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Abstract

Without doubt Hirokazu Kore-eda (& #371) is one of the finest and most authentic Japanese directors,
who follow the thematic and aesthetic tradition of Yasujiro Ozu in contemporary Japanese cinema. Kore-eda
always deals with unusual and original stories, as the focus of his attention often fall on various themes

of family: mainly the relationships between parents and children. He observes the images of the family in
contemporary Japan — his films in this thematic area are often based on real case history, which has shaken
Japanese society. Moreover, the director creates the original scripts, distinguished also by a strong plot, linked
to portrayal, dissection, analysis and even criticism of Japanese socium of today. The visual style of Kore-eda
blends in elegant way the documentary, realistic vision incorporated in the feature film.

The proposed presentation will focus on three of his films that adequately correspond with the context of the
International Symposium on Japanese Studies "Contemporary Japan: Problems and Challenges". These are
the "Nobody Knows", "l Wish", "Like Father, Like Son".

The three movies form a kind of informal and peculiar trilogy, centered at the image of a child as a serious
social problem. The topics and public life"s issues are linked to the trauma, the parents’ absence, emptiness,
loneliness, alienation, responsibility, communication failures within the family. All of them are refracted
through the children personality. The social cases, articulated by the cinematic work of Koreeda, are very
different, at the same time serious and somewhat strange, on the border of life's absurdity.

What is happening in contemporary Japanese society in the postmodern, globalized era? What challenges
and problems the family is facing? Are they solvable and how they can be overcome? Is there a change in
traditional family values? On all these issues Hirokazu Kore-eda seeks answers through his films. He makes
his movies in an original and talented way, through work in various genre intonations and exploration of
deformity vectors between cruelty and hope.
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KITITTEP XbIJIAMAWADbI: XHPOKAZ3Y KOP33AA ®U/IbMAEPIHAEN 3/IEYMETTIK MACENE
TAHBIMAWABI / # & %1 & 72 U -2004; FAXKAWBIN/ MEH TNIEAMIH/ #7155 - 2011; O9KEFE
KAPAM¥1OCEP/ = L T X 2 7% % -2013 ®UAbMAEPIH TAKbIPBINTbIK 3EPTTEY)

AGcTpaKkT

Kopaaga Xupokaasy (O 1 # ) 3amaHayu »anoH KnHo eHepingeri Acya3npo OA3yabiH TaKblPbINTbIK
OHe 3CTeTMKaNbIK ASCTYPiH ycTaHaTbiH 6ipaeH 6ip eH Y3[iK XaHe eH LWbiHawbl pexnccep. Kopaaaa
TyblHAbIAapbl 0T6ACLINbIK 9PTYPAi TaKblpbiNTapFa apHanfaH epeKLUe XaHe WbiHalbl OKUFanapfFa Kypbinagbl:
KebiHe aTa-aHanap MeH 6ananap apacblHaaFbl KapblM-KaTblHacKa Hadap aygapagbl. On 3amaHayvm
HanoHusHbIH 0T6ackl 06pasaapblH CYpeTTEN i, OCbl TaKblpblNTaFbl OHbIH, GUIbMAEPI KaMNOH KOFamMblH
KYW3ENTKEH LblHaNbl OKUFanapra HerisgenreH. CoHaan-aK, pexunccep, epeklue cloxeTimeH, 6enHeni
6annaHbICneH, 3epTTeyMeH, capanTtayMeH XoHe TinTi 3amaHayM *anoH KOFaMblH CblHayMeH epeKLeneHeTiH
LWbIHaWbI cLleHapunepai ayHuere akenei. KopaaaaHbiH BU3yanbi cTUNi 6y, AepeKTi GUnbM MeH WbiHaMbI
KOpIiHICTi KepKeM dunbmre KepHeKTI BipiKTipy agici.

¥CblIHbINbIN OTbIPFaH XYMbIC, «3aMaHaym }anoHus: Macenenep KaHe LWaKbIpy» aTTbl XanblKkapanblK
CMMMNO3WNYMbIHbIH, KOHTEKCTIHAE OHbIH GMNbMAEPIHIH YWeYiH KapacTbipaabl. Onap, «EWKiM TaHbIManbl»,
«Farkanbin/MeH TinenMmiH», «9Kere Kapan yn ecep» TyblHAbIAPbI.

Byn yw TyblHAbI Aa KaTepi KoFam Maceneci peTiHae cobuiiH ob6pasblHa KypblnFaH popmanbfi eMec KaHe
©3iHe ToH TPUNOrUSAHbI KanbinTacTblpadbl. KoFam emipiHaeri TakbipbinTap MeH Macenenep, ata-aHaHblH,
60nmaybl, LWapacbI3ablK, XanfFbl3AblK, Karaxy Kepy, XKayankepLuinik, oTéacbliblK KapblM-KaTblHacTafbl
KaTeniKTepAeH anfaH XaH apacbiMeH 6ainaHblCTbl. KopasaaHblH KWHEMaTOrpaduanblK XyMblCTapblHAAFbI
oNeyMETTIK }aFgannap apTypii, COHbIMEH KaTtap, CasiMaKTbl }KoHe MarblHacbI3 eMip XueriHaerigen asgan
9/eTTeH TbiC 60bIN Keneai.

HahaHaaHyablH NOCTMOAEPHUCTTIK AdYipiHAEr 3aMaHayM KanoH KoFaMblHa He 60bIN XaTbip? OT6ach
KaHaan KnblHAbIKTapMeH 6eTne 6eT Kenyae? OnapablH WwelliMi 6ap Ma, XaHe Ae Kanan eHcepyre 6onagbl?
[acTtypni oT6achblblK KYHAbUIbIKTapaa e3repictep 6ap Ma? XvpoKkaady Kopasaa e3 TyblHAbIapbl apKblibl
oCblHAaM cypaKTapra xayan isgenai. On e3iHiH punbMaepiH apTypAi 6aFbITTarbl })aHpnapaa XaHe
KanbIpbIMCbI3bIK MEH YMIT apacblHAaFbl anPbIKTbI WbIHAWbI }KoHE TanaHTTbl TYPAE CypeTTensi.

Tipek ce3pep: Kopaaga Xmpokaasy dunbMi; ata-aHanap MeH 6ananap KapbiM-KaTblHaCbl; }KanoH KoFaMbl;
oN1eyMETTiK Macene; MafFblHacbi3 eMip.

NMAPHM HE NJIAYYT: OBPA3 [IETEM KAK COLIMAJIbHAS NMPOBJIEMA B ®UJIbMAX XUPOKAA3Y
KOP33[1A (TEMATUYECKOE UCC/IELOBAHUE ®U/IbMOB <HUKTO HE Y3HAET» (G4 5 720),
2004, MYAO/A XXENAIO» (#75F), 2011, <KAKOB OTEL, TAKOB U CbIH» (¥ L TXRIZ72 %), 2013)

AGcTpaKkT

Be3 coMHeHus, Kopasaa Xupokaasy GEAZHFN) aBndetca oqHUM U3 caMblX TyYLLIMX U CaMbIX ayTEHTUYHbIX
AMOHCKUX PEXMCCEPOB, KOTOPLIE CMEAYIOT TEMaTUYECKOM M 3CTETUYECKOW TpaamLumm fcyasnpo 0a3y B
COBPEMEHHOM AMOHCKOM KMHO. Kopaaga Bcerga MMeeT 4eNo ¢ He06bIYHbIMU U OPUTMHANbHBIMU UCTOPUSAMMU,
TaK KaK B LLleHTPEe ero BHUMaHMs 4acTo HaxXoAaTCs pasfinyHble TEMbl CEMbWU: B OCHOBHOM OTHOLIEHUS MEXAY
poautenamu n getbMu. OH paccmaTpuBaeT 06pa3bl CEMbKU COBPEMEHHON ANOHUKN — ero GunbMbl B 3TOM
TemaTM4ecKom o6aacTv HacTo OCHOBaHbI Ha peanbHON UCTOPUK, KOTopas NoTpsicna ANoHCKoe 06LLecTBO.
Kpome Toro, pexkuccep co3gaet opurnHanbHble CLEHaPUK, OTIMYAIOWMNECS TaKKE CUSTbHLIM CIOXKETOM,
CBSA3aHHbIM C U306PaXKEHMEM, PACKPbLITUEM, aHANTU30M U Jaxe KPUTUKOWM COBPEMEHHOIO AMOHCKOIo
coumyma. BusyanbHbit cTnb Kopasaga — 310 cnoco6 aneraHTHOro BKIOYEHWUS JOKYMEHTanbHOro punbma m
pPeannCcTM4ECKOro BUAEHUS B XyAOXKECTBEHHbIN GUIBM.

Mpegnaraemas npe3eHTauns 6yaeT cocpefoTodeHa Ha Tpex n3 ero GuabmoB, KOTOPblE COOTHOCATCA C
KOHTEKCTOM MexayHapoaHoro cumnosnyma «CoBpeMeHHas AnoHus: Npobnembl U BbI30BbI». ITO GUNbMbI:
«HWKTO He y3HaeT», «Myano/9 xenato», <KakoB oTel, TaKOB U CblH».

31 Tpn dunbMa 06pasyloT cBoero poga HedopMasbHY0 U CBOEO6Pa3HY0 TPMAOIMO, COCPEAOTOHEHHYIO

Ha obpase pebeHKa B KayecTBe Cepbe3HON coLmnanbHOM NpobaemMbl. B HUX pacKpbiBalOTCS TEMbI U
BOMPOCHI 06LLECTBEHHOM XU3HU, CBA3aHbIE C TPaBMOW, OTCYTCTBMEM POAUTENEWN, MYCTOTON, OANHOYECTBOM,
OTYYKAEHMEM, OTBETCTBEHHOCTbIO, OWMGKaMK B3auMOCBA3en B cembe. Bce oHM npenomnstoTcs yepes
NIMYHOCTb geTen. CoumanbHble cnydan, 03BYYEHHble KnHemaTorpadmnyieckumm pabotamm Kopaaga, o4eHb
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pasHble, B TO e BPEMS CEPbE3HbIE U HECKO/bKO CTPaHHbIe, Ha rpaHu abeypaa XU3HW.

YTO NpoOUCXOANT B COBPEMEHHOM SMOHCKOM 06LLEeCTBE B NOCTMOAEPHMUCTCKYIO anoxy rnobanusauun? C
KaK1MMK TPYAHOCTAMM U Npo6ieMaMu CTalKuBaeTCs ceMbA? ABNAIOTCS I OHM pa3peMMbIMU, U KaK KX
MOXHO npeogonetb? ECTb I UBMEHEHMS B TPAAULIMOHHbIX CEMENHbIX LLEHHOCTSAX? Ha BCe 9T BONpOChI
XvnpoKaasy Kopaaga nweT oTBeThl Yepes cBou Gunbmbl. OH AenaeT Ux OPUrMHaNbHO UM TanaHTIMBo, B
Pa3/IMYHbBIX YXaHPOBbIX UHTOHALMAX U B Pa3BUIIKE BEKTOPOB MEX /Y ECTOKOCTbIO U HaAEXA0w.
KnoueBblie cnoBa: dnibm Kopasga XvpoKaaay, OTHOLWEHWUS MEXKAY POAUTENAMM U AETbMU, AMOHCKOE

061LeCcTBO, coLManbHas npobaema, abeyps MU3HHK.

This report focuses on the image of
the child, as seen through the prism of
particular films from the works of the
director Hirokazu Kore-eda. The analysis
of his works is linked to the methods of
expression in screen language: mainly
realism in the style of expression and a
documentary, withess observation, devoid
of idealistic and melodramatic pathos.
Nobody Knows/l Wish/Like Father, Like
Son /% L TRIZ7:% are a response to
the changing society in modern Japan. The
questions that the films ask are: What is
happening in the contemporary Japanese
society in the postmodern, globalizing
era? What challenges and problems are
families facing? Are they solvable and how
can they be overcome? Is there a change in
traditional family values?

Is Hirokazu Kore-eda an acutely social
author? The answer is both yes and no.
That’s because the social discourse in his
works is not didactic and dominant, but
hidden in the deeper layers of his messages
—the same place where one can find hidden
the discreet warmth of his works. The
author’s position, reflected in an interview
with Mark Schilling, is interesting: ,/ don't
like films that have a social message, either
fictional films or documentaries.- says Kore-
eda. It’s all right if film reflects something
the maker has thought about and agonized
about. But a message film doesn’t come
from that sort of place. The filmmaker thinks
he has the answer. But the world doesn’t
work that way. ™

1 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11

“Nobody Knows”, “I Wish”, “Like
Father, Like Son” - these three titles from
Hirokazu Kore-eda’s filmography have been
articulated separately so far in academic
film studies, and never in terms of their
interconnectivity. Actually, this topic is
extremely rich and generous. | will be brief
and | will summarize today, without claiming
to be exhaustive, but with the desire to
sketch with bright touches the volumetric
forms of the study.

The three film works have different
emotional colors, messages and circles
of problems. However, the subtopics
of responsibility, socialization, anxiety,
loneliness, death, marginalization,
alienation, trauma, social exclusion, the
absence of a parent, loss, emptiness, and
betrayal, are set in the heart of the conflicts.
But there are also the hope and the faith in
a miracle that something better will happen.
The social issuesin three films are extremely
unusual, serious and somewhat strange.
They seem to gravitate around the border
of life absurdity. Children themselves,
as the objects of the particular research
triptych, are in the categorical hypostaseis
of the Abandoned, the Separated and the
Replaced Child.

All the plots in short:

»Nobody Knows”: The abandoned Akira
and his brothers and sisters must survive
alone in a tiny apartment in Tokyo. The
children all have different fathers and have
never been to school. The very existence
of three of them has been hidden from
the landlord. One day, the mother leaves
behind a little money and a note, charging
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her oldest boy to look after the others. And
so begins the children’s odyssey, a journey
nobody knows. The the four children do
their best to survive in their own little world,
devising and following their own set of rules.
The film is based on a true story known as
the “Affair of the Four Abandoned Children
of Nishi-Sugamo”, a story that shook and
scandalized the Japanese society in the
1980s. In fact, this is the most brutal,
dramatic and serious film of the three.

.| Wish”: Twelve-year-old Koichi lives
with his mother and retired grandparents
in  Kagoshima. His younger brother
Ryunosuke lives with their father in Hakata.
The brothers have been separated by their
parents’ divorce and Koichi’s only wish is
for his family to be reunited. When he learns
that a new bullet train line will soon open,
linking the two towns, he starts to believe
that a miracle will take place the moment
these new trains first passeach other at top
speed. With help from the adults around
him, Koichi sets out on a journey with a
group of friends, each hoping to witness
a miracle that will improve their difficult
lives. This film, compared to the others, is
definitely the most joyous, optimistic and
bright one.

,Like Father, Like Son”: Ryota is a
successful Tokyo architect who works long
hours to provide for his wife, Midori and
six-year-old son, Keita. But when a blood
test reveals Keita and another baby were
switched at birth, two very different families
are thrown together and forced to make a
difficult decision while Ryota confronts his
own issues of responsibility and what it
means to be a father.

| probably need to emphasize on two
things here:

1.) The boys in the three films are
between 6 and 12 years old. The only one
who is in the process of starting puberty at
the end of the film is Akira from ,Nobody
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Knows”. But in any case he’s much more a
child than a teenager;

2) ,Nobody Knows”; ,I Wish”, ,Like
Father, Like Son” are not classed as
children’s films, they are not intended for
children to watch. They are definitely works
for adults and their genre is drama. . Only “/
Wish” falls into the category of “family film”
appropriate for younger audiences as well.
But in all three cinematic works the world
of the child is seen, read, and explained
perfectly.

Kore-eda proves that it is more difficult
to make feature films with the methods of
documentaries. And a film for adults with
the subject “the world of the child” is even
harder to create. But the end result is better
and truely genuine. The aim is high and
ambitious - catharsis of society. ,I don't
know if | like children in general, but | like
the kids in the film very much. - Kore-eda
shares -l chose them for the film and had
them adapt to the making of it. | made them
step into the very adult world of filmmaking,
so | felt a great responsibility toward them,
which made me want to show their own
personal emotions in the film. | tried my
best to get that across.”?

The conflicts in his films are powerful,
yet quiet at the same time. They hurt the
existence, being, mind, soul and heart
of every kid growing up, regardless of
their affiliation (racial, ethnic, national,
confessional, gender, etc.). As Linda Ehrlich
very accurately points out: ,to listen to
childhood is not always to listen for what
one expects to hear, or even for what one
wants to hear .Kore-eda is rigorous in his
willingness to listen to childhood'’s silence,
to the silence that surrounds the flood of
words and the flurry of everyday actions.

2 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11
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Listening to childhood includes listening to
what remains unsaid”>.

The cinematograph and the image of
the child (and childhood respectively),
meet in the first reels of the new technical
marvel called moving pictures. One of the
first 35mm films by the Lumiére brothers is
an exactly 41 seconds long documentary,
called “Feeding the Baby”/org. Le Repas de
Bébé). Cinema quickly (and appropriately
so0) becomes fascinated by the world of
children, and even begins to experiment
with and discover its film language through
narratives whose focus is the child. Thus,
for example, the Brighton Academy is the
first one to play with screen shots in the one-
minute feature film “Grandma’s Reading
Glass” (1900) by George Albert Smith. On
the screen we see the little boy Willie, who
is playing with a huge magnifying glass and
begins to explore the world of objects, of
focus, and mostly the world of details. In
fact, this is how cinema starts to work with
medium shot and point-of-view close-up. |
mentioned this on purpose because in all
the years of cinematic evolution to follow,
the detail is the thing that will remain the
most heavily-loaded semiotic kinema
in frame; or, to make an analogy with
linguistics, it is the inherent morpheme of
screen image, according to the theoretical
studies of Pier Paolo Pasolini. The closest
shot — the detail — isavital instrumentin the
hands of directors and cameramen in this
very important aspect: it is not only a tool of
emphasis, but also an important dramatic
element, especially when complicated
psychological and emotional states in
the characters’ minds are depicted. Even
more so, when the protagonist in a film is
a child, the role of the detail becomes even
prominent and significant, especially if it's
further loaded and articulates specific,

coded socio-cultural references. In Hirokazu
Kore-eda’s films the detail also has leading
and fundamental role in the construction
of complex psychological portraits of
children. This is what the Japanese director
says: , That film is nothing but details. That
accumulation of small details is life. That's
where the drama is--in the small details.
When | was constructing each scene, |
tried to add details--the pyjamas,, the
toothbrushes, the other sort of things you
would actually find in a house that would
contribute to the feeling [the audience has
about the characters].” 4

In the context of cinema, the child
and childhood could be perceived as
inspiring mental constructs, which have
varying historical content and parameters,
determined by the particular author’s style
and approach, by the national identity, and
of course by the stage of cinematography’s
development. Film language articulates
child issues in a broad array of kinds, types
and genres.

Cinema is the strongest visual mass
medium through which messages easily
access a wide range of audiences. The
cinematograph intertwines the two active
layers of child subculture in different
proportions, depending on the author’s
vision. One of them is related to what
children create themselves i.e. that, which
forms their world, mythology, worldviews,
games, dialogues, reactions. The other
layer is created by the adults. Hirokazu
Kore-eda works perfectly with both of them.
In many interviews, the director says that
the script is enriched on the set by the
numerous conversations with the child-
actors. He asks them not to act in front of
the camera, but rather to be themselves;
to respond in a particular scene — situation
and dialogue — not like their characters,

3 Ehrlich, Linda C. (2006). Dare mo shiranai
(Nobody Knows). — Film Quarterly, Volume 59, Number 2,
Winter, p.46

4 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11
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but to respond following their own intuition,
personality and behavior. Betting on
authenticity and documentary approach
ultimately maximizes genuine results on
the screen. This approach is particularly
evident in “Nobody Knows” and “I Wish”.
Furthermore, “Nobody Knows” is based on
a true story, and in “l Wish” the boys playing
the screen brothers Koichi and Ryunosuke,
are the actual real brothers Maeda.

As Milen Enchev states: “The world, seen
through the eyes of the child’s imaginary
“I”, has a hidden meaning, significance
and perspective. There is “consistency’,
prestige even. Whereas the world seen
through the eyes of the adult’s imaginary
“I”, is enigmatic and hopeless; meaningless
and dramatic; sorrowful and leading back
into nothingness.”In Hirokazu Kore-eda’s
films it is as if these two point-of-view
approaches also intertwine and merge at
times, focusing on the image of the child.

When a child is in the lead role,
regardless of what type of film it is, the
authors of the cinematographic work
impose their current vision of what
constitutes the phenomenon of childhood.
And this phenomenon is built and upgraded
through the dramaturgical and aesthetic
principles of the cinematographer. Cinema
practically mimics childhood on one hand,
and on the other - builds it anew within the
frame reality. However, it doesn’t forget that
childhood is sovereign, significant and an
alternative to the grown-up world of adults.
The main planes of discourse, in which the
cinema-child is studied through the lens of
the camera are:

The child as an object of nurture; the
problem of initiation of the child; following

5 Enchev, Milen. (2013). The Children of the
Republic.Engineeringof childhood in Bulgarian poetry for
children during the first two decades after World War I1.

— LiterNet. [Online] 2013. Available: http://liternet.bg/
publish3/menchev/decata.htm [18.02.2015] [deuaTa Ha
Peny6nukata. KoHCTpyMpaHe Ha A4eTCTBOTO B GbJirapcKaTta
NIMPUKa 3a Aela Npes NbpBUTE [iBe feCeTUNeTns cnej
Btopata cBeToBHa BovHa. — Original title in Bulgarian]
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traditional values in the binary opposition
“parent-successor”; child’s behavior to a
certain set of social roles; the expression
of their own children’s identity; child
psychology; the problem of violence
among children, or the child as an object of
violence; children’s collective memory; the
mnemonic trauma; memory, forgetfulness
and historicity; the child and the challenges
of today’s dynamic world; children and
ecology; public reaction to a child in need or
in a dramatic, even tragic life situation, etc.

These discourses are actively articulated
in the contemporary East Asian cinema, to
which Japanese cinematography and Kore-
eda in particular also belong.

If we look at the history of Japanese
cinema, we can clearly see that the image
of the child as a social problem is constantly
developed by the classic directors Yasujiro
Ozu, Heinosuke Gosho, Akira Kurosawa,
Mikio Naruse and others. All of them
interpret in different ways complex screen
and dramatic fates in family context. Perfect
parents, dignity, disintegration of the family,
illusory image of the father, de-heroization
of parental images, conflicts between family
and society — all of these have an important
role in Japanese cinema, and they follow
the current changes in the socio-historical
system.

Familyisan active and changeable model
ofthe diversityin society. Through their films,
Japanese filmmakers offer their views on a
key moment for Japan: children for families,
or for the nation?® Kore-eda’s works are
no exception. The contemporary author is
frequently compared to the achievements of
Ozu and Naruse. ,I'm happy to be compared
to people like Ozu and Naruse.” - Kore-eda
says, and adds, laughing: ,I can’t imitate
someone like Naruse, so | don’t consider
myself his descendant, but I've had another

6 White, Merry Isaacs.(2002). Perfectly Japanese:
Making Families in an Era of Upheaval. Berkeley: University
of California Press, p.108
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look at Naruse, as | said. Naruse is closer
to my own feelings about people. He had a
darker view of humanity. Human beings are
no good.””

Kore-edainterprets casesand situations,
and shows how limitless extremes are. All
sorts of distortions are already happening
in the promised land of the stereotypical
image of the home, family and parenting.
And in fact, they may belong to any socium.
But most of all they develop in the Japanese
socium. Merry White repeatedly emphasizes
the following in the studies: ,Why children
are both elemental and problematic in
Japan today is a question with tangled roots.
It appears paradoxical that bearing and
raising children could have both institutional
and social approval but not have structural
support. This contradiction, unpacked,
reveals the gap between ordinary families’
realities and state agenda”®.

A broader and deeper analysis clearly
shows that in these three films Kore-eda
plays around with a number of concepts
related to the perceptions of and debates
around Japanese family culture and the
Japanese mentality (e.g. concepts of amae
and dualism tatemae and honne.). The
foundation of parental ideal is the strict
father figure (thunder father). The social
function role of women in the family is
linked to ryosai kenbo (good wife - wise
mother) and bosei hogo (“motherhood
protection”). Often, however, in today’'s
world these ideals undergo a change. Thus
the father becomes absent, spends time
only on the weekends (as is the case in Like
Father, Like Son). The mother’'s image is
implemented as tenuki okusan (“hands-off”
wives), partially depicted in “I Wish”.

In “Like Father, Like Son” and “I Wish”

7 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11

8 White, Merry Isaacs.(2002). Perfectly Japanese:
Making Families in an Era of Upheaval. Berkeley: University
of California Press, p.100

we can observe some some fading images
of kosodate mama (a mother who totally
devotes herself to rearing her children
as her exclusive, singularly important
responsibility) and kyoiku mama (literally
“education mama”).

Realistically, most fierce is the
transformation of the mother in “Nobody
Knows”. The character is even left
nameless, named only with the indefinite
and even dismissive “You”. The mother here
is deliberately and literally typyfied as tonde
iru onna:,A concept borrowed From Erica
Jong’s Fear or Flying, very popular among
women in Japan in the 1970s. The phrase
came to mean a woman sexually liberated
and enjoying multiple relationships with
men without responasbility, or, by extension,
a woman who makes jer own decisions,
through life.” Lady “you“in, Nobody Knows”
— is exactly like that. Keiko Fukushima
performs a wonderful actress incarnation
- she is, in the most pejorative sense, a
woman-child; she is inherently infantile in
every sense of the word, and further loaded
with the characteristic irritating children
timbre of the voice. In this film by Kore-eda,
the image of the father is just... a passerby,
a DNA donor, no less irresponsible and
impersonal. Oddly, however, Kore-eda does
not humiliate or punish parents in any of
his films. On screen they even look kind of
likeable. But in reality, they are the ones
who create the social problem, not their
children.

The iconicity of the child in the Japanese
family culture is expressed by: kodakara
(literally, “child treasure”) representing the
idea that a child is a gift from heaven, and
through the idiom Kodomotachi no tame ni
- for the sake of the children. But this image
also undergoes various interpretations in
Kore-eda’s works. Even more interesting is

9 White, Merry Isaacs.(2002). Perfectly Japanese:
Making Families in an Era of Upheaval. Berkeley: University
of California Press, p.141
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the fact that the child in his films is faced
with taboos - the most vivid of which is that
of survival and acceptance of death. The
only exception is “Like Father, Like Son”,
where there is no death.

Kore-eda’s boys don’'t cry physically
- there is no place for tears in such a
dynamic, lonely, sometimes empty world,
in which you suddenly have to grow up, to
be stoic, and to persevere. They have to
somehow become older, wise, and mature,
in the prime of their childhood, long before
actually becoming so. Kore-eda’s boys cry
only very deeply, inside their own “Selves”.
They hide these invisible tears even from
themselves.

Hirokazu Kore-eda elegantly and
provocatively criticizes modernity by quietly
bringing to the surface inappropriate
questions related to the problems of the
average, ordinary person, who is part of (or
at least claims in their own way to be a part
of) the family and society. The object of study
is particularly interesting because the three
movies form an informal trilogy, and present
in different ways the themes of child-adult
relationships, child-child relationships, and
children-society ones. Hirokazu Kore-eda
shatters into little pieces the traditional
Japanese family template and the idea of
childhood as a space, ,as an ideally safe,
innocent, and carefree domain”°. The
stereotypes are shattered into little pieces
so that they can be rearranged into a new
puzzle, showing a new snapshot of the
situation.

The images of the boys in his three films
are created as mirror images. Adults - the
active participants in society - see their
reflections in these images. Mercilessly. In
order to understand who they are, how far

10 Montano, Jose. (2014). Rebellion and Despair.
Children and Adolescents in Recent Japanese Films.—
In: MediAsia / FilmAsia “2014. The Asian Conference

on Film and Documentary — Osaka, Japan. Nagoya: The
International Academic Forum (IAFOR), p. 58
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have come and where they are headed. The
moral framework surrounding the global,
restructured panorama of society is often
shocking. Painful. Sobering. Kore-eda’s
mastery, however, is exactly in the way he
is creating this surrounding frame - slowly,
piece by piece, building deep emotional
tension. At the same time, in his directorial
approach, the author never quite finishes
and tightens together the pieces of the
frame. He leaves free pieces. He leaves
room for hope through his open film endings
(which are typical of the three works:
“Nobody Knows”; “I Wish”, “Like Father,
Like Son”). The positive, which will unravel
negative seams in the pieces of the frame.
This way, thanks to the film message, the
viewer is given a chance to rearrange the
pieces of broken reality.

Hirokazu Kore-eda - as the author of
documentaries and feature films, always
deals with unusual stories. His thematic
axis is made from the pairs life-death;
moment-eternity; memory-present; illusion-
reality; what is desired-what is real. Kore-
eda is a restless visual archaeologist of
memories and deficits. He is inspired by the
empty spaces. And the bigger they are, the
better. Because it is from them, from the
seemingly nothing, that he builds his films
brilliantly. In the most laconic way, without
unnecessary dramaturgy and without
melodrama he manages to convey on the
screen the personal story. To finally get
to the main culprit of human drama: the
theorem of choice. While generally revolving
around the same thematic area, all his films
are very different, surprising and startling in
their own way.
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