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10:40—11: 15 (A2)
e Rethinking Auteurism within Film Production Displaying Gay
Sexuality through Hashiguchi Ryosuke’s Early Movies
Stockinger Arnaud (M35 1h-7))-. HPRXZFERLFRATE (ELEHRE 2 F)

My presentation aims to question where to find the film author within gay films made by
gay directors, and what does it mean to find him for the spectators. Such inquiry comes from
focusing on the production of overtly gay filmmakers. It is a way to navigate around the question
of the relevance of said filmmakers’ sexuality within the making/reading process of their work.
Simply put: why is it important to acknowledge a filmmaker’s sexuality when approaching their
work? While in Japanese film history the depiction of man-man desire and romantic interest is not
as minor as it is usually thought to be, it must be said that overtly gay filmmakers are few and
often invisible. Among them, Hashiguchi Ryosuke is an overtly Japanese commercial filmmaker
that has been several times rewarded, nationally and internationally. His commercial work spawns
from 1992 to 2015 (as for the last film he made) and—except for [<3bhncE. | (All Around Us)
(2008)—always depicts gay characters, which is a fact irremediably linkable to his own life
experience. However, while Hashiguchi is known for his commercial work, his filmmaking started
earlier, in high school. In 2009 was released a double DVD compilation of his early films spawning
from 1978 to 1989. The compilation includes short films and 45 to 60 minutes medium features
and various exclusive content. The general orientation of such content is to retrace the “origin” of
Hashiguchi’s filmmaking, by overlapping Hashiguchi as a filmmaker and Hashiguchi as a biological
individual. In other words, by linking Hashiguchi’s life and its development to the development of
his filmmaking, the compilation encourages an auteurist reading that relies on the autobiographical
aspects of his work.

While autobiographic intent is probably best discussed taking in account the complete
filmography of one filmmaker, this presentation will be mostly focused on 5 films: [55-++-1979~
1981J (No official title in English, 1983) . [t2)L)L---1985] (Whistling---1985, 1985) . [%iADH
2] (Secret Evening, 1989) .IZ—+FD#Eh] (A Touch of Fever, 1992) and [ED>>RN\wR] (Like
Grains of Sand, 1995) . This corpus includes 3 early films and his 2 debut commercial films. I
have decided to restrict my corpus this way because all of these films present similarities that peak
in MED>>RI\wWR] where most of the characteristics of the three films from 1983 to 1989 are



rewritten in the film as a fiction. Also, in all 5 of these films (in one way or another) Hashiguchi is
physically represented within the narrative. Moreover, there is a shift in terms of filmmaking
between [ED>>RN\wRland [/\w>2 ! ] (Hush !, 2001) that have been noted, by the critics, and
by Hashiguchi himself, that has to be thought of as a change in the approach to filmmaking and
prevents us to integrate later works without thinking of a more adequate framework.

This presentation is structured around three movements. First, it intends to identify within
the film texts recurrent elements that are most likely to be understood as an autobiographical
imprinting of Hashiguchi’s biological experience. Such elements include the representation of both
parents, mother and father within his films, but also his representation of gay sexuality and
unrequited love (F&L) . Then, it discusses the divisions of “Hashiguchi” within is film text,
divisions that are not unlike the subject’s divisions within literary autobiography. But, even though
certain ideas and structures are clearly recurrent, as long as they do not undergo a process of
verification with the “source” of the text, it cannot be affirmed that Hashiguchi's work is
autobiographical. This is why, secondly, this presentation will briefly showcase the paratext that
pushes towards an autobiographical reading. By paratext, I mean a group of text built around one
film text, here I refer to interviews Hashiguchi gave to different magazines, including film
magazines. However, the clear orientation of the paratext is to produce an image of Hashiguchi as
a film auteur who imprints autobiographical elements within his film texts resulting in a tautological
auteur consensus that tries to elevate Hashiguchi as an author of his text because he said that he
wrote them, therefore restricting attempts to polysemy. This is why, thirdly, this presentation will
try to show the limits of a general auteur approach to the matter by referencing counter ideas
such as Derrida’s différance (19967), before trying to discuss the possibility sustained by Richard
Dyer (1991) of gqueer authorship. A redefinition of authorship through a queer perspective would
seem to be appropriate to acknowledge the importance of the individual in the construction of
discourses of minorities within the frame of ideologically oriented filmmaking.
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e National Narratives of Regional Identity in Makoto Shinkai’s
Your Name (2016)
EiE BE (050 DA RIFRIAFEIFHSFVEIFLIFH HuR)

“Natiion branding” has become a common practice in many countries since the mid-1990s,
evident in catchy slogans like “Cool Britannia,” “Cool Korea,” “Cool Japan,” “Cool Sweden,” and



“Incredible India.” Many governments worldwide have been practicing nation branding to help
promote their countries. Since the late 1990s, they have sought advertising and public relations
consultants to initiate brands and images to help progress their nations. One of the main
problems in promoting a country as a consumable object has been the commodification of
culture. In recent years, the commodification of culture has been extensively discussed using
critical theories on the global phenomenon of nation branding. For example, Aronczyk (2013)
critically analyzed the nation branding phenomenon with globalization and national identity and
pointed out that nation branding leads to a growing commodification of culture. As nation
branding is oriented toward conserving a coherent notion of national identity, it undermines the
diversity of the people who are fundamental to a nation (Aronczyk, 2013). These campaigns for
nation branding emphasizes the authentic elements of national character, which serves as a
nucleus for the branding substance.

Makoto Shinkai’s Kimi no Na wa (2016) exemplifies the practice of cultural commaodification
in Japan’s nation branding. Kimi no Na wa (referred to as “Your Name” hereafter) is a 2016
Japanese animated feature film from the studio Toho. The film was the most successful Japanese
film in 2016 and shown in 80 countries overseas. The film shows internationally recognizable
symbols of Japan and produces representations for internal and external consumption. The story
of Your Name (2016) starts with the fall of a comet, devastating a rural town in Japan. This plot
reminds many viewers of the Great East Japan Disaster that destroyed many towns and cities in
2011. On 11 March 2011, Japan suffered a triple disaster in and around the Tohoku area of
Northern Honshu. A massive earthquake to the North East of Japan triggered a tsunami, which
inundated the Eastern side of Tohoku and also led to a nuclear disaster in Fukushima. In post-
production interviews on Your Name (2016), the filmmaker Shinkai has repeatedly stated that
the Great East Japan Disaster was the inspiration of the film. The film espouses Japan’s nation
branding campaigns following the 2011 disaster and connects nation branding with post-disaster
recovery efforts and the development and revitalization of other rural areas.

However, questions remain whether the narrative of this film revitalizes and empowers the
countryside. The film is about a girl from the countryside and a boy from the city. Taki is a boy
living in Tokyo. By contrast, Mitsuha is a girl living in Itomori, a fictional rural town. Mitsuha is
bored with life in the countryside and its backwardness and longs for city life. After Mitsuha
successfully escaped the disaster with the help of Taki, she moved to Tokyo at the end of the
story. The film portrays socially and politically constructed images of the countryside as
contrasted to the city, drawing on national discourses of the former. Mitsuha’s hometown Itomori
is modeled after Hida City in Gifu Prefecture and embodies traditional ideas of the Japanese rural
areas. For instance, the old houses are blended in with the surrounding trees, plants, and
stones. The film shows idealized images of rural life that is peaceful and calm and unchanged by
time, illuminating rural citizens and lifestyle to establish Japan’s cultural authenticity.

This study draws on existing research on national discourses and investigates the
representation of the countryside in Shinkai’s Your Name (2016), which has been explored by
considerable studies. Scholars have critically explored the film’s portrayal of rural Japan.
Sadakane (2016) and Mihic (2020) argued that the film presented a Tokyo-centric narrative and



stereotypically depicted the countryside. Sadakane (2016) pointed out that the film depicts the
town without a trace of the shopping malls and big-box stores, such as UNIQLO and Tsutaya.
Moreover, the large class size in Mitsuha'’s local school is inconsistent with the reality of the
shrinking population of children in the Japanese suburbs and countryside, where an increasing
number of schools are being closed down (Sadakane, 2016). Although these sources offered
helpful insights, they failed to provide a detailed analysis that demonstrates how the film
implements a Tokyo-centric narrative. This study aims to provide a detailed analysis of the film
and explore the national discourses on the film’s portrayal of the countryside. First, it briefly
traces Japan’s nation branding strategies to discuss how the national interventions mobilize the
countryside. Second, it analyses the film, highlighting the significance of the countryside in
representing the nation as a whole. Finally, it provides its readers with an understanding of the
problem of Japan’s nation branding practices that endorses the commodification of the
countryside.

This study illustrates how the film portrayed an overly simplistic contrast between Itomori as
a supposedly authentic Japanese past and Tokyo as a polished desirable urban city. Specifically, it
argues that the former is a representation of imaginative geography that is constructed by the
gaze of the latter. Mitsuha’s hometown Itomori is modeled after Hida City in Gifu Prefecture and
appears as a typical ambivalent depiction of inaka and furusato. The film'’s treatment of the city
and countryside is biased wherein the latter is worshipped and simultaneously denied. The film's
aesthetic uses the narrative to reduce Itomori to the national construction of the countryside as
other, reinforcing the existing center-periphery hierarchy. It also works to justify the pervasive
political structure that places the interests of Tokyo above other regions.
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