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“Films about children? Give me anything but the
_cloying, annoying, sentiment produced from the -
ane perspectnve of Disney studios. So itisa
lief to see Kohei Oguri’s film which embraces
4he tentative, solemn point of view of the child
in this case a Japanese boy named Nobuo |
obutaka Asaharal — engulfed in the bizarre

%\lodd Mar It Nobuo lives with his parents in
heir humgle riverbank restaurant in’ Qsaka A

befriends the children Kiichi (Minori
5inko (Makiko Shibata). The two are
a%f their comparative pover(y and nomadic-
ﬁestyte .but Nobuo overcomes their. reucence
nd invites them 10 his home for dinner.
obuo's parents encourage the friendship
ithough they secretly disapprove of the
children’s widowed prostitute mother.
}iJnrestncted by the caste divisions and social -
fprejudices of their parents, the children observe
Hall with wide-eyed expressions of acceptance.
ff heir friendship evolves and when Nobuo's
%ather gives the two boys money to attend a
agesnval Nobuo entrusts the sum to his poor
1end in a gesture of confidence. 'When Kiichi
ses the money, he tries to camouflage his
kﬁtsappomtmem by bullying Nobuo, showing
?“Xnm the cruel aspect of his personalcty Gleefully
he douses live crabs with gasoline and sets
them on fire. In trying 10 stop him, Nobuo finds
imself at a window through which he sees
iichi's mother with a client. His illusions
jhanered he runs away. When he returns to
ake-amends, Kiichi and the houseboat are
eaving. This modest vignette, filmed in black
ind white, bears’a sense of privacy and
vonder, recalling the feeling of once-again
being a child and all those painful, confused
emotions. in this; it is an especxaﬂy movmg and -
intimate film: In Japanese with Enghsh submles
;Hunter Drohojowska) %

~ Bworld of adutthodd. Set in the years just after .

n.'um 4pm

§ fdapan ‘s Meiji Restoration of 1868 rexumed !he

iE peror to power and opened the country to
2 and influences from the West. After 200
rso‘f isolation imposed by, the Shogunate
forces, the resulting civil strife and culture
shock traumatized the nation. “This tumultuous

%rmosphere is the background for Shohei
ﬁmamura s bﬂlhanl and textured epic film. Jtis a
stry .of acce1eratmg chaos, black humor and
apoca)yptm vision woven together by the
‘personal dramas of the characters.
Genji {Shigeru izumlya) retums to Japan and
his wife Ine {Kaori Momoi) after six years in .
%Amenoa He finds it difficult to adjust to a
tnumber of changes, not the least his wife's
ggemploymem as an erotic dancer in a carnival.
He chafes under the prejud:ces of the traditional
msocuaty women sold into prostitution by their
families; ; farmers working the land as serfs. “In
merica they freed the slaves,” he notes. ine
orks for Kinzo (Shigeru Tsuyuguchi), the
;duphcnous master of the brothels and
;gblack market who exploits both the Shogunate
§and the Imperial forces to his own advantage.
e presswes Geniji into joining his band of
gﬁhugs in a series of comedic robbenes Genyji
wvants the money 1o return to America, but
“finds that ‘he cannot convince his wife to join
i;hrm Their vacillating re!anonsha is paralleled
-by escalating political intrigue. The cost of living
soaring, the farmers are rioting, all in contrast
.to the wealth gained by the profiteers, who are
ading with the Americans. Juxtapositions of
Western and Eastern culture become more
extreme throwing ‘the poputace into a state of
ienation. Genji, Ine and other characters are”
ught Up in a maelstrom that leads to a rabid
dance of protest, the camnival and town people
bining together in the ritual chant * Ex;anacka
The phrase translates loosely as “What the
ell,”" the attitude manifest n a society which
Srceives its future as whoiiy uncertain. -
;erestnngly enough, it is a film that
nmistakably echoes much of the panic and
security of our contemporary situation. This rs
e of the most cha!teng ing and complex films
0 come out of Japan in'years. in Japanese -
ith English submies lHamer Dro,ohowska :
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