhito and his partner Shimada
out Wang during his daily affairs and discover that Yoshihito is working for the

g s t e r . Enraged, Tatsuhito chases’their car on foot and manages to catch up

traffic light. He is too exhausted to do anything, but the look he directs at
gh the windshield sums up all the resentment the cop feels for his younger

res of Wang taken by Shimada  lead to a positive identification and further

ut hi activities and past: Wang fled Taiwan after committing a murder and
ed up in Kabukicho  where he is now involved in the smuggling of human
day he continues to financially support a hospital in his hometown.

hance to investigate more presents itself when Tatsuhito is ordered to deport a

isoner to his homeland. Though his job is to only deliver the suspect to the
and return to Japan, he seizes the opportunity to investigate into Wang’s past

the hospital, where children are selling their internal organs to Wang’s network

investigations is a local cop who studied Japanese in

se heritage, his dependence on a local guide is an indi-
s not a simple case of going back to one’s roots. Instead
differences and the only thing he recognises  is a song

ildren (in a later scene Wang sings the same song, once
res  between the two characters). This situation intensifies

areness of his lack of roots, also because hisTaiwanese  companion confronts
real history:Tatsuhito was born in China and didn’t come to Japan until the age
here he adopted his father’s Japanese name in favour of the Chinese name

in the film and from this moment on h i s m a i n
nese gangsters, but to reunite his family and
his mother calls him to say that she hasn’t

nged brothers as depicted here is an almost ultimate s y m b o l  f o r  t h e dis-

uhito begins his search for his brother, he soon realises that things have

fits from h i s organ smuggling b u s i n e s s .  W h e n
theses changes the hard way - he is beaten
and Karino in the trunk of a car. Shot up with

e Ritsuko finds him. The girl takes him to her
i’
i <
I,  *
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apartment and nurses him back to health. When Tatsuhito asks her why, she says that being
with him was the first time she ever experienced an orgasm while not high on heroin. This
m o m e n t  i s  t h e  f i l m ’ s  m a j o r  w e a k n e s s .  A s i d e  f r o m  t h e  m o r a l  o b j e c t i o n s  o n e  m i g h t  h a v e
against a woman achieving orgasm through rape (it must be said that this is never depicted:
only the start of the rape is actually shown, not the rest of it), the problem is that the entire
conclusion of the film rests on Ritsuko helping Tatsuhito. and given his treatment of her in
e a r l i e r  s c e n e s ,  h e r  c h a n g e  o f  h e a r t  i s - t o  s a y  t h e  v e r y  l e a s t  - s u d d e n .

In the meantime, Wang and Karino have killed Ohe and his top men for taking more
than the agreed percentage of the profits, thus making Wang one of the most powerful men
in Shinjuku. Back on his feet and with information from Ritsuko, Tatsuhito tracks down Karino.
whom he kills (with a bullet in the groin) after the henchman tells him where Yoshihito can
b e  f o u n d .  H e  t h e n  l o c a t e s  Y o s h i h i t o  i n  a  d e c r e p i t  a p a r t m e n t .  W h e n  h e  t e l l s  h i s  y o u n g e r
b r o t h e r  t h a t  h e  w a n t s  t o  t a k e  h i m  a w a y  f r o m  W a n g  a n d  b r i n g  h i m  h o m e  t o  h i s  p a r e n t s ,
Yoshihito pulls a gun on him and says he has no interest in leaving. With the foolishness of
y o u t h ,  h e  s a y s  t h a t  h e  is’just  u s i n g  W a n g  t o  h i s  o w n  e n d s .  T a t s u h i t o  t e l l s  h i m  a  m a n  l i k e
Wang  doesn’t let himself be used, then tries to grab his brother’s gun. A struggle ensues in
which  T a t s u h i t o  b e a t s  h i s  b r o t h e r  i n t o  s u b m i s s i o n .  H e  t h r o w s  t h e  u n c o n s c i o u s  y o u n g  m a n
over  his shoulder and puts him on a train to his parents’ house, phoning his father that his
son  is on his way home (“He might be sleeping, so could you go into his compartment and
wake  h i m  u p ? “ )

T a t s u h i t o  m a k e s  h i s  w a y  i n t o  W a n g ’ s  a p a r t m e n t ,  w h i c h  i s  l o c a t e d  a b o v e  a  p h a r m a c y
specialising  in stamina drugs. There he finds - again creating a parallel between protago-
n i s t  a n d  a n t a g o n i s t  - t h a t  W a n g  a n d  S h u  h a v e  j u s t  b e e n  i n  a n  a r g u m e n t  a n d  t h a t  S h u  i s
unconscious  on the bed with Wang washing the blood of his hands in the bathroom (Wang
ound a knife under Shu’s  pillow, then proceeded to remove one of Shu’s organs with it as
punishment  - i t  r e m a i n s  u n c l e a r  e x a c t l y  w h i c h  o r g a n ) .  T a t s u h i t o  f i r e s  s e v e r a l  b u l l e t s  i n t o
Wang’s  t o r s o ,  b u t  t h e  g a n g s t e r  r e f u s e s  t o  d i e .  E v e n  w h e n  t h e  c o p  c r a c k s  a  b o t t l e  o v e r  h i s
read and sticks the broken glass into his jugular, Wang still crawls across the floor. Covered
in blood from head to toe, he only gives up the ghost after Shu has grabbed his hand in a
gesture  of reconciliation.

The image of Shu  wounded on the bed also opens Shinjuku Triad  Society,  accompa-
nied by a voice-over in Mandarin, which tells us that this is a story about a love affair. What
his  voice-over does is make Wang and Shu the protagonists of the film, and turn Tatsuhito
i n t o  a  m e r e  p a s s e r - b y ,  a  s u p p o r t i n g  c h a r a c t e r .  T h i s  i s  e m p h a s i s e d  b y  t h e  v o i c e - o v e r  t h a t
s u b s e q u e n t l y  c l o s e s  t h e  f i l m ,  w h i c h  m e n t i o n s  i n  a n  a l m o s t  o f f - h a n d  w a y  t h a t  T a t s u h i t o  w a s
killed  in an alley not long after Wang’s death. The death of a peripheral character deserves
no more than a brief mention,

This mention of Tatsuhito’s death also serves to tie up his own story. Throughout the
film he has moved through the various stages typical for characters in Miike’s film: he starts
out a rootless man  -  a zanryo  koji  who isn’t even a real zanryu  koji  - who sublimates his
feelings  of being an outcast in society through denial and outbursts of violence, and eventually
tries to find happiness by forming (or in this case reuniting) the family unit. But in the
nd, he undoes his own attempts to form that unit by not joining it. He is promised a promotion
for his work in fighting organised crime and chooses to live his own solitary life. By not
lining  the safety of his family, he effectively initiates his own downfall.

  



Wang is also an outcast. Both in Japan and at home in Taiwan he is a wanted man.
He searches for happiness in his relationship with Shu, who never truly loves him back and
e v e n  a t t e m p t s  t o  k i l l  h i m .  W a n g  r e s p o n d s  w i t h  v i o l e n c e  h i m s e l f  a n d  i s  k i l l e d  v e r y  q u i c k l y
t h e r e a f t e r  b y  T a t s u h i t o .  W e  h a v e  a l r e a d y  n o t e d  s i m i l a r i t i e s  b e t w e e n  t h e  t w o  m e n ,  a n d  t h i s
a l s o  g o e s  f o r  t h e  m a n n e r  i n  w h i c h  t h e i r  f a t e s  a r e  i n t e r t w i n e d .  T h e  b i g  d i f f e r e n c e  b e t w e e n
the two is that while Tatsuhito’s entire character is based on matters of ethnicity and roots,
Wang doesn’t care about such things. When Tatsuhito lies bleeding in the trunk of a car, he
tells Wang how as children, Yoshihito and he were imprisoned in  a freezing cell in the mid-
d l e  o f  w i n t e r  f o r  s o m e t h i n g  t h e y  d i d n ’ t  d o .  T h e y  w e r e  b l a m e d  f o r  t h e  s i m p l e  f a c t  t h a t  t h e y
were Japanese. He says it to justify his belief that Yoshihito belongs with him and not with
Wang, but to Wang, such allegations mean nothing. “Yoshihito needs me and I offer him a
place because I need him:’ Wang replies before injecting the policeman with heroin. ‘That’s
our connection.” He thinks only in terms of mutual benefit, not background or identity.

T h e  r o a d s  w a l k e d  b y  b o t h  m e n  r e s u l t  i n  v i o l e n c e .  A n d  in~Shinju/ru  Triad  S o c i e t y  t h a t
v i o l e n c e  i s  e v e r y w h e r e  a n d  a l l - p e r v a s i v e ,  r e g u l a r l y  c r o s s i n g  t h e  l i n e  i n t o  e x a g g e r a t i o n .
Particularly in the first half of the film and the opening minutes, in which Miike uses exag-
geration to set the tone for the story. It’s a tone of madness and chaos: a decapitated body
in the streets, flashing police sirens, the raid on the nightclub - in one of Miike’s now trade-
mark montages, Shinjuku is presented as a world gone permanently mad (it would go just a
little bit madder in the similar opening montage of Dead or A/be  four years later), where a
f o r e n s i c s  o f f i c e r  p o s e s  w i t h  a  s e v e r e d  h e a d  a n d  a  b i g  s m i l e .  T h i s  i s  t h e  b l a c k  s o c i e t y
( k u r o s h a k a i )  o f  t h e  f i l m ’ s  J a p a n e s e  t i t l e :  a  d e r a n g e d  w o r l d  t h a t  l i v e s  s i d e - b y - s i d e  w i t h  o u r
o w n  w i t h o u t  e v e r  b e i n g  n o t i c e d ,  r i g h t  u n d e r  p e o p l e ’ s  n o s e s  o r  i n  t h e  c o r n e r s  o f  t h e i r  e y e s ,
behind the facade of everyday life. A sequence early in the film expresses this perfectly. In a
hand-held shot we followiatsuhito  through a normal shopping street in Shinjuku, but instead
of following the crowd he turns into a narrow, deserted alleyway, then into another alleyway
where he finds a door behind which is located the Yamane group’s illegal boxing ring. In the
c o r n e r s  o f  o u r  e y e s . .

This black society is a world of violence and vice, where murder, rape and mutilation
are commonplace and where the turd you step in on the streets might well have come from
a human being (as Tatsuhito’s partner Shimada  at one point experiences). It’s exaggerated,
c e r t a i n l y ,  b u t  t h e  d e p i c t i o n  o f  t h i s  s o c i e t y  d e m a n d s  e x a g g e r a t i o n ,  a s  s h o w n  b y  t h e  o p e n i n g
m i n u t e s  o f  t h e  f i l m :  w h e n  S h u  c u t s  a  p o l i c e m a n ’ s  t h r o a t  a n d  w r i s t ,  t h e  b l o o d  s p u r t s  o u t  i n
showers of red. A giant, orange-tinted moon hangs over theTokyo  Metropolitan Government
building, home of the police force.

Such exaggeration is perfectly captured by director of photography Naosuke Imaizumi,
whose saturated colours  are functional here, where they were purely aesthetic in Bodyguard
Kiba. The interior of the police station is caught in a cold blue, the predominance of yellow
m a k e s  t h e  T a i w a n  s u m m e r  h e a t  a l m o s t  t a n g i b l e ,  w h i l e  t h e  r e s t l e s s  e n e r g y  o f  Kabukicho
jumps out in the reds and greens of the neon light.

The Kabukicho  setting in itself functions in much the same way, its lights giving the
place an unreal quality. It’s an example of how the area symbolises myth in Miike’s films, an
effect achieved though little more than employing local colour.  In this, Shinjuku Triad Socieiy
witnesses the director’s increased attention for details in sets, people, locations and props.
Much of the time, it’s a case of turning the necessity of shooting wild in the streets into a



v i r t u e .  T h e  a b s e n c e  o f  c r o w d  c o n t r o l  o r  c l o s e d - o f f  s t r e e t s  c o u l d  b e  r e g a r d e d  a s  a  n u i s a n c e ,
but can also be turned to a filmmaker’s advantage if the location happens to contain all the
elements he is looking for. The accidental presence of such details in Miike’s films is never
truly accidental, since it was framed, recorded and edited in. This ability to use real life  and
c o i n c i d e n c e  t o  t h e  f i l m ’ s  a d v a n t a g e  w o u l d  b e c o m e  a  t r a d e m a r k  o f  t h e  d i r e c t o r s  w o r k ,  p a r -
ticularly in the many films set in Kabukicho.
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JINGI NAKI YAB6

1 9 9 6

T h e  n e x t  f i l m  M i i k e  d i r e c t e d  w a s  a g a i n  f o r  t h e  v i d e o  m a r k e t .  Toei  V i d e o ,  t h e  f o u n d e r s  c
V - c i n e m a ,  p r o d u c e d  Jingi  Naki  Yabd  [ l i t :  A m b i t i o n  w i t h o u t  h o n o u r ] ,  a  f i l m  w h o s e  t i t l e  w a
a n  e x p l i c i t  r e f e r e n c e  t o  t h e  s u c c e s s f u l  y a k u z a  s e r i e s  B a t t l e s  W i t h o u t  Honour  a n d  Humanif
(original title: Jingi Naki  Tatakai),  directed by Kinji Fukasaku in the first half of the 1970
a n d  a l s o  p r o d u c e d  b y  Toei.  T h e  f i l m  i t s e l f  h o w e v e r  b o r e  l i t t l e  r e l a t i o n  t o  F u k a s a k u ’ s  f i l m s
t h e  o n l y  c o n n e c t i o n s  b e i n g  c o m p o s e r  T o s h i a k i  T s u s h i m a  ( w h o s e  s c o r e  d o e s  r e s e m b k
h i s  f a m o u s  s o u n d t r a c k  f o r  t h e  BatNes  s e r i e s )  a n d  a c t o r s  Shinichiro  M i k a m i ,  N o b u o  Yam
a n d  H a r u m i  S o n e .

Sane,  who had played the role of Soma  in Miike’s Daisan  No Gokud6  films, served a:
producer on Jingi Naki  Yab6.  The fflm  was an attempt to launch his son Hideki as a leadin!
man in V-cinema, an intention reflected in the story, which deals with a father-son relation
s h i p  a n d  t h e  g a p  b e t w e e n  g e n e r a t i o n s .

The younger Sone playsTetsuya,  a 17-year old  chinpira  of the Shiramatsu yakuzagroup
who winds up in prison for seven years for stabbing the leader of the rival Tamazawa clan (s
c a m e o  b y  S o n e  s e n i o r ) .  A f t e r  h i s  t e r m  i s  up,  h e  i s  r e l e a s e d  i n  t h e  p o u r i n g  r a i n  a n d  picket
up by his girlfriend Kayo (Naoko Amihama). They celebrate their reunion by making love ir
the rain against the prison wall.

Kayo has matured in those seven years. She holds a job that has allowed her to save
u p  a n d  s h e  i n t e n d s  t o  u s e  t h e  m o n e y  t o  l e a v e  t o w n  a n d  s t a r t  a  n e w  l i f e  w i t h  T e t s u y a .  B u t
t h e  y o u n g  m a n  i s  e a g e r  t o  r e j o i n  t h e  S h i r a m a t s u  g r o u p ,  m u c h  t o  h i s  g i r l f r i e n d ’ s  d i s m a y .
W h e n  h e  v i s i t s  t h e  g r o u p ’ s  o f f i c e s ,  T e t s u y a  r e c e i v e s  f a r  f r o m  t h e  h e r o ’ s  w e l c o m e  h e  h a d
h o p e d  f o r .  T h e  y o u n g e r  m e m o e r s  o f  t h e  g r o u p  d o n ’ t  recognise  h i m  a n d  i t ’ s  o n l y  t h e  p r e -
s e n c e  o f  s e c o n d - i n - c o m m a n d  l s h i b a s h i  (Kojir6  S h i m i z u )  t h a t  p r e v e n t s  h i m  f r o m  r e c e i v i n g  a
b e a t i n g .  I n  h i s  c o n v e r s a t i o n  w i t h  I s h i b a s h i ,  T e t s u y a  r e a l i s e s  t h a t  t h i n g s  h a v e  c h a n g e d  d u r -
i n g  h i s  a b s e n c e .  T h e  w a r  b e t w e e n  S h i r a m a t s u  a n d  T a m a z a w a  t h a t  e r u p t e d  i n  t h e  w a k e  o f
the assassination crippled the group, while the collapse of the bubble economy also had its
e f f e c t  o n  o r g a n i s e d  c r i m e .  O r d e r e d  t o  l a y  l o w  b y  o t h e r  y a k u z a  f a c t i o n s ,  t h e  S h i r a m a t s u  a r e
n o w  c o l l a b o r a t i n g  w i t h  t h e i r  o l d  e n e m y  i n  a n  a t t e m p t  t o  s u r v i v e .  l s h i b a s h i  g i v e s  T e t s u y a  a
s m a l l  s u m  o f  m o n e y  a s  t h a n k s  f o r  h i s  s e r v i c e ,  b u t  t h e  g r o u p ’ s  l e a d e r  m i s t e r  Shiramatsu*
i n s i s t s  t h a t  T e t s u y a  i s  n o  l o n g e r  w e l c o m e  i n  t h e  c l a n ,  s i n c e  h i s  p r e s e n c e  m i g h t  u p s e t  t h e
T a m a z a w a  g r o u p .

E v e r  s i n c e  h i s  m o t h e r  d i e d  w h i l e  h e  w a s  i n  h i s  e a r l y  t e e n s ,  T e t s u y a  h a s  s e e n  t h e
organisation as his surrogate family. He never knew his father who he believes to be dead.
In actual fact, his father is not only alive, but he is one of the top men of theTamazawa  clan,
a s  w e  l e a r n  s o o n  t h e r e a f t e r .  T h i s  m a n ,  S h i b a y a m a  (ShinichirB  M i k a m i ) ,  w a s  p r e s e n t  w h e n
T e t s u y a  s t a b b e d  h i s  b o s s  s e v e n  y e a r s  e a r l i e r  a n d  c a r r i e s  a  h u g e  s c a r  a c r o s s  h i s  l e f t  c h e e k
to remind him of how Tetsuya slashed his face with the same knife that killed the boss. When
h e  w a s  a  y o u n g  m a n  S h i b a y a m a  w a s  a r r e s t e d  h i m s e l f ,  a t  a  m o m e n t  w h e n  h i s  g i r l f r i e n d  -
T e t s u y a ’ s  m o t h e r  - w a s  p r e g n a n t .  V i s i t i n g  h i m  i n  j a i l ,  s h e  t o l d  h i m  s h e ’ d  h a d  a n  a b o r t i o n
and that she would start a new life without Shibayama.
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Driven by his wish to belong to a group, as well as Shiramatsu’s old promise that he
would be taken back into the clan after his sentence, Tetsuya persists in his attempts to

rejoin the yakuza. When he turns up at a gambling den owned by the group, several Tamazawa
men spot him and Tetsuya is thrown out by Ishibashi. Meanwhile, his stubbornness and
immaturity are also affecting his relationship with Kayo, not helped by the fact that Tetsuya

is spending more time with four of his old friends (one of whom is played byyoshiyuki  6mori)
than with her. But the fightswith his girlfriend only help to drive him further away from her
and make him more determined to be re-adopted into the yakuza. This determination is

symbolised by the suit he wears when he turns up at Shiramatsu’s house the next day.
Despite his effort, he is ignored by lshibashi driving out of the gate in his limousine. The
young man tries to block the street, but lshibashi orders his chauffeur to keep driving, knock-
ing over Tetsuya and landing him in hospital.

While Kayo sees this as the final straw, Tetsuya’s friends hatch a plan to get back at

the yakuza. As soon as Tetsuya is out of hospital, they take revenge through a series of
pranks: they cause chaos in a yakuza-owned pachinko  parlour, beat up any individual
Shiramatsu members they find and hijack a top-ranking gangster’s boat, throwing him over-
board naked in a dingy, then sending pictures of the incident to Shiramatsu. (It’s telling that

Tetsuya fights back with adolescent pranks rather than guns, since being young these are
the only weapons he and his friends have at their disposal -they cause humiliation rather
than physical harm.)

When Tetsuya is ambushed in the streets and beaten up by Shiramatsu men, Shibayama
comes to his aid. He advises the battered Tetsuya to leave town and gives him money, but

,doesn’t  reveal that he is the young man’s father. When Shibayama asks him if he remembers
his face, Tetsuya can’t even recall that he cut Shibayama seven years ago. Stumbling off,
Tetsuya encounters Fujisaki (singer SaburB Kitajima), a professional gambler presiding over
the game play at the Shiramatsu gambling den. The only person within the group to take pity
on him, he agrees to arrange a meeting with Shiramatsu in which Tetsuya can apologise.

Against Fujisaki’s advice to abandon his thoughts of becoming a yakuza, the boy hopes that
this meeting will be his chance to be adopted into the group, exclaiming: “I  never knew my
father’s face, the boss of Shiramatsu is my only father.” When he meets Shiramatsu, the latter
suddenly acts exactly like the father figure Tetsuya so dearly misses. He offers him sake as an

advance to the.‘real’  initiation ceremony, which he promises will follow soon.

.

The fact that Tetsuya can’t see he is being used is the film’s weakest aspect; his naive
persistence is too strong and his need to find a father figure becomes too much of an all-
purpose excuse. He is very easily won over with a kind word from an elder or a sumptuous
meal, which Shiramatsu has waiting for him the next nightThe  old man’s invitation is enough

to drag Tetsuya away from the impromptu wedding ceremony his friends organised in an
effort to bring him and Kayo closer together.

Inevitably, during .their  private copious dinner the gangster asks him to assassinate
the leader of the Tamazawa clan. Tetsuya’s attempt to do so is foiled by Shibayama, who

jumps in front of his boss and catches the bullet, much to Tetsuya’s horror (he may not know
the man is his father, but he certainly sees him as a father figure).The young man flees and.
hides out in an abandoned building. Shiramatsu, under pressure from theTamazawa  group
who suspect him of being behind the assassination attempt, says Tetsuya acted alone in
attempt to get back into the organisation.
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Enka  singer SaburB  Kifaiima in the fok  of father figure
FUjiiWa.

Tetsuya calls up Kayo in an effor;
to reconcile their differences. She looks
him up but is followed to his hide ouf by
Shiramatsu’s men, who were ordered to

k i l l  h i m .  tn  t h e  e n s u i n g  s h o o t - o u t ,  if’s
Kayo who is hit by their bullets. Taking her

w i t h  h i m  t o  h i s  f r i e n d s ’  p l a c e ,  T e t s u y a
finds that they too have been slaughtered

b y  S h i r a m a t s u ’ s  m e n  a n d  t h a t  o n l y  h i s
best friend Joji  (6mori)  is still alive. He
c a l l s  a n  a m b u l a n c e ,  t h e n  g o e s  o u t  f o r
r e v e n g e .  A t t e m p t i n g  t o  i n t e r r u p t  a  har-
hour-side  meeting between the
Shiramatsu and Tamazawa groups, he is
s t o p p e d  b y  F u j i s a k i .  W h e n  T e t s u y a  t e l l s
h i m  w h a t  h a p p e n e d ,  t h e  g a m b l e r  t a k e s
h i s  s i d e .  T o g e t h e r  t h e y  b u r s t  i n t o  t h e
h a n g a r  a n d  a t t a c k  e v e r y  g a n g s t e r  p r e s -
e n t .  S y m b o l i s i n g  t h e  w a y s  o f  t h e  y o u n g
a n d  t h e  o l d ,  T e t s u y a  u s e s  a  g u n  a n d
Fujisaki a sword. That the latter should
w i e l d  a  s w o r d  i s  t y p i c a l  f o r  h i s  c h a r a c -
ter, the type of honourable gangster that
w a s  s o  i n  v o g u e  i n  y a k u z a  f i l m s  o f  t h e
1960~3.  I t ’ s  a s  i f  F u j i s a k i  h a s  s u r v i v e d
those days and still clings to their meth-

o d s .  T h o u g h  T e t s u y a  u s e s  a  g u n ,  h e  i s  n o t  s o  m u c h  p r e s e n t e d  a s  a  c o n t r a s t  t o  t h i s  hon-
ourable  yakuza prototype, but as a new version of it.This is witnessed by the moment when
Fujisaki, just before dying of his wounds, throws the young man his sword. By doing so, he
passes on the legacy to a younger generation and the badly hurt Tetsuya continues to fight
u s i n g  o n l y  F u j i s a k i ’ s  s w o r d .

M a k i n g  h i s  w a y  t o w a r d s  S h i r a m a t s u ,  h e  i s  c o n f r o n t e d  b y  a n  i n j u r e d  I s h i b a s h i ,  w h o
pretends to hold an invisible sword with which he will engage Tetsuya. Again, the sword is
u s e d  a s  a  s y m b o l  f o r  h o n o u r ,  a s  l s h i b a s h i  i s  a l s o  a  m a n  o f  h i s  w o r d ,  w h o s e  b e t r a y a l  o f
T e t s u y a  w a s  n o t  b y  c h o i c e  b u t  t h e  r e s u l t  o f  h i s  b o s s ’  o r d e r s .  T e t s u y a  s l a s h e s  I s h i b a s h i ’ s
face, then kills Shiramatsu before expiring of his own wounds. An epilogue sees Joji  caring
f o r  T e t s u y a ’ s  g r a v e ,  w h i c h  i s  p l a c e d  b e s i d e  t h a t  o f  h i s  m o t h e r .  S h i b a y a m a ,  t h e  m a n  w h o
buried him, looks on while supporting himself with crutches.Tetsuya’s bullet wasn’t fatal and
h e  s u r v i v e s  h i s  o w n  s o n  ( h i s  w o u n d  w a s  f u r t h e r m o r e  c o n v e n i e n t  a s  i t  a v o i d e d  t h e  n e e d  t o
set up a father-son confrontation in the finale). Finally the film cuts to the interior of a hospi-
tal where we find another survivor. Ishibashi. The cut of Tetsuya’s sword has left a scar run-
n i n g  d i a g o n a l l y  a c r o s s  h i s  f a c e .  H e  i s  g r e e t e d  i n  t h e  h a l l w a y  b y  s e v e r a l  d o z e n  s u r v i v i n g
S h i r a m a t s u  a n d  T a m a z a w a  m e n  a n d  i s  n o w  t h e  n e w  b o s s .

A s  p r e v i o u s l y  n o t e d ,  a t  t h e  h e a r t  o f  Jingi  Naki  Yabd’s  n a r r a t i v e  l i e s  t h e  g e n e r a t i o n
g a p .  T h e  s t o r y  i s  T e t s u y a ’ s  s e a r c h  f o r  a  f a t h e r  f i g u r e .  H i s  r e a l  f a t h e r  w o n ’ t  r e v e a l  h i m s e l f ,
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uses him, but it is Fujisaki who in the end fits Tetsuya’s ideal, fighting side
when the boy has finally realised that he has been used. Tetsuya’s immatu-
bother to Shiramatsu (the unfinished tattoo on the young man’s back sym-
s as an outcast vis-a-vis the yakuza  - he neither is nor will ever be a full
o  t o  h i s  r e l a t i o n s h i p  w i t h  K a y o .  T h e y  m a y  b e  t h e  s a m e  a g e ,  b u t  s h e  h a s

re mature than him by having had to fend for herself during the seven yearsTetsuya
@‘spentin  jail.
p!
g,

T h i s  i m m a t u r i t y  i s  t h e  c h a r a c t e r ’ s  o t h e r  m o t i v a t i n g  f a c t o r ,  b u t  t h e  c o m b i n a t i o n  o f  t h e
: two is too much of a good thing.Tetsuya’s  naive determination is the film’s undeniable weak-

ness and the fact that it’s so central to the story makes it impossible to overlook. Although
i t s  m a i n  c h a r a c t e r  i s  a n o t h e r  t y p i c a l  M i i k e  o u t c a s t ,  t h i s  w e a k n e s s  a n d  t h e  f i l m ’ s  u n r e m a r k -
able handling on a stylistic level make Jingi  N&i  Yabd  at best an average entry in the direc-
tor’sfilmography.  Something emphasised by the success of Miike’s next  exploration of the clash
b e t w e e n  y o u n g  a n d  o l d  - Fudoh:  T h e  N e w  G e n e r a t i o n ,  m a d e  l a t e r  t h a t  s a m e  y e a r .
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PEANUTS
P e a n u t s  - R a k k a s e i

1 9 9 6

I t  h a s  a l r e a d y  b e e n  n o t e d  h o w  a  n u m b e r  o f  M i i k e ’ s  p r e v i o u s  f i l m s  w e r e  m a r r e d  b y  t h e  f l a t -
ness of their protagonists. Peanuts, one of six films the director made in 1996, is again con-
s t r u c t e d  i n  a  s i m i l a r  m a n n e r . T h e  f i l m  e s s e n t i a l l y  m a r k s  a  r e t u r n  t o  t h e  f o r m u l a  o f  O r e t a c h i
Wa Tenshi  Ja Nai: a small group ot  misfits, who make up with their fists for what they lack  in
b r a i n s ,  h e l p  t h e  u n d e r d o g  t i g h t  e v i l  a n d  i n j u s t i c e  - r e s u l t i n g  i n  h e f t y  d o s e s  o f  a c t i o n  a n d
comedy .

The misfits here are Ky&arB  (Riki  Takeuchi) and Ryuii  (Kbyb  Maeda),  a pair of ne’er-
do-well brothers - the title refers to them being “two peanuts in one shell” - who like to live
the high life  and always dress in suits and hats (recognisabte  costumes are another require-
m e n t  f o r  f l a t  c h a r a c t e r s ,  c f .  t h e  overa\\s  a n d  a n g e l - w i n g e d  c a p s  of  O r e t a c h i  W a  Tenshi  Ja
N a i ) .  A f t e r  a  w i n n i n g  b e t  a t  t h e  r a c e t r a c k  t h e y  u s e  t h e i r  gdlns  t o  b u y  a  b r i g h t  r e d  CarX\\ac
c o n v e r t i b l e ,  b u t  a r e  s c h e m e d  o u t  o t  t h e i r  m o n e y  b y  a  c h i n p i r a  p o s i n g  a s  a  c a r  s a l e s m a n .
T h e  t w o  t a l l  f o r  t h e  s a m e  t r i c k  a g a i n  w h e n  a  p a i r  of  b u s t y  l a d i e s  t h e y  p i c k  u p  i n  t h e i r  n e w

convertible slip sedatives into their drinks and rob them blind.
D e s p i t e  n o t  b e i n g  t h e  t w o  s m a r t e s t  m e n  o n  e a r t h ,  t h e  b r o t h e r s  h a v e  t h e i r  h e a r t s  a n d

t h e i r  f i s t s  i n  t h e  r i g h t  p l a c e  a n d  u s e  t h e m  t o  h e l p  M a k i m u r a ,  a n  a g i n g  g r o c e r y  s t o r e  o w n e r
h e a v i l y  i n d e b t e d  t o  a  y a k u z a  c a r d  s h a r k .  T h e  c r i m i n a l s  l o o t e d  h i s  s h o p  a n d  k i d n a p p e d  h i s
daughter to torte him to sign a loan contract. Moments after singing it he tries to kill him-
s e l f  b y  j u m p i n g  i n  f r o n t  o f  KyBtarUs  C a d i l l a c .  T h e  t w o  m e n  d e c i d e  t o  h e l p  h i m  b y  r a i d i n g
t h e  y a k u z a ’ s  g a m b l i n g  d e n  a n d  g i v i n g  a l l  t h e  m o n e y  t o  M a k i m u r a .  T h e i r  u s e  o f  s q u i r t  g u n s
t o  r o b  t h e  p l a c e  f i t s  i n  w i t h  t h e  f o r m u l a  a p p l i e d  h e r e ,  s i n c e  t h e  f a c t  t h a t  t h e  p r o t a g o n i s t s
n e v e r  u s e  r e a l  g u n s  a n d  a l w a y s  r e l y  o n  t h e i r  f i s t s  k e e p s  t h e m  s y m p a t h e t i c  a n d  i n  t h e  p o s i -
t i o n  o f  u n d e r d o g s .

T h e i r  f i s t i c u f f s  d o n ’ t  g o  u n n o t i c e d .  A  d e b t  c o l l e c t o r  named  F u k u d a  o f f e r s  t h e m  a  j o b
i n  h i s  c o m p a n y  a n d  t h e y  a r e  p u t  o n  t h e  c a s e  o f  b u s i n e s s m a n  S u g i y a m a ,  w h o  o w e s  2 . 5  m i l -
l i o n  y e n  t o  a  y a k u z a - c o n t r o l l e d  h o s t e s s  b a r  i n  G i n z a .  T h i s  p l a c e  w o u l d  n o r m a l l y  b e  o u t  o f
r e a c h  f o r  a  m a n  i n  S u g i y a m a ’ s  p o s i t i o n ,  b u t  rumour  h a s  i t  t h a t  h e  h a s  a d d i t i o n a l  i n c o m e
from smuggling drugs  into the country on his foreign business trips. They discover that mis-
ter Makimura’s daughter is working in Sugiyama’s office. When she and Kybtard  fail in love
soon thereafter, the young woman agrees lo help him. Invited by Sugiyama to escort him on
h i s  n e x t  b u s i n e s s  t r i p ,  s h e  s t e a l s  t h e  b a g  o f  c o c a i n e  h e  c a r r i e s  w i t h  h i m  a n d  h a n d s  i t  t o
Kyhtare  upon their return.

A s  r e p l a c e m e n t  f o r  t h e  m o n e y  S u g i y a m a  o w e s  t h e m ,  t h e y  t a k e  t h e  d r u g s  t o  F u k u d a
and his yakuza clients, the Kurogane group (who turn out to be the same clan to which Makimura
was indebted). Their leader (played by Kenji Imai, who portrayed yakuza boss Shiramatsu in
Jingi Naki  Yab6)  is a man with personal problems: his daughter Yukari fell in love with a black
A m e r i c a n  s t u d e n t  n a m e d  G e o r g e ,  w i t h  w h o m  s h e  n o w  h a s  a  c h i l d .  F e e l i n g  d i s g r a c e d ,  h e
wants Yukari to leave her boyfriend, but his daughter says she will leave her father instead
and start a new life with George. Kurogane then decides to have the American killed.
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A r o u n d  t h e  s a m e  t i m e ,  K u r o g a n e ’ s  r i g h t - h a n d  m a n  T a k a k u r a  d i s c o v e r s  t h a t  Kyotaro
and Ryuji are the same men who raided their gambling den. They capture the two men and
f o r c e  t h e m  t o  k i l l  G e o r g e  a s  a  w a y  t o  r e p a y  f o r  t h e  r o b b e r y .  T o  s h o w  t h a t  t h e y  m e a n  b u s i -
n e s s ,  t h e y  k i d n a p  m i s s  M a k i m u r a  a g a i n .  T h e  p l a n  b a c k f i r e s  w h e n  Kyotaro  t r i c k s  t h e m ,  g e t s
G e o r g e  t o  a  s a f e  p l a c e  a n d  s a v e s  h i s  g i r l f r i e n d .  I n  t h e  e n s u i n g  s h o o t - o u t ,  Kyotaro  k i l l s
T a k a k u r a  a n d  h i s  h e n c h m e n .

Here the film breaks the rules it has set for its own protagonists: having Kyotaro  kill
the yakuza with a gun goes against his character and against the tone of the film (the shoot-
ings are too serious in tone and too bloody in comparison to the rest). It’s a very uncharac-
teristic thing for the character to do - in order to round off the story, director and writer have
chosen to go against the character’s established behaviour, resulting in a very jarring finale.
It’s all the more bothering because there is no change in the character to justify it: he goes
back to his grinning, happy-go-lucky old self in the next scene, in which Yukari and George
have been brought to safety, miss Makimura and Kyotaro  are re-united and all the protago-
nists drive off into the sunset in their Cadillac as if nothing had happened. How much more
f l a t  c a n  c h a r a c t e r s  g e t ?

Thetwoheroes,flatastheymaybe,arelikeablyperformedbyTakeuchi-bythenalready
one of the biggest stars of V-cinema yakuza films, here in his first of several collaborations
with the director-and Maeda - who played a nearly identical sidekick character toTakeuchi’s
r i v a l  V - c i n e m a  s t a r  S h o w  A i k a w a  t h a t  s a m e  y e a r ,  i n  K i y o s h i  K u r o s a w a ’ s  s i x - p a r t  s e r i e s  S u i t
Yourself or Shoot Yourself (Kafte  Ni  Shiyagare!!,  199596).  What lets the film down most is
its impromptu approach to plotting.The  story consists of three consecutive and entirely sep-
arate plot strands (Makimura’s debt, Sugiyama’s debt and the murder plot on George), which
are tied together in rather unlikely fashion: first by miss Makimura’s association with Sugiyama,
t h e n  b y  t h e  s u d d e n  a p p e a r a n c e  o f  F u k u d a  ( p l u s  t h e  i m p r o b a b i l i t y  o f  t h e  t w o  m e n  a c c e p t i n g
a job that will connect them with the yakllira)  and finally by the introduction of Kurogane’s daugh-
ter Yukari.

Peanuts’ low budget is reflected in the sparsely dressed and lit sets, as well as in the
f a c t  t h a t  t h e  f i l m  w a s  s h o t  o n  v i d e o  ( t h e  f i r s t  t i m e  M i i k e  u s e d  v i d e o  s i n c e  A  H u m a n  M u r d e r

Weapon). On a stylistic level it has little to offer, except one inspired piece of editing: Miike
at one point juxtaposes two scenes in which the simultaneous, but separate activities of the
two protagonists are shown.The interest lies not so much in the juxtaposition itself, but more
in the way the transition between the scenes is handled. The first has Kyotaro  held at gun-
p o i n t  b y  t w o  K u r o g a n e  m e n .  A t  t h e  m o m e n t  w h e n  h e  i s  p u n c h e d  i n  t h e  f a c e ,  t h e  d i r e c t o r
cuts to a medium close-up of a naked women falling onto a bed. By having the sound of the
punch overlap the edit, he creates the expectation that the second scene is the kind of per-
f u n c t o r y  r a p e  s c e n e  s o  o f t e n  e m p l o y e d  i n  V - c i n e m a  g a n g s t e r  f i l m s .  H o w e v e r ,  i t  t u r n s  o u t
t h a t  t h e  s e c o n d  s c e n e  i n v o l v e s  R y u j i  m a k i n g  l o v e  ( c o n s e n s u a l l y  a n d  p a s s i o n a t e l y )  w i t h  h i s
new girlfriend, the same woman he will later ride off into the sunset with in the backseat of
KyGtarB’s  Cadillac.

T h i s  e d i t ,  w h i c h  f i r s t  s e t s  u p  t h e n  t r i p s  u p  t h e  e x p e c t a t i o n s  o f  t h e  a u d i e n c e ,  g i v e s  a
hint as to how Miike would later use montage and sound effects to influence audience per-
ception, particularly in Audition and /cni  the  Killer. It’s one of the few points of interest in an
o t h e r w i s e  u n r e m a r k a b l e  f i l m .
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KENKA NO HANAMICHI  - &AKA SAIKYO DENSETSU

1996

Perhaps even more so than Shinjuku Triad Society, Kenka No Hanamichi - Osaka Saikyo
Densetsu[lit:The  road to the fight-legend of Osaka’s strongest14  represents a crucial turn-

ing point in Miike’s career. Whereas the 1995 film was followed by a string of forgettable,
unambitious efforts, from Kenka No Hanamichionwards such mediocre entries would become
incidents rather than rule.

It’s not entirely coincidental in this light that the film marked Miike’s first collaboration

with a number of key crew members who would go on to become his regular associates.
Chiefly among them was cinematographer HideoYamamoto,  a former fellow freelancer from
Miike’s days in television who would go on to lens the majority of the director’s post-1996
films. Another notable name is that of screenwriter Masa Nakamura, whose script for Kenka

No Hanamichidemonstrated that he shared the directors affinity for portraying childhood.
Thirdly, this film saw the return of Shinjuku Triad Society’s editor Yasushi Shimamura,  who
has worked on nearly every film the director has made since.

Even though it was a V-cinema production like its immediate predecessors, Kenka
No Hanamichi showed a Takashi Miike working on the level he displayed with Shinjuku Triad
Society.That it concerned a subject close to his heart no doubt had an influence on his per-
formance as a director. Focusing on teenagers growing up in suburban Osaka in the 1970s



Kenka  No Hanamichi  harked back to, and improved and expanded upon, the themes of Naniwa
Yfikyoden.  But where the latter film functioned within the confines of a genre parody, Kenka
No Hanamichi is entirely free from such constraints. As a result, the film creates the tem-
plate for Miike’s depiction of nostalgia and the childhood idyll, which he would go on to

explore on numerous occasions to follow.
The depiction of childhood for Miike is almost irrevocably tied toOsaka.Thefilm  is entirely

delivered in Osaka dialect and its characters adhere strongly to the popular image of Osaka

people as brawny and down-to-earth. The film’s two lead characters, antagonistic delin-
quents Kazuyoshi (KyBsukeYabe)  andTakeshi  (Yasushi Kitamura), take that image toextremes
as obnoxious brawlers ready to pummel any poor sap who gets in their way. But it’s through
the more subtle personalities of Kazuyoshi’s friends Toshio (Tomohiko Okuda), who reads

Shakespeare by the riverside, and Ritsuko (Ryoko  lmamura), a girl from Tokyo who is very
unimpressed with Kazuyoshi’s vulgar displays of power and tells him his dialect makes her
ears hurt, that Miike balances the main characters’ machismo and big-headedness.

Set in Osaka, 197X (the indistinct time is a suitable statement of nostalgia), we are
introduced to Kazuyoshi when he effortlessly beats up a group of bullies menacing his friend

Toshio. Following this, we meet Takeshi,  a student from another school, pounding the same
bullies with possibly even more ease. With the juxtaposition of the two characters in similar
situations, the stage is immediately set for a clash between these two brawlers that will
decide who is Osaka’s strongest. Both dressed in the baggy variation of the high school uni-

form favoured by teenage gangster-wannabes (an outfit known as the gakuran)  and sport-
ing a ‘punch’ perms,  Yabe and Kitamura play the pair to the hilt, and their exaggerated
mannerisms accentuate the youthful ignorance of the characters. Like he did in Naniwa
YOkybden,  Miike wastes little opportunity to contrast his lead characters’ outward posturing
with their own immaturity. Throughout the film Kazuyoshi and Takeshi are, like the bully they
themselves beat up in the opening minutes, repeatedly put in their place. Kazuyoshi’s image

suffers from Ritsuko’s constant taunts (tripping him up as he strides triumphantly across the
schoolyard, drawing a moustache on his face with a black marker while he sleeps), while
his grandmother is tougher than he is and regularly gives him a sound beating with any
object at hand. Takeshi,  in an attempt to assert his power, challenges a karate student to a

duel but is mercilessly beaten. He decides to join the karate school, but finds that all his fel-
low students are little children and that the lessons resemble kindergarten more than mar-
tial arts classes. (Interestingly, this situation teaches Takeshi humility, which is something
Kazuyoshi will never have. As a result, the antagonist becomes a more sympathetic charac-

ter than the protagonist.)

.

On one level, Miike allows his characters their postures. A bit of machismo is okay if
you’re a man, the message seems to be - especially if you’re a man from Osaka. Hence the
wraparound story set in the 1990s (199X) which shows that the two are still fighting 20 years
later: one a boxing champ, the other a professional wrestler, they have made brawling and

m a c h i s m o  t h e i r  l i v e l i h o o d  a n d  h a v e  d o n e  s o  v e r y  s u c c e s s f u l l y .
On another level, Miike does not indulge in their machismo. He balances it with a

great amount of context, allowing the other characters ample space to live their lives (at 117
minutes, this was the director’s longest film at that point, owing to the room given-to sup-

porting characters). While Kazuyoshi and Takeshi only have eyes for each other, life goes
on around them. Toshio falls in love with Ritsuko but doesn’t tell her of his feelings, too

CHAPTER 4 1 The Outlaw Director ( films 1995 - 2002 ) 07



ashamed of having to confront her with his mentally ill father, a man who walks around town
with a cart covered in paper propellers, Takeshi’s factory worker father is a depressed alco-
holic whose relationship with his son and young daughter is severely strained.

In one particular sequence, Miike juxtaposes the simultaneous activities of the vari-
ous characters on the same night: Ritsuko is too distracted to do her homework, lies down

on her bed and attempts to masturbate before she is interrupted by her mother. Toshio,
unable to pick up the phone to call her, visits a prostitute in a desperate attempt at intimacy
but he too fails to reach a climax. Meanwhile Kazuyoshi is again put in his place by his grand-
mother and Takeshi vents his anger over years of intoxicated insults by beating up his father.

After his disastrous night, Toshio finally does muster up the courage to talk to Ritsuko,
but instead of telling her about his feelings he clumsily asks her whether she’s in love with
Kazuyoshi. Puzzled by his question, she replies that she wants to continue the friendship

between the three of them.
Toshio’s broken heart and the shame he feels for his own behaviour are the introduc-

tion to the film’s depiction of the end of childhood. On his way home from school, Toshio is

beaten up by a thug who threatens him with a knife. When Toshio asks the punk to kill him
and take him out of his misery, the assailant runs off and leaves his knife behind. That same
night, Toshio uses the blade to stab one of the factory workers making fun of his father’s

mental illness. [Takashi Miike himself plays the victim, making an appearance in his own
film for the first time. See chapter 5: Stray Dog for more details on the director casting him-
self.) As the man lies dying on the pavement, Toshio flees. Before boarding the train, he
finally calls Ritsuko to reveal his feelings and say his farewells. Without his friend, Kazuyoshi
is at a loss and starts venting his anger by indiscriminately beating other kids, thus losing
his innocence through disillusionment. At the same time Takeshi’s father commits suicide
over the strenuous relationship with his son. Takeshi decides to pack up and head forTokyo,
to take a shot at becoming a professional wrestler.

With all this attention to the characters’ lives, the clash between Kazuyoshi andTakeshi
is increasingly pushed to the background. The first meeting between the two fails due to a
miscommunication about time and place, then the two keep missing each other until finally
Takeshi, as a result of joining the karate classes and the problems with his father, loses
interest. The clash is a pure MacGuffin: what seems like the subject of the story is in fact a
tool for showing something else, in this case the lives of teenagers growing up in Osaka.
Ttie truth is in the title: the film is called the road to the fight, not the fight itself. Miike sets up
his MacGuffin in an exemplary way: through the introduction of Kazuyoshi and Takeshi and
the failed attempt at arranging the fight, he creates the anticipation that carries the audi-
ence along into the film.

But when Takeshi decides to leave for Tokyo, he challenges - or rather invites, as a
kind of farewell celebration - Kazuyoshi to a fight. At last the adversaries find themselves
toe-to-toe, surrounded by dozens of excited spectators of att  ages. But before either can

land a punch, a scutt\e  in the crowd \eads to a massive brawl in which everyone tights every-
one else, at the center of which Kazuyoshi andTakeshi  watch in astonishment. Involving adults,
teenagers and children, boys and girls, everyone involved in this free-for-all gives and takes
in equal doses with a smile on their faces.

With this scene Miike estabtishes  his own portrayd  of the childhood idyll and the
Concept of the invulnerability of the child. Fighttng no longer equals violence and pain, but



liberation. It represents the liveliness and energy of childhood. That Kazuyoshi and Takeshi 4
don’t get to fight each other is irrelevant. Instead, they join in the fracas with equal glee - -31
it’s not who you fight, it’s that you fight. And enjoy it. Two old men in the crowd comment on “9
h o w  m u c h  f u n  t h e r e  i s  t o  b e  h a d  i n  l i f e ,  a s  t h e y  w a t c h  K a z u y o s h i  a n d  Takeshi  t a k e  t h e i r &
p o s i t i o n s .  W h e n  t h e  b i g  b r a w l  c o m m e n c e s ,  t h e y  j o i n  i n  w i t h  e n t h u s i a s m  a s  i f  r e l i v i n g  t h e i r  2
own childhoods. For them, fighting is nostalgia. Although they are many years younger, the ”
s a m e  g o e s  f o r  t h e  t w o  p r o t a g o n i s t s .  H a v i n g  b o t h  l e f t  c h i l d h o o d  b e h i n d  t h e m  a n d  k n o w i n g ‘,
that they will have to move on, joining this battle royale  is their last act as children and they
gleefully immerse themselves in it. The big brawl becomes a celebration of childhood.

$

The epilogue of the aforementioned wraparound, set in the ‘9Os,  shows the impact of
q

j
the brawl on the adult lives of the various characters.Thanks  to their embracing of the event,
t h e y  h a v e  a l l  r e t a i n e d  t h e i r  c h i l d h o o d  s e l v e s .  N o n e  o f  t h e m  h a v e  r e a l l y  m o v e d  o n  a n d  a r e
very happy with that fact. This includes Kazuyoshi and Takeshi,  now professional fighters about
to finally duke it out between themselves in a live televised match from Tokyodome, a match :
for which all of Osaka is glued to their TV screens. The only exception is Toshio, who was-
n ’ t  p r e s e n t  w h e n  t h e  b i g  b r a w l  t o o k  p l a c e  a n d  w h o  h a s  g o n e  o n  t o  b e c o m e  a  p e t t y  d r u g

a
$3

d e a l e r .  O n  t h e  r u n  f r o m  t h e  y a k u z a ,  h e  m e e t s  t h e  s p i r i t  o f  K a z u y o s h i ’ s  d e a d  g r a n d m o t h e r .:_
( i m m e d i a t e l y  f o l l o w i n g  t h e  b r a w l ,  h e r  d e a t h  w a s  t h e  l a s t  s h o t  b e f o r e  t h e  f i l m  s e g u e d  b a c k ;
into the wraparound), who reminds him of what he left behind. (This dialogue scene is shot ‘$
in the streets without crowd control, but unlike Shinju/ru  T&d  Sociery  it suffers from the dis- “4
traction of a multitude of onlookers staring into the camera in the background. Miike would __
b e c o m e  m u c h  m o r e  v e r s e d  a t  m a n i p u l a t i n g  c r o w d  r e a c t i o n s  i n  l a t e r  f i l m s  l i k e  L e y  L i n e s ,
Dead or Alive and Graveyard of Honour.)

T h e  w r a p a r o u n d  s e q u e n c e ,  i n  t h e  p r o l o g u e  s e c t i o n ,  a l s o  r e v e a l s  a n o t h e r  a s p e c t  o f
T o s h i o :  f o r  o n e  b r i e f  m o m e n t  w e  h e a r  h i m  s p e a k  K o r e a n .  T h e r e  i s  n o  h i n t  a t  a n y  o t h e r
m o m e n t  i n  t h e  f i l m  t h a t  h e  i s  o f  K o r e a n  d e s c e n t ,  w h i c h  w o u l d  s e e m  i n c o n g r u o u s .  H o w e v e r ,
the original plan for the character of Toshio had been to make him Korean, an idea dropped 1
w h e n  t h e  f i l m ’ s  d i s t r i b u t o r  f e l t  t h a t  t h e  s c e n e  o f  h i m  k i l l i n g  t h e  f a c t o r y  w o r k e r  w o u l d  h a v e ‘,:
been too risky. Instead of making fun of Toshio’s father for being insane, the labourers would ,:
have mocked him for being Korean. Ethnicity was replaced by insanity, but with that one line

”in the film’s opening scene it seems as if Miike, especially knowing his affinity for the ethnic
outcast, wasn’t quite of the same opinion as his distributor.

T h o u g h  b a s e d  o n  a  n o v e l  b y  s p o r t s  w r i t e r  S e i j u n  N i n o m i y a ,  M i i k e ’ s  p e r s o n a l  a t t a c h -
ment to the subject matter is evident, shining through in small details like the rugby match

3
d:<A

taking place in the school grounds during Toshio and Ritsuko’s emotional conversationThis . . (
approach of merging his own memories with those of another person would again be appar-
ent in the two Kishiwada  Sb6nen Gurentai  films, which continued the directors exploration _;
of the theme of childhood and are once again set in 1970s Osaka. :
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5 NEW GENERATION
;i)ngokushi:  Fud8

New Generafion  was originally intended for a V-cinema release. But it was while
s,  r u s h e s  t h a t  o n e  o f  t h e  p r o d u c e r s  f e l t  t h e  f i l m  w a s  t o o  g o o d  t o  g o  s t r a i g h t  t o
@suit  Fudoh p r e m i e r e d  i n  t h e a t e r s  i n s t e a d .  T h e  m a r k - u p  w a s  m o s t  d e s e r v e d ,
lb&is  M i i k e  a c h i e v e d  b e t w e e n  f o r m  a n d  c o n t e n t  i n  t h i s  f i l m  i s  o n  a  p a r  w i t h
gd  Society.
&&ally  t h e  f i l m  i s  a  c o n t i n u a t i o n  o f  h i s  t w o  p r e v i o u s  w o r k s .  L i k e  Kenka  N o

i t  f o c u s e s  o n  t e e n a g e r s  a t  t h e  e n d  o f  c h i l d h o o d ,  b u t  m o s t l y  i t  e x p a n d s  a n d
&I  Jicgi Naki  Yabb’s  t h e m e  o f  t h e  g e n e r a t i o n  g a p .  T h e s e  c o n c e r n s  h e r e  a r e
rto  an ultimate form: murder within a family - the father kills his eldest son, the
no in turn wants to murder the father in retribution.
amiiy  i n  q u e s t i o n  i s  a  y a k u z a  d y n a s t y  n a m e d  FudB,  f r o m  t h e  c i t y  o f  H a k a t a  o n
*Japanese  island of Kyushu. lwao Fudl,  (Toru  Minegishi) is one of the five group
te  NiB  organisation, the islands ruling crime outfit headed by a pair of identical

itman f r o m t h e rival Yasha g r o u p  - b a s e d
t h e m u r d e r  o f  a  N i b  a g e n t .  T h e  hitman’s
i n k  o f  a  g a n g  w a r  a n d  Fudd  i s  f o r c e d  t o
s u p e r i o r s  a n d  t h e  Y a s h a  g r o u p ’ s  l e a d e r
udo  kills his son Ryu  a n d  o f f e r s  t h e  h e a d

h e a d  t h e  n e x t  m o r n i n g .
f o r w a r d  t e n  y e a r s  b y  m e a n s  o f  a  d i s s o l v e :  R i k i  s i t s  i n  t h e  h a l l w a y  o u t s i d e

fe rence r o o m  a n d  d i s s o l v e s  t o  l e a v e  a n e m p t y  c o r r i d o r .  A f t e r  t h i s  t h e  ado-

n d e n t e r s  t h e  c o n f e r e n c e r o o m w h e r e
room is deserted, but still contains
a l t a r  i n  h i s  m e m o r y .  S t e p p i n g  b a c k
pcoming  t e n t h  a n n i v e r s a r y  o f  RyO’s
a n d  c o n t i n u e s  h i s  w a y  t o  t h e  f r o n t

these  t h r e e  m o m e n t s  ( t h e  d i s s o l v e s ,  t h e  r o o m  a n d  t h e  m e e t i n g  i n  t h e  c o r r i d o r ) ,
s e v e r y t h i n g  w e  n e e d  t o  k n o w  a b o u t  t h e  c h a r a c t e r  o f  t h e  a d o l e s c e n t  R i k i  a n d
hip with his father. Partially this is done through dialogue, but mostly through

‘ m e a n s .  T h e  d i s s o l v e s  o b v i o u s l y  r e p r e s e n t  t h e  p a s s i n g  o f  t i m e ,  b u t  a l s o  s e r v e  t o
o s e  R i k i  t h e  b o y  w i t h  R i k i  t h e  a d o l e s c e n t .  I n  o t h e r  w o r d s ,  h e  i s  a  c h i l d  n o
l d h o o d (represented by the little boy in shorts) is behind him.The fact that he

shows his continued affection and attachment to his dead brother, while
o r m a n c e s  d u r i n g  t h e  c o n v e r s a t i o n  w i t h  h i s  f a t h e r  ( t h e  c o n v e r s a t i o n  t e l l s
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u s  o n l y  t h a t  t e n  y e a r s  h a v e  p a s s e d )  s h o w  t h a t  R i k i  h a s  k e p t  h i s  k n o w l e d g e  o f  t h e  m u r d e r  a
s e c r e t  a l l  t h e s e  y e a r s .  T h e  c o l d  a n d  d e t a c h e d  n a t u r e  w i t h  w h i c h  h e  a d d r e s s e s  a n d  r e g a r d s
h i s  f a t h e r  a n d  t h e  l a t t e r ’ s  n o n c h a l a n t  r e a c t i o n  i n d i c a t e s  t h a t  t h e r e  i s  a n  u n b r i d g e a b l e  g a p
between them, a wound that will never again heal but of which only Riki is fully aware. This
distance between father and son shows that witnessing the murder of his brother has effec-
t i v e l y  m a d e  R i k i  a n  o r p h a n :  r e s e n t m e n t  h a s  r e p l a c e d  t h e  f a m i l y  b o n d .  ( A d d i t i o n a l  i n f o r m a -
tion that Riki felt closer to his brother than to his father in the first place was already given
e a r l i e r ,  a g a i n  t h r o u g h  v i s u a l  m e a n s :  i n  t h e  o p e n i n g  s c e n e  i t s  Ryu  w h o ’ s  p l a y i n g  b a s e b a l l
with his little brother. He briefly interrupts the game for business -ordering the death of the
Y a s h a  hitman  - b u t  r e s u m e s  p l a y i n g  a f t e r w a r d s ,  w h i l e  t h e  f a t h e r  i s  a b s e n t  a n d  t o t a l l y  c o n -
s u m e d  b y  b u s i n e s s  a f f a i r s .  A  f e w  s c e n e s  l a t e r  w e  s e e  f a t h e r  a n d  s o n s  s i t t i n g  a t  t h e  d i n n e r
table - Fudb  on one side and his sons opposite him. Each party is framed by a set of blood
red flames on the wallpaper behind them, a pattern which not only physically separates the
father from the sons, but also indicates their antagonistic positions.)

T a n i h a r a ’ s  p e r f o r m a n c e  a s  t h e  a d o l e s c e n t  R i k i  i s  o n e - n o t e ,  b u t  i t  i s  s u p p o s e d  t o  b e .
Riki’s  main motivation and emotion is his hatred for his father and, in extension, for all male
a u t h o r i t y  f i g u r e s .  H e  w e a r s  a  h i g h  s c h o o l  u n i f o r m  w h i c h  d o e s n ’ t  s o  m u c h  s y m b o l i s e  h i s
immaturity as his position as a non-adult - even though he is no longer a child, the uniform
s e p a r a t e s  h i m  f r o m  t h o s e  a u t h o r i t y  f i g u r e s .  T h e  c h a r a c t e r s  s i n g u l a r  f r a m e  o f  m i n d  s h o u l d
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Riki (Sh6sukeTanihara)
swews revenge.

Left
lwao Fud6 mru Mineglshi)
sacrifices his eldest son.

not be mistaken for lack of depth. The changes he goes through as he grows up from boy to
adolescent are drastic, and the fact that the director manages to inform us of those changes
in a single scene with hardly any use of dialogue represents an important moment in Miike’s
d e v e l o p m e n t  a s  a  f i l m m a k e r .

Riki’s loathing for male authority figures is confirmed in his next scene, in which his
English teacher begs Riki on his hands and knees to give him some respite in the payment
of several million yen extortion money.The young Fudb has built his own criminal organisa-
tion in school, whose members consist of two female students and a group of little boys
(who are all roughly the same age Riki was when he witnessed his brother’s murder). His
goal with this group is not only to revenge RyO’s  death, but also to take over organised crime

on Kyushu. Riki sends out his underage underlings to eliminate his fathers four fellow NiS  group
leaders, which they do most convincingly. The first is shot in the head by two little boys after
baseball practise.  The second is taken care of as he sits handcuffed in the back of a police
car. When the car stops for gas, Riki’s classmate Toko (Tamaki Kenmochi) - dressed as one

of the attendants - gives him a cup of coffee containing a toxin. Within seconds, blood starts
spurting uncontrollably out of his every orifice. The third victim is dispatched by Toko’s friend
Mika (Miho Nomoto), a female student who has a career on the side as a nightclub stripper.
Her very popular act involves shooting darts through a blowpipe inserted into her vagina.
Normally using it to blow up balloons, in the middle of her act she shoots one through the
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L.?.lt: Mika (Miho Nomoto) hones her skills at the local strip joint.
Right: Ms. Miroku  (Marie Jinno) defies Riki’s power.

onlooking Nib leader’s head - in the one ear and out the other. The fourth leader is gunned
down with an Uzi by Toko, this time posing as a delivery girl to get into the gangster’s office.

T h e  w a y  t h e s e  m u r d e r  s c e n e s  a r e  e x e c u t e d  i s  r e p r e s e n t a t i v e  o f  t h e  f i l m ’ s  s t y l e .  L i k e
i n  S h i n j u k u  Triad  S o c i e t y ,  e x a g g e r a t i o n  i s  t h e  m a i n  s t y l i s t i c  d e v i c e  h e r e  a n d  i t  i s  u s e d  t o
g r e a t  s u c c e s s  i n  c o m p l e m e n t i n g  t h e  content.  T h e  u n l i k e l y  p r e m i s e  o f  s e v e n - y e a r  o l d s  a n d
high school girls in a blood feud with the yakuza is fully acceptable to the viewer, because
t h e  f o r m  i s  a s  e x a g g e r a t e d  a s  t h e  c o n t e n t .  W h e n  t h e  s e c o n d  g a n g s t e r  d r i n k s  h i s  p o i s o n e d
cup of coffee, he doesn’t just bleed, but all the blood spurts out of his body, inundating his
fellow passengers and gushing out in gallons when the car door is opened.The dart that pierces
through somebody’s head lodges in the wall with a chunk of brain tissue attached to it. But
e x a g g e r a t e d  d o e s  n o t  n e c e s s a r i l y  m e a n  extreme.The  f l a m e s  o n  t h e  d i n i n g  r o o m  w a l l p a p e r
and the orange moon that shines on the night RyO  is killed are equally representative of the
s t y l e ,  a s  i s  H i d e o  Y a m a m o t o ’ s  c i n e m a t o g r a p h y ,  w h i c h  r e c a l l s  N a o s u k e  I m a i z u m i ’ s  w o r k  o n
Shinjuku Triad Society with its intense colours  and rich blacks.

T h e  e x a g g e r a t i o n  i n  b o t h  f o r m  a n d  c o n t e n t  a l l o w s  f o r  t h e  c r e a t i o n  o f  a  s u r r e a l i s t  ( i n
t h e  l i t e r a l  s e n s e  o f  t h e  w o r d )  w o r l d ,  w h i c h  a l t h o u g h  c o m p a r a b l e  t o  t h e  e f f e c t  a c h i e v e d  i n
S h i n j u k o  Triad  S o c i e t y  g o e s  a  s t e p  f u r t h e r  b y  c r e a t i n g  a n  a l t e r n a t i v e  r e a l i t y  r a t h e r  t h a n  a
society that exists side-by-side with our own. Fudoh  takes place in no world we will ever see.

R i k i ’ s  g r o u p  i s  e x p a n d e d  t h r o u g h  t h e  i n t r o d u c t i o n  o f  a  n e w  s t u d e n t ,  a  g i a n t  b y  t h e
n a m e  o f  A i z o m e  ( w r e s t l e r  K e n j i  T a k a n o  p l a y i n g  t h e  s a m e  i m a g e  o f  p r i m a l ,  b r u t a l  m a s c u l i n -
ity previously provided by RikiyaYasuoka  in Oretachi  Wa TenshiJa Naiand  Naniwa Wky6den).

Although the scene seems set for a confrontation with Riki, as soon as the young man learns
that Aizome murdered his own parents when he was still a child, he invites him to join his
o r g a n i s a t i o n .  R i k i  s h o w s  h i m  ( a n d  t h e r e b y  t h e  v i e w e r )  a r o u n d  t h e  t r a i n i n g  c a m p  h e  h a s  s e t



up outside town, where little boys learn to use guns, knives and explosives with deadly pre-
cision (and play football with the English teacher’s head). That same night Aizome helps
Riki invade the Nib temple and kill the group’s two top bosses (one of whom he finds sleep-

ing with his own son, which makes them the complete opposite of the relationship between
Riki and his father).

With every Nio  figurehead out of the way, the stage is set for the confrontation between

father and son. Riki discovers that his father is working withYasha  leader Nbma,  selling gov-
ernment secrets to North Korea.The two men in turn find out that Riki is behind the spate of
assassinations and Noma orders Fudo to kill his youngest son too. A flashback to the mur-
der of RyO  shows he has no qualms about doing so: instead of decapitating his son with a
single clean cut, he hacked into the young man’s neck again and again, almost with relish.

(This detail was not shown during the murder scene at the start of the film, which cut away
before the sword hit its target. Adding the additional detail at this point in the shape of a
flashback emphasises Fudb’s  ability to also kill his other son, information that would have
been unnecessary in the earlier version of the scene. The flashback furthermore reveals

how Riki used his brother’s
blood to tattoo his own
back . )

Riki sends two of his

infant assassins to kill
Noma,  but their bullets are
stopped by the gangster’s

bodyguard and the two little
boys end up in pieces in a
garbage bag (Miike simply
cuts from Nbma smiling at
the boys to a garbage man
finding the bags - a child’s

hand falling out of a bag is
the only explicit reference to
their deaths).These are the
first casualties within Riki’s
group and, characteristi-

cally, they are the start of its
downfall. To carry out
Noma’s order, lwao Fudo
calls upon his illegitimate
son Gondo,  whom .he
fathered with a woman on

one of his spy trips to North
Korea. A former commando
in the North Korean army,
Gondo now runs a squalid
Korean diner in Hakata, but
takes great pride in his roots.
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(His affection for Korean cuisine leads Gondo to storm the kitchen of a Korean restaurant
and molest the cook after tasting the establishment’s “Japanese marinated” kimchi - a
reference to Shinjuku  Outlaw’s kitchen joke as well as that film’s link between food and
nationality through the Peruvian-Japanese character of Tsujii.)

Gondo invades Riki’s high school, passing himself off as the new gym teacher. At that
same time, Aizome’s motorbike mysteriously explodes with him on it.Toko unmasks Gondo,
but he throws her to her death out of a window. Soon thereafter, Mika is covered in acid du-
ring her strip act. Riki’s group is decimated in a matter of days, but the young man finds a

new ally in miss Miroku (Marie Jinno), the replacement English teacher who joined the school
several days before Gondo’s appearance. Miss Miroku is in actual fact Fly13  FudB’s  former
girlfriend Junko, daughter of the leader of the Ashura yakuza group, one of theyasha’s  main-
land rivals.

After hearing from a hospitalised Mika that Gondo was behind the attacks, Riki goes
for revenge and looks up the killer in his rundown apartment (an orange moon shines like
on the night RyQ  was killed, indicating that this is another family struggle). There he finds a

photograph of a young Gondo in the arms of lwao Fudo and an unknown woman, and he
realises that his opponent is his half-brother.Then Gondo arrives home and the fight between
the two begins.

The discovery of the photograph is of crucial importance to this scene, since it makes

Riki realise he has to kill his own brother. This is a new development for him, since every
struggle in his life has been between generations: between the young and a father figure.
What this introduces is fratricide - he is not about to kill a generational opposite, but an
equal. To Riki this is like killing Ryu  himself and his hesitations cause him to fail in battle. He
is trounced by Gondo and only survives through the intervention of Junko, who shoots his

half-brother in the head with a sniper’s rifle. (Gondo’s skills as a trained commando give a
superficial validity to his defeat of Riki, but it’s the young man’s doubts about killing his own
brother that nearly do him in.)

Standing by Junko’s side is Aizome, who has survived the explosion of his bike thanks
to an assortment of metal prostheses that now cover half his body. This image of a man
caught between human and mechanic states would return in Full  Me&/ Gokud6  the follow-
ing year and could be considered a rough example of Miike’s theme of physiological root-
lessness. A better example is found elsewhere in Fudoh in the shape of Mika, who in a sex

scene with Junko is revealed to be a hermaphrodite. Mika lives as a woman but her out-
ward presentation of female sexuality (her job as a stripper, an earlier sex scene with Riki)
is merely a way to sublimate her insecurity about herself. When she makes love to Junko,
she lets her masculine side dominate and takes the male role.

Hearing of Gondo’sdeath, lwao Fudoattempts  to kill Riki himself.Sneaking into his room
at night, he strikes with his sword like he did ten years earlier with his other son. Riki is pre-

pared for the attack: a metal ring around hi& neck deflects the blade. He gets up and grabs
his father’s sword, but lwao pulls out a gun and fires it at Riki, who is thrown back against
the wall at the force of the bullets’ impact. In another parallel to the murder of RyO,  FudB
continues pulling the trigger even after the chamber is empty. Again Riki gets back on his
feet, revealing that he was wearing a bulletproof vest under his kimono. After he declares

that “the time that a child sacrificed himself for an elder is past”, he cuts off his fathers head
with a single cut of the sword.
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T h e  d e n o u e m e n t  s e e s  Noma  p a y  a n  u n e x p e c t e d  v i s i t  t o  l w a o  Fud6’s f u n e r a l .  R i k i
a l l o w s  h i m  t o  p a s s ,  b u t  t e l l s  h i m  t h a t  h e  w i l l  b e  t h e  f i r s t  t o  d i e  w h e n  R i k i ’ s  g r o u p  c o m e s  t o
t h e  m a i n l a n d .  T h e  f i l m  t h e n  f i n i s h e s  w i t h  a n  o p e n  e n d i n g :  Ndma  p u l l s  o u t  a  h i d d e n  g u n  a n d
i n  r e p l y  R i k i  u n s h e a t h e s  h i s  s w o r d ,  b e f o r e  t h e  s c r e e n  g o e s  b l a c k  a n d  t h e  c r e d i t s  r o l l . .

A l t h o u g h  i t  c o u l d  b e  a r g u e d  t h a t  t h i s  o p e n  e n d i n g  f u n c t i o n s  o n l y  t o  s e t  u p  t h e  p o s s i -
b i l i t y  o f  a  s e q u e l  ( w h i c h  i n d e e d  f o l l o w e d  a  y e a r  l a t e r ,  d i r e c t e d  b y  Y o s h i h o  F u k u o k a ) ,  i t  a c t u -
ally fits in with the narrative. The Yasha-NiB  relationship is not central to the story, not in its
i n i t i a l  r i v a l r y ,  n o t  i n  i t s  s e c o n d  f o r m  o f  c o l l a b o r a t i o n  a n d  n o t  i n  R i k i ’ s  i n t e n t i o n  t o  e x p a n d  h i s
a c t i v i t i e s  t o  t h e  m a i n l a n d .  S i m i l a r  t o  t h e  c o n f r o n t a t i o n  b e t w e e n  t h e  p r o t a g o n i s t s  i n  Kenka
N o  Hanamicbi,  t h e  p r e s e n c e  o f  t h e  Ni6  g r o u p  f u n c t i o n s  a s  a  MacGuffin,  w h a t  t r u l y  m a t t e r s
is Riki’s desire to kill his father. Beyond that there is no story, also not for a sequel. One
c o u l d  w r i t e  a  s t o r y  a b o u t  t h e  s t r u g g l e  b e t w e e n  R i k i  a n d  Noma,  b u t  i t  w o u l d  b e  a  s t o r y  w i t h -
out motivation.The  motivation for the character of Riki is to avenge his brother and kill his father,
a n d  h e  a c h i e v e s  i t  i n  t h i s  f i l m .  T h e r e  i s  n o  d r i v e  f o r  t h e  c h a r a c t e r  b e y o n d  t h a t  ( w h i c h  t h e  t w o
s e q u e l s  s e e m  t o  c o n f i r m ,  s i n c e  t h e y  o n l y  f e a t u r e  R i k i  a n d  Ndma  i n  s m a l l  s u p p o r t i n g  r o l e s ,
p r e d i c t a b l y  w i t h  l i t t l e  s u c c e s s ) .  T h e  s t o r y  c o n s i s t e d  o f  h i s  a t t e m p t  t o  k i l l  h i s  f a t h e r ,  t y i n g  u p
t h e  s u b p l o t  c o n c e r n i n g  Noma  i s  o f  n o  c o n s e q u e n c e  a n d  w o u l d  m o s t  l i k e l y  e n d  a s  a n  a n t i -
c l i m a x .

T h e  h a n d f u l  o f  i m p l a u s i b i l i t i e s  t h a t  c a n  b e  f o u n d  i n  t h e  p l o t  h a v e  n o  r e s o n a n c e  o n
a u d i e n c e  i n v o l v e m e n t  f o r  t h e  s a m e  r e a s o n ,  I t ’ s  n e v e r  q u e s t i o n e d  w h y  R i k i  d o e s n ’ t  a p p e a r  t o
h a v e  a  m o t h e r ,  f o r  i n s t a n c e ,  s i n c e  t h i s  i s  w h o l l y  i r r e l e v a n t .  O n e  c o u l d  p o k e  h o l e s  i n t o  t h e
p l o t  i f  o n e  w a s  s o  i n c l i n e d ,  b u t  t h i s  w o u l d  b e  i g n o r i n g  t h e  f i l m ’ s  c i n e m a t i c  q u a l i t i e s .  F u d o h
s u c c e e d s  v e r y  w e l l  a t  f u s i n g  f o r m  a n d  c o n t e n t ,  a n d  i t s  m e r i t s  i n  t h i s  r e g a r d  b e c o m e  a l l  t h e
m o r e  c l e a r  w h e n  w e  c o m p a r e  t h e  f i l m  t o  t h e  m u c h  w e a k e r  w o r k s  M i i k e  t u r n e d  o u t  t h e  s a m e
y e a r  l i k e  t h e  S h i n  Daisan  N o  Go/cud6  f i l m s  a n d  P e a n u t s .  T h e s e  w e r e  f i l m s  i n  w h i c h  t h e  s t y -
l i s t i c  e l e m e n t s  w e r e  a l m o s t  n o n - e x i s t e n t ,  m a k i n g  t h e i r  i n c o n s i s t e n c i e s  a n d  i m p l a u s i b i l i t i e s
on a plot level all the more blatant.

N o t  s o  i n  F u d o h ,  w h i c h  s u c c e e d s  s o  wetf  a t  f u s i n g  f o r m  a n d  c o n t e n t  t h a t  o n e  o f  t h e
d i r e c t o r ’ s  m a i n  t h e m e s  - t h e  c o n t r a s t  b e t w e e n  t h e  c h i l d  a n d  v i o l e n c e  - n o  l o n g e r  f u n c t i o n s
a s  a  t h e m e  b u t  b e c o m e s  p a r t  o f  t h e  s t y l e :  h e r e  t h e  c o n t r a s t  d o e s n ’ t  s e r v e  t o  i n c r e a s e  t h e
i m p a c t  o f  v i o l e n c e ,  b u t  t o  e m p h a s i s e  t h e  t o n e  o f  e x a g g e r a t i o n . T h e  s y m b i o s i s  b e t w e e n  f o r m
and content has allowed it to be raised from the level of the latter to that of the former.

F u d o h  w a s  t h e  f i r s t  o f  T a k a s h i  M i i k e ’ s  f i l m s  t o  p l a y  t o  f o r e i g n  a u d i e n c e s .  I n  e a r l y  1 9 9 7
i t  p l a y e d  t h e  B r u s s e l s  F a n t a s t i c  F i l m  F e s t i v a l  i n  B e l g i u m ,  f o l l o w e d  t h a t  s a m e  y e a r  b y  s c r e e n -
ings in Canada at the FantAsia  festival in Montreal and the Toronto International Film Festival.
A s  a  r e s u l t  o f  t h e  T o r o n t o  s c r e e n i n g ,  A m e r i c a n  w e e k l y  n e w s  m a g a z i n e  T i m e  n a m e d  t h e
m o v i e  t h a t  w a s  o r i g i n a l l y  i n t e n d e d  f o r  t h e  J a p a n e s e  v i d e o  m a r k e t  o n e  o f  i t s  t e n  b e s t  f i l m s  o f
t h e  yea@.
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Miike passed on the opportunity to direct sequels to Peanuts, Kenka  No Hanamichi  and
Fudoh. Perhaps due to the results of the Daisan  No Gokud6follow-ups,  the director rarely made
a n o t h e r  s e q u e l  t h a t  c o n t i n u e d  f r o m  a  p r e v i o u s  f i l m .  M o s t  o f  t h e  s e q u e l s  h e  d i d  d i r e c t ,  l i k e
t h e  D e a d  o r  A l i v e  t r i l o g y  f o r  i n s t a n c e ,  a r e  r e l a t e d  t o  t h e i r  p r e d e c e s s o r s  i n  n a m e  o n l y  a n d
u s u a l l y  f e a t u r e  c o m p l e t e l y  d i f f e r e n t  s t o r y l i n e s  a n d  c h a r a c t e r s .

T h i s  g o e s  f o r  J i n g i  N&i  Yabb  2  a s  w e l l .  D e s p i t e  r e u n i t i n g  M i i k e  w i t h  a c t o r / p r o d u c e r
H a r u m i  S o n e  a n d  m a i n  a c t o r s  H i d e k i  S o n e  a n d  Kojiro  Sh im&  t h e  f i l m ’ s  p l o t  b e a r s  n o  r e l a -
t i o n  t o  i t s  p r e c u r s o r .  I t ’ s  n o t  a  t r u e  s e q u e l  i n  t h e  s t r i c t e s t  s e n s e  o f  t h e  w o r d ,  b u t  t h e m a t i c a l l y
t h e  t w o  f i l m s  a r e  m o s t  d e f i n i t e l y  c o n n e c t e d .  T h e  f i l m  r e p r i s e s  t h e  e m p h a s i s  o n  f a t h e r - s o n
r e l a t i o n s h i p s  o f  t h e  f i r s t ,  b u t  i n s t e a d  o f  f o c u s i n g  o n  t h e  g e n e r a t i o n  g a p  i t  m a k e s  t h e  f a m i l y
b o n d  i t s  c e n t r a l  t h e m e .  B l o o d  i s  t h i c k e r  t h a n  w a t e r  a n d  f a m i l y  t i e s  a r e  s t r o n g e r  t h a n  a n y
y a k u z a  a f f i l i a t i o n .

I n  c o n t r a s t i n g  t h e s e  t w o  e l e m e n t s ,  t h e  t h e m e s  o f  l o y a l t y  a n d  h o n o u r  i n e v i t a b l y  c o m e
i n t o  p l a y ,  e m b o d i e d  b y  i t s  m a i n  c h a r a c t e r  T e t s u y a  ( H i d e k i  S o n e )  w h o  i s  p u t  i n  t h e  p o s i t i o n  o f
h a v i n g  t o  c h o o s e  b e t w e e n  y a k u z a  a n d  f a m i l y ’ .  W h e r e a s  t h e  T e t s u y a  c h a r a c t e r  o f  t h e  f i r s t
f i l m  w a s  t a u g h t  a b o u t  h o n o u r  t h r o u g h  a n  e l d e r ,  w h o  s y m b o l i c a l l y  p a s s e d  i t  o n  t o  t h e  y o u n g e r

Kojirb Shimizu (I.) and Hideki Sane  face to face for the se&d time.
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g e n e r a t i o n ,  h e r e  h e f u l l y e m b o d i e s t h e c o n c e p t f r o m  thestart.Forthosefamiliarwith theyakuza
g e n r e  i t ’ s  n o  s u r p r i s e  t h a t  Jingi  Naki  YabB  2  e n d s  i n  t h e  t r a d i t i o n  o f  t h e  ninky6  eiga*  o f  t h e
1960s w i t h  a  f i n a l e  t h a t  s e e s  T e t s u y a  t a k i n g  o n  a n  e n t i r e  y a k u z a  g a n g  a r m e d  o n l y  w i t h  a
s w o r d .

A s  a n  e m b o d i m e n t  o f  h o n o u r ,  S o n e  p o r t r a y s  a  c h a r a c t e r  w h o  i s  w i s e r ,  c a l m e r  a n d
m o r e  m a t u r e  t h a n  h i s  n a m e s a k e  f r o m  t h e  p r e v i o u s  f i l m .  H e r e  T e t s u y a  i s  t h e  a d o p t e d  s o n  o f
y a k u z a  f a m i l y  I w a s a k i ,  w h o  l e f t  h o m e  a s  a  t e e n a g e r  i n  a  c o n s c i o u s  d e c i s i o n  n o t  t o  f o l l o w  i n
h i s  f a t h e r ’ s  c r i m i n a l  f o o t s t e p s .  H e  w e n t  t o  O s a k a  w h e r e  h e  e v e n t u a l l y  g a v e  u p  o n  h i s  p r i n c i -
p l e s  a n d  j o i n e d  t h e  M o g a m i  g r o u p .

Tetsuya finds his friend Yuji (Ky&uka  Yabe) dying in a ditch.

W h e n  h i s  a d o p t e d  f a t h e r  l w a s a k i  i s  s t a b b e d  i n  t h e  s t r e e t s  a n d  a d m i t t e d  t o  i n t e n s i v e
c a r e ,  T e t s u y a  r e t u r n s  h o m e  f o r  t h e  f i r s t  t i m e  i n  y e a r s ,  b r i n g i n g  h i s  M o g a m i  u n d e r l i n g  Y u j i
(Kyosuke  Y a b e )  w i t h  h i m .  l w a s a k i  ( H a r u m i  S o n e ,  w h o  h e r e  g e t s  s t a b b e d  i n  a  M i i k e  f i l m  f o r
t h e  f o u r t h  t i m e )  i s  u n d e r  t h e  c a r e  o f  d o c t o r  K o i k e ,  t h e  f i a n c e  o f  T e t s u y a ’ s  s i s t e r  Yoke.  T h e
c u l p r i t  w a s  a  y o u n g  I r a n i a n  w h o  i s  h i m s e l f  f o u n d  d e a d  s e v e r a l  d a y s  l a t e r ,  m a k i n g  t h e  r i v a l
Y a m a n e  y a k u z a  g r o u p  t h e  m a i n  s u s p e c t s .

T h e  Y a m a n e  b l a c k m a i l  K o i k e  i n t o  k i l l i n g  l w a s a k i  b y  i n j e c t i n g  h i m  w i t h  p o i s o n ,  a f t e r
w h i c h  t h e  d o c t o r  t o o  i s  f o u n d  d e a d .  H i s  d e a t h  i s  m a d e  t o  l o o k  l i k e  a n  a c c i d e n t  a n d  p o l i c e
d r e d g e  u p  h i s  c a r  f r o m  t h e  h a r b o u r ,  f i n d i n g  K o i k e ’ s  b o d y  b e h i n d  t h e  w h e e l  w i t h  a n  e m p t y
b o t t l e  o f  s a k e .  B o t h  Yoke  a n d  T e t s u y a  k n o w  t h e  d o c t o r  d i d n ’ t  d r i n k  a l c o h o l ,  p u t t i n g  t h e  t w o

AGITATOR -The Cinema of Takashl  Miike



Lett: Kitahara drowns his sorrows at his girlfriend’s bar.
Right: Tetsuya receives his father’s service  pistol and prepares for the final battle.

deaths into dubious light.Torn  between his loyalty to the Mogami group and his desire to avenge
t h e  d e a t h s  o f  h i s  f a t h e r  a n d  h i s  b r o t h e r - i n - l a w ,  h e  c o n s i d e r s  q u i t t i n g  t h e  O s a k a  u n i t .  Iwesaki’s
b r o t h e r  K i s h i m o t o  p r e v e n t s  h i m  f r o m  d o i n g  s o  a n d  i n s t e a d  e n t e r s  t h e  r i v a l  h e a d q u a r t e r s  o n
h i s  o w n  w i t h  a  l i t  s t i c k  o f  d y n a m i t e ,  b l o w i n g  u p  t h e  Y a m a n e  l e a d e r  a n d  h i m s e l f .

B u t  K i s h i m o t o ’ s  a c t  d o e s n ’ t  s o l v e  t h e  p r o b l e m . T h e  s e c o n d - i n - c o m m a n d  o f  t h e  v i l l a i n -
o u s  c l a n  i s  s t i l l  a l i v e ,  w h i l e  K i s h i m o t o ’ s  r e p l a c e m e n t  H a s e  i s  t o o  w e a k  t o  l e a d  t h e  l w a s a k i
g r o u p .  F r o m  t h e r e  t h e  f i l m  b u i l d s  u p  t o  t h e  i n e v i t a b l e  c o n f r o n t a t i o n  b e t w e e n  T e t s u y a  a n d  t h e
Y a m a n e ,  p i l i n g  o n  t h e  m o t i v a t i o n s  f o r  t h e  y o u n g  m a n  t o  g o  i n t o  b a t t l e :  H a s e  s e l l s  o u t  t h e
l w a s a k i  g r o u p  t o  Y a m a n e  a n d  t r i e s  t o  g e t  T e t s u y a  t o  j o i n  t h e m ,  b u t  t h e  y o u n g  m a n  r e f u s e s .
W h e n  h i s  m o t h e r  t e l l s  h i m  t h a t  K i s h i m o t o  w a s  h i s  n a t u r a l  f a t h e r ,  T e t s u y a  r e s i g n s  f r o m  t h e
M o g a m i  g r o u p  t o  a v o i d  i n v o l v i n g  t h e m  i n  h i s  p e r s o n a l  v e n d e t t a .  T h e n  h i s  f r i e n d  Y u j i  i s  m u r -
d e r e d  w h i l e  s p y i n g  o n  t h e  M o g a m i  g r o u p  a n d  T e t s u y a  f i n d s  a  n e w  a l l y  i n  p o l i c e m a n  K i t a h a r a
(Kojiro  S h i m i z u ) ,  w h o s e  i n v e s t i g a t i o n s  i n t o  t h e  Y a m a n e  h a v e  r e s u l t e d  i n  h i s  g i r l f r i e n d  a n d
h e r  i n f a n t  s o n  g e t t i n g  k i l l e d  b y  t h e  b u l l e t s  t h a t  w e r e  m e a n t  f o r  h i m ,  a n d  a  s m e a r  c a m p a i g n
b r a n d i n g  h i m  a s  a  c o r r u p t  c o p  a l l  o v e r  t h e  m e d i a .  W h e n  h e  r e v e a l s  h i m s e l f  t o  b e  I w a s a k i ’ s
e s t r a n g e d  s o n ,  t h e  t w o  m e n  d e c l a r e  w a r  o n  t h e  Y a m a n e  t o g e t h e r .

T h e  s u d d e n  r e v e l a t i o n  t h a t  K i t a h a r a  i s  I w a s a k i ’ s  s o n  i s  s y m p t o m a t i c  f o r  t h e  c o n t r i v e d
build-up to the film’s finale. It’s also completely unnecessary for the character, who was
a l r e a d y  g i v e n  m o r e  t h a n  e n o u g h  m o t i v a t i o n  t o  g e t  backattheyamane  g r o u p  t h r o u g h  t h e d e a t h s
o f  h i s  l o v e d  o n e s  a n d  t h e  f a l s e  a c c u s a t i o n s  o f  c o r r u p t i o n .  S u c h  c o n t r i v a n c e s  a r e  n o t  t h e
o n l y  t h i n g s  b o t h e r i n g  t h e  f i l m .  T h e  Y a m a n e  a r e  n e v e r  m o r e  t h a n  t w o - d i m e n s i o n a l  v i l l a i n s .  I n
a n  a t t e m p t  t o  c r e a t e  a t  l e a s t  s o m e  d i m e n s i o n ,  M i i k e  a d d s  a  n u m b e r  o f  p e c u l i a r  t o u c h e s  t o
t h e  c h a r a c t e r  o f  t h e  g r o u p ’ s  l e a d e r  (Hirotaro  H o n d a ) ,  d r e s s i n g  h i m  i n  v e r y  uncharaoteristic
r o u n d  g l a s s e s  a n d  a  b r i g h t  r e d  s c a r f  a n d  g i v i n g  h i m  a n  o b s e s s i o n  f o r  h i s  p e t  t o r t o i s e .  T h e
s i d e s t e p  M i i k e  t a k e s  w i t h  Y a m a n e ’ s  s e c o n d - i n - c o m m a n d  i s  s o m e w h a t  m o r e  s u b s t a n t i a l .  I n
the backroom  of a hostess club he rapes one of the bargirls, but what starts as a generic
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r a p e  s c e n e  b e c o m e s  a  d e b u n k i n g  o f  t h e  i m a g e  o f  t h e  m a l e  a g g r e s s o r  w h e n  t h e  g a n g s t e r
a c h i e v e s  o r g a s m  a f t e r  o n l y  t h r e e  t h r u s t s  a n d  a  m e r e  f i v e  s e c o n d s . T h i s  i m a g e  o f  f a i l e d  m a s -
c u l i n i t y  i s  s o m e t h i n g  M i i k e  w o u l d  e m p l o y  m o r e  o v e r t l y  i n  Full  Metal  Gokudb,  D e a d  o r  A l i v e
a n d  V i s i t o r  Q .

T h e s e  t o u c h e s  m a y  m a k e  t h e  c h a r a c t e r s  s l i g h t l y  d i f f e r e n t  f r o m  t h e  r u n - o f  t h e - m i l l  g a n g -
s t e r ,  b u t  a r e n ’ t  e n o u g h  t o  r e m e d y  t h e  p r o b l e m s .  T h e  v i l l a i n s  s e r v e  a s  a n  e x c u s e  t o  f u r t h e r
t h e  p l o t ,  r a t h e r  t h a n  b e i n g  p a r t  o f  i t .  T h e y  e x i s t  t o  e m p h a s i s e  T e t s u y a ’ s  s e n s e  o f  h o n o u r  a n d
g i v e  h i m  a n  e x c u s e  t o  g o  i n t o  b a t t l e .  B u t  t h e i r  p e r f u n c t o r y  e v i l d o i n g  a n d  t h e  i n c r e a s i n g  n u m -
b e r  o f  m u r d e r e d  r e l a t i v e s  o n l y  w e a k e n  t h e  i m p a c t  o f  T e t s u y a ’ s  m o r a l  c h o i c e  b e t w e e n  f a m i l y
a n d  y a k u z a  a f f i l i a t i o n .  I t  n e v e r  f o r  a  m o m e n t  f e e l s  l i k e  t h e  h a r r o w i n g  d e c i s i o n  i t  s h o u l d  b e .

Jingi  Naki  YabB  2  e m b r a c e s  t h e  t r a d i t i o n  o f  t h e  ninky6  eiga  e v e n  m o r e  w h o l e h e a r t -
e d l y  t h a n  i t s  p r e d e c e s s o r ,  n o t  o n l y  i n  characterisation,  t h e  m o r a l  c o n f l i c t  a n d  t h e  o n e - f o r - a l l
f i n a l e ,  b u t  a l s o  i n  M i i k e ’ s  c o n s i s t e n t  u s e  o f  a n a c h r o n i s m s .  A l t h o u g h  t h e  s t o r y  i s  s e t  i n  t h e
199Os,  several scenes and props echo the early twentieth-century setting of most of the
ninky6  eiga.Tetsuya  t r a v e l s  t o  a n d  f r o m  O s a k a  o n  a n  o l d  s t e a m  t r a i n  a n d  c a r r i e s  h i s  f a t h e r s
W o r l d  W a r  2  s e r v i c e  p i s t o l  w i t h  h i m  i n t o  b a t t l e .  S e v e r a l  s c e n e s  a r e  s e t  i n  a  d e s e r t e d  c o u n -
t r y s i d e  d e v o i d  o f  a l l  s i g n s  o f  m o d e r n i t y  a n d  o n  a  w o o d e n  b r i d g e  t h a t  s e e m s  a g e s  o l d  ( w h i c h
a d d i t i o n a l l y  f u n c t i o n s  a s  t h e  s y m b o l  f o r  T e t s u y a ’ s  f a r e w e l l  t o  h i s  f a m i l y ) .

O n  o c c a s i o n ,  M i i k e  m a k e s  i n t e r e s t i n g  u s e  o f  t h e  c a m e r a .  A  t h r e e - m i n u t e  d i a l o g u e
s c e n e  b e t w e e n  T e t s u y a  a n d  K i s h i m o t o  i s  s h o t  i n  a  s i n g l e  t a k e  w i t h  a  f i x e d  c a m e r a ,  w i t h  t h e
b a c k g r o u n d  a c t i v i t i e s  o f  Y u j i  p r o v i d i n g  d e p t h  o f  f i e l d  ( M i i k e  m a d e  s i m i l a r l y  e f f e c t i v e  u s e  o f
b a c k g r o u n d  a c t i o n  i n  a  s c e n e  i n  Shinjuku  Triad  S o c i e t y ) .  T h e  i m p a c t  o f  a  p o l i c e  r a i d  o n  t h e
i w a s a k i  h o u s e h o l d  i s  e f f e c t i v e l y  s h o w n  b y  f i l m i n g  i t  s u b j e c t i v e l y .  A g a i n  s h o t  i n  a  s i n g l e  l o n g
t a k e ,  w e  w a t c h  f r o m  K i t a h a r a ’ s  p o i n t  o f  v i e w  a s  h e  m a k e s  h i s  w a y  i n t o  t h e  h o u s e  a n d  u p  t h e
s t a i r s ,  o c c a s i o n a l l y  g l a n c i n g  i n t o  r o o m s  t o  s u r v e y  t h e  c h a o s .  B u t  a s i d e  f r o m  t h e s e  t w o  m o m e n t s
i n  w h i c h  t h e  c a m e r a  i s  v e r y  c o n s c i o u s l y  a n d  e f f e c t i v e l y  e m p l o y e d ,  Keijiro  M i y a n i s h i ’ s  c i n e -
matography is a step down from Hideo Yamamoto’s work on Kenka No Hanamichi and
F u d o h ,  p a r t i c u l a r l y  i n  t h e  o v e r l i g h t i n g  s o  t y p i c a l  o f  M i i k e ’ s  e a r l y  v i d e o  w o r k .

J i n g i  N a k i  K&6 2  w a s  a  m o m e n t a r y  l a p s e  i n  t h e  u p w a r d  t r a j e c t o r y  s t a r t e d  b y  K e n k a  N o
H a n a m i c h i .  T h e  f i l m s  t h a t  f o l l o w e d  i t ,  h o w e v e r ,  w o u l d  m o r e  t h a n  m a k e  u p  f o r  i t s  w e a k n e s s e s .
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KISHIWADA  SHdNEN GURENTAI  - CHIKEMURI  JUNJ6  HEN

1 9 9 7

To this day Kishiwada Shdnen  Gurenfai  - Chikemuri Junj6  Hen [lit: Boy hooligans from
K i s h i w a d a  - b l o o d  s o a k e d  p u r i t y  e p i s o d e ]  r e m a i n s  a  u n i q u e  e n t r y  i n  T a k a s h i  M i i k e ’ s  b o d y  o f
w o r k .  I t ’ s  t h e  o n l y  t i m e  h e  e v e r  a g r e e d  t o  m a k e  a  s e q u e l  t o  a n o t h e r  d i r e c t o r ’ s  f i l m .  K n o w i n g
M i i k e ’ s ,  d i s l i k e  o f  s e q u e l s ,  i t ’ s  e v e n  m o r e  e x c e p t i o n a l  t h a t  o n e  y e a r  l a t e r  h e  w o u l d  a l s o  d i r e c t
a  s e c o n d  f o l l o w - u p  t o  K a z u y u k i  I z u t s u ’ s  1 9 9 6  o r i g i n a l .

T h e  r e a s o n  f o r  M i i k e ’ s  u n c h a r a c t e r i s t i c  d e c i s i o n  i s  n o t  d i f f i c u l t  t o  g u e s s :  w i t h  i t s  mid-
1 9 7 0 s  O s a k a  s e t t i n g  a n d  h i g h  s c h o o l  g r a d u a t e  p r o t a g o n i s t s ,  K i s h i w a d a  Shbnen  G u r e n t a i
h a d  a l l  t h e  i n g r e d i e n t s  f o r  a  c o n t i n u a t i o n  o f  K e n k a  N o  H a n a m i c h i ’ s  t h e m e  o f  n o s t a l g i a .
I n d e e d ,  t h e  r e s u l t  i s  n o t  s o  m u c h  a  s e q u e l  t o  I z u t s u ’ s  f i l m  a s  a n  e x t e n s i o n  o f  M i i k e ’ s  o w n
w o r k .  S e t  i n  t h e  p e r i o d  d i r e c t l y  f o l l o w i n g  h i g h  s c h o o l  g r a d u a t i o n ,  K i s h i w a d a  ShBnen  G u r e n t a i
- C h i k e m u r i  Junjb  H e n  c o n t i n u e s  t h e  u s e  o f  f i g h t i n g  a s  a  s y m b o l  f o r  c h i l d h o o d ,  o r  i n  t h i s
c a s e  f o r  i m m a t u r i t y .  F i g h t i n g  h e r e  b e c o m e s  n o t  s i m p l y  a  w a y  t o  r e l i v e  t h e  p a s t ,  b u t  a  c o n -
s c i o u s  c h o i c e  t o  n o t  g r o w  u p .

T h e  p r e s e n c e  o f  K e n k a  N o  H a n a m i c h i ’ s  l e a d  a c t o r s  KyBsukeYabe  andYasushi  K i t a m u r a
c r e a t e s  a n o t h e r  l i n k  b e t w e e n  t h e  t w o  f i l m s ,  a l t h o u g h  n e i t h e r  p l a y s  a  l e a d i n g  r o l e  h e r e .  T h e
t w o  p o r t r a y  f r i e n d  a n d  n e m e s i s  r e s p e c t i v e l y  t o  p r o t a g o n i s t  R i i c h i  (KQi  C h i h a r a ) ,  a  t e e n a g e r
f r o m  t h e  w o r k i n g  c l a s s  d i s t r i c t  o f  K i s h i w a d a  w i t h  a  l o v e  f o r  v i o l e n t  p r a n k s  a n d  a  k n a c k  f o r
g e t t i n g  i n t o  f r e q u e n t  p u n c h - u p s .

T h e  K i s h i w a d a  ShGnen  G u r e n t a i  s e r i e s  i s  b a s e d  o n  a  s t r i n g  o f  s t r o n g l y  d r a m a t i s e d
a u t o b i o g r a p h i c a l  n o v e l s  b y  R i i c h i  N a k a b a .  T h e  a u t h o r  a p p e a r s  i n  M i i k e ’ s  f i l m  a s  b a r  o w n e r
a n d  f o r m e r  y a k u z a  K a o r u ,  a  m a n  s e e m i n g l y  i n v i n c i b l e  i n  s t r e e t  f i g h t s  w h o  s e r v e s  a s  a n  i d o l
a n d  r o l e  m o d e l  t o  R i i c h i  a n d  h i s  f r i e n d s . T h i s  b i t  o f  c a s t i n g  i n d i c a t e s  a  d i f f e r e n c e  i n  p h i l o -
sophy between Miike and his predecessor. No doubt as a result of his own Osaka back-
g r o u n d ,  M i i k e  k e p t  h i s  v e r s i o n  c l o s e r  t o  t h e  w o r l d  o f  t h e  a u t h o r  t h a n  lzutsu  d i d .  Izutsu,  w h o
h a i l s  f r o m  N a r a ,  n a m e d  h i s  l e a d  c h a r a c t e r  Kotetsu  i n s t e a d  o f  R i i c h i  a n d  h a d  a n o t h e r  a c t o r
play the part of Kaoru. Miike’s personal attachment to the setting resulted in a detailed, nuanced
a n d  p a s s i o n a t e  a p p r o a c h  t h a t  i s  w o r l d s  a p a r t  f r o m  t h e  m i d d l i n g  J i n g i  N a k i  Yab6  2 .  T h e  p r e s -
e n c e  b e h i n d  t h e  s c e n e s  o f  H i d e o  Y a m a m o t o ,  M a s a  N a k a m u r a  a n d  Y a s u s h i  S h i m a m u r a  ( a l l
a b s e n t  f r o m  J i n g i  N a k i  YabB  2 )  i s  a l s o  a  g o o d  i n d i c a t i o n  o f  h i s  d e v o t i o n  t o  t h e  m a t e r i a l .

As noted, the film can be seen as a continuation of the themes of Kenka No Hanamichi,
m o v i n g  a w a y  f r o m  h i g h  s c h o o l  a n d  p o r t r a y i n g  t h e  p a s s a g e  i n t o  a d u l t h o o d  a n d  t h e  c h o i c e
between maturity and immaturity.On  their last day of school, Riichi, his girlfriend Ry6ko  (Sarina
S u z u k i )  a n d  h i s  friendsyuji  ( Y a s u s h i  C h i h a r a ,  t h e  l e a d  a c t o r ’ s  b r o t h e r  a n d  p a r t n e r  i n  a  man-
zaicomedyduo)andTetsuo(Ky<yBsukeYabe)pullonelastprankonateacher(played  by  Da i suke
l i j i m a ) ,  b e f o r e  t e a r i n g  u p  t h e i r  r e c e n t l y  a c q u i r e d  d i p l o m a s  a n d  e m b a r k i n g  o n  a  s u m m e r
v a c a t i o n  f i l l e d  w i t h  b r a w l s ,  p r a n k s  a n d  v a n d a l i s m .  I n  t h e  m o n t a g e  t h a t  a c c o m p a n i e s  t h e
o p e n i n g  c r e d i t s ,  w e  s e e  t h e m  u s e  b a s e b a l l  b a t s ,  k n i v e s ,  m e t a l  p i p e s ,  b r i c k s  a n d  e v e n  a  h a r -
p o o n  i n  t h e i r  u n i n t e r r u p t e d  r e i g n  o f  t e r r o r  a g a i n s t  t h e i r  n e i g h b o u r h o o d  r i v a l s .  T h e y  t a k e  a s
w e l l  a s  g i v e  - R i i c h i  s p e n d s  m u c h  o f  t h e  s u m m e r  l i m p i n g  a f t e r  r e c e i v i n g  a  k n i f e  i n  t h e  l e g
f r o m  h i s  n e m e s i s  Sada  ( Y a s u s h i  K i t a m u r a )  - b u t  n o n e  o f  t h e  d a m a g e  i s  l e t h a l  o r  l a s t i n g .
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T h e  v i o l e n c e  h e r e  i s  n o n - v i o l e n t ,  l i k e  s l a p s t i c k  t h a t ’ s  n o t  p l a y e d  f o r  l a u g h s .  I t ’ s  n o t  h u r t  t h e s e
c h a r a c t e r s  f e e l ,  b u t  j o y .  T h e i r  a c t s  a r e  a  c e l e b r a t i o n  o f  y o u t h ,  a n o t h e r  e x a m p l e  o f  M i i k e ’ s
c h i l d h o o d  i d y l l  i n  w h i c h  i n v u l n e r a b i l i t y  i s  a  c r u c i a l  f a c t o r .

B u t  t h e  i n t e n s i t y  o f  i t  i n  t h e  o p e n i n g  m i n u t e s  p o i n t s  t o  t h e s e  a c t s  b e i n g  t h e  l a s t  g a s p
o f  a  c h i l d h o o d  a b o u t  t o  d i s a p p e a r  f o r e v e r .  W h e n  w i n t e r  s e t s  i n ,  s o  d o e s  t h e  r e a l i s a t i o n  t h a t
t h e  c h a r a c t e r s  h a v e  t o  m a k e  a  c h o i c e ,  t o  d e c i d e  h o w  t h e y  w a n t  t o  l i v e  t h e  r e s t  o f  t h e i r  l i v e s .

T h e  f i l m  i s  d i v i d e d  i n t o  t w o  p a r t s :  “ S i d e  A :  f o r  w i n t e r ”  a n d  “ S i d e  B :  f o r  s u m m e r ”  ( t h e
r e f e r e n c e  t o  L P  r e c o r d s  f o r m s  a  s u i t a b l y  n o s t a l g i c  n o d  t o  t h e  p e r i o d ) .  T h e  t w o  s e a s o n s  a r e
c o n n e c t e d  t o  t h e  m e n t a l  s t a t e s  o f  t h e  c h a r a c t e r s ,  a n d  t o  m a t u r i t y  a n d  i m m a t u r i t y .  T h e  c r e d i t
s e q u e n c e  m a k e s  t h e  l i n k  b e t w e e n  i m m a t u r i t y  a n d  s u m m e r ,  a n d  a s  t h e  f a l l i n g  c h e r r y  b l o s -
s o m s  i n  t h e  o p e n i n g  s c e n e  a t t e s t ,  a l s o  t o  s p r i n g  ( M i i k e  w o u l d  a g a i n  u s e  c h e r r y  b l o s s o m  a s
a  s y m b o l  f o r  y o u t h  i n  Andromedia).

A s  Ry6ko  g e t s  a  j o b  a s  a  s h a m p o o  g i r l  i n  a  h a i r  s a l o n ,  R i i c h i  s t a r t s  s e l l i n g  s l i p p e r s
f r o m  a  s t r e e t  s t a l l .  H e  f a l l s  i n  l u s t  w i t h  N a o m i ,  a  c h i l d h o o d  f r i e n d  w h o  h a s  g r o w n  u p  i n t o  a
l o n g - l e g g e d ,  m i n i s k i r t  w e a r i n g  bargirl.  H e  s o o n  f i n d s  h i s  w a y  i n t o  h e r  a r m s  a n d  i n t o  h e r  b e d ,
b u t  Ryako  s e e s  t h e m  t o g e t h e r  o n  t h e  s t r e e t s  o n e  n i g h t .  T h e  w a y  M i i k e  p o r t r a y s  h e r  g r i e f  i s
t h o r o u g h l y  c i n e m a t i c .  D u r i n g  t h e  o p e n i n g  m o n t a g e  h e  s h o w e d t w o  b r i e f  s c e n e s  o f  Ry6ko  e n j o y -
i n g  h e r s e l f  w h i l e  t a k i n g  a  b a t h .  A f t e r  s h e  d i s c o v e r s  t h a t  h e r  b o y f r i e n d  i s  c h e a t i n g  o n  h e r ,  t h e
next shot we see is of Rybko  in a bathroom that’s completely dark, save for one shaft of
m o o n l i g h t  t h a t  s h i n e s  i n  t h r o u g h  a  s m a l l  w i n d o w  a n d  i l l u m i n a t e s  t h e  s t e a m  r i s i n g  f r o m  t h e
h o t  w a t e r .  T h e  d a r k n e s s  a n d  t h e  f a c t  t h a t  s h e ’ s  s i t t i n g  w i t h  h e r  b a c k  t o  t h e  c a m e r a  m a k e  i t
i m p o s s i b l e  t o  s e e  h e r  f a c e .  H o w e v e r ,  b e c a u s e  t h e  f r a m i n g  i s  w i d e r  t h a n  t h e  t w o  p r e v i o u s
s h o t s  o f  h e r  i n  t h e  b a t h ,  s h e  c o m e s  a c r o s s  a s  b e i n g  i s o l a t e d  i n  t h i s  d a r k ,  e m p t y  s p a c e .  T h e
p l a c e  t h a t  g a v e  h e r  h a p p i n e s s  b e f o r e  i s  n o w  r e n d e r e d  a s  c o l d  a n d  g l o o m y ,  a n d  t h i s  c o n t r a s t
n o t  o n l y  e x p r e s s e s  t h e  g i r l ’ s  f e e l i n g s ,  b u t  a l s o  a  c h a n g e  i n  c o m p a r i s o n  t o  t h e  e a r l i e r  s i t u a -
t i o n :  f o r  Rybko,  R i i c h i ’ s  d e c e i t  c o n s t i t u t e s  t h e  s u d d e n  e n d  o f  c h i l d h o o d  a n d  i t s  i n n o c e n c e .

S h e  b r e a k s  u p  w i t h  h i m  i n  a n  e m o t i o n a l  a n d  h e a t e d  c o n v e r s a t i o n  i n  a  c o f f e e  s h o p ,
w h i c h  e n d s  i n  h e r  e m p t y i n g  a  g l a s s  o f  w a t e r  o v e r  h i m .  ( T h e  s c e n e  i s  a c c o m p a n i e d  t o  g o o d
e f f e c t  b y  a  l o u d ,  d i s t o r t e d  e l e c t r i c  g u i t a r  s o l o  c o u r t e s y  o f  T o m i o  T e r a d a  - t h e  c o m p o s e r  o f
all of Miike’s early V-cinema films showed that he too had developed since those early
y e a r s . )  T o  m a r k  t h e  e n d  o f  h e r  c h i l d h o o d  s h e  c u t s  h e r  h a i r ,  t h e n  v i s i t s  Y u j i  t o  h a n d  h i m  a l l
t h e  p h o t o g r a p h s  s h e  t o o k  d u r i n g  h i g h  s c h o o l .  S h e  s a y s  s h e  d o e s n ’ t  h a v e  t h e  s t r e n g t h  t o
b u r n  t h e m  h e r s e l f  a n d  a s k s  h i m  t o  d o  i t  f o r  h e r .  H e r  m e m o r i e s  o f  c h i l d h o o d  f i l l  a  v e r y  s y m -
b o l i c  g a r b a g e  b a g  t h a t  s h e  g i v e s  t o  Y u j i .  T h i s  a c t  c o m p l e t e s  Rydko’s d e v e l o p m e n t  f r o m  c h i l d
t o  a d u l t  a n d  t h e r e b y  t h e  f i l m  m o v e s  i n t o  i t s  s e c o n d  h a l f .  “ S i d e  B :  f o r  s u m m e r ”  m a r k s  t h e  e n d
3f  Ryako’s c h i l d h o o d  a n d  t h e  b e g i n n i n g  o f  R i i c h i ’ s  d e s c e n t  i n t o  m i s e r y .

Instead of burning the pictures, Yuji takes them to Riichi in an attempt to make his friend
realise  w h a t  h e  h a s  t h r o w n  a w a y .  B e i n g  c o n f r o n t e d  w i t h  t h e  r e c o r d  o f  h i s  p a s t  w i t h  Ry6ko
s e n d s  R i i c h i  i n t o  a  d e p r e s s i o n ,  w h o s e  d e p t h s  a r e  e m p h a s i s e d  b y  t h e  o p p o s i t e  t r a j e c t o r y  o f
Fuji,  w h o  f a l l s  i n  l o v e  w i t h  Ryako’s  h a i r  s a l o n  c o l l e a g u e  M a s a e  ( p l a y e d  b y  H i r o k o  N a k a j i m a
irom  Eyecatch  J u n c t i o n ,  w h o  l i k e  c o m p o s e r  T e r a d a  h a d  m a d e  s o m e  s i g n i f i c a n t  l e a p s  i n  a b i l i -
t y  s i n c e  t h o s e  e a r l y  d a y s ) .  T h e r e ’ s  a n  o m i n o u s  u n d e r t o n e  t o  Yuji’s  h a p p i n e s s ,  w h i c h  i s  esta-
IishedfirstbyRyako’sconcludingvoice-overafterhanding  h i m t h e p h o t o g r a p h s : o v e r a c l o s e - u p
>f  t h e  p i c t u r e  o f  t h e m  w i t h  t h e i r  t o r n - u p  h i g h  s c h o o l  d i p l o m a s ,  s h e  s a y s  s h e  h o p e d  s h e  w o u l d
iever  m e e t  R i i c h i  a g a i n ,  b u t  i n s t e a d  i t  w a s  Yuji  s h e  w o u l d  n e v e r  a g a i n  s e e .  T h i s  i s  r e p e a t e d
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e v e n  m o r e  p o r t e n t o u s l y  b y  a  l a t e r  v o i c e - o v e r  f r o m  R i i c h i ,  w h o  w h i l e  p o n d e r i n g  o v e r  t h e  s a m e
p h o t o g r a p h  s a y s  t h a t  Y u j i ’ s  d i s a p p e a r a n c e  m a d e  h i m  t h i n k  a b o u t  g i v i n g  u p  h i s  o l d  w a y s
entirely.

W i t h  b o t h  v o i c e - o v e r s  b e i n g  d e l i v e r e d  i n  r e t r o s p e c t ,  i t ’ s  c l e a r  t o  t h e  v i e w e r  t h a t  s o m e -
thing bad will happen to Yuji. It puts the viewer at an advantage over Yuji  himself who at that
m o m e n t  i s  o f  c o u r s e  c o m p l e t e l y  u n a w a r e  o f  w h a t ’ s  t o  c o m e .  T h i s  g i v e s  Y u j i ’ s  s c e n e s  t h e
a f o r e m e n t i o n e d  u n d e r t o n e  o f  d r e a d ,  b u t  a l s o  a l l o w s  t h e  d i r e c t o r  t o  m a n i p u l a t e  t h e  a u d i -
e n c e ,  s i n c e  t h e y  d o n ’ t  k n o w  e x a c t l y  w h a t  i t  i s  t h a t  w i l l  h a p p e n  t o  Y u j i  a n d  w h e n  i t  w i l l  h a p -
p e n .  M i i k e  m a k e s  t h e  m o s t  o f  t h i s  i n  t h e  b u i l d - u p  t o  Y u j i ’ s  d e a t h  s c e n e ,  w h i c h  w e  w i l l  c o m e
to later.

R i i c h i ’ s  v o i c e - o v e r  n o t  o n l y  f o r e s h a d o w s  Y u j i ’ s  f a t e  b u t  a l s o  i l l u s t r a t e s  h i s  o w n  i n t e r n a l
c o n f l i c t ,  a  c o n f l i c t  t h a t  v o i c e s  t h e  f i l m ’ s  c e n t r a l  t h e m e .  W a l k i n g  d o w n  t h e  s t r e e t  o n e  e v e n i n g ,
h e  s e e s  h i m s e l f  s t r o l l i n g  h a n d  i n  h a n d  w i t h  Ryoko,  w e a r i n g  b r i g h t  s u m m e r  c l o t h e s  t o  c o n -
t r a s t  h i s  o w n  d r a b  w i n t e r  c o a t .  S o o n  a f t e r  t h i s ,  h e  i s  b e a t e n  u p  o n  t h e  s t r e e t s  b y  a  g a n g  o f
y o u n g  p u n k s .  H e  s t u m b l e s  i n t o  N a o m i ’ s  h o u s e ,  b u t  w h e n  t h e  g i r l  s h o w s  a  g e n u i n e  c o n c e r n
o v e r  h i s  b l e e d i n g  w o u n d s  h e  y e l l s  a t  h e r  t o  l e a v e  h i m  a l o n e .  A f t e r  h e  b u r n s  Ryoko’s p i c t u r e s
h e  b r e a k s  u p  w i t h  N a o m i ,  l e a v i n g  a n o t h e r  g i r l  b e h i n d  i n  t e a r s .  T h e  b r e a k - u p  i l l u s t r a t e s  t h e
d i m e n s i o n  t o  t h e  c h a r a c t e r  o f  N a o m i ,  w h o  d e s p i t e  b e i n g  o f  e a s i e r  v i r t u e  t h a n  Ryoko  i s  s t i l l
p o r t r a y e d  a s  a  h u m a n  b e i n g ,  r a t h e r  t h a n  a  t w o - d i m e n s i o n a l  h o m e  w r e c k e r .

W h e n  h e  r e p e a t e d l y  s l a m s  h i s  f i s t  i n t o  a  m e t a l  p o s t  o u t  f r u s t r a t i o n  a n d  s e l f - l o a t h i n g ,
R i i c h i  i s  r e m i n d e d  t h a t  t h e  e m o t i o n a l  h a r m  h e  h a s  caused,on  t h e  p e o p l e  h e  l o v e s  h a s  p r o v e n
a  l o t  m o r e  p a i n f u l  a n d  l a s t i n g  t h a n  a n y  p h y s i c a l  d a m a g e  h e  d i d  o n  h i s  n u m e r o u s  e n e m i e s .
H a v i n g  f o r c e d  b o t h  Ryoko  a n d  N a o m i  o u t  o f  h i s  l i f e ,  R i i c h i  t u r n s  t o  t h e  l a s t  p e r s o n  h e  h a s
l e f t  a n d  speeds t h e  n i g h t  a t  h i s  m o t h e r ’ s  h o u s e .  S h e  f i x e s  h i m  d i n n e r  b e f o r e  l e a v i n g  h i m  t o
g o  t o  w o r k .  W h e n  h e  a s k s  h e r  h o w  h i s  a b s e n t  f a t h e r  i s  d o i n g ,  s h e  r e p l i e s :  “ W h e n  y o u  f i g h t ,
m a k e  s u r e  y o u  w i n . ”  T h i s  e x p r e s s i o n  a t  o n c e  h i n t s  a t  t h e  p r o b l e m s  i n  h i s  p a r e n t s ’  r e l a t i o n -
s h i p  ( w h i c h  w o u l d  f o r m  t h e  b a s i s  f o r  t h e  s e c o n d  s e q u e l )  a n d  s e r v e s  t o  i n s p i r e  R i i c h i  t o  g e t
h i s  a c t  t o g e t h e r .  W h e n  h e  l e a v e s  t h e  h o u s e  t h e  f o l l o w i n g  d a y ,  h e  c o n f r o n t s  t h e  g a n g  t h a t
b e a t  h i m  u p  a n d  p u m m e l s  t h e m  s i n g l e - h a n d e d l y ,  t h e r e b y  l i b e r a t i n g  h i m s e l f  f r o m  h i s  e m o -
t i o n a l  c r i s i s .  W h i l e  t h i s  w o u l d  s e e m  t o  i n d i c a t e  t h a t  h e  i s  r e a d y  t o  m o v e  o n  ( a l s o  g i v e n  h i s
e a r l i e r  b u r n i n g  o f  Ryoko’s p h o t o g r a p h s ) ,  t h e  f a c t  t h a t  h e  r e g a i n s  h i s  c o n f i d e n c e  t h r o u g h
f i g h t i n g  i n d i c a t e s  t h a t  h e  i s  s t i l l  i m m a t u r e .  H e  h a s n ’ t  s o  m u c h  d e v e l o p e d  a s  r e g r e s s e d ,  r e d i s -
c o v e r e d  h i s  o l d  s o u r c e  o f  h a p p i n e s s .

F i t t i n g l y ,  h e  h o o k s  u p  w i t h  h i s  f r i e n d s  Y u j i  a n d  T e t s u o  a g a i n .  T h r o u g h o u t  t h e  f i l m ,  t h e
e m p h a s i s  o n  R i i c h i  a n d  Y u j i  h a s  p u s h e d  t h e  r o l e  o f  T e t s u o  i n t o  t h e  b a c k g r o u n d .  H i s  c h a r a c -
t e r  i s  l a r g e l y  w i t h o u t  f u n c t i o n ,  b u t  l i k e  v a r i o u s  o t h e r  s u p p o r t i n g  c h a r a c t e r s  h e  h e l p s  t o  b r o a d e n
t h e  s c o p e  a n d  o p e n  t h e  f i l m  u p ,  m a k i n g  i t  m o r e  t h a n  j u s t  t h e  s t o r y  o f  R i i c h i ’ s  d e p r e s s i o n .
W h e n  h e  i s  b r o u g h t  b a c k  i n t o  t h e  f i l m  a f t e r  R i i c h i  f i n d s  h i s  s t r i d e ,  h e  h a s  b o u g h t  h i m s e l f  a
n e w  c a r .  T e t s u o ’ s  o w n  i m m a t u r i t y  i s  e v i d e n t  i n  h i s  c h o i c e ,  a  t u n e d - u p  m u s c l e  c a r ,  a n d  i n  t h e
fact that he trades it in for a bigger one several days later. It’s as a result of his new cars that
t h e  t h r e e  b o y s  r e u n i t e .  T h e  t r i o  t a k e  a  r i d e  t o g e t h e r  b u t  a r e  p u s h e d  o f f  t h e  r o a d  b y  a  f e l l o w
s p e e d  d e m o n .  T h e y  c r a s h  i n t o  a  b u l l d o z e r  p a r k e d  b y  t h e  r o a d s i d e ,  b u t  e m e r g e  u n s c a t h e d
e x c e p t  f o r  Y u j i  w h o  h a s  s h i t  h i s  p a n t s  ( t h e  f a c t  t h a t  h e  f i n d s  t h i s  a s  a m u s i n g  a s  h i s  f r i e n d s
d o ,  i n d i c a t e s  Y u j i ’ s  o w n  c o n t i n u e d  i m m a t u r i t y ,  t h u s  c o m p l e t i n g  t h e  r e u n i f i c a t i o n  o f  t h r e e
i m m a t u r e  f r i e n d s ) .  H e  t a k e s  o f f  h i s  p a n t s  t o  w a s h  h i m s e l f  i n  t h e  n e a r b y  r i v e r ,  b u t  f a l l s  i n t o
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t h e  w a t e r .  W h e n  R i i c h i  a n d  T e t s u o  r u s h  u p  t o  h e l p  h i m ,  h e ’ s  g o n e .  F o r  a  m o m e n t  i t  s e e m s
a s  i f  h e  h a s  d r o w n e d ,  u n t i l  h e  c o m e s  u p  f r o m  b e l o w  t h e  s u r f a c e  w i t h  a  b i g  s m i l e  o n  h i s  f a c e .
As he climbs back onto the shore, there’s a rumbling in the clouds overhead and out of nowhere,
a  b o l t  o f  l i g h t n i n g  s h o o t s  d o w n  a n d  h i t s  Yuji,  l e a v i n g  n o t h i n g  b u t  a  c h a r r e d  h u m a n  f i g u r e .

T h i s  s c e n e  d e m o n s t r a t e s  t h e  d i r e c t o r ’ s  a b i l i t y  t o  t a k e  s i t u a t i o n s  b e y o n d  t h e i r  e x p e c t e d
a n d  s e e m i n g l y  o b v i o u s  e n d .  T h i s  m i n i n g  o f  a  s o u r c e  f o r  i t s  f u l l  d r a m a t i c  a n d  s t y l i s t i c  p o t e n -
t i a l  i s  s o m e t h i n g  h e  w o u l d  r e p e a t  o n  m a n y  a n o t h e r  o c c a s i o n ,  i n c l u d i n g  t h e  f i n a l e s  o f  R a i n y
D o g ,  D e a d  o r  A l i v e  a n d  D e a d  o r  A l i v e  2 .  T h i s  i s  n o t  a  c a s e  o f  p u s h i n g  t h e  e n v e l o p e  f o r  i t s
own sake or going ‘over the top’. It’s a careful and deliberate manipulation of audience expec-
t a t i o n s ,  w h i c h  i n  t h e  c a s e  o f  t h e  c a r  c r a s h  s c e n e  f u n c t i o n s  t o  f i t  Y u j i ’ s  d e a t h  s c e n e  i n  w i t h
t h e  t o n e  o f  t h e  f i l m .  B y  p o s t p o n i n g  h i s  d e a t h ,  M i i k e  m a k e s  t h e  m o m e n t  a s  m u c h  a  p i e c e  o f
b l a c k l y  c o m i c  s l a p s t i c k  a s  t h e  f i l m ’ s  n u m e r o u s  f i g h t  s c e n e s .  I f  h e  h a d  m a d e  Y u j i  d i e  i n  t h e
c r a s h ,  h i s  d e a t h  w o u l d  h a v e  j u s t  b e e n  s h o c k i n g .  I f  h e  h a d  d r o w n e d ,  i t  w o u l d  o n l y  h a v e  b e e n
t r a g i c .  T h e  c o m p l e t e l y  u n e x p e c t e d  l i g h t n i n g  b o l t  m a k e s  i t  a b s u r d l y  c o m i c a l ,  w i t h o u t  m a k i n g
i t  a n y  l e s s  t r a g i c  o r  s h o c k i n g .

Three of Rydko’s snapshots: Riichi and friends, before during and after graduation

But what gives the scene its full potential is the fact that the audience is involved. With
:heir  k n o w l e d g e  o f  Y u j i ’ s  f a t e ,  t h e y  e x p e c t  h i s  d e a t h  t o  c o m e  i n  t h i s  s c e n e ,  f i r s t  i n  t h e  c a r
:rash,  t h e n  i n  t h e  r i v e r .  I t ’ s  b e c a u s e  M i i k e  i n v o l v e d  t h e  a u d i e n c e  t h a t  h e  c a n  g e t  a w a y  w i t h
,ostponing  i t  a n d  b r i n g  i t  t o  a  p o i n t  w h e r e  i t  f i t s  i n  w i t h  t h e  t o n e  o f  t h e  f i l m .  T h e  a u d i e n c e
larticipation  m a k e s  t h i s  m u c h  m o r e  t h a n  s i m p l e  i n d u l g e n c e .

T h e  s c e n e  a l s o  d i s p l a y s  M i i k e ’ s  a b i l i t y  t o  c r e a t e  s u g g e s t i o n  t h r o u g h  e d i t i n g ,  some-
h i n g  h e  w o u l d  m o r e  c l e a r l y  e m p l o y  i n  t h e  f i n a l e  o f  A u d i t i o n  a n d  t h r o u g h o u t  l& i  fhe  K i l l e r .
The  a c t u a l  c r a s h i n g  o f  t h e  c a r  i s  n o t  s h o w n ,  n e i t h e r  i s  Y u j i ’ s  f a l l  i n t o  t h e  w a t e r .  S o u n d  a n d
h e  j u x t a p o s i t i o n  o f  i m a g e s  ( p a r t i c u l a r l y  c u t t i n g  t o  t h e  d i r e c t  a f t e r m a t h  o f  a  s i t u a t i o n  o r  a
fetail  o f  i t )  d o  t h e  w o r k .  T h e  l i g h t n i n g  s t r i k e  i s  s h o w n  ( f o r  t h i s  u n e x p e c t e d  m o m e n t  t o  w o r k  i t
leeds  t o  b e )  b u t  w h e n  Y u j i ’ s  c h a r r e d  b o d y  f a l l s ,  M i i k e  c u t s  t o  a  b l a c k  s c r e e n  j u s t  b e f o r e  i t
rits  t h e  g r o u n d ,  t h u s  s u g g e s t i n g  t h e  i m p a c t  a n d  i t s  m e s s y  r e s u l t s  w h e r e  s h o w i n g  t h e m  w o u l d
r a v e  t a k e n  t h e  s c e n e  t o o  f a r  i n t o  a b s u r d i t y  a n d  m a d e  i t  r i d i c u l o u s .

In the denouement Miike again plays with audience expectation, using virtually the same
echnique  as in the car crash scene. In hospital after the accident, Riichi meets Ryoko  again.
-hey  l e a v e  t o g e t h e r  b u t  p a r t  w a y s  o n  t h e  s t r e e t s .  A s  t h e y  t u r n  a n d  w a l k  a w a y  i n  o p p o s i t e
lirections,  i t  s e e m s  a s  i f  t h e y  h a v e  s a i d  t h e i r  f i n a l  f a r e w e l l .  B u t  a f t e r  Ryoko  r o u n d s  a  c o r n e r ,
Iiichi  t u r n s  a r o u n d  a n d  r u n s  a f t e r  h e r .  N o w  i t  s e e m s  a s  i f  t h e y  w i l l  e n d  u p  t o g e t h e r  a g a i n
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a f t e r  a l l ,  b u t  a l l  R i i c h i  f i n d s  i s  a n  e m p t y  s t r e e t .  Ryoko  h a s  d i s a p p e a r e d  o n c e  a n d  f o r  a l l  f r o m
h i s  l i f e .  R i i c h i  i s  i n i t i a l l y  d i s a p p o i n t e d ,  b u t  h e  f i n d s  h i s  s t r i d e  a g a i n  w h i l e  h e  w a l k s  a w a y .  H e
s t a r t s  r u n n i n g  a n d  w i t h  h i s  f i s t s  c l e n c h e d ,  h e  r u n s  s t r a i g h t  i n t o  b a t t l e  w i t h  h i s  e t e r n a l  n e m e -
sis Sada.

S p l i t t i n g  u p  i s  w h a t  e v e n t u a l l y  l i b e r a t e s  b o t h  R i i c h i  a n d  Ryoko.  R i i c h i  r e a l i s e s  t h a t
b e i n g  i m m a t u r e  i s  h i s  t r u e  c a l l i n g  a n d  h e  e m b r a c e s  i t  w h o l e h e a r t e d l y .  T h e  v e r y  f a c t  t h a t  h e
t u r n e d  a r o u n d  t o  g o  a f t e r  Ryoko  i s  t y p i c a l  o f  h i s  c h a r a c t e r .  I n  h i s  i m m a t u r i t y ,  h e  t h i n k s  e v e r y -
thing can be just like it was. Ryoko  on the other hand had long since decided that she wanted
t o  m o v e  o n .  T h a t  s h e  c u t  h e r  h a i r  a n d  g a v e  a w a y  h e r  c o l l e c t i o n  o f  p h o t o g r a p h s  w e r e  u n m i s -
t a k a b l e  i n d i c a t i o n s  o f  t h e  c h a n g e  i n  h e r  c h a r a c t e r .  S h e  d o e s n ’ t  l o o k  b a c k  i n  t h a t  f i n a l  s c e n e ,
m e a n i n g  t h e  m a t u r e  d e c i s i o n  i s  h e r s .  T h e  f i n a l  s h o t  o f  h e r  s e e s  h e r  s t a n d i n g  o n  a  r o o f t o p ,
s t a r i n g  a f t e r  a  r e d  b a l l o o n  f l o a t i n g  s y m b o l i c a l l y  u p w a r d s  t o  t h e  s k y  ( t h e  s a m e  b a l l o o n  a l s o
fldated  t h r o u g h  t h e  f r a m e  i n  t h e  o p e n i n g  s h o t  o f  t h e  f i l m  - i n  t h e  c o n t e x t  o f  t h e  f i n a l  d a y  o f
h i g h  s c h o o l  i t ’ s  e q u a l l y  s y m b o l i c  o f  t h e  m o m e n t  w h e n  l i f e  n e e d s  t o  m o v e  o n ) .

That Riichi should collide with Sada  in the end is inevitable. Throughout the film, their
i n t e r a c t i o n s  h a v e  b e e n  t h e  d i r e c t o r s  t o o l  t o  d i s p l a y  R i i c h i ’ s  c h a n g i n g  m e n t a l  state.The  c r e d i t
s e q u e n c e  s h o w s  t h e m  b o t h  e a g e r  t o  f i g h t ,  a n d  e s t a b l i s h e s  t h e i r  r e l a t i o n s h i p  a s  w e l l  a s  t h e
tone of the film’s violence. When Riichi is infatuated with Naomi, he has no eye for Sada’s  provo-
c a t i o n s .  W h e n  h e  i s  i n  t h e  m i d s t  o f  h i s  d e p r e s s i o n ,  h e  s l o u c h e s  p a s t  h i s  r i v a l  a n d  i g n o r e s
him completely. There was only one way to illustrate Riichi’s liberation at the end of the film,
a n d  t h a t  w a s  t o  h a v e  h i m  c l a s h  g l e e f u l l y  w i t h  Sada.  T h e  r e s u l t i n g  f i g h t  i s  n o t  i m p o r t a n t  h e r e ,
w h i c h  i s  w h y  M i i k e  ( l i k e  i n  t h e  f i n a l  s h o t  o f  Kenka  No  HanamichiJ  c u t s  t o  t h e  c l o s i n g  c r e d i t s
b e f o r e  t h e i r  f i s t s  h i t  t a r g e t .  W h a t  m a t t e r s  i s  t h e  e a g e r n e s s  t h a t  s p r i n g s  f o r t h  f r o m  t h e  c h a r -
a c t e r s  i m m a t u r i t y .  L i k e  t h e  f i l m ’ s  t i t l e  s u g g e s t ,  t h e r e i n  l i e s  R i i c h i ’ s  p u r i t y  a n d  M i i k e  i s  m o r e
t h a n  h a p p y  t o  a l l o w  h i m  t o  s t a y  p u r e .
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RAINY DOG
Gokudo  K u r o s h a k a i  - R a i n y  D o g

1 9 9 7

Despite the similarities in the films’ original titles, Rainy Dog is not a sequel to 1995’s  Shinjuku
l7iad  S o c i e t y .  O f t e n  r e f e r r e d  t o  a s  t h e  K u r o s h a k a i  t r i l o g y ,  S h i n j u k u  T r i a d  Sociefy  ( S h i n j u k u
K u r o s h a k a i ) ,  R a i n y  D o g  (GokudG  K u r o s h a k a i )  a n d  L e y  L i n e s  ( N i h o n  K u r o s h a k a i ,  1 9 9 9 )  a r e
c o n n e c t e d  o n  a  t h e m a t i c  l e v e l  - a s  m o s t  o f  M i i k e ’ s  f i l m s  a r e  - b u t  f e a t u r e  d i f f e r e n t  c h a r a c -
t e r s  a n d  s t o r y l i n e s .

R a i n y  D o g  i s  t h e  o d d  o n e  o u t  o f  t h e  t h r e e .  W h e r e a s  t h e  f i r s t  a n d  t h i r d  f i l m  b o t h  f o c u s
on zanryu koji and ethnic or cultural rootlessness, Rainy Dog presents a ‘stranger in a
s t r a n g e  l a n d ’  s c e n a r i o ,  m a k i n g  t h e  p r o t a g o n i s t ’ s  m i s s i n g  r o o t s  g e o g r a p h i c a l  i n  n a t u r e .  I n
t h i s  r e s p e c t  t h e  f i l m  i s  c o n n e c t e d  t o  t h e  T a i w a n e s e  s c e n e s  i n  S h i n j u k u  T r i a d  S o c i e t y ,  s i n c e
R a i n y  D o g ’ s  l e a d  characteryuji  ( S h o w  A i k a w a )  i s  a  y a k u z a  e x i l e d  i n  o n e  o f  t h e  m o r e  s h a b b y
s e c t i o n s  o f  T a i p e i .  S i n c e  t h e  f i l m ’ s  i n t e n t  i s  t o  s h o w  t h e  m a i n  c h a r a c t e r ’ s  s e n s e  o f  d i s p l a c e -
m e n t ,  Y u j i  i s  n o t  a  m a n  o f  m i x e d  c u l t u r a l  b a c k g r o u n d ,  b u t  a  J a p a n e s e  f i r s t  a n d  f o r e m o s t .
I n d e e d ,  h i s  c u l t u r a l  a n d  e t h n i c  i d e n t i t y  n e e d s  t o  b e  c l e a r  f o r  t h i s  t o  w o r k ,  t h u s  m a k i n g  h i m
a n  o u t c a s t  s i m p l y  f r o m  t h e  f a c t  t h a t  h e  i s  a  J a p a n e s e  p e r s o n  i n  T a i p e i .

I n  t h i s  c i t y  s w e p t  b y  a  s e r i e s  o f  t o r r e n t i a l  r a i n s t o r m s ,  Y u j i  w o r k s  n i g h t s  a t  a  s l a u g h t e r -
h o u s e  t r a n s p o r t i n g  p i g  c a r c a s s e s  a n d  u s e s  h i s  g a n g s t e r  s k i l l s  t o  d o  o c c a s i o n a l  a s s a s s i n a -
tion jobs for the local crime lord. This man, who like many of the characters in the film remains
u n n a m e d ,  s a v e s  Y u j i ’ s  m o n e y  f o r  h i m  a n d  p u t s  p a r t  o f  h i s  e a r n i n g s  i n t o  t h e  m a n u f a c t u r e  o f
a  f a k e  p a s s p o r t .

T h e  r e a s o n  f o r  h i s  e x i l e  n e v e r  b e c o m e s  c l e a r  ( a n d  i n d e e d  i s  t h o r o u g h l y  u n i m p o r t a n t  i n
t h e  c o n t e x t  o f  t h e  f i l m ) ,  b u t  i t  s o o n  t u r n s  i n t o  a  p e r m a n e n t  b a n i s h m e n t  w h e n  h e  r e c e i v e s  a
p h o n e  c a l l  f r o m  J a p a n  t e l l i n g  h i m  h i s  b o s s  h a s  b e e n  k i l l e d  a n d  t h a t  h i s  g r o u p  h a s  b e e n  o v e r -
r u n  b y  r i v a l s .  O n  t o p  o f  t h a t ,  h i s  f o r m e r  c o l l e a g u e  s a y s  h e  w i l l  “ t a k e  c a r e ”  o f  Y u j i ’ s  g i r l f r i e n d .
Done in a voice-over, Yuji’s reaction is to call himself a failed yakuza, “the lowest of the low”.

This ostracism from his own group, plus the loss of his girlfriend (not to mention the fact
t h a t  h e  h a s  n o  p a s s p o r t ) ,  f u r t h e r  a m p l i f i e s  h i s  s t a t u s  a s  a n  o u t c a s t :  h i s  h o m e  i s  d e n i e d  h i m
a n d  e v e n  i f  h e  w o u l d  r e t u r n  t o  J a p a n  h e  w o u l d  f i n d  h i s  o w n  w o r l d  a n d  h i s  o l d  l i f e  g o n e .  H e
d o e s n ’ t  b e l o n g  w h e r e  h e  i s  n o w  a n d  h e  n o  l o n g e r  b e l o n g s  i n  t h e  p l a c e  w h e r e  h e  c a m e  f r o m .

A l t h o u g h  h e  s p e a k s  M a n d a r i n ,  Y u j i  c h o o s e s  t o  l i v e  i n  i s o l a t i o n  ( h i s  r u l e  t o  n e v e r  g o
out into the rain is a symbol for this isolation from society). He clings to the few links to Japan
h e  s t i l l  p o s s e s s e s ,  l i k e  h i s  h a b i t  o f  w a t c h i n g  J a p a n e s e  m o n s t e r  m o v i e s  o n  h i s  c o m p u t e r .
T h i s  l i n k  a l s o  e x i s t s  i n  t h e  s h a p e  o f  t h e  J a p a n e s e  m a n  w h o  h a s  b e e n  c h a s i n g  h i m  a r o u n d
T a i p e i  f o r  t h e  l a s t  t h r e e  y e a r s .  A s i d e  f r o m  t h e  f a c t  t h a t  h e  i s  a  f e l l o w  J a p a n e s e ,  t h i s  p u r s u e r
(Tomorowo  Taguchi) also remains something of an enigma to the viewer. Sleeping on rooftops _
n  a  s l e e p i n g  b a g  h e  c a r r i e s  w i t h  h i m  ( i n d i c a t i n g  t h a t  h e  t o o  i s  a n  o u t c a s t  w h o  p r e f e r s  isola-
:ion),  h e  n o t  o n l y  g o e s  w i t h o u t  a  n a m e  b u t  i t  i s  f u r t h e r m o r e  n e v e r  e x p l a i n e d  w h a t  h i s  back-
a r o u n d  i s  - a l t h o u g h  h e  m o t i v a t e s  h i s  d o g g e d  p u r s u i t  b y  s a y i n g  t h a t  i t ’ s  h i s  j o b ,  w h i c h  w o u l d
suggest  t h a t  h e  i s  a  p o l i c e m a n .  T h e  o t h e r  p o s s i b i l i t y  i s  o f  c o u r s e  t h a t  h e  i s  a  r i v a l  g a n g s t e r
n o t  q u i t e  i n  t u n e  w i t h  r e c e n t  d e v e l o p m e n t s  b a c k  h o m e .
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O u r  l a c k  o f  k n o w l e d g e  a b o u t  T a g u c h i ’ s  c h a r a c t e r  m a t t e r s  v e r y  l i t t l e ,  s i n c e  h i s  f u n c t i o n
i s  f i r s t  a n d  f o r e m o s t  a s  o n e  o f  Y u j i ’ s  p r e c i o u s  f e w  l i n k s  w i t h  J a p a n .  A l t h o u g h  i t  i s  c l e a r  t h a t
h i s  j o b  i s  t o  k i l l  Y u j i  a n d  t h a t  h e  i s  o n l y  a l l o w e d  t o  r e t u r n  t o  J a p a n  a f t e r  h e  h a s  s u c c e e d e d
( t h u s  i n  t u r n  m a k i n g  Y u j i  h i s  o n l y  l i n k  t o  J a p a n ) ,  t h e  t h r e e  y e a r s  t h e  m e n  h a v e  k n o w n  e a c h
o t h e r  a s  w e l l  a s  t h e i r  J a p a n e s e  i d e n t i t i e s  h a v e  t u r n e d  t h e i r  r a p p o r t  i n t o  a n  o d d  l o v e - h a t e
r e l a t i o n s h i p .  T h e y  o n l y  h a v e  t w o  s c e n e s  t o g e t h e r ,  t h e  f i r s t  o f  w h i c h  i l l u s t r a t e s  t h e i r  r e l a t i o n -
s h i p  p e r f e c t l y .  T h e  s e q u e n c e  s t a r t s  a s  a  p u r s u i t ,  t h e n  b e c o m e s  a  t e m p o r a r y  t r u c e  d u r i n g
w h i c h  t h e  t w o  m e n  h a v e  d i n n e r  t o g e t h e r ,  o n l y  t o  e n d  w i t h  Y u j i  m e r c i l e s s l y  b e a t i n g  u p  h i s
n e m e s i s  i n  a n  a l l e y w a y .

Y u j i ’ s  l i n k s  t o  J a p a n  s t a r t  t o  m a t t e r  a l l  t h e  m o r e  b e c a u s e  t h e  s e t b a c k s  k e e p  p i l i n g  u p .
T h e  s a m e  d a y  t h e  r a i n s t o r m s  s t a r t  a n d  t h e  b a d  n e w s  f r o m  t h e  h o m e  f r o n t  a r r i v e s ,  a n  ex-
g i r l f r i e n d  t u r n s  u p  o n  h i s  d o o r s t e p  w i t h  a  y o u n g  b o y  i n  t o w :  t h e  r e s u l t  o f  a  o n e - n i g h t  s t a n d
s h e  a n d  Y u j i  h a d  m a n y  n i g h t s  a g o .  S h e  l i t e r a l l y  p u s h e s  t h e  b o y ,  a  m u t e  k i d  c a l l e d  C h e n
( J i a n - X i a n  H e ) ,  i n t o  h i s  a r m s  a n d  t a k e s  o f f  i n  a  t a x i ,  l e a v i n g  t h e  b e w i l d e r e d  Y u j i  t o  c a r e  f o r
w h a t  m a y  o r  m a y  n o t  b e  h i s  s o n .

I t  m u s t  b e  n o t e d  a t  t h i s  p o i n t  t h a t  t h e  s t o r y  c a r r i e s  m o r e  t h a n  a  f e w  s i m i l a r i t i e s  t o  L u c
B e s s o n ’ s  L e o n  / T h e  P r o f e s s i o n a l ,  a  f i l m  r e l e a s e d  t h r e e  y e a r s  p r i o r  t o  R a i n y  D o g s .  A  hitman
l i v i n g  a n  i s o l a t e d  l i f e  i n  a  f o r e i g n  c o u n t r y ,  d o i n g  h i t s  f o r  a  l o c a l  c r i m e  l o r d  w h o  ‘ s a v e s ’  h i s
m o n e y  f o r  h i m ,  f o r c e d  t o  c a r e  f o r  a n  o r p h a n e d  c h i l d  t h r o u g h  c i r c u m s t a n c e  a n d  p u r s u e d  b y  a
d e r a n g e d  a n t a g o n i s t ;  t h e s e  e l e m e n t s  f o r m  t h e  b a s i s  o f  b o t h  B e s s o n ’ s  a n d  M i i k e ’ s  f i l m .  T h e
e x e c u t i o n  h o w e v e r  i s  w o r l d s  a p a r t .

Yuji doesn’t so much take care of the boy as tolerate him in his vicinity. Where he goes
C h e n  f o l l o w s ,  t r a i l i n g  s e v e r a l  m e t e r s  b e h i n d  h i m  l i k e  a  s t u b b o r n l y  l o y a l  d o g .  W h e n  Y u j i  h a s  a
m e e t i n g  w i t h  h i s  c r i m e  b o s s  e m p l o y e r ,  t h e  b o y  w a i t s  o u t s i d e  t h e  l a b y r i n t h  o f  f o o d  s t a l l s  a t
t h e  c e n t e r  o f  w h i c h  t h e  c r i m i n a l  h o l d s  h i s  c o u r t .  I n  a n  i n t e r e s t i n g  p a r a l l e l  o f  b a d  p a r e n t i n g ,
t h e  c r i m e  l o r d  c a l l s  Y u j i  “ m y  s o n ”  b e f o r e  o r d e r i n g  h i m  t o  k i l l  a  c e r t a i n  S h u  w h o  h a s  b e e n
“ g o i n g  b e h i n d  m y  b a c k ” .

T h e  l o n e l y  hitman  g o e s  s t r a i g h t  t o  w o r k  a n d  c a r r i e s  o u t  h i s  a s s i g n m e n t  i n  a  r e s t a u -
r a n t  w h e r e  S h u  i s  h a v i n g  l u n c h  w i t h  h i s  w i f e  a n d  i n f a n t  c h i l d .  H e  s h o o t s  t h e  m a n  i n  t h e  h e a d
s e v e r a l  t i m e s ,  i n  f r o n t  o f  h i s  f a m i l y  a n d  w i t h  C h e n  w a t c h i n g  h i m  f r o m  o u t s i d e  i n  s h o c k . T h a t
n i g h t ,  a s  t h e  r a i n  c o m e s  p o u r i n g  d o w n ,  Y u j i  l e a v e s  C h e n  o u t  i n  t h e  r a i n  w h i l e  h e  h i m s e l f
s t a y s  i n  h i s  h o u s e .  H e  l e t s  t h e  s h i v e r i n g  b o y  i n t o  h i s  h o u s e  e v e n t u a l l y ,  g i v i n g  h i m  s h e l t e r
a n d  a  t o w e l ,  b u t  n o t h i n g  e l s e .  T h i s  a c t  i s  n o t  o u t  o f  c o m p a s s i o n ,  b u t  i s  t h e  r e s u l t  o f  h i s  o w n
l o n e l i n e s s :  Y u j i  r e m e m b e r e d  a  s t o r y  ( w h i c h  w e  h e a r  a s  a  v o i c e - o v e r  a g a i n )  a b o u t  a  p r i s o n e r
w h o  w a s  i n  j a i l  s o  l o n g  h e  s t a r t e d  t o  c a r e  f o r  a  f l y .  O n e  d a y  t h e  f l y  l e f t  h i m  a n d  h e  l o s t  h i s
m i n d .  T h i s  t h o u g h t  s a y s  m o r e  a b o u t  Y u j i ’ s  f e e l i n g s  t o w a r d s  h i s  e n v i r o n m e n t  a n d  h i s  i s o l a -
t i o n  t h a n  a b o u t  h i s  f e e l i n g s  t o w a r d s  t h e  b o y .  I t  i n d i c a t e s  t h a t  h e  t h i n k s  o f  h i m s e l f  a s  a  p r i s o -
ner in this foreign land.

Another hit follows soon after, as Yuji  is dispatched to kill a man called Ku Chi-Ping who
t h e  b o s s  s a y s  “ h a s  b e e n  s c r e w i n g  m y  b e s t  f r i e n d s  d a u g h t e r ”  - a n o t h e r  c l e a r l y  u n t r u e  e x c u s e ,
w h i c h  i s  a c c o m p a n i e d  b y  a n o t h e r  e q u a l l y  f a l s e  d e c l a r a t i o n  o f  f a t h e r l y  l o v e  f o r  h i s  e m p l o y e e .

Y u j i  t a k e s  t h e  t r a i n  t o  K u ’ s  h o m e t o w n  w i t h  C h e n  a g a i n  i n  t o w .  D e s p i t e  t h e  r e p r o a c h  o f
t h e  p r e v i o u s  n i g h t ,  h e  c o n t i n u e s  t o  i g n o r e  t h e  b o y .  B u t  C h e n  i s  u n d e t e r r e d  i n  h i s  l o y a l t y  a n d
l e a r n s  q u i c k l y  t o  a d a p t  t o  h i s  f a t h e r ’ s  l i f e s t y l e .  W h e n  Y u j i  h a s  l o c a t e d  h i s  t a r g e t ,  t h e  b o y
h i d e s  b e f o r e  t h e  hitman  h a s  e v e n  g r a b b e d  h i s  g u n .  Y u j i  h e s i t a t e s  i n  c o m p l e t i n g  h i s  t a s k
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h o w e v e r  a n d  t r o t s  o f f  t o  a  n e a r b y  b r o t h e l  w h o s e  p i m p  h a p p e n s  t o  s p e a k  s e v e r a l  w o r d s  o f
J a p a n e s e .  O u t  o f  t h e  f o u r  a v a i l a b l e  p r o s t i t u t e s ,  h e  c h o o s e s  L i l y  (Xian-Mei  C h e n ) .

T h e  w a y  M i i k e  i n t r o d u c e s  t h e  c h a r a c t e r  o f  L i l y  i s  i l l u s t r a t i v e  f o r  h i s  h a n d l i n g  o f  v i s u a l
s t o r y t e l l i n g  i n  t h i s  f i l m ,  w h i c h  f o l l o w s  o n  h i s  w o r k  i n  Fudoh.  W h e n  Y u j i  e n t e r s  t h e  b r o t h e l ,
t h e r e  a r e  t h r e e  p r o s t i t u t e s  p r e s e n t ,  f o r c i n g  t h e  p i m p  t o  f e t c h  L i l y  h i m s e l f ,  s h o v i n g  h e r  i n t o
t h e  r o o m .  T h i s  s c e n e  a l r e a d y  i n d i c a t e s  t h a t  t h e  y o u n g  w o m a n  i s  s o m e t h i n g  o f  a n  o u t s i d e r ,
b u t  w h e n  M i i k e  n e x t  c u t s  t o  t h e  i n s i d e  o f  a  b e d r o o m ,  t h e  s h o t  i s  o n l y  o f  a  c o m p u t e r  o n  a
t a b l e  n e x t  t o  t h e  d o o r .  T h e n  t h e  d o o r  o p e n s  a n d  L i l y  e n t e r s .  T h e  n e x t  s h o t  s h o w s  Y u j i  w a s
w a i t i n g  f o r  h e r  o n  t h e  b e d .

B y  f r a m i n g  t h e  c o m p u t e r ,  t h e  d i r e c t o r  i m m e d i a t e l y  c r e a t e s  a  p a r a l l e l  b e t w e e n  L i l y  a n d
Yuji and how they relate to their environment. After all, the computer was one of the hitman’s
f e w  l i n k s  t o ’  w h e r e  h e  m o s t  w a n t e d  t o  b e  a n d  l i k e  L i l y ’ s  r o o m  t h e  i n t e r i o r  o f  h i s  h o u s e  a l s o
c o n s i s t s  m a i n l y  o f  a  b e d  a n d  a  c o m p u t e r .  T h i s  l i n k ,  e s t a b l i s h e d  b e t w e e n  t h e m  t h r o u g h  v i s u a l
means, is quickly acknowledged by the characters themselves. When she takes off Yuji’s
s h i r t ,  t h i s  r e v e a l s  h i s  t a t t o o e d  t o r s o  - o n c e  a  s y m b o l  o f  b e l o n g i n g ,  i t  n o w  i n d i c a t e s  h i s  s t a -
t u s  a s  a n  o u t s i d e r ,  w h i c h  l i k e  h i s  n a t i o n a l i t y  c a n  n e v e r  b e  e r a s e d . T h a t  n i g h t  a f t e r  t h e y  h a v e
h a d  s e x  ( t h e  f i l m  c u t s  s t r a i g h t  t o  t h i s  m o m e n t ,  s k i p p i n g  t h e  s e x  i t s e l f ) ,  Y u j i  w a k e s  u p  t o  f i n d
h e r  s i t t i n g  i n  f r o n t  o f  h e r  c o m p u t e r  a n d  u n d e r s t a n d s  t h a t  s h e  t o o  d r e a m s  o f  e s c a p i n g  t o  a
d i f f e r e n t  w o r l d .  ( T h e s e  t w o  m o m e n t s - t h e  r e v e a l i n g  o f  t h e  t a t t o o  a n d  L i l y  s i t t i n g  a t  t h e  c o m -
p u t e r  - a r e  a g a i n  p u r e l y  v i s u a l ,  s p e a k i n g  v o l u m e s  w i t h  h a r d l y  a  w o r d  o f  d i a l o g u e . )

Y u j i  s t a y s  w i t h  h e r  a l l  t h r o u g h  t h e  f o l l o w i n g  d a y  a n d  n i g h t .  S h e  t e l l s  h i m  t h a t  e v e n
t h o u g h  s h e  d r e a m s  o f  e s c a p i n g  ( t h e  r a i n  t h a t  p o u r s  d o w n  i n c e s s a n t l y  o u t s i d e  i s  t h e  s y m b o l
f o r  h e r  m i s e r y ,  a n d  s h e  t a l k s  o f  “ e s c a p i n g  t h e  r a i n ”  r a t h e r  t h a n  e&aping t h e  b r o t h e l  o r  t h e
c i t y ) ,  s h e ’ s  a f r a i d  t o  l e a v e  b e c a u s e  s h e  f e a r s  t h a t  t h e  p l a c e  s h e  c h o o s e s  t o  f l e e  t o  m a y  b e
j u s t  a s  b a d  a s  w h e r e  s h e  i s  n o w  ( a n  e x p r e s s i o n  o f  r o o t l e s s n e s s ,  s i n c e  i t  i n d i c a t e s  t h a t  s h e
d o e s n ’ t  f e e l  a t  h o m e  a n y w h e r e ) .  S h e  h a s  h e r  o w n  website  o n  w h i c h  s h e  d e s c r i b e s  h e r s e l f
a s  a  b e a u t i c i a n  w h o  d r e a m s  o f  s e e i n g  t h e  w o r l d .  It’s a n  o p e n  i n v i t a t i o n  t o  a n y o n e  t o  r e s c u e
h e r  f r o m  T a i p e i .  S h e  a s k s  Y u j i  w h y  h e ’ s  s t a y i n g  w i t h  h e r .  W h e n  h e  s a y s  h e ’ s  w a i t i n g  f o r  t h e
r a i n  t o  s t o p ,  s h e  t y p e s  t h e  w o r d s  “ a  l i a r ”  o n  h e r  k e y b o a r d .  T h e y  b o t h  k n o w  t h a t  t h e y  h a v e
f o u n d  s o m e o n e  w h o  s h a r e s  t h e i r  f a t e ,  a  f e l l o w  o u t c a s t .  ( T h i s  c o m m o n  f a t e  i s  m i r r o r e d  i n
Chen,  w h o  w h i l e  w a i t i n g  f o r  Yuji  i n  t h e  d o w n p o u r  h a s  f o u n d  a n  a b a n d o n e d  p u p p y  b e t w e e n
t h e  g a r b a g e  b a g s  - t h u s  o n e  r a i n y  d o g  m e e t s  a n o t h e r ) .

W h e n  t h e  r a i n  s t o p s  t h e  f o l l o w i n g  m o r n i n g ,  Y u j i  l e a v e s ,  m o r e  d e t e r m i n e d  t h a n  e v e r  -
h i s  s t a y  w i t h  L i l y  h a s  r e m i n d e d  h i m  t h a t  d o i n g  h i s  j o b  a n d  m a k i n g  m o n e y  i s  h i s  o n l y  t i c k e t
o u t  o f  T a i w a n .  C h e n  g e t s  u p  a n d  h u r r i e s  a f t e r  h i m ,  a b a n d o n i n g  h i s  n e w f o u n d  f r i e n d  w i t h
h a r d l y  a  s e c o n d  t h o u g h t  ( a n o t h e r  i n d i c a t i o n  t h a t  h e  i s  g r o w i n g  c l o s e r  t o  Y u j i ,  s i n c e  t h i s  i s
e x a c t l y  t h e  t r e a t m e n t  C h e n  r e c e i v e s  f r o m  h i m ) . Y u j i  a m b u s h e s  K u  i n  a n  e m p t y  m a r k e t  p l a c e
and  k i l l s  h i m  a n d  h i s  t w o  m e n ,  a g a i n  f i r i n g  s e v e r a l  n e e d l e s s  r o u n d s  i n t o  h i m ,  b e f o r e  realis-
n g  t h e y  w e r e  c a r r y i n g  a  b a g  f u l l  o f  m o n e y .  H e  t a k e s  t h e  c a s h  a n d  h e a d s  f o r  t h e  s t a t i o n ,  b u t
:hanges  h i s  m i n d  a n d  h e a d s  b a c k  f o r  t h e  b r o t h e l .  H e  s h o w s  t h e  m o n e y  t o  L i l y  a n d  t e l l s  h e r
:his  i s  h e r  c h a n c e  t o  e s c a p e .  H e  w i l l  t a k e  h e r  a w a y  f r o m  T a i p e i ,  o n  t h e  c o n d i t i o n  t h a t  s h e
NilI  t a k e  c a r e  o f  C h e n  w h e n  t h e y  g e t  t o  t h e i r  u n d e c i d e d  d e s t i n a t i o n .

K U  C h i - P i n g ’ s  d e a t h  i s  q u i c k l y  d i s c o v e r e d  b y  h i s  .brother  K u  H u n g  ( M i n g - J u n  G a o ) ,
Nho  h a d  b e e n  w a i t i n g  f o r  h i m  t o  a r r i v e .  l - l u n g  p u t s  a l l  h i s  m e n  o n  a l e r t  f o r  t h e  p e r s o n  w h o  a
e w  d a y s  p r i o r  h a d  b e e n  s p y i n g  o n  h i s  b r o t h e r .  M e a n w h i l e  Y u j i  h i j a c k s  a  c a r  a n d  f o r c e s  t h e
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d r i v e r  t o  b r i n g  t h e m  t o  t h e  s t a t i o n .  T h e y  f i n d  H u n g  a n d  h i s  m e n  w a i t i n g  f o r  t h e m  a n d  n a r -
r o w l y  e s c a p e  t h e i r  b u l l e t s .

T h e  d r i v e r  d r o p s  t h e m  o f f  a t  a  l i t t e r - s t r e w n  b e a c h  ( c o n t i n u i n g  t h e  d o g  a n a l o g y ,  C h e n
i s  d i s t r a c t e d  b y  t h e  o b j e c t s  h e  s e e s  o n  t h e  b e a c h ,  t o y i n g  w i t h  t h e m  f o r  a  m o m e n t  b e f o r e
l o o k i n g  u p  a n d  f o l l o w i n g  h i s  m a s t e r  a g a i n ) ,  w h e r e  t h e y  s p e n d  t h e  n i g h t  i n  a  b u n k e r .  L i l y  t r i e s
t o  g e t  c l o s e r  t o  C h e n  b y  t e a c h i n g  h i m  h o w  t o  w r i t e  h i s  n a m e .  T h e  a t t e m p t  a t  r e p r o a c h  i s  n o t
s u c c e s s f u l .  S h a r e d  f a t e s  o r  n o t ,  Y u j i  i s  t o o  a c c u s t o m e d  t o  h i d i n g  h i s  e m o t i o n s  a n d  k e e p s
h i s  d i s t a n c e ,  a n d  C h e n  f o l l o w s  h i s  e x a m p l e ,  m u c h  t o  L i l y ’ s  f r u s t r a t i o n .  T h e y ’ v e  f o r m e d  a
g r o u p  u n i t  t h r o u g h  t h e i r  c o m m o n  s t a t u s  a s  o u t c a s t s ,  b u t  t h e i r  a l l i a n c e  i s  n o t  a n  e a s y  o n e .
T h e  u n i t  m a y  r e s e m b l e  a  f a m i l y  b u t  i s n ’ t .

M e a n w h i l e  H u n g  h a s  b e e n  e s t a b l i s h i n g  h i s  p o w e r  b y  t a k i n g  c o n t r o l  o f  h i s  b r o t h e r ’ s
o p e r a t i o n s  a n d  a l i g n i n g  w i t h  Y u j i ’ s  e m p l o y e r  i n  T a i p e i .  W h e n  t h e  hitman  t e l e p h o n e s  h i s  b o s s
t h e  f o l l o w i n g  m o r n i n g ,  h e  a s k s  f o r  h i s  m o n e y  a n d  p a s s p o r t .  S t i l l  c a l l i n g  h i m  h i s  s o n  a n d
t e l l i n g  Y u j i  h e  w i l l  g e t  h i m  w h a t  h e  a s k s ,  h i s  e m p l o y e r  b e t r a y s  h i m  b y  p a s s i n g  t h e  i n f o r m a -
t i o n  o n  t o  H u n g .  B u t  t h r o u g h  h i s  w o r d s  Y u j i  r e a l i s e s  h e ’ s  b e e n  s o l d  o u t  ( “ Y o u ’ v e  d o n e  s o
m u c h  f o r  t h i s  t o w n .  G e t  a w a y  s a f e l y ”  s o u n d s  a w f u l l y  l i k e  a  f i n a l  f a r e w e l l ) .  H e  f l e e s  w i t h  t h e
w o m a n  a n d  t h e  b o y ,  m i n u t e s  b e f o r e  c a r s  s t a r t  a r r i v i n g  a t  t h e  b e a c h ,  c a r r y i n g  H u n g ’ s  m e n .

As they hurry along the beach, Chen spots a scooter buried in the sand and starts
d i g g i n g  i t  u p .  T h e  o t h e r s  j o i n  i n  a n d  s o o n  t h e y ’ r e  o n  t h e i r  w a y  b a c k  t o  t h e  c i t y  o n  t h e  l i t t l e
m o p e d .  I n  a d d i t i o n  t o  b e i n g  a n o t h e r  i n s t a n c e  i n  w h i c h  C h e n  a d o p t s  t h e  b e h a v i o u r  o f  a  d o g ,
d i g g i n g  u p  t h e  s c o o t e r  i s  a l s o  t h e  f i r s t  t i m e  t h e  t h r e e  o f  t h e m  a c t  a s  a  u n i t - b e f o r e  t h e y  s i m -
p l y  w e r e  t o g e t h e r ,  n o w  t h e y  w o r k  t o g e t h e r .  T h e  s c e n e  a l s o  d e m o n s t r a t e s  h o w  w e l l  i m p l a u -
s i b i l i t y  c a n  b e  u s e d  t o  a  f i l m ’ s  a d v a n t a g e .  T h e  d i s c o v e r y  o f  t h e  s c o o t e r  a n d  t h e i r  e s c a p e  o n
i t  i s  n o t  s o  m u c h  i m p l a u s i b l e  a s  s u r r e a l l y  b e a u t i f u l  a n d  f u n c t i o n s  a s  a  f i t t i n g  s y m b o l  f o r  t h e
c h a r a c t e r s ’  u n i t y .  I t  s t a r t s  o f f  a  p e r i o d  o f  s e e m i n g  h a p p i n e s s :  t h e y  h a v e  t h e i r  u n i t y ,  t h e  m o n e y
and transportation, and for a while everything seems blissful. In a parallel to the final moments
o f  S h i n j u k u  Outlaw,  t h i s  h a p p i n e s s ,  p a r t i c u l a r l y  w h e n  b a s e d  o n  m o n e y ,  d o e s n ’ t  l a s t .

T h e y  h i d e  o u t  a t  t h e  h o u s e  o f  a  f r i e n d  o f  L i l y ’ s ,  a  g a y  a r t i s t  w h o  t e l l s  Y u j i  t h a t  “ m a n y
g a y s  a r e  h a p p y  t h a t  h e ’ s  d e a d ” .  N e v e r t h e l e s s ,  h e  t o o  b e t r a y s  t h e m .  A f t e r  L i l y  a n d  Y u j i  w a k e
u p  f r o m  a  b r i e f  n a p ,  t h e y  f i n d  h i m  g o n e .  H i s  c o m p u t e r  ( t h e  p r e s e n c e  o f  w h i c h  s u g g e s t s  t h a t
h e  a n d  L i l y  m e t  t h r o u g h  t h e  i n t e r n e t ,  b u t  t h a t  h i s  s e x u a l i t y  k e p t  h i m  f r o m  b e i n g  h e r  k n i g h t  i n
s h i n i n g  armour)  d i s p l a y s  L i l y ’ s  website  a n d  t h e  m e s s a g e  H u n g  p o s t e d  o n  i t :  a  $ 5 0 0 , 0 0 0  d o l -
l a r  r e w a r d  f o r  a n y o n e  w h o  c a n  g i v e  h i m  i n f o r m a t i o n  o n  t h e  w h e r e a b o u t s  o f  Y u j i ,  L i l y  a n d
C h e n .  L i l y  s e e s  h e r  f r i e n d  i n  t h e  s t r e e t s  o u t s i d e ,  w a i t i n g  f o r  H u n g  t o  a r r i v e .

The three run out (into the rain, which is an omen of what’s to come).Yuji tells them to
s p l i t  u p  a n d  h e a d  f o r  t h e  s t a t i o n ,  w h i l e  h e  t a k e s  c a r e  o f  H u n g ’ s  m e n .  T h i s  d e c i s i o n  i s  e q u a l
to the start of the unit’s downfall. By splitting up, they allow the group to fall apart and it’s no
s u r p r i s e  t h a t  H u n g  f i n d s  L i l y  a n d  C h e n  f i r s t .  H e  k i l l s  t h e  p r o s t i t u t e  a n d  t a k e s  C h e n  w i t h  h i m
a s  a  h o s t a g e .  ( T h e  s h o o t i n g  i s  n o t  s h o w n ,  i n s t e a d  w e  h e a r  t h e  s o u n d  o f  t w o  g u n s h o t s  o v e r
an image of the cloudy sky, which indicates how stylistically different Rainy Dog is from Shinjuku
T r i a d  S o c i e t y  a n d  Fudoh  - r e s t r a i n t  i s  t h e  k e y w o r d  h e r e ,  r a t h e r  t h a n  e x a g g e r a t i o n . )

Y u j i  h a s  h e a r d  t h e  g u n s h o t s  a n d  i m a g i n e s  t h e  w o r s t .  H e  h e a d s  f o r  t h e  s t a t i o n  a n d  s i t s
d o w n ,  d i s i l l u s i o n e d .  W i t h i n  m o m e n t s ,  H u n g  a r r i v e s  w i t h  h i s  h e n c h m a n ,  h o l d i n g  C h e n  a t  g u n -
point. Hung is about to shoot when Chen -who hadn’t been able to make so much as a
p e e p  a s  h e  w a s  s h o v e d  a r o u n d  b y  H u n g ’ s  h e n c h m a n  - c r i e s  o u t  w i t h  a l l  h i s  m i g h t ,  m u c h  t o
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H u n g ’ s  s u r p r i s e . Y u j i  m a k e s  u s e  o f  t h e  c o n f u s i o n  t o  s h o o t  b o t h  H u n g  a n d  h i s  a s s i s t a n t .  C h e n
r u n s  i n t o  h i s  a r m s  andYuji  h o l d s  h i m  t i g h t ,  a n  e m b r a c e  t h a t  a c k n o w l e d g e s  t h a t  h e  s e e s  t h e
b o y  a s  h i s  o w n  s o n .

T h e  d i s i n t e g r a t i o n  o f  t h e  g r o u p  h a s  n o t  f i n i s h e d ,  h o w e v e r .  S e v e r a l  g u n s h o t s  s u d d e n l y
p i e r c e  Y u j i ’ s  b o d y  - i t ’ s  h i s  o l d  n e m e s i s  w h o  f i n a l l y ,  a f t e r  t h r e e  y e a r s  o f  f a i l u r e ,  m a n a g e s  t o
n a i l  Y u j i .  A s  t h e  hitman  l i e s  d y i n g  i n  t h e  r a i n ,  t h e  g u n m a n  c e l e b r a t e s  h i s  d e a t h  a s  a  l i b e r a -
t i o n :  h e  t o s s e s  a w a y  h i s  w e a p o n ,  t a k e s  o f f  h i s  c o a t  a n d  t h r o w s  a w a y  h i s  s l e e p i n g  b a g .  H e
r u n s  o f f  i n t o  t h e  d i s t a n c e  c h e e r i n g  w i t h  j o y ,  h o l d i n g  a n  u m b r e l l a  o v e r  h i s  a l r e a d y  r a i n - s o a k e d
b o d y  - w i t h  h i s  l i b e r a t i o n  a n d  i m m i n e n t  r e t u r n  h o m e ,  t h e  a c t  o f  u s i n g  t h e  u m b r e l l a  i s  a  w a y
t o  d i s t a n c e  h i m s e l f  f r o m  h i s  e n v i r o n m e n t  a n d  o f  h i s  o w n  b e h a v i o u r  o f  t h e  p a s t  f e w  y e a r s .  I t ’ s
a  n e w  b e g i n n i n g  c e l e b r a t e d  w i t h  a  r e t u r n  t o  h i s  o l d  w a y s .

O n l y  C h e n  i s  l e f t ,  b u t  m o m e n t s  l a t e r  H u n g  g e t s  b a c k  u p .  H i s  d e a d  b r o t h e r ’ s  l i g h t e r ,
w h i c h  h e  k e p t  i n  h i s  p o c k e t  a s  a  m e m e n t o ,  h a s  s t o p p e d  Y u j i ’ s  b u l l e t .  T h e  u s e  o f  t h i s  cliche
immediately brings to mind the similar moment from Shin Daisan  No Gokud6  If,  a parallel which
g i v e n  t h e  q u a l i t y  o f  R a i n y  Dog  i s  m o s t  u n f o r t u n a t e .  B u t  i f  w e  f o l l o w  t h e  s c e n e  t h r o u g h  t o  i t s
e n d ,  w e  n o t i c e  t h a t  H u n g ’ s  r e s u r r e c t i o n ,  a l b e i t  a w k w a r d l y  r e a l i s e d ,  i s  m o s t  c e r t a i n l y  v a l i -
d a t e d  w i t h i n  t h e  c o n t e x t  o f  n o t  o n l y  t h e  s c e n e  bu,’  o f  t h e  w h o l e  f i l m .  I t  s e r v e s  n e i t h e r  a s  a n
a r t i f i c i a l  c l i m a x  ( a s  i n  S h i n  Daisan  N o  Gokud6  II) n o r  a s  a  m e a n s  t o  m a k e  t h e  c h a r a c t e r  o f
H u n g  l a r g e r  t h a n  l i f e .  H e  c o m e s  b a c k  n o t  f o r  h i s  o w n  s a k e  b u t  f o r  t h e  c h a r a c t e r  o f  C h e n .
S e e i n g  t h e  r a g e  i n  t h e  b o y ’ s  e y e s ,  H u n g  t e l l s  h i m  t h a t  i f  h e  w a n t s  r e v e n g e ,  h e  s h o u l d  g r o w
u p  f i r s t ,  t h e n  c o m e  b a c k  t o  k i l l  h i m .  W i t h  t h o s e  w o r d s  h e  f i n i s h e s  t h e  e d u c a t i o n  C h e n  u n d e r -
w e n t  d u r i n g  t h e  c o u r s e  o f  t h e  f i l m ,  a n  e d u c a t i o n  w h i c h  s t a r t e d  t h e  m o m e n t  h i s  m o t h e r  p u s h e d
h i m  i n t o  Yuj%  a r m s .  T h r o u g h o u t  t h e  f i l m ,  w i t n e s s i n g  h i s  hitman  f a t h e r  a t  w o r k ,  h e  h a d  b e e n
e d u c a t e d  i n  t h e  w a y  o f  t h e  g u n  a n d  h e  l e a r n e d  q u i c k l y .  A f t e r  t h e  f i r s t  h i t  h e  w i t n e s s e d ,  h e
d r e w  a  p i s t o l  o n  t h e  p a v e m e n t  w i t h  a  p i e c e  o f  c h a l k .

M i i k e  h e r e  t a k e s  h i s  u s e  o f  t h e  c o n t r a s t  b e t w e e n  t h e  i n n o c e n t  c h i l d  a n d  t h e  d e s t r u c -
t i v e n e s s  o f  v i o l e n c e  a  s t e p  f u r t h e r  b y  l e t t i n g  i t  i n f l u e n c e  ( a n d  i n d e e d  d e s t r o y )  t h e  c h i l d .  B e i n g
w i t h  Y u j i  s p e d  u p  C h e n ’ s  c h i l d h o o d ,  w h i c h  e f f e c t i v e l y  e n d s  i n  t h e  f i l m ’ s  f i n a l  s c e n e :  t h e  d e a t h
o f  h i s  f a t h e r  a n d  t h e  r e s u r r e c t i o n  o f  H u n g  h a v e  s i g n e d  h i s  f a t e .  W e  c a n  e a s i l y  i m a g i n e  h o w
h i s  w i s h  t o  a v e n g e  Y u j i  a n d  L i l y  w i l l  p r o b a b l y  t u r n  t h i s  b o y  i n t o  a  c r i m i n a l ,  w h o  m i g h t  n o t
e v e n  l i v e  l o n g  e n o u g h  t o  c a r r y  o u t  h i s  r e v e n g e .  ( I n  t h e  l i g h t  o f  R a i n y  D o g ’ s  s i m i l a r i t y  t o  L e o n
it is very enlightening to compare this to the scenes in Besson’s film in which Jean Reno teaches
N a t a l i e  Portman  t o  b e c o m e  a  s n i p e r ,  w h i c h  a r e  p l a y e d  f o r  l a u g h s  a n d  a  v a g u e  c o o l n e s s  f a c -
t o r .  T h e  m o s t  d r a m a t i c  t h i n g  w e  m i g h t  i m a g i n e  P o r t m a n ’ s  c h a r a c t e r  g r o w i n g  i n t o  i s  t h e
coolest  k i d  i n  s c h o o l . )

T h e  f a c t  t h a t  C h e n  i s  s p a r e d  b y  H u n g  s a y s  a  l o t  a b o u t  t h e  c h a r a c t e r  o f  K u  H u n g ,  a s
Nell as the film’s general handling of its characters. Hung’s own situation by way of his
brother’s  d e a t h  m a k e s  h i m  u n d e r s t a n d  a n d  a c k n o w l e d g e  C h e n ’ s  f e e l i n g s .  I f  h e  h a d  s h o t  t h e
boy,  h e  e i t h e r  w o u l d  h a v e  h a d  t o  s h o o t  h i m s e l f  n e x t  o r  h e  w o u l d  h a v e  b e e n  a  two-dimen-
sional  v i l l a i n ,  w h i c h  h e  c e r t a i n l y  i s  n o t  a t  a n y  p o i n t  d u r i n g  t h e  f i l m .  H i s  b r o t h e r  w a s n ’ t  s i m p l y
t i l l e d ,  b u t  h i s  f a c e  w a s  c o m p l e t e l y  unrecognisable  a s  a  r e s u l t  o f  t h e  f o u r  b u l l e t s  Y u j i  f i r e d
n t o  h i s  h e a d .  D u r i n g  h i s  w a k e  K u  C h i - P i n g  h a d  t o  b e  l a i d  o u t  i n  a  c l o s e d  c o f f i n .  K u  H u n g ’ s
wish  f o r  r e v e n g e  i s  a t  t h e  v e r y  l e a s t  u n d e r s t a n d a b l e  a n d  p e r h a p s  e v e n  h u m a n .

T h e  s a m e  w a y  K u  H u n g  i s  not  a  v i l l a i n ,  Y u j i  c a n  a l s o  n o t  b e  c a l l e d  a  h e r o .  H e  i s  a f t e r
all  a  m a n  w h o  s y s t e m a t i c a l l y  m u t i l a t e s  h i s  v i c t i m s  b e y o n d  r e c o g n i t i o n  a n d  h e  h a s  n o  q u a l m s
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t o  d o  s o  u n d e r  t h e  e y e s  o f  t h e  t a r g e t ’ s  f a m i l y  m e m b e r s  a n d  h i s  o w n  s o n .  T h e  w a y  h e  t r e a t s ,
o r  r a t h e r  m i s t r e a t s ,  C h e n  i s  a l s o  f a r  f r o m  h e r o i c .  F r o m  h i s  f i r s t  s c e n e  h i s  d u b i o u s  m o r a l  f i b r e
b e c o m e s  c l e a r .  W a l k i n g  h o m e  f r o m  h i s  w o r k  i n  t h e  s l a u g h t e r h o u s e ,  h e  w i t n e s s e s  a  s t a b -
b i n g  tn  a n  alleyway.Though  h e  p r o b a b l y  c o u l d  i n t e r f e r e  a n d  s a v e  t h e  v i c t i m ,  h e  j u s t  w a t c h e s
h i m  g e t  k n i f e d  b y  t w o  o t h e r  m e n  a n d  t h e n  w a l k s  a w a y .

A n o t h e r  e x a m p l e  o f  M i i k e ’ s  a t t e n t i o n  t o  t h e  c h a r a c t e r s  i s  a l s o  g i v e n  e a r l y  o n .  A f t e r
s h e  d u m p s  C h e n  o n  h i m ,  Y u j i ’ s  e x - g i r t f r i e n d  s p e e d s  o f f  i n  a  c a b .  I f  t h e  d i r e c t o r  h a d  e n d e d
t h e  s c e n e  h e r e ,  t h i s  c h a r a c t e r  w o u l d  h a v e  b e e n  a  t w o - d i m e n s i o n a l  n u i s a n c e ,  b u t  i n s t e a d  h e
c h o o s e s  t o  s h o w  h e r  s i t t i n g  i n s i d e  t h e  t a x i ,  d e e p l y  u p s e t  o v e r  w h a t  s h e ’ s  j u s t  d o n e .  W i t h  t h i s
e x t r a  s h o t ,  a  c h a r a c t e r  w h o  i s  i n  o n l y  o n e  s c e n e  b e c o m e s  a  h u m a n  b e i n g .  ( A g a i n ,  c o m p a r e
t h i s  t o  L e o n ’ s  t w o - d i m e n s i o n a l  c h a r a c t e r s :  t h e  g o o d  h e r o ,  t h e  e v i l  v i l l a i n  a n d  t h e  c u t e  c h i l d .
T h e  d i f f e r e n c e s  a r e  q u i t e  a  c o n t r a s t  w i t h  t h e  c l u m s y  v i s u a l  r e f e r e n c e s  t o  B e s s o n ’ s  f i l m  i n
S h i n  Daisan  N o  Gokuck?  I/,  o n l y  o n e  y e a r  e a r l i e r . )

T h e  c h a r a c t e r ’ s  d i m e n s i o n s  a n d  m o o d s  a r e  r e f l e c t e d  i n  t h e  f i l m  o n  a  s t y l i s t i c  l e v e l ,
w h i c h  c r e a t e s  a n  a t m o s p h e r e  t h a t  s e r v e s  a s  t h e  b r e e d i n g  g r o u n d  f o r  t h e  c h a r a c t e r s ’  e m o -
t i o n s .  A s  m u c h  asYuji  t r i e s  t o  s h e l t e r  f r o m  i t ,  t h e  h u m i d i t y  o f  t h e  n e a r l y  i n c e s s a n t  r a i n s t o r m s
s e e m s  t o  p e r v a d e  everything.This  i s  i n  l a r g e  p a r t  t h a n k s  toYi-Xu  L i ’ s  c i n e m a t o g r a p h y ,  w h i c h
n o t  o n l y  l o v i n g l y  c a p t u r e s  t h e  r a i n - s o a k e d  r o o f t o p s  a n d  s t r e e t s  o f  T a i p e i ,  b u t  e m p h a s i s e s
greys to suggest eternally cloudy skies. Koji  End%  sparse slide guitar score (his first of
m a n y  s o u n d t r a c k s  f o r  M i i k e ’ s  f i l m s )  a d d s  i m m e a s u r a b l y  t o  t h i s  a t m o s p h e r e .

A b o v e  a l l  t h o u g h ,  t h e r e  i s  M i i k e ’ s  a b i l i t y  t o  d e s c r i b e  c h a r a c t e r s  i n  i m a g e s  w i t h o u t  w a s t -
i n g  w o r d s .  T h e  f i l m ’ s  s c a n t  u s e  o f  d i a l o g u e  i s  a  s i g n  o f  h o w  s u c c e s s f u l  Rainy Dog i s  a s  c i n -
e m a ;  d i a l o g u e  s i m p l y  i s n ’ t  n e c e s s a r y  i n  m a n y  casesThe  m o s t  o b v i o u s  e x a m p l e  i s  o f  c o u r s e
i n  t h e  c h a r a c t e r  o f  C h e n ,  w h o  i s  a  m u t e  a n d  i s  t h e r e f o r e  u n a b l e  t o  d e l i v e r  d i a l o g u e .  A t  t h e
s a m e  t i m e  h e  i s  v i r t u a l l y  i g n o r e d  b y  a l l  o t h e r  c h a r a c t e r s ,  d e p r i v i n g  u s  o f  a  t h i r d  p a r t y  t o  v o i c e
h i s  t h o u g h t s .  Y e t  h e  i s  v e r y  w e l l  d e f i n e d  c h a r a c t e r  w h o  g o e s  t h r o u g h  a n  e n t i r e  p r o c e s s  i n
t h e  c o u r s e  o f  t h e  f i l m ,  a  p r o c e s s  t h a t  i s  recognisable  a n d  u n d e r s t a n d a b l e  f o r  t h e  v i e w e r .
O t h e r  e x a m p l e s  a r e  t h e  i n t r o d u c t i o n  o f  L i l y  a n d  t h e  e s t a b l i s h m e n t  o f  h e r  c o n n e c t i o n  w i t h
Y u j i  - a l r e a d y  o u t l i n e d  a b o v e  - a n d  t h e  d i s c o v e r y  o f  t h e  b e t r a y a l  b y  L i l y ’ s  f r i e n d .

M i i k e  a l s o  p u t s  a  l o t  o f  m e a n i n g  i n  o b j e c t s  a n d  s y m b o l s ,  i n c l u d i n g  Yujis  t a t t o o ,  t h e
u m b r e l l a  o f  h i s  v i c t o r i o u s  n e m e s i s  a n d  t h e  w a y  Y u j i  h a n d l e s  h i s  s u n g l a s s e s .  F a r  f r o m  s u p e r -
f i c i a l  a t t e m p t s  a t  m a k i n g  t h e  c h a r a c t e r  c o m e  a c r o s s  a s  c o o l  f o r  i t s  o w n  s a k e ,  Y u j i ’ s  s h a d e s
f u n c t i o n  a s  a n  e x t e n s i o n  o f  h i s  p e r s o n a l i t y .  Y u j i  i s  a  c h a r a c t e r  w i t h  a n  i n n e r  l i f e  a n d  a n  o u t e r
l i f e ,  w h i c h  f u n c t i o n  i n  d i f f e r e n t  w a y s .  H i s  o u t e r  l i f e  e m p l o y s  t r i c k s  t o  s h i e l d  o f f  h i s  i n n e r  l i f e
( w h i c h  t h e  v i e w e r  g e t s  t o  k n o w  a t  f i r s t  t h r o u g h  h i s  v o i c e - o v e r s ) .  H i s  s u n g l a s s e s  a r e  o n e  o f
t h o s e  t r i c k s .  W i t h  t h e m ,  h e  i s  m o r e  m e c h a n i c a l .  B y  h i d i n g  h i s  e y e s ,  t h e y  l i t e r a l l y  s h i e l d  o f f
h i s  e m o t i o n s  f r o m  o t h e r s .  W i t h o u t  t h e m  h e  i s  m o r e  h u m a n ,  w h i c h  h a p p e n s  w h e n  h e  i s  a l o n e
o r  i n  m o m e n t s  w h e n  e m o t i o n s  a r e  m o r e  i m p o r t a n t  t h a n  t h e  n e e d  t o  h i d e  t h e m :  h i s  d i n n e r
w i t h  h i s  J a p a n e s e  n e m e s i s ,  h i s  s t a y  w i t h  L i l y  a n d  m o s t  o f  a l l  h i s  f i n a l  e m b r a c e  w i t h  C h e n ,
d u r i n g  w h i c h  h e  t a k e s  t h e m  o f f  a f t e r  h a v i n g  w o r n  t h e m  i n  t h e  c o n f r o n t a t i o n  w i t h  H u n g .  W h e n
h e  i s  s h o t ,  h e  d i e s  w i t h  h i s  s h a d e s  o f f .

S h o w  A i k a w a ’ s  p e r f o r m a n c e  a s  Y u j i  a l s o  d e s e r v e s  m e n t i o n  i n  t h i s  c o n t e x t .  Rainy Dog
w a s  t h e  f i r s t  o f  m a n y  c o l l a b o r a t i o n s  w i t h  M i i k e  f o r  t h e  m a n  w h o s e  s t a t u s  a s  t h e  t o p  s t a r  i n
V - c i n e m a  g a n g s t e r  f i l m s  i s  rivatled  o n l y  b y  R i k i  T a k e u c h i .  B u t  w h e r e  A i k a w a  h a s  a  b i g  a d v a n -
t a g e  o v e r  T a k e u c h i  i s  i n  h i s  a b i l i t y  t o  p o r t r a y  m u l t i - d i m e n s i o n a l  c h a r a c t e r s  ( w h i c h  p r o b a b l y
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e x p l a i n s  w h y  A i k a w a ,  Unlike Takeuchi,  a l s o  w o r k s  e x t e n s i v e l y  o u t s i d e  V - c i n e m a  f o r  d i r e c t o r s
l i k e  K i y o s h i  K u r o s a w a  a n d  Shohei  I m a m u r a ) .  H i s  p o r t r a y a l  o f  Y u j i  i s  s p o t  o n ,  c a p t u r i n g  b o t h
t h e  m e c h a n i c a l  s i d e  a n d  t h e  h u m a n  s i d e  o f  t h e  c h a r a c t e r .  W h e n  h i s  e x - g i r f f r i e n d  e n t e r s  h i s
h o u s e  b y  b r e a k i n g  o p e n  h i s  f r o n t  d o o r ,  Y u j i  a t  f i r s t  b e l i e v e s  h e  i s  u n d e r  a t t a c k .  I n  A i k a w a ’ s
e y e s  w e  c a n  r e a d  t h e  c h a r a c t e r s  f e a r ,  e v e n  t h o u g h  h e  i s  h o l d i n g  a  g u n  a t  t h e  s a m e  t i m e .  I t
m a k e s  u s  r e a l i s e  w h a t  m u s t  b e  g o i n g  o n  b e n e a t h  t h o s e  s h a d e s .

R a i n y  D o g ’ s  t h e m e  o f  g e o g r a p h i c a l  r o o t l e s s n e s s - o r  t h e  s t r a n g e r  i n  a  s t r a n g e  l a n d  -
w o u l d  b e  f u r t h e r  e x p a n d e d  b y  t h e  d i r e c t o r  i n  T h e  B i r d  P e o p l e  i n  C h i n a  ( 1 9 9 8 )  a n d  The’Guys
fromParadise(2001).Witheachfilmtheculturalandethnic  i d e n t i t y o f t h e  l e a d c h a r a c t e r s  w o u l d
c o m e  t o  p l a y  a  b i g g e r  r o l e ,  r e s u l t i n g  i n  i n c r e a s i n g  i n t e r a c t i o n  b e t w e e n  t h e  e n v i r o n m e n t  a n d
t h e  c h a r a c t e r .

{GITATOR -The Cinema of Takashi  Miike



FULL METAL GOKUD6

1 9 9 7

W e ’ v e  s e e n  p r e v i o u s l y  t h a t  M i i k e  m a k e s  f r e q u e n t  u s e  o f  j u x t a p o s i t i o n  a s  a  s t y l i s t i c  d e v i c e .
U s u a l l y  h e  a p p l i e s  i t  t o  t w o  e v e n t s  h a p p e n i n g  s i m u l t a n e o u s l y  o r  c o n s e c u t i v e l y ,  a s  i n  Shinjuku
Triad  Society, Peanuts and Kenka  No Hanamichi.  In Full  Metal  Gokud6,  the film’s entire
s t r u c t u r e  i s  b a s e d  o n  t h e  j u x t a p o s i t i o n  o f  e v e n t s ,  s i m u l t a n e o u s  b u t  a l s o  b e t w e e n  d i f f e r e n t
m o m e n t s  i n  t i m e .  W i t h  i t s  p r o t a g o n i s t  a  p h y s i o l o g i c a l l y  r o o t l e s s  c h a r a c t e r  w h o  m o v e s  f r o m
o n e  p h y s i c a l  s t a t e  i n t o  a n o t h e r ,  j u x t a p o s i t i o n  i s  t h e  i d e a l  t e c h n i q u e  t o  l i n k  t h o s e  t w o  s t a t e s ,
c o n t r a s t i n g  t h e  t i m e s  a t  w h i c h  t h e y  o c c u r r e d .

T a k i n g  a  v e r y  o b v i o u s  c u e  f r o m  t h e  p r e m i s e  o f  P a u l  V e r h o e v e n ’ s  Robocop  - b u t  m a k -
i n g  i t s  c e n t r a l  c h a r a c t e r  a  g a n g s t e r  i n s t e a d  o f  a  p o l i c e  o f f i c e r  - ful l  Metal  Gokud6  c o n c e r n s
a  m a n  r e s u r r e c t e d  a s  a  r o b o t i c  b e i n g ,  b u t  w i t h  t h e  m e m o r y  a n d  c o n s c i o u s n e s s  o f  h i s  p a s t
l i f e  i n t a c t .  H e r e  t h o u g h ,  i t ’ s  n o t  j u s t  a  m a t t e r  o f  c o n f u s i o n  o v e r  b e i n g  i n  a  n e w  s t a t e ,  b u t  h o w
t h a t  s t a t e  r e l a t e s  t o  t h e  c h a r a c t e r ’ s  p r e v i o u s  p e r s o n a ,  a  r e l a t i o n  t h a t  e m p h a s i s e s  t h e  a s p e c t
o f  r o o t l e s s n e s s .

P r o t a g o n i s t  K e i s u k e  H a g a n e  ( T s u y o s h i  U j i k i )  i s  a  f a i l e d  y a k u z a  ( e c h o e s  o f  R a i n y  D o g ’ s
Y u j i ) ,  a  m a n  t o t a l l y  u n s u i t a b l e  f o r  h i s  l i n e  o f  w o r k ,  a s  e s t a b l i s h e d  w i t h  a  s u c c e s s i o n  o f  s i t u a -
t i o n s  t h a t  i n c l u d e s  h i m  b e i n g  c h a s e d  b y  a  v i c t i m ’ s  k n i f e - w i e l d i n g  w i f e  a n d  b r e a k i n g  d o w n  i n
t e a r s  j u s t  b e f o r e  h a v i n g  t o  a s s a s s i n a t e  a  r i v a l .  H e  m a k e s  s u c h  a n  u n l i k e l y  g a n g s t e r  t h a t  a
g r o u p  o f  k i d s  d o n ’ t  b e l i e v e  h i m  w h e n  h e  t e l l s  t h e m  h e  i s  a  y a k u z a ,  b e a t  h i m  u p  a n d  s t e a l  h i s
m o n e y .  T h e  o n l y  t h i n g  t h a t  k e e p s  K e i s u k e  i n  p o s i t i o n  i s  t h e  f a v o u r  o f  h i s  b o s s  T o s a  (Takeshi
Caesar). As a trainee gangster washing his boss’ floorboards, he used to spy on Tosa in
a d m i r a t i o n  o f  h i s  s t r e n g t h  ( t h i s  i s  t h e  f i l m ’ s  f i r s t  j u x t a p o s i t i o n ,  c o n t r a s t i n g  t h e  p e e p i n g  t o m
t r a i n e e  o n  h i s  k n e e s  w i t h  t h e  t a t t o o e d ,  r o b u s t ,  s w o r d - w i e l d i n g  l e a d e r ) .  W h e n  T o s a  f o u n d  o u t
a b o u t  K e i s u k e ’ s  a d m i r a t i o n ,  h e  e n t r u s t e d  h i m  h i s  w a l l e t  a s  h e  w e n t  o f f  t o  k i l l  t h e  m e m b e r s
o f  a  r i v a l  g r o u p ,  a n  a c t  f o r  w h i c h  t h e  b o s s  e n d e d  u p  i n  p r i s o n  f o r  s e v e n  y e a r s .

This battle is juxtaposed with the scenes that establish Keisuke’s character.
U n w a v e r i n g l y ,  T o s a  t a k e s  o n  a  d o z e n  o p p o n e n t s  a r m e d  o n l y  w i t h  a  s w o r d  ( M i i k e  t h u s  t u r n s
a  g e n r e  c l i c h e  i n t o  a  s t y l i s t i c  d e v i c e ) .  K e i s u k e  o n  t h e  o t h e r  h a n d  i s  n o t  o n l y  a  f a i l u r e  a s  a
y a k u z a ,  b u t  a  f a i l u r e  a s  a  m a n .  R a i n y  D o g ’ s  Y u j i  c a l l e d  h i m s e l f  “ t h e  l o w e s t  o f  t h e  l o w ” ,  b u t
K e i s u k e  r a n k s  e v e n  l o w e r .  H a v i n g  p i c k e d  u p  a  c a l l  g i r l ,  h e  i s  u n a b l e  t o  i g n i t e  a n y  s p a r k ,  i n
h i m s e l f  o r  i n  t h e  w o m a n ,  a s  a  r e s u l t  o f  h i s  s m a l l  p e n i s  s i z e .  H e  v e n t s  h i s  f r u s t r a t i o n  b y  h i t -
t i n g  h e r ,  b u t  t h e  g i r l  h i t s  h i m  b a c k  e v e n  h a r d e r  b e f o r e  t h r o w i n g  h i m  o u t .

T h e  s e x  s c e n e  s t a r t e d  w i t h  a  c l o s e - u p  o f  t h e  b e g i n n i n g s  o f  a  t a t t o o  o n  K e i s u k e ’ s  b a c k .
D e p i c t i n g  t h e  h e a d  o f  a  d r a g o n ,  i t ’ s  i d e n t i c a l  t o  a  d e t a i l  o f  T o s a ’ s  t a t t o o ,  w h i c h  e s t a b l i s h e s
h i s  c o n t i n u e d  l o y a l t y  a n d  a d m i r a t i o n  w h i l e  h i s  b o s s  i s  i n  j a i l .  W h e n  T o s a  i s  r e l e a s e d ,  K e i s u k e
i s  t h e r e  t o  r e t u r n  h i m  t h e  w a l l e t  h e  g u a r d e d  f o r  s e v e n  y e a r s  a n d  t o  d r i v e  h i m  t o  h i s  c o u n t r y
h o m e .  T o s a ’ s  o w n  a d m i r a t i o n  f o r  h i s  s u b o r d i n a t e ’ s  l o y a l t y  i s  e s t a b l i s h e d  w h e n  a f t e r  a r r i v i n g
t h e y  a r e  a t t a c k e d  b y  t w o  a s s a s s i n s :  i n s t e a d  o f  K e i s u k e  c a t c h i n g  t h e  b u l l e t s  m e a n t  f o r  h i s
boss, it’s Tosa  who jumps in front of his underling, which results in both of them getting killed.

U p  t o  t h i s  p o i n t ,  t h e  s t o r y  h a s n ’ t  d e v i a t e d  m u c h  f r o m  t h e  mould  o f  t h e  y a k u z a  g e n r e .
H o w e v e r ,  F u l l  M e t a l  Gokud6  i s  M i i k e ’ s  m o s t  o v e r t l y  p o s t - m o d e r n  f i l m  s i n c e  Naniwa  Ylkybden
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a n d  i t  m i x e s  e l e m e n t s  f r o m  a  v a r i e t y  o f  s o u r c e s .  A  f i l m  s o  o b v i o u s l y  b a s e d  o n  t h e  p r e m i s e
o f  a n o t h e r  f i l m  c a n  o n l y  b e  o v e r t  a b o u t  i t s  s o u r c e s .  T h e  F r a n k e n s t e i n  i n s p i r a t i o n  a l r e a d y
p r e s e n t  i n  Robocop  i s  a l s o  a p p a r e n t  h e r e ,  i n  t h e  s h a p e  o f  s c i e n t i s t  / c r e a t o r  G e n p a k u  H i r a g a
( T o m o r o w o  T a g u c h i ) ,  w h o  c a l l s  h i m s e l f  a  g e n i u s  i n v e n t o r ,  b u t  s a y s  t h a t  o t h e r s  t h i n k  o f  h i m
a s  a  “ m a d  s c i e n t i s t ” .  T h i s  k n o w i n g  w i n k  i s  c h a r a c t e r i s t i c  o f  t h e  c o m e d i c  t o n e  t h e  f i l m  t a k e s
d u r i n g  t h e  s e q u e n c e  o f  K e i s u k e ’ s  r e s u r r e c t i o n .  O f t e n  b o r d e r i n g  o n  s i l l y ,  t h e  c o m e d y  a r i s e s
f r o m  t h e  s i t u a t i o n  i t s e l f ,  a s  a n  a c k n o w l e d g e m e n t  o f  t h e  s i l l i n e s s  o f  t h e  p r e m i s e  ( t h i s  i s  a  f i l m
a b o u t  a  d e a d  g a n g s t e r  w h o  h a s  h i s  head s c r e w e d  o n t o  a  r o b o t  b o d y ) ,  a s  w e l l  f r o m  a  v e r y
p r a g m a t i c ,  u n g l a m o u r i s e d  d e p i c t i o n  o f  t h e  c h a r a c t e r ’ s  p l i g h t .  T h e  l a t t e r  p o i n t  i s  i l l u s t r a t e d
w e l l  b y  t h e  s e q u e n c e  d e p i c t i n g  K e i s u k e ’ s  f i r s t  d i s c o v e r y  o f  h i s  n e w  p o w e r s .  A f t e r  h i s  d e a t h ,
h e  r e a w a k e n s  i n  a  l a b o r a t o r y .  H i s  c o n f u s i o n  t u r n s  i n t o  p a n i c  w h e n  h e  d i s c o v e r s  t h e  s i z e  o f
h i s  p e n i s  h a s  g r e a t l y  e n l a r g e d  ( h e  i s  s c a r e d  n o t  b y  h i s  r e s u r r e c t i o n  b u t  b y  m a n l i n e s s ) .  H e
f l e e s  o n  a  b i c y c l e ,  b u t  t r e a d s  t h e  p e d a l s  s o  f a s t  h e  s h o o t s  t h r o u g h  t h e  s t r e e t s  a t  s u p e r  s p e e d .
H e  c r a s h e s  i n t o  a  c a r  a n d  i s  s e n t  f l y i n g ,  l a n d i n g  a t  t h e  f e e t  o f  t h e  s a m e  d e l i n q u e n t s  t h a t
r o b b e d  h i m  b e f o r e .  T h e y  t r y  t o  m u g  h i m  a g a i n ,  b u t  a r e  e a s i l y  v a n q u i s h e d  b y  K e i s u k e .  T h e y
b r e a k  t h e i r  l e g s  w h e n  t h e y  k i c k  h i m  a n d  w h e n  o n e  o f  t h e m  h i t s  h i m  o v e r  t h e  h e a d  w i t h  a n
i r o n  b a r ,  i t  f o l d s  i t s e l f  n e a t l y  a r o u n d  K e i s u k e ’ s  s k u l l  i n s t e a d  o f  h u r t i n g  h i m .  W a n d e r i n g  o f f ,
K e i s u k e  s e e s  h i s  f o r m e r  u n d e r l i n g  J u n j i  (Koji  T s u k a m o t o )  p i c k i n g  u p  t h e  s a m e  c a l l  g i r l  h e
f a i l e d  t o  g e t  o f f  w i t h  h i m s e l f .  T h e  c o u p l e  e n t e r  a  h o t e l  b u t  w i t h  h i s  s u p e r  h e a r i n g  K e i s u k e
c a n  o v e r h e a r  t h e m  f r o m  o u t s i d e  a s  t h e y  l a u g h  a b o u t  t h e  s i z e  o f  K e i s u k e ’ s  m e m b e r .  W h e n  i t
s t a r t s  t o  r a i n ,  h e  s h o r t - c i r c u i t s  a n d  l o s e s  c o n s c i o u s n e s s  w h i l e  t r y i n g  t o  s h e l t e r  i n s i d e  a  p h o n e
b o o t h .  ( T h i s  s e q u e n c e  w o r k s  a s  a n  a n t i t h e s i s  t o  t h e  s e g m e n t  e a r l i e r  i n  t h e  f i l m ,  w h i c h  e s t a b -
l i s h e d  K e i s u k e  a s  a  w e a k l i n g .  S i n c e  i t  d o e s n ’ t  f o l l o w  t h e  e a r l i e r  s e q u e n c e  s e q u e n t i a l l y  w e
t e c h n i c a l l y  c a n ’ t  c a l l  i t  j u x t a p o s i t i o n ,  b u t  t h e  p r i n c i p l e  i s  t h e  s a m e . )

K e i s u k e  i s  b r o u g h t  b a c k  t o  t h e  l a b  b y  H i r a g a .  A t  t h i s  p o i n t  i n  t h e  f i l m ,  t h e  a u d i e n c e  i s
o n  a n  e q u a l  l e v e l  o f  k n o w l e d g e  w i t h  t h e  p r o t a g o n i s t ,  c r e a t i n g  t h e  n e e d  f o r  e x p o s i t i o n  o n  w h o
H i r a g a  i s ,  h o w  h e  c a m e  t o  c r e a t e  t h i s  r o b o t  g a n g s t e r  a n d  w h a t  t h e  c r e a t u r e ’ s  e x a c t  a b i l i t i e s
a r e .  T h e  r e s u l t  i s  e s s e n t i a l l y  t w e l v e  m i n u t e s  o f  T a g u c h i  t a l k i n g  t o  a  d i s e m b o d i e d  h e a d .  S u c h
l e n g t h y  e x p o s i t i o n a l  d i a l o g u e  i s  n o r m a l l y  a  s i g n  o f  b a d  f i l m m a k i n g ,  t h e  r e s u l t  o f  a  d i r e c t o r
n o t  b e i n g  a b l e  t o  e x p r e s s  v i s u a l l y  w h a t  i s  s a i d  i n  w o r d s .  W e ’ v e  s e e n  w i t h  f o r  i n s t a n c e  Fudoh
a n d  R a i n y  D o g  t h a t  M i i k e  i s  m o s t  d e f i n i t e l y  a b l e  t o  t e l l  a  s t o r y  b y  p u r e l y  v i s u a l  m e a n s ,  b u t
w h i l e  h e  a l s o  u s e s  v i s u a l  e x p o s i t i o n  i n  t h i s  s c e n e ,  o n  t h e  w h o l e  i t ’ s  a  s t e p  d o w n  f r o m  a  c i n e -
m a t i c  p o i n t  o f  v i e w .

T h e  s c e n e ’ s  s a v i n g  g r a c e  i s  T a g u c h i ’ s  p e r f o r m a n c e .  D r e s s e d  i n  a  b r i g h t  y e l l o w  c o a t
o v e r  a n  i l l - f i t t i n g ,  s k i n - t i g h t  r u b b e r  c a t  s u i t ,  t h e  a c t o r  t u r n s  t h e  s c e n e  i n t o  a  s h o w c a s e ,  w h i c h
d e s p i t e  r e s e m b l i n g  a  o n e - m a n  s h o w  t h a n k f u l l y  n e v e r  g i v e s  w a y  t o  o v e r a c t i n g .  T h e  w a y  h e
p l a y s  t h e  c h a r a c t e r  i s  a l s o  r e f e r e n t i a l  t o  h i s  o w n  r o l e  o f  W a n g  i n  Shinjuku  Triad  S o c i e t y ,  a
c o n n e c t i o n  m o s t  c l e a r l y  f e l t  w h e n  h e  p u l l s  o u t  K e i s u k e ’ s  m e c h a n i c  e y e b a l l  a n d  w h e n  h e
e x p o s e s  h i m s e l f  i n  t h e  f i l m ’ s  f i n a l  s h o t .  T a g u c h i ’ s  p e r f o r m a n c e  m a k e s  t h e  s c e n e  a  l o t  l e s s
w e a r i s o m e  t h a n  i t  m i g h t  h a v e  b e e n .

T h e  s c e n e  i s  c r u c i a l  h o w e v e r ,  s i n c e  b e y o n d  d e l i v e r i n g  e x p o s i t i o n  i t  a l s o  f u n c t i o n s  t o
e s t a b l i s h  K e i s u k e ’ s  r o o t l e s s n e s s .  A s  n o t e d ,  t h i s  r o o t l e s s n e s s  i s  n o t  s i m p l y  t h e  r e s u l t  o f  h i m
d i s c o v e r i n g  h i m s e l f  i n s i d e  a  n e w  b o d y ,  b u t  o f  f i n d i n g  o u t  t h a t  p a r t s  o f  t h i s  b o d y  a r e  T o s a ’ s .
N o w  p o s s e s s i n g  t h e  l i m b s ,  p e n i s ,  t a t t o o  a n d  h e a r t  o f  h i s  b o s s ,  h i s  w i s h  t o  e m u l a t e  h i s  m a s -
ter has come true. His weakness and failure have vanished, replaced by a multitude of
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m a s c u l i n i t y  s y m b o l s :  t h e  s i z e  o f  T o s a ’ s  m e m b e r ,  K e i s u k e ’ s  n e w f o u n d  s u p e r n a t u r a l  s t r e n g t h ,
t h e  l o o k  o f  t h e  r o b o t  w h i c h  r e p l i c a t e s  a n d  m a g n i f i e s  m a s c u l i n e  b u i l d  a n d  m u s c l e  t e x t u r e ,
p l u s  t h e  f a c t  t h a t  e x p e r i e n c i n g  s t r o n g  e m o t i o n s  w i l l  c a u s e  h i s  c i r c u i t s  t o  m a l f u n c t i o n  ( a  v e r y
p e r c e p t i v e  t o u c h ,  s i n c e  h e  i s  b a s i c a l l y  t a u g h t  n o t  t o  s h o w  e m o t i o n s ) .

However, while his masculinity is assured (established by Keisuke passing his cre-
a t o r ’ s  f i n a l  f i e l d  t e s t ) ,  h a v i n g  Tosa’s b o d y  a l s o  r e c a l l s  t h e  m e m o r y  o f  t h e  a s s a s s i n a t i o n .  H e
n o w  l i v e s  w i t h  t h e  h e a r t  o f  t h e  m a n  h e  a d m i r e d  m o s t  b u t  f a i l e d  t o  p r o t e c t .  H e  i s  m a s t e r l e s s ,
p l a g u e d  b y  f e e l i n g s  o f  g u i l t  a n d  h a r b o u r i n g  a  w i s h  t o  a v e n g e  Tosa,  w h i c h  g i v e s  h i m  t h e  s t a -
t u s  o f  a  rônin,  a  m a s t e r l e s s  s a m u r a i .  I t ’ s  a n  a p t  p a r a l l e l ,  s i n c e  t h e  r&in i s  e s s e n t i a l l y  a l s o  a
r o o t l e s s  i n d i v i d u a l .

M i i k e ’ s  u s e  o f  j u x t a p o s i t i o n  f i n d s  i t  a p o g e e  i n  K e i s u k e ’ s  r e v e n g e  o n  t h e  m u r d e r e r s  o f
his boss. In one scene, he engages a group of yakuza on the streets armed with a sword, exactly
a s  T o s a  d i d  b e f o r e .  H i s  m o v e m e n t s  a n d  t h e  c h o r e o g r a p h y  o f  t h e  a c t i o n  f o l l o w  t h o s e  o f  t h e
e a r l i e r  s c e n e  v e r y  c l o s e l y ,  a n d  M i i k e  e m p h a s i s e s  i t  b y  i n t e r c u t t i n g  t h e  b a t t l e  w i t h  f l a s h b a c k s
t o  Tosa’s,  t h u s  c r e a t i n g  t h e  j u x t a p o s i t i o n  b e t w e e n  t h e  a c t i o n s  o f  m a s t e r  a n d  s e r v a n t .

T h e  t r a i l  e v e n t u a l l y  l e a d s  b a c k  t o  T o s a ’ s  o w n  g a n g ,  w h o  c o n s p i r e d  w i t h  t h e i r  r i v a l s  t o
g e t  r i d  o f  h i m  i n  o r d e r  t o  p a v e  t h e  w a y  f o r  a  m e r g e r  o f  t h e  t w o  y a k u z a  g r o u p s .  E l i m i n a t i n g
u s e l e s s  y a k u z a  K e i s u k e  a t  t h e  s a m e  t i m e  w a s  k i l l i n g  t w o  b i r d s  w i t h  o n e  s t o n e .  K e i s u k e  g o e s
o n  a  k i l l i n g  s p r e e  a g a i n s t  h i s  o w n  f o r m e r  g a n g ,  b u t  i s  s t o p p e d  f r o m  h a r m i n g  t h e  l e a d e r  b y
h i s  o l d  f r i e n d  T a k a  ( Y a s u s h i  K i t a m u r a ) .  T a k a  w a s  i n d u c t e d  i n t o  t h e  g a n g  s i m u l t a n e o u s l y  w i t h
K e i s u k e  a n d  f r o m  t h e  m o m e n t  t h e y  w a s h e d  T o s a ’ s  f l o o r b o a r d s  t o g e t h e r  u n t i l  K e i s u k e ’ s  d e a t h
the two had held equal rank. Despite holding a gun to his head, Taka lets his friend go freely,
a f t e r  w h i c h  K e i s u k e  f l e e s  t o  a  s e c l u d e d  b e a c h  n e a r  T o s a ’ s  g r a v e .  T h e r e  h e  m e e t s  h i s  b o s s ’
g i r l f r i e n d  Y u k a r i  (Shako  N a k a h a r a ) .  H e  t e l l s  h e r  t h e  t r u t h  a b o u t  h e r  l o v e r ’ s  d e a t h  a n d  s h o w s
h e r  t h e  t a t t o o  o n  h i s  b a c k .  S h e  l e a v e s  h i m  t h e  f o l l o w i n g  m o r n i n g  t o  t a k e  r e v e n g e  o n  T o s a ’ s
b o s s ,  b u t  h e r  a t t e m p t  i s  t h w a r t e d  b y  t h e  y a k u z a ,  w h o  c a p t u r e  h e r ,  c h a i n  h e r  u p  a t  t h e i r  h e a d -
q u a r t e r s  a n d  r a p e  h e r .

O n  s e v e r a l  o c c a s i o n s  i n  t h e  p a s t ,  M i i k e  m a n a g e d  t o  t u r n  t h e  o b l i g a t o r y  r a p e  s c e n e s
t h a t  a r e  t y p i c a l  o f  V - c i n e m a  y a k u z a  f i l m s  o n  t h e i r  h e a d s .  H e  d o e s  n o  s u c h  t h i n g  h e r e .  D e s p i t e
t h i s  b e i n g  a  f i l m  a b o u t  f a i l e d  m a s c u l i n i t y ,  h e  l e a v e s  t h e  o p p o r t u n i t y  h e  e m p l o y e d  i n  Jingi
Naki  Yabô  2 unused. However, the rape sequence is not without narrative function, as it
iIlustrates Taka’s  b r e a k w i t h  h i s  p a s t a n d w i t h  h i s f r i e n d s h i p w i t h  Keisuke. Taka is  i n i t i a l l y  r e p e l l e d
by his boss’ treatment of Yukari but eventually joins in and rapes her too. This decision
comes after he has carried out a bombing on Keisuke’s seaside hideout. When his men
e x a m a m i n e  t h e  r u b b l e  a n d  f i n d  K e i s u k e ’ s  e y e ,  t h e y  b e l i e v e  h i m  t o  b e  d e a d .  W i t h  h i s  f r i e n d  o u t
o f  h i s  l i f e ,  T a k a  f u l l y  b e c o m e s  a  s e r v a n t  o f  h i s  b o s s ,  h e n c e  h i s  d e c i s i o n  t o  r a p e  Y u k a r i .  T a k a ’ s
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Fmm left  to right:
Tosa  catches the bullets to protect Keisuke.
Keisuke at the mercy of a gang of street punks.
Electric warrior: Keisuke discovers his newfound powers.
The sight of masculinity.
The creature...
. ..and its creator @3morowoTaguchi).

b e t r a y a l  i s  j u x t a p o s e d  w i t h  J u n j i ’ s  i n c r e a s i n g  l o y a l t y  t o  K e i s u k e .  H a v i n g  c o m e  t o  t h e  b e a c h
to tell him of Yukari’s capture, Junji was also a target of the bomb.

K e i s u k e ’ s  e y e  i s  b r o u g h t  b a c k  t o  t h e  y a k u z a  l e a d e r  a s  p r o o f  o f  h i s  d e m i s e ,  b u t  b o t h
K e i s u k e  a n d  J u n j i  h a d  e s c a p e d  t h e  e x p l o s i o n  o n  t i m e .  T h r o u g h  h i s  d e t a c h e d  e y e  h e  w i t -
n e s s e s  T a k a  v i o l a t i n g  Y u k a r i  a n d  h e r  s u b s e q u e n t  s u i c i d e  ( s h e  b i t e s  o f f  h e r  t o n g u e  d u r i n g
t h e  r a p e ) .  K e i s u k e  a t t a c k s  t h e  y a k u z a  h e a d q u a r t e r s ,  h i s  c i r c u i t s  o v e r h e a t i n g  a s  a  r e s u l t  o f
h i s  r a g e  o v e r  Y u k a r i ’ s  d e a t h  a n d  T a k a ’ s  t r e a c h e r y .  T h e  r e s u l t  i s  a  f i n a l e  i n  t h e  ninkyd  eiga
t r a d i t i o n ,  b u t  f o r  o n c e  t h e  o d d s  o f  o n e  p e r s o n  t a k i n g  o n  a n  e n t i r e  g a n g  a r e  p a l a t a b l e .

W i t h  i t s  c o m b i n a t i o n  o f  t r a d i t i o n a l  y a k u z a  p l o t  a n d  s c i e n c e  f i c t i o n  e l e m e n t s ,  Full  M e t a l
Go/cudô  v e e r s  r a t h e r  s t r o n g l y  i n  t o n e  b e t w e e n  v e r y  s i l l y  a n d  d e a d  s e r i o u s .  W h a t  h o l d s  t h e
f i l m  t o g e t h e r  f r o m  a  d r a m a t i c  p o i n t  o f  v i e w  i s  t h e  c h a r a c t e r  o f  K e i s u k e ,  w h o s e  r o o t l e s s n e s s
a n d  m o t i v a t i o n s  a r e v e r y s t r o n g l y d e f i n e d  a n d  w h o s e  d e v e l o p m e n t  i s c o n t r a s t e d  ( i n  o t h e r  w o r d s
j u x t a p o s e d )  w i t h  T a k a ’ s  d e s c e n t  i n t o  evil. This  o p p o s i t e ,  m i r r o r e d  d e v e l o p m e n t  b e t w e e n  p r o -
t a g o n i s t  a n d  a n t a g o n i s t  M i i k e  w o u l d  a g a i n  e m p l o y  i n  D e a d  o r  A l i v e ,  w h i c h  c o n t i n u e s  Full
Metal  Go/cud&  j u x t a p o s i t i o n - b a s e d  s t r u c t u r e .
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THE BIRD PEOPLE IN CHINA
Chugoku  No Chojin
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C o n t i n u i n g  o n  t h e m e s  f r o m  t h e  p r e v i o u s  y e a r ’ s  Rainy  D o g ,  The  B i r d  P e o p l e  i n  C h i n a  a g a i n
d e a l s  w i t h  t h e  p r e m i s e  o f  a  s t r a n g e r  i n  a  s t r a n g e  l a n d .  R a t h e r  t h a n  s i m p l y  r e p e a t i n g  t h e
s u b j e c t ,  M i i k e  h e r e  e l a b o r a t e s  o n  h i s  p r e v i o u s  w o r k ;  w h e r e a s  t h e  c o n t r a s t  b e t w e e n  c u l t u r e s
s e r v e d  a s  t h e  b a s i s  f o r  a  c h a r a c t e r  s t u d y  i n  t h e  1 9 9 7  f i l m ,  h e r e  h e  e m p l o y s  i t  a s  a  m e a n s  t o
c o m m e n t  o n  a s p e c t s  o f  h i s  o w n  s o c i e t y ,  a s  r e p r e s e n t e d  b y  t w o  p e o p l e :  a  y o u n g ,  u p w a r d l y
m o b i l e  salatyman  a n d  a  y a k u z a .

O u r  p r o t a g o n i s t  i s  Wada  ( M a s a h i r o  M o t o k i ) ,  w h o s e  d o w n - t o - e a r t h ,  u n i m a g i n a t i v e  p e r -
s o n a  i s  e s t a b l i s h e d  b y  h i s  o p e n i n g  v o i c e - o v e r :  “ I n  m y  l i f e  I  m u s t  h a v e  d r e a m e d  t e n  t h o u -
s a n d  d r e a m s .  B u t  I  n e v e r  o n c e  d r e a m e d  I  w a s  f l y i n g . ”  Wada  i s  s i t t i n g  o n  a  t r a i n  s o m e w h e r e
in China, sent by his manager to replace a sick colleague in charge of the search for a
r e m o t e  j a d e  m i n e .  T h e  d e c i s i o n  t o  s e n d  h i m  w a s  t a k e n  o n l y  d a y s  b e f o r e  a n d  h a s  l e f t  Wada
w i t h  l i t t l e  t i m e  t o  p r e p a r e  f o r  h i s  t r i p .  S p e a k i n g  i n t o  h i s  t a p e  r e c o r d e r  h e  p r o f e s s e s  h e  d o e s -
n ’ t  k n o w  t h e  f i r s t  t h i n g  a b o u t  j a d e .  A  f a s t  m o t i o n  s e q u e n c e  c o n d e n s e s  t h e  e v e n t s  o f  t h e  l a s t
f e w  d a y s  i n t o  s e v e r a l  s e c o n d s ,  s t a r t i n g  w i t h  t h e  c a l l  f r o m  h i s  b o s s ,  t h r o u g h  h i s  h a s t y  p r e p a -
rations, departure, arrival in China, and back to Wada  on the train.This  sequence further estab-
l i s h e s  t h e  y o u n g  b u s i n e s s m a n ’ s p e r s o n a l i t y :  w o r k i n g  o u t  i n  t h e  g y m ,  i m m a c u l a t e l y  d r e s s e d
a n d  c o i f f e d ,  a n d  w i t h  a  b e a u t i f u l  g i r l f r i e n d ,  h e  i s  t h e  p r o t o t y p e  o f  s u p e r f i c i a l  u r b a n  s u c c e s s .
T o  f u r t h e r  i l l u s t r a t e  h o w  a c c u s t o m e d  h e  i s  t o  l u x u r y ,  h e  p r o f e s s e s  t o  t h e  t a p e  r e c o r d e r  h i s
c o n c e r n  a b o u t  t h e  c a l o r i e s  i n  theChinese  f o o d  - i t ’ s  n o t  i l l n e s s  o r  d i a r r h o e a  t h a t  t r o u b l e
him, but the risk of getting fat.

His soliloquy in Japanese is overheard by two Chinese passengers, who welcome
h i m  w i t h  s m i l e s ,  h a n d s h a k e s  a n d  J a p a n e s e  m u s i c  p l a y e d  o v e r  a  b i g  g h e t t o b l a s t e r .  A s  a
fourth passenger takes a picture of the trio, Wada  reacts frightened and confused, and
u n s u c c e s s f u l l y  t r i e s  t o  g e t  r i d  o f  t h e m  ( f o r  w h i c h  h e  u s e s  E n g l i s h ) .

At the station Wada  is welcomed by his guide, a Japanese-speaking Chinese man called
S h e n .  ( T h e  c a s t i n g  o f  M a k o  i n  t h i s  p a r t  i s  a n  i n s p i r e d  c h o i c e .  S i n c e  t h e  a c t o r  s p e n t  m o s t  o f
h i s  l i f e  i n  t h e  USlO,  h e  h a s  a  c o m p a r a b l e  d i s t a n c e  t o  J a p a n e s e  l a n g u a g e  a n d  c u l t u r e  a s  h i s
c h a r a c t e r . )  S h e n  w i l l  t a k e  h i m  t o  t h e  j a d e  d e p o s i t ,  w h i c h  i s  i n  s u c h  a  r e m o t e  p a r t  o f  t h e  c o u n -
t r y  t h a t  p e o p l e  t h e r e  “ h a v e  n e v e r  h e a r d  o f  M a o  Tse-Tung.”

Just as they are about to take off in their van, they are stopped by Ujiie (Renji Ishibashi)
- a  y a k u z a  w h o  h a s  b e e n  f o l l o w i n g  Wada  s i n c e  h i s  a r r i v a l  o n  C h i n e s e  s o i l  ( i n  f a c t ,  h e  w a s
t h e  m a n  w h o  t o o k  Wada’s p i c t u r e  o n  t h e  t r a i n ) .  H e r e  a g a i n ,  M i i k e  e s t a b l i s h e s  a  c h a r a c t e r
t h r o u g h  a  s i n g l e  a c t / o n :  U j i i e  i n v i t e s  h i m s e l f ,  s i t s  d o w n  i n  t h e  b a c k  o f  t h e  v a n  a n d  o r d e r s
Wada  to shut the door. Again confused, the young man protests and demands to know
w h a t ’ s  g o i n g  o n .  U j i i e  d r a g s  h i m  o u t  o f  t h e  v a n  a n d  i n t o  a  n e i g h b o u r i n g  b u i l d i n g ,  w h e r e  h e
f i r s t  b e a t s  h i m  u p  a n d  t h e n  t e l l s  Wada  t h a t  h i s  s i c k  c o l l e a g u e  h a d  t r i e d  t o  s c a m  t h e  y a k u z a
o n  t h e  d e a l  t h e y ’ d  m a d e  a b o u t  s h a r i n g  t h e  p r o f i t s  o f  t h e  j a d e .  U j i i e  w a s  s e n t  t o  C h i n a  t o  s e t
t h i n g s  s t r a i g h t  - n o t  e n t i r e l y  o f  h i s  o w n  f r e e  w i l l ,  w h i c h  c r e a t e s  a  l i n k  b e t w e e n  t h e  t w o  m e n
c e m e n t e d  b y  t h e  f a c t  t h a t  b o t h  t h e i r  r e s p e c t i v e  b o s s e s  t o l d  t h e m  h o w  l u c k y  t h e y  w e r e  t o  g e t
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Left: Men on a mission (I. to r.): salaryman Wada (Masahiro Motoki),  gangster Ujiie (Renji Ishibashi) and their
guide Shen (Mako).

Right: The winged children of Yunnan.

t o  savour s o  m u c h  d e l i c i o u s  C h i n e s e  f o o d .  ( T h i s  w h o l e  s e q u e n c e ,  l a s t i n g  j u s t  o v e r  t h r e e
m i n u t e s ,  i s  s h o t  i n  a  s i n g l e  t a k e  w i t h  a  f i x e d  c a m e r a ,  b e f o r e  c u t t i n g  t o  e a c h  m a n ’ s  f l a s h b a c k
o f  h i s  b o s s  e x t o l l i n g  t h e  v i r t u e s  o f  C h i n e s e  c u i s i n e ) .

T h e  r e l a t i o n s h i p  b e t w e e n  t h e  m e n  e s t a b l i s h e d ,  t h e  j o u r n e y  c o m m e n c e s  w h i c h  w i l l
t a k e  t h e m  f u r t h e r  a n d  f u r t h e r  a w a y  f r o m  c i v i l i s a t i o n .  F o r  t h e s e  two Tokyo  u r b a n i t e s  t h e  b u m p s
i n  t h e  u n p a v e d  r o a d  a r e  a l r e a d y  t o o  m u c h  t o  b e a r  ( t h e  c a m e r a  i s  p l a c e d  i n s i d e  t h e  c a r  d u -
r i n g  t h i s  e n t i r e  s e q u e n c e ,  i n  o r d e r  t o  p u t  t h e  v i e w e r  i n  t h e i r  s h o e s ) ,  m o r e  s o  w h e n  t h e i r  v a n
starts to fall apart piece by piece. First the door falls off, then the steering wheel comes
l o o s e ,  b e f o r e  i t  f i n a l l y  g i v e s  u p  t h e  g h o s t  i n  t h e  n e x t  t o w n  a n d  t h e y  h a v e  t o  c o n t i n u e  i n t o  t h e
c o u n t r y s i d e  o n  a  t r a c t o r .  ( T h e  v a n ’ s  d e t e r i o r a t i o n  b e c o m e s  a  s u b t l e  p a r a l l e l  t o  t h e  m e n t a l
s t a t e  o f  t h e  t w o  m e n  b y  t h e  f a c t  t h a t  i t ’ s  a  J a p a n e s e  c a r - t h e  f u r t h e r  a w a y  f r o m  c i v i l i s a t i o n
t h e  J a p a n e s e  v e n t u r e ,  t h e  m o r e  t h e y  f a l l  a p a r t ) .

D e s p i t e  t h e  s h a r e d  h a r d s h i p s ,  U j i i e  c o n t i n u e s  b u l l y i n g  Wada,  w h o  l e t s  h i m s e l f  b e  u s e d
a l m o s t  a s  t h e  g a n g s t e r s  s l a v e .  W h i l e  U j i i e  t a k e s  a  s h i t  o u t s i d e  i n  t h e  r a i n ,  Wada  h o l d s  u p
a n  u m b r e l l a  f o r  h i m  - t h e  r e s u l t  o f  h i s  h a b i t  o f  f o l l o w i n g  o r d e r s ,  a  f a c t  U j i i e  k n o w s  v e r y  w e l l
h o w  t o  e x p l o i t .  F i r s t  a  w a g e  s l a v e ,  n o w  a  g a n g s t e r ’ s  s l a v e .

The group is eventually brought to a halt by the discovery that a raging river has
i n u n d a t e d  t h e  r o a d .  L u g g i n g  t h e i r  b a g g a g e  a l o n g  w i t h  t h e m ,  t h e y  c o n t i n u e  o n  f o o t  i n t o  t h e
m o u n t a i n s ,  o n l y  t o  b e  h i t  b y  a  t h u n d e r s t o r m  w h e n  t h e y  r e a c h  t h e  t o p .  T h e  s t o r m  d i s p e r s e s
Wada’s papers, which are eaten by goats the following morning. The salaryman is now
c o m p l e t e l y  l o s t :  h e  c a n  n o  l o n g e r  d o  h i s  j o b  o r  p r o p e r l y  r e p o r t  h i s  f i n d i n g s  t o  h i s  m a n a g e r
b a c k  h o m e .  H i s  p e n t - u p  f r u s t r a t i o n  i s  r e l e a s e d  w h e n  U j i i e  b u l l i e s  h i m  a g a i n .  Wada  f i g h t s
back, sick of the gangster’s treatment, but Ujiie simply pulls out his gun and puts it to Wada’s
head. Shen rushes in to calm them down. The absurdity of th is scene taking place in a
remote mountainous region of China is augmented by a procession of passing monks,
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e a c h  o f  w h o m  c a r r i e s  a  b i g  r i v e r  t u r t l e .  T h e  t w o  m e n  s t o p  t h e i r  s q u a b b l e  w h e n  S h e n  t e l l s
t h e m  t h e i r  t r a n s p o r t a t i o n  h a s  a r r i v e d .  T o  Wada  a n d  U j i i e ’ s  m u t u a l  a s t o n i s h m e n t  t h e y  c o n -
t i n u e  t h e i r  j o u r n e y  o n  a  r a f t  p u l l e d  u p s t r e a m  b y  t h e  t u r t l e s ,  a n d  g u i d e d  b y  o n e  o f  t h e  m o n k s
a s  a  b o a t m a n .

T h e  r a f t  i s  a n o t h e r  i n  a  l i n e  o f  i n c r e a s i n g l y  p r i m i t i v e  m o d e s  o f  t r a n s p o r t a t i o n  t h e  m e n
h a v e  b e e n  u s i n g  s i n c e  t h e  b e g i n n i n g  o f  t h e  f i l m .  T h e y  s t a r t e d  o n  b o a r d  a n  a e r o p l a n e ,  t h e n  a
t r a i n ,  a  v a n ,  a  t r a c t o r  a n d  f i n a l l y  o n  f o o t .  T h i s  r e g r e s s i o n  t o w a r d  t h e  m o s t  b a s i c  m o d e  o f
t r a v e l  s h o u l d  e n d  t h e r e ,  s i n c e  w a l k i n g  i s  a s  b a s i c  a s  o n e  c a n  g e t .  H o w e v e r ,  w i t h  t h e  i n t r o -
d u c t i o n  o f  t h e  r a f t  p u l l e d  b y  t u r t l e s ,  t h e  e v e n t s  p o r t r a y e d  g o  b e y o n d  t h e  p r i m i t i v e  a n d  i n t o
t h e  r e a l m  o f  t h e  f a n t a s t i c a l ,  s i g n a l l i n g  a  t u r n i n g  p o i n t  i n  t h e  f i l m .  T h i s  c h a n g e  i s  m i r r o r e d  i n
Wada,  w h o s e  o u t b u r s t  m o m e n t s  e a r l i e r  p r o v e s  t o  b e  h i s  l i b e r a t i o n .  i n s t e a d  o f  c o n t i n u i n g  h i s
f u t i l e  f i g h t  a g a i n s t  t h e  e n v i r o n m e n t ,  h e  s t a r t s  t o  e m b r a c e  i t ,  a s  w i t n e s s e d  b y  t h e  f a c t  t h a t  h e
w e a r s  a  m o n k s  r o b e  d u r i n g  t h e  t r i p  u p s t r e a m .  E v e n t s  t h a t  f o l l o w  a r e  i n  l i n e  w i t h  t h i s  t u r n i n g
p o i n t :  c a m p i n g  a t  t h e  r i v e r s i d e  t h a t  n i g h t ,  t h e  m e n  e a t  w i l d  m u s h r o o m s  t h a t  t u r n  o u t  t o  b e
h a l l u c i n o g e n i c .  I n  t h e  f e s t i v i t i e s  t h a t  e n s u e  S h e n  f a l l s  a n d  h i t s  h i s  h e a d  o n  a  r o c k ,  r e s u l t i n g
i n  i m m e d i a t e  m e m o r y  l o s s  t h a t  i s n ’ t  d i s c o v e r e d  b y  t h e  o t h e r s  u n t i l  t h e y ’ r e  b a c k  o n  t h e  r i v e r
t h e  n e x t  m o r n i n g .  P a n i c  e n s u e s .  H o w  a r e  t h e y  g o i n g  t o  f i n d  t h e i r  w a y  t o  t h e  j a d e  m i n e  n o w ?
W i t h  n o  o n e  t o  g u i d e  t h e m ,  Wada  a n d  U j i i e  a r e  f o r c e d  t o  s t a r t  p a y i n g  a t t e n t i o n  t o  t h e i r  s u r -
r o u n d i n g s .  F i n d i n g  s o m e  s e m b l a n c e  o f  civilisation  b e c o m e s  a  p r i o r i t y ,  a n d  t h e  t h o u g h t s  o f
j a d e  a n d  f o r t u n e  t a k e  a  b a c k  s e a t  t o  s u r v i v a l .

F r o m  t h i s  m o m e n t  o n ,  t h e  c h a n g e  i n  t h e  f i l m  i s  c o m p l e t e  a n d  t h i s  i s  a l s o  r e f l e c t e d  o n
a  s t y l i s t i c  l e v e l .  T h e  p a c e  s l o w s  d o w n ,  a n d  f r o m  t h e  f i r s t  s c e n e  a f t e r  S h e n ’ s  a c c i d e n t  t h e
c o l o u r  t o n e  c h a n g e s ,  a s  a  r e s u l t  o f  c i n e m a t o g r a p h e r  H i d e o  Y a m a m o t o ’ s  u s e  o f  a  y e l l o w  f i l -
ter. The filter not only gives the image a slight gold hue to fit with the more fantastical nature
o f  t h e  p r o c e e d i n g s ,  i t  a l s o  a c c e n t u a t e s  t h e  g r e e n  o f  t h e  g r a s s ,  t r e e s  a n d  s u r r o u n d i n g  h i l l s .
I n  f a c t ,  t h e  l u s t r o u s  g r e e n  o f  t h e  l a n d s c a p e  b e c o m e s  u n c a n n i l y  s i m i l a r  t o  t h e  c o l o u r  o f  j a d e ,
thus turning the land itself into the treasure while the jade is all but forgotten (thereby reveal-
ing the search for jade to be the film’s MacGuffin).

T h e i r  t r i p  u p s t r e a m  c o n t i n u e s  w i t h o u t  c l e a r  d i r e c t i o n  u n t i l  t h e y  f i n a l l y  e n c o u n t e r  o t h e r
p e o p l e .  H a s t e n i n g  u p  t h e  h i l l  a f t e r  t h e m ,  t h e y  f i n d  t h a t  o n e  o f  t h e m  i s  a n  a c q u a i n t a n c e  o f
S h e n .  w h o  t a k e s  t h e m  t o  a  n e i g h b o u r i n g  v i l l a g e  f o r  d i n n e r .  T h e  v i l l a g e r s  i n v i t e  t h e m  t o  s t a y
i n  t h e i r  t o w n  u n t i l  t h e i r  g u i d e  r e g a i n s  h i s  m e m o r y .  T h e  n e x t  m o r n i n g  t h e y  e n c o u n t e r  a  g r o u p
o f  c h i l d r e n  a d o r n e d  w i t h  w i n g s  m a d e  o f  c a n v a s  a n d  w o o d ,  w i l d l y  f l a p p i n g  t h e i r  a r m s  i n  d e l i g h t
a s  i f  t h e y  b e l i e v e  t h e  w i n g s  w i l l  i n d e e d  c a r r y  t h e m  u p  i n t o  t h e  s k y .  T h e  p e r s o n  w h o  t e a c h e s
t h e m  t o  f l y  i s  Y a n  ( L i - L i  W a n g ) ,  a  t e e n a g e  g i r l  w i t h  b l u e  e y e s  w h o  i s  t h e  g r a n d d a u g h t e r  o f  a
m a n  w h o  s u p p o s e d l y  f e l l  f r o m  t h e  s k y  m a n y  d e c a d e s  a g o .  T h i s  m a n  t u r n s  o u t  t o  h a v e  b e e n
a  B r i t i s h  a v i a t o r  s t a t i o n e d  i n  I n d i a  i n  t h e  e a r l y  p a r t s  o f  t h e  t w e n t i e t h  c e n t u r y ,  w h o  c r a s h e d  i n
t h e  l a k e  o u t s i d e  t h e  t o w n  a n d  c o n t i n u e d  t o  l i v e  t h e r e  a s  o n e  o f  t h e  v i l l a g e r s .  T h e  g i r l  s h o w s
t h e m  t h e  g r a v e s  o f  h e r  g r a n d f a t h e r  a n d  h e r  p a r e n t s ,  o n  t h e  s h o r e  o f  t h e  l a k e  f r o m  w h i c h  s t i l l
j u t s  t h e  t a i l  o f  t h e  d o w n e d  a e r o p l a n e .

A s i d e  f r o m  a  r u m o u r e d  a b i l i t y  t o  f l y ,  t h e  p i l o t  a l s o  l e f t  h i s  g r a n d d a u g h t e r  w i t h  a n o t h e r
l e g a c y :  a  s o n g  s h e  s i n g s  i n  g a r b l e d  E n g l i s h .  Wada  f a i n t l y  recognises  t h e  m e l o d y  a n d  s e t s
o u t  t o  d i s c o v e r  t h e  l y r i c s .  H e  r e c o r d s  h e r  v o i c e  a n d  d e v o t e s  h i m s e l f  t o  u n r a v e l l i n g  t h e  m y s -
t e r y .  M e a n w h i l e ,  t h e  v i l l a g e ’ s  p e a c e f u l  a t m o s p h e r e  i s  h a v i n g  a  s t r o n g  e f f e c t  o n  U j i i e .  w h o
d r o p s  h i s  b u l l y i n g  a n d  d i s p l a y s  o f  p o w e r  i n  f a v o u r  o f  p l a y i n g  w i t h  t h e  l o c a l  c h i l d r e n .  A s  h e
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s t a n d s  f l a p p i n g  his  a r m s  d u r i n g  o n e  o f  Y a n ’ s  l e s s o n s ,  i t s  c l e a r  t h a t  h e  t o o  h a s  f o u n d  a  f o r m
o f  l i b e r a t i o n  a n d  h a s  e m b r a c e d  h i s  e n v i r o n m e n t .

A f t e r  a  l o n g  p e r i o d  o f  t r y i n g ,  Wada  m a n a g e s  t o  r e c o n s t r u c t  t h e  l y r i c s  t o  Y a n ’ s  s o n g
( w h i c h  t u r n s  o u t  t o  b e  t h e  S c o t t i s h  f o l k  s o n g  Annie L a u r i e ) .  I n  t h e  c o n t e x t  o f  t h e  f i l m  h o w -
e v e r ,  t h e  l y r i c s  a n d  t h e i r  d i s c o v e r y  h a v e  n o  f u n c t i o n .  T h e  p u r p o s e  o f  Wada’s  s e a r c h  i s  n o t
the discovery, but the fact that he takes (and has) the time to do so. What matters is his
c h o i c e  a n d  a b i l i t y  t o  c o m p l e t e l y  i m m e r s e  h i m s e l f  i n  w h a t  h e  m i g h t  o n c e  h a v e  c o n s i d e r e d
c o m p l e t e l y  t r i v i a l .  T h e  s l o w  p a c e  o f  t h e  s e c o n d  h a l f  o f  t h e  f i l m  i s  t h e r e f o r e  c o m p l e t e l y  i n t e n -
t i o n a l  a n d  i s  c o n s c i o u s l y  m e a n t  a s  a  s p e c i f i c  c o n t r a s t  t o  t h e  f a s t  m o t i o n  s e q u e n c e  a t  t h e
s t a r t  o f  t h e  f i l m .  I t ’ s  t h e  c o n t r a s t  b e t w e e n  Wada’s  l i f e  i n  J a p a n  a n d  h i s  c u r r e n t  situation. The
f a s t  m o t i o n  s e q u e n c e  t o o k  a l l  o f  t w e n t y  s e c o n d s  t o  t e l l  t h e  e v e n t s  o f  s e v e r a l  d a y s ,  w h i l e  t h e
s e c o n d  h a l f  o f  t h e  f i l m  s p e n d s  n e a r l y  2 0  m i n u t e s  o n  Wada’s  s e a r c h  f o r  t h e  l y r i c s  a n d  U j i i e ’ s
g a m e s  w i t h  t h e  children. The  l a t t e r  p u t s  t h e  f o r m e r  i n f o  c o n t e x t  a n d  s h o w s  h o w  w h a t  s e e m e d
l i k e  s u p e r f i c i a l  s t y l i s t i c  b r a v u r a  i s  i n  a c t u a l  f a c t  a n  e x a m p l e  o f  f o r m  t h o r o u g h l y  e n t w i n e d  w i t h
c o n t e n t ,  m u c h  l i k e  t h e  c h a n g e s  i n  t h e  l o o k  o f  t h e  f i l m  d i s c u s s e d  a b o v e .

T h e  c h a n g e s  i n  Wada  m a y  b e  u n d e n i a b l e ,  t h e y  a r e  n o t  e n o u g h  t o  m a k e  h i m  a  n e w
m a n .  W h e n  h e  t e a c h e s  Y a n  t h e  p r o p e r  l y r i c s  a n d  s h e  s i n g s  t h e m  t o  t h e  a c c o m p a n i m e n t  o f
her friends lute, Wada  is touched but at the same time he records their performance. He notices
that the batteries are failing, but persists, showing that he is still largely his old self: his main
t h o u g h t  i s  w i t h  g r a b b i n g  a  m o m e n t ,  r a t h e r  t h a n  e x p e r i e n c i n g  i t .
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H i s  q u e s t  f o r  t h e  l y r i c s  c o m p l e t e d ,  Wada’s m i n d  g o e s  b a c k  t o  h i s  o r i g i n a l  g o a l s  a n d
h e  t a k e s  t h e  p i e c e  o f  j a d e  t h e y  d i s c o v e r e d  n e a r  t h e  r i v e r  t o  U j i i e  w i t h  t h e  i n t e n t  o f  r e m o u n t -
i n g  t h e i r  s e a r c h .  B u t  t h e  f o r m e r  g a n g s t e r  w a n t s  n o  p a r t  o f  Wada’s  p l a n .  H e  h a s  l o s t  a l l  i n t e r -
e s t  i n  h i s  o l d  l i f e  a n d  f e e l s  c o m f o r t a b l e  w i t h  h i s  p e a c e f u l  d i s p o s i t i o n .  H i s  c h a n g e s  h a v e  m a d e
U j i i e  r e a l i s e  t h a t  h e  h a s  b e e n  l y i n g  t o  h i m s e l f  f o r  m u c h  o f  h i s  l i f e .  H i s  y a k u z a  ‘ m a s c u l i n i t y ’
h a s  b e e n  n o t h i n g  b u t  a  p o s t u r e ,  a  r o l e  h e  h a s  f o r c e d  h i m s e l f  t o  p l a y  i n  o r d e r  t o  p l e a s e  o t h -
e r s .  ( T h i s  a c k n o w l e d g e m e n t  i s  t h e  c o m p l e t e  o p p o s i t e  o f  Y u j i  i n  Rainy D o g ,  w h o  l a m e n t s  h i s
e x i l e  f r o m  h i s  c r i m e  u n i t  a n d  c a l l s  h i m s e l f  a  f a i l e d  y a k u z a . )

T h a t  n i g h t ,  d r e s s e d  i n  t h e  b o a t m a n ’ s  r o b e  t h a t  Wada  w o r e  a f t e r  h i s  o w n  l i b e r a t i o n ,
U j i i e  m a k e s  h i s  w a y  t o  t h e  r i v e r b a n k  w h e r e  t h e  t u r t l e s  c o n g r e g a t e .  S t a r i n g  a t  t h e m ,  h e  i s
s u d d e n l y  o v e r c o m e  b y  a  v i s i o n  o f  h i s  o w n  d e a t h :  b a c k  i n  T o k y o ,  w a i t i n g  f o r  a  s t o p l i g h t ,  U j i i e ’ s
p a t h  i s  c r o s s e d  b y  a  b a n d  o f  g a n g s t e r s  w h o  c h a s e  h i m  t o  a n  e m p t y  w a r e h o u s e  a n d  e x e c u t e
h i m  i n  a  p r o t r a c t e d  s h o o t i n g .  ( T h e  s c e n e  s e g u e s  i n t o  t h i s  v i s i o n  b y  w a y  o f  a  s i m p l e  b u t  e f f e c -
t i v e  m o n t a g e :  a s  h e  s t a r e s  a t  t h e  t u r t l e s ,  a  b l i n k i n g  r e d  l i g h t  h i t s  U j i i e ,  w h o  l o o k s  u p  t o  s e e
w h e r e  i t  c a m e  f r o m .  M i i k e  c u t s  t o  t h e  b l i n k i n g  t r a f f i c  l i g h t  i t s e l f  t o  s u g g e s t  t h e  g a n g s t e r ’ s
p o i n t  o f  v i e w ,  t h e n  t o  b a c k  U j i i e  a s  t h e  b a r s  c o m e  d o w n  a n d  a  t r a i n  z o o m s  p a s t .  W h e n  t h e
t r a i n  d i s a p p e a r s ,  t h e  g a n g s t e r  i s  s t a n d i n g  a t  a  r a i l r o a d  c r o s s i n g  i n  T o k y o ,  d r e s s e d  i n  a  s u i t . )

T h e  n e x t  m o r n i n g  U j i i e  f i n d s  t h a t  t h e  v i l l a g e r s  a n d  t h e  b o a t m a n  a r e  f r a n t i c a l l y  l o o k i n g
f o r  t h e  t u r t l e s ,  w h i c h  h a v e  g o n e  m i s s i n g .  A l t h o u g h  e v e r y o n e  i n v o l v e d  t h i n k s  t h e  a n i m a l s
h a v e  w a n d e r e d  o f f  o n  t h e i r  o w n ,  i t ’ s  c l e a r  t h a t  U j i i e  i s  b e h i n d  t h e i r  d i s a p p e a r a n c e .  I f  t h e
v i s i o n  t o l d  h i m  o n e  t h i n g ,  i t ’ s  t h a t  h i s  n e w  p e r s o n a  i s  c o m p l e t e l y  u n f i t  f o r  l i f e  a s  a  y a k u z a
a n d  t h a t  i f  h e  w e r e  t o  r e t u r n  h e  w o u l d  e i t h e r  n o t  b e  a c c e p t e d  o r  d i e  a n  e a r l y  a n d  v i o l e n t
d e a t h .  G o i n g  b a c k  i s  u n t h i n k a b l e .

T h e  t u r t l e s  a r e  f o u n d  e v e n t u a l l y  a n d  p u t  i n t o  a  b a m b o o  c a g e  t o  a v o i d  a n o t h e r  e s c a p e .
W h e n  t h i s  i s  f o l l o w e d  b y  S h e n  r e g a i n i n g  h i s  m e m o r y  a s  a  r e s u l t  o f  a n o t h e r  f a l l ,  U j i i e  f e e l s
t h e  t h r e a t s  a g a i n s t  h i m  i n c r e a s e .  W i t h  S h e n  b a c k  i n  f o r m ,  Wada  c a n  c o n t i n u e  h i s  s e a r c h  f o r
t h e  j a d e  v e i n ,  t h e n  g o  h o m e  w i t h  t h e  r e s u l t s  a n d  b r i n g  c i v i l i s a t i o n  t o  t h i s  r e m o t e ,  u n s p o i l t
o u t p o s t .  R e a l i s i n g  t h i s  w o u l d  d e s t r o y  e v e r y t h i n g  t h a t  s i g n i f i e s  l i b e r a t i o n  a n d  h a p p i n e s s  f o r
h i m ,  U j i i e  t a k e s  a  d r a s t i c  d e c i s i o n  a n d  g o e s  o u t  t o  k i l l  t h e  t u r t l e s  ( u s i n g  h i s  o l d  w a y s  t o  h e l p
t h e  n e w :  h e  d r e s s e s  i n  t h e  r o b e  w h i l e  c a r r y i n g  a  g u n  a n d  a  m a c h e t e ) .  S h e n  w i t n e s s e s  t h e
s l a u g h t e r  a n d  a l e r t s  Wada.  T h e y  f l e e  t o  t h e  r a f t  b u t  a r e  c a p t u r e d  b y  t h e  g a n g s t e r ,  w h o  h o l d s
t h e m  a n d  t h e  b o a t m a n  a t  g u n p o i n t ,  d e c l a r i n g  h i s  i n t e n t  t o  k e e p  t h e  v i l l a g e  p u r e  a n d  u n s p o i l t .
Wada  tells him that it was the airplanes and cars of civilisation that allowed them to travel to
t h e  v i l l a g e  i n  t h e  f i r s t  p l a c e ,  a n d  t h a t  t h e  d e c i s i o n  i s  u p  t o  t h e  t o w n s f o l k ,  n o t  t o  t h e m .  T h e r e
is only one way to find out which of the two men is right: to pick up wings and try to fly.

S t a n d i n g  o n  t h e  m o u n t a i n t o p  w i t h  t h e i r  w i n g s  o n  t h e i r  b a c k s ,  Wada  a n d  U j i i e  s t a r t
f l a p p i n g  t h e i r  a r m s ,  r u n  d o w n  t h e  s l o p i n g  r u n w a y  a n d  d i s a p p e a r  o u t  o f  f r a m e .  A l l  i s  q u i e t  a s
t h e  c a m e r a  s t a y s  o n  t h e  d e s e r t e d  s a n d y  s t r i p .  T h e n  t h e  f i l m  c u t s  t o  a  s h o t  o f  t h e  l e d g e  a n d
a  h a n d  c o v e r e d  i n  s c r a t c h e s  a n d  c u t s  c o m e s  i n t o  f r a m e .  Wada  a n d  U j i i e  c o m e  c l i m b i n g  b a c k
u p ,  w o u n d e d  a n d  b r u i s e d ,  a n d  w i t h  t h e i r  w i n g s  b r o k e n .

T h e  f i n a l  p r o o f  n o w  d e l i v e r e d ,  b o t h  m e n  r e t u r n  t o  J a p a n .  Wada  g o e s  b a c k  t o  h i s  j o b ,
s e t t l i n g  b a c k  i n t o  l i f e ’ s  d a i l y  g r i n d .  I n  a  v o i c e - o v e r  h e  t e l l s  u s  t h a t  t h e  t a p e  c o n t a i n i n g  t h e
r e c o r d i n g  o f  Y a n  s i n g i n g  t h e  s o n g  w a s  e v e n t u a l l y  l o s t  i n  a  f i r e ,  b u t  t h a t  h e  d o e s n ’ t  c a r e  a b o u t
t h e  m a t e r i a l  l o s s .  T h i s  s h o w s  t h a t  h i s  e x p e r i e n c e s  h a v e  c e r t a i n l y  c h a n g e d  h i m ,  b u t  h e  a l s o
says that in all  the dreams he had after his return from China, he still never dreamed of flying.
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Left: Wada  finds the source  of the legend.
Right: Ujiie discovers his peaceful side.

( T h i s  d u a l i t y  w a s  a l r e a d y  s i g n a l l e d  a t  t h e  v e r y  s t a r t  o f  t h e  f i l m ,  w h i c h  b r i e f l y  s h o w e d  h i m  o n
t h e  r o o f  o f  a  b u i l d i n g  o v e r l o o k i n g  t h e  c i t y ,  d r e s s e d  i n  h i s  s u i t  a n d  a  p a i r  o f  w i n g s  - a n  i m a g e
a l s o  u s e d  o n  t h e  f i l m ’ s  p o s t e r . )

Ujiie on the other hand chose to return to the village, saying farewell to his yakuza life
a n d  t a k i n g  t h e  p o s i t i o n  o f  m e d i a t o r  b e t w e e n  t h e  v i l l a g e r s  a n d  Wada’s  c o m p a n y .  H e  n e v e r
gave up his belief that the people of the village are indeed able to fly. We see him as an old
m a n  ( s h o w n  f r o m  b e h i n d ,  h i s  l o n g  g r e y  h a i r s  c o v e r i n g  p a r t  o f  h i s  t a t t o o e d  b a c k ) ,  w a t c h i n g
w i n g e d  c h i l d r e n  r u n  o f f  t h e  m o u n t a i n .  W e  s e e  t h e i r  f e e t  l i f t i n g  s l i g h t l y  o f f  t h e  g r o u n d  j u s t
b e f o r e  t h e y  e x i t  t h e  f r a m e .  U j i i e  t h e n  o n c e  a g a i n  p i c k s  u p  w i n g s  a n d  m a k e s  t h e  s a m e  l e a p .
W e  s e e  h i s  f e e t  l i f t e d  o f f  t h e  g r o u n d ,  t h e n  a  f i n a l  w i d e  s h o t  o f  t h e  m o u n t a i n t o p  w i t h  w i n g e d
h u m a n s  c i r c l i n g  a r o u n d  i t  i n  f r e e  f l i g h t .

T h e  f a c t  t h a t  U j i i e  s t a y s  b e h i n d  a n d  i n d e e d  l e a r n s  t o  f l y  g i v e s  t h e  f i l m  a  g r e a t  d e a l  o f
n u a n c e ,  s i n c e  i t  i n d i c a t e s  t h a t  T h e  Bird  P e o p l e  i n  C h i n a  i s  n o t  a  f i l m  t h a t  a i m s  t o  criticise
J a p a n e s e  s o c i e t y  o r  i t s  p e o p l e  a s  a  w h o l e ,  b u t  t h a t  i t  g o e s  a g a i n s t  t h e  l a c k  o f  i m a g i n a t i o n
t h a t  c a n  b e  t h e  r e s u l t  o f  l i v i n g  i n  t h a t  s o c i e t y .  T h e  a b i l i t y  t o  f l y  i s  t h e  s y m b o l  f o r  t h e  f r e e d o m
o f  t h e  i m a g i n a t i o n  a n d  w h e t h e r  o r  n o t  U j i i e  a n d  t h e  c h i l d r e n  a c t u a l l y  d o  f l y  i s  o f  l e s s  i m p o r -
t a n c e  t h a n  t h e  f a c t  t h a t  Wada  i s  a b l e  t o  v i s u a l i s e  i t .  M i i k e  d o e s  h o w e v e r  s e e m  t o  c o m p r o -
m i s e  t h e  v a l i d i t y  o f  s o m e  o f  h i s  a r g u m e n t s  b y  m a k i n g  U j i i e  a  g a n g s t e r .  Wada  a s  a  salaryman
is a character grounded in real life and representative for a significant section of the Japanese
p o p u l a t i o n .  T h e  g a n g s t e r  o n  t h e  o t h e r  h a n d  i s  a  f a n t a s y  c h a r a c t e r  a n d  p a r t i c u l a r l y  i n  t h e
w a y  h e  i s  p r e s e n t e d  h e r e  h e  i s  a  p r o d u c t  o f  c i n e m a  r a t h e r  t h a n  o f  r e a l  l i f e .  H o w e v e r ,  t h e
c h a r a c t e r ’ s  m a i n  f u n c t i o n  i n  t h e  n a r r a t i v e  i s  t o  i n f l u e n c e  t h e  p r o t a g o n i s t  a n d  i n  t h a t  s e n s e
w h a t  m a t t e r s  m o s t  i s  h i s  b e h a v i o u r ,  n o t  h i s  r o l e .  B u t  i f  w e  w e r e  t o  r e p l a c e  h i m  w i t h  Wada’s
m a n a g e r  o r  a n o t h e r  p e r s o n  i n  a n  e q u a l l y  d o m i n a n t  p o s i t i o n  o v e r  t h e  y o u n g  salaryman,  t h i s
w o u l d  c r e a t e  t h e  n e e d  f o r  a d d i t i o n a l  b a c k g r o u n d  d e t a i l  t o  m a k e  c r e d i b l e  h o w  a  r e l a t i o n s h i p
b e t w e e n  t w o  a c q u a i n t a n c e s  c o u l d  g e t  s o  d i s t o r t e d  t h a t  o n e  w o u l d  t r e a t  t h e  o t h e r  t h e  w a y
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Ujiie treatswada.  In short: in orderto  avoid superfluous scenes of exposition on the relationship
b e t w e e n  t h e  p r o t a g o n i s t s ,  t h e  t w o  c h a r a c t e r s  n e e d  t o  b e  s t r a n g e r s  a n d  t h e r e f o r e  t h e  c h o i c e
o f  m a k i n g  Ujke  a  b u l l y i n g  y a k u z a  i s  a  v e r y  s m a r t  o n e .

T h e  B i r d  Peopre  i n  C h i n a  c h a n g e d  t h e  p e r c e p t i o n  o f  T a k a s h i  M i i k e  w i t h i n  t h e  J a p a n e s e
f i l m  i n d u s t r y .  S t i l l  c a r r y i n g  t h e  s t i g m a  o f  a  V - c i n e m a  y a k u z a  f i l m  d i r e c t o r ,  t h e  s u b j e c t  m a t t e r
o f  t h e  f i l m ,  a n d  t h e  c i r c u m s t a n c e s  u n d e r  w h i c h  i t  w a s  m a d e ,  w o n  h i m  a  g o o d  d e a l  o f  r e s p e c t
f r o m  h i s  i n d u s t r y  c o l l e a g u e s .  I t  w a s  f u r t h e r m o r e  i n v i t e d  t o  t h e  V a n c o u v e r  F i l m  F e s t i v a l ,  w h i c h
a f t e r  s h o w i n g  Shinjuku  T r i a d  S o c i e t y  t h e  p r e v i o u s  y e a r ,  s c r e e n e d  t h e  f i l m  a l o n g s i d e  R a i n y
D o g  a n d  BIues  H a r p  i n  l a t e  1 9 9 8 .  T h e  B i r d  P e o p l e  i n  C h i n a  a l s o  d i r e c t l y  r e s u l t e d  i n  h i m
b e i n g  o f f e r e d  m o r e  o v e r t l y  c o m m e r c i a l ,  h i g h e r - b u d g e t e d  p r o j e c t s  l i k e  Andromedia,  wh ich
h e  w o u l d  t a k e  o n  n e x t .
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ANDROMEDIA

1 9 9 8

W i t h  A n d r o m e d i a ,  M i i k e  m a d e  h i s  m o s t  u n a b a s h e d l y  c o m m e r c i a l  f i l m  y e t .  E s s e n t i a l l y  a  v e h i -
c l e  f o r  t w o  p o p  g r o u p s  - t h e  a l l - g i r l  q u a r t e t  S p e e d  a n d  t h e  b o y  b a n d  D a  P u m p  - t h e  f i l m
w a s  a i m e d  s q u a r e l y  a t  t h e  t e e n  a n d  p r e - t e e n  y o u t h  m a r k e t s .  W i t h  t h i s  t a r g e t  a u d i e n c e  i n
m i n d ,  A n d r o m e d i a  p r o v i d e d  g e n e r i c  b i g  s c r e e n  e n t e r t a i n m e n t  b y  c o m b i n i n g  v a r i o u s  crowd-
p l e a s i n g  e l e m e n t s  i n  t h e  s h a p e  o f  r o m a n c e ,  c o m e d y ,  a c t i o n ,  s t u n t s  a n d  s p e c i a l  e f f e c t s .  A l l
t h i s ,  p l u s  t h e  a u d i e n c e ’ s  f a v o u r i t e  p o p  s t a r s ,  p a c k a g e d  i n t o  a  t r i e d - a n d - t r u e  f o r m u l a  p l o t  o f
baddies  c h a s i n g  t h e  g o o d i e s  f o r  v a l u a b l e  s t o l e n  i n f o r m a t i o n .

T h i s  p r o m p t s  t h e  q u e s t i o n  w h a t  t h e  a p p e a l  o f  t h e  p r o j e c t  m a y  h a v e  b e e n  f o r  T a k a s h i
M i i k e ,  a s i d e  f r o m  t h e  o p p o r t u n i t y  t o  w o r k  w i t h  a  c l e a r l y  h i g h e r  b u d g e t  t h a n  e v e r  b e f o r e .  T h e
a n s w e r  l i e s  i n  t h e  m o s t  o b v i o u s  o f  p l a c e s .  P i t t i n g  a  g r o u p  o f  t e e n a g e r s  a g a i n s t  a  v i l l a i n o u s
c o r p o r a t i o n ,  t h e  p l o t  i t s e l f  i s  a  v a r i a t i o n  o n  t h e  c o n t r a s t  b e t w e e n  t h e  c h i l d  a n d  v i o l e n c e .  F o r
a l l  i t s  f o r m u l a i c  e l e m e n t s ,  t h e  s t o r y  o f  A n d r o m e d i a  o f f e r e d  M i i k e  t h e  c h a n c e  t o ’ o n c e  a g a i n
e x p l o r e  t h e  t h e m e  o f  c h i l d h o o d  a n d  n o s t a l g i a  s o  d e a r  t o  h i m .

B u t  t h e  r e s u l t s  a r e  r a t h e r  a m b i g u o u s :  o n e  h a l f  a n  e x p l o r a t i o n  o f  c h i l d h o o d  t h a t  f o l -
l o w s  o n  t h e  d i r e c t o r s  e a r l i e r  w o r k ,  t h e  o t h e r  h a l f  a  f o r m u l a i c  i n t r i g u e  c o n s t r u c t e d  i n  a l m o s t
p e r f u n c t o r y  m a n n e r .  U n f o r t u n a t e l y ,  t h e  t w o  s i d e s  r a r e l y  c o m p l e m e n t  e a c h  o t h e r  t o  g o o d
e f f e c t ,  p l a y i n g  l i k e  t w o  s e p a r a t e  e n t i t i e s  i n s t e a d  o f  a n  i n t e g r a t e d  w h o l e .

J u s t  b e f o r e  s h e  a n d  h e r  f r i e n d s  a r e  t o  s t a r t  t h e  f i r s t  d a y  a t  t h e i r  n e w  h i g h  s c h o o l s ,  a
t e e n a g e  g i r l  c a l l e d  Mai  ( H i r o k o  S h i m a b u k u r o )  e n c o u n t e r s  h e r  f o r m e r  c l a s s m a t e  Y u  ( K e n j i
H a r a d a )  o n  t h e  b e a c h .  T h e  t w o  h a v e  k n o w n  e a c h  o t h e r  s i n c e  c h i l d h o o d  a n d  h a v e  a l w a y s
b e e n  o n  t h e  v e r g e  o f  f a l l i n g  i n  l o v e .  T h i s  p a r t i c u l a r  a f t e r n o o n ,  s i t t i n g  i n  t h e  s h a d e  o f  t h e
c h e r r y  t r e e  w h e r e  t h e y  u s e d  t o  p l a y  a s  c h i l d r e n ,  t h e y  f i n a l l y  d o .

Mai’s  father, doctor Hitomi (Tsunehiko Watase), is a scientist researching artificial
i n t e l l i g e n c e .  S i n c e  t h e  d e a t h  o f  h i s  w i f e  h e  h a s  b e e n  p r e o c c u p i e d  w i t h  t h e  p o s s i b i l i t y  o f
r e c o r d i n g  a  p e r s o n ’ s  m e m o r i e s  a n d  s t o r i n g  i t  a s  d a t a .  Mai  s e r v e d  a s  t h e  m o d e l  f o r  a  v i r t u a l
e n t i t y  h e  b u i l t  i n s i d e  h i s  c o m p u t e r ,  i n t o  w h i c h  t h e  r e c o r d e d  m e m o r y  c a n  b e  u p l o a d e d  t o  c r e -
a t e  a  c o m p l e t e  v i r t u a l  c o p y  o f  a  h u m a n  b e i n g .

H i s  i n v e n t i o n  w a s  o r i g i n a l l y  i n t e n d e d  f o r  a n  A m e r i c a n  c o m p a n y  c a l l e d  D i g i t a l  W a r e ,
b u t  H i t o m i  a b a n d o n e d  t h e m  w h e n  h e  f o u n d  o u t  t h a t  h i s  e m p l o y e r ,  a  m e g a l o m a n i a c  f o r m e r
w h i z  k i d  c a l l e d  Z a c k e r  ( c i n e m a t o g r a p h e r  C h r i s t o p h e r  D o y l e  i n  s h o r t s  a n d  s n e a k e r s ) ,  w a n t e d
t o  u s e  i t  t o  u p l o a d  h i s  o w n  m i n d  i n t o  a  v i r t u a l  c o p y  o f  h i m s e l f .  Z a c k e r  i s  s t i l l  a f t e r  H i t o m i ’ s
i n v e n t i o n  a n d  d i s p a t c h e s  h i s  n e f a r i o u s  J a p a n e s e  h e n c h m a n  K u r o s a w a  ( N a o t o  T a k e n a k a  i n
h i s  f i r s t  o f  m a n y  c o l l a b o r a t i o n s  w i t h  t h e  directorll) t o  r e t r i e v e  i t  b y  a n y  m e a n s  n e c e s s a r y .

T h e  e v e n i n g  o f  h e r  m e e t i n g  w i t h  Y u ,  Mai  i s  h i t  i n  t h e  s t r e e t s  b y  a  t r u c k  a n d  d i e s .  T h e
c o l l i s i o n  i s  n o  a c c i d e n t ,  s i n c e  i t ’ s  r e v e a l e d  t h a t  K u r o s a w a  w a s  b e h i n d  t h e  w h e e l  ( w e  s e e
o n l y  h i s  b o o t s  d e s c e n d i n g  f r o m  t h e  c a b i n  o f  t h e  t r u c k ,  a  s h o t  r e m i n i s c e n t  o f  a  s i m i l a r  i m a g e
i n  S t e v e n  S p i e l b e r g ’ s  D u e l ) .  U n a b l e  t o  l i v e  w i t h  h e r  d e a t h ,  h e r  f a t h e r  u p l o a d s  Mai’s  memory ,
w h i c h  h e  h a d  s t o r e d  o n  t h r e e  c o m p a c t  d i s c s ,  i n t o  h e r  v i r t u a l  c o p y ,  t h u s  g i v i n g  Frankenstein-
like life to his creation. The digital girl, named Ai  (a play on words, since ‘ai’  is both short for
‘ a r t i f i c i a l  i n t e l l i g e n c e ’  a n d  t h e  J a p a n e s e  w o r d  f o r  l o v e ) ,  i s  c o n s c i o u s  o f  t h e  f a c t  t h a t  s h e  i s  a
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Left Yu (Kanji Harada)  and friends visit Mai’s scientist father (Tsunehiko Watase,  c)
Right: Hitoe Arakaki as Nao (I.) and Eriko  lmai as Yoke.

c o p y  o f  H i t o m i ’ s  d a u g h t e r  a n d  h a s  t o  b e  i n f o r m e d  t h a t  t h e  g i r l  w h o  s e r v e d  a s  h e r  m o d e l  i s
d e a d .  W i t h  h i s  i n v e n t i o n  c o m p l e t e l y  f u n c t i o n a l  a n d  Ai  s e r v i n g  a s  h i s  s u r r o g a t e  d a u g h t e r ,
H i t o m i  d e s t r o y s  t h e  d i s c s  t h a t  h o l d  Mai’s  memory .

T h e  a w a k e n i n g  o f  Ai  w a s  f o r e s e e n  b y  K u r o s a w a ,  w h o  b r e a k s  i n t o  H i t o m i ’ s  h o u s e  t o
steal his creation. Confronted with the intruder, Hitomi releases Ai  into cyberspace just
b e f o r e  K u r o s a w a  s h o o t s  h i m ,  t h u s  k e e p i n g  h e r  o u t  o f  t h e  g u n m a n ’ s  hands.Travelling  t h r o u g h
t h e  e t h e r ,  Ai  a p p e a r s  o n  t h e  l a p t o p  c o m p u t e r  o f  t h e  g r i e v i n g  Y u ,  w h o  d o w n l o a d s  h e r  b e f o r e
d i s c o n n e c t i n g  a n d  m a k i n g  i t  i m p o s s i b l e  f o r  D i g i t a l  W a r e  t o  r e t r i e v e  Ai  t h r o u g h  c y b e r s p a c e .
H e  t h e n  a l e r t s  Mai’s  f r i e n d s  R i k a ,  Y o k o  a n d  N a o .  T h i s  q u a r t e t  q u i c k l y  f i n d s  i t s e l f  c h a s e d  b y
K u r o s a w a  a n d  h i s  g u n m e n ,  w h i l e  Y u  f a l l s  i n  l o v e  w i t h  Mai’s  v i r t u a l  c o u n t e r p a r t .  F r o m  t h i s
p o i n t  o n ,  t h e  f i l m  o f f e r s  l i t t l e  i n  t h e  w a y  o f  s t o r y ,  s e t t l i n g  i n t o  a  g e n e r i c  c h a s e  p l o t  e v e n t u a l l y
l e a d i n g  t o  a  c o n t r i v e d  f i n a l e  i n  w h i c h  K u r o s a w a  a t t e m p t s  t o  u s e  H i t o m i ’ s  i n v e n t i o n  f o r  h i m -
s e l f  i n s t e a d  o f  s u r r e n d e r i n g  i t  t o  h i s  b o s s  i n  t h e  U n i t e d  S t a t e s .

Andromedia  i s  t h e  f i r s t  M i i k e  f i l m  s i n c e  1 9 9 1 ’ s  Eyecatch  J u n c t i o n  t o  f e a t u r e  f e m a l e
p r o t a g o n i s t s ,  b u t  i n  t h e  c o n t e x t  o f  t h e  f i l m  a n d  M i k e ’ s  a p p r o a c h  t h e y  d o n ’ t  f u n c t i o n  p r i m a r i l y
a s  w o m e n  b u t  a s  c h i l d r e n .  G e n d e r  i s  o n l y  i m p o r t a n t  i n  s o  f a r  a s  t h e  f i l m  c o u l d  b e  s e e n  a s
t h e  f e m a l e  v e r s i o n  o f  h i s  e a r l i e r ,  v e r y  m a s c u l i n e  e x p l o r a t i o n s  o f  c h i l d h o o d  Naniwa  Yiikybden,
Kenka  N o  Hanamichi  a n d  K i s h i w a d a  Shorten  Gurentai  - Chikemuri  Junjo  H e n .  D e s p i t e  t h e
c h a r a c t e r s  b e i n g  a g e d  i n  t h e i r  t e e n s ,  t h e y  h a v e  a  s t r o n g  s e n s e  o f  n o s t a l g i a  f o r  e a r l y  c h i l d -
h o o d .  Andromedia  c o n t a i n s  n u m e r o u s  f l a s h b a c k s  t o  t h e  p r e - t e e n  a n d  j u n i o r  h i g h  s c h o o l
y e a r s  o f  Mai  a n d  Y u  ( m o s t  o f  t h e m  s h o t  o n  d i g i t a l  v i d e o ,  a n  a p p r o p r i a t e  c h o i c e  g i v e n  t h e
s u b j e c t  m a t t e r ) .

T h i s  n o s t a l g i a  c a n  b e  e x p l a i n e d  t h r o u g h  t h e  t r a n s f o r m a t i o n  o f  Mai  i n t o  Ai.  C o n t i n u i n g
o n  t h e  t h e m e  o f  p h y s i o l o g i c a l  r o o t l e s s n e s s  t h r o u g h  t r a n s f o r m a t i o n  t h a t  w a s  a t  t h e  h e a r t  o f
ful l  Metal  GokudG,  the virtual version of Mai  is only partially her old self. Ai  is robbed of her
b o d y  a n d  o f  m o s t  o f  h e r  s e n s e s ,  l e a v i n g  o n l y  h e r  m e m o r y  t o  c o n n e c t  h e r  t o  Mai’s  p a s t .  S i n c e
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Mai  w a s  o n l y  a  t e e n a g e r  w h e n  s h e  d i e d ,  t h a t  m e m o r y  n a t u r a l l y  c o v e r s  o n l y  h e r  c h i l d h o o d .
Y u  c a n  n o  l o n g e r  e x p r e s s  h i s  l o v e  f o r  Mai  i n  a  p h y s i c a l  w a y ,  s i n c e  Ai  i s  o n l y  a n  i m a g e  o n  h i s
c o m p u t e r  s c r e e n .  T h e r e f o r e  m e m o r y  b e c o m e s  h i s  o n l y  m e a n s  o f  b e i n g  c l o s e  t o  h e r .

C h i l d h o o d  h e r e  i s  s y m b o l i s e d  b y  t h e  c h e r r y  t r e e  u n d e r  w h i c h  Y u  a n d  Mai  s h a r e d  t h e i r
f i r s t  k i s s .  S t a n d i n g  i s o l a t e d  o n  a  b e a c h  a n d  a l w a y s  i n  b l o o m ,  i t  s u g g e s t s  t h a t  m e m o r i e s  o f
c h i l d h o o d  a r e  e v e r l a s t i n g  a n d  a  c o n s t a n t ,  d e f i n i n g  e l e m e n t  o f  o u r  p e r s o n a l i t i e s .  T h e  s y m b o l
o f  t h e  c h e r r y  t r e e  w a s n ’ t  c h o s e n  b y  a c c i d e n t .  A f t e r  a l l ,  t r e e s  b l o s s o m  b e f o r e  t h e y  b e a r  f r u i t ,
i n  o t h e r  w o r d s :  l i f e  i s  a t  i t s  m o s t  b e a u t i f u l  b e f o r e  m a t u r i t y  (Mai’s  r e f e r e n c e s  t o  t h e  c h a n g e s
i n  h e r  o w n  b o d y  s e r v e  a s  a n  a n a l o g y . )  M i i k e  f u r t h e r m o r e  m a k e s  g o o d  u s e  o f  t h e  s y m b o l i c
v a l u e  o f  t h e  c h e r r y  t r e e  i n  t h e  s c e n e  o f  Mai’s  d e a t h .  J u s t  after.she  i s  h i t  b y  t h e  t r u c k  - o n  a
street lined with blossoming trees - petals fall down onto the blood-covered asphalt to
e m p h a s i s e  t h e  c o n t r a s t  b e t w e e n  t h e  c h i l d  a n d  h e r  v i o l e n t  d e a t h  ( t h i s  i s  o n e  o f  t h e  f e w  e x a m -
p l e s  i n  w h i c h  t h e  t w o  s i d e s  o f  t h e  f i l m  m a n a g e  t o  c o m p l e m e n t  e a c h  o t h e r ) .

The cherry tree as symbol of youth

I n  a d d i t i o n  t o  c h i l d h o o d ,  t h e  f i l m  a l s o  a c c e n t u a t e s  t h e  f a m i l y  u n i t .  T h e r e  i s  t h e  g r o u p
f o r m e d  b y  Y u  a n d  Mai’s  f r i e n d s ,  b a n d i n g  t o g e t h e r  b e c a u s e  t h e  g r o u p  i s  s t r o n g e r  t h a n  t h e
i n d i v i d u a l .  M o r e  s i g n i f i c a n t l y  t h e r e  i s  M a t ’ s  f a m i l y  a n d  t h e  p r e s e n c e  o f  h e r  f a t h e r .  T h i s  f a m i l y
i s  a l r e a d y  a  d i s i n t e g r a t e d  u n i t ,  w h i c h  i n  t h e  c o u r s e  o f  t h e  s t o r y  f a l l s  a p a r t  e n t i r e l y  t h r o u g h
t h e  d e a t h s  o f  i t s  r e m a i n i n g  m e m b e r s .  H i t o m i  h i m s e l f  i s  a l r e a d y  a  w i d o w e r  w h e n  w e  f i r s t
m e e t  h i m .  T h e n  h i s  d a u g h t e r  d i e s ,  f o l l o w e d  b y  t h e  r e v e l a t i o n  t h a t  h e  h a s  a n  e s t r a n g e d  s o n
c a l l e d  S a t o s h i  (Rye  K a r a t o ) ,  a  f o r m e r  c o m p u t e r  h a c k e r  d y i n g  f r o m  a  b r a i n  t u m o u r .  S a t o s h i
i s  h i r e d  b y  D i g i t a l  W a r e ,  w h o s e  c o m p u t e r  h e  h a c k e d  10  y e a r s  e a r l i e r ,  t o  h e l p  s e a r c h  f o r  t h e
l a p t o p  a n d  m a k e  h i s  f a t h e r ’ s  i n v e n t i o n  r e a d y  f o r  u s e  b y  Zacker.  T o  g e t  h o l d  o f  t h e  c o m p u t e r
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h e  p l a y s  o n  t h e  e m o t i o n s  o f  Mai’s  f r i e n d  R i k a  ( T a k a k o  U e h a r a ) ,  w h o  f e e l s  a b a n d o n e d  a n d
b e t r a y e d  b y  h e r  f r i e n d ’ s  d e a t h  a n d  w h o  s e c r e t l y  c a r r i e s  a  t o r c h  f o r  Y u .  Rika’s s u b s e q u e n t
b e t r a y a l  o f  h e r  f r i e n d s  i n  t u r n  t h r e a t e n s  t h e i r  g r o u p  u n i t .

W h i l e  i t s  e x p l o r a t i o n  o f  t h e  t h e m e  o f  c h i l d h o o d  m a y  b e  s o u n d ,  A n d r o m e d a  s u f f e r s  i n
o t h e r  d e p a r t m e n t s .  M a n y  o f  i t s  c h a r a c t e r s  a r e  p o o r l y  m o t i v a t e d  o r  i n  s o m e  c a s e s  d o n ’ t  e v e n
h a v e  a  f u n c t i o n  w i t h i n  t h e  n a r r a t i v e ,  e f f e c t i v e l y  m a k i n g  t h e m  s u p e r f l u o u s  t o  t h e  plot.The  p res -
e n c e  o f  t h e  f o u r  m e m b e r s  o f  t h e  b o y  b a n d  D a  P u m p  a s  Y u ’ s  f r i e n d s  i s  n e g l i g i b l e  i n  t e r m s  o f
s c r e e n  t i m e ,  w h i l e  t h e i r  f u n c t i o n  w i t h i n  t h e  s t o r y  i s  z e r o .  T h e  b a n d  g e t s  a  m o m e n t  a l l  t o  i t s e l f
t o  p e r f o r m  o n e  o f  t h e i r  h i t s ,  b u t  t h i s  e f f o r t  t o  e x p a n d  t h e i r  s c r e e n  t i m e  o n l y  e m p h a s i s e s  t h e
f a c t  t h e y  a r e  s u p e r f l u o u s  c h a r a c t e r s .  ( T h e i r  f u n c t i o n  i n  t e r m s  o f  a u d i e n c e  a p p e a l  i s  u n d e n i -
a b l e  h o w e v e r ,  s i n c e  t h e i r  p r e s e n c e  a t t r a c t s  t h e  f a n s  o f  t w o  b a n d s  i n t o  t h e  t h e a t e r s  i n s t e a d  o f
j u s t  o n e ) .  T h e i r  p e r f o r m a n c e  s e t  p i e c e  i s  i n t e r s p e r s e d  w i t h  s e q u e n c e s  o f  t h e  o t h e r  c h a r a c -
t e r s  g o i n g  a b o u t  t h e i r  b u s i n e s s  ( i n c l u d i n g  a  b r i e f  c a m e o  b y  Y a s u s h i  Kitamurarz  a s  a  shaven-
headed street punk), but these moments don’t advance the plot in any way, unlike the montages
i n  m a n y  o f  M i i k e ’ s  o t h e r  f i l m s .  I n t e r e s t i n g l y ,  e v e n  t h o u g h  S p e e d  a r e  t h e  s t a r s  o f  t h e  f i l m  a n d
t h e i r  f a n s  a r e  i t s  p r i m a r y  t a r g e t  a u d i e n c e ,  t h e  f o u r  g i r l s  d o n ’ t  g e t  a  s i m i l a r  p e r f o r m a n c e  s p o t .
In fact, only one of their songs is used in the film, but not until the closing credits.

O t h e r  s u p e r f l u o u s  c h a r a c t e r s  c o m e  i n  t h e  s h a p e  o f  Yu’s  t e a c h e r  ( p l a y e d  b y  T o m o r o w o
T a g u c h i )  a n d  Mai’s  f r i e n d s  Y o k o  a n d  N a o  ( E r i k o  l m a i  a n d  Hitoe  A r a k a k i ) .  Taguchi’s  t e a c h e r  i s
b r i b e d  b y  S a t o s h i  t o  s p y  o n  h i s  p u p i l ,  b u t  t h e  c h a r a c t e r  n e v e r  b e c o m e s  m o r e  t h a n  c o m i c  r e l i e f :
a n  authority  f i g u r e  w h o  c a n ’ t  m a t c h  t h e  r e s o u r c e f u l n e s s  o f  h i s  t e e n a g e  s t u d e n t s .  l m a i  a n d
A r a k a k i  a r e  i n  t h e  f i l m  b e c a u s e  S p e e d  c o n s i s t s  o f  f o u r  m e m b e r s ,  b u t  u n l i k e  t h e i r  c o l l e a g u e s
S h i m a b u k u r o  a s  Mai  a n d  U e h a r a  a s  R i k a ,  t h e y  h a v e  l i t t l e  t o  d o  b u t  t a g  a l o n g  w i t h  Y u .

T h e  v i l l a i n s  o f  t h e  f i l m  m a y  n o t  b e  w i t h o u t  f u n c t i o n ,  b u t  t h e  p r o b l e m  w i t h  t h e  c h a r a c -
t e r s  o f  Z a c k e r  a n d  K u r o s a w a  i s  t h a t  t h e y  l a c k  m o t i v a t i o n .  N e i t h e r  o f  t h e  t w o  a p p e a r s  t o  h a v e
m u c h  o f  a n  a g e n d a  a n d  t h e y  a r e  e v i l  s i m p l y  b e c a u s e  t h e  p l o t  r e q u i r e s  v i l l a i n s .  Z a c k e r  m o t i -
v a t e s  h i s  w i s h  t o  g e t  h o l d  o f  H i t o m i ’ s  i n v e n t i o n  a s  “ I  g u e s s  I  j u s t  w a n t  i t  b e c a u s e  i t ’ s  t h e r e ” ,
w h i c h  m i g h t  e x p l a i n  h i s  c h a r a c t e r  a s  b e i n g  a  t e c h n o p h i l e  w h i z  k i d ,  b u t  i s  n o t  e n o u g h  r e a s o n
f o r  h i s  v i l l a i n y .  T h i s  l e a v e s  o n l y  t h e  o b l i g a t o r y  m e g a l o m a n i a .

S i m i l a r l y ,  K u r o s a w a ’ s  c h o i c e  t o  u s e  t h e  i n v e n t i o n  o n  h i m s e l f  i n s t e a d  o f  h a n d i n g  i t  t o
h i s  e m p l o y e r  i s  n o t  o n l y  u n m o t i v a t e d ,  i t  a l s o  m a k e s  n o  s e n s e  w h e n  i t  h a s  b e e n  e s t a b l i s h e d

* t h a t  t h e  r e c o r d i n g  o f  m e m o r y  o n l y  w o r k s  i n  c o m b i n a t i o n  w i t h  a  v i r t u a l  c o p y  o f  t h e  p e r s o n  i n
q u e s t i o n .  A n d  w h e n  h e  u n d e r g o e s  t h e  t r e a t m e n t ,  K u r o s a w a  h a s  n o  s u c h  d i g i t a l  a l t e r  e g o .

F i n a l l y  t h e r e  i s  S a t o s h i ’ s  d u b i o u s  c h o i c e  t o  j o i n  D i g i t a l  W a r e .  I n  t h e  l i g h t  o f  h i s  b r a i n
t u m o u r  i t  w o u l d  b e  m o r e  p l a u s i b l e  f o r  h i m  t o  r e c o n c i l e  h i s  d i f f e r e n c e s  w i t h  h i s  f a m i l y  i n s t e a d
o f  c h o o s i n g  t o  s i d e  w i t h  t h e  p e o p l e  w h o  m u r d e r e d  h i s  f a t h e r  a n d  s i s t e r .  H i s  d e c i s i o n  s e e m s
t o  o n l y  s e r v e  a s  a  s e t - u p  f o r  h i s  l a t e r  c h a n g e  o f  h e a r t ,  w h e n  h e  h e l p s  Y u  a n d  h i s  f r i e n d s  b y
h a c k i n g  i n t o  t h e  D i g i t a l  W a r e  m a i n f r a m e  a g a i n  a n d  s a b o t a g i n g  K u r o s a w a ’ s  p l a n  i n  t h e  m i d -
d l e  o f  i t s  e x e c u t i o n  ( w h i c h  f o r c e s  t h e  v i l l a i n  t o  e t e r n a l l y  r e l i v e  t h e  c h i l d h o o d  t r a u m a  o f  h i s
d o g  d y i n g ) .

A l l  t h e s e  p r o b l e m s  w i t h  t h e  c h a r a c t e r s  g o  t o  s h o w  h o w  p e r f u n c t o r y  t h e  m a i n  p l o t  o f
t h e  f i l m  i s  h a n d l e d  a n d  t h a t  o u t  o f  t h e  e n t i r e  s t o r y  o n l y  t h e  r e l a t i o n s h i p  b e t w e e n  Y u  a n d
MaVAi  w o r k s .  T h i s  p e r f u n c t o r y  a p p r o a c h  a n d  t h e  f i l m ’ s  a i m  t o  p l e a s e  a  t a r g e t  a u d i e n c e  a r e
a l s o  w i t n e s s e d  b y  i t s  e m p h a s i s  o n  s u p e r f i c i a l  v i s u a l  stylistics.  T h e  e x t e n s i v e  u s e  o f  c o m -
p u t e r  g r a p h i c s ,  t h e  m o v i n g  c a m e r a  a n d  t h e  colourful  s e t s  a n d  l o c a t i o n s  h a v e  l i t t l e  i n t e n t
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Lett: Kurosawa  (NaotoTakenaka) displays his villainy, with Rika (Takako Uehara)  as his hapless victim
Right: Mai’s friends find themselves prisoners of the evil software corporation.

b e y o n d  m a k i n g  t h e  p r o c e e d i n g s  l o o k  e x c i t i n g .  I n  a  b r e a k  w i t h  d e v e l o p m e n t s  i n  t h e  d i r e c t o r s
p r e c e d i n g  f i l m s ,  t h e  s t y l e  i n  Andromedia  s e r v e s  n o  n a r r a t i v e  f u n c t i o n .  C h a r a c t e r s  a n d  s i t u a -
t i o n s  a r e  e s t a b l i s h e d  t h r o u g h  d i a l o g u e  r a t h e r  t h a n  t h r o u g h  i m a g e s  o r  m o n t a g e ,  r e s u l t i n g  i n
c o p i o u s  a m o u n t s  o f  v e r b a l  e x p o s i t i o n .

T h o u g h  i t ’ s  n o t  m o r e  t h a n  a  f o o t n o t e ,  t h e  f i l m  a l s o  s e r v e s  a s  a  c u r i o u s  r e l i c  t o  t h e  late-
1 9 9 0 s  f a d  f o r  v i r t u a l  i d o l s ,  w h i c h  f o r m e d  t h e  s u b j e c t  o f  t h e  n o v e l  b y  H i r o t a k e  W a t a n a b e  o n
w h i c h  i t  i s  b a s e d .  T h i s  p h e n o m e n o n  m a d e  m a n y  a  b e l i e v e r  p r o p h e s i s e  t h a t  d i g i t a l l y  c r e a t e d
f a s h i o n  m o d e l s ,  T V  p r e s e n t e r s  a n d  p o p  s i n g e r s  w o u l d  s o o n  m a k e  t h e i r  h u m a n  c o u n t e r p a r t s
r e d u n d a n t .  I n  t r a n s f e r r i n g  t h e  n o v e l  t o  f i l m  - i t s  p l o t  s i g n i f i c a n t l y  a l t e r e d  i n  t h e  p r o c e s s  - t h e
o p p o s i t e  h a p p e n e d :  a  h u m a n  a c t r e s s  p l a y e d  a  v i r t u a l  c r e a t i o n .  A  c o m p u t e r - g e n e r a t e d  i m a g e
i s  o n l y  u s e d  f o r  Ai  i n  t h e  e a r l y  s c e n e s  o f  t h e  f i l m .  F r o m  t h e  m o m e n t  t h e  c h a r a c t e r  i s  u p l o a d e d
w i t h  Mai’s  m e m o r y  H i r o k o  S h i m a b u k u r o  t a k e s  o v e r  t h e  r o l e  o f  Ai,  a n d  t h e  d i f f e r e n c e  b e t w e e n
t h e  h u m a n  a c t r e s s  a n d  t h e  e m o t i o n l e s s  c o m p u t e r  g r a p h i c  i s  e n o r m o u s .

R e g a r d l e s s  o f  t h e  f i l m ’ s  w e a k n e s s e s ,  t h e  c o m m e r c i a l  i n t e n t i o n s  o f  Andromedia’s  p r o -
ducers were rewarded. In terms of box office revenue it became Miike’s most successful
film, a position it would continue to hold for three and a half years, until lchi  the  Killer bested
it. After the praise garnered by The Bird  People in China, the commercial success of
Andromedia a l s o  m a d e  T a k a s h i  M i i k e  a  b a n k a b l e  d i r e c t o r ,  r e s u l t i n g  i n  h i m  b e i n g  o f f e r e d
m o r e  p r o j e c t s  f o r  t h e a t r i c a l  r e l e a s e .  I n  t h e  y e a r s  t h a t  f o l l o w e d ,  h e  w o u l d  r e t u r n  t o  V - c i n e m a
o n l y  i n t e r m i t t e n t l y .
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T h e  p l o t  o f  B l u e s  H a r p  i s  a  s t r o n g l y  c o n v o l u t e d  a f f a i r .  A  y o u n g  g a n g s t e r  n a m e d  K e n j i  s t a r t s
a n  a f f a i r  w i t h  t h e  m i s t r e s s  o f  h i s  b o s s ,  s o  t h a t  s h e  w i l l  h e l p  h i m  s w i t c h  t h e  b o s s ’  t e s t a m e n t
f o r  a  f a k e ,  w h i c h  d e s i g n a t e s  K e n j i  a s  h i s  s u c c e s s o r .  W i t h  t h e  s e c o n d - i n - c o m m a n d  o f  a  r i v a l
g a n g  h e  p l a n s  t o  h a v e  t h e  b o s s  k i l l e d  s o  h e  c a n  t a k e  o v e r ,  i n  r e t u r n  f o r  w h i c h  h e  w i l l  h a v e
t h e  r i v a l  l e a d e r  k i l l e d  s o  h i s  f e l l o w  c o n s p i r a t o r  w i l l  l i k e w i s e  u s u r p  t h e  t o p  p o s i t i o n .

W h a t  g i v e s  t h i s  o v e r p l o t t e d  s t o r y l i n e  i t s  v a l i d i t y  i s  t h e  f a c t  t h a t  K e n j i  ( S e i i c h i  Tanabe)
i s  a  c l o s e t  h o m o s e x u a l .  L i k e  U j i i e  i n  The  B i r d  P e o p l e  i n  C h i n a ,  h e  i s  f o r c e d  t o  d e n y  h i s  o w n
i d e n t i t y  b e c a u s e  o f  t h e  r u l e s  a n d  e x p e c t a t i o n s  o f  t h e  y a k u z a  s o c i e t y  h e  b e l o n g s  t o .  B e c a u s e
o f  t h i s ,  B l u e s  H a r p  p l a y s  n o t  o n  t h e  l e v e l  o f  p l o t  b u t  o n  t h e  l e v e l  o f  t h e  c h a r a c t e r s :  f o r  K e n j i ,
b e c o m i n g  t h e  l e a d e r  o f  t h e  y a k u z a  i s  a n  o u t s i d e r ’ s  u l t i m a t e  r e v e n g e  o n  t h e  s o c i e t y  t h a t  p u t
h i m  i n  h i s  o u t c a s t  p o s i t i o n .  T h a t  h i s  m e t h o d s  a r e  f a r - f e t c h e d  i s  o f  n o  c o n c e r n  t o  h i m .  A s  h e
p u t s  i t ,  i f  h e  d i d n ’ t  s t r i v e  t o  s t r u g g l e  f r e e  o f  h i s  s t a t u s  “ I  w i l l  h a v e  n o t h i n g  t o  l i v e  f o r . ”  T h i s
m a k e s  h i m  d i f f e r e n t  f r o m  m o s t  o f  M i i k e ’ s  o u t c a s t s ,  s i n c e  h e  i s  i n  f a c t  i n s i d e  s o c i e t y ,  n o t  o n
the outside of it. But he is as much forced into his position as those on the outside are forced
into theirs, the denial of his identity being a method of self-protection. It’s for this reason that
K e n j i  l o o k s  t o  a v e n g e  h i m s e l f ,  i n s t e a d  o f  f o l l o w i n g  t h e  r o u t e  t h a t  M i i k e ’ s  o u t c a s t s  n o r m a l l y
t a k e  a n d  f o r m i n g  a  g r o u p  u n i t .  C r e a t i n g  s u c h  a  u n i t  r e q u i r e s  t h e  a c k n o w l e d g e m e n t  o f  h i s
o u t c a s t  s t a t u s  a n d  t h i s  i s  e x a c t l y  w h a t  h e  i s  u n a b l e  t o  d o .  I n  t h e  c o u r s e  o f  t h e  f i l m  o n l y  o n e
o t h e r  c h a r a c t e r  f i n d s  o u t  K e n j i ’ s  s e c r e t ,  b y  a c c i d e n t .

The plight of the outcast is the film’s central theme, but not only Kenji’s. Blues Harp is
s e t  i n  Y o k o s u k a ,  a  t o w n  s o u t h  o f  Y o k o h a m a  t h a t  i s  h o m e  t o  a n  A m e r i c a n  n a v a l  b a s e  a n d
w h i c h  t h e r e f o r e  h a s  a  l a r g e  f o r e i g n  populationr3.  T h e  s e c o n d  p r o t a g o n i s t  C h u j i  ( H i r o y u k i
I k e u c h i )  i s  t h e  s o n  o f  a  J a p a n e s e  m o t h e r  a n d  a n  A f r i c a n - A m e r i c a n  f a t h e r .  B o r n  o n  O k i n a w a ,
a l s o  k n o w n  f o r  i t s  U S  m i l i t a r y  p r e s e n c e ,  h e  d e r i v e s  a  s e n s e  o f  c o m f o r t  f r o m  t h e  j e t  f i g h t e r s
t h a t  s c r e a m  t h r o u g h  t h e  s k i e s  overYokosuka.  C h u j i ’ s  o u t s i d e r  s t a t u s  i s  i l l u s t r a t e d  i n  s e v e r a l
w a y s ,  b o t h  t h r o u g h  h i s  o w n  a c t i o n s  a n d  t h e  p e o p l e  a r o u n d  h i m :  h e  d e a l s  d r u g s  i n  t h e  s t r e e t s
a t  n i g h t ,  w o r k s  a s  a  b a r t e n d e r  a n d  o c c a s i o n a l  h a r m o n i c a  p l a y e r  a t  a  b l u e s  c l u b  o w n e d  b y  a
h o m o s e x u a l  m u s i c i a n  ( M i c k e y  C u r t i s )  a n d  h i s  f a t h e r  i s  t h a t  u l t i m a t e  e x a m p l e  o f  t h e  o u t c a s t ,
a  h o m e l e s s  p e r s o n - w h o  l i v e s  i n  a  b o x  u n d e r n e a t h  a n  e x p r e s s  w a y  a n d  s e e m s  q u i t e  h a p p y
w i t h  h i s  s i t u a t i o n  ( C h u j i ’ s  f a t h e r  l i v e s  w i t h  t w o  f e l l o w  v a g r a n t s  a n d  t h i s  g r o u p  u n i t  h a s  g i v e n
h i m  a  s u b s t i t u t e  h o m e ) .

T h e  w a y  t h e  f i l m  p o r t r a y s  t h e  f o r e i g n e r s  f i t s  i n  w i t h  t h e  c e n t r a l  t h e m e  o f  t h e  o u t c a s t ,
s i n c e  t h e r e  i s  l i t t l e  e v i d e n c e  o f  i n t e g r a t i o n .  W e  s e e  t w o  A m e r i c a n s  i n  C h u j i ’ s  c l u b  b o t h e r -
i n g  a  J a p a n e s e  g i r l .  C h u j i  a n d  t h e  s i n g e r  o f  t h e  h o u s e  bandYuya  (Atsushi  O k u n o )  c o m e  t o
h e r  a i d ,  r e s u l t i n g  i n  a  fight.Two  I r a n i a n s  a r e  h i r e d  t o  k i l l  a  y a k u z a  a n d  a r e  d u m p e d  i n t o  t h e
sea in vats filled with concrete by the victim’s associates. Illustrative of the relationship
b e t w e e n  n a t i v e s  a n d  f o r e i g n e r s  i s  t h e  s c e n e  i n  w h i c h  C h u j i  a n d  T o k i k o  ( S a o r i  S e k i n o ) ,  t h e
g i r l  h e  s a v e d  f r o m  t h e  h a r a s s i n g  A m e r i c a n s ,  l o o k  o u t  a c r o s s  t h e  m i l i t a r y  b a s e .  C h u j i  c o m -
p a r e s  t h e  c o m p o u n d  w i t h  D e j i m a ,  t h e  p e n i n s u l a  o u t s i d e  N a g a s a k i  o n  w h i c h  D u t c h  t r a d e r s
were sequestered by the shdgun  during the Edo period. But what most symbolically

CHAPTER 4 1 The Outlaw Director (films  1995 - 2002 ) 1 4 1



e x p r e s s e s  t h e  r e l a t i o n s h i p  i s  t h e  i m a g e  o f  a v i d e o g a m e  C h u j i  p l a y s  i n  a n  a r c a d e ,  w h i c h  d e p i c t s
a n  A s i a n  c h a r a c t e r  f i g h t i n g  a n  A m e r i c a n  GI  i n  h a n d - t o - h a n d  c o m b a t  a n d  w i n n i n g .  I t  a l s o
c o n v e y s  t h e  f a c t  t h a t  C h u j i ’ s  i d e n t i t y  i s  m o r e  J a p a n e s e  t h a n  A m e r i c a n .  E v e n  t h o u g h  w e
b r i e f l y  h e a r  h i m  s p e a k  E n g l i s h  i n  o n e  s c e n e ,  h e  u s e s  J a p a n e s e  e v e n  w h e n  t a l k i n g  t o  h i s
f a t h e r .

H i s  w o r k  i n  t h e  b l u e s  c l u b  r e v e a l s  a n o t h e r  a s p e c t  a b o u t  C h u j i ’ s  c h a r a c t e r ,  t h a t  o f  h i m
being a Miike alter ego. He works in a club frequented by American soldiers, similar to Miike’s
o w n  e x p e r i e n c e s  a t  t h e  S o u l  T r a i n  c l u b  i n  Y o k o h a m a .  E v e n  t h e  l o c a t i o n  i s  v e r y  m u c h  a l i k e ,
s i n c e  Y o k o s u k a  i s  o n l y  a  f e w  k i l o m e t r e s  fromYokohama  a n d  i n  t h e  s a m e  p r e f e c t u r e .  I n d e e d ,
t h e  s o l d i e r s  w h o  f r e q u e n t e d  S o u l  T r a i n  w e r e  s t a t i o n e d  a t  t h e  b a s e  i n  Y o k o s u k a .

T h e  p r e s e n c e  o f  t h e  b l u e s  c l u b  i n  t h e  n a r r a t i v e  a l s o  f o r m s  t h e  b a s i s  f o r  t h e  d i r e c t o r ’ s
s t y l i s t i c  a p p r o a c h  t o  t h i s  f i l m ,  w h i c h  i s  l a r g e l y  b a s e d  o n  m u s i c .  B l u e s  H a r p  c o n t a i n s  n o t  o n e
b u t  s e v e r a l  m o n t a g e s  s e t  t o  m u s i c ,  s t a r t i n g  w i t h  t h e  o p e n i n g  c r e d i t  s e q u e n c e  w h i c h  s t a r t s
f r o m  p r e m i s e  o f  a  p e r f o r m a n c e  i n  t h e  c l u b ,  w i t h  t h e  r h y t h m  a n d  b e a t  i n f l u e n c i n g  t h e  e d i t i n g
o f  t h e  s e q u e n c e .  T h e  e n s u i n g  m o n t a g e  m i x e s  e x p o s i t i o n  i n  t h e  s h a p e  o f  K e n j i ’ s  r u n n i n g  b a t -
t l e  w i t h  r i v a l  g a n g s t e r s ,  w i t h  c a n d i d  s h o t s  o f  l o c a l  colour  f i l m e d  o n  t h e  s t r e e t s  o f  Y o k o s u k a ,
c o n s i s t i n g  o f  c l o s e - u p s  o f  p e o p l e ’ s  f a c e s ,  b u i l d i n g s ,  n e o n  s i g n s  a n d  t h e  A m e r i c a n  m i l i t a r y
p r e s e n c e .  A l s o  m i x e d  i n  a r e  m o m e n t s  f r o m  l a t e r  o n  i n  t h e  film,  s o m e t h i n g  t h a t  a l s o  t i e s  i n
w i t h  t h e  m u s i c  i n f l u e n c e ,  s i n c e  t h e  f e v e r i s h l y  j u m p i n g  b a c k w a r d s  a n d  f o r w a r d s  c o u l d  b e
s e e n  a s  a  v i s u a l  e q u i v a l e n t  t o  s c r a t c h i n g .

A l t h o u g h  i t ’ s  b e e n  n o t e d  t h a t  K e n j i  t a k e s  n o  a c t i o n  t o  f o r m  a  g r o u p  u n i t ,  h e  i s  u n i t e d
through fate with fellow outcast Chuji. When Kenji hides out in the alley next to the club after
h i s  b a t t l e  w i t h  t h e  g a n g s t e r s ,  C h u j i ,  e m e r g i n g  t o  s m o k e  a  c i g a r e t t e ,  s e n d s  h i s  p u r s u e r s  o n
t h e i r  w a y  b y  c l a i m i n g  h e  n e i t h e r  h a s  s e e n  n o r  k n o w s  t h e  m a n  t h e y ’ r e  a f t e r .  A f t e r  T o k i k o  t a k e s
c a r e  o f  t h e  k n i f e  w o u n d  i n  K e n j i ’ s  s h o u l d e r  w i t h  t h e  s e w i n g  s k i l l s  s h e  l e a r n e d  w o r k i n g  part;
t i m e  f o r  a  v e t e r i n a r i a n ,  t h e  y o u n g  y a k u z a  h i d e s  o u t  a t  C h u j i ’ s  p l a c e  f o r  t h e  n i g h t .  T h e  f i r s t
i n s i n u a t i o n  t h a t  K e n j i  m i g h t  b e  g a y  c o m e s  w h e n  h e  s t a r e s  a t  C h u j i ’ s  n a k e d  b o d y  a s l e e p  o n
t h e  b e d .  T h i s  i n s i n u a t i o n  i s  s e v e r e l y  u n d e r m i n e d  s e v e r a l  s c e n e s  l a t e r  w h e n  w e  s e e  K e n j i
h a v i n g  s e x  w i t h  R e i k o ,  t h e  m i s t r e s s  o f  h i s  b o s s .  B u t  t h i s  s c e n e  o n l y  s e r v e s  t o  i n t e n s i f y  w h a t
c o m e s  n e x t ,  w h i c h  l e a v e s  n o  d o u b t  a b o u t  K e n j i ’ s  s e x u a l i t y :  h e  f r a n t i c a l l y  b r u s h e s  h i s  t e e t h
i n  t h e  s h o w e r ,  t r y i n g  t o  c l e a n s e  h i m s e l f  o f  t h e  e x p e r i e n c e  o f  h a v i n g  h a d  s e x  w i t h  a  w o m a n .
I t  p e r f e c t l y  i l l u s t r a t e s  h i s  p o s i t i o n  a s  a n  o u t c a s t  a n d  h i s  i n a b i l i t y  t o  o p e n l y  a c k n o w l e d g e  h i s
i d e n t i t y .  N o w  t h a t  w e  k n o w  h e  i s  h o m o s e x u a l ,  i t  m a k e s  u s  r e a l i s e  e v e n  m o r e  h o w  p r e c a r i -
o u s  h i s  p o s i t i o n  m u s t  b e  i f  h e  w o u l d  g o  s o  f a r  a s  t o  v i o l a t e  h i s  o w n  n a t u r e .

K e n j i ’ s  w i s h  t o  b e c o m e  l e a d e r  i s  a l s o  t h e  r e s u l t  o f  t h e  h u m i l i a t i o n  h e  i s  s u b j e c t e d  t o
a s  a  m e m b e r  o f  h i s  h i e r a r c h y .  D e s p i t e  h i s  a b i l i t i e s  a s  a  g a n g s t e r ,  h i s  s u p e r i o r s  t r e a t  h i m  l i k e
a  w o r t h l e s s  n o v i c e  a n d  t h e  s m a l l e s t  m i s t a k e  i s  c a u s e  f o r  a  b e a t i n g .  K e n j i ’ s  s i t u a t i o n  i s  i r o n i -
cally mirrored in that of his own underling Kaneko (Bob Suzuki), who harbours a secret
c r u s h  o n  h i m  b u t  s i m i l a r l y  n e v e r  m a k e s  h i s  f e e l i n g s  k n o w n ,  p r e c i s e l y  b e c a u s e  K e n j i  s h o w s
n o  i n d i c a t i o n  t h a t  h e  i s  g a y .  I n  o t h e r  w o r d s ,  b y  c o n t i n u i n g  t o  d e n y  h i s  o w n  i d e n t i t y ,  K e n j i  c r e -
a t e s  i n  K a n e k o  a  m i r r o r  i m a g e  o f  h i m s e l f ,  h i s  b e h a v i o u r  f o r c i n g  K a n e k o  t o  k e e p  h i s  t r u e  s e l f
a  s e c r e t  j u s t  l i k e  t h e  y a k u z a  f o r c e  t h i s  i n  K e n j i .  T h e  u n d e r l i n g  a l s o  t u r n s  t o  s e c r e t  s c h e m e s ,
n o t  t o  m o v e  u p  i n  t h e  w o r l d  ( b e c a u s e  h e  s u b l i m a t e d  h i s  u n a n s w e r e d  l o v e  i n t o  d u t i f u l  d e v o -
t i o n  h e  i s  h a p p y  t o  r e m a i n  K e n j i ’ s  a i d ) ,  b u t  o u t  o f  j e a l o u s y .  W h e n  t h e  Okada  g a n g - t h e  r i v a l s
w h o  a r e  i n  c a h o o t s  w i t h  K e n j i  - n e e d  a  p r o x y  t o  t a k e  t h e  f a l l  f o r  t h e  m u r d e r  o f  K e n j i ’ s  b o s s ,
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Kenji (Seiichi  Tanabe.  c)  and Chuji (Hiroyuki  Ikeuchi.  center) confront Hanamura  (Daisuke  lijima)

K a n e k o  g i v e s  t h e m  C h u j i .  W h e n  h e  c o n f e s s e s  h i s  d e e d  t o  K e n j i ,  t h e  m i r r o r  i m a g e  i s  o n c e
a g a i n  r e p e a t e d  a s  K e n j i  b e a t s  h i m  b a d l y  f o r  b e t r a y i n g  C h u j i .

T h e  c h a r a c t e r  o f  K a n e k o  i s  p e r h a p s  t h e  f i l m ’ s  m o s t  t r a g i c  c h a r a c t e r  a n d  i t s  b i g g e s t
o u t c a s t .  S l i g h t l y  o v e r w e i g h t ,  w i t h  a  r e c e d i n g  h a i r l i n e  a n d  t a s t e  f o r  colourful  j a c k e t s ,  h e  l o o k s
a w k w a r d l y  o u t  o f  p l a c e  i n  h i s  r o l e  a s  a  y a k u z a ,  s o m e t h i n g  e v e n  a  p a i r  o f  s h a d e s  c a n ’ t  h i d e .
I t ’ s  f u r t h e r  e m p h a s i s e d  b y  t h e  f a c t  t h a t  l i k e  C h u j i  h e  i s  o f  m i x e d  e t h n i c  b a c k g r o u n d .  E x a c t l y
w h i c h  c o m b i n a t i o n  r e m a i n s  u n c l e a r  b u t  t h i s  l a c k  o f  c l a r i t y  f i t s  i n  v e r y  w e l l  w i t h  K a n e k o ’ s  i n f e -
r i o r  s t a t u s ;  K e n j i  m a y  t h i n k  o f  h i m s e l f  a s  a n  o u t c a s t ,  b u t  a t  l e a s t  p e o p l e  p a y  a t t e n t i o n  t o  h i m .
K a n e k o  o n  t h e  o t h e r  h a n d  i s  i g n o r e d  b y  n e a r l y  e v e r y o n e  e x c e p t  t h e  m a n  h e  s h a r e s  a  s a u n a
w i t h  a t  a  p u b l i c  b a t h h o u s e .
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K a n e k o ’ s  u n d e r h a n d  s c h e m e  p o i n t s  t o  t h e  s o l i t a r y  w a y  i n  w h i c h  t h e  f i l m ’ s  o u t c a s t s
a c t :  d e s p i t e  t h e i r  a c q u a i n t a n c e  K e n j i  a n d  C h u j i  n e v e r  f o r m  a  g r o u p ,  w h i l e  K e n j i  a n d  K a n e k o
k e e p  s e c r e t s  f r o m  e a c h  o t h e r  d e s p i t e  t h e i r  p r o f e s s i o n a l  c l o s e n e s s ,  t h e  s a m e  w a y  C h u j i  h i d e s
h i s  d r u g  d e a l i n g  a n d  t r o u b l e  w i t h  t h e  y a k u z a  f r o m  T o k i k o  w h e n  t h e  t w o  s t a r t  a  r e l a t i o n s h i p .
These solitary actions are the cause of the characters’ downfall: Kenji’s deceit of Reiko,
K a n e k o ’ s  j e a l o u s y ,  C h u j i ’ s  d r u g  d e a l i n g .  E v e n  t h o u g h  K e n j i  c o m e s  t o  C h u j i ’ s  a i d  a n d  t h e  t w o
m a n a g e  t o  k i l l  K e n j i ’ s  b o s s  H a n a m u r a  ( D a i s u k e  lijima),  u p o n  t h e i r  r e t u r n  t o  t h e  c l u b  C h u j i
h a s  t o  g o  o n  s t a g e  t o  d e l i v e r  t h e  p e r f o r m a n c e  t h a t  m i g h t  g e t  h i m  a  r e c o r d  d e a l ,  w h i l e  t h e
wounded Kenji sits outside in the alley again like he did at the start of the film. Only this time
Chuji isn’t there to help him when two hitmen  show up to take revenge for the death of
H a n a m u r a .  T h e  t w o  p r o t a g o n i s t s  s p l i t  u p  i n s t e a d  o f  b a n d i n g  t o g e t h e r  a n d  d e a t h  i s  t h e  r e s u l t .

T h e  w a y  M i i k e  visualises t h e i r  d e m i s e  i s  i n t e r e s t i n g  b e c a u s e  o f  h o w  i t  c r e a t e s  s u g -
g e s t i o n  t h r o u g h  t h e  j u x t a p o s i t i o n  o f  i m a g e s ,  p a r t i c u l a r l y  t h e  k i l l i n g  o f  C h u j i ,  w h i c h  i s  n o t
s h o w n .  A s  h e  i s  o n  s t a g e  p e r f o r m i n g  h i s  h a r m o n i c a  s o l o  t h e  t w o  g u n m e n  m a k e  t h e i r  w a y
t h r o u g h  t h e  c h e e r i n g  c r o w d .  A s  t h e y  n e a r  t h e  s t a g e  a n d  g r a b  t h e i r  g u n s ,  M i i k e  c u t s  t o  C h u j i
f a l l i n g  t o  h i s  k n e e s  w h i l e  b l o w i n g  a  h i g h  n o t e  a s  t h e  b a c k i n g  b a n d  g o e s  s i l e n t ,  t h e n  t o  a
b l a c k  s c r e e n .  W e  t h e n  f a d e  i n  o n  T o k i k o  s i t t i n g  b e s i d e  a n  e m p t y  s t a g e  s t r o k i n g  h e r  p r e g -
n a n t  b e l l y  a n d  b l o w i n g  o n  C h u j i ’ s  h a r m o n i c a ,  t r y i n g  t o  p l a y  t h e  t u n e  h e r  b o y f r i e n d  l e a r n t
f r o m  h i s  f a t h e r  a s  a  c h i l d . 1
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T h e r e  a r e  a  n u m b e r  o f  s u c h  e n t i r e l y  v i s u a l  m o m e n t s  i n  B l u e s  Harp  t h a t  d e s p i t e  t h e i r
l a c k  o f  w o r d s  c o n v e y  a  l o t  o f  i n f o r m a t i o n . T h e  s c e n e s  b e t w e e n  C h u j i  a n d  h i s  f a t h e r  a r e  n e a r l y
a l l  w o r d l e s s  a n d  i t s  t h r o u g h  a  j u x t a p o s i t i o n  o f  i m a g e s  t h a t  w e  f i n d  o u t  t h a t  t h e  v a g r a n t  t r u l y
i s  C h u j i ’ s  f a t h e r .  W h e n  R e i k o  d i s c o v e r s  K e n j i  s c r u b b i n g  h i m s e l f  i n  t h e  s h o w e r  a f t e r  h a v i n g
s e x  w i t h  h e r ,  M i i k e  s h o w s  h e r  h u r t  a n d  f e e l i n g  o f  h a v i n g  b e e n  b e t r a y e d  w i t h  a  c l o s e - u p  o f
t h e  b l o o d  t h a t  t r i c k l e s  d o w n  t h e  i n s i d e  o f  h e r  t h i g h .

T h e  f i l m  a l s o  h a s  a  f e w  l e s s  s u c c e s s f u l  s t y l i s t i c  c h o i c e s ,  m o m e n t s  t h a t  c o m e  a c r o s s
a s  l i t t l e  m o r e  t h a n  i m i t a t i o n s  o f  o t h e r  f i l m m a k e r s ’  s t y l i s t i c  t r a d e m a r k s .  T h e  c l i m a c t i c  g u n f i g h t
s e e s  K e n j i  u s i n g  t w o  g u n s  a t  o n c e  i n  s l o w  m o t i o n ,  i n  a  w a y  t h a t  i s  i m m e d i a t e l y  r e m i n i s c e n t
o f  t h e  w o r k  o f  J o h n  W o o ,  w h i l e  t h e  f i d g e t y  h a n d h e l d  c a m e r a w o r k  a n d  s a t u r a t e d  f l u o r e s c e n t
colours  i n  o n e  d i a l o g u e  s c e n e  a r e  p a l e  c o p i e s  o f  t h e  c h a r a c t e r i s t i c  s t y l e  o f  W o n g  K a r - W a i
(perhaps inspired by Miike’s and Hideo Yamamoto’s meeting with Wong’s cameraman
C h r i s t o p h e r  D o y l e  o n  A n d r o m e d i a ) .  T h e  f o r m e r  s c e n e  i s  a t  l e a s t  v i n d i c a t e d  i n  s o m e  w a y  b y
t h e  f a c t  t h a t  m u c h  o f  t h e  b a t t l e t a k e s  p l a c e  o f f  s c r e e n ,  b u t  t h e  l a t t e r  i s  a n  e n t i r e l y  u n m o t i -
v a t e d  r u p t u r e  w i t h  t h e  s t y l e  o f  t h e  r e s t  o f  t h e  f i l m .

Though not without its own flaws, Blues Harp is still a vast improvement over
A n d r o m e d i a ,  p a r t i c u l a r l y  w h e n  w e  c o m p a r e  t h e  i n t e g r a t i o n  ( o r  l a c k  t h e r e o f  i n  t h e  l a t t e r ’ s
c a s e )  o f  m u s i c  i n t o  t h e  f a b r i c  o f  b o t h  f i l m s .  T h e  f i l m  M i i k e  m a d e  n e x t ,  h o w e v e r ,  w o u l d  l e a v e
t h e m  b o t h  t r a i l i n g  f a r  b e h i n d  i n  e v e r y  r e s p e c t .
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KISHIWADA  SHONEN  GURENTAI  - BdKY6

1 9 9 6

I n  e v e r y  s e n s e  o f  t h e  w o r d ,  K i s h i w a d a  Sh&ren Gurentai  - 6oky6  [ l i t :  B o y  h o o l i g a n s  f r o m
K i s h i w a d a  - n o s t a l g i a ]  i s  t h e  a p o g e e  o f  M i i k e ’ s  d e p i c t i o n  o f  t h e  c h i l d h o o d  i d y l l .  W h e r e a s  i n
p r e v i o u s  f i l m s  h e  i n c r e a s i n g l y  d e p i c t e d  t e e n a g e r s  o n  t h e  v e r g e  o f  a d u l t h o o d ,  h e r e  h e  s t e p s
f u r t h e r  b a c k  a n d  p o r t r a y s  t h e  w o r l d  o f  c h i l d r e n  w h o  a r e  b a r e l y  t e e n a g e r s .

F o r  h i s  s e q u e l  t o  a  s e q u e l ,  M i i k e  p r e s e n t s  t h e  e a r l y  c h i l d h o o d  o f  R i i c h i  N a k a b a  i n  t h e
c l o s i n g  d a y s  o f  t h e  1 9 6 0 s  a n d  t h e  f a m i l y  h e  g r e w  u p  i n  - e t e r n a l l y  o n  t h e  v e r g e  o f  f a l l i n g
apart, but never actually becoming a broken home.The shadow of the boy’sfatherToshio  (Naoto
T a k e n a k a ) ,  a  v i o l e n c e - p r o n e ,  a n t i - s o c i a l  l o u t ,  l o o m s  l a r g e  o v e r  t h e  f a m i l y  a n d  o v e r  R i i c h i
(Yirki  N a g a t a ,  w h o  p l a y e d  t h e  c h i l d h o o d  v e r s i o n  o f  T a k e n a k a ’ s  c h a r a c t e r  i n  Andromedia),  f o r
w h o m  t h e  i m a g e  o f  m a s c u l i n i t y  h i s  f a t h e r  p r e s e n t s  i s  a t  o n c e  f r i g h t e n i n g  a n d  a t t r a c t i v e .  D a d
b e a t s  h i s  w i f e  a n d  s o n ,  d r i n k s ,  gambtes  a n d  s l e e p s  a r o u n d  w i t h  A k e m i ,  a  d a n c e r  a t  t h e  l o c a l
s t r i p  c l u b  w h o  h e ,  a f t e r  o n e  p a r t i c u l a r  n i g h t s  b i n g e ,  e v e n  t a k e s  h o m e  t o  m e e t  h i s  w i f e .  W h e n
R i i c h i  w a s  b o r n ,  T o s h i o  b r i e f l y  s w u n g  b y  t h e  h o s p i t a l  w i t h  h a l f  a  d o z e n  f r i e n d s  i n  t o w  t o  v e r -
i f y  i f  h i s  c h i l d  w a s  a  b o y ,  a n d  u p o n  s e e i n g  t h e  c o n f i r m a t i o n  c o l l e c t i n g  t h e  m o n e y  h e  b e t  o n  i t
f r o m  h i s  f r i e n d s .  D e s p i t e  n a m i n g  h i s  s o n  a f t e r  a  mah-jong  t e r m ,  T o s h i o  i s  p r o u d  o f  t h e  b o y ’ s
f i g h t i n g  p r o w e s s .  P r o n o u n c i n g  t h e  b r u i s e s  R i i c h i  s u s t a i n e d  i n  a  f i g h t  w i t h  h i s  e t e r n a l  n e m e -
s i s  Sada  t o  b e  p r o o f  o f  h i s  s o n ’ s  m a n l i n e s s ,  h e  l e t s  t h e  b o y  d r i n k  h i s  f i r s t  b o t t l e  o f  b e e r  d u r -
i n g  a  p a r t y  f o r  a l l  t h e  m e n  i n  t h e  n e i g h b o u r h o o d  ( o n l y  f o r  R i i c h i  t o  v o m i t  i t  u p  w h i l e  p l a y i n g

f l u t e  i n  c l a s s  t h e  n e x t  m o r n i n g ) .
M i i k e  d e p i c t s  t h i s  f a m i l y  p o r t r a i t  i n  a  w a y  t h a t ’ s  f a r  f r o m  s e n t i m e n t a l ,  o p t i n g  f o r  e x a g -

g e r a t i o n  a n d  humour  i n s t e a d  o f  t r a g e d y .  T h e  c h i l d h o o d  i d y l l  a n d  i t s  i n h e r e n t  i n v u l n e r a b i l i t y
make it impossible for the events to be portrayed for their tragic potential. This doesn’t
m e a n  t h e  e m o t i o n a l  i m p a c t  i s  a n y  l e s s ;  t h e  i m p a c t  s i m p l y  c o m e s  f r o m  a  d i f f e r e n t  s o u r c e
t h a n  t h e  f a t h e r ’ s  t r e a t m e n t  o f  h i s  f a m i l y .  I t  l i e s  i n s t e a d  i n  t h e  w a y  M i i k e  t r e a t s  t h e  c h i l d r e n .
C o n t i n u i n g  o n  h i s  p o r t r a y a l  o f  t h e  b o y  C h e n  i n  Rainy  D o g ,  t h e  c h i l d r e n ,  b o t h  a s  c h a r a c t e r s
a n d  a s  a c t o r s ,  a r e  t r e a t e d  w i t h  r e s p e c t ,  e q u a l i t y  a n d  e m p a t h y .  T h e  d i r e c t o r  p u t s  h i m s e l f  a t
their level, seeing and showing the world through the children’s eyes. One result of this
approach is that there are no ‘cute’ children to be found in this film. Cuteness is not a
feeling children have towards each other, it’s an adult perspective that effectively looks
d o w n  o n  c h i l d r e n  a n d  p r o j e c t s  a  c h a r a c t e r i s t i c  o n t o  t h e m  t h a t  i s n ’ t  t h e i r s .  T h e  p o r t r a y a l  o f
a child as cute is a sign that the filmmaker is not emphatic towards his characters. In
K i s h i w a d a  Shbnen  Gurenfai  - Bdkyd t h e r e  i s  e q u a l i t y  b e t w e e n  t h e  d i r e c t o r  a n d  h i s  s u b -
j e c t s ,  b u t  a l s o  b e t w e e n  t h e  c h i l d r e n  t h e m s e l v e s ,  a l l  o f  w h o m  a l m o s t  c o n s t a n t l y  w a l k  a r o u n d
w i t h  b r u i s e d  f a c e s .

K i s h i w a d a  S/hen  G u r e n t a i  - Sr%y15  c o n t i n u e s  t h e  u s e  o f  f i g h t i n g  a s  a  s y m b o l  f o r
y o u t h .  A n d  s i n c e  t h e s e  k i d s  a r e  y o u n g e r  t h a n  m o s t  o f  t h o s e  p r e v i o u s l y  d e p i c t e d  b y  t h e  d i r e c -
t o r ,  t h e y  f i g h t  e v e n  m o r e  t h a n  t h e i r  a d o l e s c e n t  c o u n t e r p a r t s ,  t o  t h e  p o i n t  w h e r e  g e t t i n g  i n t o
s c u f f l e s  i s  a  n o r m a l  p a r t  o f  t h e i r  l i v e s .  M i i k e  k e e p s  t h e s e  b a t t l e s  r e s o l u t e l y  o f f  s c r e e n ,  h o w -
e v e r ,  i n s t e a d  s u g g e s t i n g  t h e  c o u r s e  o f  t h e  f i g h t s  b y  w a y  o f  t h e i r  o u t c o m e ,  r i g h t l y  c o u n t i n g
o n  t h e  f a c t  t h a t  t h e  c u t s ,  b u r n s  a n d  b r u i s e s  o n  t h e s e  k i d s ’  f a c e s  s a y  e n o u g h .
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What he does show are the punches dealt out by Riichi’s father, including those that hit
his son. But like in his battles with Sada,  Riichi hits back here too. In fact, the chasm between
f a t h e r  a n d  s o n  i s  f i l l e d  w h e n  R i i c h i  g i v e s  T o s h i o  a  s o u n d  b e a t i n g  w i t h  a  b a s e b a l l  b a t .  L ike

M i i k e ’ s  p r e v i o u s  O s a k a - s e t  f i l m s ,  t h e  f o c u s  h e r e  i s  a g a i n  s t r o n g l y  m a s c u l i n e .  R i i c h i ’ s  long-
s u f f e r i n g  m o t h e r  d u t i f u l l y  t e n d s  t o  d o m e s t i c  a f f a i r s ,  t a k i n g  h e r  h u s b a n d s  b o o r i s h  b e h a v i o u r  i n
her strides. It’s not until Toshio brings home his stripper girlfriend that she breaks down, packs
u p  a n d  l e a v e s  t h e  h o u s e .  D e s p i t e  t h e  m a l e  d o m i n a n c e ,  t h e  f i l m  c e r t a i n l y  d o e s n ’ t  m a r g i n a l i z e
i t s  f e m a l e  c h a r a c t e r s .  R i i c h i ’ s  t e a c h e r  m i s s  Ito  ( S a k i  T a k a o k a )  i s  o n e  o f  t h e  f e w  a d u l t s  i n  t h e
b o y ’ s  w o r l d  t o  t r e a t  h i m  w i t h  r e s p e c t ,  a l t h o u g h  s h e  n e v e r  l e t s  h e r  a u t h o r i t y  s l i p .  I t ’ s  n o  s u r -
prise that Riichi returns the feelings and falls in love with her. In another case, the seemingly
p e r i p h e r a l  p o r t r a y a l  o f  a  f e m a l e  c h a r a c t e r  a c t u a l l y  t u r n s  o u t  t o  b e  o n e  o f  t h e  f i l m ’ s  m o s t
s u c c e s s f u l  e x a m p l e s  o f  v i s u a l  s t o r y t e l l i n g :  a  c l a s s m a t e  o f  R i i c h i ’ s  i s  o n l y  i n t e r m i t t e n t l y  s e e n ,
b u t  t h o s e  f e w  o c c a s i o n s  n e v e r t h e l e s s  c o m b i n e  t o  t e l l  t h e  c h a r a c t e r s  d e v e l o p m e n t  f r o m  c h i l d
t o  a d o l e s c e n t .  S h e  n e v e r  s a y s  a  w o r d  d u r i n g  t h i s  e n t i r e  p r o c e s s  a n d  o n l y  i n  h e r  f i n a l  s c e n e
d o e s  s h e  s p e a k ,  s a y i n g  a  b r i e f  h e l l o  t o  R i i c h i  a s  s h e  p a s s e s  h i m  o n  t h e  s t r e e t .

It’s been noted previously how the setting of Osaka represents the ‘real’ in Miike’s
films,  a s  o p p o s e d  t o  t h e  m y t h  o f  Kabukicho  i n  m a n y  o f  t h e  d i r e c t o r ’ s  g a n g s t e r  f i l m s ;  a  r e a l
t h a t  r e s u l t s  l a r g e l y  f r o m  M i i k e  a d d i n g  p e r s o n a l  e x p e r i e n c e s  a n d  m e m o r i e s  o f  g r o w i n g  u p  i n
O s a k a .  I n  K i s h i w a d a  S/r&en  Gurenfai-  BBky6  t h a t  a u t o b i o g r a p h i c a l  e l e m e n t  i s  m o r e  a p p a r -
e n t  t h a n  e v e r ,  m a n i f e s t i n g  i t s e l f  i n  n u m e r o u s  w a y s .  T h e  f i l m  i s  b u i l t  u p o n  a  b a s i s  o f  p e r s o n a l
m e m o r i e s  f r o m  t h e  p e r i o d ,  m a n y  o f  t h e m  a c c u r a t e l y  p e r t a i n i n g  t o  t h e  y e a r s  1 9 6 9  a n d  1 9 7 0
in which the story is set. Most of these are seen on the television screen in the Nakaba
h o u s e h o l d ,  s i n c e  i t  i s  aslV  b r o a d c a s t s  t h a t  t h e  d i r e c t o r  l i v e d  t h e m  h i m s e l f :  N e i l  A r m s t r o n g ’ s
l a n d i n g  o n  t h e  m o o n ,  s t u d e n t  r i o t s  i n  T o k y o ,  t h e  M i n a m a t a  p o l l u t i o n  s c a n d a l  a n d  t h e  V i e t n a m
w a r .  T h e  t h e m e  s o n g  t o  t h e  1 9 7 0  W o r l d  E x p o  i n  O s a k a  p r o v i d e s  a  c l o s i n g  c o m m e n t ,  i t s
l y r i c s  s e n d i n g  a  k o n n i c h i  w a  t o  t h e  w o r l d  a n d  e x p r e s s i n g  h o p e  f o r  a  b r i g h t  f u t u r e .  B u t  a l l  t h e
g l o b a l  e v e n t s  t h a t  p a r a d e  b y  o n  t h e  s c r e e n  r e m a i n  d i s t a n t  e c h o e s .  L i f e  i n  K i s h i w a d a  g o e s
o n  a s  i t  a l w a y s  h a s ,  w i t h  t h e  s a m e  f a c e s  a n d  t h e  s a m e  h a b i t s .  D e s p i t e  R i i c h i  a n d  h i s  m o t h e r
d i s c o v e r i n g  t h e i r  f a t h e r  o n  T V  f i g h t i n g  r i o t  p o l i c e  o n  t h e  s i d e  o f  t h e  s t u d e n t s  i n  T o k y o ,  h e  i s
back home a few days later with his old habits intact after which mother packs her bags
a g a i n  t o  l e a v e  o n c e  m o r e .

T h e  i m a g e  o f  t h e  p a r e n t s  a l s o  m i r r o r s  M i i k e ’ s  o w n  l i f e .  R i i c h i ’ s  m o t h e r  f i n d s  a  j o b  a s  a
s e a m s t r e s s ,  w h i l e  T o s h i o  i s  n o t h i n g  i f  n o t  a n  e x a g g e r a t e d  i m a g e  o f  M i i k e ’ s  o w n  f a t h e r ’ s  l o v e
f o r  d r i n k i n g  a n d  g a m b l i n g .  T h e  a u t o b i o g r a p h i c a l  e l e m e n t s  a b o u n d  i n  K i s h i w a d a  ShBnen
Gurentai  - BBky6,  e v e n  t h e  E n n i o  M o r r i c o n e  I s p a g h e t t i  w e s t e r n - s t y l e  m u s i c  ( b y  Koji  Endo
o n c e  a g a i n )  t h a t  a c c o m p a n i e s  R i i c h i ’ s  c o n f r o n t a t i o n s  w i t h  Sada  f u n c t i o n s  a s  a  r e f e r e n c e  t o
t h e  l a t e  s i x t i e s ,  i n s t e a d  o f  b e i n g  a  p o s t - m o d e r n  w i n k  f o r  i t s  o w n  s a k e .

T h e  d i r e c t o r s  p e r s o n a l  a t t a c h m e n t  i s  n o t  j u s t  a p p a r e n t  i n  o c c a s i o n a l  d e t a i l s ,  b u t  i n f l u -
e n c e s  h i s  e n t i r e  a p p r o a c h  t o  t h e  m a t e r i a l .  I t ’ s  t h i s  a t t a c h m e n t  t h a t  i s  a t  t h e  h e a r t  o f  t h e  d i g -
n i t y  w i t h  w h i c h  t h e  c h i l d  c h a r a c t e r s  a r e  p o r t r a y e d  a n d  t h e  c h i l d  a c t o r s  h a n d l e d ,  w h i c h  p r o m p t s
s o m e  d e l i g h t f u l  p e r f o r m a n c e s  f r o m  t h e  y o u n g  c a s t .  I t  a l s o  m a k e s  t h e  film  o n e  o f  M i i k e ’ s  m o s t
e m o t i o n a l l y  i n v o l v i n g  w o r k s .  T h o u g h  f i l l e d  w i t h  p u n c h - u p s  a n d  b r u i s e s ,  t h e  c h i l d h o o d  i d y l l
w a s  r a r e l y  a s  i d y l l i c  a s  i t  i s  h e r e .  S i n c e  t h e s e  c h i l d r e n  a r e  b a r e l y  i n  t h e i r  t e e n s ,  t h e  c h i l d -
h o o d  i d y l l  i s  n e v e r  b r o k e n  b y  i m p e n d i n g  m a t u r i t y  a n d  t h e  c h i l d r e n ’ s  i n v u l n e r a b i l i t y  i s  p r e s e n t
i n  e v e r y t h i n g  t h e y  d o .
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TENNEN SHOJO  MANN

1 9 9 9

Miike’s first television production in seven years (since 1992’s Last Run), Tennen  Shojo
M a n n  [ l i t :  N a t u r a l  g i r l  M a n n ]  i s  a n  a d a p t a t i o n  o f  a  m a n g a  s e r i e s  b y  T e t s u y a  K o s h i b a ,  a b o u t  a
s c h o o l g i r l  w i t h  e x t r a o r d i n a r y  f i g h t i n g  p r o w e s s .

T h o u g h  a  s e r i e s ,  i t  p l a y s  l e s s  l i k e  a n  e p i s o d i c  s e r i a l  t h a n  a  s e l f - c o n t a i n e d  t h r e e  a n d  a
half hour film. Perhaps the experiences and observations Miike gained in his days as an assis-
t a n t  o n  n u m e r o u s  l o n g - r u n n i n g  s e r i e s  h a d  a n  i n f l u e n c e  o n  t h i s ,  s i n c e  Tennen  Sh6jo  M a n n
l a c k s  a l l  t h e i r  c o u n t e r - c r e a t i v e  c h a r a c t e r i s t i c s :  t h e r e  a r e  n o  f l a t  c h a r a c t e r s ,  n o  p e r f u n c t o r y
p l o t ,  n o  a r t i f i c i a l  c l i m a x e s  o r  c l i f f h a n g e r s .  W h a t  s e t s  i t  m o s t  a p p a r e n t l y  a p a r t  f r o m  t h e  a v e r a g e
T V  s e r i a l  i s  t h e  f a c t  t h a t  Tennen  Shbjo  M a n n ’ s  3,5  h o u r s  a r e  d i v i d e d  i n t o  o n l y  t h r e e  e s s e n -
t i a l l y  f e a t u r e - l e n g t h  e p i s o d e s ,  w h i c h  i n d i v i d u a l l y  r u n  l o n g e r  t h a n  m a n y  o f  t h e  d i r e c t o r ’ s  e a r l y
V - c i n e m a  f i l m s .  B u t  t h e s e  t h r e e  e p i s o d e s  a r e  b a s i c a l l y  s e c t i o n s  o f  w h a t  i s  s t r u c t u r e d  a s  o n e
l o n g  f i l m .  T h e  o n l y  c o n c e s s i o n  t h a t  h a s  b e e n  m a d e  t o  t h e  s e r i a l i s e d  f o r m  i s  t h e  i n c l u s i o n  o f
v a r i o u s  f l a s h b a c k s ,  w h i c h  f o r  t h e  m o s t  p a r t  a p p e a r  a t  t h e  v e r y  b e g i n n i n g  o f  e a c h  s e c t i o n  a s  a
s u m m a r y  o f  w h a t  w e n t  b e f o r e  o r  w h i c h  a r e  o t h e r w i s e  f a i r l y  w e l l  i n t e g r a t e d  i n t o  t h e  n a r r a t i v e .

D e s p i t e  t h e  o u t w a r d  d i f f e r e n c e s ,  T e n n e n  Sh6jo  M a n n  i s  r e m a r k a b l y  s i m i l a r  t o  M i i k e ’ s  ,
c y c l e  o f  n o s t a l g i a  f i l m s  K e n k a  N o  H a n a m i c h i ,  K i s h i w a d a  Shbnen  G u r e n t a i -  C h i k e m u r i  Junj6
H e n  a n d  K i s h i w a d a  Sh6nen  G u r e n t a i  - Bbky6.  I t  t o o  i s  a  p o r t r a i t  o f  t h e  c h i l d h o o d  i d y l l  i n
w h i c h  f i g h t i n g  r e p r e s e n t s  t h e  e n e r g y  a n d  s p i r i t  o f  y o u t h ,  s e t  a m o n g  t e e n a g e r s  w h o s e  punch-
ups never result in long-term injury or harm. However, Tennen Shbjo  Mann is not set in
O s a k a  i n  t h e  197Os,  b u t  i n  c o n t e m p o r a r y  T o k y o  a n d  i t s  c h a r a c t e r s  a r e  n e a r l y  a l l  f e m a l e .  T h i s
d i f f e r e n c e  r e s u l t s  i n  a  c h a n g e  i n  a p p r o a c h ’ o n  t h e  p a r t  o f  t h e  f i l m m a k e r .  A l t h o u g h  i t  s h a r e s
t h e  e m p h a t i c  a n d  r e s p e c t f u l  p o r t r a y a l  o f  c h i l d r e n  o f  K i s h i w a d a  Shbnen  G u r e n t a i  - BBky6,
t h e  d i r e c t o r ’ s  p e r s o n a l  a t t a c h m e n t  w h i c h  w a s  s o  e v i d e n t  i n  t h a t  f i l m  i s  a b s e n t  f r o m  T e n n e n
Shbjo  Mann. The director’s point of view is that of an outsider looking in, observing the
b e h a v i o u r ,  t h e  c o d e s  a n d  t h e  h a b i t s  o f  a  g r o u p  t h a t  i s  n o t  h i s .  H o w e v e r ,  t h e s e  o b s e r v a t i o n s
a r e  m a d e  w i t h o u t  p a s s i n g  j u d g m e n t  a n d  t h e r e i n  l i e s  t h e  r e a s o n  f o r  t h e  e m p h a t i c  a p p r o a c h
t o  t h e  c h a r a c t e r s .

T h i s  i n c r e a s e d  d i s t a n c e  i s  a l s o  t h e  s o u r c e  f o r  a  n u m b e r  o f  o t h e r  d i f f e r e n c e s  w i t h  t h e
a f o r e m e n t i o n e d  t h r e e  f i l m s .  T h e  o p e n - e n d e d  s t r u c t u r e  o f  t h e s e  i s  h e r e  r e p l a c e d  b y  a  m o r e
p l o t t e d  n a r r a t i v e  w i t h  a  p r o p e r  r e s o l u t i o n .  S i n c e  t h e  d i r e c t o r  h a s  n o  p e r s o n a l  a t t a c h m e n t  t o
s t o r y  a n d  c h a r a c t e r s ,  h e  a p p r o a c h e s  t h e  f i l m  m o r e  a s  f i c t i o n ,  c o m p l e t e  w i t h  n e a t l y  r e s o l v e d
plot.Additionally,  t h e f i l m m a k e r ’ s d i s t a n c e a l s o  r e d u c e s t h e e m o t i o n a l  impactwhile  TennenShbjo
M a n n  s h a r e s  t h e  e x a g g e r a t e d ,  h u m o r o u s  t o n e  o f  K i s h i w a d a  Shbnen  Gurenfai  - S6kp3,  h e r e
it results in a film that is light-hearted rather than emotional, and entertaining rather than touch-
i n g .  F u r t h e r m o r e  t h e  r e l a t i o n s h i p  b e t w e e n  p r o t a g o n i s t  a n d  n e m e s i s  i s  l e s s  c l e a r l y  d e f i n e d  i n
Tennen Sh&jo  Mann. Instead of an eternal struggle between two individuals, the series is struc-
t u r e d  a s  a  W e s t  S i d e  S t o r y - e s q u e  p l o t  o f  r i v a l  g a n g s  a n d  t u r f  w a r s ,  a s  e c h o e d  i n  t h e  s u i t a b l y
exaggerated title for each episode, which translate as ‘Spain Slope Violent Battle’, ‘Park Road
R e t a l i a t i o n ’  a n d  ‘ S h i b u y a  B l o o d  F e u d ’ .  T h e  f i l m ’ s  c o n f l i c t s  a r i s e  f r o m  v a r i o u s  g r o u p s  e n g a g i n g
each other with the attitude that “This town isn’t big enough for the both of us”.
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W h e n  h i s  m o t h e r  l e a v e s  h o m e  f o r  t h e  f i r s t  t i m e ,  R i i c h i  r u n s  a w a y  t h e  f o l l o w i n g  m o r n -
i n g .  W i t h  h i s  f r i e n d s  T e t s u o ,  w h o s e  g r a n d m o t h e r  w a s  t a k e n  t o  a  n u r s i n g  h o m e ,  a n d  Y u j i ,
w h o  l i k e  i n  t h e  p r e v i o u s  f i l m  s e e m s  t o  h a v e  n o  c l e a r  o p i n i o n s  o f  h i s  o w n ,  h e  d e c i d e s  t o  w a l k
t o  S h i k o k u  ( o n e  o f  J a p a n ’ s  f o u r  m a i n  i s l a n d s ,  s o u t h  o f  O s a k a ) .  M i s t a k i n g  t h e  s c a l e  o f  t h e
m a p ,  t h e y  e n d  u p  w a l k i n g  f o r  d a y s  b e f o r e  t h e y  e v e n  r e a c h  t h e  c o a s t .  I n  t h i s  t i m e  t h e y  s l e e p
o n  t h e  s t r e e t s ,  d r i n k  w i t h  b u m s  a n d  f i n d  f o o d  w h e r e  t h e y  c a n ,  b u t  t h a n k s  t o  t h e i r  i n v u l n e r a -
b i l i t y  t h e y  n e v e r  o n c e  a r e  a t  s e r i o u s  r i s k .  I t ’ s  i n  t h i s  f r e e d o m  f r o m  t h e  c o n s t r a i n t s  o f  r e a l i t y
( w i t h o u t  e v e r  l o s i n g  s i g h t  o f  i t )  t h a t  t h e  f i l m ’ s  g r e a t e s t  s t r e n g t h  l i e s .  H e r e  t h e  c h i l d h o o d  i d y l l
i s  t h e  r e s u l t  o f  t h e  f i l m m a k e r  a p p r o a c h i n g  h i s  s u b j e c t  t h r o u g h  t h e  e y e s  o f  a  c h i l d ,  b u t  w i t h
t h e  n o s t a l g i a  o f  a n  a d u l t ,  r e s u l t i n g  i n  a  p o i n t  o f  v i e w  f r o m  w h i c h  n o  d e e d s  a r e  e v e r  s e v e r e
a n d  n o  h a r m  i s  e v e r  s e r i o u s .

T h e  c o m b i n a t i o n  o f  t h e  c h i l d ’ s  na’ive  v i e w  a n d  t h e  a d u l t ’ s  n o s t a l g i c  v i e w  i s  e x p r e s s e d
p a r t i c u l a r l y  w e l l  i n  o n e  s c e n e  a t  t h e  e n d  o f  t h e  b o y s ’  f a i l e d  t r i p  t o  S h i k o k u .  W h e n  t h e y  f i n a l l y
r e a c h  t h e  s e a s i d e ,  R i i c h i  m e e t s  a  f i s h e r m a n  ( f i t t i n g l y  p l a y e d  b y  t h e  r e a l  R i i c h i  N a k a b a )  w h o
sits bythe  water making a drawing of mountains. When Riichi asks him why he’s drawing moun-
t a i n s  w h e n  h e ’ s  l o o k i n g  a t  t h e  s e a ,  t h e  f i s h e r m a n  s i m p l y  r e p l i e s  t h a t  h e  c a n  s e e  m o u n t a i n s .
T h i s  a n s w e r  m a k e s  R i i c h i  r e a l i s e  t h a t  l i f e  d o e s n ’ t  n e c e s s a r i l y  g e t  b e t t e r  f r o m  r u n n i n g  a w a y ,
s i n c e  i t ’ s  n o  g u a r a n t e e  t h a t  w h e r e v e r  h e  e n d s  u p  w i l l  b e  b e t t e r  t h a n  b a c k  h o m e ,  b u t  i n s t e a d
t h a t  h e  s h o u l d  m a k e  t h e  b e s t  o f  w h a t e v e r  s i t u a t i o n  h e  i s  i n  b y  u s i n g  h i s  i m a g i n a t i o n .  R i i c h i
p r o m p t l y  t u r n s  a r o u n d  a n d  h e a d s  b a c k  t o  K i s h i w a d a .

T h e  f i s h e r m a n ’ s  m e s s a g e  i s  r e m a r k a b l y  s i m i l a r  t o  t h e  p h i l o s o p h y  o f  h o o k e r  L i l y  i n
R a i n y  D o g ,  e x c e p t  t h a t  i t  e x p r e s s e s  h o p e  i n s t e a d  o f  f e a r .  I t  d o e s n ’ t  j u s t  s e t  u p  a  p r e d i c a -
m e n t ,  b u t  o f f e r s  a  p o s s i b l e  w a y  o u t .  T h a t  w a y  o u t  i s  i n  t h e  i m a g i n a t i o n  r a t h e r  t h a n  b e i n g  a
physical destination, like the rootless characters in many of Miike’s films, who dream of
e s c a p i n g  t h e i r  s i t u a t i o n  t o  a n  e n v i s i o n e d  u t o p i a  w h e r e  t h e i r  r o o t l e s s n e s s  w i l l  c e a s e  t o  b e .
B u t  u n l i k e  h i s  a d u l t  c o u n t e r p a r t s  i n  s u c h  f i l m s  a s  R a i n y  D o g ,  Ley  L i n e s  a n d  T h e  Cify  o f  Los t
S o u l s ,  t h e  c h i l d  R i i c h i  realises  t h a t  i t  i s  d r e a m i n g  t h e  d r e a m  i t s e l f  - o r  u s i n g  o n e ’ s  i m a g i n a -
t i o n  - t h a t  m a t t e r s ,  n o t  t h e  d e s t i n a t i o n .

A f t e r  R i i c h i  a n d  h i s  f r i e n d s  r e t u r n  t o  t h e i r  h o m e t o w n ,  t h e y  e n t h u s i a s t i c a l l y  s t a r t  w o r k
o n  t h e i r  o w n  v e r s i o n  o f  t h e  A p o l l o  l u n a r  l a n d e r ,  u s i n g  f o u n d  w o o d ,  a l u m i n i o m  f o i l  s t o l e n  f r o m
a  l o c a l  g r o c e r y  s t o r e  ( t h e  s h o t  o f  T e t s u o  t r y i n g  t o  r u n  a w a y  w i t h  h i s  p a n t s  s t u f f e d  f u l l  o f  r o l l s
o f  f o i l  i s  a  p e r f e c t  e x a m p l e  o f  t h e  f i l m ’ s  e m o t i o n a l  i m p a c t ) ,  a n d  s h e e t s  o f  c o r r u g a t e d  i r o n
w r e n c h e d  f r o m  t h e  h o u s e  o f  t h e i r  n e r d y  g y m  t e a c h e r .  W h e n  Sada  a n d  h i s  g a n g  d e s t r o y  t h e
w o r k  i n  p r o g r e s s ,  R i i c h i  a n d  T e t s u o  s t r i k e  b a c k  a n d  d e s t r o y  t h e  g a n g ,  f o r c i n g  t h e m  t o  r e b u i l d
the contraption. Of course the structure they built will never lift so much as an inch off the ground,
b u t  t h e  b o y s  u s e  t h e i r  i m a g i n a t i o n  a n d  d r e a m  t h e i r  d r e a m  b y  b u i l d i n g  i t .

A l t h o u g h  K i s h i w a d a  Shdnen  G u r e n t a i  - B&y6  c a n ’ t  b e  c a l l e d  a u t o b i o g r a p h i c a l  i n  t h e
s t r i c t e s t  s e n s e  o f  t h e  w o r d  - i t  i s  a f t e r  a l l  n&t  b a s e d  o n  t h e  l i f e  o f  t h e  d i r e c t o r  a n d  p e r h a p s
e v e n  t h e  s i m i l a r i t i e s  w i t h  t h e  r e a l  l i f e  o f  R i i c h i  N a k a b a  a r e  q u e s t i o n a b l e  - b u t  M i i k e ’ s  s t r o n g
p e r s o n a l  a t t a c h m e n t  t o  t h e  c h a r a c t e r s ,  t h e  p e r i o d  a n d  t h e  l o c a t i o n  a r e  e v i d e n t .  T h i s  a t t a c h -
m e n t  m a k e s  K i s h i w a d a  ShBnen  G u r e n t a i  - Ek3kyc7  o n e  o f  h i s  m o s t  e m o t i o n a l l y  s a t i s f y i n g
f i l m s .  I t ’ s  a l s o  avery  s u c c e s s f u l  s y m b i o s i s  o f  f o r m  a n d  c o n t e n t ,  s i n c e  n o s t a l g i a  a n d  t h e  c h i l d ’ s
p o i n t  o f  v i e w  p e r v a d e  t h i s  f i l m  o n  e v e r y  l e v e l .  I t  i s  o n e  o f  t h e  m o s t  c r u c i a l ,  d e f i n i n g  a n d  r e p -
r e s e n t a t i v e  f i l m s  i n  t h e  d i r e c t o r ’ s  o e u v r e ,  t h e  a p o g e e  o f  t h e  t h e m e  o f  n o s t a l g i a .  K i s h i w a d a
Shdnen  G u r e n t a i  - 66ky6  i s ,  i n  s h o r t ,  o n e  o f  M i i k e ’ s  g r e a t e s t  a c h i e v e m e n t s  a s  a  f i l m m a k e r .
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C h a n g e  i n  t o n e  n o t w i t h s t a n d i n g ,  Tennen  Shdjo  M a n n  n e v e r t h e l e s s  h o l d s  a  g o o d  d e a l
of interest, as a part of Miike’s work but also in its own right as a piece of cinema. It strongly
a d h e r e s  t o  t h e  d i r e c t o r ’ s  r e c u r r i n g  t h e m e s  i n  t h a t  t h e s e  c h a r a c t e r s  a r e  o u t c a s t s  a s  a  r e s u l t
o f  b e i n g  y o u n g  a n d  f e m a l e .  M i i k e  m a k e s  t h i s  p o s i t i o n  c l e a r  i n  t w o  w a y s ,  o n e  n a r r a t i v e  a n d
t h e  o t h e r  s t y l i s t i c .  F i r s t l y ,  o n  a  n a r r a t i v e  l e v e l ,  t h e  g i r l s  a r e  t h r o u g h o u t  t h e  f i l m  h a r a s s e d  b y
m e n  o f  v a r i o u s  a g e s :  l u s t y  b u s i n e s s m e n ,  g r o p e r s  o n  t h e  t r a i n ,  p e e p i n g  t o m s  s e c r e t l y  t a k i n g
p i c t u r e s  a n d  s c o u t s  h o p i n g  t o  l u r e  t h e m  i n t o  n u d e  m o d e l l i n g  o r  w o r s e .  S e c o n d l y ,  o n  a  s t y l i s -
tic level, the digital video format is employed to emphasise the distance between the characters
a n d  t h e  r e s t  o f  s o c i e t y .  A l t h o u g h  i t s  u s e  i s  a  r e s u l t  o f  b u d g e t  c o n s t r a i n t s ,  M i i k e  e x p l o i t s  t h e
m o b i l i t y  o f  t h e  d i g i t a l  v i d e o  c a m e r a  v e r y  d e l i b e r a t e l y  a n d  m u c h  t o  h i s  a d v a n t a g e  b y  s h o o t -
i n g  w i l d  i n  t h e  s t r e e t s  o f  S h i b u y a  a n d  H a r a j u k u ,  t h e  b u s y  a r e a s  o f  T o k y o  f a v o u r e d  a s  h a n g -
o u t s  b y  t h e  c i t y ’ s  y o u t h .  M i i k e  n o t  o n l y  utilises  t h e  c r o w d s  t o  e f f e c t i v e l y  a d d  a m b i a n c e ,  b u t
a l s o  b y  s h o o t i n g  w i t h  s m a l l  h a n d h e l d  c a m e r a s  a n d  a  m i n i m a l  c r e w  ( a l l  e x t e r i o r s  w e r e  s h o t
w i t h o u t  s o u n d ,  t h u s  e l i m i n a t i n g  t h e  n e e d  f o r  a  s o u n d  c r e w )  h e  i s  a b l e  t o  l e t  t h e  c h a r a c t e r s
a n d  t h e  n a r r a t i v e  m a n o e u v r e  t h r o u g h  t h e  c r o w d ,  c r e a t i n g  s o m e t h i n g  a k i n  t o  t h e  b l a c k  s o c i -
e t y  o f  Shinjuku  T r i a d  S o c i e t y .  t h e  g i r l s ’  l i v e s  a n d  c o n f l i c t s  p l a y  o u t  u n d e r  t h e  n o s e s  o f  t h e
a d u l t  m a s s e s  w i t h o u t  a n y  o f  t h o s e  a d u l t s  n o t i c i n g  i t ,  e f f e c t i v e l y  p u t t i n g  t h e  c h a r a c t e r s  o u t -
s i d e  e v e r y d a y  s o c i e t y .  T h i s  s e n s e  o f  e x c l u s i o n  i s  f u r t h e r  e n h a n c e d  b y  t h e  f a c t  t h a t  d e s p i t e
b e i n g  s c h o o l g i r l s  w e a r i n g  s c h o o l  u n i f o r m s ,  t h e y  n e v e r  g o  a n y w h e r e  n e a r  a  s c h o o l .  T h e i r
u n i f o r m s  s e r v e  a s  a  t o o l  t o  v i s u a l l y  s e t  t h e m  a p a r t  f r o m  t h e  r e s t  o f  s o c i e t y .

T h i s  v i s u a l  t o o l  a l s o  f u n c t i o n s  t o  d e f i n e  t h e  c h a r a c t e r s  a s  a  g r o u p .  I n  M i i k e ’ s  h a n d s ,
t h e  h a b i t s  o f  s c h o o l g i r l s  t o  f o r m  g r o u p s  a n d  a c t  a l i k e  b e c o m e s  a  p a r a l l e l  t o  t h e  g r o u p  u n i t s
e s t a b l i s h e d  b y  t h e  d i r e c t o r ’ s  o t h e r  o u t c a s t s .  A l t h o u g h  t h i s  g r o u p  ( i . e .  s c h o o l  g i r l s )  i s  i n i t i a l l y
d i v i d e d  i n t o  f e u d i n g  c e l l s ,  i n  t h e  c o u r s e  o f  t h e  s t o r y  e a c h  o f  t h e m  c o m e s  t o  r e a l i s e  t h a t  t h e y
a r e  u n i t e d  b y  a  c o m m o n  f a t e  i n  s o c i e t y ,  a n d  t h e y  b a n d  t o g e t h e r  t o  f o r m  a  s i n g l e  g r o u p  u n i t
i n  o r d e r  t o  b a t t l e  t h e  t h r e a t  t h a t  c o m e s  a t  t h e m  f r o m  o u t s i d e .  I n  k e e p i n g  w i t h  s u b j e c t  a n d
t h e m e ,  t h i s  t h r e a t  c o n s i s t s  o f  a n  o r g a n i s a t i o n  o f  s c o u t s  l e d  b y  t w o  a d u l t s ,  o n e  o f  w h o m  d e v e l -
o p s  a n  u n h e a l t h y  o b s e s s i o n  f o r  p r o t a g o n i s t  M a n n  Koda  ( J u n  M a t s u d a ) .

D e s p i t e  t h e  e m p h a s i s  o n  t h e  g r o u p  u n i t ,  t h i s  p r o t a g o n i s t  i s  i n  t u r n  s o m e t h i n g  o f  a n
o u t s i d e r  i n  h e r  o w n  g r o u p ,  i n  t h e  s e n s e  t h a t  M a n n ’ s  f i g h t i n g  s k i l l s  a n d  s t r e n g t h  s e t  h e r  a p a r t
f r o m  h e r  f r i e n d s .  T h i s  e x c e p t i o n a l  p o s i t i o n  ( w h i c h  t h e  t i t l e  o f  t h e  s e r i e s  a l r e a d y  a l l u d e s  t o )
i s  u n d e r l i n e d  f r o m  t h e  f i r s t  s c e n e s  o f  t h e  f i r s t  e p i s o d e ,  i n  w h i c h  M a n n  i s  i n t r o d u c e d  s e p a -
r a t e l y  f r o m  h e r  f r i e n d s .  W h i l e  t h e s e  f r i e n d s  c h a t  a t  a  f a s t  f o o d  r e s t a u r a n t ,  M a n n  i s  w o l f i n g
d o w n  a  p i l e  o f  c o n v e y o r  b e l t  s u s h i  n e a r b y .  H e r  e a t i n g  h a b i t s  a l r e a d y  e s t a b l i s h  h e r  a s  b e i n g
d i f f e r e n t  f r o m  t h e  a v e r a g e  s c h o o l g i r l ,  a n  i m p r e s s i o n  f u r t h e r  a c c e n t u a t e d  w h e n  s h e  t a k e s
r e v e n g e  o n  t h e  m i d d l e - a g e d  salaryman w h o  t r i e d  t o  c h a t  h e r  u p ,  b y  l e a v i n g  h i m  w i t h  t h e  b i l l
f o r  h e r  g a r g a n t u a n  m e a l .  I n  t h e  s t r e e t s  s h e  c r o s s e s  h e r  f r i e n d s ,  w h o  a r e  o n  t h e i r  w a y  t o  a
p h o t o  s h o o t  w i t h  p o p u l a r  m o d e l  A z u m i  ( N a t s u m i  Y o k o y a m a ) ,  a  f o r m e r  S h i b u y a  s c h o o l g i r l
w h o  w e n t  o n  t o  m o d e l l i n g  f a m e  a f t e r  b e i n g  s p o t t e d  i n  t h e  s t r e e t s  b y  t a l e n t s  s c o u t s .  T h e
g i r l s  t r y  t h e i r  b e s t  t o  i m p r e s s  t h e  s c o u t s ,  b u t  t h e  a t t e n t i o n  o f  t h e  m e n  i s  i n s t e a d  c a u g h t  b y
M a n n ,  w h o  c a r e s  l i t t l e  f o r  t h e  s h o o t  a n d  i s  i n s t e a d  h e l p i n g  t h r e e  l i t t l e  b o y s  i n  t r o u b l e  w i t h  a
b r o k e n  s o f t  d r i n k s  m a c h i n e .  S h e  l a n d s  a  s e r i e s  o f  p u n c h e s  o n t o  t h e  d e v i c e ,  c a u s i n g  a  m o u n -
t a i n  o f  c a n s  t o  c o m e  f a l l i n g  o u t .  W h e n  o n e  o f  t h e  t a l e n t  s c o u t s  (Koji  T s u k a m o t o  i n  a  s m a l l
r o l e  t h a t  i s  b a s i c a l l y  a  r u n n i n g  g a g )  r u n s  a f t e r  h e r ,  M a n n  d e a l s w i t h  h i s  p e r s i s t e n c e w i t h  a n o t h e r
f i r m  p u n c h .
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This series of sequences establishes the character of Mann entirely through her
a c t i o n s ,  b o t h  h e r  i n d i v i d u a l  p e r s o n a l i t y  a n d  h e r  p o s i t i o n  w i t h i n  t h e  g r o u p .  T h e  c h a r a c t e r s
a r e  a l l  l a r g e l y  e s t a b l i s h e d  a n d  d e f i n e d  t h r o u g h  v i s u a l  m e a n s ,  a n d  t h e i r  b e h a v i o u r  g i v e s  a  l o t
m o r e  c l u e s  a b o u t  t h e i r  p e r s o n a l i t i e s  t h a n  t h e i r  w o r d s ,  w h i c h  a l t h o u g h  n u m e r o u s  s a y  v e r y
l i t t l e  o f  a n y  s i g n i f i c a n c e . T h e  w o r d s  h e r e  f u n c t i o n  a s  a  w a y  f o r  t h e  g i r l s  t o  a d h e r e  t o  t h e  c o d e s
o f  t h e  g r o u p  u n i t ,  b u t  t h e  n o n - v e r b a l  i n f o r m a t i o n  t h e y  g i v e  r e v e a l s  t h e i r  i n d i v i d u a l i t y  ( a s  i n
t h e  o p e n i n g  s c e n e  w h e r e  M a n n ’ s  f r i e n d  Y u k a r i  ( Y u k i  M a t s u o k a )  d r a w s  a  t e a r  o n  a  P o l a r o i d
o f  h e r s e l f  w h i l e  t h e  c o n v e r s a t i o n  w i t h  t h e  o t h e r  g i r l s  c o n t i n u e s  i n  a  c o n s t a n t ,  e x c i t e d  t o n e ) .
T h e  s u c c e s s  o f  t h i s  v i s u a l  a p p r o a c h  t o  t h e  s t o r y t e l l i n g  i s  m a d e  a l l  t h e  m o r e  c l e a r  b y  e p i s o d e
t h r e e ,  w h i c h  t e n d s  t o  g e t  b o g g e d  d o w n  i n  r e c o n c i l i a t o r y  d i a l o g u e  s c e n e s  a n d  l a c k s  t h e  l i g h t -
h e a r t e d ,  f a s t - p a c e d  f e e l  o f  t h e  p r e v i o u s  t w o  i n s t a l m e n t s  a s  a  r e s u l t .

M a n n ’ s  m a i n  m o t i v a t i o n  i s  a l s o  s e t  u p  v i s u a l l y .  A  f l a s h b a c k  t o  h e r  e a r l y  c h i l d h o o d  s e e s
h e r  b e i n g  b u l l i e d  b y  t h r e e  b o y s ,  w h o  k i c k  s a n d  i n  h e r  f a c e  a n d  s t o m p  o n  h e r  d o l l  u n t i l  t h e  l i t -
tle Mann suddenly strikes back and beats them all up. This scene, wordless, shows that
M a n n ’ s  p o w e r s  m a n i f e s t e d  t h e m s e l v e s  a s  a  r e s u l t  o f  b e i n g  b u l l i e d ,  a  n a t u r a l  defence  a g a i n s t
h a r a s s m e n t .  I t ’ s  t h e r e f o r e  l o g i c a l  t h a t  s h e  w o u l d  u s e  h e r  p o w e r s  a g a i n s t  t h o s e  w h o  t r o u b l e
her and her friends. This opens up an interesting discourse: by presenting Mann as a
d e f e n d e r  a g a i n s t  h a r a s s m e n t  ( m a l e  s e x u a l  h a r a s s m e n t  t o  b e  p r e c i s e ) ,  t h e  c h a r a c t e r  s e e m -
i n g l y  b e c o m e s  i f  n o t  e x a c t l y  f e m i n i s t  t h e n  a t  l e a s t  a  v i c a r i o u s  f a n t a s y  f o r  u r b a n  g i r l s .  T h i s  i s
q u i t e  a  c h a n g e  f r o m  t h e  s o u r c e  m a t e r i a l ,  w h i c h  i s  a  c o m i c  b o o k  t a r g e t e d  a t  a d o l e s c e n t  b o y s .
A  c o m i c  b o o k  t h a t  f u r t h e r m o r e  i s  o f t e n  q u i t e  s e x u a l l y  e x p l i c i t  a n d  f e a t u r e s  a m p l e  f e m a l e
n u d i t y .  I n  t h e  T V  s e r i e s  t h e r e  i s n ’ t  a  t r a c e  o f  s e x  o r  n u d i t y  t o  b e  f o u n d .  T h e  o d d  g l i m p s e  o f
w h i t e  u n d e r w e a r  i n  a  fight  s c e n e  i s  a s  e x p l i c i t  a s  i t  g e t s .  B y  c h a n g i n g  t h e  s e x u a l  p o l i t i c s ,
Miike seems to change the entire aim of the material from a boy’s fantasy into a girl’s
H o w e v e r ,  J e n n e n  Shdjo  M a n n  i s  n o t  a  f e m i n i s t  f i l m  o r  e v e n  a  Clm  w i t h  a  f e m a l e  p e r s p e c t i v e .
T h e  f a c t  t h a t  i t  r e v o l v e s  a r o u n d  f i g h t i n g  b e t r a y s  a  m a s c u l i n e  p o i n t  o f  v i e w ,  w i t n e s s  i t s  s i m i -
l a r i t y  t o  Kenka  N o  Hanamichi a n d  t h e  Kishiwada  f i l m s  a n d  t h e  d i f f e r e n c e s  w i t h  t h e  m u c h
m o r e  f e m i n i n e  s y m b o l i s m  o f  t h e  c h e r r y  t r e e  u s e d  i n  A n d r o m e d a .

A l t h o u g h  i t  m i g h t  b e  a r g u e d  t h a t  Tennen  Shdjo  M a n n  p o r t r a y s  t h e  emancipatory  s i g h t
o f  w o m e n  u s i n g  a  m a s c u l i n e  a c t i v i t y  ( f i g h t i n g )  t o  d e f e a t  m e n  o n  t h e i r  o w n  t u r f ,  i t ’ s  a  m a l e
a u t h o r i t y  f i g u r e  t h a t  M a n n  t u r n s  t o  f o r  h e l p  w h e n  s h e  i s  a t  f i r s t  ostracised  f r o m  h e r  g r o u p  a n d
t h e n  b e a t e n  b y  h e r  r i v a l  R i o n a  (Runa  N a g a i ) . T h i s  y o u n g  m a n ,  K a z u y a  ( Y o s h i h i k o  H a k a m a d a ) ,
s u b j e c t s  h e r  t o  a  v e r y  p h y s i c a l  a n d  t h e r e f o r e  m a s c u l i n e  t r a i n i n g  r e g i m e n .  U n d e r  h i s  s t e r n
g u i d a n c e  s h e  r e g a i n s  h e r  s t r e n g t h ,  h e r  c o n f i d e n c e  a n d  h e r  p o s i t i o n  w i t h i n  t h e  g r o u p ,  a n d  i n
t h e  e n d  i t  a l l o w s  h e r  t o  d e f e a t  h e r  e n e m i e s .  K a z u y a  r e m a i n s  t h e  o n l y  p e r s o n  s h e  i s  u n a b l e  t o
beat in a fight and it is largely as a result of this that she falls in love with him.

All of these elements reveal the male point of view at the heart of Jennen Sh6jo  Mann,
a  c o n c l u s i o n  t h a t  s h o u l d  n o t  h o w e v e r  b e  c o n f u s e d  w i t h  a  p a t e r n a l i s t i c  a t t i t u d e .  A s  n o t e d
b e f o r e ,  t h e  d i r e c t o r  a p p r o a c h e s  b o t h  t h e  c h a r a c t e r s  a n d  t h e  a c t o r s  with  e m p a t h y  a n d  r e s p e c t ,
a n d  n e v e r  o n c e  d o e s  h e  l o o k  d o w n  o n  h i s  s u b j e c t s .  T h e  c h a r a c t e r s  h a v e  d i g n i t y  a n d  t h e
p e r f o r m a n c e s  a r e  a p p e a l i n g  a n d  c h a r i s m a t i c ,  p a r t i c u l a r l y  M a t s u d a ’ s  a s  M a n n ,  w h o s e  down-
t o - e a r t h  l o o k s  f u r t h e r m o r e  k e e p  t h e  c h a r a c t e r  h u m a n  i n s t e a d  o f  a n  u n r e a l i s t i c  s u p e r h u m a n
ideal for boys and girls alike.

Tennen  Sh6jo  Mann’s cast is undeniably the product of the idol system assembly
line -the actresses playing these characters are the same girls who appear in swimsuits
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on the covers of weekly boys’ manga magazines like Young Magazine, from which the
s e r i e s  o r i g i n a t e d  ( a  m a r k e t i n g  s t r a t e g y  t h a t  r e v e a l s  t h a t  t h e  T V  s e r i e s  w a s  i n d e e d  a i m e d
a t  a  m a l e  a u d i e n c e ,  o f f e r i n g  t h e  t e e n a g e  r e a d e r s  t h e  c h a n c e  t o  s e e  t h e i r  f a v o u r i t e  m a n g a
c h a r a c t e r s  b r o u g h t  t o  l i f e  i n  t h e  s h a p e  o f  t h e i r  f a v o u r i t e  s w i m s u i t  m o d e l s ) .  H o w e v e r ,  n e i -
ther the series nor the performances deserve to be dismissed for the simple reason that
t h e  a c t r e s s e s  a r e  m a n u f a c t u r e d  i d o l s  r a t h e r  t h a n  t r a i n e d  t h e s p i a n s .  M u c h  l i k e  M i i k e  d i d n ’ t
d i s m i s s  h i s  a c t r e s s e s  a n d  c o a x e d  e f f e c t i v e ,  a p p e a l i n g  p e r f o r m a n c e s  f r o m  t h e m  a s  a  r e s u l t ,
a n  u n p r e j u d i c e d  a p p r o a c h  t o  Tennen  Shbjo  M a n n  w i l l  r e v e a l  t o  t h e  d e t e r m i n e d  v i e w e r  a
g o o d  d e a l  o f  q u a l i t y  f i l m m a k i n g  a n d  a  c h a r a c t e r i s t i c  M i i k e  w o r k .
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LEY LINES
N i h o n  K u r o s h a k a i  - L e y  L i n e s

1 9 9 9

L e y  L i n e s  i s  t h e  q u i n t e s s e n t i a l  M i i k e  f i l m .  I t ’ s  t h e  o n e  w o r k  i n  h i s  f i t m o g r a p h y  t h a t  e n c o m -
p a s s e s  a l l  o f  h i s  r e c u r r i n g  t h e m e s  a n d  w h o s e  p l o t  f o l l o w s  a l m o s t  e x a c t l y  t h e  p r o c e s s  b e t w e e n
t h o s e  t h e m e s  a s  o u t l i n e d  i n  c h a p t e r  2 .  B u t  i t ’ s  n o t  o n l y  a  s i g n a t u r e  f i l m  f r o m  a  t h e m a t i c  p o i n t
o f  v i e w ,  b u t  a l s o  i n  i t s  s t y l e ,  r e u n i t i n g  v a r i o u s  s t y l i s t i c  t o o l s  t h a t  h a v e  characterised  h i s  p r e -
v i o u s  w o r k  a n d  e v e n  l a u n c h i n g  a  n e w  o n e  w h o s e  u s e  h e  w o u l d  c o n t i n u e  i n  t h e  w o r k s  t h a t
f o l l o w e d .

T h e  t h i r d  i n  t h e  d i r e c t o r ’ s  u n o f f i c i a l  k u r o s h a k a i  t r i l o g y ,  t h e  f i l m ’ s  J a p a n e s e  t i t l e  t r a n s -
l a t e s  a s  J a p a n  B l a c k  S o c i e t y .  W h i l e  t h e  t e r m  k u r o s h a k a i  p o i n t e d  t o  u n s e e n  t h i n g s  g o i n g  o n
u n d e r n e a t h  t h e  s u r f a c e  o f  e v e r y d a y  l i f e ,  h e r e  t h e  p o i n t  i s  m a d e  t h a t  J a p a n  a s  a  w h o l e  i s  a
b l a c k  s o c i e t y  a n d  t h a t  t h e  u g l y  t h i n g  i t  p r o p a g a t e s  i s  d i s c r i m i n a t i o n  a n d  t h e  e x c l u s i o n  o f  a l l
t h o s e  i t  f e e l s  d o  n o t  b e l o n g .  A  s o c i e t y  t h a t  c r e a t e s  o u t c a s t s  t h r o u g h  i t s  o w n  r e f u s a l  t o  a c c e p t
a n y t h i n g  ( o r  a n y b o d y )  t h a t  d e v i a t e s  f r o m  t h e  n o r m .  T h e  f i r s t  t w o  s c e n e s  o f  t h e  f i l m  i m m e d i -
a t e l y  e s t a b l i s h  t h i s .  F i r s t  w e  s e e  t w o  b o y s  b e i n g  h a r a s s e d  b y  f i v e  o t h e r  k i d s ,  d e r i d e d  f o r  b e i n g
d i f f e r e n t .  T h e  f o o t a g e  l o o k s  w o r n  a n d  s c r a t c h e d ,  l i k e  a n  o l d  h o m e  m o v i e ,  t h e r e b y  i n d i c a t i n g
that we’re watching a flashback (it’s a technique Miike uses throughout this career, from
Kenka  No  Hanamichi  t o  Sabu).  N e x t ,  o n e  o f  t h e s e  b o y s ,  n o w  a  y o u n g  a d u l t  n a m e d  R y u i c h i
(Kazuki  K i t a m u r a ) ,  i s  a p p l y i n g  f o r  a  p a s s p o r t ,  o n l y  t o  h e a r  t h e  c i v i l  s e r v a n t  b e h i n d  t h e  c o u n t e r
(Koji  T s u k a m o t o )  q u e s t i o n  h i s  n a t i o n a l i t y  a n d  t h e r e b y  h i s  v a l i d i t y  a s  a  h u m a n  b e i n g :  “ A r e
y o u  r e a l l y  J a p a n e s e ?  W h e n  y o u  l i v e  i n  J a p a n  y o u  h a v e  t o  f o l l o w  J a p a n e s e  r u l e s . ”  R y u i c h i ’ s
a p p l i c a t i o n  i s  r e f u s e d ,  i n  r e s p o n s e  t o  w h i c h  t h e  y o u n g  m a n  p i c k s  u p  t h e  l a r g e  p o t t e d  p l a n t  i n
the office and throws it at the bigot. It lands him a trip to the police station, where the offfcer
l e c t u r i n g  h i m  ( S h u n  S u g a t a )  p r o v e s  t o  b e  e q u a l l y  c o n t e m p t u o u s  t o w a r d  h i m .

B y  e s t a b l i s h i n g  s o c i e t y  a s  d i s c r i m i n a t o r y ,  t h e s e  s c e n e s  a l s o  e s t a b l i s h  R y u i c h i  a s  a n
o u t c a s t .  A  r o o t l e s s  o u t c a s t ,  s i n c e  t h e  s c e n e s  t h a t  f o l l o w  s h o w  t h a t  h e  i s  t h e  s o n  o f  C h i n e s e
i m m i g r a n t s .  H i s  r o o t l e s s  s t a t u s ,  a  s o n  o f  C h i n a  b o r n  i n  J a p a n ,  i s  i n d i c a t e d  b y  t h e  f a c t  t h a t
w h i l e  h i s  p a r e n t s  s p e a k  C h i n e s e .  h e  a n d  h i s  y o u n g e r  b r o t h e r  S h u n r e i  ( M i c h i s u k e  K a s h i w a y a )
s p e a k  J a p a n e s e .  W h i l e  h e  f e e l s  n o  k i n d n e s s  f o r  J a p a n e s e  s o c i e t y ,  t h e  w o r l d  o f  h i s  p a r e n t s
c e r t a i n l y  d o e s n ’ t  a t t r a c t  h i m  e i t h e r .  H i s  f a t h e r ’ s  s t o i c ,  u n c o m m u n i c a t i v e  a t t i t u d e  s u g g e s t s
t h a t  t h e r e  i s  a  g a p i n g  c h a s m  b e t w e e n  t h e  t w o  g e n e r a t i o n s .  W h e n  h e  s e e s  h i s  b r o t h e r  s t u d y -
i n g  d i l i g e n t l y ,  R y u i c h i  r e m a r k s  t h a t  S h u n r e i  s h o u l d  u s e  h i s  i n t e l l e c t  t o  t e a c h  t h e i r  f a t h e r
J a p a n e s e .

Before the plot has even properly started, the character of Ryuichi is already firmly estab-
l i s h e d .  W i t h  s o m e  f r i e n d s  h e  s t e a l s  a  s c o o t e r  a n d  t r i e s  t o  s e l l  i t  t o  t h e  o w n e r  o f  t h e  l o c a l
s c r a p  y a r d  ( R e n  &ugi).  W h e n  t h e  m e c h a n i c  h u r l s  f u r t h e r  a b u s e  a t  R y u i c h i ,  t h e  g r o u p  b e a t s
h i m  u p  a n d  n e a r l y  c r u s h e s  h i m  u n d e r  h i s  o w n  u s e d  c a r s .  R e a l i s i n g  t h e y ’ v e  g o n e  t o o  f a r ,  t h e
b o y s  d e c i d e  t o  m a k e  a  r u n  f o r  i t .  T h e y  m e e t  e a r l y  t h e  n e x t  m o r n i n g  a t  t h e  t r a i n  s t a t i o n ,  b u t
t h r e e  o f  t h e m  g e t  c o l d  f e e t ,  l e a v i n g  o n l y  R y u i c h i  a n d  C h a n  ( T o m o r o w o  T a g u c h i  s u c c e s s f u l l y
p a s s i n g  f o r  s o m e o n e  h a l f  h i s  r e a l  a g e )  t o  t a k e  t h e  t r a i n  t o  T o k y o .  T h i s  s c e n e  i s  s h o t  i n  o n e
t a k e  w i t h  a  s t e a d i c a m ,  e n c o m p a s s i n g  t h e  a r r i v a l  a t  t h e  s t a t i o n ,  t h e  a r g u m e n t  b e t w e e n  t h e
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b o y s  o u t s i d e ,  t h e  a r r i v a l  o f  t h e  t r a i n ,  R y u i c h i  a n d  C h a n  h u r r y i n g  t o  c a t c h  i t  a n d  e n d i n g  i n s i d e
t h e  t r a i n  o n  a  m e d i u m  c l o s e - u p  o f  R y u i c h i .  T h e  s c e n e  r u n s  t w o  m i n u t e s ,  t h o u g h  i t ’ s  n o t  t h e
l e n g t h  t h a t  i m p r e s s e s ,  b u t  t h e  w a y  M i i k e  u s e s  s p a c e  a n d  d e p t h  o f  f i e l d .  A s  t h e  b o y s  a r g u e ,
f i r s t  C h a n  a p p e a r s  f r o m  t h e  s t a t i o n  b e h i n d  t h e m ,  t h e n  t h e  t r a i n  p u l l s  i n .  R y u i c h i  a n d  C h a n
r u n  t h r o u g h  t h e  s t a t i o n  a n d  e n t e r  t h e  c a r r i a g e ,  w h e r e  t h e  c a m e r a  s t o p s  w i t h  a  s h o t  e m p h a -
s i s i n g  t h e  p e r s p e c t i v e  o f  t h e  l o n g  t r a i n  c o a c h ,  a n d  w i t h  t h e  e n v i r o n m e n t  o u t s i d e  c l e a r l y  v i s i -
b l e  t h r o u g h  t h e  w i n d o w s  o n  b o t h  s i d e s .

T h e  c i n e m a t o g r a p h y  i s  e s p e c i a l l y  w o r t h y  o f  n o t e  h e r e ,  s i n c e  i t  r e u n i t e s  M i i k e  w i t h
N a o s u k e  I m a i z u m i .  A s  a  r e s u l t  L e y  L i n e s ,  l i k e  t h e i r  p r e v i o u s  c o l l a b o r a t i o n  ShinjAw  T r i a d
S o c i e t y ,  f e a t u r e s  s o m e  s t a r t l i n g  u s e  o f  colour.The  c o l o u r s c h e m e  m a i n l y  f u n c t i o n s  t o  e m p h a -
sise  the difference  between the two worlds the protagonists find themselves in. The small coun-
t r y s i d e  t o w n  t h e y  e s c a p e  f r o m  i s  s u r r o u n d e d  b y  i n t e n s e l y  g r e e n  g r a s s  a n d  v e g e t a t i o n ,  w h i l e
t h e  c i t y ’ s  d a y t i m e  e x t e r i o r s  a r e  d o m i n a t e d  b y  b l e a k  g r e y  t h a t  i s  r e p l a c e d  b y  b r i g h t  r e d s ,  p u r -
p l e s  a n d  b l u e s  a t  n i g h t . T h e  c o l o u r  r e d  i s  u s e d  i n  p a r t i c u l a r  f o r  a n t a g o n i s t i c  c h a r a c t e r s :  S h u n
S u g a t a ’ s  p o l i c e m a n  f a n s  h i m s e l f  w i t h  a  s h e e t  o f  r e d  t r a n s p a r e n t  p l a s t i c  i n  a n  i n t e r r o g a t i o n
r o o m  o t h e r w i s e  b a t h e d  i n  g r e e n  l i g h t ,  w h i l e  t h e  C h i n e s e  c r i m e  k i n g p i n  W o n g  (NaotoTakenaka
a s  t h e  f i l m ’ s  m a i n  v i l l a i n )  s p e n d s  m o s t  o f  h i s  s c e n e s  i n  p r e d o m i n a n t l y  r e d  i n t e r i o r s .  A s  i n  t h e
f l a s h b a c k  t h a t  o p e n s  t h e  f i l m ,  a  r e d  t i n t  c o v e r i n g  t h e  e n t i r e  i m a g e  i s  u s e d  i n  s e v e r a l  m o m e n t s
a s  a n  o m e n  o f  t h e  b a d  t h i n g s  t h a t  f o l l o w .

T h e  t r a i n  r i d e  f r o m  t h e  b o y s ’  h o m e t o w n  a n d  t h e  b i g  c i t y  h a s  s i g n i f i c a n c e  h e r e  b e y o n d
s i m p l y  b e i n g  a  m o d e  o f  t r a n s p o r t a t i o n .  R y u i c h i  a n d  C h a n  s h a r e  t h e i r  c a r r i a g e  w i t h  a  s c h o o l -
girl who takes off her short black socks and exchanges them for the loose white ones so
p o p u l a r  a m o n g  g i r l s  i n  T o k y o .  T h e  c h a n g e  i s  a  v i s u a l  i n d i c a t i o n  o f  w h e r e  t h e  c h a r a c t e r s  a r e
h e a d i n g  ( n o  p r e v i o u s  i n f o r m a t i o n  a b o u t  t h e i r  d e s t i n a t i o n  w a s  g i v e n ) ,  b u t  a l s o  i m p l i e s  t h a t
t h e  p l a c e  t h e y ’ r e  g o i n g  i s  d i f f e r e n t  f r o m  w h e r e  t h e y  c o m e  f r o m  a n d  w i l l  r e q u i r e  a  c h a n g e  i n
t h e m  a s  w e l l .  W h e n  R y u i c h i  l o o k s  a w a y  f r o m  t h e  g i r l ,  h e  n o t i c e s  o u t s i d e  t h a t  h i s  b r o t h e r  i s
chasing the train on a scooter. Shunrei has come to join them on their trip, but his late arrival
s u g g e s t s  t h e  h e s i t a t i o n  i n s i d e  h i m .  A s  h i s  d e v o t i o n  t o  h i s  s t u d i e s  s h o w e d ,  h e  i s  n o t  l i k e  h i s
o l d e r  b r o t h e r ,  b u t  a p p a r e n t l y  h e  f e e l s  t h e  s a m e  d i s s a t i s f a c t i o n  w i t h  h i s  h o m e  l i f e  ( i n  o t h e r
words rootlessness) as Ryuichi.

T h e s e  e v e n t s  m a k e  t h e  t r a i n  r i d e  m o r e  t h a n  a n  o b l i g a t o r y  s c e n e .  I n  f a c t  i t s  f u n c t i o n
ties in with the meaning of the film’s title. Ley  lines, a term first coined in England in the early
192Os14,  a r e  s t r a i g h t  l i n e s  o r  p a t h s  t h a t  c o n n e c t  v a r i o u s  a n c i e n t  o r  h o l y  s i t e s  i n  a  l a n d s c a p e .
T h e  t e r m  l a t e r  r e c e i v e d  a  m o r e  e s o t e r i c  d e f i n i t i o n  a s  t h e  c o n n e c t i o n s  b e t w e e n  c e n t e r s  o f  p o w e r
o n  e a r t h .  I n  t h i s  f i l m ,  t h e r e  a r e  t h r e e  s u c h  c e n t e r s  o f  p o w e r  f o r  t h e  p r o t a g o n i s t s :  t h e  c o u n -
t r y s i d e  t o w n  t h e y  c o m e  f r o m ,  t h e  c i t y  t h e y  h e a d  t o  a n d  t h e  i n d i s t i n c t  f i n a l  d e s t i n a t i o n  t h e y
s e e k  t o  r e a c h  i n  o r d e r  t o  e s c a p e  J a p a n ’ s  b l a c k  s o c i e t y  a n d  f i n d  h a p p i n e s s . T h e  t r a i n  o r  m o r e
p r e c i s e l y  t h e  r a i l r o a d ,  w h i c h  t a k e s  t h e m  f r o m  t h e  f i r s t  t o  t h e  s e c o n d ,  t h e r e f o r e  f u n c t i o n s  a s
a  l e y  l i n e .  I t s  i m p o r t a n c e  i s  a l r e a d y  h i n t e d  a t  i n  a  s o n g  w e  h e a r  R y u i c h i  s i n g  i n  a  v o i c e - o v e r
a t  t h e  s t a r t  o f  t h e  f i l m ,  w h i c h  t a l k s  o f  a  r a i l r o a d  a n d  t h e  u n k n o w n  d e s t i n a t i o n  t o  w h i c h  i t  u l t i -
m a t e l y  l e a d s .

T h e  f u n c t i o n  o f  c o l o u r  i s  i l l u s t r a t e d  w e l l  i n  t h e  c u t  f r o m  t h e  g r e e n  e n v i r o n s  o f  t h e  r a i l -
r o a d  t o  t h e  d u l l  g r e y  i n t e r i o r  o f  a  r a m s h a c k l e  a p a r t m e n t  i n  Shinjuku.This  j u x t a p o s i t i o n  i s  f u r -
t h e r  i n t e n s i f i e d  b y  t h e  f a c t  t h a t  t h i s  a p a r t m e n t  i s  t h e  h o m e  a n d  l a b o r a t o r y  o f  l k e d a  ( S h o w
A i k a w a ) ,  w h o  m a n u f a c t u r e s  t o l u e n e  s o l d  o n  t h e  s t r e e t s  o f  Kabukicho  a s  a  n a r c o t i c  ( t k e d a
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a l s o  w e a r s  p r e d o m i n a n t l y  g r e y  c l o t h e s  t h r o u g h o u t  t h e  f i l m ) .  C o n t i n u i n g  t h e  c o n t r a s t ,  w h e n
l k e d a  o p e n s  h i s  w i n d o w  f o r  a  b r e a t h  o f  f r e s h  a i r  ( h e  w e a r s  a  g a s  m a s k  w h e n  w o r k i n g  w i t h
h i s  c h e m i c a l s ) ,  p a s s i n g  o u t s i d e  i n  t h e  s t r e e t s  i s  C h i n e s e  p r o s t i t u t e  A n i t a  ( D a n  L i ) ,  w h o  i s  o n
h e r  w a y  t o  a  C h i n e s e  r e s t a u r a n t ,  o n  t h e  f i r s t  f l o o r  o f  w h i c h  w a i t s  h e r  client.The  c h a n g e  f r o m
t h e  g r e e n  g r a s s  o f  t h e  c o u n t r y s i d e  t o  t h e  d r u g s  a n d  p r o s t i t u t i o n  o f  t h e  c i t y  i s  s o m e w h a t  m o r e
d r a s t i c  t h a n  t h e  s c h o o l g i r l ’ s  c h a n g e  o f  s o c k s ,  b u t  h a s  e s s e n t i a l l y  t h e  s a m e  f u n c t i o n .

W h e n  A n i t a  e n t e r s  t h e  C h i n e s e  r e s t a u r a n t ,  o c c u p y i n g  i t s  o n l y  t a b l e  a r e  n o n e  o t h e r
t h a n  R y u i c h i ,  S h u n r e i  a n d  C h a n .  A s i d e  f r o m  c r e a t i n g  c o n t r a s t ,  t h e  f i r s t  s c e n e  i n  t h e  c i t y  a l s o
f u n c t i o n s  t o  l i n k  t h e  c h a r a c t e r s  o f  R y u i c h i ,  S h u n r e i  a n d  C h a n  w i t h  A n i t a  a n d  I k e d a .  M i i k e
l e t s  t h e  c h a r a c t e r s  b y  c o i n c i d e n c e  s h a r e  t h e  s a m e  s p a c e  a t  t h e  s a m e  t i m e ,  a s  a  w a y  t o  p r e -
f i g u r e  a  l a t e r  c o n f r o n t a t i o n  o r  u n i o n  b e t w e e n  t h e m .  T h i s  t e c h n i q u e  o f  c r e a t i n g  a  s p a t i a l  l i n k
b e t w e e n  c h a r a c t e r s  h e  w o u l d  c o n t i n u e  t o  u s e  n u m e r o u s  t i m e s  i n  t h e  films  t h a t  f o l l o w e d ,  b u t
i s  e m p l o y e d  i n  L e y  L i n e s  f o r  t h e  f i r s t  t i m e .

W h e n  A n i t a  f i n i s h e s  h e r  w o r k  ( w h i c h  c a u s e d  d e b r i s  t o  f a l l  d o w n  f r o m  t h e  c e i l i n g  i n t o
t h e  b o y s ’  f o o d ,  t h e r e b y  c o n t i n u i n g  t h e  l i n k )  a n d  c o m e s  b a c k  d o w n ,  s h e  s i z e s  u p  t h e  n e w
a r r i v a l s  a n d  t a k e s  t h e m  w i t h  h e r  t o  a  d i l a p i d a t e d  a p a r t m e n t  b u i l d i n g ,  w h e r e  s h e  p i c k s  t h e i r
pockets and locksthem inside an empty flat (Anita, incidentally, wears a red jacket in this scene).
T h e  w o m a n ’ s  a c t i o n s  a r e  u n d e r s t a n d a b l e  w h e n  w e  g e t  t o  k n o w  h e r  l i f e  i n  t h e  n e x t  s c e n e .
C o m i n g  b a c k  t o  h e r  p i m p  ( F a r - L o n g  O h ) ,  s h e  i s  b e a t e n  u p  f o r .  n o t  r e s p o n d i n g  q u i c k l y  e n o u g h
w h e n  h e  a s k s  h e r  f o r  t h e  m o n e y  s h e  m a d e .  A t  l e a s t  s t e a l i n g  t h e  w a l l e t s  o f  a  t r i o  o f  c o u n t r y
b u m p k i n s  s a v e d  h e r  f r o m  m o r e  s e x  ( o r  w o r s e )  i n  d i r t y  b a c k r o o m s .

A f t e r  t h e  t h r e e  b o y s  h a v e  f i n a l l y  m a n a g e d  t o  b r e a k  o u t  o f  t h e  a p a r t m e n t ,  w e  s e e  t h e m
s t a n d i n g  i n  t h e  s t r e e t s  o f  S h i n j u k u  i n  a  s h o t  t h a t  u n d e r l i n e s  t h a t  i n  t h i s  c i t y  t o o  t h e y  a r e  o u t -
c a s t s :  i t ’ s  r a i n i n g  a n d  e v e r y o n e  i n  t h e  s t r e e t s  c a r r i e s  a n  u m b r e l l a ,  e x c e p t  t h e m .  I n  t h i s  s h o t ,
t h e y  s e e m  t h e  o n l y  p e o p l e  i n  a l l  o f  T o k y o  w h o  d o n ’ t  h a v e  s h e l t e r  a n d  s a f e t y  ( t h e  s y m b o l i s m
o f  t h e  u m b r e l l a  i s  i d e n t i c a l  t o  t h a t  a t  t h e  e n d  o f  R a i n y  D o g ,  s i g n i f y i n g  l u x u r y  a n d  c o m f o r t ) .

T h e  s o l u t i o n  t o  t h e i r  e m p t y  p o c k e t s  c o m e s  w h e n  R y u i c h i  e n c o u n t e r s  B a r b i e  ( S a m u e l
P o p  A n i n g ) ,  a  y o u n g  i m m i g r a n t  f r o m  G h a n a  w h o  p u s h e s  I k e d a ’ s  t o l u e n e  a r o u n d  Kabukicho.
B a r b i e  t a k e s  t h e  t h r e e  b o y s  t o  m e e t  h i s  s u p p l i e r  a n d  t h a t  s a m e  n i g h t  t h e  t r i o  a r e  t h e m s e l v e s
v e n d i n g  b o t t l e s  o f  t h e  c h e m i c a l  i n  t h e  s t r e e t s .  T h e  m a k e s h i f t  d r u g  t h a t  i s  t o l u e n e  f i t s  i n  p e r -
f e c t l y  w i t h  t h e  c h a r a c t e r s ’  p o s i t i o n .  T h e y  a r e  s u c h  o u t c a s t  t h a t  t h e y  a r e n ’ t  e v e n  a l l o w e d  t o
s e l l  a  d e c e n t  d r u g .  I t ’ s  o n l y  l o g i c a l  t h e n  t h a t  t h e i r  c o l l e a g u e  i s  a  f o r e i g n e r  a n d  t h e i r  e m p l o y e r
a n  a m a t e u r  w o r k i n g  o u t  o f  h i s  o w n  a p a r t m e n t .

T h e  s c e n e  i n  w h i c h  t h e  t h r e e  b o y s  t r y  t o  s e l l  t h e  b o t t l e s  u n d e r l i n e s  t h e  f u n d a m e n t a l
d i f f e r e n c e  i n  c h a r a c t e r  b e t w e e n  R y u i c h i  a n d  C h a n  o n  t h e  o n e  h a n d  a n d  S h u n r e i  o n  t h e
o t h e r .  W h e r e  t h e  f i r s t  t w o  t a k e  a n  a g g r e s s i v e  a t t i t u d e ,  a c c o s t i n g  a s  m a n y  p e o p l e  a s  t h e y
c a n  a n d  e v e n  p u s h i n g  t h e  s t u f f  u n d e r  p e o p l e ’ s  n o s e s  f o r  a  f r e e  s a m p l e ,  S h u n r e i  i s  e n t i r e l y
o u t  o f  h i s  e l e m e n t  a n d  w a n d e r s  a r o u n d  a i m l e s s l y  b e f o r e  d e c i d i n g  t o  s i m p l y  d i s p l a y  t h e  b o t -
t l e s  a r o u n d  h i m  a n d  w a i t  f o r  c u s t o m e r s  t o  c o m e .  S h u n r e i  i s  e f f e c t i v e l y  s t i l l  a  c h i l d .  H e  m a y
h a v e  a b a n d o n e d  h i s  s t u d i e s  t o  b e  w i t h  h i s  b r o t h e r ,  b u t  t h i s  s u d d e n  r u p t u r e  h a s  n o t  m e a n t
t h e  e n d  o f  c h i l d h o o d .  I n e v i t a b l y  t h e  s e e d i n e s s  o f  h i s  n e w  e n v i r o n m e n t  w i l l  h a v e  i t s  e f f e c t  o n
him, but at this point in the film he is still a child and it takes the help of Ryuichi and Ghan to
g e t  r i d  o f  h i s  t o l u e n e  s u p p l y .  T h e n  w h e n  t h e  t h r e e  p a s s  t h e  C h i n e s e  r e s t a u r a n t  w h e r e  t h e y
m e t  A n i t a ,  S h u n r e i  l o o k s  o n  i n  s i l e n c e  a s  h i s  b r o t h e r  s t o r m s  i n  a n d  t r a s h e s  t h e  p l a c e  i n  a n
a t t e m p t  t o  f i n d  t h e  w o m a n  w h o  s t o l e  t h e i r  m o n e y .

AGITATOR -The Cinema of Takashi Miike



T h e  t h e f t  b e c o m e s  e v e r  m o r e  u n d e r s t a n d a b l e  t h e  m o r e  w e  g e t  t o  s e e  o f  A n i t a ’ s  l i f e .
M i i k e  c u t s  d i r e c t l y  f r o m  R y u i c h i ’ s  r a g e  t o  A n i t a  g o i n g  a b o u t  h e r  b u s i n e s s  e l s e w h e r e .  I n  t h i s
c a s e ,  b u s i n e s s  i s  a  salaryman  w h o  o n  h i s  l u n c h  b r e a k  d r a g s  h e r  t o  a n o t h e r  s q u a l i d  a p a r t -
m e n t ,  t i e s  h e r  u p  i n  l e a t h e r  s t r a p s  a n d  r e v e a l s  h i m s e l f  a s  a  p i e r c e d - n i p p l e d  f e t i s h  f r e a k .  L i k e
a l l  t h e  r e g u l a r  p e o p l e  w h o ,  b o u g h t  t h e  t o l u e n e  f r o m  t h e  t h r e e  p r o t a g o n i s t s ,  t h e  s c e n e  o f  t h e
salaryman’s hidden desires suggests that all the sordid underworld goings-on around
Kabukichb  i n  t h e  e n d  e x i s t  t o  s e r v i c e  t h e  d e m a n d  o f  n o r m a l  c i t i z e n s .  N o r m a l  o f  c o u r s e  b e i n g
a  r e l a t i v e  t e r m ,  s i n c e  A n i t a  e m e r g e s  f r o m  h e r  o r d e a l  w i t h  h e r  c l o t h e s  t o r n  a n d  h a r d l y  a b l e  t o
w a l k .  W h e n  h e r  p i m p ,  w h o  h a s  b e e n  w a i t i n g  o u t s i d e  f o r  t h e  c l i e n t  t o  f i n i s h ,  s e e s  h e r ,  h i s  f i r s t
r e a c t i o n  i s  t o  d e m a n d  t h e  m o n e y .  W h e n  A n i t a  a t t a c k s  h i m  i n  r a g e ,  h e  b e a t s  h e r  u p ,  t a k e s
t h e  c a s h  a n d  l e a v e s  h e r  b e h i n d  i n  t h e  g a r b a g e .

T h e  s c e n e s  t h a t  f o l l o w  t h i s  c o m b i n e  t o  f o r m  t h e  t u r n i n g  p o i n t  i n  t h e  f i l m ,  e n c o m p a s s -
i n g  t h e  c o m p l e t i o n  o f  t h e  g r o u p  u n i t  t h a t  p u t s  a n  e n d  t o  t h e  f a i l u r e s  o f  t h e  i n d i v i d u a l  o u t -
c a s t s  a s  w e l l  a s  t h e  p a s s i n g  o f  S h u n r e i  f r o m  c h i l d h o o d  i n t o  m a t u r i t y .  M i i k e  first  a c c e n t u a t e s
Shunrei’s immaturity in order to add dramatic weight to his change. We see him again
u n c o m f o r t a b l y  s i t t i n g  o n  a  c u r b  w i t h  h i s  b o t t l e s  o f  t o l u e n e  d i s p l a y e d  a r o u n d  h i m .  W h e n  h e
l o o k s  u p  h e  n o t i c e s  A n i t a  p a s s i n g  b y ,  i n  a n  e v e n  w o r s e  s t a t e  t h a n  b e f o r e  a f t e r  t h e  b e a t i n g
s h e  r e c e i v e d  f r o m  h e r  p i m p .  ( T h i s  s c e n e  i s  s h o t  o n  a  b u s y  s t r e e t  i n  t h e  c e n t e r  o f  Kabukicho
w i t h  n o c r o w d c o n t r o l ,  andthe  b r u i s e d a n d b r o k e n  A n i t a s t u m b l e s a r o u n d a m i d  unwittingshop-
pers. Some of these stare at her in horror, but most seem to ignore her presence. Miike
w o u l d  d o  s o m e t h i n g  s i m i l a r  i n  Graveya rd  o f  H o n o u r  t h r e e  y e a r s  l a t e r ,  m o r e  d e l i b e r a t e l y
a i m e d  a t  r e c o r d i n g  c r o w d  r e a c t i o n s  b y  s h o o t i n g  w i t h  a  h i d d e n  c a m e r a . )  S h u n r e i  a b a n d o n s
h i s  t o l u e n e  t o  e s c o r t  h e r  h o m e ,  w h e r e  A n i t a  g o e s  i n t o  h y s t e r i a ,  t h r o w s  t h e  b o y  o n  t h e  f l o o r ,
p u l l s  o f f  h i s  p a n t s  a n d  m o u n t s  h i m ,  a l l  t h e  w h i l e  y e l l i n g  “ M e n  a r e  i d i o t s ! ”  b e f o r e  b r e a k i n g
d o w n  i n  t e a r s  o n  t o p  o f  h i m .  A n i t a ’ s  b r e a k d o w n  i s  t h e  d i r e c t  r e s u l t  o f  S h u n r e i ’ s  i m m a t u r i t y ,
which allows her to drop her guard and show her emotions. He escorts her home where
e v e r y  o t h e r  m a n  i n  h e r  l i f e  e i t h e r  b e a t s  h e r  u p  o r  p a y s  t o  h a v e  s e x  w i t h  h e r .  S h e  r e c o g n i s e s
o r  a t  l e a s t  s e n s e s  t h i s  i n  S h u n r e i ,  a s  i l l u s t r a t e d  b y  t h e  f a c t  t h a t  s h e  f a l l s  a s l e e p  i n  h i s  a r m s

. afterwards.
W h a t  f u r t h e r  u n d e r l i n e s  t h e  c h a r a c t e r ’ s  i m m a t u r i t y  i s  t h a t  a t  t h e  s a m e  t i m e  a s  S h u n r e i ’ s

e n c o u n t e r  w i t h  A n i t a ,  R y u i c h i  a n d  C h a n  h a v e  a  m e e t i n g  w i t h  W o n g ,  t h e  l e a d e r  o f  C h i n e s e
o r g a n i s e d  c r i m e  i n  K a b u k i c h o .  T h e  m e e t i n g  c o n c e r n s  f a k e  p a s s p o r t s ,  w h i c h  w i l l  a l l o w  t h e
t h r e e  p r o t a g o n i s t s  t o  l e a v e  J a p a n  f o r  t h e  u n k n o w n  d e s t i n a t i o n  w h e r e  t h e y  h o p e  t o  f i n d  h a p -
p i n e s s  ( R y u i c h i ’ s  c o n t i n u e d  f a i l u r e  t o  g e t  a  p a s s p o r t  i s  a  s y m b o l  o f  h i s  r o o t l e s s n e s s ,  j u s t  a s
i t  w a s  f o r  t h e  e x i l e d  g a n g s t e r  Y u j i  i n  R a i n y  D o g ) .  A g a i n  i t ’ s  t h e  t w o  o f  t h e m  w h o  h a n d l e  t h e
a f f a i r s .  S h u n r e i  i s n ’ t  e v e n  l o o k i n g  o n  f r o m  a  d i s t a n c e ,  b u t  i s  s i m p l y  n o  l o n g e r  p r e s e n t .  T h i s
d o e s n ’ t  m e a n  h o w e v e r  t h a t  R y u i c h i  a n d  C h a n  a r e  g o o d  a t  w h a t  t h e y  d o ,  s i n c e  t h e y  t o o  e n d
u p  b a t t e r e d  a n d  b l e e d i n g  i n  a n  a l l e y .  W h e n  t h e y  a s k  W o n g  h o w  p o w e r f u l  e x a c t l y  h e  i s ,  t h e
p u n c h e s  f r o m  h i s  m i n i o n s  a r e  t h e  a n s w e r .

T h i s  c r e a t e s  a  p a r a l l e l  b e t w e e n  t h e  b o y s  a n d  A n i t a .  T h e i r  p r e v i o u s  r u n - i n  m a y  h a v e
c r e a t e d  t h e  i m p r e s s i o n  t h a t  t h e y  w e r e  i n  d i f f e r e n t  c a m p s ,  b u t  t h e  t r u t h  o f  t h e  m a t t e r  i s  t h a t
s h e  i s  a s  m u c h  a n  o u t c a s t  a s  t h e y  a r e .  T h i s  s t a t u s  w a s  t h e  r e a s o n  f o r  b o t h  h e r  p i c k i n g  t h e i r
p o c k e t s  a n d  t h e m  b e c o m i n g  v i c t i m  t o  i t .  W h e n  S h u n r e i  f i n d s  R y u i c h i  a n d  C h a n ,  a n d  b r i n g s
t h e m  b a c k  t o  t h e  a p a r t m e n t ,  t h e  b o n d  b e t w e e n  t h e  t h r e e  c o u n t r y  b o y s  a n d  t h e  p r o s t i t u t e  i s
f o r g e d .  S e e i n g  t h e  w o u n d e d  a n d  u n c o n s c i o u s  R y u i c h i ,  A n i t a  r e c o g n i s e s  t h a t  t h e y  a r e  l i k e
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h e r .  W h e n  C h a n  d i s c o v e r s  a  s i g n  o f  l i f e  f r o m  h i s  f r i e n d  i n  t h e  f o r m  o f  a n  e r e c t i o n ,  h e  p a y s
A n i t a  t o  h a v e  s e x  w i t h  h i m .  F o r  o n c e ,  s h e  g l a d l y  a c c e p t s  a n d  w h i l e  s h e  s i t s  a s t r i d e  h i m ,  b o t h
s h e  a n d  C h a n  l a u g h .  S h e  c a n  e n j o y  h a v i n g  s e x  w i t h  t h e s e  y o u n g  m e n  w h o  s h a r e  h e r  f a t e
a n d  a f t e r  S h u n r e i  a n d  R y u i c h i ,  C h a n  a l s o  g e t s  h i s  t u r n .  B y  h e r  fucking  a l l  t h r e e ,  t h e  g r o u p
u n i t  i s  f o r m e d .  T h e y  a r e  a l l  u n i t e d  a n d  e q u a l ,  e s p e c i a l l y  a f t e r  S h u n r e i  e m e r g e s  f r o m  c h i l d -
h o o d :  w h i l e  A n i t a  m o u n t s  R y u i c h i ,  t h e  c a m e r a  f o c u s e s  o n  S h u n r e i  s i t t i n g  i n  a  c o r n e r .  A t  f i r s t
h e  s e e m s  a s  d i s t a n t  a n d  u n c o m f o r t a b l e  a s  e v e r ,  b u t  a s  h e  h e a r s  t h e  g i g g l e s  f r o m  C h a n  a n d
A n i t a ,  h e  t o o  s u d d e n l y  e r u p t s  i n  l a u g h t e r .  F o r  t h e  f i r s t  t i m e  s i n c e  h i s  a r r i v a l  i n  t h e  c i t y  h e
e m b r a c e s  t h e  s i t u a t i o n ,  a n d  h i s  a b i l i t y  t o  d o  s o  m a r k s  t h e  e n d  o f  h i s  c h i l d h o o d .

E v e n  t h o u g h  t h e  g r o u p  h a s  n o w  b e e n  e s t a b l i s h e d  a n d  t h e  c h a r a c t e r s  a r e  h a p p i e r
t h a n  e v e r  b e f o r e  ( i l l u s t r a t e d  b y  a  s c e n e  o f  t h e m  h a v i n g  l u n c h  o n  a  r o o f t o p ,  p l a y i n g  d a r e  b y
b a l a n c i n g  p r e c a r i o u s l y  o n  t h e  l e d g e  w h i l e  e a t i n g ) ,  t h e  b o y s  s t i l l  w a n t  t o  l e a v e  J a p a n  a n d
find happiness elsewhere (“I don’t want to stay in this city!” yells Chan from the ledge, a
m o m e n t  s i m i l a r  t o  t h e  i n v e r t e d  d e c l a r a t i o n  o f  l o v e  t o  T a i p e i  d e l i v e r e d  b y  t h e  s a m e  a c t o r  i n
R a i n y  Dog).Through  a  c o n t a c t  o f  A n i t a ’ s  t h e y  s e c u r e  a  p l a c e  a s  s t o w a w a y s  o n  b o a r d  a  s h i p
l e a v i n g  f r o m  K a w a s a k i  p o r t  t o  B r a z i l  i n  s e v e r a l  d a y s .  T o  g e t  t h e  m o n e y  t o  p a y  f o r  t h e  t r i p
t h e y  d e c i d e  t o  r o b  W o n g .  A n i t a  a s k s  t o  j o i n  i n ,  s i n c e  s h e  f e a r s  t h a t  i f  s h e  s t a y s  i n  T o k y o  s h e
w i l l  e n d  u p  g e t t i n g  k i l l e d  b y  h e r  p i m p .  H e r  i n v o l v e m e n t  i s  a s  m u c h  o u t  o f  r e v e n g e  a s  o u t  o f
f e a r ,  a s  s h o w n  w h e n  t h e  f o u r  o f  t h e m  r a i d  Wang’s  r e s t a u r a n t  ( w i t h  e q u a l  g l e e ,  e v e n  S h u n r e i
j o i n s  i n  t h e  f r a c a s  n o w )  w i t h  a  g u n  t h e y  s e c u r e d  t h r o u g h  B a r b i e  a n d  a  p a i r  o f  s t o l e n  s c o o t -
e r s .  A n i t a  f i n d s  h e r  p i m p  a m o n g  t h e  c r o w d  a n d  k i c k s  h i m  f i r m l y  i n  t h e  b a l l s  b e f o r e  m a k i n g
o f f  w i t h  R y u i c h i  a n d  t h e  m o n e y .

L i k e  h e  d i d  a t  a  f e w  e a r l i e r  i n s t a n c e s  i n  t h i s  f i l m ,  h e r e  a g a i n  M i i k e  c r e a t e s  a  p a r a l l e l
w i t h  R a i n y  D o g .  W e  s e e  t h e  f o u r  p r o t a g o n i s t s  e s c a p i n g  w i t h  t h e  m o n e y  o n  t h e i r  s c o o t e r s ,
cheering over the successful robbery. But like in the 1997 film, happiness brought on by money
i s  o n l y  a n  i l l u s i o n .  Koji  End%  a c c o r d i o n  s c o r e ,  w h i c h  a c c e n t u a t e d  t h i s  i l l u s i o n ,  i s  s u d d e n l y
i n t e r r u p t e d  b y  a  g u n s h o t .  B a r b i e ,  w h o  k n e w  R y u i c h i  w a s  u p  t o  s o m e t h i n g  w h e n  h e  a s k e d  h i m
f o r  a  g u n ,  i s  w a i t i n g  f o r  t h e m  w i t h  l k e d a  ( B a r b i e ,  w h o  t h r o u g h o u t  t h e  f i l m  h a s  w o r n  b l a c k
clothes,  n o w  w e a r s  r e d ) .  T h e  s h o t  h i t s  C h a n  i n  t h e  s t o m a c h ,  a n d  t h e  s c o o t e r s  g o  d o w n  a s  t h e
n o n e y  i s  d i s p e r s e d  t h r o u g h  t h e  a i r .  R y u i c h i  s h o o t s  B a r b i e ,  a f t e r  which  l k e d a  g r a b s  a s  m u c h
of  the money as he can and runs off. Ryuichi, Shunrei and Anita hijack a car and flee with the
oleeding  C h a n  i n  t h e  b a c k s e a t ,  t r y i n g  t h e i r  b e s t  t o  k e e p  h i m  f r o m  l o s i n g  c o n s c i o u s n e s s .

A s  t h e  f o u r  p r o t a g o n i s t s  l e a v e  t h e  c i t y  a n d  h e a d  b a c k  h o m e ,  W o n g ’ s  m e n  c a t c h  u p
‘irst  with the wounded Barbie, and then with Ikeda, who was about to make off with his
,oluene  t r u c k  b u t  e n d s  u p  f o r c e - f e d  a n  o v e r d o s e  o f  h i s  o w n  s u p p l y .  T h e  d e a t h s  o f  t h e s e  t w o
:haracters a t  t h e  h a n d s  o f  W o n g  w a s  p r e v i o u s l y  e s t a b l i s h e d  i n  t h e  s a m e  w a y  M i i k e  f o r e -
s h a d o w e d  t h e  m e e t i n g s  o f  t h e  p r o t a g o n i s t s  w i t h  A n i t a  a n d  I k e d a ,  e a r l i e r  i n  t h e  f i l m .  T h e
scene  i n  w h i c h  B a r b i e  t o l d  l k e d a  a b o u t  R y u i c h i  b u y i n g  a  g u n  a l s o  f e a t u r e d  t h e m  c r o s s i n g
laths w i t h  W o n g  b y  c o i n c i d e n c e ,  t h u s  e s t a b l i s h i n g  a  s p a t i a l  l i n k  b e t w e e n  W o n g  a n d  l k e d a
h a t  f u n c t i o n s  t o  p r e f i g u r e  a  f u t u r e  c o n f r o n t a t i o n .

I k e d a ’ s  d e a t h  s c e n e  i s  a l s o  t h e  l a s t  s c e n e  s e t  i n  t h e  c i t y .  T h i s  w a y ,  t h e  c h a r a c t e r  o f
k e d a ,  d e s p i t e  n o t  h a v i n g  s u c h  a  b i g  r o l e  i n  t h e  s t o r y ,  b e c o m e s  s y m b o l i c  f o r  t h e  e x p e r i e n c e
)f  the outcasts life in the city. The first city scene was after all also of him, at work in his
iome  laboratory. lkeda bookends the Kabukicho  section of the film, and like before, his pres-
? n c e  i s  u s e d  a s  a  c o n t r a s t  w i t h  t h e  g r e e n  c o u n t r y s i d e  s e t t i n g .  M i i k e  c u t s  f r o m  h i m ,  a  g r e y

\GlTATOR -The Cinema of Takashi Miike



- b u l k  u n d e r  t h e  t o l u e n e  t r u c k ,  t o  t h e  f o u r  p r o t a g o n i s t s  g e t t i n g  s t r a n d e d  w i t h  a n  o v e r h e a t e d
c a r  s o m e w h e r e  i n  t h e  c o u n t r y ,  s u r r o u n d e d  b y  i n t e n s e l y  g r e e n  f o l i a g e .

T h e  p l o t  h a s  s o  f a r  f o l l o w e d  t h e  s t a g e s  o f  M i i k e ’ s  t h e m a t i c  p r o c e s s  f a i t h f u l l y :  s t a r t i n g
w i t h  r o o t l e s s  c h a r a c t e r s  ( t h e i r  r o o t l e s s n e s s  u n d e r l i n e d  b y  t h e  f a c t  t h a t  t h e y ’ r e  i n  t r o u b l e  w i t h
b o t h  J a p a n e s e  a n d  C h i n e s e )  w h o  f l n d  t h e m s e l v e s  o u t c a s t s  i n  a  s o c i e t y  t h a t  d o e s n ’ t  a c c e p t
t h e m ,  t h e i r  o u t c a s t  s t a t u s  f o r c e s  t h e m  i n t o  a  l i f e  o f  c r i m e  a n d  v i o l e n c e ,  b u t  t h e y  w e a t h e r  t h e
a d v e r s i t y  b y  f o r m i n g  a  g r o u p  w i t h  a  k i n d r e d  s o u l  a n d  d r e a m i n g  o f  h a p p i n e s s  i n  a  d i s t a n t
u t o p i a .  T h e  o n e  t h i n g  s t i l l  m i s s i n g  a t  t h i s  p o i n t  i s  d i s i n t e g r a t i o n ,  w h i c h  c o m e s  w h e n  t h e y
a r r i v e  i n  t h e  c o u n t r y :  C h a n  h a s  d i e d  b e f o r e  t h e y  c o u l d  g e t  h o m e .  R y u i c h i  w a n t s  t o  l e a v e
C h a n ’ s  b o d y  a t  a  n e a r b y  t e m p l e ,  b u t  g e t s  i n t o  a  h e a t e d  a r g u m e n t  w i t h  S h u n r e i ,  w h o  w a n t s
t o  r e t u r n  t h e i r  f r i e n d  t o  h i s  p a r e n t s .  T h e  a r g u m e n t  t u r n s  u g l y  w h e n  R y u i c h i  b e a t s  h i s  b r o t h e r
f o r  d i s a g r e e i n g  w i t h  h i m ,  u n t i l  A n i t a  i n t e r v e n e s .  S h e  b r i n g s  t h e m  t o  t h e i r  s e n s e s ,  b u t  t h e
d a m a g e  h a s  b e e n  d o n e  a n d  t h e  p r o c e s s  i s  i r r e v e r s i b l e ,  a s  s i g n a l l e d  b y  t h e  r e d  t i n t  t h a t  c o v -
e r s  t h e  n e x t  f e w  s c e n e s .

T h e  t h r e e  s u r v i v o r s  w a l k  a l o n g  t h e  r a i l r o a d  t r a c k s  b a c k  t o  t h e  s t a t i o n  i n  t h e i r  h o m e -
t o w n  S h u n r e i  t a k e s  a  s t o l e n  b i c y c l e  t o  t h e  h o u s e  o f  C h a n ’ s  p a r e n t s  t o  t e l l  t h e m  a b o u t  h i s
death, while Ryuichi and Anita wait for him at the station. But on his way back, Shunrei is hit
byatruckthatseemstoappearoutof nowhere.Asif sensing hisdemise, Ryuichistealsanother
b i k e  a n d  w i t h  A n i t a  o n  t h e  b a c k  g o e s  t o  l o o k  f o r  h i s  b r o t h e r .  T h e y  f i n d  h i s  m a n g l e d  b i c y c l e
a n d  a  d i s e m b o d i e d  h a n d  b e f o r e  t h e  s a m e  t r u c k  c o m e s  s t o r m i n g  a t  R y u i c h i ,  w h o  recognises
t h e  d r i v e r  a s  t h e  o w n e r  o f  t h e  s c r a p  y a r d  h e  a l m o s t  k i l l e d .  E v e n  t h o u g h  t h e y  h a v e  l e f t  t h e
c i t y ,  t h e y  a r e  o u t c a s t s  w h e r e v e r  t h e y  g o ,  p a r t i c u l a r l y  i n  t h e i r  h o m e t o w n .  I n  c h a s i n g  t h e  y o u n g
m a n ,  t h e  t r u c k  c r a s h e s  i n t o  a  s h a c k  w h o s e  c o r r u g a t e d  i r o n  r o o f  b u r i e s  i t s e l f  i n  t h e  m e c h a n i c ’ s
n e c k ,  k i l l i n g  h i m  i n s t a n t l y .

W i t h  o n l y  e a c h  o t h e r  l e f t ,  R y u i c h i  a n d  A n i t a  m a k e  t h e i r  w a y  t o  t h e  p o r t ,  b u t  f i n d  W o n g
a n d  h i s  m e n  w a i t i n g  f o r  t h e m .  A  g u n f i g h t  e n s u e s ,  W o n g  i s  k i l l e d  a n d  A n i t a  a n d  R y u i c h i  j u m p
intothe  w a t e r t o e s c a p e  h i s  m e n . T h e  l a s t  bitof  m o n e y t h e y  h a d  l e f t c o m e s f l o a t i n g  upas W o n g ’ s
h e n c h m e n  f i r e  r o u n d  a f t e r  r o u n d  o f  a m m u n i t i o n  i n t o  t h e  w a t e r .  T h e  s c e n e  e n d s  i n  a  w i d e
s h o t  o f  t h e  p o r t ,  t h e  s o u n d  o f  g u n f i r e  r e s o u n d i n g  t h r o u g h  t h e  ai!.

F r o m  t h i s  p a n o r a m i c  w i d e  s h o t ,  M i i k e  c u t s  t o  a  c l o s e - u p  o f  a  p o o l  o f  b l o o d  s p l a s h i n g
b a c k  a n d  f o r t h ,  o n  t h e  b o t t o m  o f  w h a t  i s  r e v e a l e d  t o  b e  a  r o w i n g  b o a t .  R y u i c h i  a n d  A n i t a  a r e
o u t  i n  t h e  o p e n  s e a ,  a n d  d e s p i t e  b l e e d i n g  h e a v i l y  a n d  b e i n g  s t r a n d e d  i n  a  l i t t l e  w o o d e n
s l o o p ,  t h e  f a c t  t h a t  M i i k e  p u l l s  b a c k  f r o m  t h a t  c l o s e - u p  a l l  t h e  w a y  t o  a  p a n o r a m i c  b i r d s  e y e
view of the wide sea suggests that this couple of outcasts might well find their utopia. When
t h e i r  t i n y  b o a t  a l m o s t  s e e m s  t o  d i s a p p e a r  i n  t h e  o v e r w h e l m i n g  m a s s  o f  w a t e r ,  t h e  q u e s t i o n
o f  w h e t h e r  o r  n o t  t h e y  w i l l  m a k e  i t  b e c o m e s  i r r e l e v a n t .  T h e  c o u r s e  o f  t h e  l i t t l e  r o w i n g  b o a t  i s
t h e  f i l m ’ s  s e c o n d  l e y  l i n e ,  t h e  o n e  t h a t  l e a d s  t o  t h a t  i n d i s t i n c t  f i n a l  d e s t i n a t i o n ,  a n d  o n c e
a g a i n  w e  h e a r  R y u i c h i  s i n g i n g  h i s  s o n g  a b o u t  t h e  r a i l r o a d  t h a t  l e a d s  t o  a n  u n k n o w n  p l a c e .
B y  s t a n d i n g  b a c k  a n d  l e t t i n g  a l l  c o n c e r n s  f a d e  a w a y ,  M i i k e  a l l o w s  h i m  a n d  A n i t a  t h e i r  h a p p i -
n e s s ,  w h e r e v e r  i t  m a y  l i e .
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SILVER

M i i k e ’ s  f i r s t  V - c i n e m a  p r o d u c t i o n  i n  t w o  y e a r s ,  S i l v e r  w a s  a l s o  a  r e n e w e d  p a r t n e r s h i p  w i t h
H i s a o  M a k i .  I t  p r o v e d  t o  b e  a n  u n w i s e  d e c i s i o n .  D e s p i t e  t h e  f a c t  t h a t  f i v e  y e a r s  h a d  p a s s e d
since their last collaboration, Maki’s abilities as a writer hadn’t improved a bit since Bodyguard
K i b a  3 .  H i s  v a n i t y  o n  t h e  o t h e r  h a n d  s e e m e d  t o  h a v e  o n l y  i n c r e a s e d ,  a s  w i t n e s s e d  b y  h i s
b e i n g  c r e d i t e d  a s  p r o d u c e r ,  w r i t e r  ( b a s e d  o n  h i s  o w n  m a n g a ) ,  a c t i o n  d i r e c t o r  a n d  a c t o r .  H i s
r e p r i s a l  o f  h i s  t r a d e m a r k  c a m e o  a s  a  k a r a t e  i n s t r u c t o r  w a s  i n d i c a t i v e :  b y  c a s t i n g  h i m s e l f  a s
t h e  p r o t a g o n i s t s  t e a c h e r ,  h e  p l a y e d  t h e  o n l y  c h a r a c t e r  t o  r a n k  a b o v e  t h e  h e r o .

I t s  s t o r y  a  t y p i c a l  M a k i  c o m b i n a t i o n  o f  k a r a t e ,  w r e s t l i n g  a n d  p s e u d o - e s p i o n a g e ,  S i l v e r ’ s
b l a t a n t  o p e n  e n d i n g  i n d i c a t e s  t h a t  i t  w a s  m e a n t  a s  t h e  f i r s t  i n  a  s e r i e s .  T h e  f a c t  t h a t  n o  f u r -
t h e r  e p i s o d e s  h a v e  s i n c e  e m e r g e d  i s  a n  i n d i c a t i o n  o f  t h e  f i l m ’ s  q u a l i i .  E v e n  f o r  a n  e p i s o d e
of a series it is clumsily structured, let alone for a feature film.

S u f f e r i n g  f r o m  a l l  t h e  s y m p t o m s  t h a t  p l a g u e d  M i i k e ’ s  e a r l i e r  M a k i  a d a p t a t i o n s ,  S i l v e r
i s  a  t h r o w b a c k  t o  t h e  d a y s  o f  A  H u m a n  M u r d e r  W e a p o n ,  i t s  a b j e c t  p o v e r t y  r e n d e r e d  all  t h e
m o r e  e v i d e n t  b y  a r r i v i n g  r i g h t  a f t e r  L e y  L i n e s .  T h e  c o n t r a s t  b e t w e e n  t h e  t w o  f i l m s  i s  a s t o n -
ishing. Miike seems to have thrown all the progress he made since his early video days
o v e r b o a r d  i n  o n e  f e l l  s w o o p ,  e v e n  g o i n g  s o  f a r  a s  t o  f a l l  b a c k  o n  t h e  p o i n t l e s s l y  e x c e s s i v e
u s e  o f  d o l l y  s h o t s  s o  t y p i c a l  o f  h i s  f o r m a t i v e  y e a r s . .

The premise of the film is as nonsensical as its execution. Former FBI agent Jun
S h i r o g a n e  ( p l a y e d  w i t h  t o t a l  l a c k  o f  b o t h  c h a r i s m a  a n d  a c t i n g  a b i l i t y  b y  v a p i d ,  b i g - b r e a s t e d
t o p l e s s  m o d e l  A t s u k o  S a k u r a b a )  i s  r e c r u i t e d  b y  h e r  f o r m e r  c o l l e a g u e  a n d  e x - l o v e r  M i n a m i d a
(Kenji Haga)  into a secret government organisation, which was formed to combat “the
i n c r e a s i n g  c h a o s  a t  t h e  e n d  o f  t h e  t w e n t i e t h  c e n t u r y ” .  M i n a m i d a  u s e d  t o  s e r v e  a s  a  p o l i c e -
m a n  u n d e r  J u n ’ s  f a t h e r ,  w h o  w a s  k i l l e d  a l o n g  w i t h  h i s  w i f e  a n d  y o u n g e s t  d a u g h t e r  b y  a  m e n -
t a l l y  r e t a r d e d ,  c h a i n s a w - w i e l d i n g  m a n i a c  i n  t h e  s e r v i c e  o f  t h e  y a k u z a  ( t h e  a f t e r m a t h  o f  t h i s
e v e n t  s e r v e s  a s  t h e  f i l m ’ s  o p e n i n g  s c e n e ,  i t s  b l o o d - s p a t t e r e d ,  m a s k e d  m u r d e r e r  i s  a  v e r y
o b v i o u s  n o d  t o  Tobe  H o o p e r ’ s  The Texas  C h a i n s a w  Massac re ) .  A t  t h e  t i m e  o f  t h e  m u r d e r s ,
J u n  w a s  t a k i n g  p a r t  i n  a  k a r a t e  t o u r n a m e n t  i n  t h e  U n i t e d  S t a t e s  a n d  t h e  g u i l t  s h e  f e e l s  o v e r
n o t  h a v i n g  b e e n  a b l e  t o  p r o t e c t  h e r  f a m i l y  i s  w h a t  m a d e  h e r  d e c i d e  t o  b e c o m e  a  c o p .

A f t e r  J u n  a g r e e s  t o  h i s  o f f e r ,  M i n a m i d a  a s k s  h e r  t o  g o  u n d e r c o v e r  a s  a  m e m b e r  o f  a
travelling troupe of female wrestlers, since “wrestlers are always on the road and travel to many
d i f f e r e n t  p l a c e s ,  s o  i t s  i d e a l  c a m o u f l a g e  f o r  s e a r c h i n g  o u t  e v i l  e l e m e n t s  a l l  o v e r  t h e  c o u n t r y ” .

Jut-r’s  f i r s t  m i s s i o n  i s  t o  s m a s h  t h e  o p e r a t i o n s  o f  y a k u z a - a f f i l i a t e d  c o r p o r a t e  e x t o r t i o n -
i s t  N a n c y  Dtori  ( K e i j i  M a t s u d a ) ,  w h o  u s e s  h e r  s k i l l s  a s  a n  S / M  d o m i n a t r i x  t o  e n s n a r e  c o r p o -
r a t e  e x e c u t i v e s  i n t o  h e r  f i e n d i s h  w e b  b y  t u r n i n g  t h e m  i n t o  h e r  p e r s o n a l  s e x  s l a v e s .  H e r  l a t e s t
v i c t i m  i s  b a n k  m a n a g e r  S a s a k i  (Koji  T s u k a m o t o ) ,  w h o  i s  d e l i v e r e d  t o  N a n c y  b y  t h e  w o m a n ’ s
y a k u z a  s t r o n g m e n  a n d  p r o v e s  t o  b e  v e r y  r e s p o n s i v e  t o  a l l  m a n n e r s  o f  s e x u a l  d e g r a d a t i o n .

T h e  w r e s t l i n g  t r o u p e  t r a v e l s  t o  N a n c y ’ s  h o m e t o w n ,  w h e r e  t h e y  p u t  o n  t h e i r  a c t  f o r  t h e
a m u s e m e n t  o f  t h e  l o c a l  p o p u l a t i o n .  J u n  ( n i c k n a m e d  S i l v e r  J u n  a n d  w e a r i n g  a  s k i n - t i g h t  r u b -
b e r  c o s t u m e )  m a k e s  h e r  d e b u t  a s  a  p r o f e s s i o n a l  w r e s t l e r  i n  t h e  a f t e r n o o n ,  t h e n  a t  n i g h t  ( s t i l l
w e a r i n g  t h e  s a m e  c o s t u m e )  b r e a k s  i n t o  t h e  m a n s i o n  o c c u p i e d  b y  t h e  c r o o k e d  d o m i n a t r i x .

AGITATOR -The Cinema of Takashi  Miike



Jun (Atsuko Sakuraba,  r.) and Minamida (Kenii Haga)  in a tight spot

S h e  s t u m b l e s  i n t o  t h e  m i d d l e  o f  N a n c y ’ s  h a v i n g  h e r  w a y  w i t h  S a s a k i  a n d  b e g i n s  t o
b e a t  h e r  u p  b e f o r e  b e i n g  c a p t u r e d  b y  t h e  w o m a n ’ s  g u a r d s  a n d  t a k e n  t o  h e r  d u n g e o n s .  A f t e r
b e i n g  t h e  s u b j e c t  o f  a  t o p l e s s  w h i p p i n g  ( h i g h - c o n t r a s t  l i g h t i n g  k e e p s  S a k u r a b a ’ s  a s s e t s  f r o m
b e i n g  c o m p l e t e l y  e x p o s e d ) ,  J u n  f r e e s  h e r s e l f  w i t h o u t  m u c h  e f f o r t  a n d  e s c a p e s .  B e f o r e  l o n g
s h e  i s  p i c k e d  u p  b y  a  g r o u p  o f  g a n g s t e r s  a n d  b r o u g h t  t o  S a s a k i ’ s  o f f i c e .  S h e  b e a t s  u p  t h e
b a n k  m a n a g e r  t h e n  g o e s  b a c k  t o  t a k e  c a r e  o f  N a n c y .  I n t e r r u p t i n g  h e r  d u r i n g  a n  a u t o - e r o t i c
a c t  i n v o l v i n g  c a n d l e  w a x ,  J u n  l i f t s  t h e  d o m i n a t r i x  a b o v e  h e r  h e a d  a n d  h o l d s  h e r  t h e r e  f o r  w h a t
s e e m s  l i k e  a n  e t e r n i t y ,  b e f o r e  b r e a k i n g  N a n c y ’ s  b a c k  o v e r  h e r  k n e e  w i t h  a  w r e s t l i n g  m o v e .

W i t h  t h a t ,  t h e  p l o t  h a s  b e e n  c o m p l e t e d .  I n d i c a t i v e  o f  Maki’s  i l l - s t r u c t u r e d  w r i t i n g ,  t h i s
p o i n t  a r r i v e s  a f t e r  o n l y  5 3  m i n u t e s .  H o w  h e  p r o c e e d s  t o  f i l l  t h e  r e s t  o f  t h e  r u n n i n g  t i m e  ( t h e
film runs a grand total of 79 minutes) is equally symptomatic: an obligatory love scene between
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Ind  M i n a m i d a  ( s h o t  i n  s o f t  f o c u s  a n d  s l o w  m o t i o n ,  t e d i o u s  a n d  c o m p l e t e l y  unerotic),  f o l -
d  b y  t h e  i n t r o d u c t i o n  o f  a  n e w  c h a r a c t e r  w h o  i s  i m m e d i a t e l y  k i l l e d  o f f  a f t e r  s e r v i n g  h i s
o s e  i n  t h e  s t o r y .  T h i s  c h a r a c t e r  ( p l a y e d  b y  Y a s u k a z e  M o t o m i y a )  i s  a  r e n e g a d e  m e m b e r
t  a n o t h e r  t o p - s e c r e t  g r o u p  o f  g o v e r n m e n t - t r a i n e d  a s s a s s i n s  c a l l e d  t h e  M a m u s h i  N o  Ana
X’S  h o l e ‘ ) .  H a v i n g  s t e a l t h i l y  s a v e d  J u n  f r o m  a s s a s s i n a t i o n  b y  t h e  y a k u z a  e a r l i e r  ( h e  k i l l e d
Iunman  w i t h  s e v e r a l  w e l l - p l a c e d  d a r t s ) ,  h e  h a n d s  h e r  a  f i l e  c o n v e n i e n t l y  c o n t a i n i n g  a l l
xoof  of Nancy’s illicit dealings. He saves Jun’s life from another sniper in the streets that
t  ( m o m e n t s  a f t e r  t h e y  t h r a s h e d  a  g a n g  o f  t e e n a g e  p u n k s  t o g e t h e r ) ,  b u t  i s  h i m s e l f  k i l l e d
?process.AsJun h i d e s f r o m  t h e a s s a s s i n ’ s  b u l l e t s ,  Minamidasuddenlyappearsonamotor-
t o  t a k e  h e r  t o  s a f e t y .  A  g l i m p s e  o f  t h e  a s s a i l a n t  r e v e a l s  t h a t  s h e  i s  f e m a l e  a n d  h a s  a

.st  size to rival Jun’s, before the film cuts to the end credits.
Thanks to Maki’s downright incapacity to tell a properly structured story that makes at least

e  s e n s e ,  a n d  a  d i r e c t o r  w h o  a p p e a r s  t o  h a v e  t e m p o r a r i l y  l o s t  a l l  h i s  t a l e n t  a n d  a b i l i t y ,
arfalls  s h o r t  e v e n  o f  t h e  ‘ s o  b a d  i t ’ s  g o o d ’  c a t e g o r y .  D e s p i t e  i t s  n u m e r o u s  e x p l o i t a t i o n  ele-
Its,  t h e  o v e r a b u n d a n c e  o f  e x p o s i t i o n a l  d i a l o g u e  s c e n e s  m a k e s  t h e  f i l m  s l o w  a n d  t e d i o u s .
:e it was intended as the pilot of a series, this creates the necessity to firmly establish the
a g o n i s t  a n d  v a r i o u s  s u p p o r t i n g  c h a r a c t e r s  i n  o r d e r  f o r  t h e m  t o  f u n c t i o n  a s  f l a t  c h a r a c t e r s
Jbsequent  e p i s o d e s .  T h e  r e s u l t  i s  t o o  m u c h  e x p o s i t i o n  t h a t  s l o w s  t h e  f i l m  d o w n .

F u r t h e r m o r e ,  S a k u r a b a ’ s  a m p l e  c h e s t  c a n ’ t  c h a n g e  t h e  f a c t  t h a t  s h e  i s  a  c o m p l e t e l y
rd  presence who lacks acting ability.To  add insult to injury, she has to perform amidstthread-
s p r o d u c t i o n  v a l u e s .  W i t h  n o  m o n e y  f o r  s e t  d r e s s i n g ,  N a n c y ’ s  m a n s i o n  i s  e m p t y  s a v e  f o r
c h a i r s ,  a  m a t t r e s s  a n d  l o t s  o f  c a n d l e s .  T h e  s p e c i a l  e f f e c t s  a r e  b o t t o m - o f - t h e - b a r r e l ,  w i t h

b v e r y  o b v i o u s  c o m p o s i t e  s h o t  p a s t i n g  a  g r o u p  o f  g l e a m i n g  o f f i c e  t o w e r s  a g a i n s t  a  back-
u n d  o f  M o n u m e n t  V a l l e y .  S h o t  o n  v i d e o ,  t h e  f i l m  a l t e r n a t e s  overlit  i n t e r i o r s  a n d  u n d e r l i t

-It t i m e  e x t e r i o r s ,  b u n g l i n g  s u c h  f u n d a m e n t a l  a s p e c t s  o f  c a m e r a w o r k  a s  w h i t e  b a l a n c e
r e m a t o g r p a h e r  T a n h i k o  M i t s u i  p r e v i o u s l y  w o r k e d  w i t h  M i i k e  o n  t h e  Oretachi  Wa  Tenshi
Naifilms).

U l t i m a t e l y  t h o u g h ,  a  f i l m  i s  t h e  d i r e c t o r ’ s  r e s p o n s i b i l i t y .  W e ’ v e  a l r e a d y  s i g n a l l e d  i n
tpter  3  h o w  s t r o n g  t h e  i n f l u e n c e  o f  H i s a o  M a k i  i s  o n  M i i k e ’ s  p e r f o r m a n c e  a s  a  d i r e c t o r ,
1  S i l v e r  w o u l d  s e e m  t o  c o n f i r m  t h i s .  E v e n  f i v e  y e a r s  l a t e r ,  a f t e r  a  s t r i n g  o f  h i g h - q u a l i t y
r k s ,  i t ’ s  a  c o l l a b o r a t i o n  w i t h  M a k i  t h a t  u n d o e s  e v e r y t h i n g  t h a t  w e n t  b e f o r e  a n d  w h i c h  d r a g s
d i r e c t o r  b a c k  d o w n  t o  t h e  l e v e l  o f  a  m e r e  n o v i c e .  B u t  s u c h  d r a s t i c  c h a n g e  w o u l d n ’ t  b e
ssible  w i t h o u t  t h e  d i r e c t o r ’ s  o w n  w i l l  a n d  t h e  f a u l t  i s  a s  m u c h  h i s  a s  i t  i s  M a k i ’ s .  T h i s  d o e s
p e a r  t o  b e  t h e  i n e v i t a b l e  c o n c l u s i o n  o f  a l l  t h e  M i i k e - M a k i  c o l l a b o r a t i o n s .  S a d l y ,  S i l v e r
uldn’t  be their fast.
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WHITE-COLLAR WORKER KINTARO
S a l a r y m a n  K i n t a r o

C o m i n g  r i g h t  a f t e r  S i l v e r ,  W h i t e - C o l l a r  W o r k e r  Kinfaro  w a s  a n o t h e r  d i s a p p o i n t m e n t .  W h i l e
1999 also gave us two of Miike’s best films in the shape of Ley Lines and*Dead  or Alive, the
t h r o w a w a y  m e s s  S i l v e r  a n d  t h e  t h o r o u g h l y  c o n v e n t i o n a l  Kinfaro  w e r e  t w o  c o n s e c u t i v e  l o w s
t h a t  s t o o d  i n  s t r o n g  c o n t r a s t .

A s  o u t r i g h t  c o m m e r c i a l  i n  i t s  i n t e n t i o n s  a s  Andromedia,  W h i t e - C o l l a r  W o r k e r  K i n t a r o
i s  d i f f e r e n t  i n  t h a t  i t  o f f e r e d  i t s  d i r e c t o r  n o  t h e m e s  t o  e x p l o r e .  W h a t  i t  d i d  o f f e r  w a s  a  p e r -
f u n c t o r y  i n t r i g u e ,  p o p u l a t e d  w i t h  t w o - d i m e n s i o n a l  c h a r a c t e r s  a n d  c a r r y i n g  a  m o r a l i s t i c  u n d e r -
t o n e  h a n d l e d  w i t h  s o  l i t t l e  s u b t l e t y  a s  t o  b e c o m e  a l m o s t  l a u g h a b l e .

T h e  w h i t e - c o l l a r  w o r k e r  o f  t h e  t i t l e  i s  a  m o r a l l y  u p s t a n d i n g  y o u n g  salaryman  f i g h t i n g
c o r p o r a t e  c r i m e  a n d  c o r r u p t i o n .  K i n t a r o  ( K a t s u n o r i  T a k a h a s h i )  w a s  o n c e  t h e  l e a d e r  o f  a
b i k e r  g a n g ,  b u t  h a s  g o n e  o n  t o  b e c o m e  a  r e s p o n s i b l e  a d u l t  a n d  f a t h e r .  H e  n o t  o n l y  f i g h t s
c o r p o r a t e  w r o n g d o i n g  b u t  a l s o  s a v e s  f e l l o w  o f f i c e w o r k e r s f r o m  b e i n g  m o l e s t e d  b y  s t r e e t  p u n k s
a n d  d i v e s  i n t o  a  b u r n i n g  h o u s e  t o  s a v e  a n  i n f a n t  c h i l d  w h e r e  f i r e m e n  w o n ’ t  r i s k  g o i n g  i n t o
t h e  f l a m e s .  I n s t e a d  o f  a  h u m a n  b e i n g ,  K i n t a r o  i s  f l a w l e s s ,  l i k e  S u p e r m a n  w h o  never  b o t h e r s
t o  c h a n g e  o u t  o f  C l a r k  K e n t ’ s  g r e y  s u i t .

T h o u g h  p e r h a p s  Popeye  w o u l d  a  b e t t e r  a n a l o g y  f o r  t h i s  c h a r a c t e r  o r i g i n a t i n g  f r o m  a
manga for teenage boys. Just like Popeye  took a weight off many a parents shoulders by teach-
i n g  c h i l d r e n  t o  l i k e  s p i n a c h ,  t h e  c h a r a c t e r  o f  K i n t a r o  c o u l d  b e  c o n s i d e r e d  p r o p a g a n d a  f o r  t h e



Left: The superman: on his way to work. Kintar saves a fellow salaryman  from the clutches of a dreet  gang.
Right: Kintar and his layabout  boss Mr. Igo (Tsutomu  Yamazaki)  discover the fraud during the government pitch.

life of an office worker, civil obedience and upstanding moral values. His adventures are infused
w i t h  t h e  c o n c e p t  o f  gambare,  t h e  e n c o u r a g i n g  e x p r e s s i o n  o f  p e r s e v e r a n c e  a n d  c o u r a g e .

B u t  e v e n  t h o u g h  t h e  p l o t  s t a y s  c l o s e  t o  t h e  o r i g i n a l  m a n g a ,  i t ’ s  u n l i k e l y  t h a t  t h e  f i l m
h a d  t h e  s a m e  a i m .  W i t h  Kintar&  c o n t i n u o u s  s p o u t i n g  o f  l i n e s  l i k e  “ D o n ’ t  u n d e r e s t i m a t e  a
s a l a r y m a n ”  a n d  “ D o n ’ t  a b u s e  o u r  t a x  m o n e y ! ”  t h e r e  c a n  b e  l i t t l e  m i s t a k e  a b o u t  t h e  f i l m ’ s
f u n c t i o n  a s  a  v i c a r i o u s  f a n t a s y  f o r  a d u l t  m a l e  o f f i c e  w o r k e r s .  Kintar  n o t  o n l y  f i g h t s  f o r  j u s -
t i c e  a n d  b e a t s  u p  s t r e e t  p u n k s ,  h e  h a s  t h e  a d m i r a t i o n  o f  h i s  c o l l e a g u e s  a n d  h i s  s u p e r i o r s ,
h a s  s e v e r a l  w o m e n  v y i n g  f o r  h i s  a t t e n t i o n  a n d  i s  a l s o  t h e  l o v i n g  f a t h e r  o f  a  m o d e l  s o n .  H i s
o n l y  f l a w  i s  t h e  f a c t  t h a t  h e  h a s  a n  e x - w i f e ,  t h e  m o t h e r  o f  h i s  s o n  R y u t a ,  b u t  o f  c o u r s e  t h e i r
s p l i t  w a s  a n  a m i c a b l e  o n e  a n d  t h e y  r e m a i n  g o o d  f r i e n d s .

M e a n t  a s  a  b r i d g e  b e t w e e n  t w o  s e a s o n s  o f  t h e  Salaryman  Kinfar  t e l e v i s i o n  s e r i e s
[ w h i c h  t h e  d i r e c t o r  w a s  n o t  i n v o l v e d  w i t h )  t h e  f i l m ’ s  p l o t  c o n c e r n s  a  s c h e m e  b y  r i v a l  c o r p o -
r a t i o n s  a n d  a  c o r r u p t  s e n a t o r  t o  d e s t r o y  Kintar&s  e m p l o y e r  Y a m a t o  C o n s t r u c t i o n .  W h e n  a l l
i t s  c & t r a c t s  f o r  p u b l i c  w o r k s  a n d  g o v e r n m e n t  o r d e r s  a r e  m y s t e r i o u s l y  c a n c e l l e d ,  Y a m a t o  i s
i n  d a n g e r  o f  g o i n g  b a n k r u p t .  Kintar  h a s  j u s t  b e e n  t r a n s f e r r e d  t o  t h e  c o m p a n y ’ s  s m a l l  b r a n c h
i n  s u b u r b a n  Tbhoku,  w h i c h  i s  r u n  b y  t h e  l a y a b o u t , ,  u n d i s c i p l i n e d  m a n a g e r  Igo  ( T s u t o m u
Y a m a z a k i ) .  Igo’s  g o o d - f o r - n o t h i n g  a t t i t u d e  - h e  p r e f e r s  p l a y i n g  m a h - j o n g  i n  a  l o c a l  b a r  t o
working - is a thorn in Kintar&  side, but Igo  wins the respect of his new recruit when he
b e a t s  Kintar  i n  a  m a n - t o - m a n  f i g h t .

T h e  t w o  d i s c o v e r  t h a t  Y a m a t o  i s  b e i n g  k e p t  f r o m  o b t a i n i n g  g o v e r n m e n t  o r d e r s  t h r o u g h
s s y s t e m  o f  b l a n k  p a p e r  b i d s .  Kintar  u n m a s k s  t h e  s c h e m e  i n  f r o n t  o f  g o v e r n m e n t  o f f i c i a l s
a n d  c o m p e t i t o r s ,  d u r i n g  a  p i t c h  f o r  a  n e w  c o n t r a c t .  T h e  c o n s p i r a t o r s  t h e n  c a l l  i n  t h e  h e l p  o f
t h e  y a k u z a  a n d  s e v e r a l  d a y s  l a t e r  b o t h  Igo  a n d  Kintar&  s o n  R y u t a  ( T o m o n d s u k e  Shimada)
b e c o m e  t h e  v i c t i m s  o f  a  b o m b  a t t a c k .  A l t h o u g h  n e i t h e r  o f  t h e s e  p r o v e s  l e t h a l ,  i t ’ s  e n o u g h
r e a s o n  f o r  Kintar  t o  g o  f o r  r e v e n g e .  H e  r e - u n i t e s  h i s  o l d  b i k e r  g a n g ,  w h o  d r i v e  i n  a n  ever-
g r o w i n g  p r o c e s s i o n  t o  p r o t e s t  a g a i n s t  c o r r u p t i o n .  T h e  p o l i c e  a r e  u n a b l e  t o  s t o p  w h a t  s o o n
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b e c o m e s  a  c o n v o y  o f  t h o u s a n d s  o f  m o t o r c y c l e s ,  w h i c h  a t t r a c t s  w i d e s p r e a d  m e d i a  a t t e n -
t i o n .  W i t h  h i s  f r i e n d s  b y  h i s  s i d e ,  Kintar  f i r s t  w i p e s  o u t  t h e  y a k u z a ,  t h e n  h e a d s  f o r  s e n a t o r
T a n i o k a ’ s  h o u s e .  T h e r e  h e  i s  i n t e r c e p t e d  b y  h u n d r e d s  o f  p o l i c e m e n  i n  r i o t  g e a r  w h o  b l o c k
t h e  e n t r a n c e  t o  t h e  h o u s e  a n d  i s  a r r e s t e d .

T h e  d e n o u e m e n t  i s  c o n s t r u c t e d  i n  k e e p i n g  w i t h  t h e  f i l m ’ s  m e s s a g e  o f  c i v i l  o b e d i e n c e
s n d  m o r a l  v a l u e s .  W h i l e  Kintar  i s  i n  j a i l ,  a  b i g  i n v e s t i g a t i o n  a g a i n s t  c o r r u p t i o n  i s  u n d e r -
t a k e n ,  w i d e l y  r e p o r t e d  i n  t h e  m e d i a  w h i c h  d e c l a r e  Kintar  a  h e r o .  A l l  t h o s e  r e s p o n s i b l e  f o r
t h e  s c h e m e  a r e  a r r e s t e d  a n d  Y a m a t o  C o n s t r u c t i o n  i s  s a v e d  - a  r e s o l u t i o n  o b t a i n e d  t h r o u g h
r h e  l a w ,  n o t  t h r o u g h  v i o l e n c e ,  w h i c h  a l s o  k e e p s  Kintar&  h a n d s  c l e a n  s i n c e  t h e  o n l y  vio-
ence  he used was against the yakuza. KintarB  is released from jail a hero, given a sus-
pended  s e n t e n c e  s o  a s  n o t  t o  c o n d o n e  h i s  b e h a v i o u r  a n d  d e l i v e r  t h e  m e s s a g e  t h a t  o n e  i s
a l w a y s  r e s p o n s i b l e  f o r  t h e  consequendes  o f  o n e ’ s  o w n  a c t i o n s .  W a l k i n g  o u t  o f  t h e  court-
house, h e  i s  w e l c o m e d  b y  a  h u g e  c r o w d  o f  c h e e r i n g  p e o p l e .  “ A l l  t h e  J a p a n e s e  a r e  a n g r y
and  t h e y  s u p p o r t  y o u , ”  m i s t e r  Y a m a t o  h i m s e l f  ( M a s a h i k o  T s u g a w a )  t e l l s  Kintar&  A n d  a s  i f  i t
wasn’t  y e t  s u f f i c i e n t l y  c l e a r :  “ I n  t r o u b l e d  t i m e s ,  p e o p l e  n e e d  a  h e r o . ”

As witnessed by this conclusion, the film severely overstates its messages, driving
them  h o m e  w i t h  a  c o m p l e t e  l a c k  o f  s u b t l e t y  o n  e v e r y  l e v e l :  w h e n  Kintari,  d e l i v e r s  h i s  right-
eous  s p e e c h e s ,  h e  d o e s  s o  i n  h e r o i c  c l o s e - u p .  C h a r a c t e r s  l a c k  a l l  n u a n c e  a n d  a r e  e i t h e r
black o r  w h i t e ,  w i t h  o n l y  t w o  e x c e p t i o n s .  T h e  c i v i l  s e r v a n t  Hanada,  w h o  r e a d s  o u t  t h e  cor-
o b o r a t e  b i d s  d u r i n g  t h e  p i t c h ,  i s  e n s n a r e d  b y  h i s  s u p e r i o r s  t o  c o o p e r a t e  w i t h  t h e  s c h e m e  o f
the  b l a n k  p a p e r  b i d .  B u t  s i n c e  h e  i s  t h e  f a t h e r  o f  t h e  c h i l d  Kintars s a v e d  f r o m  t h e  b u r n i n g
house,  h e  i s  t o r n  b e t w e e n  f r i e n d s h i p  a n d  o b l i g a t i o n .  H e  f i n a l l y  c h o o s e s  t h e  l a t t e r  a n d  w h e n
<intar  u n m a s k s  t h e  s c h e m e ,  Hanada  c o m m i t s  s u i c i d e  t h e  f o l l o w i n g  m o r n i n g . T h i s  ambiva-
ence  i s  t h e  m a i n  r e a s o n  w h y  t h e  s e q u e n c e  o f  t h e  b l a n k  p a p e r  b i d  i s  o n e  o f  t h e  f i l m ’ s  m o r e
successful  scenes.

T h e  o t h e r  e x c e p t i o n  i s  Igo,  b u t  i n s t e a d  o f  h i s  w a y s  r u b b i n g  o f f  o n  Kintar6,  i t ’ s  t h e  o t h e r
N a y  a r o u n d .  I n  f a c t  i t  w a s  t h e  i n t e n t i o n  a l l  a l o n g  t o  h a v e  KintarS’s  p r e s e n c e  b r i n g  Igo  dack
o  h i s  f o r m e r  s e l f ,  t h e  m a n  h e  w a s  b e f o r e  h e  s t o p p e d  c a r i n g  a b o u t  a n y t h i n g  b u t  h i m s e l f .  T h e
mplication  i s  t h a t  h e  w a s  j u s t  l i k e  Kintar  w h e n  h e  w a s  y o u n g e r  b u t  l o s t  s i g h t  o f  h i s  i d e a l s
n  t h e  c o u r s e  o f  h i s  l i f e  ( w h i c h  g i v e s  a t  l e a s t  p a r t  o f  t h e  a u d i e n c e  a n o t h e r  p o i n t  o f  identifica-
i o n ,  s u p p o r t i n g  t h e  r e a d i n g  t h a t  t h e  f i l m  i s  c o n s c i o u s l y  a i m e d  a t  m u c h  o l d e r  a u d i e n c e s  t h a n
h e  m a n g a ) .  O f  c o u r s e ,  t o  b r i n g  Igo  b a c k  t o  h i s  o l d  s e l f  a l s o  i m p l i e s  b r i n g i n g  h i m  b a c k  t o
‘anformity,  t h u s  a l s o  m a k i n g  h i m  a  t w o - d i m e n s i o n a l  c h a r a c t e r .

I t ’ s  n o t  j u s t  t h e i r  l a c k  o f  d e p t h  t h a t  h a m p e r s  t h e  c h a r a c t e r s .  J u s t  l i k e  i n  Andromedia,
h e r e  a r e  p r o b l e m s  w i t h  m o t i v a t i o n  a n d  f u n c t i o n  a s  w e l l .  T h e  e n t i r e  p l o t  r e s t s  o n  t h e  s e c r e t
agreement  betweenyamato’s  main rival and SenatorTanioka.  But the rival’s motivation for want-
n g  t o  d e s t r o y  Y a m a t o  C o n s t r u c t i o n  i s  t h a t  h e  “ c a n ’ t  h a t e  t h e m  e n o u g h . ”  T h e  s e n a t o r ’ s  h a s
a n  e q u a l l y  i m p l a u s i b l e  r e a s o n  t o  j o i n  t h e  s c h e m e :  a t  a  r e c e p t i o n  f o r  Y a m a t o ’ s  a n n i v e r -
sa ry ,  Kintar  p u t  T a n i o k a  i n  h i s  p l a c e  f o r  m a k i n g  i n d e c e n t  p r o p o s a l s  t o  h i s  f e m a l e  f r i e n d
Wisuzu  ( Y o k o  S a i t o ) .

A s  a  r e s u l t  o f  b e i n g  c a u g h t  i n  b e t w e e n  t w o  s e a s o n s  o f  a n  o n g o i n g  t e l e v i s i o n  s e r i e s ,
q u i t e  a  f e w  o f  t h e  c h a r a c t e r s  t h a t  a p p e a r  i n  t h e  f i l m  h a v e  n o  r e a l  f u n c t i o n  b e y o n d  c a r r y i n g  o n
:heir  TV  r o l e .  T h e  s a m e  M i s u z u ’ s  o n l y  r o l e  i s  t o  s e t  u p  t h e  c o n f r o n t a t i o n  b e t w e e n  Kintar  a n d
:he senator. One of Kintaro’s secret admirers is Misuzu’s sister, a pop singer called Mimi (Kanako
I n o m o t o )  w h o s e  p u r s u i t  o f  t h e  p r o t a g o n i s t  o n l y  f u n c t i o n s  t o  e m p h a s i s e  t h e  t o r c h  t h a t  t h e
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Len: Mr.Yamato (MasahikoTsugawa, I.), Kintara and Masumi (Michiko Hada) await Ryuta’s release from hospital
Right: Kintarb celebrates victory with Ryuta, Masumi and the rest of the country.

salaryman’s  c o l l e a g u e  M a s u m i  ( M i c h i k o  Hada)  c a r r i e s  f o r  h i m .  F i n a l l y  t h e r e  i s  KintanS co-
w o r k e r  a n d  n e m e s i s  Seiji  ( N a o k i  H o s a k a )  w h o  s i t s  o n  c r u c i a l  i n f o r m a t i o n  a b o u t  a  m o l e  i n s i d e
Yamato  C o n s t r u c t i o n  b u t  d o e s n ’ t  r e v e a l  i t  u n t i l  Kintaro  i s  i n  j a i l .  T h e  t w o  m e n ’ s  r i v a l r y  i n  t h e
workplace is a recurring feature of the series, but is never even hinted at in the film.

W h i t e - C o l l a r  W o r k e r  Kinfaro  c a r r i e s  p r e c i o u s  l i t t l e  e v i d e n c e  t h a t  T a k a s h i  M i i k e  w a s  i t s
d i r e c t o r .  T h e  f i l m  i s  a n o n y m o u s l y  s h o t ,  a s  p e r f u n c t o r y  o n  a  s t y l i s t i c  l e v e l  a s  i n  i t s  p l o t  a n d
c h a r a c t e r s ,  w i t h  a  n a r r a t i v e  t h a t  i s  e n t i r e l y  d i a l o g u e - d r i v e n .  M i i k e  p l a y s  a r o u n d  w i t h  t e x t u r e
a n d  colours  i n  t h e  s c e n e  o f  t h e  b i k e r s ’  p r o c e s s i o n ,  b u t  t h i s  l i t t l e  b i t  o f  i m a g e  m a n i p u l a t i o n  i s
h a r d l y  a  r e p l a c e m e n t  f o r  t h e  o v e r a l l  l a c k  o f  v i s i o n  i n  t h i s  f i l m .  O n l y  t w o  m o m e n t s  s h o w  a n y
k i n d  o f  i n s p i r a t i o n  o n  t h e  p a r t  o f  t h e  d i r e c t o r ,  b e i n g  t h e  s c e n e s  o f  t h e  b o m b  a t t a c k s  o n  l g o
and Ryuta. In the first, the blast is preceded by a digital effect that mimics the melting of the
f i l m  s t o c k .  T h e  s e c o n d  s c e n e  b u i l d s  t e n s i o n  v e r y  e f f e c t i v e l y  b y  p l a y i n g  t h e  s u s p e n s e  e x a c t l y
b y  t h e  H i t c h c o c k  r u l e b o o k .  B u t  t h e s e  a r e  t w o  b r i e f  s c e n e s  d r i f t i n g  i n  a n  o c e a n  o f  c o n f o r m i t y .
Full testimony of how little of himself Miike added to the film can be found in the portrayal of
KintarB’s  y o u n g  s o n  R y u t a ,  w h o s e  u n w a v e r i n g  c u t e n e s s  g o e s  a g a i n s t  e v e r y t h i n g  t h e  d i r e c -
tor established in Kishiwada  Shdnen  Gurentai  - 66ky6.

L i k e  t h e  f i l m  t h a t  p r e c e d e d  i t ,  W h i t e - C o l l a r  W o r k e r  Kinfaro  h a s  n o  t h e m a t i c  c o n n e c t i o n
t o  a n y  o f  M i i k e ’ s  o t h e r  w o r k .  I t  i s  a  c o m p l e t e l y  c o n v e n t i o n a l  w o r k  w h o s e  p e r f u n c t o r y  a p p r o a c h
m a k e s  i t  f a i l  e v e n  a s  g e n e r i c  e n t e r t a i n m e n t .  W i t h i n  t h e  c o n t e x t  o f  M i i k e ’ s  o e u v r e  i t  i s  i n t e r e s t -
i n g  o n l y  f o r  t h e  f a c t  t h a t  t h e  f i l m ’ s  c o n f o r m i s t  n a t u r e  w a s  a  c o n s c i o u s  c h o i c e  o n  t h e  p a r t  o f
t h e  d i r e c t o r  ( s e e  c h a p t e r  7  f o r  m o r e  d e t a i l s ) .  T h e  r e s u l t s  h o w e v e r  a r e  i n s t a n t l y  f o r g e t t a b l e .
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T h e  i d o l  s y s t e m ,  p r o d u c i n g  a l l - p u r p o s e  y o u n g  e n t e r t a i n m e n t  t a l e n t  w i t h  c o n v e y o r  b e l t  effi-
:iency,  i s  k n o w n  f o r  t h e  d i s p o s a b i l i t y  o f  i t s  p r o d u c t .  S t a r s  r i s e ,  f a l l  a n d  f a d e  i n t o  o b s c u r i t y
lefore  r e a c h i n g  t h e i r  t w e n t i e s .  T h i s  f o l l o w - u p  t o  T e n n e n  Sh6jo  M a n n  o f f e r s  a  v e r y  e x t r e m e
example,  since the entire cast of the first series has been replaced by a new set of fresh
(oung  f a c e s .  I f  T e n n e n  Shdjo  M a n n  N e x t  i s  a n y t h i n g  t o  g o  b y ,  t h e  s h e l f  l i f e  o f  t h e  a v e r a g e
d o l  i s  a  s h o c k i n g l y  b r i e f  t e n  m o n t h s .

T h e  n e w  c a s t  i s  o n l y  o n e  o f  t h e  m a n y  c h a n g e s  t h a t  h a v e  b e e n  m a d e  i n  c o m p a r i s o n
o  t h e  f i r s t  s e r i e s ,  t h e  r e s u l t s  o f  w h i c h  h a v e  u n f o r t u n a t e l y  n o t  b e e n  t o  i t s  a d v a n t a g e :  Tennen
Thhbjo  Mann Next lacks the freshness and spontaneity of its precursor. Ayana Sakai, who
a k e s  o v e r  t h e  t i t l e  r o l e  f r o m  J u n  M a t s u d a ,  d o e s n ’ t  h a v e  h e r  p r e d e c e s s o r ’ s  c h a r i s m a ,  w h i l e
>hiaki  l c h i b a  a s  M a n n ’ s  f o r m e r  r i v a l  R i o n a  l a c k s  Runa  N a g a i ’ s  m i s c h i e v o u s  a u r a .  I c h i b a ’ s
leep  t a n ,  d y e d  h a i r  a n d  w h i n y  v o i c e  m a k e  h e r  c o m e  o f f  a s  l i t t l e  m o r e  t h a n  a  s p o i l t  f a s h i o n
rictim  i n s t e a d  o f  t h e  c o m m a n d i n g  p e r s o n a l i t y  t h e  p a r t  d e m a n d s .  I n  t h e  s m a l l  r o l e  o f  M a n n ’ s
r i e n d  Y u k a r i ,  C h i k a k o  O b a  f a i l s  t o  i m p r e s s  w h e r e  Y u k i  M a t s u o k a  b r o u g h t  a  l i v e l y  e n e r g y  i n
h e  f i r s t  s e r i e s .  S e v e r a l  p e r f o r m a n c e s  b o r d e r  o n  hammy,  p a r t i c u l a r l y  t h a t  o f  ErikaYamakawa
IS  R i o n a ’ s  c l o s e s t  f r i e n d  C h i a k i ,  w h o  h e r e  s e r v e s  l a r g e l y  a s  m e r e  c o m i c  r e l i e f ,  r e m o v i n g  a l l
h e  a m b i g u i t y  t h a t  e x i s t e d  i n  t h e  r e l a t i o n s h i p  b e t w e e n  h e r  a n d  R i o n a  i n  t h e  f i r s t  s e a s o n  o f
T e n n e n  Sh6jo  M a n n .

I t ’ s  n o t  m e r e l y  t h e  c h a n g e s  i n  c a s t  t h a t  m a k e  t h e  c h a r a c t e r s  c o m e  o f f  a s  l e s s  l i v e l y ,
t ’ s  a l s o  t h e  r e s u l t  o f  t h e  m o r e  f o c u s e d  p l o t .  W h i l e  t h i s  c e r t a i n l y  h a s  i t s  a d v a n t a g e s ,  w h i c h
ve’ll  go into later, it also creates a lot less space for the characters to manoeuvre and
lresent  t h e m s e l v e s .  W h i l e  a t  l e a s t  h a l f  o f  t h e  d o z e n  o r  s o  c h a r a c t e r s  h a v e  l i t t l e  t o  d o  b e y o n d
iimply  f i l l i n g  t h e  f r a m e ,  t h e  l e a d  c h a r a c t e r s  l a c k  d i m e n s i o n ,  a l s o  b e c a u s e  t h e  s c r i p t  d o e s
rway  w i t h  p r o p e r l y  e s t a b l i s h i n g  t h e m  s i n c e  t h e  f i r s t  s e r i e s  a l r e a d y  s e r v e d  t h a t  p u r p o s e .  F o r
h e  c h a r a c t e r  o f  M a n n  f o r  i n s t a n c e ,  t h e  c o m b i n a t i o n  o f  t h i s  s i m p l i f i e d  s c r i p t ,  a  l e s s  charis-
n a t i c  a c t r e s s  p l u s  a n  i n c r e a s e d  u n i f o r m i t y  i n  t h e  c o s t u m e s  r e s u l t s  i n  a  l o s s  o f  i n d i v i d u a l i t y .
;he’s  a  m o r e  a n o n y m o u s  p r e s e n c e ,  o n  a n  e q u a l  l e v e l  w i t h  a l l  h e r  f r i e n d s  w h e r e  s h e  s h o u l d
istead b e  e x c e p t i o n a l .

T h i s  i n c r e a s e d  a n o n y m i t y  i s  a l s o  r e f l e c t e d  i n  t h e  c h a n g e  o f  l o c a l e .  I n  a n o t h e r  d r a s t i c
rlteration,  t h e  s t o r y  h a s  b e e n  r e l o c a t e d  f r o m  t h e  v e r y  s p e c i f i c  s e t t i n g  o f  T o k y o ’ s  S h i b u y a
md  H a r a j u k u  d i s t r i c t s  t o  t h e  i n d i s t i n c t i v e  c i t y s c a p e  ofyokohama.  S i n c e  S h i b u y a  i s  t h e  v i b r a n t
:enter  o f  J a p a n ’ s  t e e n  c u l t u r e ,  t h i s  e f f e c t i v e l y  m e a n s  t h a t  t h e  c h a r a c t e r s  a r e  t a k e n  o u t  o f ,
h e i r  n a t u r a l  e n v i r o n m e n t  a n d  t h a t  t h e  c o m p l e m e n t a r y  r e l a t i o n s h i p  b e t w e e n  c h a r a c t e r s  a n d
ietting  i s  lost.The  n e w  e n v i r o n m e n t  i s  f u r t h e r m o r e  d e s p e r a t e l y  s h o r t  o f  a t m o s p h e r e .  S h i b u y a ’ s
r a c k e d ,  n a r r o w  s t r e e t s  h a v e  b e e n  r e p l a c e d  b y  t h e  s h i n y ,  c l e a n  a n d  a b o v e  a l l  e m p t y  struc-
u r e s  o f  Y o k o h a m a .  A s i d e  f r o m  i t s  s c e n i c  s e a s i d e  a n d  d i s t i n c t i v e  s k y l i n e ,  t h e  c i t y  l a c k s  char-
rcter  a n d  a l l  t o o  o f t e n  t h e  b a c k g r o u n d s  c o n s i s t  o f  s l a b s  o f  d u l l ,  g r e y c o n c r e t e . T h e  i n c r e a s e d
rse  o f  s e t s  f o r  t h e  i n t e r i o r s  r e s u l t s  i n  a n  e q u a l  l o s s  o f  c h a r a c t e r  a n d  a t m o s p h e r e .

F i n a l l y  t h e r e  i s  t h e  u p g r a d e  f r o m  d i g i t a l  v i d e o  t o  Betacam,  w h i c h  c e r t a i n l y  a d d s  pro-
iuction  v a l u e ,  b u t  a l s o  m a k e s  t h e  s h o t s  m o r e  s t a t i c .  G o n e  a r e  t h e  d y n a m i c  h a n d h e l d  s h o t s
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h a t  m a n o e u v r e d  w i t h  t h e  c h a r a c t e r s  t h r o u g h  t h e  d e n s e  c r o w d s .  N o w  t h e  c a m e r a  k e e p s  a
‘espectful  d i s t a n c e  i n  e x t e r i o r s  a n d  s t r e e t  s c e n e s ,  o b s e r v i n g  i n s t e a d  o f  p a r t i c i p a t i n g .

S i n c e  a l l  t h e s e  c h a n g e s  d i r e c t l y  a f f e c t  t h e  s p o n t a n e i t y  a n d  t o n e ,  t h e y  s u c k  m u c h  o f
h e  l i f e  o u t  o f  t h e  s e r i e s .  T h e  s h e e r  n u m b e r  o f  u n n e c e s s a r y ,  u n f a v o u r a b l e  a l t e r a t i o n s  c o m e s
Icross  a s  a n  e x c u s e  t o  n o t  h a v e  t o  c a l l  t h i s  a  s e q u e l ,  l i k e  a  s t r a i n e d  a t t e m p t  t o  s e t  t h e  sec-
x-rd  s e a s o n  a p a r t  f r o m  i t s  p r e d e c e s s o r .  S o m e  c o m p r o m i s e s  s e e m  t o  h a v e  b e e n  m a d e  t o
n a k e  s u r e  f a n s  o f  t h e  f i r s t  s e r i e s  d o n ’ t  f e e l  c h e a t e d ,  p a r t i c u l a r l y  i n  t h e  f i r s t  1 5  m i n u t e s  w h i c h
rre  f u l l  o f  s c e n e s  t h a t  d i r e c t l y  r e f e r e n c e  moments.from  s e r i e s  o n e .  B u t  t h e s e  a t t e m p t s  a t
tmulatton  o n l y  m a k e  t h e  p r o b l e m s  m o r e  a p p a r e n t .  W e  o n l y  n e e d  t o  c o m p a r e  t h e s e  s c e n e s
v i t h  t h e i r  o r i g i n a l  v e r s i o n  t o  n o t i c e  t h e  a d v e r s e  e f f e c t s  o f  t h e  c h a n g e s .  A  s c e n e  o f  school-
firls  c h a t t i n g  i n  a  c a r e f u l l y  l i t  s e t  o f  a  c a f e  d o e s n ’ t  h a v e  h a l f  t h e  a t m o s p h e r e  o f  t h e  s a m e
scene  s h o t  i n  a n  a c t u a l  f a s t  f o o d  r e s t a u r a n t  i n  S h i b u y a ,  w i t h  a  v i e w  o f  t h e  c r o w d e d  s t r e e t s
h r o u g h  t h e  w i n d o w s .

N o t  a l l  t h e  e f f e c t s  o f  t h e  c h a n g e s  a r e  n e g a t i v e  h o w e v e r .  T h e  t i g h t e r  p l o t  l i b e r a t e s  i t
rom the lengthy dialogue scenes that slowed down the third episode of the first series.
Fmnen  Sh&jo  M a n n  Next  d o e s n ’ t  e v e n  h a v e  a  t h i r d  e p i s o d e ,  a n d  i t s  t w o  f e a t u r e - l e n g t h  p a r t s
7 2  a n d  8 8  m i n u t e s  r e s p e c t i v e l y )  p l a y  e v e n  m o r e  l i k e  a  s i n g l e  l o n g  f i l m  t h a n  i t s  p r e c u r s o r .
\nd  w h i l e  t h e  s i m p l i f i c a t i o n  o f  t h e  s t o r y  h a s  e r a d i c a t e d  t h e  t h e m e  o f  t h e  s c h o o l g i r l  a s  out-
:ast  ( t h e  e l e m e n t s  o f  h a r a s s m e n t  a n d  b u l l y i n g  f e a t u r e  o n l y  i n  p a s s i n g ) ,  i t  h a s  b r o u g h t  i t
istead c l o s e r  t o  t h e  t h e m e  o f  p h y s i o l o g i c a l  r o o t l e s s n e s s  a s  p r e v i o u s l y  e x p l o r e d  i n  F u l l  Metal
2okud6  and Andromedia.  In a radical break with the manga story it’s based on, Tennen
;hbjo  M a n n  Next  p i t s  M a n n  a n d  h e r  f r i e n d s  a g a i n s t  a  g r o u p  o f  v a m p i r e s ,  w h o  h i d e  b e h i n d
ne  front of a modelling agency to find nubile young necks to bite into. Although the transfor-
n a t i o n  m o t i f  o f  t h e  v a m p i r e  i s  a  l o n g - s t a n d i n g  o n e ,  i t  n e v e r t h e l e s s  f i t s  i n  w i t h  M i i k e ’ s  t h e m e
r f  p h y s i o l o g i c a l  r o o t l e s s n e s s ,  p a r t i c u l a r l y  w h e n  M a n n  f a l l s  i n  l o v e  w i t h  a  y o u n g  v a m p i r e
lamed  Y u y a  ( T a k a s h i  N a g a y a m a )  a n d  t h e  p a i r  a r e  t o r n  b e t w e e n  t h e i r  l o v e  f o r  e a c h  o t h e r
rnd  t h e  l o y a l t y  t o  t h e i r  g r o u p s .

T h e  c o m b i n a t i o n  o f  v a m p i r e s ,  m o d e l s  a n d  s c h o o l g i r l s ,  h o w e v e r  f a r - f e t c h e d  i t  m a y
,eem,  a l l o w s  t h e  d i r e c t o r  t o  o f f e r  s o m e  e f f e c t i v e  t h o u g h t s  o n  t h e  f r a g i l i t y  a n d  t h e  t r a n s i t o r y
lature  o f  y o u t h  a n d  b e a u t y .  T h e  a g e n c y ’ s  t o p  v a m p i r i c  m o d e l  M a r i a  ( p l a y e d  w i t h  a  s u i t a b l y
intouchable  aura by real-life model Shiori), who is admired by all the schoolgirls inyokohama,
uffers f r o m  a  c a n c e r - l i k e  d i s e a s e  t h a t  c a u s e s  h e r  t o  v o m i t  u p  b l o o d .  S h e  d e s p e r a t e l y  t r i e s
o  hide this from others to preserve her image, but when she falls to her knees and con-
ulses i n  t h e  m i d d l e  o f  a  p h o t o  s h o o t  s u r r o u n d e d  b y  t e e n a g e  o n l o o k e r s ,  h e r  c a r e e r  i s  o v e r .
ier  b e a u t y  a n d  t h e n  h e r  l i f e  f o l l o w  s u i t :  s h e  s t a r t s  t o  d e t e r i o r a t e  a n d  a g e  r a p i d l y ,  a n d  a s  h e r
l a i r  s t a r t s  t o  f a l l  o u t  s h e  b e c o m e s  t h e  o p p o s i t e  o f  t h e  g o r g e o u s  m o d e l  s h e  u s e d  t o  b e .  ( M i i k e
?ts  h e r  s t u m b l e  t h r o u g h  t h e  s t r e e t s  i n  t h i s  s t a t e ,  r e p e a t i n g  t h e  s c e n e  o f  t h e  b a t t e r e d  A n i t a
m p i n g  t h r o u g h  Kabukicho  i n L i n e s  a n d  d e l i v e r i n g  t h e  o n e  m o m e n t  i n  T e n n e n  Sh6jo
hnn  Next that surpasses it prede

0

essor.)
But Tennen  Sh6jo  M n  N xf’s  most obvious virtue are its visuals. The use of Beta

Istead of DV may have come atthe expense of the spontaneity, the fact that HideoYamamoto
ras  t a k e n  p o s i t i o n  b e h i n d  t h e  c a m e r a  h a s  h a d  o b v i o u s  b e n e f i t s .  V i s u a l l y  t h e  s e c o n d  s e r i e s
j  o f t e n  s t r i k i n g ,  p a r t i c u l a r l y  i n  i t s  u s e  o f  colour,  w h i c h  i s  a s  b o l d  a s  a n y t h i n g  M i i k e  h a s  pre-
*iously  u n d e r t a k e n  w i t h  N a o s u k e  I m a i z u m i .  A l t h o u g h  t h e  s t y l e  h e r e  i s  p u r e l y  a e s t h e t i c ,  serv-
ig  t o  c r e a t e  a  m o o d  i n s t e a d  o f  h a v i n g  a  n a r r a t i v e  f u n c t i o n  l i k e  i n  f o r  i n s t a n c e  L e y  L i n e s ,  t h e
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r e s u l t s  a r e  o f t e n  b e a u t i f u l ,  n o t  o n l y  i n  t h e  u s e  a n d  c o m b i n a t i o n  o f  colours  b u t  a l s o  i n  c o m -
p o s i t i o n s  a n d  a  v a r i e t y  o f  a l m o s t  s u r r e a l i s t  t o u c h e s .  I n  t h e  o p e n i n g  s c e n e ,  M a n n  s i t s  o n  a
swingwithanighttimeviewofYokohama’sskyline.Theswing’sropesarevinescoveredin roses
a n d  t h e  s k y  i s  a n  a l m o s t  f l u o r e s c e n t  greenThen b e h i n d  h e r  t h e  h e a d l i g h t s  o f  a  d o z e n  m o t o r -
c y c l e s  p i e r c e  t h e  d a r k n e s s .  I n  a n o t h e r  s c e n e ,  t h e  l e a d  v a m p i r e  s p r e a d s  h i s  g i a n t  b a t  w i n g s ,
c a u s i n g  t h e  r o o m  t o  colour  r e d  a s  a  r e s u l t  o f  t h e  l i g h t  s h i n i n g  t h r o u g h  t h e  t h i n  l e a t h e r y  t i s -
s u e  o f  t h e  w i n g s .  T h e  s c e n e  o f  M a r i a ’ s  d e a t h  o n  a  b e a c h  i s  l i t  g r e e n ,  b u t  w i t h  a n  i n t e n s e l y
azure sky.

It’s in its visuals that Tennen  SbSjo  Mann Next has its biggest value within Miike’s
oeuvre, since its aesthetic directly influenced the style of his next foray into television with APD-
P s y c h o .
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DEAD OR ALIVE
lead o r  A l i v e  - H a n z a i s h a

1 9 9 9

After t h r e e  d i s a p p o i n t m e n t s  i n  a  r o w ,  D e a d  o r  A l i v e  w a s  a  v e r y  c o n v i n c i n g  r e t u r n  t o  f o r m .
Harking  b a c k  t o  t h e  t h e m e s  i n  S h i n j u k u  Triad  S o c i e t y  a n d  L e y  L i n e s ,  t h i s  f i l m  i s  M i i k e ’ s  m o s t
overt  s t a t e m e n t  o n  e t h n i c  a n d  c u l t u r a l  r o o t l e s s n e s s ,  o n c e  a g a i n  r e p r e s e n t e d  b y  t h e  zanryu
k o j i  w h o  h e r e  a p p e a r  i n  t h e  s h a p e  o f  a  g a n g  o f  c r i m i n a l s  m u s c l i n g  i n  o n  y a k u z a  t e r r i t o r y .

T h e  f i l m  i s  n o t  o n l y  a  r e s o u n d i n g  s u c c e s s  o n  a  t h e m a t i c  l e v e l  ( i t ’ s  a s  m u c h  a n  exam-
ple  of how the director’s various themes work together as Ley Lines was), but also in the
w a y  o f  s t y l e .  C o m p a r e d  t o  h i s  p r e v i o u s  w o r k s ,  t h e  d i r e c t o r  m a k e s  g i a n t  s t r i d e s  i n  h i s  employ-
m e n t  o f  e x a g g e r a t i o n  ( t a k i n g  i t  t o  t h e  l e v e l  o f  m e t a p h o r )  a n d  j u x t a p o s i t i o n  ( w h i c h  f u n c t i o n s
here  a s  t h e  b l u e p r i n t  f o r  t h e  f i l m ’ s  s t r u c t u r e ) ,  a n d  p e r f e c t s  h i s  t r a d e m a r k  m o n t a g e s .

T h i s  l a s t  p o i n t  b e c o m e s  a p p a r e n t  f r o m  t h e  w o r d  g o ,  s i n c e  D e a d  o r  A l i v e  o p e n s  w i t h
exactly  s u c h  a  t a b l e a u  o f  i m a g e s .  I n  S h i n j u k u  Outlaw  t h e  m o n t a g e  s e r v e d  t o  c o n d e n s e  t h e
narrative,  i n  S h i n j u k u  T r i a d  Sociery  i t  s e t  t o n e  a n d  a t m o s p h e r e ,  a n d  i n  B l u e s  H a r p  i t  esta-
blished  o n e  o f  i t s  c h a r a c t e r s .  I n  D e a d  o r  Alive  i t  d o e s  a l l  t h o s e  t h i n g s  a t  o n c e .  F u r t h e r m o r e ,
vhereas the montage in Blues Harp carried  a certain amount of excess baggage, this is entirely
absent  f r o m  D e a d  o r  A l i v e ,  w h o s e  o p e n i n g  i s  m o r e  f o c u s e d  i n  i t s  c h o i c e  o f  s e q u e n c e s  a n d
n a g e s .  T h e r e  a r e  n o  f l a s h  f o r w a r d s ,  n o  ‘ s c r a t c h i n g ’  t o  l a t e r  h i g h l i g h t s .  T h e  m o n t a g e  h e r e  i s
a n  e n t i r e l y  c o h e s i v e  n a r r a t i v e  c o m p o n e n t .

B y  w a y  o f  i t s  t h r e e  f u n c t i o n s ,  l e t s  e x a m i n e  h o w  D e a d  o r  A l i v e ’ s  o p e n i n g  m o n t a g e  w o r k s :

Set t ing  tone  and  a tmosphere :  a  b l a s t  o f  colour  ( n e o n  l i g h t s ,  c h a r a c t e r s ’  c o s t u m e s ,
b l o o d )  s e t  t o  a  d r i v i n g  e l e c t r i c  g u i t a r  s c o r e ,  t h e  s e q u e n c e  s h o w s  a  n a k e d  w o m a n  p l u m -
m e t i n g  t o  h e r  d e a t h  f r o m  a  r o o f t o p ,  a  m a n  s n o r t i n g  a  l i n e  o f  c o c a i n e  s e v e r a l  m e t e r s
l o n g ,  a  d r u g  d e a l e r  r e c e i v i n g  a  k n i f e  i n  t h e  j u g u l a r  w h i l e  s o d o m i z i n g  a n o t h e r  m a n  i n  a
p u b l i c  t o i l e t ,  s t r i p p e r s  a n d  h o o k e r s  a t  w o r k ,  p o l i c e m e n  m o l e s t i n g  t w o  t e e n a g e  g i r l s
w h i l e  s e v e r a l  b l o c k s  a w a y  t w o  c r i m i n a l s  s h o o t  u p  a  C h i n e s e  r e s t a u r a n t  a n d  k i l l  o n e  o f
i t s  c u s t o m e r s  ( a  s h o t  i n  t h e  b a c k  c a u s e s  t h e  c o n t e n t s  o f  h i s  r e c e n t l y  f i l l e d  s t o m a c h  t o
s p l a t t e r  o v e r  t h e  c a m e r a )  - a s  i n  S h i n j u k u  T r i a d  S o c i e t y ,  t h e  o p e n i n g  m i n u t e s  s e e s
t h e  d i r e c t o r  e m p l o y  e x a g g e r a t i o n  t o  e s t a b l i s h  a  w o r l d  c o m p l e t e l y  o f f - k i l t e r .  L i k e  m o s t
o f  t h e  f i l m ,  t h e  o p e n i n g  s e q u e n c e  i s  s e t  i n  Kabukicho,  w h i c h  o n c e  a g a i n  f u n c t i o n s  a s
a  p l a c e  o f  m y t h .  E v e n  m o r e  s o  t h a n  i n  S h i n j u k u  T r i a d  S o c i e t y  i n  f a c t ,  s i n c e  t h e  b l a c k
s o c i e t y  p o r t r a y e d  h e r e  i s  n o  l o n g e r  h i d d e n  b u t  o u t  i n  t h e  o p e n .  I t  h a s  m o v e d  o u t  o f  t h e
a l l e y s  a n d  o n t o  t h e  m a i n  t h o r o u g h f a r e s ,  w h e r e  a  m a n  s t r o l l s  t h r o u g h  t h e  c r o w d  h o l d -
i n g  a  s h o t g u n ,  c l i m b s  o n t o  a  c a r  w a i t i n g  i n  t r a f f i c  a n d  b l a s t s  a  h a i l  o f  b u l l e t s  t h r o u g h
t h e  r o o f  t o  k i l l  t h e  p a s s e n g e r  i n  t h e  b a c k  s e a t  ( R e n  Ôsugi  i n  a  r o l e  c o n f i n e d  t o  t h e
o p e n i n g  m i n u t e s ) .  A g a i n ,  s u c h  s e q u e n c e s  a r e  s h o t  w i l d  i n  t h e  s t r e e t s  a n d  t h e  a b s e n c e
o f  c r o w d  c o n t r o l  l e n d s  t h e  m y t h  a  s t r i k i n g  t o u c h  o f  a u t h e n t i c i t y .
Condensing the  narra t ive:  f a r  f r o m  a  r a n d o m  c o l l e c t i o n  o f  i m a g e s ,  t h e  s e q u e n c e s
t h a t  m a k e  u p  t h e  m o n t a g e  m o s t  d e f i n i t e l y  t e l l  a  s t o r y .  I n  f a c t ,  i n  D e a d  o r  A l i v e ’ s  o r i g i -
n a l  s c r e e n p l a y  ( b y  L e y  L i n e s ’  Ichirô  R y u )  t h e y  w e r e  w r i t t e n  a s  e n t i r e  s c e n e s ,  c o m p l e t e
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w i t h  d i a l o g u e .  M i i k e  r e d u c e d  t h e  l i n e s  o f  d i a l o g u e  t o  t w o ,  c o n t a i n i n g  a  t o t a l  o f  s e v e n
w o r d s ,  t w o  o f  w h i c h  a r e  n e a r l y  i n a u d i b l y  b u r i e d  b e n e a t h  o t h e r  s o u n d  e f f e c t s .  All o t h e r
i n f o r m a t i o n  i n  t h e  e i g h t - m i n u t e  m o n t a g e  i s  g i v e n  v i s u a l l y ,  y e t  i t  t e l l s  f i v e  s h o r t  s t o r i e s ,
e a c h  o f  w h i c h  h a s  a  b e g i n n i n g ,  m i d d l e  a n d  e n d  w i t h i n  t h e  s p a n  o f  t h e  m o n t a g e :  t h r e e
s e p a r a t e  a s s a s s i n a t i o n s ,  t h e  y a k u z a  r e c e i v i n g  n e w s  o f  t h e s e  d e a t h s  a n d  t h e  c u l p r i t s
g a t h e r i n g  i n  t h e  s a m e  l o c a t i o n  t o  s h o w  t h a t  t h e  m u r d e r s  a r e  c o n n e c t e d .

l Establishing characters: the purpose of the two lines of dialogue mentioned above
i s  t o  e s t a b l i s h  t h e  n a m e s  o f  t w o  o f  t h e  c h a r a c t e r s .  O n e  o f  t h e s e  i s  t h e  f i l m ’ s  c o p  p r o -
t a g o n i s t  J o j i m a  ( S h o w  A i k a w a )  a n d  t h e  f a c t  t h a t  h e  i s  c a l l e d  b y  h i s  n a m e  n u m e r o u s
t i m e s  t h r o u g h o u t  t h e  f i l m  i s  m o s t  l i k e l y  t h e  r e a s o n  w h y  t h e  l i n e  e s t a b l i s h i n g  h i s  n a m e
is almost inaudible.The other is Chang Feng, the victim of the assassination in the restau-
rant. When Jojimaarrives on the crime scene and identifies him through the half-digested
n o o d l e s  s c a t t e r e d  a c r o s s  t h e  f l o o r ,  w e  l e a r n  b o t h  t h e  c h a r a c t e r ’ s  n a m e  a n d  t h e  f a c t
t h a t  h e  i s  C h i n e s e . T h e  nametag  c a r r i e d  b y  R e n  6sugi’s c h a r a c t e r  h a s  t h e  s a m e  f u n c -
t i o n .  W h e n  w e  r e a d  h i s  n a m e  ‘ Y a n ’ ,  a g a i n  w e  k n o w  n o t  o n l y  h i s  n a m e  b u t  a l s o  t h a t  h e
i s  C h i n e s e .  F o r  b o t h  c h a r a c t e r s  t h e  e s t a b l i s h i n g  o f  t h e  n a m e  i s  i m p o r t a n t ,  s i n c e  t h e y
a r e  m e n t i o n e d  i n  a  l a t e r  s c e n e  t h a t  p u t s  t h e i r  d e a t h s  i n t o  c o n t e x t  w i t h i n  t h e  p l o t .  T h e
t h i r d  m u r d e r  v i c t i m ,  t h e  d r u g  d e a l e r  k n i f e d  i n  t h e  t o i l e t ,  i s  n o t  g i v e n  a  n a m e  a n d  t h i s
f a c t  s e e n  i n  t h e  c o n t e x t  o f  t h e  o t h e r  t w o  c h a r a c t e r s  a u t o m a t i c a l l y  i n d i c a t e s  t h a t  h e  i s
t h e r e f o r e  J a p a n e s e .
A s i d e  f r o m  t h e  a b o v e  t h r e e  c h a r a c t e r s ,  t w o  o t h e r  p a r t i e s  a r e  i n t r o d u c e d  i n  t h e  m o n -
t a g e .  F i r s t ,  t h e  t w o  l e a d e r s  o f  t h e  r u l i n g  y a k u z a  fact ionTheir p o s i t i o n s  a s  t o p  f i g u r e s
i n  o r g a n i s e d  c r i m e  a r e  s u f f i c i e n t l y  c l e a r  f r o m  t h e i r  c o n d u c t ,  c o s t u m e s  a n d  t h e  f a c t
t h a t  t h e y  a r e  g i v e n  r o y a l t y  t r e a t m e n t  a t  a  s t r i p  c l u b .  S e c o n d ,  t h e r e  a r e  t h e  f o u r  m e n
r e s p o n s i b l e  f o r  t h e  a s s a s s i n a t i o n s . T h e  f i n a l  s c e n e  o f  t h e  m o n t a g e  s e e s  t h e m  a s s e m -
b l e  a t  t h e  s a m e  s t r i p  c l u b  t h e  t w o  y a k u z a  j u s t  l e f t  ( a f t e r  r e c e i v i n g  n e w s  o f  t h e  a s s a s -
sinations by way of a phone call). The fact that the four killers, plus the club’s stripper,
b e l o n g  t o  t h e  s a m e  g r o u p  i s  e s t a b l i s h e d  b y  h a v i n g  t h e m  a l l  p a r t a k e  i n  a  k n i f e - t h r o w -
i n g  a c t  o n  t h e  c l u b ’ s  s t a g e :  o n e  t h r o w s  t h e  k n i v e s  ( d r e s s e d  a s  a  c l o w n ,  w i t h  m a k e - u p
a p p l i e d  b a c k s t a g e  b y  t h e  s t r i p p e r ) ,  t h e  s e c o n d  s p i n s  t h e  t a r g e t ,  o n t o  w h i c h  i s  s t r a p p e d
t h e  t h i r d .  W h e n  t h e  k n i v e s  a r e  t h r o w n  a n d  t h e  t a r g e t  s t o p s  s p i n n i n g ,  t h e  t h i r d  h a s  b e e n
r e p l a c e d  b y  t h e  f o u r t h .
T h e  p l a c i n g  o f  e a c h  c h a r a c t e r  i n  t h i s  l i n e - u p  i s  i n t e n t i o n a l  a n d  c o m m e n t s  o n  t h e i r
function. The stripper’s (Mizuho Koga)  task is less active than that of the men; the
m a n  w h o  t h r o w s  t h e  k n i v e s  ( H i t o s h i  O z a w a )  a l s o  u s e d  a  b l a d e  d u r i n g  t h e  m u r d e r  o f
the drug dealer in the toilet; the second and third (Kyosuke  Yabe and Yoshiyuki
Y a m a g u c h i )  a r e  p a r t n e r e d  i n  b o t h  t h i s  p e r f o r m a n c e  a n d  p r e v i o u s l y  i n  t h e  s h o o t i n g  o f
C h a n g  F e n g ,  t h u s  r e v e a l i n g  t h e y  s h a r e  a  c a m a r a d e r i e ;  f i n a l l y ,  f r o m  t h e  f a c t  t h a t  h e  i s
i n t r o d u c e d  l a s t  - h i s  c l o s e - u p  i s  t h e  f i n a l  s h o t  o f  t h e  m o n t a g e - w e  l e a r n  t h a t  t h e  m a n
( R i k i  T a k e u c h i )  w h o  k i l l e d  Y a n  i s  t h e  l e a d e r  o f  t h i s  s m a l l  b a n d  o f  c r i m i n a l s .

The montage has another function: it throws us in at the deep end, starting the film off in the
final stage of Miike’s process of themes. Contrary to the structure of Ley Lines, Dead or
A l i v e  t a k e s  a  t o p - d o w n  a p p r o a c h  t o  t h i s  p r o c e s s ,  i m m e r s i n g  t h e  v i e w e r  i n  v i o l e n c e  f i r s t ,  t h e n
m o v i n g  d o w n  t o  t h e  g r o u p  u n i t ,  f o l l o w e d  b y  t h e  o t h e r  s t a g e s .
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These other stages - childhood, the position of the outcast and rootlessness -are all
established in a single scene that follows almost immediately after the montage. It’s revealed
that Ryuichi, the leader of the gang, has a teenage brother calledl5ji  (Michisuke Kashiwaya)
who he sent to the United States to study. When T6ji  returns (complete with skateboard,
baseball shirt and Converse sneakers), his first wish is to visit  their mothers grave, which is
revealed to be in a’desolate swamp somewhere on the edge of town. When we hear Toji
talk to her tombstone in heavily accented Chinese, we learn that the brothers and the rest
of the gang are zanryu  koji,  while the location of the cemetery makes it clear that they are
forced to dwell on the fringes of society as a result. Moments after Toji  finishes his prayers,
the other four members of the group arrive to throw the young man a welcome party, estab-
lishing the bond and camaraderie between these people of shared fate.

This solidarity is immediately contrasted with the home life of policeman Jojima, whose
pragmatic nature and devotion to his work have alienated him from his wife and daughter’s.
His wife keeps up appearances, going only so far in her complaints as to ask her husband
to stop sleeping on the couch when he returns home late. Jojima’s daughter on the other
hand is less forgiving of the lack of attention and she snubs him completely. Her anger is
also affected by her heart condition, an illness for which Jojima can’t afford to pay the oper-
ation. His wife suggests asking her parents for help, but Jojima refuses, saying he will “fig-
ure something out”.

This scene is an example of the juxtaposition Miike employs throughout the film. He
continually contrasts the lives of Ryuichi on the one hand and Jojima on the other. This is
not simply a matter of first showing one, then the other. In the process of the film the devel-
opments their lives go through are always on opposite ends of the spectrum: Ryuichi starts
the film within a harmonious unit, but his position gradually worsens. Jojima on the other
hand is a man with a divided family that slowly grows closer as the film  progresses. In that
process there must inevitably be a halfway point in which the two are equal. Not surpris-
ingly, Miike chooses that moment to have the two men meet face to face. When they are on
an equal level, it is impossible to create juxtaposition due to the absence of contrast.

The use of juxtaposition is not only limited to the contrasting of Jojimaand RyuichLWithin
Jojima’s life there is a similar contrast between his home life and his work. Following the
scene in his home, we see Jojima at work and realise that he is much more in his element
on the streets of Kabukichh He gets along better with his informant, a man who makes ani-
mal pornography (Dankan), and with  the yakuza than with his wife and daughter. Although
he is never shown as being corrupt, Jojima is more concerned with maintaining the status
quo for the ruling yakuza clan than with getting rid of organised crime (making him another
variation on the character of Tagami from Shinjuku  OuNaw).  As such, it’s of little concern to
him that yakuza leader Sakurai (played by film critic and long-time Miike SupporterTokitoshi
Shiota) and his lieutenant Aoki (Renji  Ishibashi) -the two top gangsters seen in the open-
ing montage-are in talks with Chinese triads about establishing a new dope route between
mainland China and Japan, after the murders of their existing contactsyan  and Chang Feng.
It’s the assassins that have Jojima’s attention.

These assassins’ next action is the robbery of an armoured transport. They make off
with three big cases of money, but instead of making their situation more comfortable, the
heist proves to be the beginning of the end for the group. The problems that result from it
are twofold. First, Hitoshi (Yabe) runs off with one of the cases, sneaking off into the subway



behind his partners, who don’t realise he’s gone until they re.ach  the car. Waiting inside the
car are Mariko, the stripper, and Toji,  who is shocked to find that his brother and friends are
bank robbers and that such ill-gotten gains paid for his studies abroad (The wide-eyed inno-
cence of Kashiwaya’s character here is very similar to his role in Ley Lines).

Hitoshi takes the money back to his mother, hoping to flee to China and return to the
homeland like his mother always wished. But she declines, saying she’s planning to go to a
hot spring resort with friends instead. (This scene is an indication that the characters’chinese
heritage means more to the young than to the old. An earlier example of this was given with
Toji’s  prayers at his mother’s grave, during which Ryuichi waited impatiently at a distance
with his back turned.) Leaving the money with his mother, he departs to find his friends wait-
ing for him outside (the entire group, including l8ji).  He denies that he betrayed them, say-
ing he only borrowed the money to help his mother. When he tries to run off, Ryuichi shoots
him.

Hitoshi’s betrayal signals the first crack in the group’s unity. The characters them-
selves are aware how important it is for them to stick together, hence their decision to meet
Hitoshi together. But the fact that he betrayed them makes the rupture unavoidable. Even though
Ryuichi punishes him for it, that punishment itself, being death, is akin to rupture, since
either way they lose Hitoshi and the group ends up being damaged. (The film  doesn’t show
whether the group gets the money back from Hitoshi’s mother, suggesting that their
friends betrayal is more important to them than the cash.)

Jojima seems at that point stilt far away from reuniting his family. His wife finds him
sleeping on the couch again and keeps asking him how they’re going to obtain the 20 million
yen needed for their daughters operation. When the phone rings, she picks it up and hear-
ing the callers voice stealthily heads into the hallway so as not to be overheard by her hus-
band. When she whispers “I told you not to call me here” into the receiver, Jojima realises
his wife is cheating on him. His reaction is to go back to sleep on the couch, which would
seem to indicate he doesn’t care, but the expression on his face says otherwise. It’s an accept-
ance and with that a forgiveness - a realisation that it can only have been his own behaviour
that drove his wife to do this. His silence is in fact the first  step towards reconciliation.

The next day Jojima’s informant tells him about the creation of a new drug route
through Yokohama. With the address of a local snitch, Jojima heads to Yokohama, ordering
his partner lnoue (Susumu Terajima) to meet him there, despite it being his colleague’s day
off. When they meet, it turns out lnoue has brought his five-year old son along, the result of
having to interrupt his free day. The local informant is a cook (Far-Long Oh) in a restaurant
in the city’s Chinatown, who gives Jojima and lnoue their first information on “Ryu,  a new-
comer from Kaohsiung who is planning big things.” (This exchange of info is done over a
copious Chinese meal the cook made them, and the presence of the little boy works as a
contrast to the men’s talk of drug routes and murder.)

On their way back, Jojima, lnoue and the boy pass Ryuichi and his brother Toji  in the
streets. Neither of the two men knows the other’s face yet and to both parties the others are
simply passers-by. This scene is not the face-to-face mentioned before, which is to come
later, but it does serve as the intro to it. Like the chance meeting between Show Aikawa’s
and Naoto Takenaka’s characters in Ley Lines, Jojtma  and Ryuichi’s  unknowing encounter
establishes a spatial link between the men which functions as an introduction to the con-
frontation that’s to come.



4.&@
These other stages -childhood, the position of the outcast and rootlessness  _ are a$

established in a single scene that follows almost immediately after the montage. it’s revealed
that Ryuichi, the leader of the gang, has a teenage brother called T6ji  (Michisuke Kashfwaya)
who he sent to the United States to study. When Toji returns (complete with skateboard,
baseball shirt and Converse sneakers), his first wish is to visit their mother’s grave, which ts

revealed to be in a desolate swamp somewhere on the edge of town. When we hearmjf
talk to her tombstone in heavily accented Chinese, we learn that the brothers and the rest
of the gang are zany koji,  while the location of the cemetery makes it clear that they are
forced to dwell on the fringes of society as a result. Moments after Taji  finishes his prayers,

the other four members of the group arrive to throw the young man a welcome party, estab-
lishing the bond and camaraderie between these people of shared fate.

This solidarity is immediately contrasted with the home life of policeman Jojima, whose

pragmatic nature and devotion to his work have alienated him from his wife and daughterls.
His wife keeps up appearances, going only so far in her complaints as to ask her husband
to stop sleeping on the couch when he returns home late. Jojima’s daughter on the other
hand is less forgiving of the lack of attention and she snubs him completely. Her anger ls
also affected by her heart condition, an illness for which Jojima can’t afford to pay the oper-
ation.  His wife suggests asking her parents for help, but Jojima refuses, saying he will ‘fig-

ure something out”.
This scene is an example of the juxtaposition Miike employs throughout the film. He

continually contrasts the lives of Ryuichi on the one hand and Jojima on the other. This is
not simply a matter of first showing one, then the other. In the process of the film the devel-
opments their lives go through are always on opposite ends of the spectrum: Ryuichi starts
the film within a harmonious unit, but his position gradually worsens. Jojima on the other
hand is a man with a divided family that slowly grows closer as the film progresses. In that
process there must inevitably be a halfway point in which the two are equal. Not surpris-
ingly, Miike chooses that moment to have the two men meet face to face. When they are on
an equal level, it is impossible to create juxtaposition due to the absence of contrast.

Theuseofjuxtaposition is notonlylimitedtothecontrastingofJojimaand  Ryuichi.Within
Jojima’s life there is a similar contrast between his home life and his work:Following  the
scene in his home, we see Jojima at work and realise that he is much more in his element
on the streets of Kabukicho.  He gets along better with his informant, a man who makes ani-
mal pornography (Dankan), and with the yakuza than with his wife and daughter. Although

he is never shown as being corrupt, Jojima is more concerned with maintaining the status
quo for the ruling yakuza clan than with getting rid of organised crime (making him another
variation on the character of Tagami from Shinjuku Outlaw). As such, it’s of little concern to
him that yakuza leader Sakurai (played by film  critic and long-time Miike supporter Tokitoshi
Shiota) and his lieutenant Aoki (Renji Ishibashi) - the two top gangsters seen in the open-
ing montage - are in talks with Chinese triads about establishing a new dope route between
mainland China and Japan, after the murders of their existing contactsyan and Chang Few
It’s the assassins that have Jojima’s attention.

These assassins’ next action is the robbery of an armoured  transport. They make off
with three big cases of money, but instead of making their situation more comfortable, the
heist proves to be the beginning of the end for the group. The problems that result from it
are twofold. First, Hitoshi (Yabe) runs off with one of the cases, sneaking off into the subway
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In the meantime, the disintegration of Ryuichi’s group that started with Hitoshi’s betrayal
c o n t i n u e s  w h e n  Toji  v o i c e s  h i s  s h o c k  o v e r  h i s  b r o t h e r ’ s  c o l d - b l o o d e d  m u r d e r  o f  t h e i r  f r i e n d .
W i t h  t h e  d i s c o v e r y  o f  R y u i c h i ’ s  c r i m i n a l  p r a c t i c e s  s t i l l  f r e s h ,  t h e  y o u n g  m a n  c a n ’ t  f o r g i v e  h i m
f o r  H i t o s h i ’ s  d e a t h .  A n  a r g u m e n t  e n s u e s  a n d  a f t e r  R y u i c h i  h i t s  h i s  l i t t l e  b r o t h e r ,  Toji  r u n s
a w a y ,  b r i n g i n g  a b o u t  t h e  n e x t  s t e p  i n  t h e  c o l l a p s e  o f  t h e  g r o u p .

R y u i c h i  c o n t i n u e s  a l o n e  t o  h i s  d e s t i n a t i o n :  a  m e e t i n g  w i t h  t h e  m a n  w h o  c a n  s e t  u p
h i s  d r u g  s h i p m e n t s  f r o m  T a i w a n .  T h i s  k i n d  o f  s c e n e  w o u l d  b e  a n  o b l i g a t o r y ,  r o u t i n e  o c c u r -
r e n c e  i n  a  f i l m  o f  t h i s  t y p e .  H e r e  i t  i s  t u r n e d  i n t o  s o m e t h i n g  q u i t e  m e m o r a b l e .  M i i k e  i n t r o -
d u c e s  s e v e r a l  n e w  e l e m e n t s  t h a t ,  w i t h o u t  f u n d a m e n t a l l y  c h a n g i n g  t h e  g i s t  o f  t h e  s c e n e ,  d o
k e e p  i t  f r o m  b e c o m i n g  s t a n d a r d .  F i r s t  h e  c h a n g e s  t h e  s e t t i n g ,  h a v i n g  w h a t  w o u l d  n o r m a l l y
h a p p e n  i n  a n  o f f i c e  t a k e  p l a c e  i n s i d e  t h e  h u l l  o f  a n  e m p t y  f r e i g h t  s h i p .  S e c o n d l y ,  h e  intro-

,duces a  t h i r d  c h a r a c t e r ,  a  r i v a l  c l i e n t .  W i t h  t h e  i n t e n t  o f  t e s t i n g  t h e i r  w o r t h ,  t h e  i n t e r m e d i a r y
h a s  R y u i c h i  a n d  h i s  r i v a l  p l a y  a  g a m e  o f  R u s s i a n  r o u l e t t e .  T h e  w i n n e r  g e t s  t h e  b u s i n e s s .
T h i s  m e t h o d  o f  e m b e l l i s h i n g  o t h e r w i s e  r o u t i n e  m o m e n t s  i s  a l s o  a  p r e f e r r e d  m e t h o d  o f  M i i k e ’ s
i n  p o r t r a y i n g  p e r i p h e r a l  c h a r a c t e r s  t h a t  w o u l d  o t h e r w i s e  l e a v e  l i t t l e  o r  n o  i m p r e s s i o n  o n  t h e
v i e w e r .  H e  p r e v i o u s l y  u s e d  t h i s  t e c h n i q u e  i n  Jingi  Naki  Yabb  2 ,  b u t  w o u l d  p e r f e c t  i t s  f u n c t i o n
i n  T h e  City  o f  L o s t  S o u l s .  A n o t h e r e x a m p l e  i s  J o j i m a ’ s  c h i e f ,  w h o  s p e n d s  h i s  d a y s  o n  t h e
r o o f  o f  t h e  s t a t i o n  s p o u t i n g  p h i l o s o p h y  a n d  c a r v i n g  w o o d e n  f l u t e s .

T h e r e  i s  a n o t h e r  e x a m p l e  o f  t h i s  m e t h o d  i n  t h e  f i l m .  A s  J o j i m a ’ s  q u e s t  f o r  R y u i c h i  c o n -
t i n u e s ,  h e  a n d  l n o u e  g o  p a s t  t h e  p l a c e s  w h e r e  t h e  c r i m i n a l  g r e w  u p ,  a r m e d  w i t h  t h e  i n f o r -
mation about his background they received in Yokohama. They question two men who
p r o c l a i m  R y u i c h i  t h e i r  h e r o .  T h e y  t o o  a r e  zanryu koji,  a s  t h e y  p u t  i t :  “ W e  l o o k  J a p a n e s e ,  b u t
w e ’ r e  n o t .  T h e n  a g a i n ,  w e  l o o k  C h i n e s e  b u t  w e ’ r e  n o t .  W e ’ r e  r e a l l y  n o t  a n y t h i n g . ”  O n e  o f
t h e s e  t w o  c h a r a c t e r s  i s  p l a y e d  b y  T o m o r o w o  T a g u c h i ,  w e a r i n g  e x a c t l y  t h e  s a m e  c o s t u m e  a s
h i s  c h a r a c t e r  i n  L e y  L i n e s .  H e  i s  n e v e r t h e l e s s  n e a r l y  unrecognisable  d u e  t o  t h e  b i g  a f r o  w i g
h e  w e a r s  o n  h i s  h e a d .

G o o d - n a t u r e d  c l o w n i n g  a s i d e ,  t h e  s c e n e  d o e s  c o n t a i n  o n e  o f  t h e  m o s t  o v e r t  s t a t e -
m e n t s  o n  t h e  zanryu  koji  a s  o u t c a s t s  y e t  h e a r d  i n  a  M i i k e  f i l m .  I t ’ s  n o t  t h e  o n l y  a s s e r t i o n  o f
i t s  k i n d  i n  t h e  film.  I n  a  s c e n e  s o o n  t h e r e a f t e r ,  w h i c h  f i n a l l y  s e e s  t h e  t w o  m e n  c o m i n g  f a c e  t o
f a c e ,  R y u i c h i  f i n d s  h i m s e l f  s i t t i n g  o p p o s i t e  J o j i m a  i n  t h e  i n t e r r o g a t i o n  r o o m ,  t h e  r e s u l t  o f  t h e
c o p  r e c e i v i n g  p h o t o s  o f  h i s  t a r g e t  f r o m  h i s  i n f o r m a n t .  T h e r e  i s  l i t t l e  o f  p r a c t i c a l  u s e  t h a t
J o j i m a  g e t s  o u t  o f  t h e  g a n g s t e r ,  w h o  i n s t e a d  e x c l a i m s :  “ U n l i k e  y o u ,  t h i s  c o u n t r y  h a s  d o n e
n o t h i n g  f o r  m e . ”

W i t h  t h e  d i s i n t e g r a t i o n  o f  R y u i c h i ’ s  g r o u p  a l r e a d y  s e t  i n  m o t i o n ,  o t h e r  v i c t i m s  i n e v i t a b l y
f a l l .  A t  h i s  i n s i s t e n c e ,  M a r i k o  t a k e s  a  j o b  i n  a  h o s t e s s  c l u b  i n  o r d e r  t o  s p y  o n  t h e  y a k u z a .  I n
t h e  s c e n e  i n  w h i c h  h e  a s k s  h e r  t h i s  f a v o u r ,  w e  l e a r n  t h a t  M a r i k o  a n d  R y u i c h i  w e r e  o n c e  a
c o u p l e  p l a n n i n g  t o  h a v e  a  b a b y .  W h e n  M a r i k o  r e m i n d s  h i m  o f  t h i s ,  h e  w a l k s  a w a y  w i t h o u t
s a y i n g  a  w o r d ,  s u g g e s t i n g  t h a t  t h e  b o n d s  w i t h i n  t h e  g r o u p  a r e  n o t  a s  s t r o n g  a s  t h e y  m a y  a t
f i r s t  h a v e  s e e m e d .  I t  a l s o  s h i n e s  n e w  l i g h t  o n  t h e  d e a t h  o f  H i t o s h i  a n d  t h e  d e p a r t u r e  o f  T^ji,
b o t h  o f  w h i c h  w e r e  t h e  r e s u l t  o f  R y u i c h i ’ s  b e h a v i o u r ,  a s  w e l l  a s  d r a w i n g  a  p a r a l l e l  w i t h  t h e
u n e m o t i o n a l  p r a g m a t i s m  o f  J o j i m a  ( w h i c h  a p p r o p r i a t e l y  h a p p e n s  a t  t h e  m o m e n t  i n  t h e  s t o r y
w h e n  t h e  t w o  m e n  a r e  o n  t h e  s a m e  l e v e l ) .

M a r i k o ’ s  f i r s t  c l i e n t  i s  n o n e  o t h e r  t h a n  A o k i .  H e  t a k e s  t h e  g i r l  h o m e  w i t h  h i m ,  w h e r e
we later find him sitting in a chair, high on heroin, with Mariko at his feet in an inflatable pool
f i l l e d  t o  t h e  b r i m  w i t h  t h e  g i r l ’ s  o w n  l i q u i d  e x c r e m e n t .  A o k i  d e l i v e r s  a  s o l i l o q u y  t h a t  r e v e a l s

AGITATOR -The Cinema of Takashi  Miike



h e  h a d  h e r  s h o t  u p  w i t h  s m a c k ,  g a n g - r a p e d ,  g i v e n  a n  e n e m a  a n d  f i n a l l y  i m m e r s e d  i n  h e r
o w n  e x c r e m e n t ,  a l l  a s  a  r e s u l t  o f  t h e  d i m i n u t i v e  s i z e  o f  h i s  o w n  p e n i s .  W h i c h  m e a n s  t h a t
e v e r y t h i n g  h e  d i d  t o  h e r  w a s  a n  a t t e m p t  t o  c o m p e n s a t e  f o r  n o t  b e i n g  a b l e  t o  fuck  h e r .  A t  t h e
h e a r t  o f  h i s  v i o l e n c e  l i e s  h i s  o w n  f a i l u r e  a s  a  m a n ,  r e m i n i s c e n t  o f  t h e  t r a u m a s  o f  K e i s u k e  i n
Full  Metal  Gokud6.  T h e  c o m p a r i s o n  w i t h  t h a t  f i l m  i s  a l s o  u s e f u l  i n  a n a l y s i n g  t h i s  p a r t i c u l a r
s c e n e ,  s p e c i f i c a l l y  w i t h  r e g a r d s  t o  t h e  f u n c t i o n  o f  A o k i ’ s  m o n o l o g u e .  W h a t  i t  d o e s  i s  a v o i d
t h e  n e e d  t o  s h o w  t h e  a c t s  h e  d e s c r i b e s ,  w h i c h  k e e p s  t h i s  f r o m  b e c o m i n g  t h e  k i n d  o f  g a n g
r a p e  / m u r d e r  s c e n e  t h a t  w a s  p r e s e n t  i n  Full  M e t a l  GokudG.  A l t h o u g h  i t  w a s  n o t e d  t h a t  t h a t
p a r t i c u l a r  s c e n e  h a d  i t s  f u n c t i o n  i n  d e f i n i n g  t h e  f i l m ’ s  c h a r a c t e r s ,  i n  t h i s  i n s t a n c e  i n  D e a d  o r
A l i v e  t h i s  k i n d  o f  s e q u e n c e  w o u l d  h a v e  h a d  n o  s u c h  p u r p o s e ,  s i n c e  t h e  a f t e r m a t h  a l r e a d y
s p e a k s  v o l u m e s .

W h e n  t h e  c o n d i t i o n  o f  J o j i m a ’ s  d a u g h t e r  w o r s e n s  a n d  i m m e d i a t e  s u r g e r y  i s  c a l l e d
f o r ,  J o j i m a  t u r n s  t o  A o k i  a n d  a s k s  t h e  g a n g s t e r  t o  l o a n  h i m  t h e  2 0  m i l l i o n ,  t h r e a t e n i n g  t o
a r r e s t  h i m  i f  h e  d o e s n ’ t  a g r e e .  A r o u n d  t h e  s a m e  t i m e ,  R y u i c h i  f i n d s  M a r i k o ’ s  c o r p s e  d u m p e d
i n  a n  alley.The  t h r e e  r e m a i n i n g  m e m b e r s  o f  t h e  g r o u p  c r e m a t e  h e r  o n  a  r o o f t o p ,  a f t e r  w h i c h
R y u i c h i  t r i e s  t o  r e c o n c i l e  h i s  d i f f e r e n c e s  w i t h  Taji.  L o o k i n g  h i m  u p  a t  h i s  u n i v e r s i t y ,  t h e i r  c o n -
versation again ends in an argument after the young man states that: “In the USA, not all minori-
t i e s  a r e  g a n g  m e m b e r s .  E v e n  i n  t h e  g h e t t o  y o u  c a n  g e t  a  c h a n c e  t o  s t u d y . ”  R y u i c h i  w a l k s
o f f ,  b u t  s t o p s  a n d  t u r n s  a r o u n d  f o r  a  m o m e n t ,  T h e  l o o k  t h e  t w o  b r o t h e r s  e x c h a n g e  m a k e s  i t
c l e a r  t h a t  t h e y  b o t h  r e g r e t  t h e  s i t u a t i o n  ( i n  a n  i n t e r e s t i n g  d e t a i l ,  t h e i r  c o n v e r s a t i o n  t a k e s
p l a c e  a r o u n d  t h e  u n i v e r s i t y  s p o r t s  f i e l d  d u r i n g  a  r u g b y  m a t c h  - a  s e t t i n g  r e m i n i s c e n t  o f  a
s i m i l a r  s c e n e  i n  Ken/m  N o  Hanamichi  a s  w e l l  a s  a  r e f e r e n c e  t o  M i i k e ’ s  o w n  y o u t h ) .  A g a i n
e m p l o y i n g  a  d i r e c t  j u x t a p o s i t i o n ,  M i i k e  n e x t  s h o w s  J o j i m a  t a k i n g  h i s  w i f e  a n d  d a u g h t e r  o u t
t o  a  r e s t a u r a n t  t o  c e l e b r a t e  h e r  i m m i n e n t  s u r g e r y .

D e s p i t e  t h e  f a c t  t h a t  t h e y  a r e  o n l y  t h r e e ,  R y u i c h i  a n d  h i s  g a n g  m o v e  f u l l  s t e a m  a h e a d
w i t h  t h e i r  p l a n s  t o  t a k e  o v e r  S h i n j u k u ’ s  s t r e e t s .  T h e y  b l a s t  t h e i r  w a y  i n t o  t h e  b i r t h d a y  p a r t y
thrown by the yakuza for the leader of their Chinese triad partners (Shingo  Tsurumi). A
g a t h e r i n g  o f  a l l  t h e  k e y  f i g u r e s  f r o m  b o t h  s i d e s ,  f o r  R y u i c h i  i t  f o r m s  t h e  i d e a l  o p p o r t u n i t y  t o
g e t  r i d  o f  e v e r y o n e  i n  p o w e r .  A  m a s s a c r e  e n s u e s  a n d  t h e  t h r e e  m a n a g e  t o  w i p e  o u t  e v e r y
g a n g s t e r  i n  t h e  r o o m ,  a s  w e l l  a s  o n e  o f  J o j i m a ’ s  c o r r u p t  c o l l e a g u e s  (Hirotaro  H o n d a ,  w h o  i s
k i l l e d  i n  a n o t h e r  o f  M i i k e ’ s  k i t c h e n  j o k e s :  s t u m b l i n g  b a c k  f r o m  b e i n g  h e l d  a t  g u n p o i n t ,  h e
a c c i d e n t a l l y  p u t s  h i s  h a n d  i n  c o n s e c u t i v e l y  a  b o w l  o f  e g g  y o l k ,  a  b o w l  o f  f l o u r ,  a  b o w l  o f
b r e a d c r u m b s  a n d  f i n a l l y  i n  h o t  o i l ,  w i n d i n g  u p  w i t h  a  d e e p - f r i e d  h a n d  b e f o r e  b e i n g  s h o t ) .

T h e  l a s t  o p p o n e n t  s t a n d i n g  i s  t h e  t r i a d  l e a d e r ,  w h o  a t t a c k s  R y u i c h i  w i t h  t h e  s w o r d  h e
r e c e i v e d  a s  a  b i r t h d a y  p r e s e n t  f r o m  S a k u r a i .  J u s t  b e f o r e  h e ’ s  a b l e  t o  s t r i k e ,  a  b u l l e t  p i e r c e s
his chest and he falls dead to the floor. The person who pulled the trigger is Toji,  who arrived
w i t h  t h e  i n t e n t i o n  o f  g e t t i n g  c l o s e r  t o  h i s  b r o t h e r .  W o r d s ,  w h i c h  a r e  p a r t  o f  Toji’s  w o r l d ,  f a i l e d
t o  r e c o n c i l e  t h e m ,  s o  h e  a t t e m p t s  t o  d o  i t  b y  p i c k i n g  u p  a  g u n ,  t h u s  s t e p p i n g  i n t o  h i s  b r o t h e r s
w o r l d .  T h i s  e m b r a c i n g  o f  v i o l e n c e  m a r k s  t h e  e n d  o f  h i s  c h i l d h o o d  a n d  Toji’s  f i r s t  c o n t a c t  w i t h
v i o l e n c e  s w i f t l y  r e s u l t s  i n  h i s  o w n  d e a t h  w h e n  l n o u e  s h o w s  u p  a t  t h e  d o o r .  U n a b l e  t o  w a i t  f o r
h i s  p a r t n e r ,  t h e  c o p  t r i e s  t o  a r r e s t  t h e  g a n g  b y  h i m s e l f .  W i t h  t h r e e  a r m e d  m e n  - i n c l u d i n g
Toji  - o p p o s i t e  h i m ,  l n o u e  d o e s n ’ t  s t a n d  a  c h a n c e  a n d  h e  i s  r i d d l e d  w i t h  b u l l e t s  b e f o r e  h e
c a n  e v e n  f i r e  a  s i n g l e  s h o t .  A s  h e  f a l l s ,  h i s  g u n  g o e s  o f f  a n d  t h e  b u l l e t  l a n d s  i n  Toji’s  c h e s t ,
w h i c h  i s  r e v e a l e d  v e r y  s l o w l y  a s  t h e  c a m e r a  p u l l s  b a c k  t o  e x p o s e  t h e  r e d  s t a i n  o n  t h e  y o u n g
m a n ’ s  w h i t e  shirt.This colour  p a t t e r n  e m p h a s i s e s  t h e  t a r n i s h e d  i n n o c e n c e  t h a t  Tdji  b e c o m e s
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b y  p i c k i n g  u p  a  g u n  a n d  t h e  c o n t r a s t  m a k e s  h i s  d e a t h  i n f i n i t e l y  m o r e  i m p r e s s i v e  t h a n  t h a t  o f
t h e  d o z e n s  o f  c o r p s e s  s c a t t e r e d  a r o u n d  t h e  r o o m  ( t h e  c h a o t i c  s t r u c t u r e  o f  t h e  m a s s a c r e ,
a c h i e v e d  t h r o u g h  h a n d h e l d  c a m e r a w o r k a n d  e d i t i n g ,  w a s  t h e r e f o r e  f u l l y  i n t e n t i o n a l ,  f u n c t i o n i n g
a s  a  c o u n t e r p o i n t  t o  t h e  s u b s e q u e n t  s h o o t i n g  o f  l3ji).

B y  t h e  t i m e  J o j i m a  a r r i v e s  o n  t h e  s c e n e ,  t h e  c u l p r i t s  h a v e  f l e d .  I t  s e e m s  h e ’ s  f o u n d  a
r o o m  f u l l  o f  c o r p s e s ,  i n c l u d i n g  t h a t  o f  h i s  p a r t n e r ,  u n t i l  A o k i  s u d d e n l y  s t a n d s  u p ,  h a v i n g  s u r -
v i v e d  t h e  g u n  b a t t l e  b y  p l a y i n g  p o s s u m .  W i t h  a  s m i l e  o n  h i s  f a c e ,  t h e  gangsteiobserves  t h a t
s i n c e  e v e r y o n e  i s  d e a d ,  h e  i s  n o w  t h e  b o s s .  H e  i m m e d i a t e l y  o f f e r s  J o j i m a  a  j o b  a n d  t e l l s
h i m  t h a t  h i s  d e b t  h a s  b e e n  e r a s e d .  A s  t h a n k s ,  J o j i m a  s h o o t s  h i m ,  t h u s  w i p i n g  o u t  a l l  exis-
tence  of the loan and liberating himself from the last obstacle in his private life.

By contrast, things couldn’t be worse for Ryuichi.After  he buries his brother in theswamp,
h e  s e e s  h i s  f i r s t  s h i p m e n t  o f  d r u g s  i n t e r c e p t e d  b y  J o j i m a  ( i n  a n o t h e r  e x a m p l e  o f  t h e  d i r e c t o r
e m b e l l i s h i n g  a  r o u t i n e  s c e n e ,  t h e  s h i p m e n t  i s  t r a n s p o r t e d  o n  a  b a n a n a  b o a t .  T h e  d e c k  i s
c o v e r e d  i n  b a n a n a  p e e l s ,  a s  t h e  c r e w  c l e a r l y  h a v e  b e e n  e a t i n g  t h e  f r u i t s  s i n c e  t h e i r  d e p a r -
t u r e  f r o m  T a i w a n .  A s  t h e y  a r r i v e  i n  t h e  h a r b o u r ,  t h e y  a r e  v o m i t i n g  t h e m  r i g h t  b a c k  u p  a g a i n ) .
A f t e r  t h e  d e a t h  o f  h i s  b r o t h e r ,  b u s i n e s s  i s  a l l  t h a t  R y u i c h i  h a s  l e f t  a n d  J o j i m a  s c r e w s  i t  u p  f o r
h i m .  W i t h  e v e r y t h i n g  t a k e n  a w a y ,  a l l  t h a t  r e m a i n s  i s  h i s  b a t t l e  w i t h  J o j i m a .

A g a i n  t h i s  d e v e l o p m e n t  i n  R y u i c h i  i s  j u x t a p o s e d  w i t h  t h e  l i f e  o f  J o j i m a ,  w h i c h  a t  t h a t
m o m e n t  i s  l o o k i n g  r o s i e r  t h a n  i t  h a s  d u r i n g  t h e  e n t i r e  f i l m .  H i s  w i f e  a n d  d a u g h t e r  c o m e  t o
t h e  p o l i c e  s t a t i o n  t o  b o r r o w  J o j i m a ’ s  c a r ,  i n  o r d e r  t o  d r i v e  t o  t h e  h o s p i t a l  f o r  t h e  g i r l ’ s  s u r -
g e r y .  H e  l e n d s  t h e m  t h e  k e y s ,  b u t  t h e  m o m e n t  h i s  w i f e  s t a r t s  t h e  c a r ,  i t  e x p l o d e s ,  c o u r t e s y
o f  R y u i c h i ’ s  c a r  b o m b .  J u s t  w h e n  t h i n g s  w e r e  f i n a l l y  l o o k i n g  u p ,  J o j i m a  t o o  f i n d s  e v e r y t h i n g
t a k e n  a w a y  f r o m  h i m  ( l i k e  w i t h  R y u i c h i  a t  t h e  s t a r t  o f  t h e  f i l m ,  t h e  p o s s e s s i o n  o f  a  l a r g e  s u m
o f  m o n e y ,  i n  t h i s  c a s e  A o k i ’ s  l o a n ,  i s  n o  m o r e  t h a n  a  t e m p o r a r y  i l l u s i o n  o f  h a p p i n e s s ) .  T h e n ,
J o j i m a  a l s o  h a s  n o t h i n g  l e f t  b u t  h i s  b a t t l e  w i t h  R y u i c h i ,  w h i c h  f i n a l l y  p u t s  t h e  t w o  m e n  i n  t h e
s a m e  p o s i t i o n  a n d  s e t s  t h e  s c e n e  f o r  t h e  f i n a l  c o n f r o n t a t i o n .

D r i v i n g  a c r o s s  a  c o u n t r y  r o a d ,  R y u i c h i  a n d  h i s  r e m a i n i n g  t w o  f r i e n d s  s t o p  w h e n  t h e y
s p o t  J o j i m a  w a i t i n g  f o r  t h e m  i n  t h e  d i s t a n c e .  S e e i n g  t h e  c o p ,  R y u i c h i  u t t e r s :  ‘ T h i s  i s  t h e  f i n a l
scene.“This  i s  n o t  s o  m u c h  a  s e l f - r e f e r e n t i a l ,  meta-narrative  w i n k  a s  a n  a c k n o w l e d g e m e n t
b y  t h e  c h a r a c t e r  t h a t  a l l  t h a t ’ s  l e f t  f o r  h i m  i s  t h e  c l a s h  w i t h  h i s  n e m e s i s .  I t  a l s o  e c h o e s  t h e
w o r d s  J o j i m a  s p o k e  t o  h i m  a t  t h e  e n d  o f  t h e  i n t e r r o g a t i o n :  “ I ’ l l  g e t  y o u  i n  t h e  e n d . ”  C l e a r l y ,
t h e  e n d  i s  n i g h .

F o r t h e f i n a l e o f  hisfilm,  M i i k e p u l l s o u t  o n e  m o r e t r i c k . A g a i n  r e l a t e d t o t h e e m b e l l i s h m e n t
of a routine scene, he exaggerates this climactic skirmish to the point of turning it into
m e t a p h o r  ( c o m p l e m e n t e d  b y  a  s w i t c h  i n  colour  t o n e  t o  e m p h a s i s e  t h e  e x a g g e r a t i o n ,  r e m i -
n i s c e n t  o f  t h e  v i s u a l  c h a n g e  i n  The  B i r d  Peep/e  i n  C h i n a ,  a l s o  lensed  b y  H i d e o  Y a m a m o t o ) .
W r i t t e n  a s  a  s i m p l e  s h o o t - o u t  i n  t h e  o r i g i n a l  s c r i p t ,  a t  i t s  m o s t  b a s i c  l e v e l  t h e  s c e n e  i s  a b o u t
t w o  m e n  w h o  h a v e  n o t h i n g  l e f t  i n  l i f e  b u t  t h e i r  w i s h  t o  d e s t r o y  e a c h  o t h e r .  E v e r y t h i n g  t h a t
h a p p e n s  i n  t h e  c l i m a x ,  e x a g g e r a t e d  a n d  u n r e a l  a s  i t  m a y  b e ,  i s  e s s e n t i a l l y  m e t a p h o r  f o r  t h e
c h a r a c t e r s ’  d e t e r m i n a t i o n .  W i t h  n o t h i n g  l e f t  t o  l o s e ,  t h e y  a r e  p r e p a r e d  t o  g o  t o  t h e  v e r y  e n d
and beyond to destroy each other. Car crashes, knives, bullets and explosions don’t kill
t h e m ,  t h e y  o n l y  s e r v e  t o  r i d  t h e  s c e n e  o f  i t s  s u p e r f l u o u s  e l e m e n t s  ( i . e .  R y u i c h i ’ s  t w o  a c c o m -
p l i c e s ,  w h o  b o t h  d i e  t r y i n g  t o  k i l l  J o j i m a ) .  W h e n  t h e i r  c h o i c e  o f  w e a p o n s  g o e s  i n t o  t h e  r e a l m
o f  t h e  f a n t a s t i c a l ,  t h e  s c e n e  s t i l l  s t a y s  a d m i r a b l y  t r u e  t o  i t s  i n t e n t i o n s  a n d  t h e  m e t a p h o r i c
approach is still intact. Even when in the final shot planet earth itself explodes, it fits in. After
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a l l ,  f o r  e a c h  o f  t h e s e  t w o  c h a r a c t e r s  t h e  d e s t r u c t i o n  o f  t h e  o t h e r  w a s  t h e i r  e n t i r e  w o r l d .  A n d
w h e n  t h e y  g o ,  n a t u r a l l y  t h a t  w o r l d  g o e s  w i t h  t h e m .

W h i l e  t h e  e x e c u t i o n  o f  t h e  f i n a l  s c e n e  i n  i t s  o w n  r i g h t  i s  f l a w l e s s  ( u s i n g  t h e  s a m e  t e c h -
nique as the finales of Kishiwada  S/?&en  Gurenfai  - Cbikemuri  Junj6  Hen and Rainy Dog),
i t  s h o u l d  b e  r e g a r d e d  a s  p a r t  o f  a  b i g g e r  p i c t u r e ,  n o t  a s  a  s e p a r a t e  e n t i t y .  A n d  i t s  e x t r e m e s
a r e  r a t h e r  a  c o n t r a s t  t o  w h a t  w e n t  b e f o r e ,  u n l i k e  t h e  o p e n i n g  m o n t a g e  w h i c h  d i f f e r e d  o n l y  i n
p a c i n g  a n d  n o t  i n  t o n e .  T h e  c l i m a x  o f  D e a d  of A l i v e  i s  - t h o u g h  a  r e m a r k a b l e  p i e c e  o f  c i n e -
m a t i c  i n v e n t i o n ,  let  t h a t  b e  s a i d  - s t y l i s t i c a l l y  o u t  o f  t u n e  w i t h  t h e  r e s t  o f  t h e  f i l m ,  i r o n i c a l l y
m a k i n g  t h e  f i l m ’ s  m o s t  e y e c a t c h i n g  a n d  a s t o n i s h i n g  m o m e n t  a l s o  i t s  o n e  w e a k n e s s .
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All eyes are on Asami  (Eihi Shiina) during her audition



AUDITION

2 0 0 0

1 9 9 9  a n d  2 0 0 0  w e r e  c r u c i a l  y e a r s  f o r  T a k a s h i  M i i k e ,  w h o  s a w  h i s  i n t e r n a t i o n a l  r e p u t a t i o n
d e f i n i t e l y  e s t a b l i s h e d  a s  a  r e s u l t  o f  m o r e  f e s t i v a l  s c r e e n i n g s  t h a n  e v e r  b e f o r e .  A g a i n  C a n a d a
l e d  t h e  p a c k ,  w i t h  t h e  ‘ 9 9  e d i t i o n s  o f  t h e  V a n c o u v e r  a n d  FantAsia  f e s t i v a l s  b o t h  s h o w i n g  h i s
w o r k ,  f o l l o w e d  b y  t h e  T o k y o  f i l m  f e s t i v a l  a n d  i t s  f a n t a s y - o r i e n t e d  s p i n - o f f .  L a t e r  t h a t  y e a r ,  t h e
d i r e c t o r  r e c e i v e d  h i s  f i r s t  e v e r  r e t r o s p e c t i v e  a t  t h e  N o i r  I n  F e s t i v a l  i n  C o u r m a y e u r ,  ItalyIs.
B u t  i t  w a s n ’ t  u n t i l  t h e  R o t t e r d a m  f i l m  f e s t i v a l  i n  H o l l a n d  p r o g r a m m e d  Ley  L i n e s ,  D e a d  o r
A l i v e  a n d  A u d i t i o n  i n  e a r l y  2 0 0 0  t h a t  M i i k e ’ s  r e p u t a t i o n  t o o k  o f f  p r o p e r .

A u d i t i o n  w a s  t h e  f i l m  t h a t  t u r n e d  h e a d s  a t  m o s t  o f  t h e s e  f e s t i v a l s ,  w i n n i n g  p r i z e s  f r o m
j u r i e s  o f  l o c a l  a n d  i n t e r n a t i o n a l  c r i t i c s  i n  R o t t e r d a m  a n d  g o i n g  o n  t o  b e  t h e  f i r s t  o f  h i s  w o r k s
r e l e a s e d  t h e a t r i c a l l y  o v e r s e a s .  S t i l l  a n  u n k n o w n  i n  m a n y  c o r n e r s  o f  t h e  g l o b e ,  M i i k e  w a s
h a i l e d  a s  a n  o v e r n i g h t  s e n s a t i o n .  O u t s i d e  J a p a n ,  f e w  p e o p l e  w e r e  a w a r e  t h a t  A u d i t i o n  w a s
his 35th  film in nine years.

T h e  f i l m ’ s  i n t e r n a t i o n a l  e x p o s u r e  r e s u l t e d  i n  a  p l e t h o r a  o f  i n t e r p r e t a t i o n s  o n  i t s  m e a n -
i n g  a n d  i n t e n t i o n s .  B a s e d  o n  a  n o v e l  b y  RyO  M u r a k a m i  a n d  s c r i p t e d  b y  Shohei  I m a m u r a ’ s
s o n  D a i s u k e  T e n g a n ,  i t s  s t o r y  o f  a  w i d o w e r  w h o s e  c h o i c e  f o r  a  n e w  b r i d e  t u r n s  o u t  t o  b e  a
p s y c h o t i c  m u r d e r e s s  w a s  r e a d  a s  b e i n g  b o t h  f e m i n i s t  a n d  m i s o g y n i s t ,  w h i l e  t h e  s w i t c h  i n
t o n e  i n  t h e  final  q u a r t e r  w a s  a t  o n c e  a c c l a i m e d  f o r  t o p p i n g  o f f  t h e  c a r e f u l l y  b u i l t - u p  t e n s i o n
a s  w e l l  a s  d i s m i s s e d  a s  p u r e l y  e x p l o i t a t i o n a l .

W h a t  A u d i t i o n  i s ,  i s  a  c h a r a c t e r  s t u d y  o f  t w o  l o n e l y  s o u l s  s e a r c h i n g  f o r  h a p p i n e s s .
T w o  p e o p l e  w h o  r e p r e s e n t  t h e  p r i n c i p l e  t h a t  o n e  h u m a n  b e i n g  c a n  n e v e r  t r u l y  k n o w  o r  u n d e r -
s t a n d  a n o t h e r .  F o c u s i n g  o n  t h e  m a l e  h a l f  o f  t h e  p a i r ,  M i i k e  e m p l o y s  s e x i s m  a s  t h e  m a i n  t o o l
t h r o u g h  w h i c h  t o  i l l u s t r a t e  t h i s  p r i n c i p l e ,  b u t  t h e  f i l m  o f f e r s  m a n y  d i f f e r e n t  e x a m p l e s  o f  s u c h
m i s u n d e r s t a n d i n g s .

By making his protagonistAoyama  (Ryb  Ishibashi) awidower, Miike creates if not exactly
a  r o o t l e s s  c h a r a c t e r ,  t h e n  a t  l e a s t  a n  o u t s i d e r .  D e s p i t e  h a v i n g  a  c l o s e  b o n d  w i t h  h i s  a d o l e s -
c e n t  s o n  S h i g e h i k o  ( T e t s u  S a w a k i )  a n d  r u n n i n g  a  s u c c e s s f u l  v i d e o  p r o d u c t i o n  c o m p a n y ,
A o y a m a  h a s  b e e n  a  l o n e l y  m a n  f r o m  t h e  m o m e n t  h i s  w i f e  Ryoko  d i e d .  H i s  o n l y  r o m a n t i c
e n t a n g l e m e n t  i n  t h e  s e v e n  y e a r s  t h a t  h a v e  p a s s e d  s i n c e  h e r  d e a t h  h a s  b e e n  a  o n e - n i g h t
s t a n d  w i t h  h i s  s e c r e t a r y ,  i r o n i c a l l y  t h e  r e s u l t  o f  h i s  a t t e m p t  t o  i s o l a t e  h i m s e l f  t h r o u g h  a  d e v o -
t i o n  t o  w o r k .  T h e  i m a g e  o f  w o m a n h o o d  g i v e n  b y  h i s  h o u s e k e e p e r  R i e  i s  c o m p l e t e l y  s e x l e s s :
s h e  w e a r s  s h a p e l e s s  d u n g a r e e s  t h a t  h i d e  a n y  f e m a l e  c u r v e s  s h e  m a y  p o s s e s s ,  n e v e r  w e a r s
m a k e - u p  a n d  c a n ’ t  c o o k .  W h e n  h e  a n d  S h i g e h i k o  e a t  s e a  b r e a m  f o r  d i n n e r  ( t h e y  c a u g h t  t h e
f i s h  t h e m s e l v e s ,  w h i c h  f u n c t i o n s  a s  a n  a n a l o g y  t o  b o t h  m e n ’ s  s e a r c h  f o r  t h e  o p p o s i t e  s e x ) ,
t h e  y o u n g  m a n  t e l l s  h i m  t h i s  t y p e  o f  f i s h  a r e  a l l  b o r n  m a l e  b u t  s o m e  b e c o m e  f e m a l e  a s  t h e y

g r o w  b i g g e r .  A o y a m a  a s k s  h i m  i f  t h i s  s p e c i m e n  i s  m a l e  o r  f e m a l e ,  t o  w h i c h  S h i g e h i k o  r e p l i e s
that they could clearly see the ovaries when they cut it open. “I  don’t know much about
o v a r i e s :  A o y a m a  s a y s ,  e s t a b l i s h i n g  t h e  f i r s t  o f  m a n y  m i s u n d e r s t a n d i n g s  t h e  m e n  i n  t h i s  f i l m
h a v e  a b o u t  t h e  o p p o s i t e  s e x .

A f t e r  s e v e n  y e a r s  o f  h i d i n g ,  A o y a m a  i s  f o r c e d  t o  c o n f r o n t  h i s  o w n  l o n e l i n e s s  w h e n  h i s
s o n  t e l l s  h i m  t h a t  h e ’ s  s t a r t i n g  t o  l o o k  o l d  a n d  h e  s h o u l d  t h i n k  a b o u t  r e m a r r y i n g .  T h e  n e x t
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day at work, a colleague tells him Japan is full of lonely people. “You too?” he adds, turning
to Aoyama. Later that day, his secretary tells him she’s getting married. From the fact that
the camera lingers on her wordless stare we can tell she obviously still has feelings for her
boss, feelings which Aoyama has no interest in returning.

That night he meets up with his film producer friend Yoshikawa (Jon Kunimura) in a
bar and states his desire to find a new wife. Aoyama at first sums up a list of criteria that she
needs to meet, but when Yoshikawa remarks that those criteria exactly describe his late
wife, he says that above all he doesn’t want his new marriage to fail. Too old to play the field,
he wishes he could have the opportunity to see many women at once and choose one of
them. Despite Yoshikawa’s belief that “Japan is finished” because there are no more good
women (a statement brought on by a group of women giggling loudly in a corner), he hands
his friend the solution: to hold an audition. Using an old script written by Aoyama, the two
men will audition actresses for the lead role in a non-existent film and Aoyama can take his
pick (from the losers, Yoshikawa adds, because the one who gets the part would never be
the marrying type).

Leafing through the piles of applications from young, talented and beautiful women a
few nights later, Aoyama is clearly enthusiastic, but hesitant at the same time.The  imper-
sonal nature of the method he has chosen bothers him, and he voices this concern over the
phone to his friend, comparing the selection process to buying a car.  His mix of enthusiasm
and guilt is again illustrated when he covers up the applications the moment his son enters
his study, like an adolescent caught reading dirty magazines. To be looking for a woman
makes Aoyama feel like a teenager again, but at the same time the method makes him feel
like he’s doing something wrong.

This is an indication of the nuance in the character of Aoyama.Yoshikawa  on the other
hand is something of a male chauvinist and. as his remark about the woman in the bar sug-
gested, deeply pessimistic about love and relationships (t&#gh  this in turn might suggest



he too is one of Japan’s lonely people, lonely to the point of disiilusioned).Yoshikawa’s  char-
acter serves to emphasise the nuances in Aoyama and throughout the film, his suggestions
and advice always go against Aoyama’s instinct and beliefs.

Despite his discomfort, Aoyama does find his candidate among the many applicants.
When he spills coffee on one of the papers, he pulls it out from under the pile to clean and
his eye is immediately caught by the girl’s photograph. Though some reviewers commented
on the use of such an obvious device as spin coffee, it is entirely functional in that it speeds
up the scene. Aoyama would have stumbled upon the girls application evantually  if he had
simply gone through all the applications one by one, but this would have taken far too much
time and would furthermore have been very undramatic. Additionally, the coincidental nature
of the discovery functions in much the same way as Miike’s use of the spatial link in Ley
Lines and Dead or Alive. in which two characters who by chance share the same space
eventually wind up in conflict.

The girl, 24-year  old Asami Yamasaki (Eihi Shiina), added a cover letter to her appli-
cation stating that she was a ballerina until she injured her hip in an accident. Being forced
to give up ballet, she writes, was like facing death. The letter deeply touches Aoyama and
he is immediately smitten. As a resuft,  the audition itself becomes a pointless experience
for him.Thewaytheauditionsceneisshotemphasisesthis,  in addition to underliningtheimper-
sonal,  almost mechanical nature of the proceedings. It starts with a shot of a single chair in
an empty space, while behind it metal shutters are drawn over the windows. blocking much
of the daylight from entering. The two men sit opposite it behind a desk and nearly each
shot in the scene emphasises the position of the chair in relation to the room or to the desk.
Aoyama confesses he feels like a criminal, but Yoshikawa enters into it with relish, firing off
impertinent questions about sensitive subjects like family, sexual habits, drug use and pros-
titution to the applicants.

Thirty candidates are scheduled to pass their inspection, and Asami is number 28.
As mentioned above, Aoyama has already made his choice, which makes listening to the
other candidates an obligation. The scene is edited from Aoyama’s point of view, empathis-
ing with his feelings. Taking the shape of a montage, the audiiin scene shows us bits and
pieces of each candidate’s interview, all of them moments that are in some way remark-
able, be they funny, tragic, emotional or plain ridiiulous.  This mirrors Aoyama’s state of mind,
since he too only picks up the memorable moments from this process, which he otherwise
sits through absent-mindedly (the use of fast-forwarded video footage of the interviews fur-
thermore expresses his desire to get things over with and meet Asami).

This rhythm stops abruptly when Asami’s  turn is finally up. Entering the room dressed
all in white, her appearance makes quite an impression (all the more because she’s framed
in a wide shot that makes her look very frail within the environment of the spacious room).
Aoyama too is struck by her presence, as is shown by a slow, uninterrupted dolly which
moves from a very wide shot of Asami siting in front of the two men to a medium close-up
of a stunned Aoyama. For the first  time during the entire audition, Aoyama speaks and when
he does, his words don’t stop coming -as if they had been bottled up inside him from the
moment he read her letter. Although his words are sincere, their unrelenting stream again
emphasises how much Aoyama is like an insecure teenager, accentuated all the more by
the priceless look of stupefaction on Yoshikawa’s  face. After the audition is over, Yoshikawa
expresses his unease over the young woman. Aoyama has an entirely different impression



and he walks over to the empty chair to look at the desk from her point of view. thus express-
ing concern over how he came across in her eyes.

Aoyama’s enthusiasm is not only due to the impression Asami makesThe  night before
the audition, Shigehiko brought home a girl he met on the train, thus setting up a situation
in which the son surpasses the father. As noted earlier, Aoyama’s actions are in large part
influenced by occurrences around him. These and his own enthusiasm over Asami make
him step over the doubts he feels about his chosen method, especially once the audition is
behind him. The same night he calls up Asami and asks her to go out for a drink. In this
instance,so  brieflyaftertheaudition,  Asami’sagreement  isin parttheresultof Aoyama’s power
as a producer. She wouldn’t say no for fear of endangering her chances to get the part. He
however doesn’t realise this and is again happy as an adolescent when she says yes.

With the start of their contact also begin the indications that something will go wrong.
First, there is Yoshikawa again voicing his concern. Seconds after Aoyama gets off the phone
with Asami, his friend calls to say that the reference Asami gave at the audition is false. The
contact she mentioned, a record company producer named Shibata, disappeared over a
year ago. Then, Shigehiko tells his father that he already broke up with the girl he brought
home the night before. “Girls are so unpredictable,” he exclaims and his remark not only
functions as an omen of what’s to come for Aoyama, but also another instance in which a
man acknowledges his tack of understanding of women. The third indication is a subtler one
and one brought across entirely through stylistic means: Aoyama and Asami sit facing each
other at a restaurant table on their first date. The conversation is obviously shot from two
camera standpoints, as is the custom for dialogue scenes. However, instead of assuming
two neutral points of view, Miike chooses to do only one: an over-the-shoulder shot to rep-
resent Aoyama. For Asami he uses a subjective point-of-view shot. This puts the scane
somewhat off balance and hints at something not being quite as it should be. The full impact
of this use of the subjective camera doesn’t become clear er in the film, when Miike,‘ :



uses it again without establishing the character it belongs to.Thanks  to the scene in the
restaurant, we immediately realise  it represents Asami.

The date nevertheless seems to be a success. The two get along well and Asami
agrees to go out with him again: When Aoyama tells Yoshikawa the good news, more than
ever convinced that he’s found the perfect partner, his friend voices his distrust. Saying
Asami sounds too ideal, he advises Aoyama to not call her for a while lest he lose his head
and be blinded by love. Again showing how the opinions of others have an effect on him,
Aoyama, hesitantly, complies with his friend’s wishes. Choosing to go to sleep instead of
picking up the phone, that night he has a dream of his dead wife Rybko  (Miyuki Matsuda)
disappearing behind a tree. This image indicates Aoyama’s feeling of closing off a chapter
of his life and his belief that he has found a new love. Employing the juxtaposition he used
to such good effect in Dead or Alive, Miike cots from Aoyama’s dream to a shot of Asami’s
room. The composition of this shot, which runs as a visual motif throughout the film, gives

another signal about the
young woman’s mental state.
The apartment is old and
cramped, and Asami sits on
her knees with her head
bowed, immobile, her long
black hair covering her face.
There are only two objects in
the room: atelephone - posi-
tioned in such a way that it’s
clear Asami is waiting for
Aoyama’s call - and a large
bag with unknown contents.

In the scenes that fol-
low, Miike keeps cutting back
and forth between Aoyama’s
hesitation to pick up his tele-
phone and Asami waiting
immobile next to hers. Each
succeeding shot of Asami’s
room puts more emphasis on
the presence of the bag.
Then Aoyamafinally decides
to call her and the way her
reaction to the ringing tele-
phone is shot is an example
of impeccable timing, from
the close-up of her mouth
slowly curling up into a smile
to the moment the bag sud-
denly jumps up and rolls
around with a beastly growl.



It’s the film’s big - and thanks to the timing of the scene very effective - shock moment,
but it also functions as the final proof that there is something very wrong with Asami. It’s
the turning point in the film as from now on the audience has more knowledge of Asami’s
character than Aoyama does. Miike doesn’t use the audience’s knowledge to create sus-
pense, but instead makes it function to display the internal conflicts in Asami’s character.
This is what makes Audition a character study, not a suspense film or even a horror film.
Case in point is the continuation of this same scene. Instead of ending with the shock
moment, it goes on to show Asami picking up the phone and talking to Aoyama as if no-
thing had happened.

The two agree to a new date and their conversation on that evening shows them
becoming closer and more open about themselves. Asami talks about her family background
and her parents who moved away from Tokyo so her father could play golf. Aoyama is so
sure of Asami now that he tells Shigehiko that he has found the women he wants to marry.
He and Asami take a weekend trip to the coast, where he intends to propose to her. Arriving
in their hotel room, he is nervous and talks incessantly, until Asami quietly takes off her robe
and gets into bed. She asks him to love her exclusively, and nobody but her. But before she
lets him answer she slowly pulls back the sheets to expose the scars on the insides of her
thighs. “I was burnt as a child,” she explains. He needs to accept this before she will let him
closer. Aoyama does and the two make love for the first time.

Waking up later that night he finds her gone. The hotel receptionist tells him she has
left. Aoyama discovers she hasn’t simply left, she’s disappeared. There’s no reply on the
phone and it’s then that he realises he doesn’t even know her address. He has to turn to



Yoshikawa in the hope of finding it, but his friend can’t help him either. In fact, the hvo  end
up arguing when Yoshikawa tells him to forget about her and acknowledge that he has been
deceived.

To find Asami, Aoyama uses what little information he has of her, which confronts him
with the fact that he knows absolutely nothing about this woman he was ready to take as
his wife. He looks up the address of the ballet school she went to as a child, only to find the
place boarded up. Breaking in, he discovers her ballet teacher, a wheelchair-ridden old man
(Renji Ishibashi) sitting at a piano, her ballet shoes still dangling from the handle of his chair.
A flashback shows him burning a young Asami on the thighs with a branding iron to force
her to dance better. Aoyama next makes his way to the bar where Asami said she works
part time. This place too he finds closed and a neighbour  tells him its owner was murdered
one year prior, chopped into pieces that were scattered all over the bar. He continues to say
that when the police had gathered all the parts, they found a tongue, an ear and three ftn-
gers too many.

The scenes of Aoyama’s search mark a sudden shift in style. Miike uses garish light-
ing and tilted angles, as well as a series of jump cuts to close-ups of severed body parts
that represent Aoyama’s imagination. The acting changes too, becoming more exaggerated
to tit with the change of tone. It’s clear that these effects are meant to make us feel Aoyama’s
confusion, but the effect is too strong, particularly since the audience is already aware of
Asami’s  dark side. The shots of body parts, particularly a close-up of a palpitating severed
tongue, provoke laughter more than anything else.

While Aoyama is out on his search, somebody enters his house. discovers the photo
ofhislate  wifeon  hisdesk,drugs  hiswhiskyandattacks hisdog.  From thefactthatthissequence
is shot with a subjective camera, we immediately know that it’s Asami - referring to the use
of this technique in the scene of their first date. When Aoyama returns home and drinks the
whisky, he loses consciousness and falls over. Just before he hits the floor, Miike cuts back
to the couple’s second date. Or at least, the setting is the same, but their conversation is dif-
ferent. This time, Asami tells him the truth about herself, how her parents divorced when
she was a child, how she was physically abused by her aunt and uncle before going to live
with her mother and her stepfather (the ballet teacher Shimada)  and that thanks to her love
for ballet she got through. She says to Aoyama that she wants to tell him everything about
herself, and the scene plays like the way their second date ideally should have gone. If they
had been truthful  to each other, it might have worked out between them.

Aoyama’s hallucination then becomes a combination of his guilt and desires  rolled
into one. First his wife tells him he can’t have Asami (the opposite of the dream he had before
and a direct link to Asami finding Ry6ko’s  photograph on hi desk, which for Asami meant
the discovery that he doesn’t love only her). Next, the setting changes and Aoyama is with
Asami inside her small apartment. She drops to her knees and opens his pants. He at first
protests, but eventually lets her suck him, until she is suddenly replaced by his secretary -
who tells him she is still in love with him -then by Shigehiko’s high school girlfriend. He
recoils and stumbles over the bag.

Here the hallucination changes its function again and becomes his imagination of the
acts Asami must have committed, based on his detective work earlier: the bag opens and a
man comes crawling out. He misses both feet as well an ear, a tongue and three fingers. all
of which have clearly been severed from his body (the man, suggested to be Shibata the



missing record producer, is played by an unrecognisable Ren 6sugi).  Asami comes in to
feed him a bowl of her own vomit. When  the man starts lapping it up, she turns into the child-
hood version of herself - a little girl who pets the mutilated man as if he were her dog. With
this, Mike contrasts the violent acts of the adult with the innocence of the child - not simply
to create a contrast, but to invoke what happened in the character’s life that made the inno-
cent child turn into the violent adult (this concept would form the basis of Dead of Alive 2,
released later the same year). Then he does the opposite to say the same thing: Shimada
burns the thighs of the adult Asami. The reason for this is that we view this scene through
the eyes (or rather: inside the mind) of Aoyama. Since he only knows the adult Asami, it’s
through applying her image to the events of her past that he manages to relate to her suf-
fering. For him, the adult is concrete, the child abstract,.but  the vision of the adult Asami
getting burned makes the life of the child as real as the adult.

Aoyama’s hallucination finally culminates in a montage of images, which combines
the functions of all the previous segments: Asami severs Shimada’s head with a wire from
his own piano: Ryoko  attacked by Asami for saying she can’t have her husband; Aoyama’s
housekeeper Rie naked and embracing the man in the bag; one of the bagman’s fingers
falling into a jar of formaldehyde; and finally Shimada’s severed head fatling onto the ground,
after which Aoyama awakes from his hallucination to find himself lying paralysed on the floor
of his house. He’s conscious but unable to move and sees Asami, dressed in a leather apron
and gloves, opening a bagtopull out handfulsof largeneedles, apianowireand a hugesyringe.
In the kitchen, the family dog lies dead with its neck broken as a sign of what’s to come for
A o y a m a .

Asami’s torture of Aoyama is an interesting scene for several reasons. First of all on a
formal level.The  acts are not so much portrayed as suggested in most cases. Both the injec-
tion of the syringe into Aoyama’s tongue and the insertion of needles into his chest and eyes
are implied, at most what is shown is the beginning touch and the final result. The only



explicit moment in the scene is the severing of his foot. What makes the scene s very effec-
tive is Miike’s use of sound (suggesting what is not shown) and Eihi Shiina’s p rformance.
The actress smiles when she commits these acts and talks in a hushed, almo comfortingi
voice. When Asami saws Aoyama’s foot off with piano wire, she does it with unabashed
glee, while the sounds (“kiri-kiri-kiri”) she utters when she drives the needles into his chest
are such a stark contrast with what she’s doing, it makes the act itself even more disturbing.
It’s this contrast between the act and the person who commits it (Shiina’s frail beauty cer-
tainly adds to this) that makes the scene as powerful as it is (famously causing numerous
audience walkouts wherever it was shown).

The other reason is that by having a woman overpower a man -who lies helpless at
her feet - there is the implication of feminist intent. Indeed, many critics in Europe and the
USA read the film as a feminist statement and the torture scene was regarded as proof. The
film sets up a series of incidents which could be regarded as sexist: Aoyama’s list of criteria

for his new bride, the impersonal way in
which he goes about finding his candi-
date, the fact that his choice is half his
age, his abuse of power, the character
of Yoshikawa and most of all the audi-
tion scene itself, in which thirty women
are deceived into baring their breasts
and their innermost feelings to two com-
plete strangers because of one man who
doesn’t have the patience to meet
women on equal terms.

With this in mind, it’s easy to read
Asami’s  mutilation of Aoyama as
revenge, a form of ‘just desserts’ for the
wrongs he has done her and other
women. But to interpret Asami as an
angel of vengeance is to mistake her
character. Her actions are not motivated
by an ideological agenda. At no time
during the film is she a representative
for an entire gender, just an individual
with a troubled history. Also, to interpret
her in this way is to deny the fact that
she too has lied and deceived. During her
torture, she calls Aoyama a liar and
blames him for deceiving her and the
women at the audition. She’s right, but
s e l f - r i g h t e o u s l y  s o .  F r o m  t h e  m o m e n t
they met, everything she told Aoyama
about herself was a lie. Her feelings were
true, without doubt, but they came
dressed in lies. When during Aoyama’s



hallucination she says: “ I  want to tell you everything,” this implies that before that moment
she didn’t. The other source for Asami’s  wrath is the discovery that he doesn’t love only her.
Learning about his late wife and his son makes her feel betrayed, but her demand of exclu-
sive rights to Aoyama’s love is unrealistic. Finally, the function of Asami as a feminist sym-
bol is undermined by the fact that she killed her female manager in the bar where she worked.

But the feminist reading also fails because of Aoyama.Yoshikawa  may be regarded as
a male chauvinist, but to Aoyama there are far too many nuances for him to be dismissed as
such. He recognises  the impersonal nature of the audition and feels ashamed forgoing through
with it (“I  feel like a criminal,” he says to his friend before the first candidate is let into the
room).The  most he can be blamed for is being influenced by others. But ironically it’s after he
has severed his ties with Yoshikawa that he gets into real trouble. Also, despite the deception
he employed to get her, Aoyama’s feelings for Asami are undeniably true. He is very much in
love with this young woman, as confirmed by his acceptance of her, scars and all.

Additionally, interpreting the film as feminist also means mistaking its use of sexism,
which is never a basis for judgment, but merely an example of how people misunderstand
others.This  misunderstanding is what the film revolves around, more specifically two indi-
viduals misunderstanding each other. The two  scenes that follow the torture corroborate
this. When Shigehiko comes home, Asami is forced to stop her torture of Aoyama and hide.
The moment the boy finds his father, she attacks him from behind. Right then the film cuts
back to Aoyama waking up in the beach side hotel after making love to Asami. Again, the
scene plays differently than before. He scurries to pull back the sheets and is relieved to
6nd that both his feet are still attached. Asami, still lying beside him, wakes up as a result



and asks him what’s wrong, to which he naturally replies “Nothing,” as if to suggest the tor-
ture was all a bad anxiety dream. But then she says to him that she accepts his proposal of
marriage. If this film had been a black comedy, it would have ended there, but we see the
hesitation on Aoyama’s face, which forms his acknowledgement that he does not and never
will be able to know Asami as an individual.

Miike then cuts back to Asami attacking Shigehiko with a can of mace.The  boy ducks
away and runs up the stairs in order to get away from her. Asami follows him up and sprays
him, but the young man kicks her and sends her flying down the stairwell. Using the same
principle he employed during the torture scene, Miike stays on the empty stairwell as we
hear Asami hit the floor. Then he cuts to her lying at the foot of the steps with her neck bro-
ken. Like the tortured Aoyama. she is unable to move. Her head is turned in his direction. As
Aoyama and Asami lie there staring at each other, their eyes convey that they are finally
beyond lies.



MPD-PSYCHO
Taiju Jinkaku Tantei Psycho - Amamiya Kazuhiko No Kikan

2000

Miike’s third television series in two years revolves around what is maybe his most drastic
portrayal of rootlessness yet. A&W-Psycho’s  protagonist (Naoki Hosaka. who played a small
s u p p o r t i n g  r o l e  i n  W h i t e - C o l l a r  Worker  Kintaro)  s u f f e r s  f r o m  t h e  p u r e s t  f o r m  o f  r o o t l e s s n e s s
imaginable: the loss of his personal identity. Suffering from multiple personality disorder induced
by a traumatic gunfight  (the MPD in the title is an abbreviation of.‘multiple  personality detec-

tive’), he moves between the personalities of young policeman Wsuke Kobayashi and free-
lance criminal profiler  Kazuhiko Amamiya (who moreover has no idea about the events that
happened in his own childhood). In the course of the story he receives a third personality,
that of Shinji Nishizono, the very same killer he has been tracking in both his guises. This
involuntary switching of identity is shared by a host of characters in MPD-Psycho,  many of

whom commit murders while under a form of possession.
Although this series is the first case in Mike’s  filmography where rootlessness is men-

tal in origin, the thematic process that arises from it is identical to all other forms.Yi%uke
Kobayashi is fired from the police force after killing a suspect, thus turning him into an out-
cast. The murder triggers his schizophrenia and he becomes Kazuhiko Amamiya, a free-
lance profiler. The word ‘freelance’ hints at the position of an outsider, just as the occupation
of a profiler (a person who places himself insidethe mind of another individual) is closely related
to the mental rootlessness from which he already suffers. Amamiya then forms a group with

several fellow outcasts: Machi lzono  (Tomoko Nakajima), another freelance profiler; T&u
Sasayama (Ren  6sugi),  Kobayashi’s former superior who is himself treated with contempt
by his bosses; and T&u’s  novice assistant Manabe,  who is more fitted  to his otaku  hobby of
figurine building than to anything resembling police work. The group’s aim is to solve a series
of violent murders, the solution to which will both vindicate Kobayashi and form the key to unlock
A m a m i y a ’ s  m y s t e r i o u s  p a s t .

Through his investigations the protagonist of IWD-Psycho  is in a position to undo his

own state of rootlessness, which is also a first in Miike’s oeuvre. Previously all forms of root-
lessness were inescapable. Even the protagonists of The Bird People  in China and The
Guys from Paradise never escaped their geographical rootlessness. Instead they became
new beings by embracing their position, enabling them to move beyond the rootless state.
In Amamiya’s case, the unlocking of his past will negate his rootlessness. Knowing what
happened in his childhood will return both him and Kobayashi their roots, since it becomes
clear that the two personalities share the same traumatic childhood experience. It’s this
trauma that allowed the slide into schizophrenia.

That Miike would place the solution in childhood fits in with the treatment of childhood
in his films. For many characters a flight into nostalgia is a way to escape rootlessness, with
childhood (or the selective memory of it) serving as a surrogate root. Amamiya’s attempt to

unlock his past is a perfect example. To know the events of his childhood will change noth-
ing physically about his present-day situation, yet it makes a world of difference. Mike  indi-
cates from the very first scene of the first episode that childhood. is where the character’s
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true identity lies. The series opens literally inside the brain of its protagonist. As we travel
past the synapses and hear a voice-over asking him who he is (mentioning the names of
Kobayashi, Amamiya and Shinji Nishizono as possibilities), we see images of him as a child.
This suggests that in only in childhood was the answer to this question clear.

Despite the importance given to the child, the childhood idyll is surprisingly un-idyllic
and the invulnerable child completely absent from MPD-Psycho. Killers and victims alike
include numerous teenagers, with students at a catholic girls’ school creating a massacre
among their classmates, a woman kidnapping newborn children (who are thereby severed

from their mothers, made orphans and consequently become rootless individuals) and an
entire university full of students programmed to act like fascist drones, spending their lunch
breaks marching across campus giving a collective nazi salute to the head of the school.
When Amamiya finally remembers his past, he realises that as a child he intentionally let
his friends die in a fire he himself lit.

The presence of the programmed children is an indication of the reasons for the seem-

ing change of heart on the part of the director. MPD-Psycho’s plot revolves around the manip-
ulation of people’s personalities and will, the source of which is found in a religious cult
believed to be disbanded.The leader of this cult was a would-be prophet with rock star aspi-
rations called Lucy Monostone (Tomorowo Taguchi), whose numerous former followers are
found all through society, ranging from young to old but identifiable by a single shared char-

acteristic: a transplanted, barcoded eye that acts a receiver for the signal which triggers the
murderous impulses. (This idea of manipulation that indiscriminately drives all ages into
relentless violence resurfaces in lchi  the Killer.)

MPD-Psycho is the first production for which Takashi Miike is credited as a writer. His
official credit is “adaptation by”, with Eiji Ctsuka,  on whose manga and novels the series is
based, taking scriptwriting credit. In actual fact the teleplay was written by Miike himself,
from a treatment by Ctsuka.  The six-part series, with episodes running just under one hour
each in length, plays more like an episodic serial than either seasons of Tennen Shbjo  Mann.
Although the main division is in three parts, the script was clearly structured for six individ-

ual episodes, with five main murder cases and a resolution. Unfortunately this structure has
a somewhat unbalanced result, with the final episode serving too obviously as the occasion
to tie up loose ends. It tries to answer all the questions posed in the previous five parts (also
literally, since most of the dialogue of the series consists of questions and reflection, but in
the sixth episodes of explanations), which results in an overabundance of
logue that is sometimes very contrived within the context of the plot. This starts at t

y

of e@sode  five, where Amamiya and his colleague Machi have a conversatron  In a hosprt
that lasts several minutes, while a blazing inferno rages all around them. In episode sixiaru,

who has functioned throughout as an observer and the representative of the audience’s ’

point of view, rather uncharacteristically comes up with most of the answers to the mystery
surrounding the murders and Amamiya’s childhood.

Additionally, in restructuring the plot of the manga and novels, some unfortunate
choices were made that diminish the impact of some scenes, particularly the kidna
andmutilationof Kobayashi’sgirlfriendChizuko.  In theoriginalmangathisprompted
to hunt down and kill theculprit, thustriggering hisschizophreniaand turning him into
Here this event comes after the change to Amamiya as already occurred, meaning that
the emotional response from his character is s drastic. And while the image of the

:
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limbless, living torso is an impressive sight in its own right, by having it appear later it has

been reduced from the source of the plot to being just one in a long line of bizarre crimes.
Although sudh  problems could be blamed on Miike’s inexperience as a scriptwriter, it would
be unfair to call him a bad writer. Even Tennen ShGjo  Mann (written by professional screen-
writer ltaru Era) manifested similar troubles, not to mention the blatant disregard for struc-
ture in the writing of Hisao Maki, whose work is markedly poorer than what Miike achieves
b y  h i m s e l f  o n  M P D - P s y c h o .

While the narrative may be somewhat wanting, the style of the series is decidedly

more impressive. Building on the work he did with HideoYamamoto on Tennen Shdjo Mann
Next Miike takes a step closer to surrealism with the help of Naosuke Imaizumi. Strikingly
lit, with an overwhelmingly intense colour  scheme, MPD-Psycho dispels the notion that
shooting on video always results in unappealing, cheap looking images. This is a world
where fluorescent green snow falls, sunsets bathe everything in gold, people don’t get wet

in the rain and the protagonist goes to meditate on a beach dotted with dozens of half-buried
iMac computersn.  But where the style in Tennen ShBjo Mann Next  had little or no function
beyond creating a mood, here it exists in a more symbiotic relationship with the narrative
and the themes. The style renders the identity of the world in which the story is set, particu-
larly in its relation to the laws of physics, as uncertain and the behaviour of the environment
as unpredictable as that of the characters themselves. This kind of symbiotic relationship
between form and content Miike would perfect in his next film, The Cify of Lost Souls.
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THE CITY OF LOST SOULS
Hyorytigai

2 0 0 0

The City  of Lost Souls is Takashi Miike’s most successful attempt at achieving complete

symbiosis between form and content. The principle of rootlessness serves as the starting
point (both the English and the original Japanese title, which translates as ‘drifting town’,
allude to it) and is applied to both levels. It infuses story and characters, taking the depiction
of rootlessness and outcasts to its apogee by turning the tables and forcing the Japanese
characters into the role of outsiders in their own society. At the same time it’s applied to the

editing, camerawork and mise-en-scene, which combine to intentionally disorientate the
audience, to disconnect them from their own roots as viewers, making it impossible for them
to rely on expectations. This rupture in turn functions to create acceptance of the situation
the film presents on the content level.

This approach starts almost immediately at the beginning of the film, with a prologue
set in a Brazilian town that more closely resembles a desert outpost from a spaghetti west-

ern. Then the film segues into one of Miike’s trademarks montages, which like that of Blues
Harp intercuts the chronological flow of the story with brief shots from later moments in the
film. These two sequences introduce the elements of Miike’s style as employed throughout
in an attempt to disorient the viewer:

. In editing: the use of successive jump cuts during a single shot; the intercutting of
simultaneous but separate events that come together at a common point from which
a scene is then continued (thus starting a scene from two separate points of view);

and editing to the rhythm of music (which ranges from metal to Spanish acoustic gui-
t a r ) .

. In camerawork: the use of strong colours  (courtesy of Naosuke lmaizumi who here
balances them not with deep blacks but with brightness); and several ingeniously devised
camera set-ups that combine the effects of dolly, crane and fixed camera into single-
take scenes lasting between five and ten minutes.

. In mise-en-&me: the placing of potentially familiar (i.e. genre-related) scenes in
unfamiliar settings - examples include the spaghetti western look of the Brazilian
town; drug dealers whose headquarters is a cave beneath a cockfight arena, which is

constructed in a forgotten section of the Tokyo subway system; a billboard featuring
the images of a geisha and Mount Fuji, in the middle of what looks a lot like the desert
of Southern California, with a caption reading “Saitama prefecture”; a chase on foot
through the streets of Shinjuku that ends in a Los Angeles alleyway. Then there are
the impossible feats performed by the characters: the protagonists jump out of a hov-
ering helicopter and crash land in an alley, sending up thick clouds of smoke and
debris, and striding out without so much as a stain on their clothes or a br ir
faces; a cockfight turns into a parody of the Wachowski brothers’ film The n

the two competing birds start using martial arts.
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DEAD OR ALIVE 2
Dead or Alive 2 - Ebbsha

2 0 0 0

In Audition, Miike employed the method of substituting a character with her childhood self,
in order to invoke the process this character went through in life that eventually resulted in
her committing the acts she does. In other words: what happened in your life to make you
what you are? This is the question upon which Dead or Alive 2 is based.

A sequel in name only, Dead or Alive 2 reunites Miike with his two lead actors Show
Aikawa and Riki Takeuchi, but differs greatly from part one in story, characters and theme.
T h e  e t h n i c  r o o t l e s s n e s s  o f  t h e  zanryu  k o j i  i s  r e p l a c e d  h e r e  b y  t h e  g e n e a l o g i c a l  r o o t l e s s -
ness of the orphaned child, who despite this rootlessness is as invulnerable as ever. In fact,
the chikl  needs to be invulnerabte  for the film’s central concept to work. When the film asks
the question of what happened in one’s lifetimeto make the innocent child a violent adult,
this implies that the change came after childhood.The innocent, invulnerable child is as cru-
cial to this as the violent adult, because the two factors represent the most drastic change imag-
inable. (In addition to making the violence functional, this is also a very illuminating example
of how Miike’s films relate to genre. Outwardly a gangster film, internally the violence exists
for completely different reasons than complying with genre rules.)

W h i l e  t h e  film  a s k s  t h e  q u e s t i o n  o f  w h a t  h a p p e n e d  i n  t h e  c h a r a c t e r s ’  l i v e s  t o  m a k e
them what they are, it never supplies the answer. Giving answers is not the intention. This is
not a film that signals social ills, but a film that makes its own characters look inward. It pro-
vokes this introspection by way of another question, which is asked, in simple white letters
o v e r a b l a c k b a c k g r o u n d ,  t o  t h e t w o p r o t a g o n i s t s a t v a r i o u s i n t e r v a l s  throughoutthefilm:“Where
are you?” Its full meaning is only revealed in the film’s final scene, when a newborn baby is
asked: “Where are you going?” Once, the two criminals Mizuki (Aikawa) and Shu (Takeuchi)
w e r e  a s  i n n o c e n t  a n d  u n s p o i l t  a s  t h a t  b a b y ,  w i t h  t h e i r  w h o l e  l i v e s  a h e a d  o f  t h e m  ( “ W h e r e
are you going?“), only to become what they are today: killers, one of whom is dying of can-
c e r  ( W h e r e  a r e  y o u ? “ ) .

It’s this process and the contrast between child and adult that forms the basis for the
narrative as well as the style of Dead or Alive 2,  resulting in Miike’s greatest achievement, in
c i n e m a t i c  t e r m s  a s  w e l l  a s  i n  t e r m s  o f  d r a m a ,  e m o t i o n  a n d  h u m a n i t y .  A l t h o u g h  t h e  l a t t e r
largely results from the former, The  Cify  of Lost Souls showed that cinematic achievements
don’t necessarily mean that the film works on an emotional level. Dead or Alive 2 has both
a n d  i t  i s  f o r  t h i s  r e a s o n  t h a t  i t  r i s e s  a b o v e  a l l  t h e  d i r e c t o r ’ s  o t h e r  w o r k ,  s a v e  p e r h a p s  f o r
Kishiwada Shdnen &rent&  - S6ky6.

Miike sets up the central theme in the first few shots. The film opens with a wide shot
and then a close-up of a young man, followed by that question: “Where are you?“This  young
man will not return until halfway through the film, when he is killed in a matter of seconds,
the first victim of a Moody battle between Chinese and Japanese gangsters. He looks to be
in his early twenties at most, more likely his late teens, and the fact that he is killed merci-
lessly strongly underlines the point of the film (as indeed does all the violence in Dead or
Alive 2).
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Following the question, we see a shot of planet earth. While at the same time being
one of the very few elements that tie this film to its predecessor - which also ended with a
shot of the planet - it also gives the viewer one possible answer to the question. But to sim-
ply reply “On planet earth,” would be too obvious and broad an answer, which is exactly why
it is narrowed down in the next few shots: a time-lapse of daybreak over Tokyo, then straight
to a dialogue between protagonist Mizuki and the unnamed man who hired him (played by
f i l m m a k e r  Shinya  T s u k a m o t o ) ,  e x p l a i n i n g  t h e  r e a s o n s  f o r  h i s  e m p l o y m e n t  a n d  e s t a b l i s h i n g
his character. Mizuki needs to kill the leader of a yakuza group in order to provoke a gang
war, which will allow a third group to grab a slice of the underworld pie. So for Mizuki the
answer to the question “Where are you?” is: “On earth, in Tokyo, killing people for a living.”

The reasons behind the assassination and the gang war are insignificant beyond the
fact that the resulting violence has the contrasting function described above. In this context,
t h e  r o l e  o f  M i z u k i ’ s  e m p l o y e r  a n d  h i s  e x a c t  m o t i v a t i o n s  r e m a i n  s h r o u d e d  i n  m y s t e r y ,  p r e -
c i s e l y  b e c a u s e  i t ’ s  s u p e r f l u o u s  i n f o r m a t i o n .  H i s  b a c k g r o u n d  i s  u n i m p o r t a n t  a n d  h e  r e m a i n s
nameless. What we get to know of him is that he is a magician of some sort, but this has
less to do with his background than with Miike’s habit of giving what might otherwise have
b e e n  a  p e r f u n c t o r y  c h a r a c t e r  a  t r a i t  t h a t  w i l l  m a k e  h i m  m e m o r a b l e  i n s t e a d  ( a n  e f f e c t  a l s o
a c h i e v e d  b y  T s u k a m o t o ’ s  f l a m b o y a n t  p e r f o r m a n c e ) .

Mizuki’s character on the other hand is amply established with this scene. Bleached-
blond, wearing a loud aloha shirt and baggy pants, he looks less like a hitman  than an over-
g r o w n  a d u l t ,  s o m e t h i n g  t h e  m a g i c i a n  c o n f i r m s  w h e n  h e  t e l l s  h i m  h e  l o o k s  l i k e  a  k i d  a n d
should buy some decent clothes. The fact that Mizuki is in touch with his childhood plays a
significant role later in the film, because it serves as the catalyst for the two protagonists’
rediscovery of childhood and the feeling of being a child.

Mizuki goes to work and captures his target in the scope of his rifle. But just before he
can pull the trigger, the gangster is killed by one of his own men instead. This crossing of
paths of two characters is another example of the spatial link, which here functions in the
same way as in preceding films, namely to set the stage for a later confrontation. As the film
c o n t i n u e s  h o w e v e r ,  M i z u k i  a n d  t h e  m a n  w h o  o u t s m a r t e d  h i m  k e e p  s h a r i n g  t h e  s a m e  s p a c e
w i t h o u t  e i t h e r  o f  t h e m  r e a l i s i n g  i t  a n d  t h e  t h r e a t  o f  a  c o n f r o n t a t i o n  g r a d u a l l y  d i m i n i s h e s .
Indeed, the result is quite the opposite since the rival gunman is later revealed to be Mizuki’s
childhood friend Shu.

Mizuki claims the murder of the mobster as his own and collects the bounty from his.
employer. Moments after Mizuki has left, the magician calls him up with a demand for the money
to be returned, since he and his own bosses have found out Mizuki wasn’t the person who
pulled the trigger. The hitman  flees Tokyo with his money, leaving the city a battlefield: the
m a g i c i a n ’ s  e m p l o y e r s  k i l l  h i m  f o r  n o t  b e i n g  a b l e  t o  r e t u r n  t h e  m o n e y ,  w h i l e  t h e  J a p a n e s e
start war with the Chinese who they suspect of having bumped off their boss.

This violence is the result of the protagonists’ actions and therefore illustrates the kind
of world they live in and the life they lead as adults. To further emphasise this, Miike imme-
diately juxtaposes it with nostalgic peacefulness: Mizuki safely on board a boat t r r i e s
h i m  b a c k  t o  t h e  i s l a n d  a n d  t h e  o r p h a n a g e  w h e r e  h e  g r e w  u p ,  a n d  t h e r e b y  b a c k o w n
childhood. The boat ride itself is already a way of m-experiencing that childhood izuk i
r e c o u n t s  h o w  h e  m a d e  t h e  s a m e  j o u r n e y  n u m e r o u s  t i m e s  a s  a  c h i l d .  W h a t  p r o v o k e s  t h i s
reminiscence is not the boat itself but the noodle soup he orders at the bar, which he and
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his friends used to eat in a very specific way: eating the soup first and leaving the piece of
t o f u  i n s i d e f o r l a s t . M i i k e e m p l o y s  t h i s  m e m o r y a s a w a y t o e s t a b l i s h  Shu,alsoon  b o a r d a l t h o u g h
n e i t h e r  k n o w s  a b o u t  t h e  o t h e r ’ s  p r e s e n c e ,  a s  c o m i n g  f r o m  t h e  s a m e  i s l a n d  a s  M i z u k i .  W e
h e a r  M i z u k i ’ s  e x p l a n a t i o n  a s  a  v o i c e - o v e r ,  w h i l e  t h e  i m a g e  c u t s  b e t w e e n  M i z u k i  a n d  Shu
simultaneously eating their soup in exactly the same manner. (The use of an indistinct island
l o c a t i o n  a s  t h e s e  c h a r a c t e r s ’  c h i l d h o o d  h o m e  i n d i c a t e s  t h a t  t h i s  i s  n o t  a  f i l m  a b o u t  c h i l d -
hood in itself. It’s not tied to a geographical base the way Miike’s films about childhood usu-
ally are, because the function of childhood here is contrast. The fact that the characters are
orphans naturally results from this, since it makes them rootless and therefore not tied to a
g e o g r a p h i c a l  h o m e l a n d . )

The pay-off tothis build-up comes when the two men meet face-to-face after arriving
on the island. This is the first time they meet since they were children, and when Shu says
he spent many years looking for Mizuki, Miike cuts to a flashback of the two boys on a beach.
In this flashback, the young Mizuki has just been adopted and is spending his last days in
the orphanage. We see him drawing the face of a kappa, a creature from Japanese,mythol-
ogy known for its mischievous nature, in the sand (the kappa is significant because it reflects
M i z u k i ’ s  o w n  p e r s o n a l i t y  a n d  b e c a u s e  t h e  i m a g e  w i l l  r e a p p e a r  l a t e r  i n  t h e  f i l m ) .  W h e n  h e
tells Shu he wants to become a painter or a manga artist, this again emphasises the theme
o f  t h e  f i l m  a n d  t h e  d i f f e r e n c e  b e t w e e n  t h e  c h i l d  a n d  t h e  a d u l t  h e  b e c o m e s ,  b e c a u s e  w e
already know that he will grown into a killer instead. Immediately following this, Miike cuts to
a flashforward of the adult Mizuki and Shu getting shot. Thus he shows both the beginning
of the journey (Mizuki about to leave the island) and the end, underlining the central theme
t h r o u g h  j u x t a p o s i t i o n .

After their return to the island, Shu and Mizuki rediscover the places where they spent
their childhood, but also that they are now physically too big to use most of the playground
instruments (which again emphasises the contrast between child and adult).They meet their
childhood friend Kohei  (Kenichi End6  in the first of a slew of appearances in the director’s
films) - who still lives on the island and has married fellow orphan Chieko, who is now preg-
nant with his child - and the three of them continue to play the games they played as chil-
d r e n .  T h i s  r e g r e s s i o n  t o w a r d s  c h i l d h o o d  i s  c o n t r a s t e d  w i t h  f l a s h b a c k s  d e t a i l i n g  t h e  b o y s ’
final days on the island: Mizuki leaves, only to find  that his foster father (a painter, played by
Ren 6sugi)  has committed suicide. He goes off into the world on his own, but his letters to
Shu keep up the appearance that he is living a happy life with his new family. These letters
make Shu decide to look him up and so he too leaves the island to go look for his friend. In
these flashbacks we see both characters as children heading towards maturity, while in the
present day we see them as adults returning to childhood.

T h i s  r e t u r n  c o n t i n u e s  w h e n  t h e y  f i n d  t h a t  t h e  o r p h a n a g e  w h e r e  t h e y  g r e w  u p  i s  s t i l l
operational. The process culminates in Mizuki and Shu taking the lead in a play for all the
c h i l d r e n  o n  t h e  i s l a n d ,  a f t e r  t h e  a c t o r s  t h e m s e l v e s  a r e  h u r t  i n  a  f r e a k  c a r  c r a s h .  S h u  p e r -
f o r m s  d r e s s e d  a s  a  l i o n  a n d  M i z u k i  a s  a  kappa ( a s i d e  f r o m  o b v i o u s l y  r e f e r r i n g  b a c k  t o  t h e
moment Mizuki drew a kappa in the sand, the costume he wears is also uncannily similar to
a kappa costume worn by a character in one brief scene in Qecatcb Junction), which shows
t h a t  t h e y  a r e  m e n t a l l y  b a c k  i n  t o u c h  w i t h  t h e i r  c h i l d h o o d .  T h i s  r e s u l t s  i n  m o r e  t h a n  a  f a i r
share of juvenile sexual innuendo as well, with Mizuki wearing a flashlight as a fake penis
under his costume, something that refers to his one-time sabotaging of the nativity play by
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equipping himself with a similar fake member. The act goes down a storm with the kids in

the audience.
The sequence of the school play, which symbolises the protagonists’ complete redis-

covery of childhood, is intercut  with scenes of the violent, blood-drenched gang war back in
Tokyo. Here we see the function of the violence put to use: it is necessary to counterpoint
the scene on the island, to show the world these two men, who have become children again,
live in.Thefact that the men who caused this massacre are now entertaining children strongly
underlines the film’s central question of how they could have become those violent adults.

At this point, Mizuki and Shu have effectively attained the mental state of children,
which changes the way they look at the world and at their own lives.The style of the film fol-
lows suit, with Miike using naivety and exaggeration to mirror the child’s point of view (ffnd-
ing its origin in Kishiwada Shonen Gurenfai - Bokyo,  this would later form the basis for the
stylistic approach to The Happiness of the Katakuris).  The two decide to put their skills as

hitmen to proper use by donating the money they make to a children’s charity. They figure
that with killing one underworld kingpin, they make enough money to buy vaccinations for
thousands of children in third world countries. Shu says he will follow Mizuki “until I die”,
which holds an ominous undertone because Miike cuts to the blood Shu coughed up in the
toilet as a result of the cancer he carries inside him, the same cancer that made him decide
to shoot his own boss and escape to the place where he grew up.

The two men go to Osaka where they hire themselves out as paid assassins. This is
shown in a montage in which every shot and the way it is visualised reflects their childlike

mental states. Many of the killings are exaggerated: Shu shoots an entire neon sign off a
roof and one of their victims is equipped with an enormous dick.  A number of murders are
carried out by way of childish pranks, while the two men find time between assassinations
to live out boyhood fantasies of adult masculinity like being construction workers.Then they
sprout wings after completing the killings. This has been interpreted by many as a symbol
for the characters’ good deeds, as if the two men become angels as a result of donating

money. However, the wings aren’t those of angels, but of birds. They refer to the drawing
Shu made as a child, which depicted a black bird and white bird flying away from the island,
symbolising Shu’s image of him and Mizuki becoming adults, leaving their home and spread-
ing their wings. Now, as adults having returned to being children, this is exactly what they
d o .

Indeed the symbolism goes further, as moments after they sprout wings they physi-
cally transform into the childhood versions of themselves. Substituting the adult with the
child in the midst of committing a violent act is the ultimate expression of the film’s central
theme: the men who commit these acts were once children.The transformation also reflects

their mental states and their changed perception. It’s as children that they first notice the
comet that has been visible in the nighttime sky for almost the entire fflm  (it’s already pres-

ent in the shot of the planet at the start of the film), thus suggesting that by finding the child
inside themselves they have also become more open to wonder.

We see them as children depositing the money they make into the
the charity (naturally fooling around childishly with the many buttons of the
machine), having gotten rid of “jerks” so that poor children may live. Miike

o f
s i t

by
intercutting news footage of African children: first sick, then after the deposit cheering.
Though this use of actual news footage has been considered to be in poor taste, thus
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ridiculously insinuating that Miike and his films exist in some kind of moral vacuum, it func-
t i o n s  t o  a c c e n t u a t e  t h e  n a i v e t y  o f  Shu  a n d  M i z u k i .  I n  t h e i r  c h i l d i s h  m i n d s  t h e y  h o n e s t l y
believe they can help an entire continent by eliminating the Osaka underworld. In brief, every
shot in this montage reflects their mental states as children, which in turn contrasts the vio-
lent acts they commit and expresses the film’s central theme.

The montage also sets up the characters’own end. Like before, their acts have reper-
cussions.The  wife of one of their victims (the man with the giant penis, who was, as a framed
picture of him stated, “Augusts most requested host”) in turn hires three hitmen  to kill the
m e n  w h o  m u r d e r e d  h e r  h u s b a n d .  L i k e  t h e  m a g i c i a n  b e f o r e ,  t h e s e  hitmen  ( o n e  o f  w h o m  i s
played by Teah.  star of The Cify  of Lost Souls) have no names and no background and again
M i i k e  e m b e l l i s h e s  t h e m  w i t h  u n u s u a l  c h a r a c t e r i s t i c s  i n  o r d e r  t o  g i v e  t h e m  m o r e  p r e s e n c e

t h a n  t h e i r  f u n c t i o n  i n  t h e  n a r r a t i v e  a l l o w s  t h e m .  H e  m a k e s  t h e m  s i l e n t  a n d  l e t s  t h e m  c o m -
m u n i c a t e  t h r o u g h  t e x t  m e s s a g e s  s e n t  b e t w e e n  t h e i r  m o b i l e  p h o n e s .

T h e  t h r e e  n e w  hitmen  s t a r t  t h e i r  s e a r c h  b u t  f i n d  t h e  w r o n g  m a n  f i r s t .  N e v e r t h e l e s s ,
they kill him. This functions to establish their cold-heartedness, but nevertheless the killing
i s  s h o w n  w i t h  r e s t r a i n t ,  i n  t h e  s h a p e  o f  a b s t r a c t  p o l y g o n s  r e p r e s e n t i n g  t h e  v i c t i m ’ s  h e a d
splitting into four pieces from the bullets that are shot through it. The reason for this particu-
lar visualisation is that on the one hand Miike needs to establish these characters as formi-
d a b l e  o p p o n e n t s  f o r  M i z u k i  a n d  S h u  - w h i c h  r e q u i r e s  a  c o l d - b l o o d e d  m u r d e r - w h i l e  o n  t h e
other hand the depiction of explicit violence in this film is exclusively limited to its function
as contrast to the innocence of childhood. This scene doesn’t function in this particular way,
therefore the director needs to find a way to show the killing clearly but not explicitly. Hence
t h e  a b s t r a c t i o n  o f  t h e  c o m p u t e r - g e n e r a t e d  i m a g e ,  w h i c h  c l e a r l y  s h o w s  t h e  m e t h o d  w i t h o u t
becoming explicit or gory.

T h e  c o n f r o n t a t i o n  b e t w e e n  t h e  t w o  s e t s  o f  hitmen  c o m e s  m o m e n t s  a f t e r  M i z u k i  h a s
discovered that Shu is coughing up blood. Shu’s condition is deteriorating fast, which is sig-
nificant in the light of the outcome of the battle. The three opponents suddenly appear and
shoot Mizuki. Shu, who at this point is barely able to stand, gets up and fires back. But what
w e  s e e  i s  n o t  t h r e e  hitmen  g e t t i n g  s h o t ,  b u t  t h r e e  c h i l d r e n .  S h u ’ s  o p p o n e n t s  a r e  v i o l e n t
adults, but they too were once innocent children. Shu, who’s now on the verge of death but
has gone through the reversion to childhood himself, understands that and therefore sees them
a s  c h i l d r e n .  H e  n e v e r t h e l e s s  p u l l s  t h e  t r i g g e r  a n d  k i l l s  t h e m ,  b e c a u s e  h e  k n o w s  t h e y ,  l i k e
himself and Mizuki, are adults who can never go back to actually being children.

The scene fades out on the shot of Mizuki and Shu sitting side-by-side, immobile and
drenched in their own blood.This  is the shot the film flashforwarded to earlier and as a result
of this the audience is prepared to see the characters die. Like in the prolonged car crash
scene in Kishiwada  Shonen  Gurentai - Chikemuri  Junjd  Hen, Miike uses this expectation of
the audience to extend the story and bring it full circle He allows the characters to complete
t h e i r  j o u r n e y  e v e n  b e y o n d  d e a t h ,  w h i c h  b r i n g s  t o  m i n d  t h e  d e n o u e m e n t  o f  L e y  L i n e s .  H e
fades back in on Shu and Mizuki heading back to the island by train and boat, alive and well
but still completely covered in blood. For a brief moment, the director allows Shu and Mizuki
t h e  s a m e  i n v u l n e r a b i l i t y  t h e y  h a d  a s  c h i l d r e n ,  i n  o r d e r  f o r  t h e m  t o  g o  b a c k  t o  w h e r e  t h e y
came from and die in peace. En route they are gawked at by everyone they pass, while they
themselves seem quite oblivious to the fact they are supposed to be dead. They sit on the
deck of the boat, eating soup and wondering about the birth of Kohei’s  child. Then Mizuki
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drops dead and Shu calmly remarks: ‘You always had to be the first at everything”, drawing
a parallel with his friend having been the first to leave the island.

The film cuts to another flashback, of Shu and Mizuki first arriving on the island and
the start of their friendship as they climb up a hill overlooking the sea together. Again Miike
juxtaposes the beginning and the end of the journey, because he then cuts back to the pres-
ent and to Shu caiiying  Mizuki’s body over his shoulders, onto the island and up the same

hill they climbed as children, where Shu at last gives up the ghost too.
Finally, the last scene of the film is of Kohei and Chieko bringing home their newborn

baby. We see a close-up of this unspoilt child, followed by the question that makes every-
thing the viewer has seen fall precisely into place: “Where are you going?
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VISITOR 0

2 0 0 1

V i s i t o r  Q  i s  a  p r i m e  e x a m p l e  o f  T a k a s h i  M i i k e ’ s  u n c a l c u l a t i n g  a p p r o a c h  t o  f i l m m a k i n g  i n  g e n -
e r a l  a n d  h i s  o w n  c a r e e r  i n  p a r t i c u l a r .  W h e r e a s  T h e  Cify  o f  L o s t  S o u l s  g a v e  h i m  t h e  h i g h e s t
b u d g e t  h e  h a d  e v e r  w o r k e d  w i t h ,  l&for  Q  w a s  p r o b a b l y  t h e  l o w e s t .  S h o t  o n  v i d e o  f o r  t h e
e q u i v a l e n t  o f  US$70,000,  d e s p i t e  i t s  m e a g r e  r e s o u r c e s  t h e  f i l m  a v o i d e d  t h e  p i t f a l l s  o f  o t h e r
r e c e n t  l o w - b u d g e t  f a r e  l i k e  S i l v e r .

W o r k i n g  w i t h  h i s  r e g u l a r  c o l l a b o r a t o r s ,  i n c l u d i n g  H i d e o  Y a m a m o t o ,  M i i k e  m a n a g e d  t o
t u r n  t h e  d e t r a c t i o n s  i n t o  a  v i r t u e  t h r o u g h  v e r y  f u n c t i o n a l  a n d  d e l i b e r a t e  u s e  o f  t h e  d i g i t a l
v i d e o  f o r m a t .  T a k i n g  t h e  s u c c e s s f u l  u s e  o f  D V  o n  Tennen  Shdjo  M a n n  a  f e w  s t e p s  f u r t h e r ,
the director appears to have put a lot of thought into what effect the format has on the viewer.
T h e  p e r c e p t i o n  o f  t h e  v i d e o  i m a g e  a s  b e i n g  c l o s e r  t o  r e a l i t y  t h a n  f i l m  i s  s o m e t h i n g  t h e  d i r e c -
t o r  d e l i b e r a t e l y  a p p e a l s  t o ,  e m p l o y i n g  i t  t o  d r a w  t h e  a u d i e n c e  c l o s e r  t o  t h e  e v e n t s  p o r t r a y e d .
M i i k e ’ s  s t y l e  o n  V i s i t o r  Q  i s  d e l i b e r a t e l y  a i m e d  a t  i n v o l v i n g  t h e  v i e w e r ,  s o m e t h i n g  h e  d o e s
n o t  j u s t  t h r o u g h  t h e  u s e  o f  d i g i t a l  v i d e o ,  b u t  a l s o  s e v e r a l  o t h e r  m e t h o d s ,  w h i c h  w e  w i l l  c o m e
to later.

The film as a whole is very consistent, stylistically as well as thematically. The tool of exag-
g e r a t i o n ,  i n  D e a d  o r  A l i v e  l i m i t e d  t o  t h e  l a s t  t e n  m i n u t e s ,  i s  s t e a d f a s t l y  a p p l i e d  h e r e  t o  t h e
t h e m e  o f  t h e  f a m i l y  u n i t .  I n  a n  i n t e r e s t i n g  b r e a k  w i t h  h i s  o w n  t r a d i t i o n ,  M i i k e  a p p r o a c h e s  t h i s
theme in reverse order, starting at the point of disintegration in order to build it back up again.

V i s i t o r  Q ’ s  p r o t a g o n i s t s  t h e  Y a m a z a k i s  a r e  a  c o m p l e t e l y  d i s i n t e g r a t e d  f a m i l y :  d a u g h -
t e r  M i k i  ( F u j i k o )  i s  a  r u n a w a y  w h o  p r o s t i t u t e s  h e r s e l f  i n  t h e  b i g  c i t y ,  s o n  T a k u y a  ( J u n  Muto)
is bullied by a group of classmates and takes his frustration out on his mother Keiko (Shungiku
U c h i d a ) ,  w h o  t u r n s  t o  h e r o i n  f o r  s o l a c e  a n d  a l s o  piays  p r o s t i t u t e  t o  b e  a b l e  t o  a f f o r d  h e r
h a b i t .  F a t h e r  K i y o s h i  ( K e n i c h i  Endo)  i s  a n y t h i n g  b u t  a  h e a d  o f  t h e  f a m i l y .  A  t o t a l  u n d e r -
a c h i e v e r ,  h e  i s  u s e l e s s  a t  h i s  j o b ,  h i s  r o l e  a s  a  f a t h e r  a n d  a s  a  m a n .

I t ’ s  a n  o b v i o u s l y  e x a g g e r a t e d  p i c t u r e  b u t  d e s p i t e  i t s  p o t e n t i a l l y  s e n s a t i o n a l i s t  e l e -
m e n t s ,  t h e  film  i s  a n y t h i n g  b u t  e x p l o i t a t i v e . T h e  c h a r a c t e r s  a n d  t h e i r  a c t i o n s  a r e  a l w a y s  m o t i -
v a t e d  a n d  t h e  m o s t  f u n d a m e n t a l  r e a s o n  f o r  t h i s  f a m i l y ’ s  s t r u c t u r e  i s  t h e  r o l e s  a d o p t e d  b y
t h e  p a r e n t s .  T h e y  h a v e  c o n f o r m e d  i n  e x t r e m i s  t o  t h e  r o l e s  t h e y  a r e  e x p e c t e d  t o  fulfil,  t hose
o f  t h e  p r o v i d e r  ( f a t h e r )  a n d  t h e  d o m e s t i c  c a r e t a k e r  ( m o t h e r ) .  T h e i r  d e v o t i o n  t o  t h e i r  d u t i e s
h a v e  b e c o m e  e x c u s e s  f o r  n o t  h a v i n g  t o  f a c e  e m o t i o n s  a n d  f e e l i n g s .  I n  f a c t  t h i s  d e v o t i o n  h a s
r e p r e s s e d  a l l  e m o t i o n .  W h e n  h i s  w i f e  i s  b e a t e n  b e f o r e  h i s  e y e s  b y  h i s  o w n  s o n ,  d a d  d o e s n ’ t
give the slightest reaction and continues eating his dinner. Mom, moments after being punched
t h r o u g h  a  w a l l ,  c r a w l s  u p  t o  s e r v e  s e c o n d s ,  l i m p i n g  o f f  t o  t h e  k i t c h e n  w i t h  a n  o b l i g a t o r y  s m i l e .
o n  h e r  f a c e .  B o t h  o f  t h e m  h a v e  g r o w n  c o m p l e t e l y  a c c u s t o m e d  t o  k e e p i n g  u p  a p p e a r a n c e s ,
t o  t h e  o u t s i d e  w o r l d ,  t o  e a c h  o t h e r  a n d  t o  t h e m s e l v e s .

T h e  f a t h e r ’ s  d e v o t i o n  t o  w o r k  i s  n o t h i n g  b u t  a  f a c a d e .  A l t h o u g h  h e  l e a v e s  t h e  h o u s e
e v e r y  m o r n i n g  a n d  c o m e s  b a c k  a t  n i g h t ,  h e  h a s  t a k e n  l e a v e  o f  h i s  j o b  e v e r  s i n c e  a  p a r t i c u -
l a r l y  s h a m e f u l  i n c i d e n t :  e m p l o y e d  a s  a  r e p o r t e r  f o r  a  T V  n e w s  p r o g r a m ,  h e  w a s  w o r k i n g  o n

. his pet project, a report on “youth today” (a deeply ironic choice, given his inability to commu-
nicate with his own children).Three  teenagers he wanted to interview didn’t take too kindly to
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his catch-all subject, stripped him naked and inserted the microphone up his rectum while the
camera roiled. He never told his family about the incident or the mandatory leave of absence
he had to take after showing the footage to his superiors (it’s indicative of his personality that ‘;
he would show his humiliation to his colleagues but keep it a secret from his family).

Of all the characters in the film, the father is the biggest failure, a character who gave’ d
up being a father for a devotion to work, but who failed at the very thing he devoted h im&f  “2
to. His job is his last vestige and he tries to reclaim it desperately. The way he does this ties
i n  w i t h  h i s  f a i l u r e  a s  a  f a t h e r :  h e  t u r n s  h i s  c a m e r a  o n  h i s  o w n  c h i l d r e n .  T h i s  i s  t h e  onty  :
instance he directly and intentionally relates to his children, but he’s only able to do it through ,:
the excuse of work.This throws up a safe barrier between himself and his feelings, the pres-
ence of the camera allowing him to keep ‘professional’distance.  Since they are just his sub-
jects, he can safely relate to his children without having to feel emotions for them. “$

The film’s opening scene sees him continuing his exploration of “youth today” when ”
he visits his own estranged daughter at work. In a hotel room he questions her about her 4
job as a prostitute, but like the brats that humiliated him, Miki  lets him experience what he;{
wants to know rather than telling him: the two end up having sex together. This being th&
opening scene, it establishes a multitude of aspects about the character of KiyoshiYamazaki,G!
not the least of which is his incompetence. He forgets to turn off the camera when he and’;
Miki have sex, something mirrored several scenes later in the footage of his humiliation.The
s e x  s c e n e  w i t h  M i k i  a l s o  e s t a b l i s h e s  h i s  f a i l u r e  a s  a  f a t h e r ,  s i n c e  t h e  o p e n i n g  t e x t  ‘ H a v e
you ever done it with your dad?” indicates that the girl he’s having sex with is his daughter.
Thirdly, the scene establishes his failure at his most basic function: that of being a man.
Harking back to Full  Metal Gokud6 (but without offering the character the chance to redeem~g
himself), Kiyoshi is useless in bed. His daughter tells him his dick  is too small (the defining?
characteristic of failed masculinity in Miike’s films), and derides him for the fact that he cti-  $
maxes  within a matter of seconds (referring to the sex scene in Jingi  Naki Yab6  2). He al.&!
k e e p s  h i s  s o c k s  o n  d u r i n g  s e x .

The moment after his orgasm is also the moment in the film when he is at his most ”
v u l n e r a b l e a n d m o s t  i n t o u c h w i t h  hisownemotions.“rhisiswrong,“hemutterswheremoments  :
earlier he was yelling: “This is great!” When his daughter starts calling him “early bird” for,,
h i s  l a c k  o f  l o n g e v i t y ,  h e  i m m e d i a t e l y  r e t r e a t s  b e h i n d  t h e  f a c a d e  o f  w o r k  a g a i n  a n d  start?4
a s k i n g  h e r  q u e s t i o n s  a b o u t  t h e  d e t a i l s  o f  h e r  j o b .  H e  p a y s  h e r  f o r  h e r  s e r v i c e s ,  b u t  can%4
afford her asking price (another failure). I,.  i

The whole episode with his daughter is a failure in itself and he drops the idea of mat&$
ing a documentary about “youth today”. Instead he finds a new subject in his son Takuya.#
On his way to ‘work! he stumbles upon his son being bullied by three classmates. He pulfa’~
out his camera and films it from a distance, feeling he’s stumbled onto the perfect sub@@‘,
for a new report that could get him back his job. Here too, the father can only relate to bfs$
child through the mask of work. When he films Takuya. he zooms in on his face, a kind  of:;
c l o s e n e s s  h e  c o u l d  n e v e r  a c h i e v e  i n  d i r e c t  c o m m u n i c a t i o n . .‘2

Kiyoshi pitches this new idea for a report on the bullying of his own son to the prese$z
ter of the news program, Asako (Shbko  Nakahara), who walks away in disgust when hefx$$
motes it with the remark: “It can’t get more real than this.” This remark is as ironic as MS  ’
previous subject “youth today”, since he hasn’t got a clue about the reality of his son’s s#@’
ation.  H o w e v e r ,  h i s  d e s c r i p t i o n  f o r  h i s  n e w  i d e a  i s :  “a  b u l l i e d  s o n  a n d  h i s
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Father and son Yamazaki  (Kenichi Endb. IL  and Jun M&3).

implies the presence of a relationship between father and son, and therefore indicates the
existence of some parental awareness on Kiyoshi’s part. But again, he is only able to acknowl-
edge the existence of this relationship because it comes in the guise of work.

The fact that Takuya is bullied and doesn’t fight back creates a parallel between the
characters of father and son. The son is as much a weakling as his father, but he responds
to it in a different way, by bullying his mother in turn. As a child, he doesn’t have the duty of

work to devote himself to, and instead adopts the nearest available model for releasing his
frustrations, which is the behaviour of his own classmates. He’s allowed to do this because,
as previously noted, his mother and father have lost touch with the emotional side of being
parents and focus only on the duties they are expected to fulfil in those roles. Duty is stronger
than the need for self-protection.

This parallel between father and son is also present between mother and daughter.

The fact that they are both prostitutes is visually reinforced in the scene in which Keiko
receives a middle-aged man as a client. This scene also takes place in a hotel room and
the placing of the camera in a corner of the room is, although objective, reminiscent of the
presence of the father’s video camera in the opening scene. Despite being an objective,
third person perspective, the single-take, fixed shot feels as directly confrontational as the

subjective camera in the earlier scene. This similarity in the impact of the objective and the
subjective camera is a good example of Miike’s stylistic approach to the film, which we’ll go
into in more detail later.

The money Keiko makes (which is less than a third of what her daughter charged her
husband) she spends immediately on drugs, which she buys from a dealer in a playground.
Her behaviour on the streets is telling for her willingness to keep up appearances. Neatly
dressed like the average conservative, middle-aged mother I housewife, she tries her best
to hide the limp caused by Takuya’s beatings and carries a smile which immediately evapo-
rates the moment she thinks no one can see her.
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L e f t The visitor (Kazushi  Watanabe, I.) invites himself.
Right: Daughter MM  (Fujiko)

The method through which the reunification of this seemingly lost family is achieved
is through the introduction of a foreign element: a young man who bashes the father on the
head with a rock, then brings him home pretending to help him and staying around to spend
time with the family. It’s a method that is very reminiscent of Pier Paolo Pasolini’s Theorem,
minus the Marxist political motivations. Although as Dyonisian as Terence Stamp’s godlike
stranger, the visitor (Kazushi Watanabe) here brings happiness to madness, rather than the
other way around. This difference indicates that Miike is not out to condemn or chastise his
c h a r a c t e r s  o r  w h a t  t h e y  r e p r e s e n t ,  d e s p i t e  t h e i r  o b v i o u s  s t a t u s  a s  r e p r e s e n t a t i v e s  o f  s o c i a l
phenomena. With the introduction of the visitor, Miike allows them to achieve their happi-

ness  and it’s precisely because of this that the film cannot properly be termed social criti-
cism, since the element of condemnation is missing.

The happiness these characters find is a very fundamental happiness that stems from
inside themselves and from the ones they love. This is different from the happiness brought
by the bags of money in Rainy Dog, Ley  Lines and The  City  of Lost Souls, which the direc-
tor always unmasks as illusory. Miike is more kind to the characters of Visitor Q- who have
d e s t r o y e d  e a c h  o t h e r ’ s  l i v e s  b u t  f i n d  t h e  s t r e n g t h  w i t h i n  t h e m s e l v e s  t o  r e s t o r e  t h e i r  u n i t y
-than to those who think their happiness lies in quick fortune.

T h e  v i s i t o r ’ s  o w n  m e t h o d  o f  b r i n g i n g  h a p p i n e s s  i s  m a k i n g  t h e  c h a r a c t e r s  ( p a r t i c u -
larly the parents) realise what they have repressed and to show them the ecstasy that lies
w i t h i n  t h e  a c k n o w l e d g e m e n t  a n d  t h e  r e d i s c o v e r y  o f  t h e i r  t r u e  e m o t i o n s .  T h e  p a r a l l e l  w i t h
Pasolini’s film lies in confronting the characters with ecstasy, hence the Dyonisian nature of
bo th  cha rac te r s .

He reawakens the mothers femininity and maternal instinct (which go hand-in-hand),
a p p e a l i n g  t o  a  s o u r c e  t h a t  w a s  c r e a t e d  w h e n  K e i k o  s m e l l e d  h e r  d a u g h t e r ’ s  s c e n t  o n  h e r
husbands penis, the night after Kiyoshi had sex with Miki. (Her stare immediately after this
a t  t h e  s h a p e l e s s ,  d r i e d - u p  h e r b a l  f a c e  m a s k  s h e  w o r e  t h a t  a f t e r n o o n ,  s u g g e s t s  t h a t  f o r  a
brief moment she realises  that she is as much a hollow shell as that mask.)

Upon returning home from servicing her middle-aged client and buying heroin, Keiko
is lured by a trail of puzzle pieces that lead into Miki’s  room (puzzling is her only hobby, and
the first shot of her in the film depicted her making a puzzle before Takuya threw it onto the
ground). The trail ends at a photograph of her daughter, the discovery of which appeals to
the emotion she felt when smelling her husbands dick.The visitor is sitting on the bed, framed
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in a very significant composition: in the foreground is the picture of Miki, with the visitor right
behind it in the background. Sitting on the bed in front of the window, he is only silhouette, an

outline instead of an individuaLThe  combination with Miki’s  picture and the mother’s re-awak-
ening maternal instincts makes his faceless shape a surrogate for the missing child.

When Keiko sits down on the bed, he puts his arms around her, takes off her clothes
and begins squeezing her breasts. His actions are not sexual in connotation, there is no
kissing and no advance towards intercourse. By reaching for her breasts he reaches for her
femininity and maternity. Tellingly, Keiko’s first reaction is fear, since he puts her in touch

with something she has denied for a long time. But it quickly dissipates when she realises
the feeling is good. Milk begins to drip from her nipples, then starts to squirt out as the feel-
ings of ecstasy in Keiko increase. The mother’s milk soon flies across the room, covering
Miki’s picture to symbolise the mother’s rediscovery of her maternal instincts.

Keiko’s liberation has its effect on the family. That night at dinner she is more diligent
than ever, not out of a sense of duty, but out of love for her family. Now she serves seconds

because she cares, not because she is obliged to (a difference that is expressed very well in
Uchida’s performance). When Takuya throws a cup of hot tea at her, she throws back a knife
which only just misses him. It’s the first,time she has ever resisted her son’s aggression.

The source that the visitor can appeal to in the father announces itself moments later.
Takuya’s classmates attack the family homestead with fireworks and Kiyoshi films the assault

for his documentary. Providing narration for his recordings, he says: “I  don’t know how I
should feel. What do we think of this wonderful bullying?” This expresses his lack of emo-
tion, but at the same time an attempt to find that emotion. After the acknowledgement wit-
nessed by the name of his documentary “A bullied son and his father”, he now openly
wonders how he should feel. He is not ready to find the answer yet, but the same exclama-
tion holds the key for the visitor, since it expresses the fathers excitement about his docu-

mentary and stumbling upon such great material for it.
The visitor stimulates this enthusiasm by helping the father with his work. Kiyoshi

invites Asako to feature in his report. As his son is being bullied further down the road, he
instructs his colleague to walk up to the scene and interfere. After this Kiyoshi himself will
walk in to stop them and answer Asako’s questions about his feelings. This is a clear indica-
tion that Kiyoshi is ready to face those feelings, he wants to be confronted with it, but his
plan is only possible because the visitor is carrying the camera instead of Kiyoshi himself.

Asako again reacts in disgust and walks away. Kiyoshi runs after her, grabs her and

angrily begins to slap her around, asking “Is it because I come too early?” He says he’ll
prove to her that he can do it “long and hard”, beats her down and strips off her clothes. The
way he mistreats Asako is, far from being a gratuitous rape scene, another parallel between
father and son. Now it’s the father who imitates the behaviour of the son, venting his sexual
frustrations on Asako the way Takuya releases his own anger on his mother.

When Kiyoshi accidentally strangles her in his rage, he takes her home and deposits
her corpse in the garden greenhouse. He sends the visitor (who has been filming through-
out with Kiyoshi’s consent) into the house to fetch some garbage bags, then continues to
mark the parts of Asako’s body that he intends to cut off for easier disposal. He discovers
that he becomes aroused by the sight of her naked body, then turns to the camera and says
he finally discovered the feeling he couldn’t acknowledge before: a desire to have sex. If

this is what he repressed, then he has been denying himself since his children were born.
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The moment when being a parent became more important than being a lover, he conformed
to his duty and repressed his desires.The choice to make him rediscover a desire for sex (which
he will then naturally act upon because realisation equals liberation) instead of a random
other emotion is therefore anything but exploitative. It’s quite the opposite: being true to the
character and to the film’s  theme. It also delivers the motivation for his decision earlier in the
film to have sex with his daughter, which was acting on his own repressed desires with-

out realising he had those desires - hence his feeling afterwards that he had done some-
thing wrong. Now that he is in touch with his desire, he is freed of that guilt. As a result he
strips off and with great enthusiasm has sex with Asako’s dead body.

Kiyoshi’s liberation does not make him an entirely different person. As the sex scene
with Asako’s corpse shows, he is still a failure in every respect. The scene emphasises this
more than any previous moment in the film, because it first builds up his confidence to pro-

vide contrast. When he threatens to climax early again, he persists and manages to control
himself. Then he thinks Asako has become wet as a result of him fucking  her. When he
reaches down to feel, he discovers that it’s not her wetness, but faeces  that are involuntarily
being excreted from her body. This moment is the strongest assault on the father’s mas-
culinity. At a moment when he feels more confident and more masculine than ever before

(the discovery of his desires, avoiding premature ejaculation and the belief that his sexual
prowess has excited a dead woman), the realisation that her wetness is actual fact excre-
ment is a total disillusionment. It’s the complete opposite of what he expects and another in
a long line of digs at his masculinity. After being anally penetrated, having a small penis,

coming too early, being unable to maintain order in his house and failing at his job, he is
now made to look ridiculous by a dead woman. Even more so when he becomes stuck inside
her at the moment rigor mortis sets in.

However, Kiyoshi’s lowest ebb is also the start of reunification with his wife. When he
gets stuck, he calls to his wife for help, and its her heroin (which had become useless as a
result of the visitor’s intervention) that frees him from his predicament. A skilfully placed
injection shrinks Kiyoshi’s manliness back to its regular size and it pops out (literally, since
Miike added an exaggerated popping sound to the soundtrack). As he watches his wife’s
dedication, Kiyoshi remarks to the visitor (who is still filming) that she hasn’t been this reli-

able since they got married. But while he was in the garden having his way with Asako’s
corpse, Keikowas inside the house showing thevisitor how she had learned to make her breasts
squirt by herself.The fact that she’s able to do this without help gives her even greater ecstasy
than before, resulting in a kitchen floor covered in a mixture of breast milk and vaginal fluids.

The couple complete their reunification when they take revenge on the boys who bully
their son. Their first  collaborative act in years, they kill the teenage tyrants with glee, then
together work out a way to dispose of all the dead bodies. This also serves to bring Takuya
back to normal. Because he is no longer bullied and has no frustration left to vent, his rela-
tionship to his mother automatically changes. The visitor finds him in the kitchen, face down
in the breast milk. The boy says that he thought the visitor had come to destroy their family.
It’s a remark that reveals the Oedipal nature of his bullying 2 he witnessed the moment the

visitor helped his mother rediscover herself and felt jealousy, which he expressed when he
threw hot tea at his mother that night over dinner and yelled What’s going on here?” Now,
back to being his mother’s son, Takuya thanks the stranger and says that with university
entrance exams coming up, he will devote himself to his studies.
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The visitor helps Keiko Yamazaki  (Shungiku  Uchiia) rediscover her femininity.

After the boy’s resolution, the visitor leaves the family. He runs into Miki on the streets
and is accosted by her with the offer of a discount on her services. He replies by picking up
a rock from the ground. While we don’t see him hit her, the next shot is of Miki returning to
the family homestead with a bruised face. She goes into her room and through the window
sees her mother sitting in the greenhouse. Her father is sucking quietly on one of Keiko’s

lactating breasts. Moments later Miki approaches and joins in.
This final scene is interesting for two reasons. The symbol of the family’s re-unifica-

tion around the nurturing love of the mother is clear, but the fact that the father drinks from
the breasts that are meant for the children also serves as the final confirmation of his inep-
titude. His wife is stronger than him and he willingly reverts to the position of a child in her
presence. He has recognised  and accepted his failures and is able to live with them.

The other interesting aspect of the final scene is the absence of the son. Takuya is
not present and no explanation is given for this. That the son should be missing from the
reunification suggests that he has left the house, that his happiness lies in becoming a soli-
tary man and in leaving childhood and the family behind. But while the son is allowed to go,
the daughter must come back. She essentially reverts to the childhood she once ran away
f r o m  a n d  r e d i s c o v e r s  i n n o c e n c e  ( a s  s h o w n  b y  h e r  h u g g i n g  a  t e d d y  b e a r  m o m e n t s  a f t e r  s h e
returns to her old room). When the daughter leaves the house, she’s a runaway. When the
son does the same thing, he’s a man - an odd, off-balance conclusion given the film’s
emphasis on failed masculinity.
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Before and after:The  visitor meets Miki. and Sends her back home.

V i s i t o r  Q  c o n t a i n s  p l e n t y  o f  p o t e n t i a l l y  o f f e n s i v e  e l e m e n t s .  V i e w e r  r e a c t i o n s  w e r e
strong when the film played film festivals and received official releases around the world. 5
But these strong reactions are not so much the direct result of the film’s contents, but of lts
style. It’s not what is shown as much as how it’s shown. As noted, Miike deliberately involves
the viewer, without ever attempting to make them more than spectators. It does not try to,
make its audience feel guilty or turn them into accomplices. In fact, the director’s approach ;
e m p h a s i s e s  t h e  a u d i e n c e ’ s  r o l e  a s  o b s e r v e r s ,  b y  r e d u c i n g  t h e  d i s t a n c e  b e t w e e n  t h e m  a n d
the film. He does this through several means:

. The use of digital video. Born out of budgetary restrictions, this limitation is turned
into a virtue through the very deliberate employment of the perception of video images
as depicting things that are closer to reality than film. The use of subjective points of ~
v i e w  e m p h a s i s e s  t h i s ,  i m m e d i a t e l y  f r o m  t h e  f i l m ’ s  o p e n i n g  s c e n e .  T h e  f i r s t  s h o t  o f
V i s i t o r  Q  i s  t h e  v i e w  t h r o u g h  Kiyoshi’s  c a m e r a ,  a f t e r  w h i c h  t h e  s c e n e  a l t e r n a t e s :
between subjective and objective points of view. Since both are shot with digital video,
the viewer eventually loses track of which is which, resulting in every shot becoming
potentially subjective. This is maintained for the entire duration of the film, since the
father (and in the end the visitor) keeps using his video camera, giving Miike the oppor-
tunity to keep interjecting subjective viewpoints.

. Framing. Particularly with shots inside the house, the camera is placed in hallways,
just outside the room where the action is taking place, or with a blank wall filling half
the frame and the action tilling the rest. This gives the objective shots the suggestion
of subjectivity, since the camera is placed in such a position to create the illusion that
t h e v i e w e r i s p e e k i n g a r o u n d a c o r n e r i n t o  thecharacters’lives.LikeYasujir6Ozu’sfamed
p r e f e r e n c e  f o r  a  c a m e r a  p l a c e m e n t  t h a t  r e c r e a t e d  t h e  p o i n t  o f  v i e w  o f  s o m e o n e  s i t - __
ting on the tafami-matted  floor, which placed the viewer
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family, here we are placed in the position of someone peeping on the family. Like the
use of subjective camera, this creates a strongly voyeuristic feel.
Characters looking and speaking directly into the camera. This happens in both
subjective and objective shots, creating the feeling of the characters directly address-
ing the viewer.
The use of title cards. Consisting of direct, almost confrontational questions like:
“ H a v e  y o u  e v e r  d o n e  i t  w i t h  y o u r  dad?“‘Have  y o u  e v e r  b e e n  h i t  o n  t h e  h e a d ? ”  a n d
“ H a v e  y o u  e v e r  h i t  y o u r  m o m ? “ ,  t h e s e  t i t l e  c a r d s  d i r e c t l y  a d d r e s s  t h e  a u d i e n c e .  A l l
t h r e e  s h o w n  i n  t h e  f i r s t  t e n  m i n u t e s  o f  t h e  f i l m ,  t h e y  i m m e d i a t e l y  g r a b  t h e  v i e w e r ’ s
attention, much like immediately starting with a subjective point of view does.

It’s the combination of these stylistic tools that minimises the distance between the viewer
and the film, and which as a result provoke such strong reactions.

This should not be confused with  manipulating the audience, however. Miike does not
try to dictate an opinion or emotion to the viewer. Despite the fact that the viewer is close,
he remains objective and is given the freedom to form his or her own opinion. The voyeuris-
tic nature of the camera placements doesn’t change this. It’s a paradox, but the subjective
camera can be objectively employed. Visitor Q  shows how.
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in which Takeshi  kills the rapist is set in a large, revolving industrial elevator, and when the
shooting is interrupted by the young nurse Rie (Yoko Natsuki) stumbling onto the scene,
Miike bathes her in bright light that blends with her uniform to create an overwhelmingly
white image. Rie becomes an almost angelic appearance, which makes the fact that Takeshi
instantly falls in love with her completely believable.

The digital video format also allowed the director to experiment freely with digital post-
production effects, adding not only his trademark scratches to flashbacks (as in the opening
scene of the mother’s rape), but also grain, distortion and superimpositions, and making
intentionally artificial use of blue screens and composite shots. All of this trickery is done
with little consideration for function and the symbiosis between form and content apparent

in Miike’s preceding films Visitor Q, Dead or Alive 2 and The City  of Lost Souls is achieved
here on only one occasion: the introduction of Rie as described above. However, the visual
experimentations Miike undertakes in Family not only follow on the work he did with Naosuke
lmaizumi on MPD-Psycho, they also had an influence on later, more subtle use of image
manipulation in l&i the Killer, Dead of Alive - Final and Sabu.

Where the director completely misses the mark in terms of.style  is in his use of music.
The entire soundtrack was performed by the Japanese metal band Monkey Pirates and their

relentlessly loud songs indiscriminately accompany action, dialogue and even love scenes.
The pounding score hammers home how exciting the proceedings are meant to be, but the
monotonous metal grows just as repetitive as the uninspired action sequences.

The sixth partnership between writerand director, Familyoffers  the proof that thecollabo-
rations with Hisao Maki are dissonances in Miike’s oeuvre. Although the director has been
accused of delivering little more than sensationalist exploitation as a result of films like like
Fudoh, Dead or Alive, Visitor 0 and lchi  the Killer, the only occasions he has delivered pure

sensationalism have been the Hisao Maki films.Their deplorable results suggest that exploita-
tion and sensationalism are not Miike’s forte.
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THE GUYS FROM PARADISE
Tengoku Kara Kita Otoko-Tachi

The Guys from  Paradise marks a return to The Bird People in China’s theme of cultural
rootlessness. At first sight a prison scare story in the vein of Alan Parker’s Midnight Express,

closer inspection reveals a film that goes beyond the stage of culture clash, suggesting new
ways for two cultures to integrate.

In this, the film is an extrapolation of earlier themes rather than a retelling. Just as
Rainy Dog expanded upon the Taiwan scenes of Shinjuku Triad Sociefy  and The Bird People
in China in turn expanded upon Rainy Dog, The Guys from Paradise further develops The

Bird People in China’s handling of the stranger in a strange land. The film could in fact be
seen as a conclusion of Miike’s exploration of the theme of cultural rootlessness, relating it
to issues raised in other recent films like Visitor Q.  The result is a film that can almost entirely
be read as a metaphor for the relationship between Japan and its Asian neighbours.

As in The Bird People in China, the protagonist here is a successful young salary-
man, Kohei Hayasaka (Koji  Kikkawa, whose stilted performance is sadly lacking in subtlety).

Kohei is arrested during a business trip to the Philippines for possession of one kilogram of
heroin. Aside from his insistence that he is innocent, the film provides no background on the



circumstances of the crime or the arrest. When we first meet him, Kohei is already on

his way to prison. But such information is unnecessary here, because the film is paradoxi-
cally not a prison drama. Serving as a great example of Miike’s position towards genre, The
Guys from Paradise does not adhere to the rules and expectations of the prison film, does-
n’t build up tension concerning Kohei’s  fate (we learn early on that his is a hopeless case)
and has no one secretly drawing up elaborate escape plans. Quite the opposite, as soon as
Kohei joins shady Japanese criminal Yoshida (Tsutomu Yamazaki), he is free to conduct

business outside prison walls any time he pleases.
He is allowed this curious luxury because he is Japanese. Upon his arrival he is ush-

ered through the filthy, overcrowded corridors of the prison compound to a quieter section
populated only by a trio of Japanese inmates: Sakamoto (Far-Long-Oh), a former physician
from Nagoya sentenced for paedophilia; Uno (Kenichi Endo),  a man who schemed his ex-
wife out of her family fortune to start a Japanese restaurant with his Philippino girlfriend;

and PhilippineTar  (Kenji Mizuhashi), of whom no one knows his history or real name.Their
cell has coffee, tea and Japanese newspapers and magazines. Ki3hei  is charged 200 pesos
a month in rent for the privilege, but told that as an employee of a big company he should
be free in no time.

It’s with this position of privilege that the film expands upon The Bird People in  China.
In the 1997 film, protagonist Wada had to leave luxury behind him as he moved into an
increasingly primitive environment. For Kohei, even though he feels like he’s been thrown

into misery at the deep end, in a relative sense nothing has changed. Particularly from the
moment he hooks up with Yoshida, the system inside the prison is little different from what
he was used to on the outside. He has a safe haven (previously Japan, now the Japanese
section of the jail) from which he can move out into the world to conduct business. Since
part of his business was bribing local politicians, his new career in drug trafficking and buy-
ing off the warden isn’t such a big change.

As this comparison shows, the structure of the prison, with its secluded island of Iux-
ury that shields the Japanese inmates from a more primitive and hostile environment, works
as a metaphor for Asia and Japan’s privileged, isolated position in relation to its economi-

cally less prosperous neighbours, with the word “paradise” in the film’s title indicating exactly
how privileged it is.

Despite the advantages of his special Japanese cell, Kahei is greatly distressed by
his situation. For a man who walked into detention in a suit and tie and carrying a big suit-
case (the variety with the convenient little wheels), eating crow and boiling your rice with
polluted water is quite a radical change of lifestyle. He can’t count on any of the luxuries
he’s used to at home. “Nerd studied too much,“Taro  yells when it becomes clear that Kohei
doesn’t even know how to cook rice. The water gives K8hei diarrhoea, but when he sees
and smells the stomach-churning state of the communal toilet he prefers to wait. While he
recoils, Tar6 slips past him and uses it without hesitation.

The extent of Kohei’s devotion to luxury is illustrated very well when his wife Miyuki
(Mai Oikawa) and his colleague Sugimori (Kazuhiko Kaneyama) visit him forthe first time.“Look
at me!” he barks in tortured self-pity when they ask him how he’s holding up. Dressed in a
tank top and a pair of khakis he looks at the very worst unfashionable. This scene creates
the clearest parallel between Kohei and Bird People’s Wada through their narcissism
that has resulted from luxury.
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L.&z Kdhei  (KQi Kikkawa)  is back in his suit. ready to start  working with Yoshida (Tsutomu Wamazaki).
IvgM: Philippine Tar6 (Kenji  Mizuhashi) goes  ape during a k&hen  brawl.

It’s telling that what persuades Whei  to join Yoshida is the offer to use the big shot’s
pr~ate  (and clean) toilet.Yoshida  lives in even greater luxury than the other Japanese pris-
oners, in his own spacious studio with a Philippino girlfriend named Belia. “If you pay, any-
thing’s possible in here. That’s why I work hard,” he explains his position to the newcomer.
The young businessman’s willingness to be adopted into Yoshida’s circle is also the result
o f  t h e  l a c k  o f  s u p p o r t  h e  r e c e i v e s  f r o m  t h e  h o m e  f r o n t .  W h e n  S u g i m o r i  b r i n g s  h i m  a  l o c a l
tawyer,  Kohei is told  that the only way out of a permanent conviction is to bribe certain offt-
&Is.  But his company makes no effort to help him and sends only obligatory words of sup-
port, He suggests selling their apartment to raise the money but his wife refuses, saying her
father was already demoted as a result of Kohei being in prison. Whei  sees a procession of
Japanese lawyers, all of whom prove spectacularly incompetent. (In a rather ill-conceived mon-
tage played entirely for laughs, he lets four potential candidates state their cases, but the
quartet is entirely clueless. One of the four is played Mitsuhiro Oikawa, Kikkawa’s co-star in
The  C i t y  o f  L o s t  S o u l s ,  w h o  s e l f - r e f e r e n t i a l l y  t a l k s  a b o u t  a n  i s l a n d  o f  m o n k e y s  a n d  e v e n
pulls out a ping-pong bat. Another part consists of an indulgent and incongruous piece of clown-
ing by Naoto Takenaka as a deaf solicitor.)

Within moments of accepting Yoshida’s offer, KBhei  is in his suit again and finds him-
self  outside prison gates, on his way to a hotel to exchange a bag and its contents. He seizes
t h e  o p p o r t u n i t y  t o  f l e e ,  b u t  K o h e i  f i n d s  Y o s h i d a  w a i t i n g  f o r  h i m  o u t s i d e  h i s  w i f e ’ s  h o t e l .
L e a r n i n g  t h a t  M i y u k i  h a s  c h e c k e d  o u t  o f  h e r  r o o m ,  h e  g r o w s  s u s p i c i o u s  a n d  t e s t s  h e r  b y
asking her to retrieve the one million dollars he has stashed away. Corporate  bribe money
intended for a candidate in the country’s upcoming presidential elections, Kohei hid it in the
freezer of his favourite Japanese restaurant in Manila, telling the owner it’s a supply of Japanese
steaks. Believing in his fellow inmates’ opinion that he would quickly be released, he had
resisted using it for his own purposes.
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Lefk KBhei  returns from one of his errands for Yoshida.
RigM: Money buys everything, even a trip to the seaside for a convicted drug dealer.

He asks Miyuki to pick it up alone and not tell Sugimori, then use it to get him out of
jail. As  he expected, she doesn’t go alone and  brings hiscolleaguewith hertocollectthemoney.
Watching them from a distance, he realises  that he has lost his wife. Miike at first gives
Kohei and the viewer a glimmer of hope by having only Miyuki descend from the arriving
car, but a few seconds later Sugimori gets out as well. The separation was foreshadowed
early on in the film, in a symbolic scene that showed Tar6 masturbating over Kohei’s  picture
of Miyuki. Kohei tries to grab it from him, but it’s already too late. The glob of semen that

covers her face in the picture, which Tar6 equally symbolically tore in two to get rid of Kohei’s
likeness, functions as an omen of their impending separation.

Planned by Kohei to test his wife’s fidelity, the incident with the money forms his farewell
to his old life. He leaves his period of luxury behind and embraces the primitive, becoming
fully embroiled with Yoshida’s schemes. This turning point is emphasised by Kohei receiving
a life sentence from the court. He could have used the US$1 million to buy himself free, but

doesn’t. He has turned his back on his old life and won’t go back. He has nothing to go back
to: no wife, no job and no friends. The  group unit he forms with Yoshida and the other Japanese

prisoners is his family now and in this respect the life sentence he receives is very signifi-
cant. By accepting his new life, he has already voluntarily sentenced himself. Compare this
to earlier in the film when he felt complete desperation, at which time he expected to receive
the death penalty. The sentence reflects Kohei’s  state of mind in both cases.

He also grows closer to Namie (Nene Ctsuka),  a female Japanese inmate from the
nearby women’s compound. Jailed for embezzlement, she was betrayed by her partner, a com-
mon fate that creates a bond between her and Kohei.

Kohei’s  new life immediately receives a trial by fire, literally, when he and Yoshida run
into the yakuza Yabumoto (Toshiyuki Kitami), who has been tracking Yoshida for the last
five years. (Yabumoto is a variation on Tomorowo Taguchi’s character in Rainy Dog, a man

224 AGITATOR -The Cinema of Takshi Mike



whose dogged pursuit in an alien environment has resulted in a few loose screws - as illus-
,,‘ trated  i n  a  s o m e w h a t  o v e r s t a t e d  m a n n e r  w h e n  h e  d r i n k s  h i s  o w n  s e m e n  a f t e r  m a s t u r b a t i n g
$3  in a bathtub.) It turns out Yoshida’s real name is Murakami and that he is a simple conman
%
g

instead of the top-ranking yakuza he made himself out to be. He hid in the prison voluntar-
ily  in the hope of evading the gangsters he scammed.

1,
Yabumoto’s gang open fire on the two men and Yoshida drives off in his car, leaving Whei

b e h i n d  t o  f e n d  f o r  h i m s e l f .  Kohei.is  s a v e d  b y  f e l l o w  s t r a y  c o n v i c t  B r a n d o  ( M o n s o u r  D e l
Rosario,  a character who is set up as the token prison heavy but who refreshingly emerges
as an, albeit enigmatically motivated, ally) and returns to the jail later that same night to

return the money. The fact that he does this illustrates his devotion to his new life and his
group, who were suspecting him of having run off again.

N o w  Y a b u m o t o  k n o w s  o f  Y o s h i d a ’ s  h i d e o u t ,  h e  b r i b e s  a  p r i s o n  g u a r d  t o  a s s a s s i n a t e
the conman.  As the guard pulls out a gun, a lightning strike causes a blackout and Yoshida’s
girlfriend Belia  grabs the opportunity to stab the assailant. She succeeds, but is shot dead
herself as a result. This  is the first member of the group who dies and in keeping with Miike’s
handling of the theme of the group unit this forms the beginning of their downfall. Yoshida
wants to  flee and asks the warden to release all Japanese prisoners. His request is denied,

p  s e v e n  a f t e r  h e  o f f e r s  m o n e y .  A t  t h a t  s a m e  m o m e n t  a  k n i f e - w i e l d i n g  i n m a t e  a t t a c k s  K o h e i .

,, Tarô  comes to his aid, but is stabbed himself. When Kohei grabs the knife and goes after
him,  the attacker drums up a mob of Philippino prisoners and a riot ensues pitting the hand-

:<‘:‘ ful  of Japanese against several dozen locals. They escape with the help of Brando and flee
Î , in the same bus that brought them to the jail. Yoshida  has no choice but to leave the fortune

h e  a m a s s e d  w i t h  t h e  w a r d e n ,  m e a n i n g  t h e y  h a v e  n o  m o n e y .

t.2: Kohei tells them about the one million dollars he hid, which immediately brightens the
5’ group’s spirits. These  are quickly dampened again when they find that the money and the owner
& o f  t h e  r e s t a u r a n t  h a v e  v a n i s h e d .  T h e  b l a c k o u t ,  w h i c h  h i t  t h e  w i d e  a r e a  s u r r o u n d i n g  t h e

p r i s o n ,  c a u s e d  t h e  f r e e z e r  t o  d e f r o s t .  T h e  o w n e r ,  w a n t i n g  t o  c o n s e r v e  Kôhei’s  ‘ s t e a k s ’  b y
cooking them, discovered what was really inside the package. Simultaneously, Uno discov-
ers his girlfriend, who he’d wanted to bring with him, in the arms of another man and kills
both of them.

F o r  a l l  t h e  c h a r a c t e r s ,  t h i s  m o m e n t  c o n s t i t u t e s  a  b r e a k  w i t h  t h e i r  p r e v i o u s  l i v e s .
However well adapted they may have been to life in the primitive Philippines, their main drive
w a s  s t i l l  m a k i n g  m o n e y ,  i n  o t h e r  w o r d s  t h e  J a p a n e s e  a t t i t u d e .  R e w o r k i n g  t h e  p o i n t  m a d e
a b o u t  m o n e y  a n d  h a p p i n e s s  i n  R a i n y  D o g ,  L e y  L i n e s  a n d  T h e  City  o f  L o s t  S o u l s ,  t h e i r
farewell to money means the start of true happiness for the members of the group, with each
of them growing to the peak of their respective powers and abilities, and Kohei and Namie

i c o n s u m m a t i n g  t h e i r  r e l a t i o n s h i p .  W h e n  t h e y  f i n d  a  w o u n d e d  c h i l d  i n  t h e  r o a d  t h a t  n i g h t ,
S a k a m o t o  o p e r a t e s  o n  h e r  i n  t h e  n e a r b y  v i l l a g e .  T h e  p r o c e d u r e  i s  s u c h  a  s u c c e s s  t h a t  h e
finds himself helping all the children in the town. Meanwhile, Uno restores the village’s elec-
tricity and Tan3 starts an uninterrupted period of fasting and praying that results in the vil-
lagers regarding him as a god.

When Yabumoto’s band of thugs traces their steps and starts shooting up the village,
Sakamoto tries to protect the children but is killed. When Yabumoto holds Kohei, Namie and
Y o s h i d a  a t  g u n p o i n t ,  U n o  j u m p s  i n  f r o n t  a n d  c a t c h e s  t h e  g a n g ’ s  b u l l e t s .  K o h e i  s h o o t s
Yabumoto while Uno’s  seeming invincibility (he is riddled with bullets but remains standing,
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Whei and Sakamoto (Far-Long oh) try to save the wounded Tam from an angry mob of Philippino prisoners

reciting a message of love to the girlfriend he just murdered) scares off the gangster’s hench-
men. The moment they run away, Uno drops to the ground and dies.

.
The denouement, which is shot as a report for Japanese TV, sees Tam staying in the

village, worshipped by the locals (a very cliched image that takes the aspect of the primitive
a step too far). He finds  a treasure that was buried in the village during World War II by the
Japanese admiral Yamashita, but donates it to the Red Cross. Kohei and Namie go back to
Manila, joined by Yoshida. Under the name of Juan fvtabini,  Kohei enters the presidential
elections, running against the man he was once supposed to bribe and winning. Joining in
his victory parade are Namie, Yoshida and Brando.

This is watched with astonishment by Sugimoto back in Japan. Here Miike creates a

juxtaposition that sums up the film’s intention. Kbhei reaches new heights after embracing
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the influence of primitive Asia, while Sugimoto and Miyuki are now living a routine married
life. He watches TV while she grudgingly vacuums the floor and their little son plays his
Game Soy. Sugimoto thinks he recognises  Kohei in the report but Miyuki can’t even be both-
ered to turn around and have a look. He changes the channel, shrugging his shoulders at
the possibility that Mabini might indeed have been Kohei and finding more interest in a vari-
e t y  s h o w .

The film’s ending could be interpreted as being neo-imperialist in tone. After all, a
Japanese becomes the ruler of the Philippines. While this would seem to be almost undeni-
able on the surface, there is more nuance to the scene than meets the eye. The message
of the film is that resisting the lure of money and economic success can make a person
stronger than he or she thought possible. Applied to the metaphor supplied by the prison,

this would mean that if Japan embraced its own primitive - in other words Asian - roots,
instead of repressing them in its hunger for economic growth, then it would become even
stronger as a nation instead of staying locked in a vicious circle of duty and frustration

This certainly reeks of neo-imperialist thought, but the truth is that Kohei as a charac-
ter has chosen the road of understanding rather than that of dominance. He doesn’t conquer
and impose, he adapts, as witnessed by him changing his name and allowing his real name

to be turned into the mispronounced nickname Koppei. He becomes a pan-Asian being who
 . is no longer just Japanese, a man at complete peace with his rootlessness, in whom cul-

tures  unite rather than collide. He is what all of Miike’s rootless outcasts strive to become.
The presence of imperialism in this film is not in the final scene but in the beginning.

It  is Japan’s old way, the way of money, the belief that anyone and anything can be bought.
After all, Kohei was sent to the Philippines to bribe a presidential candidate, whose name
very appropriately is Mascardo - the mask behind which hides foreign influence. Like Brando
at one point tells Kohei: “You Japanese are stupid. You try to solve everything with money,

but you get caught by the slightest trap.” This failure is what the film is about, like admiral
Yamashita’s gold that he himself never got to use. He was the imperialist, not Kohei and his
group, who donate it to the Red Cross.

Following on Visitor Q’s denunciation of slavish devotion to duty, The Guys from  Paradise
combines this with the anti-capitalist element present in Rainy  Dog, Ley Lines and The City
of Lost Sou ls  The resulting stance Miike would employ again the following year in The

H a p p i n e s s  o f  t h e  Katakuris.
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ICHI THE KILLER
K o r o s h i y a  l c h i

2 0 0 1

If one thingstandsoutabout IcbifheKi//er, it’sthefilm’sextremelyviolentcontent and thestrong
reactions this provoked from audiences and critics alike. Based on a manga by Hideo

Yamamoto (not to be confused with the cinematographer of the same name, who also worked
on this film), lchi  the Killer has been dismissed as exploitative, misogynist, indulgent and as
simply an example of pushing the envelope to see how far one film (and one filmmaker) can
go in the depiction of violence.,

In reality, the film  echoes Miike’s work on Visitor Q,  whose seemingly exploitative sur-
face hid strong characterisations,  a very deliberate and conscious deployment of style to appeal
to the viewer, and an exploration-of the relationship between the viewer and the image. In
lchi this appeal goes a step further in addressing the audience, provoking reflection on the

viewer’s consumption of moving images, particularly images of violence.
It’s a paradox, but l&i fhe  Killer, a film that sets new boundaries in the portrayal of

violence and bloodshed, takes a strongly critical stance towards the portrayal and the con-
sumption of the violent image. However, it does so without ever taking a moral stance towards
either the portrayal or the consumption, thus circumventing any accusations of hypocrisy
on the part of the director. Miike does not moralise or chastise, but provokes the audience

into questioning their own attitudes towards viewing images of violence. He steers them into
a direction but leaves it up to them to draw their own conclusion.

Miike’s intentions pervade the film on every level, in form as much as in content.
Characterisation is a crucial tool in this respect, but the characters are so well drawn, devel-
oped and motivated that for the most part even regarded purely as a character study, lchi
the Killer works rather well. If we look at the film in this way, we notice that the narrative
again follows Miike’s regular thematic process faithfully, combining two main strands from
previous films: MPD-Psycho’s theme of mental rootlessness (in the shape of the titular killer

who is the subject of mind control through hypnotic suggestion) and Audition’s theme of the
search for happiness in an ideal partner.

Protagonist Kakihara (Tadanobu Asano) is the person doing the searching here. Like
Audition’s Aoyama he has lost the person he loves, who in this case is the boss of the Anjo
yakuza group to whom he served as main lieutenant. Instead of the homosexual relation-
ship this would at first glance appear to be, the bond between the two men is based on pain
as much as love: masochist Kakihara found in Anjo the sadist who could fulfil  his every
desire, as witnessed by the scars that cover his face. Their relationship was so ideal (the
fact that aside from one brief glimpse from the back Anjo is never seen adds to the near-
mythical status he holds in Kakihara’s eyes) that Anjo’s death has left Kakihara with no one
to satisfy his need. As top lieutenant in one of the most powerful crime syndicates in Shinjuku,

he is now a masochist with no one to hurt him.
In effect, the death of Anjo has made Kakihara rootless, unable to be what he truly is.

This rootless state is expressed in two ways: first  in the character’s persistent belief that his

boss is still alive (the culprits removed his body and cleaned up the crime scene in order to
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make it seem like a disappearance), leading him into a determined search for any trace of
Anjo’s  whereabouts. Secondly it’s expressed in the fact that during his search Kakihara tor-

tures the people he even slightly suspects of being involved, something he does with glee.
The displacement from his true nature has made him the opposite of what he is: he behaves
as a sadist instead of a masochist.

The actions he undertakes as a result of becoming rootless inevitably force him into
the position of an outcast. After receiving a tip-off, he takes to torturing Suzuki (SusumuTerajima),
a lower-ranking member of an affiliate yakuza  group. Kakihara suspends him on hooks through

his flesh and goes to work on him with needles and boiling oil, until Suzuki’s boss (Jun
Kunimura) intervenes, furious at Kakihara’s actions. Kakihara’s method of apology makes the
situation even worse. Instead of chopping off the customary pinky, he takes a blade to his
own tongue and is quickly expelled from the outfit by godfather Nakazawa  (Yoshiki Arizono).
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Superhero or peeping tom? lntroducing  Ichi.

N o w  a n  o u t c a s t ,  h e  f o r m s  a  g r o u p  u n i t  c o n s i s t i n g  o f  f o r m e r  m e m b e r s  o f  t h e  Anjo  g r o u p
w h o  h a v e  f o l l o w e d  K a k i h a r a  o u t  o f  l o y a l t y  f o r  h i m  a n d  t h e i r  m i s s i n g  b o s s .  T h e y  c o n t i n u e  t h e
s e a r c h  w h e r e  N a k a z a w a  h a d  g i v e n  u p  a n d  d e c l a r e d  t h e i r  b o s s  d e a d .  T h e  s t r e n g t h  o f  t h i s
n e w  u n i t  i s  t e s t e d  ( a n d  t h e r e b y  q u e s t i o n e d )  a l m o s t  i m m e d i a t e l y  a f t e r  i t ’ s  f o r m e d .  O n e  o f  t h e
members prefers to leave, but is reigned in by Kakihara with a very persuasive six-inch
n e e d l e  t h r o u g h  t h e  f o o t .  L i k e  R y u i c h i  i n  D e a d  o r  A l i v e ,  K a k i h a r a  d o e s  n o t  t o l e r a t e  b e t r a y a l
t o  t h e  g r o u p  a n d  h i s  c o m m a n d i n g  p r e s e n c e  p l a y s  p e r h a p s  a n  e v e n  b i g g e r  p a r t  i n  t h e  i n d i -
v i d u a l  m e m b e r s ’  d e c i s i o n  t o  j o i n  t h a n  t h e i r  f e e l i n g s  o f  l o y a l t y  o r  s h a r e d  f a t e .  B u t  t h e  w i s h  t o
l e a v e  a n d  t h e  p u n i s h m e n t  t h a t  f o l l o w s  a r e  t h e  f i r s t  b l o w  t o  t h e  g r o u p ’ s  t i e s  a n d  h e r a l d  t h e
disintegration that is to follow in the remainder of the film.

I t ’ s  f i t t i n g  t h a t  K a k i h a r a ’ s  a c t i o n s  r a t h e r  t h a n  l o y a l t y  a r e  w h a t  h o l d s  h i s  g r o u p  t o g e t h e r .
F o r  K a k i h a r a  h i m s e l f ,  l o y a l t y  a l s o  h a s  l i t t l e  m e a n i n g .  H i s  l o y a l t y  t o  Anjo  i s  b a s e d  o n  t h e  f a c t
t h a t  h i s  b o s s  s a t i s f i e d  h i s  d e s i r e s ,  n o t  o n  t h e  h i e r a r c h y  w i t h i n  t h e  s y n d i c a t e .  H i e r a r c h y ,  s e n -
i o r i t y  a n d  y a k u z a  r u l e s  m e a n  l i t t l e  t o  K a k i h a r a ,  a s  w i t n e s s e d  b y  h i s  t o r t u r i n g  o f  a n  a l l y  a n d
the open defiance of his superiors -when he cut off his tongue, the gesture was so grandiosely
o v e r s t a t e d  t h a t  i t  b e c a m e  a n  i n s u l t .

T h e  s l i c i n g  o f  h i s  t o n g u e  w a s  a l s o  a  f o r m  o f  m a s t u r b a t i o n ,  a  t e m p o r a r y  f u l f i l m e n t  o f
K a k i h a r a ’ s  o w n  d e s i r e s . T h i s  i n d i c a t e s  h o w  K a k i h a r a ’ s  o n l y  l o y a l t y  i s  t o  t h o s e  d e s i r e s .  L a t e r ,
w h e n  h e  f i n d s  i r r e f u t a b l e  e v i d e n c e  t h a t  Anjo  i s  i n d e e d  d e a d ,  t h e  s e a r c h  f o r  t h e  k i l l e r  i s  n o t
a  q u e s t  f o r  v e n g e a n c e ,  b u t  a  s e a r c h  f o r  a  r e p l a c e m e n t  s a d i s t .  E s p e c i a l l y  w h e n  t h e  a s s a s -
s i n  c o n t i n u e s  h i s  s l a u g h t e r  a m o n g  K a k i h a r a ’ s  m e n ,  t h e  m a s o c h i s t  a d m i r e s  t h e  g r u e s o m e
r e s u l t s  o f  t h e  k i l l e r ’ s  h a n d i w o r k  i n  a w e  a n d  r e a l i s e s  t h a t  h e  h a s  f o u n d  t h e  p e r s o n  w h o  c a n
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give him the pain he longs for. The irony that Kakihara’s new potential lover is the same

man who killed his boss and previous lover only serves to illustrate where the protagonist’s
priorities lie.

There’s further irony in the situation since the killer in question, the lchi of the title

(Nao Ômori), is even more of a rootless individual than Kakihara. He is the victim  of mind
control by his employer Jijii (Shinya  Tsukamoto) and has therefore entirely lost his identity.
Barely an adult, his immature sexual drives have formed the source for Jijii’s manipulation.
The hypnotist placed in his mind the false memory of a traumatic event he supposedly wit-
nessed in high school, whereby several bullies raped a girl in front of him and lchi was not
only unable to intervene, he was sexually aroused by the sight of such humiliation and pain

inflicted on another human being. The resulting duality between Ichi’s hatred of bullies and
excitement over the infliction of pain on others is what allows Jijii to manipulate him and use
him as little more than a weapon. By associating Ichi’s target with the high school bullies,
he creates the willingness to intervene, while Ichi’s sadism and the excitement it evokes
make him a gruesomely effective murderer. Jijii’s handling of lchi is almost mechanical; the
young man’s loss of identity has gone so far as to rob him of his humanity.

An early scene in the film establishes Ichi’s confused personality. After murdering
Anjo,  he spies on hooker Sailor (Mai Gotô) as she is viciously beaten and then raped by her

pimp (Hôka  Kinoshita). When a sound betrays Ichi’s presence, the pimp comes out to look
for the intruder, only to find a fresh glob of semen where lchi was standing just moments
earlier. This scene is later reprised, this time resulting in a confrontation between lchi and
the pimp. lchi kills the bully (he uses a razor sharp blade in the heel of his left shoe to kill),
then turns to Sailor and says: “I’ll rape you now, if you want.” Judging from these words, it’s
not rape in itself that upsets Ichi, but the pimp’s bullying behaviour. Quite the opposite, lchi

is very happy to take the dead man’s place if Sailor wants him to. This is a crucial moment in
the definition of the character, since it establishes him as a sadist, not a bully. His proposal

to Sailor implies consent and assumes that she derives pleasure from pain. When Sailor
recoils, lchi is confused. He figures that if the bullying element is taken out of the violence,
then only pleasure remains for him and his victim. Feeling betrayed by false expectations,
he kills Sailor too. (In an interesting aside, a character played by the same actress in MPD-
Psycho died in an almost identical way: her throat slashed by a teenage killer acting under

mind control.)
This scene also sets up Ichi’s compatibility with Kakihara, the only character who

would be happy to accept Ichi’s proposal of a voluntary beating.This division between sadist
and masochist not only holds true for them, but also forms the most fundamental definition
of all other characters, who are predominantly one or the other. Although most of them are
masochists, some strive to be sadists, often as a way to hide their true selves. For example,
Kakihara’s right-hand man Takayama (Shun Sugata) seems a sadist from the way he com-
mands the group, but he hides his revulsion over his boss’ torture tactics and only reveals
his true face to his fellow gang member and protege Kaneko (Sabu). In a private moment,

Takayama confesses to Kaneko that he might as well have ended up as a salaryman and
that this would have made little difference to the way he feels about himself, thus express-

ing the feeling that he is in a subservient position.
Kaneko in turn is an unmistakeable masochist. A retread of such earlier failed charac-

ters as Rainy Dog’s Yuji,  Full  Metal Gokudô’s  Keisuke and Visitor Q’s Kiyoshi, he is a former

AGITATOR -The Cinema of Takashi  Miike



Kakihara  and friends: Takayama (Shun Sugata.  I.)  and Kaneko (Sabu,  r.)

policeman kicked off the force after losing his gun.Then  his wife left him too, leaving him - in
another parallel with Rainy Dog’s protagonist-with their 12-year  old son Takeshi  (Hiroyuki
Kobayashi). Kaneko’s failures have therefore made him an outcast, who found his group unit
only through more failure, when Takayama saved him from a beating by another gangster in
an alleyway. inducted into the Anjo group at Takayama’s request, he is an outcast there too,

the subject of ridicule due to being an ex-cop who lost his gun but is now supposed to func-
tion as expert marksman gangster (here again we see Miike’s use of irony as a tool to define
characters rather than as an end unto itself). Kaneko’s attempts to overcome his failure, and
to go from masochist to sadist, are suitably weak. Decked out in black leather, he looks
uncomfortable instead of cool and while he’s keen to show off his prowess with a gun, he

never gets a chance to use it. At one point in the film he meets Ichi, under circumstances
very similar to his own rescue at the hands of Takayama: Kaneko saves him from a beating
by a strip club bouncer (played by the film’s screenwriter Sakichi Sate),  not knowing the young
man is the murderer he’s looking for. Kaneko treats lchi to a meal, just like Takayama did for
him, but his words of encouragement for the young man sound feeble, as if he doesn’t believe
them himself. In the end, Kaneko leaves him to fend for himself.

The ex-cop’s personality is mirrored by that of his son Takeshi,  who is the victim of bul-
lying by three classmates. Fittingly, he too has an encounter with Ichi, but in Takeshi’s case
the meeting is life-altering. By kicking one of the underage bullies in the stomach lchi inspires

the boy to start defending himself and quickly Takeshi  is in touch with his own sadistic side.
Unlike his father, he changes from masochist to sadist during the course of the film, a process
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L&Z Karen meets a plain-clothes lchi (Nao 6mori).
Right: The mastermind Jijii (Shinya Tsukamoto. I.)  at work

that reaches its completion in the finale, when he is once again confronted with lchi and he

uses violence against the very same person who triggered the change in him.
Another character who tries but fails to overcome her own personality and go from

masochist to sadist is Karen (Alien Sun), a hostess in one of the clubs in Kabukicho con-
trolled by the Anjo group. What motivates her to deny her personality is her love for Kakihara
(she is the only person to call Kakihara by his first name Masa), whose methods she admires
without question, like a love-struck schoolgirl. Hearing of Anjo’s disappearance, she helps
Kakihara in his search, in an attempt to get closer to him. After the confirmation of the boss’

death arrives, Karen tries even harder to gain Kakihara’s favour and joins him in torturing a
reluctant informant. This gives Kakihara the impression that he may have found a suitable
partner, but the truth reveals itself when he invites her to beat him. Asking for more and
harder punches while she smacks him repeatedly in the face, he asks for more than she is
able to give and calls it off with a curt “You’re not the one.“Through  these experiences she
not only loses the man she loves, but is confronted with how much she was willing to deny
herself in order to get him. The disillusionment greatly influences the way she behaves after

that, giving her a vulnerability that lets her almost voluntarily fall victim to Jijii and Ichi.
The one exception to lchi the Killer’s cast of clearly defined characters is Jijii. While it’s

clear what he wants-the total annihilation of the Anjo group in the most humiliating way pos-
sible (which in fact makes him the film’s biggest sadist) - why he wants this remains an enigma.
His motivation, as well as his exactfunction and his relation to the other characters (including
Ichi) is never explained. This seeming (and seemingly blatant, since he could be considered
the story’s main villain) discrepancy is in fact the most crucial clue as to the film’s true intent.

The function of Jijii is to be found in what he does, not in why he does it. To ask why
is beside the point. He is a manipulator, the man who pulls the strings and determines the
flow of the other characters’ lives, either by proxy (through Ichi) or occasionally in person.
He is in many ways a godlike being (his all-powerful nature is illustrated visually in the one
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scene in which he interferes in person: confronting Takayama, Jijii undresses to reveal the
body of a champion weightlffer).  In cinema however, there is only one godlike being, who con-
trols all the characters and determines their lives, and that is the director. Jijii’s function here
is to serve as the director’s alter ego. His manipulation of the other characters in the end
serves the purpose of manipulating the audience, in other words the function of Jijii equals
that of the director.

This relationship is most directly apparent in Jijii’s treatment of Ichi. Ichi’s costume, a
p a d d e d  l e a t h e r  s u i t  w i t h  a  l a r g e  y e l l o w  ‘ 1 ’  ( p r o n o u n c e d  ichi  i n  J a p a n e s e )  o n  t h e  b a c k ,  i s
reminiscent of the costume of a superhero, complete with emphasised masculine build and
a logo. A hero, in its literary function, is a character who does good deeds by evil means
(i.e. the use of violence) and who provides the audience with a source for (often vicarious)
identification. lchi however, uses those evil means, but does no good deeds. He looks like a
h e r o  a n d  u s e s  t h e  s a m e  m e t h o d s ,  b u t  t h e  h e r o ’ s  j u s t i f i c a t i o n  f o r  h i s  v i o l e n c e  i s  m i s s i n g .
Thanks to Jijii’s manipulation, he becomes a perversion of the hero figure. The first time we
see him is in the scene where he spies on the beating of Sailor. We see him from a distance
a n d  f r o m  t h e  b a c k .  W h a t  c a t c h e s  t h e  v i e w e r ’ s  e y e  i s  h i s  l o g o ,  e s t a b l i s h i n g  t h e  c o n n e c t i o n
with the hero figure. This set-up is further expanded by the situation, which is straight from a
s u p e r h e r o  c o m i c  b o o k  a n d  c r e a t e s  t h e  e x p e c t a t i o n  t h a t  t h e  h e r o  w i l l  r e s c u e  t h e  d a m s e l  i n
d i s t r e s s .  B u t  i n s t e a d  h e  i s  r e v e a l e d  a s  a  v o y e u r ,  w h o  g e t s  o f f  o n  s e e i n g  p e o p l e  h u r t  a n d
humiliated. In parallel with the way Jijii has robbed him of his individuality and any sem-
blance of heroism, with this scene Miike the director robs the audience of its identification
figure. Here, the parallel between Jijii and the director is established.

But this scene is only the first step in a process aimed at making the audience ques-
tion its own attitude towards the viewing of violence. By depriving them of one identification
figure, Miike effectively forces them to side with the other: Kakihara. In this context, Kakihara’s
m a s o c h i s m  g a i n s  a  n e w  d i m e n s i o n .  W h i l e  w e ’ v e  s e e n  t h a t  m o s t  c h a r a c t e r s  a r e  m a s o c h i s t i c
in nature, none of them take pleasure in it the way Kakihara does. He undergoes pain with
g l e e  a n d  r e v e l s  i n  v i o l e n c e ,  m a k i n g  t h e  c o n n e c t i o n  b e t w e e n  h i m  a n d  t h e  a u d i e n c e ,  w h o
consume the violence in the film not unlike he does, a suitable one. It’s also an intentional
one: when lchi cuts Sailor’s pimp in half from head to crotch or slices up a group of gang-
sters, covering the room in body parts and blood, at those moments Miike wants us to laugh
a n d  g o  “ W o w ! ”  I n  f a c t  h e  p r o v o k e s  i t  t h r o u g h  t h e  s t y l e  h e  e m p l o y s  i n  t h e s e  s c e n e s .  T h e i r
e x p l i c i t n e s s ,  e x a g g e r a t i o n ,  a n d  t h e  u s e  o f  C G I  a n d  s p e c i a l  e f f e c t s  r e n d e r s  t h e  v i o l e n c e  i n
t h e s e  s c e n e s  h a r m l e s s .  T h e  e x p l i c i t n e s s  m a k e s  t h e m  d a r k l y  c o m i c  i n s t e a d  o f  p a i n f u l  o r
offensive. When Kakihara pours hot oil over the defenceless  Suzuki, it’s not an act of vio-
lence but one of the directors trademark kitchen jokes, since the protagonist used that oil to
fry shrimp just seconds earlier.

Unlike the dark comedy such jokes created out of violence in Sbinjuku  Out/aw,  Fudoh
and Dead or Alive, in lchi  the  Killer they serve a higher purpose. Right after we laugh or let
out that collective Wow!” we are smacked square in the face for it, because Miike alternates
this ‘playful’ violence  with ‘painful’ violence;  violence that has a much stronger and much less
pleasurable impact on the viewer (the switching between these two could  be seen as a vari-
ation on the juxtaposition-based style of Dead or Alive and Full  Metal Go/&r?).  Right after
we chuckle over Jijii and his men slipping on a floor covered in blood and entrails, we are
forced to sit through the beating and rape of Sailor, which is anything but playful. Here too it’s

CHAPTER 4 1 The Outlaw  Director ( films 1995 -  2002 )



Miike’s style that forces this reaction in the viewer and interestingly the stylistic approach is
the complete opposite of the comical violence. instead of explicitness he opts for suggestion
and instead of special effects he employs montage and sound to achieve the desired effect,
expanding upon the work he did in this area in the finale of Audition.

The two scenes of beating and rape of Sailor never show the physical impact of fists
or feet on the woman’s body, instead either letting them take place off screen or suggesting
the impact through choice of camera angle or by cutting away just before the impact to its

direct aftermath. In a later scene where a woman’s nipples are sliced off with a small hobby
knife, the blade is never seen touching flesh. This particular sequence consists of four shots
(see the illustrations below):
1. The first is a close-up of the woman’s breast on a metal tabletop, the nipple stretched

out with a clamp.

2 . The second is a close shot of the knife as it slides out of its sheathe and taps the

m e t a l  s u r f a c e .
3 . The third shot is slightly wider, a medium close-up, seen from above, of the hand hold-

ing the knife scratching across the table towards the breast. At the moment when knife
and flesh are supposedly about to touch, Miike cuts to the fourth shot.

4 . A wide shot of Jirô (Suzuki Matsuo), the culprit, standing on the table, his arm mak-

ing the last movement of what is supposed to have been the cutting, away from either
b r e a s t .
This montage suggests the movement of the knife across the table and through the

flesh but never shows it. The sound effects of the knife scraping across the metal surface of
the table helps the audience fill in the blanks.
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By using suggestion, Miike implicates the audience in the violence. The violence the
viewer purports to have seen took place not on the screen but in his or her own head. The
viewer creates and decides for himself the intensity of the violence in these scenes. If it
shocks the viewer, then to all intents and purposes the viewer is shocked by his own imagi-
nation. The viewer fills in the blanks and is provoked into finding violence inside himself,
violence that is more painful and disturbing than anything Miike explicitly shows in the film,

because each individual viewer decides the intensity of it for himself.
It’s not a coincidence that many of the victims in these ‘painfully’ violent scenes are

women. The use of female characters in these scenes forms part of the provocation of the
audience. Since women are regarded as weaker, more fragile and less able to defend them-
selves than men, their presence as victims adds to the impact the scene makes on the audi-
ence.This is a matter of filmmaking technique, it has nothing whatsoever to do with ideology

and can therefore not be considered misogynist. Particularly when the filmmaker’s intention
is to make the viewer question the uncritical consumption of violent images.This leaves no
room for misogyny, since it would contradict the intent.

The director’s intentions and the role of Jijii as his alter ego therein come to a head in

the film’s finale. The film builds up to this scene with the promise of a showdown between
Kakihara and Ichi. Although it whets the audience’s appetite for more violence, what it deliv-
ers is something else entirely. Set on a rooftop, the scene does indeed pitch lchi against
Kakihara, but the showdown Kakihara and the audience hope for doesn’t come. This is the
final provocation on the part of the director (towards the audience) as well as Jijii (towards
Kakihara). Just as the confrontation starts, its interrupted by Kaneko. who with Kakihara is
the last surviving member of the Anjo gang. Learning from his son that the man his group
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had been looking for is the same who taughtTakeshi  to fight, and misunderstanding Kakihara’s
wish to be killed by lchi as the ultimate masochistic kick, he interferes and points his gun at
Ichi. Hypnotised by Jijii into believing that Kaneko is his older brother who bullied him as a

child, lchi confronts Kaneko instead, leaving Kakihara behind, alone and jealous.
lchi slashes Kaneko’s throat and receives a bullet in the foot from the ex-cop in return.

Now lchi is down on the ground, unable to use his leg to kick or even walk. Takeshi starts
kicking him as he lies there helpless and crying. lchi has become the opposite of Kakihara’s
ideal sadist, and the protagonist watches the scene In despair, yelling: “There’s nobody left
to kill me.” To get rid of the symbol of his disillusionment - the sound of Ichi’s crying -

Kakihara sticks the needles he was fighting lchi with into his own ears. A CGI shot shows
the needles ehtering, piercing his ear drums and moving even further inside: there’s no one
left to hurt him, so he does it himself. Like the cutting of his own tongue, the piercing of his
eardrums is masturbation, which here underlines his disappointment.

The sound of Ichi’s cries fades and disappears over a close-up of Kakihara’s face,
from which the frustration disappears at the same time. The next shot is of extreme impor-
tance in the context of the finale: we suddenly see lchi standing upright, with Takeshi’s

decapitated head in his hand. This is a very unexpected turn of events, almost a rupture,
given what has gone on just seconds before. But the shot of lchi holding Takeshi’s head is
subjective, it’s a point-of-view shot through the eyes of Kakihara, and therefore the degree
of narrative ‘truth’is dubious.This shot and the ones that follow are jn fact visions of Kakihara’s
own imagination, the masturbation fantasy he wishes would come true: lchi comes up to
him despite a wounded foot, swings up his leg and buries his blade in Kakihara’s forehead.
Kakihara falls back, onto the ledge and after swinging precariously back and forth he loses
his balance and plummets to his death, yelling “Wow, this is great!” before crashing to the

ground below.
The point-of-view shot is not the only indication that what we see is in fact the prod-

uct of Kakihara’s imagination. Right after he hits the ground, Jijii appears from the shadows
to inspect Kakihara’s body and we see that the cut of the blade in the protagonists fore-
head is no longer there. Next, Miike cuts to a shot of Takeshi,  Still very much alive and kick-
ing the stuffing out of the wounded lchi on the roof. Also, the movement of Kakihara falling
back from the impact of Ichi’s kick and his position on the ledge don’t gel. The position of

the body in the first shot is incompatible with that in the second. Although he imagined lchi
overcoming his own pain to give him the death he so desired, the visual information we are
given suggests that Kakihara in fact climbed onto the ledge and jumped off the roof himself,
committing suicide (or in his case masturbating, like the needles in the ears and the knife
through the tongue) out of frustration and loneliness. His ideal sadist partner lay on the
ground crying and unable to defend himself against a child; the finale is a complete decep-
tion for Kakihara, who gets nothing he wanted or hoped for. This is illustrated by the shot
that ends the sequence: a flashback to the aftermath of his equally disappointing coupling
with Karen, in which we see him sitting amidst his hooks and chains, isolated, a vision of
utter loneliness.

This disillusionment is of course exactly what Jijii wanted. Not only is the Anjo group
destroyed, each of its members died a miserable death. Even his greatest challenge,
Kakihara, a man who wantedto  die painfully, didn’t get the satisfaction he wanted from his
d e m i s e .
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Dreams come true for Kakihaa as he finally confronts lchi  on a Shinjuku  rooftop.

This is where the parallel between Jijii and the director (and between Kakihara and
the audience) is most apparent: like Kakihara, its identification figure, the audience did not
get what it wanted from the finale. Miike frustrates them the way Jijii frustrates Kakihara.
There was no big showdown, no ultimate act of exciting violence. Instead there was disillu-
sionment. But for the viewer to feel disillusioned over the finale is for him or her to acknow-
ledge the wish to consume violence. In his game of chess with the audience, this is Miike’s
checkmate: just like Kakihara’s craving for pain ended up self-destructive, so did the viewers
wish for violence turn against himself.

With  Kakthara’s death so clearly demarcating the end of the game between filmmaker
and audience, the denouement that follows becomes all the more interesting. Opening on a
s u n n y  s k y ,  t h e  c a m e r a  p a n s  d o w n ,  p a s t  a  t r e e  f r o m  w h o s e  b r a n c h ,  w i t h  a  r o p e  a r o u n d  h i s
neck, hangs none other than Jijii. Below in the streets, a class of elementary school chil-
dren pass, then a young man in his late teens. The young man is roughly the same age lchi
was, but at first we are unable to make out whether or not he is Ichi. Then, in the film’s final
s h o t ,  t h e  y o u n g  m a n  t u r n s  a r o u n d  t o  f a c e  t h e  c a m e r a  i n  a  m e d i u m  c l o s e - u p .  I t ’ s  n o t  I c h i ,
w h i c h  l e a d s  t o  t h e  i n e v i t a b l e  c o n c l u s i o n  t h a t  i t ’ s  Takeshi,  t h e  o n l y  o t h e r  s u r v i v o r  o f  t h e s e
events, several years after it all happened.

Trying to interpret this scene on the level of the characters is bound to fail. Again,
there is a lack of motivation concerning Jijii. Did he kill himself or did somebody else hang
him, maybe in an attempt to make his death look like a suicide? Was the person who killed
him then Takeshi,  taking revenge for the death of his father? If so, how did he find out that
Jijii was behind it when the two never met at any point during the film? And why then is
Takeshi’s facial expression so neutral instead of hateful or relieved?
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Cry-baby killer: lchi sobs his way through the final duel.

There are no satisfactory answers to these questions to be found in the film, just like
t h e  e a r l i e r  q u e s t i o n s  o f  w h a t  m o t i v a t e d  J i j i i  a n d  w h e r e  a l l  h i s  m u s c l e s  c a m e  f r o m .  T o  a s k
these questions is futile, because they are beside the point. As stated above, the death of
Kakihara marks the end of the director’s game with the audience, and therefore of the direc-
t o r s  f u n c t i o n .  T h e  s a m e  g o e s  f o r  t h e  c h a r a c t e r  o f  J i j i i ,  t h e  d i r e c t o r ’ s  a l t e r  e g o ,  w h o  h a s
achieved his goals and is also without function as a result. His body hanging from the tree
is the acknowledgement and the visual illustration of this end. The role of the director has
been played out, it’s over for him and his alter ego, and it’s up to audience to make up its
mind and draw its conclusions. Just like Takeshi  walks away to an unknown destination and
a n  u n k n o w n  f u t u r e ,  t h e  v i e w e r  m o v e s  o n  t o  a  c o n c l u s i o n  o n l y  h e  o r  s h e  k n o w s .  L i k e  t h e
v i e w e r ,  Takeshi  h a s  b e e n  a m i d s t  t h e  v i o l e n c e  a n d  h a s  o b s e r v e d  i t .  H e  m i g h t  h a v e  b e e n
influenced by it, but to which extent no one can say. Least of all the director, who leaves
Takeshi  and thus the viewer to make up their own minds. Takeshi’s neutral expression is the
director’s acknowledgement that from this point on, it’s out of his hands.

lchi the Killershows  us Takashi Miike as a master of his own art. The film is not only
an exploration into the possibilities of cinema, both on the level of form and content, but it’s
also a critical examination of the medium and of the interaction between the moving image
and the spectator. The film as a whole is a completely cohesive unity, in that all  of its parts
are absolutely crucial to the functioning of the whole. Any attempt at censorship or toning
down the violence will have the opposite effect and will in fact make the film more exploita-
tive and thereby undermine its critical stance. Excising scenes of violence, particularly the
‘painful’ scenes, will harm the symbiosis between the ‘playful’ and the ‘painful’ violence, which
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forms the basis for Miike’s critical approach. One forms the context in which the other can
function. In the version of the film that was released in Hong Kong, both scenes of the rape
and beating of Sailor and the cutting of the woman’s nipples were taken out by the censor.
These are three crucial scenes, without which the entire effect the film has on the audience
changes drastically: because it leaves only the ‘playful’ violence intact, the film now only lets

the audience indulge itself in consuming violence, with no moment left for critical reflection.
But for all the director’s expert manipulation of the medium of cinema, the approach

he takes runs one risk that can undo the effect he’s trying to achieve: boredom.The violence
in lchi the Killer is omnipresent and therefore potentially repetitive. The repetition of violence
is very much a part of the director’s intentions, since it underlines its futility. The very prem-
ise on which all the characters’ actions are based is futile: the search for a man who is already

dead. From that moment on, the violence forms a downward spiral in which one act of vio-
lence provokes another, never coming any closer to a resolution for any of the characters
and instead ending in death for nearly all of them. The repetition inherent in this process is
therefore intentional as a way to show its futility (this ties in with the unmasking of the facade
of power that goes on throughout the film, with an entire yakuza group destroyed by a teenage
cry baby who himself ends up beaten up by a little boy), but it runs the risk of creating overkill

and resulting in tedium that undoes any effect the director wishes to achieve.
For the most part, however, the extreme reactions the film received are a testament

to the sqcess  of Miike’s approach. The violence in the film was strongly denounced by
many, a reaction that implies that viewers did reflect on their consumption of violence and
set their own boundaries as a result.
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DEAD OR ALIVE - FINAL

Reuniting Miike with the star combo of Show Aikawa and Riki Takeuchi, the third instalment
of the Dead or Alive series again features a completely different storyline than its precur-
sors. But despite its different story and characters, DeadorAlive-  Final most certainly acknowl-
edges its relationship to the two preceding films.

Like /c/S  the Killerand  Visitor C?, Dead or Alive-Final is very conscious of its medium.
Unlike those two earlier films, which blended form and content with clear intentions, here
form and content are entirely separated.There is hardly any relationship between the two, mak-
ing Dead or Alive - Final play almost like two separate films. One, on the level of content, is
a n o t h e r  e x p l o r a t i o n  o f  M i i k e ’ s  t h e m a t i c  p r o c e s s  ( a l b e i t  w i t h  s o m e  i n t e r e s t i n g  a l t e r a t i o n s ) .
The other, on the level of form, expresses the acknowledgement of what the title of the film
alludes to, that this is the last of the Dead or Alive films, thus making the film conscious of
its status as a sequel and thereby as a film. The opening shot is of a film projector being
s t a r t e d  u p ,  f o l l o w e d  b y  w h a t  i t  i s  s h o w i n g :  a  m o n t a g e  o f  s c e n e s  f r o m  a  b l a c k  a n d  w h i t e
C h i n e s e  m a r t i a l  a r t s  f a n t a s y  f i l m .  T h i s  s e q u e n c e  u n m i s t a k a b l y  a n n o u n c e s  t h e  c i n e m a - c o n -
scious nature of Dead or Alive - Final.

The thematic part of the film starts at the same time, with a voice-over accompanying
the film footage telling of how the word ‘future’ was once equal to hope, but that children
these days no longer know this. “Should I tell them?” the voice continues, “Yes, I should. It’s
u p  t o  u s  t o  live." This  m e s s a g e  e x p r e s s e s  t h e  h a p p i n e s s  t h e  f i l m ’ s  c h a r a c t e r s  s e a r c h  f o r .
D e a d  o r  A l i v e  - F i n a l  i s  s e t  i n  t h e  y e a r  2 3 4 6 ,  w h e n  Y o k o h a m a  h a s  b e c o m e  a  t o t a l i t a r i a n
city-slate, closed off from the outside world which, as protagonist Ryo (Show Aikawa) tells
us, consists only of “sand and wind.” Interestingly, the film was shot in today’s Hong Kong,
using little more than its dilapidated apartment Mocks to create a vision of the future (although
the first establishing shot shows a giant zeppelin in the shape of a dragon passing over the
buildings, with the film’s title lighting up on the huge video screen hanging underneath it).

The use of this particular location is not merely a gimmick or a way to save having to
b u i l d  e x p e n s i v e  s e t s .  T h e  s e t t i n g  t i e s  i n  w i t h  t h e  s t r u c t u r e  o f  t h e  s o c i e t y  p o r t r a y e d  i n  t h e
f i l m ,  i n  w h i c h  C h i n e s e  i s  t h e  d o m i n a n t  c u l t u r a l  i n f l u e n c e .  M o s t  i n h a b i t a n t s  o f  t h i s  f u t u r e
Y o k o h a m a  s p e a k  C a n t o n e s e ,  w h i c h  b r i n g s  t o  m i n d  t h e  s i t u a t i o n  p o r t r a y e d  i n  T h e  City  o f
L o s t  S o u l s ,  i n  w h i c h  t h e  J a p a n e s e  w e r e  f o r c e d  i n t o  t h e  p o s i t i o n  o f  o u t c a s t s  i n  t h e i r  o w n
country. But although only two characters in the film (those played by Aikawa and Takeuchi)
s p e a k  J a p a n e s e ,  e v e r y o n e  u n d e r s t a n d s  e a c h  o t h e r s  l a n g u a g e ,  w h e t h e r  i t  b e  C a n t o n e s e ,
Japanese, English or, on one occasion, sign language.

M i i k e ’ s t r a d i t i o n a l f o r m s o f  r o o t l e s s n e s s ,  t h o s e  b a s e d o n c u l t u r e  a n d e t h n i c i t y ,  no longer
a p p l y  t o  t h e  s i t u a t i o n  h e  c r e a t e s  h e r e .  W i t h  e v e r y o n e  u n d e r s t a n d i n g  e v e r y  l a n g u a g e ,  c u l -
tural barriers have fallen and ethnic identity no longer plays a role. For most of the film’s
r u n n i n g  t i m e ,  t h e r e  i s  o n l y  o n e  r o o t l e s s  c h a r a c t e r :  t h e  p r o t a g o n i s t  R y o ,  w h o s e  r o o t l e s s -
ness resides in the fact that while he looks human, he is in fact a robot (in a nod to Ridley
Scott’s Blade Runner, the film uses the term replicant). Ryo is the last remnant of the war
t h a t  r a v a g e d  t h e  l a n d  a n d  n o w  m o v e s  a m o n g  h u m a n s ,  p a s s i n g  a s  o n e  o f  t h e m ,  t h o u g h



without making any attempt to keep his identity a secret: immediately after arriving in
Yokohama, he uses his superhuman powers to save a boy from the government militia led
b y  H o n d a  ( T a k e u c h i ) .

His being a robot brings to mind full  Metal  Gokudd and its protagonists physiological
rootlessness. But Ryo is in many ways a combination of Miike’s various forms of rootless-
ness. Like the ethnically rootless, he is of a different kind while outwardly looking like every-

one else. Like the geographically rootless he comes from a faraway land. Like the
physiologically rootless his powers make him incompatible with others. It’s this combination,
plus the fact that he is the only surviving member of his species, that makes him an outcast.
But despite this status he has no dreams of finding a better world, no happiness he searches
for. Having spent much of his life taking part in a war and the rest wandering from one iso-
lated town to the next, he replies “There is no such place” when a member of the group he
joins tells him she searches for a better world for her still unborn child to grow up in. Rye’s

words echo the message given to the young Riichi in Kisbiwada  Shbnen  Gurentai  - 66/g&
and express the realisation that to dream of better places is futile and that the here and now
m u s t  b e  s e i z e d .

Even Rye’s  joining a small band of resistance fighters happens only through circum-
stance, as a result of saving the boy from the government militia. The group does however
consist of fellow outcasts, a small number of people that oppose the dictatorial rule of

Yokohama’s mayor Wu (Richard Cheung), who forces all his citizens - save a select few -
to take a birth control drug, effectively outlawing children and families. The group is led by
the young couple Fong (Terence Yin) and June (Josie Ho), the latter being the elder sister
of the boy Ryo saved, as well as being pregnant with Fong’s child. These rebels’ goal of
creating a better world is a search for happiness in childhood, although the nostalgia here
is for the future, not the past: they fight not for themselves, but for the future of their child.

This idealism is largely limited to Fong and June, however. The bond between the
members is a fragile one, with most of the hangers-on expressing their true motivation by

their constant demands to get paid for their services. Tensions between them and the two
young leaders are high, and the infighting is an indication of which way this group unit will
head. An attempt to kidnap Wu fails when the others take to robbing bystanders. June

tries to stop them, giving Wu’s men the opportunity to fight back. The group is forced to
beat a hasty retreat and escape in a school bus, inside which still sits one little boy -the
son of Wu’s enforcer Honda. Tempers flare again over the failed mission and the argu-
ment turns violent, with Ryo coming to Fong and June’s aid. The robot catches the bullet
fired at him with his bare hand and kicks it through the gunman’s skull, thus making the group’s
first victim.

When Wu agrees to release a number of imprisoned rebels in exchange for the safe
return of Honda’s son, he forces two of the prisoners to betray their fellow rebels by taking
away the baby the couple gave birth to in jail. When the group is re-united, the pair pull out

automatic weapons and fire them at their friends. The entire group unit is laid to waste,
except for June, who was protected by Fong jumping between her and the bullets. The cou-
ple pulls the trigger because they value the safety of their child over their loyalty to the group.
Their motivation is the same as that of Fong when he steps in front of June to protect her
and their unborn child. What destroys the group is the same thing it fights for: the wish to
see children brought up in safety.



This moment underlines that everything that happens in the film revolves around the
value of the child, meaning that the childhood idyll takes a central position in the narrative.
For Honda, the kidnapping of his son is the start of a change of heart. After the massacre
among the rebels, he sets free another imprisoned couple expecting their first child, explain-
ing his decision to Wu as an attempt to replace the dead with new life. Wu  is none too taken
w i t h  h i s  l i e u t e n a n t s  n e w f o u n d  c o m p a s s i o n  a n d  w h e n  H o n d a  r e t u r n s  h o m e  t h a t  n i g h t  h e
finds his wife convulsing on the floor. When she starts to short-circuit, he realises that his
wife was also a replicant. Not only her, but also his son Takeshi  and, as Wu tells him when
Honda angrily storms in for an explanation, Honda himself too.

W i t h  t h i s  r e a l i s a t i o n  H o n d a  b e c o m e s  a  p h y s i o l o g i c a l l y  r o o t l e s s  c h a r a c t e r :  h e  s u d -
d e n l y  d i s c o v e r s  h i m s e l f  t o  b e  a  r o b o t  w h e r e  h e  b e l i e v e d  h e  w a s  h u m a n .  E v e r y t h i n g  h e
believed in, including his own identity, turns out to have been false. Interestingly, his mental
development takes the opposite route: from obedient and emotionless when he was human,
to compassionate and human now that he is a robot. After a final kiss, he frees his wife from
her electronic suffering by switching her off, but leaves Takeshi  be. The boy remains unaware
and unaffected, fitting in with the importance (and the invulnerability) given to children.

Simultaneously, Ryo, June and June’s little brother hide out on a deserted beach (a
s i t u a t i o n  s t r o n g l y  r e m i n i s c e n t  o f  R a i n y  D o g ) .  W h e n  J u n e  a s k s  R y o  t o  t e a c h  h e r  t o  s h o o t  a
gun so she can continue Fong’s struggle, he tells her she has a much more important task
to fulfil: to bring her unborn child into the world.

A l t h o u g h  t h i s  r e p l y  c o u l d  b e  i n t e r p r e t e d  a s  m a l e  c h a u v i n i s m ,  r e l e g a t i n g  t h e  f e m a l e
character to the function of mother and disallowing her all other purpose, two other scenes
in the film contradict this reading. First there is Maria, Honda’s rookie assistant who is a bet-
ter fighter than any of his trained soldiers and who successfully convinces her sceptic  (and,
y e s ,  c h a u v i n i s t )  c o m m a n d e r  o f  h e r  a b i l i t i e s .  S e c o n d l y ,  t h e  s c e n e  i n  w h i c h  H o n d a  s e t s  f r e e
the couple expecting their first child emphasises the fact that having and raising children is
a  m a t t e r  o f  b o t h  m o t h e r  a n d  f a t h e r .  I n t e r r o g a t i n g  t h e  c o u p l e ,  H o n d a  a s k s  t h e m  w h a t  t h e i r
plans are, but after each answer keeps asking “And then?” He forces them to think of how
they will raise their child together and how to support him as he grows up. As on previous
occasions in his work, Miike’s characters have their own individual worldviews, none of which
is representative of a dominant ideology as expressed by the director.

The function of Rye’s  remark has nothing to do with male chauvinism, but ties in firstly
with the importance of the child that lies at the heart of the narrative and secondly with Rye’s
belief that June’s wish to escape to a better place is futile. He merely reminds her that what
is in the here and now (her child) is a much more pressing matter than a dream of a distant
and abstract better world. Miike underlines this through the use of the seaside setting. June
previously told Ryo that she would be prepared to go “to the end of the world” to find that
better place. The sea demarcates this end (with a black, thundering sky on the horizon for
good measure), just as it did in Shinjuku  Outlaw, Rainy Dog, and particularly in Ley Lines,
The City of Lost Souls and the childhood scenes of Dead or Alive 2. June at first is still so
obsessed with finding her utopia that she teaches herself to swim, but it’s when Ryo reminds
her of her child that her attitude starts to change. It’s through this change that she finds at
least part of what she searches for within herself. The secluded beach becomes her better
world, free from Wu’s interference, with her unborn child, her little brother and a substitute
father for the both of them at her side. Her realisation is complete when she declares her



love for th do with physical attraction to Ryo than with acknowledg-
ing the futility of her search. The declaration makes her share Rye’s  attitude towards ma-
king the best of the situation she is in.

June’s words are also effectively where the narrative of Dead or Alive - Final ends.

The finale that follows, which pits Ryo against Honda in an ultimate battle of replicants, has
no purpose within that narrative and is also rather illogical given the changes in Honda
(which undo his role as antagonist) and the lack of animosity in Ryo.The finale, from a nar-
rative point of view, is useless. However, that its function has nothing to do with the rest of
the narrative is made clear in the scene’s opening moments, which consist of flashbacks to
Dead or Alive and Dead or Alive 2. The finale is a matter of form rather than content. Form
in fact takes over from content and as noted above, the form of Dead or Alive - final  is con-
scious of cinema, even acknowledging the film’s status as a sequel.

The finale sees Aikawa and Takeuchi (since they are effectively no longer their char-
acters but themselves) engaging in a lengthy hand-to-hand battle, which like many of the action
scenes in the film are executed in the style of a Hong Kong martial arts film. The use of this
style points to the fact that Dead or Alive - Final’s tine-consciousness above all refers to
genre cinema or more precisely popular cinema, as established with the footage of martial
arts fantasy films in the opening sequence. With this, Miike seems to acknowledge that his
own films are exactly that: popular, rather than artistic, cinema. It’s a celebration perhaps
even more than an acknowledgement, as illustrated by the fact that the characters of June‘s

brother and Honda’s son both love watching old films. The two boys establish their friend-
ship by each taking several frames from one of those martial arts fantasy films  they watch
in an old deserted movie theater. Their dreams are in cinema, thus providing the one link

between form and content in this film (see also the combination of the voice-over and the
film footage in the opening sequence, which links cinema with future and hope).

Dead or Alive - Final is therefore one of Miike’s most post-modern films, self-referen-

tial to the point of mythologizing. This isn’t a new development in the Dead or Alive series.
The opening shot of Aikawa and Takeuchi sitting side-by-side in the first  film, giving a “1,2.  . .
1,2,3,4!”  count before the opening montage kicks in, also served to mark the occasion of
their first collaborative screen appearance as actors. Even the denouement of Dead or Alive
2, with the protagonists defying death and continuing to live while riddled with bullets, could
be interpreted as a nod to the on-screen star power. But neither of these sequences are as
blatant as the attempts at mythologizing in Dead or Alive - Final. Particularly in the film’s
finale, whichstartswithAikawaexclaiming”ltsmellsfamiliarin  heresomehow.Likemymother.”

With these words, the association between the empty hangar they are in and the womb is
quickly made. What follows is not a battle, but more a good-natured, boys-will-be-boys brawl.
This ends in what is suspiciously similar to a ferttlisation and birth, when the two opponents
collide and melt into one ball of light, to emerge as a single new being: a giant robot self-
referentially equipped with wings and the name “DOA 2001 Model”. When the creature’s
head is revealed to be that of a penis, this leaves only one, admittedly inevitable, conclu-
sion: it’s a boy.

Although Miike keeps the self-referencing fairly subtle until he gets to the finale, with
minor, playful references to for instance Rainy Dog (the stay on the beach, Wu calling Honda
his son, the slide guitar used on the soundtrack), and lchi  the  Killer(one  of the rebels wears
a waistcoat with a yellow ‘1’ on the back), the post-modern approach occasionally gives



way to simply appropriating elements from other directors’ films. The use of the tern  ‘repli-
cant’could be forgiven, but the scenes of Ryo seeing bullets approach in slow motion, for exam-
ple, is rather too uncomfortably similar to the effects work in the Wachowski Brothers’ The
Matrix, a film from which Miike appropriated elements in a far more imaginative way in the
cockfight sequence of The City of Lost Souls. Content-wise too the film has some problems,
notably in the character of Wu. He is set up with an interesting motivation, his wish to ban
childbirth relates to his being gay and his belief that true love is only found in homosexual
relationships. Heterosexuality, he says, is only a tool for procreation. As the story progresses,

little is done with his psychology and he gradually reverts to being a stereotypical, cackling
megalomaniac.

Taken as a whole, Dead or Alive - Final  is certainly of interest within the framework
of Miike’s oeuvre. In the end though, it emerges as too much of an in-joke and not enough
of a fully developed film.
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THE HA
Katakurike

KURIS

Although based on the Korean film  The Quiet Family, The Happiness of the Katakuris  is in
many ways a direct successor to Visitor 0. Like that film, it is a portrait of a disintegrated
family moving back towards unity. The difference is that in The Happiness of the Kafakuris
the family members are aware of their situation and make a conscious effort to rebuild the
unit themselves. As the title indicates, their aim is to find  happiness.

As a result the degree of the family’s disintegration is also a lot less drastic than in
Visitor Q.  After all, if the characters are conscious of their situation, then they wouldn’t let it
spiral as far out of control as their more ignorant counterparts in V&for  0. In that sense, we
can’t really speak of disintegration, but more of a group whose ties are tested by a succes-
sion of setbacks. The reasons for this family’s misfortune are external, not the result of their
own behaviour.
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The Happiness of the Katakuris also harks back to The Guys from Paradise in that

the setbacks are largely economic in nature. Here too, the characters need to learn to step
beyondthelureof moneyandeconomicsuccessinordertofind happiness, whth,likein  Visitor
Q,  lies in the family unit itself. Happiness here is found in the love for and of one’s kin. lrs
not gender-based or role-based like in Visitor Q and the film therefore seems less directly
a n  e x a m p l e  o f  s o c i a l  c o m m e n t .

This is deceiving, however. The Happiness of the Kafakuris certainly doesn’t exist tn

a social vacuum, what with the strong effects of economic developments on the characters’
lives. References to the burst of Japan’s bubble economy are rife. Indeed, it’s the major
source of the family’s misfortune, starting with father Masao Katakuri (Kenji Sawada) losing
his employment at a department store and son Masayuki (Shinji Takeda) getting fired from
his job as a stock broker. Masayuki became a pickpocket and spent time in prison. His sis-

ter Shizue (Naomi Nishida) was dumped by her husband, who trotted off with a high school
student and left her with their daughter Yurie.

Father Masao is the catalyst of the reconstruction, having lost his job and therefore
his archetypal role as provider for his family (again we see the element of failed masculinity
as a motivating factor for the protagonist). Given his role as provider, his belief is that a
steady income and economic success will bring back happiness and reunite the family.

(There is further reason for him making the link between economy and happiness, because
he and his wife Terue (Keiko Matsuzaka)  met on the job, as colleagues at the department store).

Masao gambles everything on buying a family-run hotel in the mountains. The guest-
house is located in a remote part of the area, but dad is convinced the tourists will eventu-
allyarrive indroves  becauseofthegovernment’splan to buildaroad upthemountain.Torealise
this dream, the entire family moves in, including black sheep Masayuki, Shizue and Yurie,
plus grandfather Jinpei (TetsurB  Tanba). (In a complete departure with all previous depic-
tions of a family unit of blood relatives in Miike’s films, the family depicted in The Happiness

of the Katakuris is tribal in structure, consisting of four  generations of members instead of
the customary two. The Japanese word for family, kazoku,  is written with the characters for
‘home’ and ‘tribe’, and the depiction of this particular family structure ties in with the film’s
suggestion that after the burst of the bubble economy, one needs to completely sever ties
with the customs of that era in order to regain happiness - including the custom to remove
elders from the family unit.)

The film starts at this point, with the family already reunited (background information
is provided in flashbacks). But it’s the father’s belief in the necessity to reclaim his position
as breadwinner that makes,him  not see what he has. In his wake, his family makes the same

mistake, since they themselves have all met with setbacks in their own lives and are in that
sense vicariously living off Masao’s search for happiness in order to overcome their Own
obs tac l es .

This is a big difference with all previous depictions of the search for happiness in
Miike’s films. These characters already have their source of happiness, but they don’trealise
it. They’re so busy trying to reclaim the glories of the past that they don’t realise they need
to move forward instead. Seen in the light of the film’s reference to the collapse of the bub-
ble economy, the director’s opinion seems to be that people need to find new ways to live instead
Of trying to recapture’the habits of the recent past, since these habits are what led to ruin in
the first place.



Naomi Nishida and KlyoshirCl  lmawano  rehearse their musical number.

The impossibility of the characters’ goals is hinted at by a new series of setbacks and
bad omens.The land on which the hotel is built was previously an industrial waste dump, a
competing guesthouse lower down the mountain is having great success by using trained
animals as staff, and a solar eclipse chases off a group of superstitious hikers at the exact
moment they want to check in to the family hotel. Symbolic of the nature of these setbacks
is the moment when Masao, in a contrived effort to show how happy the family is, enthusi-

astically jumps on the swing he has constructed in the garden, which then breaks and throws
him several meters down the mountain. When the family actually get some guests, these
people start dying one by one. The first (Tokitoshi Shiota) commits suicide, while the sec-

ond, a sumo wrestler, dies of a cardiac arrest while having sex with his teenage mistress in
his room (crushing the poor girl under his bulk). As a result the hotel, and the cash regi

remain empty. To top it all off, the mountain starts to rumble ominously.
These setbacks are also the family’s saving grace, since as a result of them th

cover their source of happiness. They bury the dead bodies for fear that if they report them
to the police, the bad publicity will definitely kill off the chance of having any guests (“If I



lose this too, I don’t know what I’ll do,” Masao moans, indicating how focused he is on eco-
nomic gain). Thus, the family is forced to co-operate. Then Shizue falls in love with Richard
Sagawa (rock star Kiyoshiro  Imawano, Japan’s equivalent to Mick  Jagger), a man who claims

to be the half-British nephew of Queen Elizabeth and a pilot with the US Navy, but who not
surprisingly turns out to be a confidence trickster. Despite the obvious signals that Richard

is not all he says he is (Imawano even performs the part with a fake stilted, foreign-accented
Japanese), Shizue is so lonely she’s more than eager to believe him. Grandpa Jinpei sees
t h r o u g h  h i s  f a c a d e  a n d  i n t e r v e n e s  t h e  m o m e n t  R i c h a r d  a s k s  S h i z u e  f o r  m o n e y  t o ,  h e  s a y s ,
fly back to England so he can reclaim his position within the royal family. A fight between

the two men ensues, which results in Richard falling off a cliff.
This functions as a turning point in the film. and the beginning of the family’s realisa-

tion that happiness lies in their own unit. First, a family of guests actually survives the night
and leaves happily the next morning. Then, the Katakuris have to rebury the corpses when
they hear the location of the road has been changed and that the new construction site will

be exactly in the spot where they buried their dead guests. When after pulling off the reloca-
tion they hear police sirens approaching, they think their deeds have been discovered. Now
they realise how strong the love is they have for each other, when Masao, Masayuki and
Jinpei all volunteer to take  the fall in order to save the others. When Jinpei finally sacrifices
himself, it turns out the police didn’t come to arrest them, but to look for a fugitive (who very
fittingly murdered his wife). When this turns out to be one of the newly arrived guests (Kenichi
Endo),  he panics and holds Terue hostage, threatening her with a knife. Now again the Katakuris
are confronted with how strongly they feel for each other. Masao pleads to the criminal to let

his wife go, but it’s Masayuki - the black sheep of the family - who steps in to rescue her
(again, by sacrificing himself for the others). He frees his mother and the attacker is arrested,
but Masayuki is stabbed in the process. Being about to lose their son makes them fully realise
how little financial success means compared to their own lives and their own unity as a fam-
ily.The  fact that Masayuki gets back up on his feet moments after this realisation, confessing
he faked the stab wound, means he was out to force his family into this realisation. (His death
would also have been in conflict with the film’s theme of rebuilding the family unit.)

The family’s comprehension of the source of happiness is immediately put to the test
when the mountain that had long been rumbling ominously suddenly erupts. Hot lava comes

streaming down the side, but the Katakuris manage to help each other to safety and Masayuki
even sacrifices himself one more time to save the family dog. With this, their happiness is
complete. Their hotel is even saved from destruction, deposited by the lava stream in a
sunny green valley, an environment that is the complete opposite of the polluted mountain-
top and that is guaranteed to attract clients.

The story of The Happiness of the Kafakuris  is narrated by Yurie and it was a good
choice to tell it through the eyes of a child. She is the family’s most neutral member and
being a child Yurie is free of the setbacks, the cynicism and depression the adults suffer

from, as well as being immune to the lure of economic success. She can’t be influenced or
victimised.  This is another example of Miike’s depiction of the childhood idyll, since the girl
is invulnerable to all the things that plague her adult relatives.

The fact that the film is told through a child’s eyes also makes it a very obviously
stylised film. In this aspect, the approach Miike takes to The Happiness of the Katakuris

continues on his work in Kishiwada Shonen Gurentai-  66ky6 and Dead or Alive 2. Here he
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employs a visual style derived from a child’s own creative expressions. This includes strong
use of colours,  distortions of reality and an often juvenile approach to comedy. The choice
to use claymation for three scenes (the credit sequence, the fight between Richard and
Jinpei and the volcanit  eruption) was a way to incorporate scenes that would have been
too expensive to shoot as live action, but the actual decision to use this animation technique

ties in completely with the child’s point of view.
The distortion of reality is most apparent in the fact that this film is a musical. The

musical is less a genre than a stylistic approach to telling a story and this is exactly how the
various interludes function here. While the musical numbers are integrated into the narra-
tive (all serve a narrative function, like Masao singing about ‘this road to happiness”, which
refers to the road that will be constructed to the mountain and which establishes Masao’s
aim to ftnd  happiness through economic success), their choreography is very apparently
stylised, to the point of defying the laws of physics.
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While the style is very consistently employed throughout the film, on occasion it crosses
the fine  into becoming a free-for-all, giving the director occasion to play around with ele-
ments without bothering to make them fit with the chosen approach. Like in The Guys from
fir&se,  Naoto Takenaka appears in two brief cameos that serve almost solely to let the

.&or  indulge himself in his clowning. In the first  he is a TV presenter reporting on the suc-
cess of the competing guesthouse, which establishes one of the setbacks endured by the
,@mffy.  But for no apparent reason it ends with a fly crawling up his nose and the actor writhing
b agony. His second appearance, in drag as a female singer, is pointless, but like the first
f&.thankfullytoo  briefto be harmfultothefilm.Moreincongruous  isthesudden turn intotragedy

that is taken during the scene of Terue being held hostage. This isn’t a matter of indulgence
&t  rather the opposite: not sticking to the film’s tone.

The link between The Happiness of the Kafakuris  and Miike’s previous work is there-
fere  evident on a stylistic as well as thematic level. Perhaps it wasn’t such a strange choice
for Miike to make a musical, since this could be seen as a logical extension of the music-led

montages that reached their apogee with the opening minutes of Dead or Alive, as well as
of earlier films that featured musical interludes like Blues Harp and most clearly Andromedia.

The Happiness of the Katakuris  is not only a film that harks back to earlier work, but
also a starting point for later developments in Miike’s themes. In its references to economic
downturn and the effect this has on the characters, it signals the gestation of a thematic
trope that would reappear in Graveyard of Honour  the same year.
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5. Stray Dog

It would seem impossible that someone who has made 49 feature films and three television
series in eleven years (which is an average of 4.7 productions a year) would have any time
left to devote to other activities. Let alone have time to do other jobs. Yet, Takashi Miike has
managed to be quite active on the side as well, working as a promo director, actor, pro-
ducer. editor and magazine columnist.

He made his first and until now only television commercial in 1994 for Chlostanin, a
Japanese manufacturer of herbal medicine, food supplements and cosmetics. Even though
this is the only commercial he directed, Miike did edit the promotional trailer to Shohei
Imamura’s 2001 film Warm Water Undera  RedBridge  (Akai  Hashi  No Shita No Nurui  Mizu).

The film was produced by Nikkatsu, who in the same year also distributed The Guys from
Paradise. The studio publicist, who worked on both films, asked Miike to edit the trailer to
Imamura’s film, which meant a renewed involvement with his old mentor’s work.

The trailer, which opens with a mention of the film’s selection for the Cannes Film Festival
competition, emphasises the passion between the two lead characters Yosuke  and Saeko
(played by Koji  Yakusho and Misa Shimizu), with stronger presence for Saeko. The central
point of the film, the fact that she excretes large quantities of water during orgasm, is only
hinted at through dialogue and briefly shown in the trailer’s final shot, in which she stands in
a puddle of her water while shoplifting in a supermarket.

“ltwas  difficult work:’ Miike recounts his experience editing the promo.“Making a trailer
is very different from making a film. A trailer needs to give the audience an impression of

what the film is about. The most important thing is that it needs to be impressive. But some-
times I felt I needed a more impressive shot than what Imamura-san had filmed, but of course
I didn’t have it. That made it difficult?

As far as the trailers for his own films are concerned, Miike edited only the trailer for
Agitatorhimself. In an interesting parallel to the lmamura trailer, this promo also puts a good
amount of emphasis on the relationship between Kunihiko and his girlfriend, which is only
of peripheral importance in the film. After an opening shot of a field of sunflowers, the trailer
starts with their love scene and ends with them walking in the rain. Caught in between is a

flurry of gunfights, stabbings and car action, all edited to Koji  End&  bittersweet tango score.
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In 1999, Miike suggested to the producer of Shinya  Tsukamoto’s film Gemini (Soseui)
to produce a documentary on the film’s production process.The production company behind

the film, Sedic International, had previously co-produced The BirdPeop/ein  China, Uishiwada
ShBnen Gurentai  - Chikemuri Junj6  Hen and Andromedia, and were quite taken with the
idea of letting Miike direct a Making of Gemini.

“I was very interested in Tsukamoto’s method of filmmaking and curious about what
the atmosphere on his sets would be like. We once made a film in the same building at the

same time and I went down to see him at work. It was very impressive, he was very con-
centrated but at the same time very fanatic. So with the making-of I was hoping to get to
s e e  m o r e . ”

Since it was impossible for him to attend the entire shooting period, Miike chose to
hand recording duties to Seiji Minami. In order to have the cast and crew feel comfortable
with Minami’s presence, the cameraman remained present for the entire production, effec-
tively as a member of Tsukamoto’s crew. He was equipped with a small DV camera, allowing

him to move around the set unhindered and have his hands free to help out the Gemini crew.
Only 17 minutes of the documentary were finally included on the Japanese DVD

release of Gemini, resulting in little more than a generic promotional documentary. However,
even at this short length it is clear that Miike’s ideas about how to use his cameraman paid
off. Minami often films the proceedings from close distance, sometimes sitting between the
actors as they rehearse for a scene. Although the DVD is widely available, as a part of
Takashi Miike’s work the documentary is of interest only to completists.

Somewhat more interesting in this respect is the music video he directed in 2002 for
his Guys from Paradise star Koji Kikkawa. Better known as a pop singer rather than as an
actor, Kikkawa invited Miike to direct the video for the song Pandora, meant to promote the
album of the same name. The short film, entitled Go! Go! Fushimi Jet (the title is a refer-
ence to Kikkawa’s character in The Cify of Lost Souls) features the singer as a lone samu-
rai battling a band of graverobbers until the arrival of an armada of flying saucers forces him
to shift his attention to a giant extraterrestrial praying mantis. He engages the creature by
flying away with a jet pack that suddenly appears on his back.

It’s something of a paradox that Miike has not been very active as a director of music

videos, considering his love for music-led montages in his films as well as the various scenes
in his work structured around musical performances: the set piece for Da Pump in Andromedia,
the live club performances in Blues Harpand  of course the musical numbers in The Happiness
of the Katakuris. Like the montages in his feature films, the editing of Go! Go! Fushimi Jet  is
dictated by the rhythm of the music. The song Pandora is an up-tempo rock song and the

style follows suit. However, the opening sequence (narrated by Kenichi Endo) is hand-drawn
animation. Since this prologue is set in Cuba, the choice to use animation had the same
source as that on The Happiness of the Katakuris,  making a scene possible that would be
prohibitively expensive to shoot as live action. The prologue details the discovery of film
footage from an old Japanese silent jidai-geki called Go! Go! Fushimi Jet and the music
video mimics silent film in its lack of dialogue and use of intertitles (some of which are used

to express onomatopoeic sound effects akin to those in the opening montage of Blues Harp).
But the idea fizzles out as the setting turns to science fiction and Fushimi Jet has to battle
the alien invaders. Thanks to its outlandish combination of disparate elements the video is
certainly entertaining, but its multitude of ideas never quite gel into a coherent whole.
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Kikkawa and Miike teamed up again later the same year for the music video to the
The Gundogs. Again featuring the character oi Fushimi Jet, the short is this time set in

&e  yakuza milieu of Osaka in 1970.The  two men plan to make a series of Fushimi Jet music
,+deos, to be released on a future compilation DVD. Kikkawa’s record company Tokuma

;  apan Communications distributed the first two music videos on DVD as limited edition pack-

ages with the singer’s albums. Tokuma is a large pubfication  and media distribution firm who
atso  co-produced Fu// Metal  Gokud6 and The Cify  of Lost Souls, and formerly the parent

Fcompany  of Daiei, the studio that produced some of Miike’s major works, including the
Kumshakai  and Dead or Alive trilogies.

~,s  we have seen in the previous chapter, the director has made occasional acting appear-
$ anoes in his own films, notably in Kenka No  Hanamichi,  Agitator and Graveyard of Honour.
5’ Though  mostly limited to cameos or bit parts, Miike also lent his services as an actor to

several  other directors. His first appearance in front of the camera happened when he was
&I  an assistant director, in Shohei  Imamura’s Black Rain. In the first act of the film, set in

Ntroshima during the immediate aftermath of the dropping of the atomic bomb, a shaven-
? beaded Takashi Miike plays a factory worker in two scenes. In the first he is only seen from

the back, but in the second he gets to deliver a few lines of dialogue. “During the war,” Miike
explains lmamura’s reasons for casting him, “the men that stayed home and weren’t drafted
into the army often had problems with their health. I guess lmamura felt I was one of the

: ; : !  most sick looking people on the set, so he gave me that role.”
His next appearance in another director’s film wouldn’t be for another nine years. His

former assistant directorTakeshi  Watanabe (who had worked under Miike from 1991 through
1994z) had gone on to do a direct-to-video remake of Yusaku Matsuda’s Go/den Wolf
Resurrection (Yomigaeru Kinro). For the 1998 sequel he asked Miike to play the part of a

; bum who takes in the main character played by Claude Maki.
The part was quite a substantial supporting role with numerous scenes and dialogue.

The character wasn’t lacking in dramatic substance either: a washed-up former yakuza -
living on the streets, who takes care of a runaway child even though he knows he’s dying of
stomach cancer. Receiving fourth billing (under the pseudonym of ‘Miike Dokomo’), he

acquitted himself quite well and managed to hold his own among a cast of professionals
(including Yasushi Kitamura and lchi  the Killer’s Shun Sugata).

Miike played another homeless character two years later in Toshiyuki Mizutani’s hor-
ror film /so/a  (/so/a  - Taiju  Jinkaku Shhjo,  2000)  but his work on the film amounted to little
more than being an extra. In a scene featuring Susumu Terajima, Miike can be seen looking
on in the background as the actor rips open his jugular vein with a handful of meat skewers.

The fact that Miike ended up as only an extra was not intentional. He had been offered
a bigger part, but scheduling problems led to him having to cancel his involvement. “I visited
the set to apologise to the director for having cancelled, but Mizutani said: ‘Since you’re
here, you can still be in my film. Just go stand over there in the back for the next shot.‘”

The rather surprising choice for his next acting appearance was a
entitled The Securify  Women Affair (Nikufai  Keibiin - Sakarefa Seifuku
a burglar I rapist who haunts a female security guard was directed by a
mer collaborators, Naoto Kumazawa. who directed the making-of documentary &%e  Guys

from Paradisea.  “It was one of Kumazawa’s first films. He had trouble casting it, so he asked
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for my help. I agreed to play a small part in it and then I went to other actors I knew, saying:

‘I’m in this film, why don’t you play in it too?’ I figured that if I was willing to play a part, the
others would have no reason to refuse:’

As a result, the film ended up populated with Miike regulars: Shako Nakahara played
the security guard, Kenichi End6 her lascivious colleague, Koji Tsukamoto took the part of
the rapist and Far-Long Oh was an office worker also lusting after the uniformed Nakahara.

Miike himself appeared in only one scene, as a black-suited yakuza who beats up End6 in
an alleyway.

The following year, Miike made his debut as a voice actor in the anime adaptation of
Hideo Yamamoto’s lchi the Killer. He performed the part of Kakihara, played by Tadanobu
Asano in the feature film. Since Koroshiya  7 The Animation -Episode 0  (2002) focused
largely on the character of lchi and his origins, Kakihara’s screen time is rather limited. After
having taken this first stride outside live action film, Miike left Japan behind altogether for
his next acting appearance. In Thai director Pen-ek Ratanaruang’s Last Life in the Universe
(2003)  Tadanobu Asano plays a man who flees Japan for Bangkok after being involved in
the shooting of a gangster. Takashi Miike, complete with punch perm, played a yakuza on
Asano’s tail. Ratanaruang must have been a fan of Miike’s work, because the film also fea-
tures Riki Takeuchi in a cameo role.
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The habit of helping out his collaborators is also the basis of most of Miike’s credits
as a producer. In  1993 and 1994, he lent a hand to Hisao Maki in producing the five-part

Shinshuwafu series starring Hakuryu.  Based on Maki’s own manga series, it’s notable only
for marking Miike’s first collaboration with actor Sabu, who played a supporting role in part
three. His other production credits came through Excellent Film, which co-produced numer-
~~~Miikefilmsandistheproductioncompany  behindthelong-runningv-cinemaseries  Minami
No Tei6.  Counting dozens of episodes, the series stars Ftiki Takeuchi as an Osaka gangster
with a heart of gold, who helps people in financial distress. Normally released directly on
video, one episode of the series, Nanba KinyGden  - Minami  No Tei6  Special Gekijoban [lit:
Tales of financial disaster - king of the South special theatrical edition] was made for the-
atrical release. On this film Takashi Miike is credited as producer, though the actual work he
did on the production was of a very different kind: “My role was to resolve trouble. I was

never attached to the project, or involved with the contents of the film. They had problems
with the yakuza in Osaka, who wanted to stop the shooting. I happened to be free at that
moment, so they asked me to resolve the trouble. I went to Osaka to meet with the yakuza
and negotiated with them. Finally, without paying anything, they would leave us to it and we
could get on with the film. That was all I did on the film.”

In 2001 Takashi Miike made his debut as a magazine co/umnisf.  The Japanese film monthly
CUT asked the director to keep a diary of his experiences during the production of lchi  the
Killer. Less a diary than a look inside the mind and personality of one filmmaker, Miike’s ten-
part column is written in a form uncannily similar to that of a screenplay. It deals with every-

thing from the origin of the project through the trials and tribulations of shooting a film in
Kabukicho,  some interesting thoughts on the film’s cast and crew, and finally its troubled
international premiere at the Toronto film festival, which took place directly after the terrorist

attacks on New York City and Washington D.C. You can read the lchi  the Killer production
diary in its entirety in the next chapter.
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Afterword

Many actors hope  to one day participate  in a Takashi  Miike  f i lm Especially  guys. They  want
to g o  back to being naughty boys and g o  wild  Miike  lets  them indulge  themselves  in this
fan tasy  f ree ly  and  knows  exac t ly  how to  p rovoke  them.  And  once  p rovoked ,  the  ac to rs

bombard each other with their energy, lifting the film up and spinning it off into higher orbit.

I  w a s  a l s o  o n e  o f  t h o s e  g u y s  w h o  w e r e  a l l o w e d  t o  i n d u l g e  t h e m s e l v e s .  it  was a very joyful
experience.

F i e r c e .  N o n s e n s i c a l .  V u l g a r .  P o w e r f u l .  T h e s e  a r e  w o r d s  t h a t  c o u l d  b e  u s e d  t o  d e s c r i b e 3
Takash i  M i i ke .  Bu t  w i thou t  doubt  the  most  essen t ia l  words  a re  se l f - assured  and  c lever .

-Shinya T s u k a m o t o
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