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VERA MACKIE

ero gur

Ero guro is \the contraciion of the Japanese
transliteration or ecrotic-grotesque nonsense. Ero-
guro-nansensu was a dominant mode of aesthetic
modernism in Japan during the 19205 and 30s. It
influenced mass-dultural forms as diverse as the
detective and horrdr novel, commercial design and
softcore pornography. Ero-gure also strongly im-
pacted the social Ycientific fields of sexology,
psychology and urban anthropology. However, its
biggest influence was rigistered in'the explosion of
&9 guro mass-culture magazines.

The principal mobo \modern boy) magazine
Shinsetnen introduced the dwo main erg-gurg writers

popular detective and horr r novels drew on his
wide-ranging knowledge of karly Showa intellec-

wal thought, including Freulian psychoanalysis, -

gender and sexuality studies) and criminology.
Yumeno Kyusaku’s fiction took\up the themes of
sexuality, schizophrenia and JApanese colonial
imperialism. Another important\ erp guro figure
was Ozaki Midori, whose work privided feminist
treatiments of the thematics found % the male ero
guro: hybridity, the uncanny, human-machine
couplings, necrophilia and S&M.

Ero-guro influences and distinct genrds continue
to be popular and widespread in condemporary
culural forms, such as manga, anime and filn. What
Is often not recognised is the continuity Retween
Pre-war and post-war fascination with
themes in popular culure

Further reading

Silverberg, Miriam {1991) ‘The modern girl
militant’, in Gail Lee Bernstein {ed.} Recreatin
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apanese Homen, 1600-1943, Berkeley: Universiny
ok California Press, pp. 239-66.

MARK DRISCOLL

EROS PLYS MASSACRE sce Eros purasu
grakusatsu

Eros purasu gyakusatsu

The film Evos purgsu gyakusatsu {Fros plus Massacre,
1970) was directed\by Yoshida Yoshishige This self-
reflective monochrdyne film depicts the shooting of
a film about the idedlogical and romantic conflict
in the lives of Taishé\anarchist Qsugi Sakae and
feminist Ito Noe, who \were both murdered by a
gendarme in the afterriath of the 1923 Tokvo
Earthquake. The historica] incident on which the
film is loosely based is the Yjolent entanglement of
two feminist revolutionaries, \Noe and Itsuko, who
compete, struggle and even attgmpt to kill Osugi in
a triangular politics of desire. This storv gets told
through a female student radic researching the
Taisho era who ‘interviews’ Noe’s Yaughter “Mako’
plaved by Okada Mariko, who aiso §oubles as Noe.
As the idenrity separating Noe and Mako dissohves,

and modern technology to impede diegesis\in one
of the most radically dialectical avani-gardé\ films
ever made in Japan.

CHRISTINE MARRAN

experimental film and video

After introducing developments in the New York
experimental-film scene through articies in the late
1940s, Takiguchi Shizs formed Jikken Kobo in
1951, which established the post-war avani-garde
cinema. Their first films included Takiguchi's
FKanecalligraph (1953) and Silver Wheel (1955, which
was directed by Matsumoto Tashio, Yamaguchi
Katsuhiré and musician Takemitsu Toru. From
here, the energy shifted to Nihon Daigaku’s Film
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Society, where now-classic films like Concersation
betzeeen a Nail and g Sock [1938; and Sain {1962) were
produced. Ia the late 1960s. film-makers pooled
their energies in the Japan Film-makers’ Co-
operative. before creating the Underground Film
Centre in 1971 under the leadership of Kawanaka
Nobuthiro, Tomivama Katwsue and Nakajima Taka-
shi. They started a Cinematéque in Terayama
Shiiji’s Tenjdsajiki Thearre Troupe. featuring a bi-
monthly ‘new works showcase’. By 1976, when
Tenjosajiki closed down, they had shown some 650
works. Renaming themselves Image Forum, they
were the centre of the avant-garde into the 1990s,
with a regular screening programme, classes in
production and history, a distibution fist and an
excellent film journal. Since Image Forum con-
centrated primarily on fim, other crganisations
promoted video art, beginning with Video Hircba
(1972) and followed by Video Gallery Scan and
Video Cocktail, which was probably the first group
formed by artists who actually had their start in
video and not film or other arts. While there was
overdap with radical documentaries {see docu-
mentary film} in the i960s and 1970s, most
experimentai film and video in Japan has had a
siructural orientation rather than towards social
criticism.

ABE MARK NORNES

Expo %} was held in Osaka. Seventy-seven nations
participa¥d in this world exposition. For Osaka,
the Expo offered an opportunity to position iself i
the eves of the World, as well as the rest of Japan, as
no less of a vibtant and inernational city than
Tokyo. Osaka was a

from Tokvo by promot

-mpting to differentiate itseif
¢ the Kansai region as a
and development in
istent with this goal,

centre for new researc
science and technology. Con
the Expo featured a strong thedse of new science
and space technology, and exhibhg inciuded an
Apolle spacecrafi and a moon rock Sghibit. The
park facilities themselves also foregrounted Japa-
nese and, in particular, local Kansai ranspdyt and
technology industries, with a state-of-the-art pURlic
transport system inciuding a new monorail an

elecironic cars. Sixny-four miflion people atended
Expo 70.

SANDRA BUCKLEY

xporting Japanese culture

Alhough Japan has long been recognised as a
majpr exporter of a wide range of consumer goods,
therdhas been kittle attention paid to the role Japan
s an influential exporter of culure n the
orarv global marketplace or in more local
regionalicontexts within Asia. The dominant myth
of Japan\as imitator rather than innovator has
added to the tendency 1o ignore the significant role
played by JApan as cultural exporter over the late
twentieth cedgury.

An excellent example is hand-held video games.
Not only has Japan captured the giant share of the
hardware markey with the exmraordinarily success-
ful Sony Gamebdy, but Japanese game designers
are also dramarica¥y impacting the culwral space
- of an entire generation of
gh their definition of the
nature and paramet¥rs of that play. This
embedded not just in dpfrware code bur abso the
narrative, dialogue, imagk and sound/music of the
games marketed. The sake can be said for the
highly popular Japanese adime that fill much of
the international primetimeyselevision scheduling
for children. Then there is\ the Playstadon of
Nintendo plugged inte so Ypany middle-class
homes around the globe. Mygny parents and
children dre oblivious to the Jahanese origins of
much commercial contemporary\children’s pro-
gramming and gaming.

By their very nature, the cultural cymmodisies of
these global markets are not easily pinnkd to one sit®
of origin or production. A new release game might
be whoily designed in Tokyo or San Fr2
perhaps the narrative and dialogue are wrien in the
USA. the graphics created in the Philippinesand the
sound, voice and music recorded in Germany, whife
the plastic easing is moulded and assernbi o in
China. While some games are designed for g bal
refease, others continue w0 be first ested And
faunched in Japan and then translated and, \if
necessary, adapted to other markets, The widel

popular Pekemon C
pot released m their Es
welve months after th
the additonal effect
overseas market antic
orders. as with the 20-
Gold Pokemon version
The rapidly exps
market now rivals th
for the film and home
Jepanese-owned Som
that dominate this m
home entertainment.
faced by all the new
piracy and the related
who sell access and pir
As m the music indus
" low-cost pirated additi:
companies W MONitor
ness of the market for
video in Asia is raising
furure of more familia
copyright. It may bees
the Japanese compa
_ fapidly transforming
der the struciure of p
related processes of d
music industry, Sony b
position in the :egal fig
music technologies
continues to refine t!
apparent contradictio
reality. With the shift
technologies with rapi
features, the . potenti,
copyrighted materials
enly continue to dech
._hafdware innovations
industries will continur
= on the furure of the cui
@ at the interface of ¢
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Japan’s role as a
differendy at a region.
While contemporary
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