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ABSTRACT 

How are Aki Kaurismäki’s films interpreted in Japan, and how are these 

representations involved with the construction of Finnishness in Japan? This 

doctoral dissertation is about the othering of Finland in Japan via media 

representation.  

     The wholesomeness of Finland’s social institutions has been a focus of Japanese 

interest since the 1960s. Since around 2003, the Japanese media have used the term 

Finrando būmu (Finnish cultural boom or Finland boom) in reference to their 

representations of Finland. This term describes the growing interest in Finland and 

implies that Finland deserves attention because it is a ‘fascinating’ country. Whereas 

previous research on the idea of Finnishness in Japan has mainly focused on the 

period during and after the Finland boom, this study focuses on the period before 

the Finland boom as well, particularly by examining representations of Finnish 

director Aki Kaurismäki’s films in Japanese magazines.  

     This research examines how the idea of otherness, such as Kaurismäkiness and 

Finnishness, is constructed, produced, articulated and circulated in contrast to the 

idea of Japaneseness in reviews of Finnish director Aki Kaurismäki’s films in 

Japanese magazines. The study also addresses how film reviews in Japanese 

magazines – not only cinematic magazines but also general and popular magazines 

– involve the construction of otherness. In addition, it contributes an empirical 

analysis of how Kaurismäki’s films have been interpreted in Japan.  

     The main research question of the study is as follows: How are representations 

of Kaurismäki’s films articulated and used to construct Finnishness and Japaneseness 

in reviews in Japanese magazines? The targeted material of the research is review 

texts of Kaurismäki’s films in Japanese magazines issued from 1990 to 2008. The 

study employs the interpretative qualitative content analysis also known as 

representation analysis. Representation, which is based on the constructionist 

approach in this study, refers to practices and processes of constructing, producing, 

articulating and circulating meanings in media space in order to frame and 

understand the world. 

     The empirical analysis demonstrates that interpretations of Kaurismäki’s films in 

Japanese reviews can be divided into two temporal phases: (1) from 1990 to 2003 
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and (2) after 2003. This division is related to the Finland boom media trend, changes 

in the Japanese film industry and the increase in international attention to 

Kaurismäki’s films. The analysis demonstrates that the idea of Kaurismäkiness is 

constructed via an ‘us’ versus ‘them’ dichotomy, and the meanings of 

Kaurismäkiness and Finnishness are flexibly transformed: they are split off and 

sometimes articulated as intertwined with each other, depending on the context. 

During the first phase, Kaurismäki’s films were interpreted as legitimising the 

collectively shared imagination of what was referred to as the ‘essence of Japanese 

culture’. Kaurismäkiness is abstracted from the Finnish context and is instead 

associated with the Japanese context and constructed as resonant with Japaneseness. 

Finland is represented as a remote country or as a periphery in Europe producing an 

eccentric film director whose cinematic style is not yet sophisticated. During the 

second phase, the reviews created a metonymic link between Kaurismäki’s films and 

Finland, and the films were interpreted as accurate representations of Finland. At 

the same time, the idea of Finnishness was also articulated to identify similarities 

between Finland and Japan. The analysis demonstrates that this practice of 

representation corresponded to a market demand in the context of the Finland boom 

in which Finland is represented, on the one hand, as a fascinating country, and on 

the other hand as Japan’s reachable and attainable Other.  

     The empirical analysis also highlights that the idea of otherness works flexibly as 

a mediating bridge between the Other and the Self and produces a polysemy of 

meanings depending on the context. The processes of creating the idea of 

Japaneseness confirms the Self, and the ideas of Kaurismäkiness and Finnishness are 

flexibly transformed and articulated with certain ideas and concepts (Japanese hard-

boiled style, silence and smallness, the Finland boom) in certain contexts. The case 

of Japanese reviews of Kaurismäki’s films demonstrates that within the construction 

of the Other, two types are intertwined: a symbolic exclusion and a symbolic 

inclusion. At the same time, these types contest each other. The analysis shows that 

the representational practices mark not only boundaries of differences and 

similarities but also an ambiguous boundary between ‘us’ and ‘them’. The fluidity of 

meanings observed in this study illuminates that Finland is a convenient Other that 

can be interpreted and translated according to audiences’ and consumers’ desires.  

     The analysis also identifies that Japanese interpretations of Kaurismäki’s films 

were imported from outside Japan via press sheets and famous film scholars and 

reviewers, and that they were located in and articulated with other representations 

and produced their own meanings of films in the context of Japan. Certain topics 

and themes are selectively chosen to interpret Kaurismäki’s films in the Japanese 
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reviews (e.g., the theme of the silence of ordinary people, but not that of social class). 

The national and transnational articulation and circulation of representations of 

Kaurismäki’s films produced the common frameworks used to interpret his films in 

Japanese reviews. This study illuminates how film reviews in Japanese magazines 

take part in the construction of otherness, and how the commercial requirements of 

film reviews influence the way in which the reviews are written. 

 

Keywords of the dissertation: constructivism, otherness, representation, film 

reviews, Aki Kaurismäki, Kaurismäkiness, Finnishness, Japaneseness 
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TIIVISTELMÄ 

Miten Aki Kaurismäen elokuvia on tulkittu Japanissa ja kuinka representaatiot 

rakentavat mielikuvaa suomalaisuudesta? Tässä väitöskirjassa tutkitaan japanilaisissa 

mediarepresentaatioissa rakentuvaa mielikuvaa Suomesta Toisena (othering Finland). 

     1960-luvulta lähtien Suomi on saanut Japanissa huomiota yhteiskunnallisesta 

edistyksellisyydestään. Vuodesta 2003 lähtien japanilaisessa mediassa on esiintynyt 

uudenlainen Suomi-representaatio termin Finrando būmun (suomalaisen kulttuurin 

buumi tai Suomi-buumi) yhteydessä. ”Suomi-buumi” -termi kuvaa kasvavaa 

kiinnostusta Suomeen ja sisältää ajatuksen Suomesta ’kiehtovana maana’ japanilaisille. 

Aikaisempi suomalaisuuden mielikuvaa Japanissa käsittelevä tutkimus on keskittynyt 

Suomi-buumin aikaan tai aikaan sen jälkeen. Tässä tutkimuksessa analysoidaan 

suomalaisen elokuvaohjaajan Aki Kaurismäen elokuvien representaatioita 

japanilaisissa aikakauslehdissä myös ennen Suomi-buumia.  

     Tutkimuksessa analysoidaan Toiseuteen liittyviä käytäntöjä ja prosesseja; sitä, 

miten kaurismäkiläisyys (Kaurismäkiness) ja suomalaisuus asettuvat japanilaisuuden 

kanssa vastakkain ja kuinka Toiseutta rakennetaan, tuotetaan, artikuloidaan ja 

kierrätetään japanilaisessa sosiaalisessa ja kulttuurisessa kontekstissa. Tutkimuksessa 

analysoidaan, kuinka elokuva-arvostelut ovat osa kansallista 

mielikuvanrakentamisista; analyysimateriaalina eivät ole vain elokuvalehdet vaan 

myös populaariaikakausilehdet. Tutkimuksen empiirisessä osuudessa kuvataan, 

kuinka Kaurismäen elokuvia on tulkittu Japanissa.  

     Keskeinen tutkimuskysymys on, miten Kaurismäen elokuvia representoidaan, 

miten representaatioita artikuloidaan ja käytetään mielikuvien rakentamiseen 

suomalaisuudesta ja japanilaisuudesta. Tutkimusaineistona ovat elokuva-arvostelut ja 

tekstit, joita on julkaistu aikakauslehdissä 1990-2008. Analyysimenetelmänä 

käytetään laadullista sisällön analyysia, jota kutsun representaatioanalyysiksi. 

Representaation käsite perustuu tässä tutkimuksessa konstruktionistiseen 

näkemykseen. Käsitteellä viitataan sellaisiin käytäntöihin ja prosesseihin, jotka 

kiertävät mediassa ja kantavat symbolista sisältöä ja siten luovat merkityksiä ja 

rakentavat/tuottavat sosiaalista todellisuutta. 
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     Empiirisen analyysin perusteella Kaurismäen elokuvien tulkinnat japanilaisissa 

arvosteluissa voidaan jakaa kahteen ajanjaksoon: (1) vuodesta 1990 vuoteen 2003 ja 

(2) vuodesta 2003 eteenpäin. Tämä jako mukailee Suomi-buumin ajankohtaa 

mediassa. Analyysi osoittaa, että mielikuvaa kaurismäkiläisyydestä rakennettiin ‘me 

(us)’ ja ‘muut (them)’ vastakkainasettelun kautta, ja että kaurismäkiläisyyden ja 

suomalaisuuden merkitys muuttuu joustavasti kontekstista riippuen. Japanilaisissa 

aikakausilehdissä Kaurismäen elokuvien tulkitaan legitimoivan japanilaisten 

kollektiivisesti jakamaa mielikuvaa, joka nimetään ’japanilaisen kulttuurin 

olemukseksi’.  Termi kaurismäkiläisyys on kuitenkin irrotettu Suomen kontekstista; 

sen sijaan se suhteutetaan japanilaiseen kontekstiin ja konstruoidaan japanilaisuutta 

resonoivaksi. Suomi kuvataan syrjäisenä maana, Euroopan periferiana, joka on 

tuottanut eksentrisisen elokuvaohjaajan. Vuoden 2003 jälkeen elokuva-arvosteluissa 

aletaan luoda metonyymistä linkkiä Kaurismäen elokuvien ja Suomen välille, ja 

elokuvia tulkitaan Suomen representaationa. Kaurismäkiläisyydestä tulee joissain 

tapauksissa Suomen merkitsijä (signifier). Mielikuvaa suomalaisuudesta käytetään 

Suomen ja Japanin välisten samankaltaisuuksien löytämiseen. Taustalla on myös 

kaupallinen tarve hyödyntää Suomi-buumia ja esittää Suomi trendikkäänä maana, 

joka on japanilaisille saavutettavissa oleva Toinen (the Other).  

     Empiirinen analyysi osoittaa, että toiseuden idea toimii joustavasti siltana Toisen 

(the Other) ja Itsen (the Self) välillä ja tuottaa kontekstista riippuen samanaikaista 

monimerkityksisyyttä. Japanilaisuuden ideaa luovat prosessit vahvistavat 

japanilaisten käsitystä itsestä (the Self), ja käsitteitä kaurismäkiläisyys ja suomalaisuus 

muunnellaan ja artikuloidaan eri konteksteissa joustavasti käyttäen 

käsitteitä ”Japanese hard-boiled style”, hiljaisuus ja pienuus sekä Suomi-buumi. 

Japanilaisissa elokuva-arvosteluissa on kietoutunut toisiinsa kaksi toiseuden 

rakentamisen tyyppiä; symbolinen ekskluusio ja symbolinen inkluusio. Samalla nämä 

tyypit myös kilpailevat keskenään. Toiseuden rakentuminen Kaurismäen elokuvien 

ja Suomi-mielikuvien kautta ei tuo esille vain selkeitä eroja ja samanlaisuuksia vaan 

myös sen, kuinka häilyvä raja käsitteiden ’me (us)’ ja muut (them)’ välillä on. 

Merkitysten muuntuvuutta kuvastaa tässä tutkimuksessa se, kuinka Suomeen liitetty 

Toiseus voidaan helposti tulkita ja muuntaa kulloisenkin yleisön ja kuluttajien 

toiveiden mukaan. 

     Tämän väitöskirja valottaa sitä, kuinka Kaurismäen elokuvia on tulkittu Japanissa. 

Tutkimuksen empiirisen analyysin perustella tulkinnat Kaurismäen elokuvista tuotiin 

Japaniin ulkomailta lehdistötiedotteiden sekä tunnettujen elokuvatutkijoiden ja 

arvostelijoiden kirjoitusten välityksellä. Kaurismäen elokuvien muissa maissa yleistä 

tulkintaa (suomalaisuuden manifestaatio, tavallisten ihmisten pienuus ja hiljaisuus 
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sekä intertekstuualiset viittaukset) sovellettiin hänen elokuviensa tulkinnoissa 

Japanissa, mutta niille annettiin myös muita merkityksiä. Muualla kuin Japanissa 

tehtyjä Kaurismäen elokuvien tulkintoja muokattiin paikallisiksi ja suhteutettiin 

muihin representaatioihin ja siten ne loivat omia merkityksiä japanilaisessa 

kontekstissa. Japanilaisissa elokuva-arvosteluissa on Kaurismäen elokuvista nostettu 

esiin vain tiettyjä aiheita ja teemoja (esim. tavallisten ihmisten hiljaisuuden teema, 

mutta ei sosiaaliluokan teemaa). Kaurismäen elokuvien representaatioiden 

kansallinen ja kansainvälinen artikulaatio ja kierrätys ovat siten luoneet yhteistä 

elokuvien tulkintakehystä, jota käytettiin japanilaisten elokuva-arvostelujen 

tulkinnoissa. Tässä tutkimuksessa valotetaan sitä, kuinka japanilaisten lehtien 

elokuva-arvostelut konstruoivat Toiseutta ja kuinka kaupallinen ajattelu vaikuttaa 

tapaan, jolla arvosteluja kirjoitetaan. 

 

Avainsanat: Konstruktivismi, Toiseus (Otherness), representaatio, elokuva-

arvostelu Aki Kaurismäki, kaurismäkiläisyys, suomalaisuus, japanilaisuus 
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PROLOGUE: WHY KAURISMÄKI, AND WHY FINLAND AND JAPAN? 

 

This doctoral dissertation was inspired by my personal relationship with Finland. 

Finland was for me, in the beginning, Aki Kaurismäki’s country. I encountered 

Kaurismäki’s films at Cineteca di Bologna when I was studying communication 

studies and semiotics as an exchange student in Italy. I found that I liked his films 

very much, and I was very excited to see the actor Kati Outinen at the theatre when 

she visited Bologna for the film’s promotion.1 Outinen was the first Finnish person 

I had ever met (as far as I know). After my stay in Italy, I encountered another film 

related to Finland, Kamome Shokudo (Kamome Diner, 2006) in Japan.2 My initial 

exposure to Finland was, then, through films. 

     Since I first became interested in Finland, I began to observe representations of 

Finland in Japan. I read articles on Finland and its people, culture, and society in 

Japanese. I also had opportunities to write about Finland as a freelancer in Japan. My 

work described the attractiveness of Finland for readers unfamiliar with the country 

or those who wanted to learn more. I thought about the qualities of Finland that 

would be appealing to readers, and I discussed differences between Finland and 

Japan in my articles. I also emphasised some similarities between the nations that 

could be attractive to someone who knows little about Finland. Reflecting on these 

experiences as a researcher and author of this thesis, I can say that I was involved in 

both the reception and production of the idea of Finnishness – that is, the practice 

of ‘othering’ Finland in Japan. 

                                                   
1 Kati Outinen visited Cineteca di Bologna for the promotion of Kaurismäki’s film Lights in the Dusk 
in 2006. 

2 The film describes the Kamome Diner (Ruokala Lokki in Finnish, かもめ食堂 in Japanese), literally 

meaning Sea Gull Diner, a small Japanese-style restaurant that Sachie, a 38-year-old Japanese woman, 
opens on a street corner in Helsinki. The film captured the heart of Japanese audiences, especially 
female audiences and slowly gained a massive following. It became a box-office hit, ultimately reaching 
the top five at the Japanese box office in 2006 (Fuse, 2012). 
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     I moved to Finland in 2011 to conduct my dissertation project at Tampere 

University3 and to live with my Finnish spouse. At the beginning of my doctoral 

dissertation project, my focus was primarily on how the idea of Finnishness was 

constructed in Japanese texts. I explored this through a textual analysis of 

interpretations of Kaurismäki’s films that appeared in reviews in Japanese magazines. 

I sought to understand the language, symbols and/or pictures present in the texts to 

learn how the idea of Finnishness was portrayed. This is how I discovered that 

critiques of his films connected the ideas of ‘Kaurismäki-ness’ and ‘Finnish-ness’, 

and there were two distinct phases in these representations. How Kaurismäkiness 

and Finnishness, in relation to Kaurismäki’s films, were depicted from 1990 to 2002 

was different from the representations after 2003. The watershed appeared to be 

2003, which marks the beginning of the so-called Finland boom in Japan. Before 

2003 Finland is represented as a remote country from which a talented artist could 

never appear, or as a periphery producing an eccentric film director whose cinematic 

style is not yet sophisticated. After 2003, however, the representation of 

Kaurismäki’s films and Finland turns in a positive manner by describing Finland as 

trendy country.4   

     In the process of completing my dissertation, I noticed that the first phase of 

interpretation of Kaurismäki’s films in Japanese magazines (1990–2002) overlapped 

with the emergence of a new phenomenon on ‘others’ in popular culture. Japan 

began to follow trends in Asian countries, including South Korea, Vietnam, Thailand 

and even a region of Japan, Okinawa, rather than Western countries such as the 

United States and those in Europe, which had dominated the Japanese imaginary of 

foreign countries since the nineteenth century.5 Previous research indicates a shift 

away from the West, as Japan’s Other, to Asia, especially in the context of the 

consumer culture in the late 1980s and the 1990s, and claims that, in the first case, 

                                                   
3 When I enrolled at the university in 2011, the official English name of the university was the 
University of Tampere. 

4  The expression ‘Finrando būmu’ (フィンランドブーム  in Japanese; Finnish cultural 

boom/Finland boom in English) began to appear in the Japanese media around 2003. This concept 
expresses a heated interest in Finland and implies that Finland deserves attention because it is a 
‘fascinating’ country (Mitsui, 2012) to the Japanese. I will return to the Finland boom in Chapter 1.1.1. 

5 This phenomenon of Japan’s Other is discussed in Chapter 3.3. The concept of the Other here means 
symbolic or imaginary entities that are conceptualised via representation. In this study, I use ‘the Other’ 
with a capital ‘O’ in order to distinguish it from the term ‘other (s)’ that refers specific people and 
objects. My understanding of the Other is distinguished from the Lacanian psychoanalytical concept 
of the Other as psychoanalytic knowledge. The concept of the Other in the study refers to cultural 
products that are collectively represented and imagined in specific time and space. In order to construct 
and produce the symbolic entity of the Other to constitute the Self, otherness is represented in media. 
Issues of the Other and otherness are discussed in Chapter 3.3.1 and Japan’s Other in Chapter 3.3.2. 
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Japan was positioned as the inferior Self to the West, whereas in the latter case, Japan 

was the superior Self to the Asian countries and to Okinawa (Clammer, 1997, 2001; 

Iida, 2002; Iwabuchi, 1994, 2002a, 2002b, 2004, 2010, 2015; Kang & Yoshimi, 2001; 

Ko, 2010; Okada, 2003; Yoshimoto, 1989; Yoshino, 1992, 1997). This observation 

shifted my attention more to the context in which reviews of Kaurismäki’s films 

were produced. 

     In addition, my own situation gradually changed. In the process of adjusting to 

Finland, I have felt partly like an outsider while also gaining a feeling of increasingly 

becoming an insider. I have been involved in Finnish society, for example, through 

my doctoral study at the university and through my son’s kindergarten and school 

life. I am also currently working at the University of Helsinki as a Japanese-language 

teacher. I have become more aware that my position offers an image of Japaneseness 

to my students. The readings I give them have an impact on their image of Japan. 

For some of my students, I might be the first ‘real-life’ Japanese person they have 

ever met. Through both my research process and my own experience, I have come 

to recognise that national and cultural identities are fluid. Subsequently, I shifted my 

research project’s focus and aim to not only analyse textual-level factors but also to 

approach the cultural and social contexts in which the texts were produced. 

Therefore, this doctoral dissertation reflects, and is partly involved with, my own 

intercultural experience in Finland and Japan.6   

     This study is about the cultural practice of othering in contemporary Japanese 

media. It focuses on representations of otherness in media and examines the 

processes and practices of their construction, production, articulation and circulation. 

Specifically, this research examines how the idea of otherness, such as 

Kaurismäkiness and Finnishness, is constructed, produced, articulated and circulated 

in contrast to the idea of Japaneseness in reviews of the Finnish director Aki 

Kaurismäki’s films in Japanese magazines in the social and cultural contexts of 

                                                   

6 Another motivation to conduct this research came up at international conferences. I have often been 
asked the following questions at these events: ‘Why do you study the case of Kaurismäki’s films in 
Japan?’, ‘Isn’t Finland as a case very small? Wouldn’t it better to deal with other cases, such as those 
of Sweden or England?’ These questions imply a biased position on the choice of research topic. They 
allowed me to recognise that the case of Finland in Japan might be considered as marginal or minor 
in the academic context, although it is problematic to try to define what marginal or minor is. Valaskivi 
(1999) refers to the value of studying Japanese topics in Finland in her dissertation. She mentions that 
the constant questions she encountered during her work, such as ‘Why do you study Japanese 
television and drama?’ made her realise her own motivation and recognise the socio-cultural and 
historical background that created the justification for her work. 
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Japan.7 The targeted materials of this study are Japanese reviews of Kaurismäki’s 

films published from 1990 to 2008. How are Kaurismäki’s films interpreted and 

located in the Japanese context, and how are they involved with the practices of 

othering Finland in Japan? This study also addresses how film reviews in Japanese 

magazines – not only cinematic magazines but also general and popular magazines 

– affect the construction of otherness. In addition, it contributes an empirical 

analysis of how Kaurismäki’s films have been interpreted in Japan. Previous research 

on the idea of Finnishness in Japan has mainly focused on the period during and 

after the Finland boom; this study focuses on the period before the Finland boom 

as well, particularly by exploring representations of Finnish director Aki 

Kaurismäki’s films in Japanese magazines. 

     The following subchapters discuss the background and significance of this 

research: the representation of Finland in Japan, the Finnish director Aki 

Kaurismäki’s films and approaches to film reviews. In Chapter 1.2, I present the 

research questions and the structure of this thesis. 

                                                   
7 ‘Review’, in this study, refers to some form of text that focuses on Kaurismäki’s films (see note 20 
and chapter 2.3.1.) 



 

24 

1 INTRODUCTION 

1.1 Background and significance of the research 

1.1.1 Finland in Japan: The idea of Finnishness 

This subchapter first presents how the Japanese media have focused on Finland, 

especially regarding representations of ‘Finnishness’. In addition, previous studies on 

the idea of Finnishness are reviewed. 

     The wholesomeness of Finland’s social institutions has been in a focus of 

Japanese interest since the 1960s (Ipatti, 2019a, 2019b; Mitsui, 2012; Momose & 

Ishino, 2007; Yoshitake, 2003). 8  Japanese sociologists have followed the 

developments of social institutions in Nordic countries and published research on 

Finland from the perspective of the welfare state, gender-equal culture and high-tech 

society. Japanese politicians have also been interested in the Nordic countries as 

Hokuō (北欧 in Japanese; collectively, Northern Europe),9  a group of small but 

strong nations. These modern and politically autonomous nations interested 

Japanese politicians who were concerned with building Japan into a modern nation 

(Mitsui, 2012; Yoshitake, 2003).     

     In recent years, the interest in Hokuō became popularised and has attracted more 

attention from wider audiences and groups of consumers (Ipatti, 2019a, 2019b; 

Iwatake, 2010; Leikos & Villberg, 2009; Mitsui, 2012; Takeuchi, 2016). Since around 

2003, the Japanese media have used the term Finrando būmu (Finnish cultural boom 

                                                   

8 The first publication on Finland for general readers was Hokuō wo iku (Visiting Northern Europe), 

written by Seijirō Kondō, Toshio Ōdate, and Teru Morie in 1966. Prior to this, the first Finnish-

language textbook and dictionary were published: Finrando 4 shūkan (フィンランド語 4週間; Finnish 

Language for Four Weeks), by Yoshii Ozaki (1952), and Finrando-go jiten (フィンランド語辞典; Finnish-

Japanese Dictionary), edited by Juichirō Imaoka (1963). 

9 The term Hokuō in Japanese mostly refers to both the geographic area and the nations of Finland, 

Sweden, Norway, Denmark, and sometimes Iceland. There is a similar term, Sukanjinabia (スカンジ

ナビア in Japanese; Scandinavia). This term focuses on the geographic area of Nordic countries as 

one entity and also refers to Finland, although in geographic terms it is not in fact a part of Scandinavia. 
It is used mainly in publications focusing on travel, for example, travel guidebooks (e.g., ingectar-e, 
2014; Yanagisawa, 2005).  
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or Finland boom) in reference to their representations of Finland. 10 The 

representation of Finland as ‘trendy’ (Leikos & Villberg, 2009) was initiated by the 

news of the good test results of Finnish pupils in the Programme for International 

Student Assessment (PISA) in 2003, administered by the Organisation for Economic 

Co-operation and Development (OECD) (Mitsui, 2012; Takeuchi, 2016). The 

utopian, idealised image of Finnish people and culture had a great deal to do with 

the recent news about Finnish pupils’ competitiveness (Mitsui 2012, p. 16). The 

Japanese film Kamome Shokudo (かもめ食堂 ; Kamome Diner, 2006) can be 

considered another factor that drew attention to Finland. Since it was the first 

Japanese film set in Finland, the film has often been interpreted as representing 

Finland (Iwatake, 2007, 2010). The film’s production was supported by MEK 

Finnish Tourist Board, Finnair and the Finnish Embassy in Japan. The term ‘Finland 

boom’ actually began to spread among the general public after the release of this film 

(Fuse, 2012). 

     Economic effects of Finland’s image in Japan have overlapped with the 

emergence of the term ‘Finland boom’. For example, the number of Japanese 

tourists visiting Finland began to increase (Statistics Finland, 2004–2018). 11  

Accounts of ‘the Finnish method’ of education (e.g., Kitagawa, 2005) and business 

management (e.g., Yada & Yada, 2006) have been published. Reports on Finnish 

design (e.g., Hashimoto, 2017), architecture and lifestyle (e.g., Horiuchi, 2008; 

Kutsuke, 2008, 2011; Kutsuke & Servo, 2009; Pieni Kauppa, 2015; Sugano, 2005) by 

Japanese authors have created a specific genre of its’ won with a guaranteed 

readership (Mitsui, 2012). Finland has been written about not only by scholars but 

also by commentators, journalists and writers for non-academic and popular 

publications.12 In this popular discourse, Finland is described as a social-democratic 

state that guarantees its citizens a high quality of life and social equality (e.g., Fujii-

Niemelä & Takahashi, 2007; Horiuchi, 2008; Masuda, 2008; Takahashi, 2007). 13    

                                                   
10 Takayama uses ‘Finnish boom’ (Takayama, 2009, p. 51) and Iwatake uses ‘Finland boom’ (Iwatake, 
2010, p. 209).  Mitsui (2012) does not name the phenomenon with a specific term, even though 
referring to the observed phenomenon of certain attention to Finland in Japan. In this thesis, I use the 
term ‘Finland boom’, since it most frequently appears in media, and this English translation shows a 
sort of connection with Japanese the term Finrando būmu. 

11 Before the pandemic, the number of Japanese tourists visiting Finland continued to increase steadily. 
They were recorded as seventh among the total number of foreign tourists overnighting in Finland in 
2015 (Nights spent by foreign tourists in Finland by Statistics Finland, 2015). 

12 As mentioned in Prologue, I also wrote some articles about Finland as a Japanese resident in Finland. 
13 According to Takayama (2009), this image resonates with the traditional Japanese progressive, social-
democratic discourse of justice, equality, rights and democracy. 
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     As representations of Finland have become widely circulated, topics that were 

common before the emergence of the term ‘Finland boom’, such as Kaurismäki’s 

films, have also begun to be reinterpreted in this context. People with some fame 

who have Finnish origin have come to be described through their Finnishness. Aki 

Kaurismäki became ‘the best and the only renowned Finnish director in the world’.14 

Composer Jean Sibelius and architect Alvar Aalto are described as artists who 

obtained inspiration for their works from Finnish nature. Tove Jansson is admired 

for her precision in describing Finnish nature, lifestyle and cultural values in her 

works.  

     Research on Finland conducted in Japan has mostly appeared since the 2000s. 

The focus has been on Finnishness and included topics such as cultural industry, the 

educational system and tourism. The idea of Finnishness carries values as a 

commodity. For instance, Mūmin (ムーミン in Japanese; Moomin) has become 

ubiquitous in Japan’s commodity landscapes, appearing on various products and in 

popular culture, including TV commercials (Mitsui, 2012, p. 6). Arabia and Iittala 

(brands of tableware and kitchenware), Marimekko (a brand of textile and clothing 

design) and Artek (a brand of functionalist furniture founded by Alvar Aalto) all have 

a position in Japan’s commodity landscape as Finnish products and are consumed 

by tourists. The value of these products is in their immaterial Finnishness, such as 

the manner, nature-friendliness and richness of the Finnish lifestyle (Fuse, 2012; 

Iwatake, 2010). The commodified idea of Finnishness is also inevitably intertwined 

with its representation in media, through advertisements. 

     Studying cultural industries, Mitsui (2012) discusses the construction of the idea 

of Finnishness in Japan through the analysis of the popularity of Moomin. According 

to Mitsui (2012, p. 7), ‘The Moomin represent and mediate the nostalgic yearnings 

for the recent past, while enabling the imagination of and fantasies for alternative, 

utopian futures’. She claims that ‘the Finnish society’ is imagined as ‘Japan’s 

potentially attainable utopia or a parallel universe by way of the nostalgia felt for the 

original, authentic state of Japan before its economic growth in the 1970s’ (Mitsui, 

2012, p. 17). She interprets the Finland boom phenomenon in relation to 

Nihonjinron,15 Japan’s dominant identity discourse, which has been constructed as 

essential national and cultural traits in various texts. She concludes that the utopian 

discourse on Finland can be considered a new discourse on Japaneseness.  

     By interviewing Japanese consumers, Leikos and Villberg (2009) examined how 

the idea of Finnishness is consumed in Japan. They focus on the meanings of 

                                                   
14 For example, Komatsu (2005), Niskanen (2018) and Tōyama (2003). 

15 The issue of Nihonjinron is discussed in Chapter 3.3.2. 



 

27 

Finnishness that Japanese consumers create and negotiate discursively when 

consuming Finnish design products.16 Their study demonstrates that the image of 

Finland as a country of natural elements such as forests and lakes is a good source 

of background stories and symbolic meanings for Finnish design products (Leikos 

& Villberg, 2009, pp. 55–63). They also observe that people mention a similarity of 

aesthetic ideals between Finland and Japan (Leikos & Villberg, 2009, p. 57). 

     In educational research, Takayama (2009) explores the discursive uses of Finnish 

education reform in the Japanese education reform debate. He discusses how the 

symbolic signifier ‘Finnish education’ is used to construct a given truth about the 

state of Japanese education and to legitimise Japanese progressive commentators’ 

arguments. He concludes that the Japanese progressive journalists and writers 

mobilised a highly romanticised image of Finnish education to justify particular 

versions of the reality of the Japanese education systems (Takayama, 2009, pp. 67–

68). Takeuchi (2016) also points out the political nature of referencing the Finnish 

educational system in the Japanese education debate. The author addresses why a 

Finnish education boom occurred in Japan, why Japanese society needed such a 

boom and how this boom reflects a desire to transform the Japanese education 

system. She indicates the arbitrariness of information selection in discourses of 

Finnish education in Japan, and argues that the representation of the Finnish 

educational system in Japan reflects Japanese aspirations to seek a new model that 

might provide a temporary solution to problems in Japan. 

     Mikako Iwatake examines the Japanese film Kamome Shokudo as ‘a case of localised 

production and consumption of new cultural knowledge and the imaginary, located 

at junctions and disjunctions of transnational flows of culture’ (Iwatake, 2010, p. 

203). As she analyses the film as representing Finland as ‘a place of a different 

temporal order and unhurried lifestyle where the Japanese can heal’ (Iwatake, 2010, 

p. 204), she demonstrates that the film provides a story of a transnational ‘imagined 

community’ that is imagined by the protagonists of the film, three Japanese women 

in Finland. According to her, otherness in the film, such as Finnishness and 

Japaneseness, is imagined, constructed, represented and contested, and the film 

becomes ‘a battleground over the meaning of otherness’ (Iwatake, 2010, p. 217).  

     In sum, the studies reviewed here have demonstrated how the idea of Finnishness 

is used: as the ideal other for the Japanese people (Mitsui, 2012); as a symbolic 

                                                   
16 The brands that are popular in Japan as Finnish designs are often appreciated by Finns themselves 
when representing Finland (Iwatake, 2010, p. 204). Iwatake (2010, p. 204) points out that ‘these 
significant cultural artefacts of Finnish modernity are translated in Japan to create an image of 
simplicity, closeness to nature, tranquillity, and a sense of healing and warmth’. 
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signifier to fulfil the Japanese consumers’ desire (Leikos & Villberg, 2009); as an 

external reference to legitimise a particular argument in the educational debate 

(Takayama, 2009; Takeuchi, 2016); and as a source to construct a transnational 

‘imagined community’ (Iwatake, 2010). These studies have also illuminated that 

Finnish people, culture and society are imagined as an entity that defines a realm of 

Japanese equivalents. In other words, representations of Finland appear as 

representations of Finnishness in the sense that ‘Finland’ is not a real entity. 

     This work joins the strand of research that studies the cultural construction of 

Japaneseness. Here this is done through looking at the representation of Finnishness 

in the Japanese media. The study explores the flexibility, fluidity and ambiguity of 

the dynamics of representation in Kaurismäki’s films and the ideas of Finnishness 

and Japaneseness. The representation of Finland appears as a complex set of 

practices and a process dissimilar to the traditional representation of the West in 

Japan. In this sense, the study confounds the picture from previous research on the 

Western Other. As mentioned in the Prologue, the timeframe of the targeted 

materials of the study overlaps with the emergence of a new phenomenon of ‘others’ 

in popular culture, shifting away from the West, as Japan’s Other, to Asia, especially 

in the context of Japanese consumer culture. A further contribution of this work is 

to look into periods both before and after the Finland boom by exploring 

representations of Finnish director Aki Kaurismäki’s films in Japanese magazines.  

1.1.2 Aki Kaurismäki’s films and previous research on them 

Aki Kaurismäki is a Finnish filmmaker, who was born in 1957 in Orimattila in south-

central Finland. He began his career as a co-screenwriter and actor in the film The 

Liar (Valehtelija), made by his older brother, Mika Kaurismäki. The film was Mika’s 

final project at Munich’s University of Film and Television, and it won the Risto 

Jarva Prize at Tampere’s Short Film Festival in 1981. The brothers together founded 

the production company Villealfa Film Productions. 

     Aki’s first work as an independent filmmaker was Crime and Punishment (Rikos ja 

rangaistus) in 1983, an adaptation of Dostoyevsky’s novel. His third feature, Shadows 

in Paradise (Varjoja paratiisissa, 1986), was selected for the Directors’ Fortnight at 

Cannes in the spring of 1987 as well as for the Toronto International Film Festival 

later in the year. Subsequent films were selected for prestigious festivals, such as the 
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Toronto, Berlin or Cannes festivals. At the time of writing, Kaurismäki has produced 

18 long films, three documentaries, and 12 short films.17 

     Kaurismäki’s films have been distributed in the world market (Kääpä, 2010), and 

he has established an international reputation for producing art-house films (Kääpä, 

2010, 2012; Nestingen, 2013). The film The Man Without a Past won the Grand Prix 

and the Prize of the Ecumenical Jury at the 2002 Cannes Film Festival and was 

nominated for an Academy Award in the Best Foreign Language Film category in 

2003. The nominations and awards received for The Man Without a Past secured the 

director’s status as a leading figure in contemporary auteur cinema (Nestingen, 2013, 

p. 13). Kaurismäki’s most recent film The Other Side of Hope won the Silver Bear for 

Best Director award at the 67th Berlin International Film Festival in 2017.18 

     Kaurismäki’s films display a continuity of narrative style and mode. Typically, the 

protagonist is displaced and isolated by a trip, a conflict, or another unexpected but 

not unusual events (Elsaesser, 2010; Werner, 2004). The character struggles 

unsuccessfully in this new context to establish themselves until they finally 

experience a recovery. Stylistic consistency is evident in the films’ static camera, 

anachronistic scene, colour design, lighting, and darkly ironic humour (Austin, 

2018a; Nestingen, 2018; Seppälä, 2018). Critics and scholars often characterise the 

style of Kaurismäki’s films as silent, focused on an anti-hero and having old-

fashioned aesthetics, which critics contrast to the determined achievers, acrobatic 

camera movements and glossy look of mainstream cinema produced in Europe and 

the United States (e.g., Austin, 2008a; Kyösola, 2004; Schepelern, 2010; von Bagh, 

2006). 

     Kaurismäki’s films have often been interpreted as a manifestation of ‘Finnishness’ 

or ‘Nordicness’ (e.g., Kääpä, 2007, 2010, 2018; Nestingen, 2004; Schepelern, 2010; 

Soila, 2003). Some scholars have addressed and challenged the idea of ‘Finnish 

national cinema’, which considers Kaurismäki’s films as an example and focuses on 

transnational dimension of his productions (Bacon & Seppälä, 2016; Kääpä, 2010, 

2018; Nestingen, 2005). Koivunen (2006) claims that the term ‘Finnish’ has been 

used as a cultural reference to describe Kaurismäki’s films in the international and 

Finnish context for high visibility on the international festival circuit, prestigious 

nominations and awards. Since they are recognisably ‘Finnish’ in terms of cultural 

references and public image, Kaurismäki’s films are exportable and appealing to an 

                                                   
17 Of these films, 18 long films, one documentary film and five short films were screened in Japan. 
The screening of Kaurismäki’s films in Japan is discussed in Chapter 5.1. 

18 I appeared in this film as an extra-actor playing a Japanese tourist who visits sushi restaurant in 
Helsinki. 
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international audience, and he is known as Finland’s greatest filmmaker (Koivunen, 

2006, p.133). National cinema becomes transnational through the importance of film 

festivals – in particular, the international film festival circuit – as the viable network 

of circulation and distribution of films (Elsaesser, 2010, p. 106). 

     Scholars and critics also have focused on intertextual references as part of 

Kaurismäki’s style and found two types of intertextuality. First, references and even 

adaptations of literature and other directors’ films are frequent. For example, Crime 

and Punishment is as an adaptation of Dostoevsky, Juha is one of Juhani Aho’s works, 

and Hamlet Goes Business modifies William Shakespeare. Second, Kaurismäki’s films 

are characterised by drawing on the art-film tradition; combining influences from 

the French New Wave, Italian neo-realism and Hollywood B-movies. The director 

is also considered a follower of Robert Bresson, Luis Bunuel, Jean-Luc Godard, 

Alexander Dovzhenko, Jean Renoir, Yasujirō Ozu, Vittorio De Sica, Douglas Sirk, 

Frank Capra, John Cassavetes, Samuel Fuller, Orson Welles, Rainer Werner 

Fassbinder, Mikko Niskanen, Teuvo Tulio and Ingmar Bergman. All in all, 

Kaurismäki’s films are seen as very transnational. The director himself presents this 

intertextuality as his style in interviews. 

     Kaurismäki is also praised for his ability to side with the poor or working-class. 

Peter von Bagh (2006), Kaurismäki’s collaborator and friend, argues that 

Kaurismäki’s ‘working-class’ films combine a realist depiction of the everyday 

experience of average Finns. Von Bagh argues that this content challenges a 

dehumanising Finnish state and the neo-liberal economy (Nestingen, 2013, p. 14). 

Von Bagh’s interpretation has proved influential, as Finnish critics have disseminated 

it, and the director himself has supported it in interviews (Nestingen, 2013, pp. 13–

14). Reviewers and commentators outside Finland have also emphasised 

Kaurismäki’s cinephilia and nostalgia for a cinematic past, and they have also often 

constructed the films’ Finnish identity in an exoticising way (Nestingen, 2013, pp. 

12–17).  

     Kaurismäki’s films have been studied mainly in the Nordic film context. 

Koivunen (2006, p. 133) mentions that Kaurismäki is the only Finnish fiction 

filmmaker who has achieved international fame. Koivunen focuses on the gap 

between Kaurismäki’s international fame and his significantly lower popularity with 

the national audience at the time. She concludes that this is because of the ambivalent 

affective rhetoric employed by Kaurismäki’s films, such as the ‘co-presence of 

sentimentality and irony, political agitation and artifice, melancholia and romance’ 

(Koivunen, 2006, p. 145). 
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     Sanna Kivimäki (2012) focuses on gender in Kaurismäki’s films. The author 

studies the female characters of the Workers’ Trilogy (or Proletarian Trilogy), Shadow 

in Paradise (1986), Ariel (1988) and The Match Factory Girl (1990).19 Kivimäki’s analysis 

demonstrates the ambivalence of female figures in relation to social class and gender. 

Kivimäki presents a critical view on previous studies of Kaurismäki’s films in the 

Nordic context. The author (2012, p. 73) claims that, in critical and journalistic 

discourses on Kaurismäki’s films, commentators and researchers have tended to 

focus on particular topics such as nationality, intertextual references and the style of 

the auteur, and consider these aspects as ‘original, interesting and praiseworthy’ 

(Kivimäki, 2012, p. 85). The author argues that Kaurismäki’s ways of representing 

working-class poverty are ambiguous, especially in a superficial, inadequate and 

vulnerable treatment of the lower social classes. The researcher concludes that three 

films of the Worker’s Trilogy do not convey a new epistemological value of 

representing the working -class (Kivimäki, 2012, p. 85). 

     This study contributes to the study of the international reception of Kaurismäki’s 

films. It presents an empirical analysis of how Kaurismäki’s films have been 

interpreted in Japan, and explores the complex relationships between his films’ 

interpretation with the issues of gender and social class, as well as the construction 

of Japaneseness. 

1.1.3 Film reviews 

Film reviews have been studied from various perspectives: some studies approach 

film reviews qualitatively, as literature, while others look at them as a form of 

quantitative data.20 In film studies, film critique has a role in the interpretation and 

evaluation of films. David Bordwell (1989) divides the practices of interpreting films 

into two: explanatory and symptomatic. The explicatory position treats films as art 

works and focuses on the ‘interior meaning’ (Bordwell, 1989). This position sets out 

to find the ‘proper’ interpretation of the film (e.g., in relation to Kaurismäki’s films, 

see Austin, 2018a; Kääpä, 2010; Nestingen, 2005; von Bagh, 2006). The symptomatic 

practice assumes that the meanings of films are produced in cultural contexts and 

                                                   
19 The year of each film represents when it was released in Finland. 

20 This study uses the term ‘film review’ to refer to film criticism, film reviews or movie reviews. 
Regardless of their differences in implied meaning among the terms, all of them generally encompass 
a plot summary and description of a film and elaborate on the critic’s own ideas about the film’s 
content. The definition of a Japanese film review in this study is further discussed in Chapter 2.3.1. 
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films should be understood as signifying a specific moment in time and space. This 

position is used to interpret popular films, and it includes social and cultural issues, 

as well as the politics of representation to interpret the film (e.g., in relation to 

Kaurismäki’s films, Kivimäki, 2012; Koivunen, 2006). The issue of power in film 

criticisms has been studied in the scholarship (e.g., Basurory, Chatterjee, & Ravid, 

2003; Cameron, 1995; Herkman, 2011; Himmelstein, 1981). 

Film reviews can also be seen as a form of audience reception. This approach has 

been taken in not only film studies but also psychology, cultural studies, 

communication studies and consumer research (e.g., Gerow, 2014; Jancovich, Faire, 

& Subbings, 2003; Jenkins, 2000; Kozinets, 2001; Mayne, 1993; Staiger, 2000). In 

this perception, film reviews are understood to demonstrate critics’ and reviewers’ 

reception of films. Film critiques have been seen as an opportunity for foreign 

scholars to examine the audience reception of the country (Gerow, 2014, p. 61). 

Research in film studies has increasingly focused on reception, particularly the 

processes through which audiences do not just receive but actively create meaning 

when they watch a film (Biltereyst & Meers, 2018). 

     Reviews are also considered to reflect the popularity of films and texts, especially 

in online media. They have been treated as statistical data and as a medium to 

measure the economic success of a film. Marketing studies and consumer research 

treat critics’ and reviewers’ receptions of films as objective evaluations of quality for 

recommendations about what film to see, and thus they interpret that critics have 

substantial market power (Boatwright, Basuroy & Kamakura, 2007; Eliasberg & 

Shugan, 1997; King, 2007). This type of research quantitatively measures the impact 

of critics’ and reviews’ receptions on film earnings or consumer choices. For example, 

King (2007) analysed the relationship between critical evaluation and box-office 

earnings for all films released in the United States in 2003. He cites Eliasberg and 

Shugan (1987, p.172) and refers to the impact of the film review as ‘the market power 

of film critics’. Gemser and Oostrum (2007) examined the effects of reviews on 

consumers’ choices of films. Studying reviews in Dutch newspapers, they claim that 

the reviews directly influence the behaviour of the art-movie-going public and their 

film choice, but reviews do not affect consumers of mainstream movies. Henning-

Thurau, Marchand and Hiller (2012) examined how professional reviewers’ quality 

perceptions are associated with the box-office results of films released in the United 

States between 1998 and 2006. Their research found that short-term box-office 

performance generally is not influenced by reviewers’ quality perceptions, but a non-

linear relationship exists between reviews and long-term box office returns 

(Henning-Thurau, Marchand, & Hiller, 2012, pp. 273–279).  
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     The relationship between reviews and the economic success of cultural products 

is also measured qualitatively by applying psychological knowledge in marketing 

studies. Desai and Basuroy (2005) empirically investigated the relevant interactive 

influences of reviews’ impact factors in the film industry. Their results show that the 

genre of a movie, star power and critics’ reviews play an important role in influencing 

a film’s market performance (Desai & Basuroy, 2005, p. 216). 

     This study addresses how film reviews in Japanese magazines – not only 

cinematic magazines but also general and popular magazines – take part in the 

construction of otherness, and also looks at how the commercial requirements of 

film reviews influence the way in which the reviews are written. 

1.2 Research questions and the structure of this thesis 

The main research question of the study is as follows: How are representations of 

Kaurismäki’s films articulated and used to construct Finnishness and Japaneseness 

in reviews in Japanese magazines? This research question is further elaborated 

through three sub-questions: 

 

(1) How are Kaurismäki’s films interpreted and located in the Japanese context, 

and how are representations of  Kaurismäki’s films used and circulated? 

(2) How are the representations of  Kaurismäki’s films intertwined with the 

representation of  Finnishness and involved with the practices of  othering 

Finland in Japan? 

(3) How are the representations of  Kaurismäki’s films intertwined with the idea of  

Japaneseness? 

 

The targeted material of this study is reviews of Kaurismäki’s films published in 

Japanese magazines from 1990 to 2008.21 The analysis method is the interpretative 

                                                   
21 The timeframe of the research material has been decided based on the following: The first review 
of a Kaurismäki’s film in a Japanese magazine was published in 1990, when the film Leningrad Cowboys 
Go America was officially screened in the film theatre. The ending year of the timeframe is decided 
based on the period of collecting materials from 2010 to 2016, and the film Le Havre’s focus. The Other 
Side of Hope was screened after the period of collecting materials, and Le Havre is not concerned with 
the construction of Finnishness. Thus, this research does not cover two films, Le Havre and The Other 
Side of Hope. The timeframe of the targeted materials of this study is further discussed in Chapter 4.1. 
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qualitative content analysis called representation analysis. Representation in this 

study refers, based on the constructionist approach, to practices and processes of 

producing, articulating and circulating meanings in media space. 

     The research is divided into eight chapters. Chapter 2 provides the context of the 

study, focusing on the social context from the 1980s to the 2000s in which the 

Japanese magazines and film reviews were published. Chapter 3 presents the 

theoretical framework of the research, and Chapter 4 introduces the methods of the 

study. Chapters 5, 6 and 7 discuss the empirical analysis of the representation of 

Kaurismäkiness, Finnishness and Japaneseness in Japanese magazines.  

     Chapter 5 examines representations of Kaurismäki’s films and the director 

Kaurismäki in film reviews in Japanese magazines before the Finland boom. It 

demonstrates how representations of his films were articulated in Japan. The chapter 

also presents how the term ‘Kaurismäkiness’ carries a symbolic meaning and creates 

a trajectory of meanings in representing Kaurismäki’s films. The empirical analysis 

illuminates that the term works as a medium to generate a sense of Japaneseness in 

the process and practices of representing Kaurismäki’s films. 

     Chapter 6 focuses on the representations of the film The Man Without a Past, 

director Kaurismäki and actor Kati Outinen in the Japanese magazines. The chapter 

focuses on the topics, images and representations disseminated in the reviews. By 

tracing Kaurismäkiness in the reviews, the chapter also identifies how the idea of 

Kaurismäkiness is constructed as a symbolic signifier of Finland.  

     Chapter 7 examines how Japanese reviews represent female characters in Aki 

Kaurismäki’s films. It mainly focuses on the representation of Iris in The Match Factory 

Girl, Ilona in Drifting Clouds and Irma in The Man Without a Past. These three 

protagonists are played by Kati Outinen. The chapter analyses how the idea of 

Kaurismäkiness is intertwined or contested with the idea of Finnishness in relation 

to the ideas of gender and social class, and how there are (or are not) reinterpreted 

and rearticulated across reviews in Japanese magazines. The aim of the chapter is to 

approach the idea of femininity and social class as key markers between ‘us’ and 

‘them’ in order to examine representations in reviews of Kaurismäki’s films in 

Japanese magazines. 

     Finally, Chapter 8 discusses the cultural practice of othering Finland in Japan 

based on my empirical analysis and presents theoretical, methodological and 

empirical reflections of the research, and possibilities for further studies. 

 



 

35 

2 CONTEXT OF JAPAN 

2.1 The social context of Japan from the 1980s to the 2000s 

2.1.1 The period from the 1980s to the 2000s 

The period from the late 1980s to the 2000s is described as a time of dramatic 

sociocultural and economic change in Japan (Yoda & Harootunian, 2006) in both 

academic and popular media discourses. 22 For example, as an overarching 

perspective, this period is often called the ‘post-industrial period’ (Oguma, 2014); 

from an economic standpoint, the ‘post-growth period’ (Hiroi, 2015); from a 

historical perspective, ‘the end of the post-war period’ (Yoshimi, 2009); and from 

the stance of consumer culture, a time that encompasses a shift ‘from the consumer 

society to stratified society’ (Ueno & Miura, 2010).23 These definitions reflect the 

significant meaning of the period in Japanese contemporary history. It is also 

symbolised as the end of the Showa era in Japan, as 1989 was the year the Showa 

emperor died. 

This subchapter projects this period as the background context in which the 

materials targeted in this study were produced. What follows is a brief historical 

sketch of the period from the 1980s to the 2000s. As previous research considers 

the 1980s significant in the sociocultural and economic history of Japan (Saitō & 

Narita, 2016), this subchapter discusses the Japanese context from the 1980s onward, 

although the research materials dates from 1990.  

                                                   
22 Many books and publication series that provide an overview of the period from the 1980s to the 
2000s have been published since the late 2000s in Japan. Examples are the works of Saitō and Narita 
(2016), 1980 nendai [The 1980s]; Oguma (2014), Heisei-shi [History of the Heisei era], and Oguma 
(2019), Heisei-shi kanzen-ban [History of the Heisei era, enlarged version]; Kurihara, Kariya, Sugita, 
Morris-Suzuki and Yoshimi (2015–2016), Hitobito no seishin-shi [A people’s history of ideas]; Iwasaki, 
Ueno and Kitada (2008–2009), Sengo nihon sutadīzu [Studies of post-WWII Japan]; and Hara (2006), 
Baburu bunka-ron [Theory of babble-culture]. 

23 These phrases are written in Japanese as posto kōgō-ka shakai (ポスト工業化社会), posto seichō (ポス

ト成長期), sengo no shūen (戦後の終焉) and shōhi shakai kara kakusa shakai e (消費社会から格差社

会へ), respectively. 

 



 

36 

2.1.2 The 1980s 

In the 1980s, Japan experienced the asset price bubble, or baburu keiki (‘bubble 

economy’), which was characterised by a rapid rise in asset prices, over-intensified 

economic activity and the expansion of the money supply. Many studies supported 

the view that the Plaza Accord of September 1985 was a key event that generated 

the bubble economy.24 The Plaza Accord led to the strong position of the Japanese 

yen, which affected the Japanese economy, since the main source of economic 

growth in the country was its export excess. The GDP growth rate dramatically 

dropped in 1986, which brought Japan into a recession. To respond to this recession, 

the government shifted its focus to increasing demand within the country, instead 

of exporting overseas. 

Another influence on the bubble economy was the establishment of the 

Nakasone Cabinet in 1982. Along with Minister of Foreign Affairs Shintarō Abe, 

Nakasone improved Japanese relations with not only the United States but also the 

USSR and the People’s Republic of China.25 In economic affairs, Nakasone took a 

privatisation initiative as his notable policy. For example, Japan National Railways 

was broken down into private companies that constituted the modern Japan 

Railways Group. Nakasone was also recognised as supporting a nationalist attitude 

and a desire to stimulate ethnic pride amongst the Japanese. His position was 

described as ‘economic nationalism’ (e.g., Kurihara, 2016; Yoshimi, 2009), and he 

was an advocate of the Nihonjinron theory (‘the theory of Japaneseness’). The purpose 

of supporting the Nihonjinron theory was to maintain that Japan was incomparably 

different from the rest of the world, and this idea of ‘Japan as number one’ 

proliferated in the late 1970s to the 1980s (Kitada, Komori, & Narita, 2008).26 In this 

                                                   
24 The Plaza Accord was signed by Japan, the United Kingdom, France, West Germany and the United 
States in 1985. The aim was to reduce the imbalance in trade between these countries. At that time, 
the Japanese yen was weaker against the US dollar, and the United States suffered from a consistent 
trade problem. The United States complained about the imbalance in the exchange rate between the 
yen and the dollar; most Japanese products imported to the United States had a higher quality but 
more affordable prices than US domestic products. After reaching a settlement in the Accord, 
demands for yen increased, and the yen appreciated significantly. In 1985, the exchange rate of the yen 
per dollar was ¥238. After the foreign exchange intervention, followed by the Plaza Accord, the 
exchange rate dropped to ¥165 yen per dollar. 

25 Shintarō Abe is the father of former prime minister Shinzō Abe. Nakasone was best known for his 
close relationship with US president Ronald Reagan. 

26 Nihonjinron is discussed in detail in Chapter 3.2.2. 
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period, the Japanese society was imagined as a region where ‘all Japanese are middle-

class’. 27 

The 1980s were also marked by a celebration of the urban city and a consumer 

culture (Clammer, 1997; Ivy, 1995; Skov & Moeran, 1995a, 1995b; Sugita, 2016). The 

liberalisation of financial markets by the Nakasone Cabinet and this government’s 

strategy to internationalise Japan in the world accelerated people’s consumeristic 

behaviours. Consumer booms persistently occurred and promoted people’s interest 

in relevant products, such as Western brand-name goods and international travel 

(Clammer, 2001; Hara, 2006). 

2.1.3 After the 1990s:The imaginary Showa period and boom phenomenon 

The early 1990s saw the eruption of the asset price bubble and the decay of Japan’s 

economy. The bursting of asset prices seemed to have brought a strong impact on 

the overall Japanese economy, with the entire crisis also adversely affecting direct 

consumption and investment within the country. A prolonged decline in asset prices 

was therefore accompanied by a decline in consumption, which resulted in a long-

term recession (Ivy, 2006; Kitada et al., 2008; Yoshimi, 2006). The decade was 

described as the ‘lost decade’ in Japan because of the gradual effect of the asset 

bubble collapse. This expression was underlined by the assumptions that Japan from 

the 1960s to the 1980s, was ‘normal’ and that the situation of the 1990s was an 

exception; these assumptions inspired the expectation that the situation would 

eventually return to a ‘normal’ state of affairs (Yoshimi, 2009, pp. 157–196). The 

1990s was likewise an era during which the term ‘globalisation’ appeared more 

frequently, not only in academic discourse but also in journalistic, political and 

popular discourses in the Japanese media (Yoshimi, 2009, pp. 157–196). The issue 

of the stratified society of Japan began attracting attention as well (Kariya, 2016, p. 

12). 

The year 1995 had a particularly symbolic meaning in Japan, marking the fifteenth 

anniversary of the end of World War II. The year also remained in Japanese people’s 

memory because of the Great Hanshin Earthquake and sarin attack on Tokyo’s 

subways by the Japanese cult Aum Shinrikyo. Acceleration towards the information 

                                                   

27 This phrase is written in Japanese: 一億総中流階級. 
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society proceeded; Windows 95 was released in Japan, and the internet became 

popular on an extensive scale.28 

In academic and journalistic discourse, the 1990s was an era wherein the Japanese 

people lost a model for searching and reflecting on themselves, promoting inquiries 

into a new exemplar for the Japanese society and people (Kariya, 2016, p. 5). On the 

one hand, there was a resurgence of right-wing nationalism, encouraging a 

reinforcement of traditional notions of Japaneseness and calls for a strong and united 

nation-state (Ishida & Slater, 2010; Kariya & Yamaguchi, 2008; Koschmann, 2006; 

Oguma, 2019). On the other hand, there was an increasing propagation of discourses 

of kokusai-ka (‘internationalisation’) and multiculturalism (Iwabuchi, 1994; Morris-

Suzuki, 2001). This trend suggested the emergence of a new Japanese national 

identity based upon the notion of a multicultural and globalised Japan, which 

abandoned the traditional idea of Japan’s alleged racial and cultural homogeneity 

(Koschmann, 2006; Morris-Suzuki, 2012). This trend was also concerned with a 

change in the post-war Japanese economy; pressure from foreign governments had 

led to the further opening up of the domestic market, thereby enabling Japanese 

consumers to contribute to the purchase (Cazdyn, 2006; Miyoshi, 2006). The various 

strategies employed to overcome the economic and political crisis likely brought 

about new changes in consumer culture, with an increased departure of labour from 

manufacturing and influx into the service industry (Skov & Moeran, 1995b, pp. 11–

12). 

To summarise the discussion above, the period from the 1980s to the 2000s can 

be described as spanning the following periods: an era of economic growth to the 

decline of Japanese economy; a shift from manufacturing to service; a 

transformation of perspectives from an ‘all Japanese are middle class’ mentality to 

one of a stratified society (or the emerging visibility of stratified aspects); and the 

acceleration of globalisation and diversification of consumer culture. 

Nostalgic yearning of the recent past, the Showa period in Japan, emerged in the 

late 1990s. The Showa period in Japanese history (1926–89) corresponds to the reign 

of Showa Emperor Hirohito. The late 1960s and the early 1970s are represented as 

idyllic in the Japanese media. The memory of the idyllic period was made perfect 

with its contrast with the ensuing Gilded Age of Japan, from the bubble economy 

period of the late 1980s to the beginning of the 1990s. Miyako Inoue points out its 

characteristics of the financial bubble era as one of ‘extreme economic optimism’, 

                                                   
28 The relationship of the development of the internet with the markets of Japanese magazines is 
discussed in Chapter 2.2.1. 
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when a ‘euphoric sense of abundance’ (2006, p. 201) led people have a fantasy about 

social mobility. Through the ownership of commodities that signified the class 

positions, people believed to reach the class position which they desired. When the 

economic boom officially ended in 1991, such fantasies about consumption-

mediated social mobility were no longer acceptable. The society was forced to 

quickly adjust from the Golden Age to a post-affluence condition. Mitsui (2012, p. 

9) indicates that ‘although the consumerist culture of the bubble era was missed by 

some, it was more often blamed for having cause social and moral disintegration 

through the destruction of “good old” family and community values’. The bubble 

economy has been considered to disturb the idyllic and peaceful image of pre-

economic-boom Japan (Clammer, 1997; Ivy, 1995; Harootunian, 2006; Mitsui, 2012; 

Yano, 2003). 

This research situates the idea of Finnishness in relation to the Japanese boom 

phenomenon, which has been produced in relation to the Western countries with 

Japan. Note here that the term ‘boom’ (būmu) is a popular loanword in Japanese and 

is used to describe economic and cultural trends (Clammer, 1997; Skov, 1995, p. 175). 

Previous research argues that the Japanese consumer culture of the 1980s and early 

1990s was characterised by a rapid, successive turnover of trends. Yoshimoto (1989) 

claims that the Japanese word ‘boom’ refers to more than consumer trends, 

concluding that Japan is a ‘boom-based society’ (p. 9). The author also declares that 

‘the boom artificially creates a new difference, which is exploited through the process 

of massive commodification, and is over when mass commodification makes it 

impossible for that particular difference to function as difference any longer’ 

(Yoshimoto, 1989, p. 9). In Yoshimoto’s work, ‘artificial difference’ means 

differences that are intentionally packaged and marketed. Moeran (1989) illuminates 

that the use of keyword is crucial in Japanese popular culture, discovering that 

keywords are defined conceptually and used in many contexts, thus engendering 

cultural integration (Moeran, 1989, pp. 55–75). 

The boom phenomenon born in the late 1980s seems to have been concerned 

with Japan’s imaginary others. Previous research illuminated a shift from the West 

as Japan’s Other to Asia, especially in the context of consumer culture in the late 

1980s and the 1990s, with researchers claiming that, in the first case, Japan was 

positioned as the inferior Self to the West, whereas in the latter case, Japan was 

positioned as the Self superior to the other Asian countries (Inoue, 2006; Iwabuchi, 

1994, 2002a, 2002b; Kang & Yoshimi, 2001; Ko, 2010; Morris-Suzuki, 1998; Okada, 

2003; Yoshimoto, 1989; Yoshino, 1992, 1997). In this phenomenon, Japan began 

paying attention to other Asian nations and locations, including South Korea, 
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Vietnam, Thailand and even Okinawa, a southern island of Japan. Such attention has 

been partly crystallised as a Korean boom, Southeast Asian boom and Okinawa 

boom since the 1990s.29 

2.2 Japanese magazines from the 1980s to the 2000s 

2.2.1 Defining magazine in Japan 

A magazine in this study refers to a form of print media published periodically. 

Publishing, in the current digital era, ‘can be defined to include activities like the 

reproduction, distribution, sale and dissemination of information through both 

printed and electronic materials’ (Kawai, 2006, p. 117).  This subchapter presents a 

brief overview of the printed version of Japanese magazines from the 1980s to the 

2000s. 

     Japanese magazines have had the greatest share in the sales of all published 

materials in the Japanese publishing industry. Research on the Japanese publication 

industry from the 1980s to the 2000s has shown that the Japanese publishing media 

can be said to be magazine-led (Hoshino, 2008; Kawai, 2004). According to Shuppan 

nenkan 3,889 magazines were published in 1990 and 4,056 in 2010.30 In 1996, when 

the sales of books and magazines reached their peak in Japan, the estimated revenue 

from books was 1,093.1 billion yen, and that of magazines was 1,563.2 billion yen 

(Hoshino, 2008, p. 6). In 2015, it was estimated that over 3,000 magazines for 

commercial markets were in circulation (Shuppan shihyō nenpō, 2016).31 

     The publishing industry in Japan attained a peak of its sales in 1996, after which 

the publication of both books and magazines started to decline (Kawai, 2006, 

pp.117–118). Since the publishing industry in Japan had been oriented to the 

publication of magazines, the decline in magazine sales affected the entire publishing 

industry (Hoshino, 2008, p. 7). According to Kawai (2006), this decline after 1997 

can be attributed to the diffusion of the internet and mobile phones among young 

people and the diversification of the means of acquiring information. Changes in the 

use of time and money, the environment of the publishing media and the lifestyle of 

                                                   
29 This phenomenon of Japan’s Other is discussed in Chapter 3.3.2 

30 Shuppan nenkan (Annual Report of Publications) by Shuppan News Co., Ltd. 

31 Shuppan shihyō nenpō (Annual Report on the Publication Market) by the All Japan Magazine and Book 
Publisher’s and Editor’s Association. 
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consumers have also contributed to the decline in the publishing industry (Kawai, 

2006, p. 118). Hoshino (2008, p. 10) claims that consumers’ methods of obtaining 

information related to current issues and their everyday lives have shifted from 

magazines to digital networks, resulting in the decline in sales of general weeklies, 

women’s weeklies and information magazines,32 for which the publishing cycle is 

relatively short. Hoshino (2008, p. 11) also points out that Microsoft Japan’s 

Windows 95 was released, and personal computer use became common in ordinary 

families in 1996, when the publication of both books and magazines also started to 

decline. Since this time, internet technology in Japan has been dramatically developed. 

Valaskivi (2007, pp. 15–16), based on data from Jōhō Media Hakusho 2007 by Dentsu 

Shōken, showed how the number of published magazines decreased in the 2000s 

and points out that this was because of the internet and mobile communication. 

     In spite of the decline in sales of published magazines, the number of magazines 

published increased considerably from 1990 to 2003 (Kawai, 2012, p. 67). 33 

Specifically, after the sales peak in 1996, the number of copies published decreased 

considerably, but the number of magazines published increased. According to Kawai 

(2006, p. 119), the decrease in the number of copies available to the increasing 

number of magazines could indicate an anxious effort in increasing the sales of 

magazines. 

     In Japan, most magazines are distributed through three main channels: 

wholesalers (bookstores and convenience shops), direct wholesalers (vendors at 

railway stations and station stands) and street stands (Fujitake, 2012, p. 133; Kawai, 

2006, p. 123). Advertising is a major source of revenue for the magazine business, 

and this is especially so for the publication of mass magazines.  

2.2.2 Classification of Japanese magazines 

Magazines in Japan can be classified from several viewpoints: based on format size, 

genre (readership and contents), area of distribution, objective and subject of 

publication, or in terms of subscription fees (Kawai, 2012, pp. 60–61). Furthermore, 

                                                   
32 An information magazine is a sort of guide to consumption, and it contains a mixture of brief articles 
on travel, movies, restaurants, sports, plays and books, with a heavy weightage towards news and views 
on make-up, beauty tips, exercise, weight control and household appliances, as well as tips on storage 
and organisation in notoriously small Japanese homes. 

33 During the 1990s more than a third of published magazines were manga. The proportion of manga 
is still significant, although their sales have been diminishing since the mid-1990s. Nevertheless, out 
of the 10 largest magazines with more than a million circulations, eight are manga magazines (Kawai, 
2012, pp. 77–79). 
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the period of publication can also be a basis of classification. Japanese magazines are 

published monthly, weekly, every ten days, twice a month, biweekly, bi-monthly, 

quarterly, annually, etc. Monthly magazines are the most dominant (Fujitake, 2012, 

p. 134; Kawai, 2012, pp. 60–61). The period of publication and genre (readership 

and contents) are mostly used as the basis of classification for Japanese magazines 

in both academic research and popular media. 

     There are also different ways of categorising magazines by genre. For example, 

Shuppan Shihyō Nenpō (Annual Report on the Publication Market) classifies magazines 

into genres, 34  and Shuppan Nenkan (Annual Report of Publications) classifies 

magazines into 37 genres shown in Table 1.35  

Table 1.  Classification of genres of Japanese magazines 

Names of information source Genres of Japanese magazines 

Shuppan Shihyō Nenpō (Annual 
Report on the Publication Market) 

Children, women, popular, general, literature, entertainment, art, 
music, home, hobbies, sports, economics, society, current issues, 
philosophy, references, language, education, history and geography, 
law, science, engineering, medicine, agriculture and fisheries 

Shuppan Nenkan (Annual Report 
of Publications) 

Books and newspapers, generalities, philosophy, religion, history and 
geography, politics, current issues and foreign affairs, law, economics 
and financial and statistics, society, labour, education, custom and 
weekly, natural science, medicine, engineering and technology, 
homemaking, agriculture, commercial, transportation and 
communication, art, music and dance, theatre and cinema, gymnastic 
and sports, entertainment, Japanese, English, other foreign languages, 
poem, short poems, haiku, women, juvenile magazines, boys and girls, 
reference magazines 

 

                                                   
34 In Japanese, these subject areas are the following: Jidō, Jyosei, Taishū, Sōgō, Bungei, Geinō, Bijyutsu, 
Ongaku, Seikatsu, Shumi, Supōtsu, Keizai, Syakai, Jikyoku, Tetsugaku, Gakusan, Gogaku, Kyōiku, 

Rekishichiri, Hōritsu, Kagaku, Kōgaku, Igaku and Nōsui (児童, 女性, 大衆, 総合, 文芸, 芸能, 美術

, 音楽, 生活, 趣味, スポーツ, 経済, 社会, 時局, 哲学, 学参, 語学, 教育, 歴史地理, 法律, 科学, 

工学, 医学, 農水). 

35 In Japanese, these genres are the following: Tosho-Shinbun, Tetsugaku, Shūkyō, Rekishi-Chiri, Seiji, 
Jikyoku-Gaiji, Hōritsu, Keizai-Zaisei-Tōkei, Shakai, Rōdō, Kyōiku, Hūzoku-Shūkan, Shizenkagaku, 
Igaku-Eisei-Yakugaku,  Kōgaku-Kōgyō,  Kaseigaku, Nōgaku-Chikusangyō-Ringyō-Suisangyō, 
Shōgyō, Kōtsu-Tsushin, Geijyutsu-Bijyutsu, Ongaku-Buyō, Engeki-Eiga, Taiiku-Supōtsu, Shogei-
Goraku, Nihongo, Eigo, Sonohoka no Syogaikokugo, Bungaku, Bungei, Shi, Tanka, Haiku-

Yomimono, Jyosei, Seinen, Syōnen-Shōjyo and Gakushūsankō (図書・新聞, 哲学, 宗教, 歴史・地

理, 政治, 時局・外事, 法律, 経済・財政・統計, 社会, 労働, 教育, 風俗・習慣, 自然科学, 医

学・衛生・薬学, 工学・工業, 家政学, 農業・畜産業・林業・水産業, 商業, 交通・通信, 芸

術・美術, 音楽・舞踊, 演劇・映画, 体育・スポーツ, 諸芸・娯楽, 日本語, 英語, その他の諸

外国語, 文学・文芸, 詩, 短歌, 俳句・読物, 女性, 青年, 少年・少女, 学習受験).  
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The ‘popular’ genre, which is categorised by Shuppan Shihyō Nenpō and Shuppan 

Nenkan, holds the highest publication share at 30.9% of all distributed copies. 

Popular magazines, which have the greatest share in terms of the number of 

magazines and number of copies published, also had the highest revenue in 1997 

(Kawai, 2006, p. 120).  

     The genres of magazines can also be categorised as commercial and non-

commercial. Commercial magazines are those that are distributed for commercial 

purposes, whereas non-commercial magazines do not seek profits. These include, 

for example, journals for association members.  

     Table 2 provides a brief overview of Japanese magazines, based on genre, 

contents and readership.36 

Table 2.   Brief overview of Japanese magazines from the 1980s to the 2010s 
 
Genre Content Readership Examples of magazines 

General magazines 

(Sōgō-shi; 総合

誌) 

Current issues, novels, manga 
and pictures 

Intellectual elites Aera, Bungei shunjū, Chūō 
kōron, Sekai 

Weekly general 

magazines 

(Shūkan-shi; 週刊

誌) 

Current issues, novels, manga 

and pictures 

General public Shūkan asahi, Shūkan 

bunshun, Shūkan gendai, 

Shūkan hōseki, Shūkan 

shinchō 

Women’s 

magazines (Josei-

shi; 女性誌) 

Fashion, gossip, sports General public An-an, Madame Figaro 

Japon, Marie Claire Japon, 

More 

Men’s magazines 

 (Dansei-shi; 男性

誌) 

Fashion, gossip, sports General public Hot Dog Press, Popeye, 

Tarzan, Takarajima 

Arts, hobby and 

information 

(Jōhō-shi; 情報誌) 

Travel, movies, restaurants, 
sports, plays and books, with a 
heavy weightage towards news 
and views on make-up, beauty 
tips, exercise, weight control, 
and household appliances, as 
well as tips on storage and 
organization in the notoriously 
small Japanese homes 
 

Intellectual elites 

and the general 

public 

Da Vinci, Esquire, Hanako, 

Image Forum, Kinema 

Junpō 

                                                   

36 These data are from the following sources: Shuppan geppō (Monthly Report of Publications, 出版月

報), Shuppan nenpō (Annual Report of Publications, 出版年鑑), Shuppan shihyō nenpō (Annual Report 

on the Publication Market, 出版指標年報) and Nihon Zasshi Kyōkai (Japanese Magazine Publisher 

Association, 日本雑誌協会). 
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Professionals and 

others 

専門・その他 

Information for specialists, 

academic papers, etc. 

Intellectual elites  Academic journals issued 

by universities 

The main genres that provide material for this thesis are general magazines, weekly 

general weekly magazines, women’s magazines, men’s magazines and arts, hobby 

and information magazines. The following describes the main genres. 

     General monthly and weekly general magazines cover a wide variety of 

topics, including current issues, novels, manga and pictures. In general, weekly 

magazines usually focus on taboo subjects outside the mainstream media, and their 

sensationalism is often criticised (Fujitake, 2012, p. 134; Ōsawa, 2012; Takeuchi, Sato, 

& Inagaki, 2014).  

     Following general weekly magazines, women’s magazines are the second most 

popular genre of magazines in Japan (Skov & Moeran, 1995; Fujitake, 2012; Nanba, 

2009; Yoshida, 2012; Valaskivi, 2007). The scope and variety of women’s magazines 

is segmented into different age groups and diverse life-styles (Fujitake, 2012; Skov & 

Moeran, 1995; Valaskivi, 2007; Yoshida, 2012).37 The majority of Japanese women’s 

magazines tend to focus on stereotypical women’s topics such as fashion, makeup, 

cooking, gossip and human interest, sex and romance and family life. Japanese men’s 

magazines traditionally focus on politics, leisure and sex, with little interest in family 

and domestic issues (Gatzen, 2001; Nakazawa, 2009). However, from the 1980s, 

magazines aimed at a younger male audience began to appear. For example, Popeye 

and Hot Dog Press began to copy the information magazine format and included more 

topics traditionally associated with women’s magazines, such as lifestyle, fashion and 

advice on romantic relationships (Gatzen, 2001). 

     Art, hobby and information magazines focus on specified themes, such as on 

film, motorbikes, mountain climbing, cooking, and gardening. This category 

sometimes overlaps with gender segmentations; magazines on cooking are intended 

for a female readership, whereas those covering motorbikes are for a male readership. 

Such overlap is not clearly described anywhere in magazines, but their contents, 

including cover design, article writers and advertisements, imply targeted audiences. 

Magazines in this classification might have a specific audience; for example, the 

targeted readers of film magazines are film fans who are not only watching films but 

who wish to learn more about films.  

                                                   
37 The women’s magazine market changed significantly from the early 1980s to the mid-1990s. The 
once popular, traditional genre of ‘housewife magazines’ lost more readers over this period and had 
almost disappeared by 1995, whereas ‘life style magazines’ increased their already large market share 
by a further 4.5 % from 1982 to 1995 (Morohashi, 1998, pp.194–196). The other two most successful 
genres in the 1990s were women’s weekly magazines featuring gossip, scandals and human-interest 
stories, and fashion magazines for young people, office ladies (OL) and women in their thirties. 
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2.2.3 Characteristics of Japanese magazines 

Segmentation is often referred to as a main feature of Japanese magazine markets 

(Fujitake, 2012; Kawai, 2012; Valaskivi, 2014; Yoshida, 2012). Segmentation in 

Japanese magazine markets means that readers are categorised into different 

segments based on different standards, such as gender, age, profession, interests, 

hobbies, lifestyle, income and economic status (Kawai, 2012, p. 61). Skov and 

Moeran (1995, p. 55) studied different factors related to segmentation in Japanese 

magazines and concluded that whereas differences of class, race and region have 

been developed in only selective ways, gender and age have come to be the real 

playgrounds for market differentiation and segmentation.38 In gender segmentation, 

magazines are classified for targeted female and male readerships. In addition, 

women’s magazines and manga in particular are divided into smaller audience 

segments. 

     Age has been another important area for market segregation. Like gender 

segregation, age gradation is regarded as long existing through such socio-cultural 

constraints as a nationwide emphasis on ‘vertical’ (e.g., Nakane, 1973) relations of 

authority, a seniority system of promotion and the ‘proper’ usage of honorific 

language (Skov & Moeran, 1995b). Such gradation applies both to men and to 

women. 

     Segmentation has adapted to changes in Japanese society. For example, An-an 

targeted those in their twenties when it was launched in 1970 and focused on travel, 

fashion and interior design. In the 2000s, this magazine included more sexual topics 

absent in the 1970s. Most of these topics, however, follow a formula well-tested in 

women’s magazines of combining fashion with information about the urban scene, 

boutiques, department stores and restaurants together with current trends in art, film 

and literature and articles about issues relating to women’s lives. There is a strong 

                                                   
38 Skov and Moeran (1995b, pp. 49–56) point out that the categorical divide between men and women 
found in Japan has rarely been considered in discussions of the Japanese as a homogeneous nation. 
They criticise Harootunian’s view of consumption as a system of objects standing in place of the social 
as an illusion, which led to his argument that the Japanese form a homogeneous consumer society. 
They then claim that gender has not generally been seen to challenge the ‘replication of uniformity’. 
The reason for marketers and advertisers espousing the homogeneous nature of their society lies in 
the fact that in a consumer market, which is generally accepted as ‘homogeneous’, ‘companies can 
produce and sell commodities that will be purchased ideally by more or less everyone in that market, 
and not just by a small part thereof’ (Skov & Moeran, 1995b, p. 49). 
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emphasis on visuals, while the pervasive presence of advertising accounts for well 

over half the number of pages in some women’s magazines and affects their editorial 

style and layout (Skov & Morean, 1995b, pp. 59–60).  

     The segmentation of Japanese magazines is strongly concerned with the 

consumer market. However, magazines are also a vehicle for advertisements, and 

market segmentation is valuable in establishing a close relationship between 

advertising and editorial matters. Narrowly targeted readerships have been promoted 

by magazine publishers, not because there already exists some indefinable series of 

age divisions in Japanese society but because publishers need advertising in order to 

keep their magazines financially stable (Skov & Moeran, 1995b, p. 60). In other 

words, the narrow segmentation of magazine readerships in Japan is as much for the 

benefit of those who wish to sell their products as for those who wish to buy them 

(Skov & Moeran, 1995b, p. 60). Compared to newspapers, magazines have played a 

crucial part in the segmentation of the market because, unlike newspapers and 

television in particular, they address their readers individually by focusing on their 

private lives or special hobbies (Skov & Moeran, 1995b, p. 51).  

     Women’s magazines, which are carefully segmented and have a wider circulation 

in terms of the number of magazines and print copies, have been a space for 

consumerism to respond to readers’ desire; specifically, they have created and 

offered women a new desire of consumerism (Sakamoto, 1999, 2019). These 

commercial magazines have offered their readers guidance and support on how to 

express themselves and attain a certain freedom. They have created new habits and 

presented innovative content about topics such as fashion, travel and interior design 

for women of different ages (Sakamoto, 1999, p. 183). In this sense, it could be said 

that the diversification of women’s magazines has been an interactive practice 

between the publishing industry and the consumer market to promote consumer 

culture and readers’ desire.39 

     The culture of Western countries has been a model for Japanese magazine 

producers from the beginning of their history, especially in the genre of women’s 

and men’s magazines (Inoue, 2010; Okada, 2012a, 2012b; Sakamoto, 2019; Yamazaki, 

2018). According to Okada (2012b, p. 8), the image of the West has produced trends 

in the context of current consumer culture, and ‘the West’ has been maintaining a 

sort of hegemony in Japanese women’s magazines to attract their readers. Magazines, 

                                                   
39 Kawai (2004) claims that the principle behind the age classification of women’s magazines could be 
attributed to Confucianism, which places great importance on the precedence of age as a sense of 
value. I would argue that his claim only partly describes the age classification of women’s magazines; 
in the contemporary Japanese media, I would like to suggest that the age classification corresponds to 
the consumer market.  
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as a site of advertisement and the image of the West, are intertwined with 

consumerism and work to encourage the purchasing of products, information and 

services. In this sense, Japanese magazines could be said to be a system designed to 

appeal to readers’ desires in the context of the market economy. 

     Race is not a variable that stratifies the market in Japan, but it has been involved 

in Japanese magazines to the extent that foreign models and images appear. The use 

of white models in Japanese advertising can also be interpreted as part of this kind 

of aspirational strategy. Western models can further create a sense of 

transnationalism that makes all Japanese seem to be part of global consumer 

capitalism (Skov & Moeran, 1995b, pp. 53–54).  Japanese magazines also represent 

Westerners as ‘Japan’s Others’; for example, Yamazaki (2018) studied how Japanese 

popular music magazines have accepted Americans as ‘Others’. 

2.2.4 Previous research on Japanese magazines 

Previous research on Japanese magazines has mainly focused on the magazines 

themselves, as well as the surrounding publication industry and publishing 

environment (Ibaragi, 2012).40 The first type of research analyses the contents of 

magazines, including various representations in targeted magazines (e.g., Okada, 

2003, 2006, 2012b; Sakamoto, 2002, 2008; Satō, 2015; Yamazaki, 2018), changes in 

magazines’ contents (e.g., Komori, 2011; Yamazaki, 2006) and quantitative data 

related to magazines’ contents (e.g., Morohashi, 2010). There are many journalistic 

works by popular critics, journalists and previous editors of magazines (e.g., 

Nakazawa, 2009; Saitō, 1999, 2003, 2007; Tomikawa, 2015) that summarise the 

targeted content and editing policies while providing overviews of the magazine. The 

first type of research also addresses the reception of the magazines’ readers (e.g., 

Okada, 2012a; Nagamine, 1997, 2001; Satō, 2015; Sakamoto, 2002). The latter type 

analyses, for example, the history of magazine publication in Japan, provides an 

overview of Japanese magazines’ publishing practices (e.g., Kawai, 2001, 2004, 2006) 

and addresses changes in the magazine publication industry (e.g., Kinoshita, 2006), 

magazine journalism and relations with other media (e.g., Hoshino, 2008), especially 

books and digital media (e.g., Kinoshita, 2006; Hoshino, 2008). 

                                                   
40 Ibaragi (2012) overviews research on Japanese magazines, reviewing the articles published in Shuppan 
Kenkyū (Journal of Japan Society of Publishing Studies) and related prize-winning books receiving the 
Society of Japan Publications Award between 2000 and 2012. 
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     Table 3 shows a categorisation of research on Japanese magazines based on the 

themes. 

 
Table 3.     Categorisation of research on Japanese magazines 
 
Categorisation of research on 

Japanese magazines 

Examples of works 

Analysis of magazines’ essence Kawai, 2014; Ōsawa, 2018 

Analysis of magazines’ content Komori, 2012; Okada, 2003, 2006, 2012b; Sakamoto, 2002, 2008; 

Satō, 2015; Ueda 2009; Yamazaki, 2006; Yamazaki, 2018 

Analysis of the publication industry 

and the magazine publishing 

environment 

Hoshino, 2008; Kinoshita, 2006. 2012; Ōsawa, 2015; Shibano, 2014 

Analysis of the environment for 

magazine readers 

Okada, 2010; Nagamine, 1997, 2001; Satō 2015; Sakamoto, 2002 

Analysis of the relationship 

between printed magazines and 

other media 

Hoshino, 2009, Ibaragi, 2012 

 

Valaskivi (2014, p. 63) has shown how Japanese media, including magazines, are also 

treated ‘as a window to look into Japan’ outside of Japan in particular.41 In her view, 

especially in the field of Japanese studies, media are considered a transparent window 

into the Japanese society and have been perceived as a source of materials that 

facilitate the understanding of social phenomena in Japan (Valaskivi, 2014). Recent 

research on Japanese magazines has studied not only the content of magazines ‘as a 

window to understand Japan’ but also their relation to the social and cultural context 

in Japan. For example, Okada’s work (2012b) analyses the content of magazines in 

the context of Japanese society and explores the interactive relationship between the 

Japanese mass media and Japanese society and culture. Yoshida and Okada (2012) 

have also examined representations in Japanese magazines from a historical 

perspective. Through tracing Japanese magazines from the beginning of the 

twentieth century to the present and analysing representations in Japanese magazines 

and the characteristics of magazine readers’ reception, they have illuminated the 

relationship between Japanese magazines and the social and cultural situation of 

post-World War II Japan.  

                                                   
41 According to Valaskivi (2014, p. 63), ‘mass media for Japanese Studies has mostly been a window 
to look into Japan rather than a focus of study as such’. 
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2.3 Japanese film reviews 

2.3.1 Defining film reviews in Japan 

This study uses the term ‘film review’ to refer to film criticism, film reviews, or movie 

reviews as texts on Kaurismäki’s films, which have been published in Japanese 

magazines. The terms ‘film criticism’, ‘film review’ and ‘movie review’ in English are 

described in various ways in Japanese. This subchapter presents a brief overview of 

Japanese film reviews, the definition of each term to refer to film reviews, the 

platform for film reviews in Japan and previous research on Japanese film reviews. 

     Several variations refer to texts on films in Japanese, such as eiga hihyō, eiga hyōron, 

eiga hyō and eiga rebyū.42 Eiga is the Japanese word for film, hihyō and hyōron are variants 

of criticisms, and hyō and rebyū are variants of the English word ‘review’. Other terms 

include fīrumu rebyū, shinema rebyū and mūbi rebyū, which mean ‘film’, ‘cinema’ and 

‘movie review’, respectively.43 Finally, the word rebyū is sometimes used alone, simply 

meaning review.44 Regardless of the differences in implied meaning among the terms, 

all of them generally encompass a plot summary and description of a film and 

elaborate on the critic’s own ideas about the film’s content. These terms are used in 

the field of film studies and in popular discourse in Japan.45 

     Eiga hihyō and eiga hyōron correspond to ‘film analysis’ in English, and eiga rebyū 

corresponds to ‘film review’. Eiga hihyō and eiga hyōron are often used as synonyms. 

However, by roughly examining the kinds of texts to which each term is attached in 

Kinema Junpō (Seasonal Journal of Cinema), which was established in 1948 and has 

currently the longest history as a film magazine continuously published in Japan from 

then to now (Satō, 2007), a nuanced difference could be found. Eiga hyōron is used 

for texts that formulate conceptual frameworks for understanding films, and eiga 

                                                   

42 These terms are written in Japanese as respectively, 映画批評, 映画評論, 映画評 and 映画レビ

ュー. 

43 These terms are written in Japanese as respectively, フィルム・レビュー, シネマ・レビュー 

and ムービー・レビュー.  

44 Gerow (2014) draws on the Oxford English Dictionary’ definition of ‘criticism’; ‘the analysis and 
judgement of the merits and faults of a literary or artistic work’. It defines ‘review’ as ‘a critical appraisal 
of a cultural product, such as book, play, film, and so on’. These two terms appear synonymous with 
the critical evaluation of a publication or product and lack a clear distinction. However, Gerow points 
out that the use of each term seems to suggest a certain kind of boundary. 

45 Gerow (2014) points out that the meanings of the above-mentioned terms have not been discussed 
enough; they are treated as part of a self-evidential object. 
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hihyō is used for texts that ‘[appreciate] the value of individuals’ work’ (Gerow, 2014, 

p. 76) and that are not written only based on film theory but also by academic 

researchers. 

     Gerow (2014) refers to the difficulty in defining Japanese film reviews.46 While 

the term eiga hihyō/hyōron/hyō is often used to refer to academic works by film 

scholars in scholarly journals and books (e.g., Iwamoto, 1987; Satō & Kishikawa, 

2003), the term eiga/firumu/sinema rebyū is generally used in reference to journalistic 

work in newspapers, magazines, books and online publications. In addition, 

fīrum/mūbi rebyū is also used on films’ online marketing sites, film-goers’ blogs and 

websites (e.g., a blog, Maeda Koichi no Cho eiga review; a film reviewing site, Eiga com 

Review). In Japanese, an eiga hihyō/hyōron/hyō generally contains a critical evaluation of 

a film based on film theory, while an eiga/fīrumu/sinema rebyū often assigns the work 

a rating or ranking to indicate its relative merit according to reviewers’ own ideas and 

judgement. 

     The use of each Japanese term seems to suggest a certain boundary in the 

Japanese context, and this implied difference in usage pertains to, for example, 

whether or not a film is being discussed in an academic context. The terms seem to 

be significantly concerned with who has written a review and where it has been 

published.  

2.3.2 Platforms for publishing Japanese film reviews 

Film reviews in Japan are quite widely available in newspapers, magazines, books and 

online sites such as blogs and marketing sites. Newspapers and magazines often have 

a space reserved for film reviews, usually along with book reviews.47 In magazines, 

                                                   
46 Film scholar Aaron Gerow (2014, p. 76) uses the term ‘film criticism’. He draws on Dudley Andrew’s 
definition on film theory, which aims ‘to formulate a schematic notion of the capacity of film’, and 
criticism, which is ‘an appreciation of the value of individual works of cinema, not a comprehension 
of the cinematic capability’ from The Major Film Theories (1976, p. 5). Gerow (2014, p. 75) categorised 
Japanese film reviews into two types: (1) eiga gaku (film studies) and eiga ron (film theory), which aims 
‘to formulate a schematic notion of the capacity of films’; and (2) eiga hihyō (film/cinema criticism), eiga 
hyōron (film /cinema criticism) and eiga rebyū. He says that he will not make a significant distinction 
between eiga hihyō and eiga hyōron, which is ‘an appreciation of the value of individual’s works or cinema, 
not a comprehension of the cinematic capability’. 
47 In newspapers, these articles are often among the cultural columns in evening papers and weekend 
editions, and some are written by academic scholars or professional film critics. Sometimes, certain 
authors have their own weekly or monthly column spaces. For example, Asahi shimbun published 
Kōtaro Sawaki’s column ‘Eiga no mori’ (Forest of Movies) once a month in the evening papers; the 
Sunday edition of Mainichi shimbun has a space for introducing notable films each month under ‘Kongetsu 
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the space reserved for film reviews is usually near the end often shared with book 

reviews. Some highlight notable films that are screened in the publishing month the 

issue, while others recommend films that have already been screened in Japan. The 

latter case often uses themes to introduce films. For example, Kamome Shokudo 

(director Naoko Ogigami) and Sanma no aji (director Yasujirō Ozu) might be 

introduced as films of food. Kaurismäki’s film Drifting Clouds was presented under 

the theme of romantic love. The scope of authors of film reviews is wider in 

magazines than in newspapers. In addition to film critics and freelance writers, 

popular novelists, musicians, film directors and actors also write film reviews.48 Each 

platform has, expectedly, a different readership.49 Referring to the theory of French 

sociologist Bourdieu, King (2007) states that the position of individuals on the 

cultural spectrum determines their newspaper and magazine readership as well as 

their taste in films. He hypothesises that ‘since film criticism is found in wide 

circulation magazines as well as in relatively highbrow journals, we would expect to 

find systematically different evaluations in publications aimed at readerships at 

contrasting positions on the cultural spectrum’ (King, 2007, p. 174).  

     Of particular note are two types of brochures of films, the so-called presu siito 

(press sheet) and eiga panfuretto (film brochure). Both are published through 

cooperation between film studios and distribution companies. The press sheet 

includes professional and journalistic analyse of films and presents ‘appropriate’ 

reading practices for audiences (Kondō, 2015b; Ōtaka, 1998). When a new film is 

exhibited in Japan, scholars, film critics and journalists are invited to the premiere 

screening of the film, and press sheets are provided with materials related to the film. 

These sheets primarily rely on descriptions of the film in publications by Western 

film theatres in the United States, the United Kingdom and France. These materials 

are then used by Japanese reviewers in gaining an understanding of the film.50 Press 

                                                   
no chumoku eiga’ (This month’s notable films). Other reviews are written by freelance writers whose 
field is not film studies. 
48 While film reviews in newspapers and magazines are often marginalised, online media such as 
websites and blogs accentuate film reviews. For example, online film review sites such as Goo Eiga, 
Yahoo! Eiga, and Allcinema Database are specialised forum for film reviews. Some bloggers focus on 
reviews of films only and call themselves fans of films or amateur film reviewers.     
     A significant aspect of online content and reviews is that new reviews continue to be written for a 
long time after a film’s release; some are written after the writers see the film at the feature screening 
of the film at theatres, while others write after watching on DVD at home. This reflects the recent 
diversification of film consumption. Some may also view the film by broadcasting, satellite, terrestrial 
broadcasting or internet delivery (Tanikawa, 2016, p. 65). Consequently, film reviews can be written at 
any time and regardless of the medium used to watch the film.  

49 See also Chapter 2.2.2 Classification of Japanese magazines. 

50 This information was given by a worker at Kawakita Memorial Film Institute, Ms. Wachi. 
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materials are used by journalists to write reviews in magazines since the majority of 

film reviews are published just before the film’s release and have a role in advertising 

the film to magazine readers. Film brochures are aimed at film audiences and sold at 

film theatres. The purpose of the brochures is to offer background information on 

the film and provide ‘appropriate’ interpretation of it for audiences. 

2.3.3 History of Japanese film reviews and the film industry in Japan 

This subchapter presents background information on Japanese film review practices, 

history and the relationship with the Japanese film industry, which has influenced 

film reviews. 

     There has been a great variety throughout the history of film in Japan, although 

film studies as an academic discipline were was slow to establish itself as an academic 

discipline (Gerow, 2010; Ko, 2010).51 A vital critical film culture was centred on 

influential film journals such as Eiga hyōron (Film Criticism, 1925–1975), Kinema Junpō 

(Seasonal Journal of Cinema, 1919–), Kiroku eiga (Documentary Film, 1958–1965) 

and Eiga geijutsu, (Cinematic Art, 1946–), in which various writers in different fields, 

such as film directors, social theorists, historians and film critics, discussed an 

extensive number of films in different genres from various perspectives.52 

     After World War II, in the 1950s, film reviewing faced new issues related to 

political affairs and ideology. The debate of these topics concentrated on the role of 

film in modern society, which primarily sought realism. The Japanese film industry 

declined during the 1960s. During this period, one magazine, Kinema Junpō, 

conducted campaigns and symposiums to help the ailing Japanese film industry. 

Another magazine, Eiga hyōron (Film Comment), defended the underground film 

industry, and Eiga geijutsu (Film Art) promoted film criticism by non-specialists 

(Yomota, 2010, 2014a, 2014b).53 

                                                   
51 For example, Japan has enjoyed a long and vibrant history of film criticism by providing not only 
evaluation of what is good or bad about films but also venturing into the realms of analysis, political 
critique and film theory (Gerow, 2010, 2014). According to Gerow (2014, p. 61), little has been written 
about the history of the theory of the Japanese critical tradition. Gerow claims the reason for this is 
the lack of theorisation in criticism itself, as well as the absence of critical self-examination by scholars 
who use film criticism (Gerow, 2014, pp. 61–62). 

52 The names of these magazines in Japanese are, respectively, 映画評論, キネマ旬報, 記録映画 

and 映画芸術. Kinema Junpō has had a significant role in introducing Kaurismäki’s films in Japan. 

53 For example, a novelist, Yukio Mishima; a literary critic, Ryūmei Yoshimoto; and a director, Nagisa 
Oshima, wrote reviews of films. 
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     Since the 1970s, the landscape of platforms for publishing film reviews has 

changed. Sites for reviews in printed format have begun to decrease (Gerow, 2014). 

Critical magazines such as Eiga hyōron, Cahiers du cinema Japon and Nihon Eiga Magazine 

have gone under. 54  The number of newspaper reviews has declined, while 

advertisements for movies have increased. Television personalities have obtained a 

significant role in convincing consumers what the representative reception of a film 

(Fujiki, 2011b). The internet has broadened opportunities for expressing opinions 

about films, which provides user ratings and brief comments or an economic model 

to support professional critics (Gerow, 2014). 

     One of the most significant critics in the 1980s and 1990s was Hasumi Shigehiko 

(Cook, 2010). As a scholar of the study of representation and culture, he provided 

numerous essays on Japanese culture in public discourses. His writings had a 

significant impact on the field of film writing. In the 1990s, Hasumi’s writings came 

to dominate the world of critical study of films.55 His way of writing eventually 

distinguished certain kinds of film writing from previous writing based on a 

journalistic perspective, taking a film industry-related and film production-related 

perspective.56 

     The 1980s, for the Japanese film industry, were characterised by Yomota (2014b, 

p. 9) as the ‘collapse of the studio system’ with the advent of the modern system of 

film production, distribution and exhibition. Before the 1980s, five big film studios 

– Nikkatsu, Toho, Toei, Shochiku and Daiei – adopted the block-booking system, in 

which a film could open simultaneously in theatres devoted to that studio in every 

town and village in Japan, but this was not possible anymore in the early 1980s.57 Big 

film studios had failed to respond to the changing tastes and preferences of the 

Japanese audience (Itakura, 2016; Katō, 2011; Kimura, 2016; Wada-Marciano, 2010; 

Yomota, 2010, 2014a, 2014b). 

     Along with the diversification of the Japanese audience and the collapse of the 

modern system of film studios, a new wave occurred in the film industry: the 

emergence of art-film theatre, the so-called in Japanese, mini shiatā, mini-theatre, in 

                                                   

54 The names of film magazines in Japanese are, respectively, 映画評論, カイユ・ドゥ・シネマ・

ジャポン and 日本映画雑誌. 

55 Hasumi wrote reviews of four of Kaurismäki’s films: Shadow in Paradise; I Hired a Contract Killer; Crime 
and Punishment; and La Vie de Bohème. 

56 Hasumi’s film criticism (e.g., Hasumi, 1990) was criticised as ‘surface criticism (hyōsō hihyō)’. 

57 The names of these film studios in Japanese are, respectively, 日活, 東宝, 東映, 松竹 and 大映. 
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English (Ōtaka, 1998; Ōtaka & Inaba, 1989).58 These theatres have contributed to 

screening small-scale films that could not be represented by big film theatres for 

certain economic or political reasons. In addition, these theatres responded to the 

requests of the Japanese audience, who wanted to see different types of films (Satō, 

2007). With the collapse of the big studios, the number of male viewers also declined, 

while the number of female viewers increased during this period (Ōtaka, 1998). The 

audience of the mini-theatres consisted primarily of women (Ōtaka, 1998; Ōtaka & 

Inaba, 1989; Yomota, 2010, 2014a, 2014b), who had discovered the pleasure of 

enjoying films at film theatres. The audiences of mini-theatres were also interested 

in versatile international films rather than just Japanese films or Hollywood films 

screened at the big film theatres (Ōtaka, 1998; Ōtaka & Inaba, 1989). The mini-

theatres also become important sites for screening Kaurismäki’s films in Japan. For 

example, Kuzui Enterprises is a film distribution company founded by a Japanese 

film producer and distributor, Katsusuke Kuzui, and his wife, Fran Rubel Kuzui, 

who is also a film producer and distributor. Kuzui Enterprises primarily distributed 

American films in Japan and imported Japanese films for the American market. The 

company also distributed films that were not regarded as mainstream films, and it 

was the first distribution company to buy the rights to Kaurismäki’s films in Japan.59 

2.3.4 Previous research on Japanese film reviews 

Japanese book reviews, which mostly appear in the same space reserved for film 

reviews in the media, such as newspapers and magazines, have been studied in 

audience reception research and in terms of identity construction (e.g., Hayashi, 

2011; Nagamine, 2001, 2004; Shockey, 2019). Compared to book reviews, the study 

of Japanese film reviews has been rather limited, but there are some journalistic 

studies on film reviews (e.g., Hayashi, 1996a, 1996b; Kusakabe, 1996; Satō & 

Kishikawa, 2003; Shinada, 1996a, 1996b; Shirai, 1996; Tanaka, 1996a, 1996b; Togawa, 

1996a, 1996b).60 Moreover, in the marketing field, research has taken a perspective 

that film reviews are representative of the popularity of films: that is, film reviews 

                                                   
58 The first mini-theatre in Japan, Japan Art Theatre Guild, was founded in 1962, and the second was 
Iwanami Hall in Kanda, Tokyo, founded in 1974. Iwanami Hall’s successful project of screening art 
films led to a boom in small-scale art films in Japan (Satō, 2007, p. 116). 
59 See Kuzui Club http://www.formatmedia-kc.com/. 

60  Japanese film reviews before and during WWII have been studied (e.g., Kurosawa, Yomota, 
Yoshimi, & Li, 2011). 
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have been treated as a form of statistical data or a medium through which to 

understand the economic success of films (e.g., Ishihara, 2001).  

     The critical study of film reviews is another strand of research on film and cultural 

studies. Among other things, it looks into the cultural values guiding research on 

film. For example, Yoshimoto (1991, 2000) critically examined the works of Western 

film criticism that analyse Japanese films. He investigated Orientalist perspectives in 

Western reviews of films by Japanese directors Ozu and Kurosawa, and claimed that 

these reviews have tended to focus on a ‘cinematic order’ of Hollywood, in a search 

for an alternative mode of representation, which would problematise Hollywood and 

its hegemony. Ko (2010, p. 173) argues that even though there used to be a rich 

critical film culture in Japan, because few of these Japanese texts reached the West, 

they failed to influence the dominant framework for studying Japanese films outside 

Japan. Ko (2010) and Gerow (2003) analysed the representation of minority groups 

such as Okinawa and Zainichi in Japanese films as well as by film critics, and 

explored the complexity of contemporary Japanese multiculturalism and nationalism. 

     Research in film studies has increasingly focused on reception, particularly the 

processes through which audiences do not just receive but actively create meaning 

when they watch a film, and criticism can provide one of the few written accounts 

for how Japanese spectators have understood as a historical text (Gerow, 2014, p. 

61). Film critics have sometimes offered themselves as an example of a film’s 

reception, as though their reaction to a work is accepted as the standard.61 

     Japanese film reviews from the late 1980s to the 2000s have been studied in 

Iwamoto’s work ‘Film Criticism and the Study of Cinema in Japan’ (1987); a series 

of articles published in Kinema Junpō between May and August 1996; Satō’s review 

on the history of Japanese films (2007); and Yomota’s work ‘What is Japanese 

Cinema’ (2000, 2014a, 2014b).62 These works assume that film reviews were shaped 

by the environment of a film’s exhibition and partly discuss the relationship between 

film reviews and the context in which those film reviews were produced. However, 

as Kondō (2015b) points out, the ambivalent place of film reviews, with their 

complex role in mediating production and consumption, are not examined enough. 

A notable point is that film is a consumable commodity from the perspective of 

                                                   
61 Gerow (2014, p. 61) claims that equating critical evaluation to reception has often been made 
without understanding either the history of Japanese film criticism or the conceptualisation of its 
relationships to spectatorship, and this poses a danger of viewing the critical mode as a model for 
other forms of reception.  

62 The Japanese version was published in 2000 and the English version in 2014. 
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market logic (Fujiki, 2011a, 2011b, 2014, 2019; Katō, 2006; Kondō 2015a; Lamarre, 

2011; Tanikawa, 2016); however, at the same time, films are artistic works.  
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3 THEORETICAL FRAMEWORK 

3.1 Key concepts of the study: The cultural practice of othering 
via media representation 

This chapter discusses the key concepts of this study – media representation, 

otherness and the Other – and highlights aspects in the literature that are particularly 

relevant to this study. It also focuses on the idea of Japaneseness and Japan’s Other 

in media representation.  

Media representation in this study, based on a constructionist approach, refers 

primarily to practices and processes of constructing, producing, articulating and 

circulating meanings in media space in order to frame and understand, in some way, 

the world and social reality. The concept of the Other here means symbolic or 

imaginary entities that are conceptualised via representation. In this study, I use ‘the 

Other’ with a capital ‘O’ in order to distinguish it from the term ‘other (s)’ that refers 

to specific people and objects. My understanding of the Other is distinguished from 

the Lacanian psychoanalytical concept of the Other as unconscious imaginary 

constituent of the subject. The concept of the Other in the study refers to a boundary 

that are collectively represented and imagined in specific time and space, and defines 

the distinction between ‘us’ and ‘them’.63 In order to construct and produce the 

symbolic entity of the Other, otherness is represented in media. 

3.2 Media representation 

3.2.1 Theoretical roots of media representation 

There are various theoretical traditions and approaches towards representation. 

Representation is a remarkably common term used in many fields, including 

philosophy, psychology, film and literary studies, media and communication studies, 

                                                   
63 The concept of the Other is discussed later in Chatper 3.3. 
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art and visual culture, politics and government, sociology and linguistics (Webb, 

2008). This subchapter aims to present an overview of key ideas on media 

representation that provide a theoretical framework for this study. Thus, it highlights 

the relevance and utility of certain theories and concepts for examining the work of 

representation in contemporary Japanese media.  

     Stuart Hall (1997a) defines representations as including images, descriptions, 

explanations and frameworks for understanding the world. Orgad (2012, p. 17) 

argues that the essence of media is to represent and defines media representation as 

‘the process of re-presenting, the process by which members of a culture use systems 

of signs to produce meaning’. This highlights that representation is an active process 

of meaning production. 

     Two of the most prominent approaches to media representation are the 

reflectionist approach and the constructionist approach. They differ in their views 

of the relationship between the thing that is being represented and the act of 

representing it. The reflectionist approach assumes that reality can be accessed 

through representation; thus, the work of representation is to reflect pre-existing 

meanings of ‘the real’. In this approach, representation is considered to be a mirror 

of reality.  

     The constructionist approach is the perception that language and representations 

take part in constructing the world and social reality. The notion of construction 

suggests a dynamic interaction between the media’s role in forming the frames for 

the understanding we construct in our heads about the material world and the 

practicality of our behaviour and attitudes (Macdonald, 2003, p. 14). The concept of 

social reality here is based on the theoretical foundation of the constructionist 

approach. Reality is distinct from biological or individual cognitive reality; instead it 

is an arbitrary product of cultural context (Sealre, 1997). 

     The constructionist approach recognises the social character of language and 

representation. It acknowledges that neither things in themselves nor the individual 

users of language can fix meaning in language. Things do not have inherent meaning; 

we construct meaning using representational systems. The constructionist approach 

does not deny the material world, which conveys meaning; rather, we are using the 

language system to represent our concepts (Hall, 1997a, p. 25). Representation is a 

construction, and this view highlights the idea that systems of signification by 

language play a central part in producing meaning (Orgad, 2012, p. 20). In Stuart 

Hall’s major work on this approach, he defines representation as ‘the production of 

meaning through language’ (Hall, 1997a, p. 16) and says that ‘representation is an 

essential part of the process by which meaning is produced and exchanged between 
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members of a culture’ (Hall, 1997a, p. 15). We represent something in order to 

understand and interpret the world of people, objects and events (Silverstone, 2007). 

We give meaning to things by ‘how we represent them – words we use, stories we 

tell, images we produce, emotions we associate with them, the ways we classify and 

conceptualise them, and the value we place on them’ (Hall, 1997a, p. 3).64  

     Media representations have been studied and explained, on the one hand, in 

relation to national communities and/or their role in feeding collective and social 

identities, such as gender, sexuality, ethnicity and class (e.g., Gledhill, 1997; Lindell, 

2004; Nixon 1997), and on the other hand, in relation to units and communities of 

belonging beyond the nation, for instance, in relation to consumer culture (e.g., 

Clammer, 1997, 2001; Illouz, 2009).65 Media representation has also been studied from 

a global perspective and in the context of identity and difference, looking into the 

relationship between global representations and local reception (e.g., Calhoun, 2007; 

Castells, 2009; Couldry, Hepp, & Korotz, 2010; Orgad, 2012; Thompson, 1995). 

3.2.2 Relevant theories of media representation for this study 

3.2.2.1 Meaning-making in representation 

The constructionist approach sees that the world and social reality are constructed 

in language and through acts of communication and representation. In the 

constructionist perspective, representation functions in constructing, producing, 

                                                   
64 Hall’s theory is based on semiotics and post-structuralism. The first is largely based on the work of 
the linguist Ferdinand de Saussure (1974). Saussure’s main contribution, through the study of 
linguistics, was to identify the marking of difference within language as fundamental to the production 
of meaning. His theory was developed by the French critic Roland Barthes, who applied the approach 
to texts. Barthes identified two levels of reading a text: denotation and connotation. Denotation is the 
descriptive level at which most people would agree in their interpretations, and connotation, as the 
second level, is interpretation that is not as obvious. Barthes (1972, 1975, 1977) made major 
contributions in his reading of different ‘texts’ in this way, including images, music and advertisements. 
     Another tradition in the constructionist approach is post-structuralism. On this view, 
representations are a series of signs and symbols that ‘construct’ so-called reality (Baudrillard, 2006 
[1968]; Derrida, 1972). In other words, reality does not exist unless representations construct and 
produce it. Representation is fluid and open. Derrida emphasises that meaning cannot be fixed 
endlessly: meaning is never single, clear or total, but rather is fluid, ambiguous and contradictory 
(Derrida, 1972). According to the constructionist approach inspired by post-structuralism, meaning is 
a site of constant struggle and contestation, and it resists fixity. 

65 Beck (2003) criticised analysis of media representations as framed by an implicit assumption that the 
nation is the primary social and political form in the contemporary world. He pointed out the tendency 
of previous research to privilege the nation-state and national identity in explaining their meanings. 
His argument has been discussed by different perspectives. This issue is discussed later in Chapter 3.3. 



 

60 

articulating and circulating meanings and in establishing complex relations between 

meanings. For example, the principles of difference and similarity are used to 

produce meanings.  

     Meanings are produced within a certain context: all meanings are produced within 

history and culture, while at the same time, meaning-making also produces history 

and culture. Meanings have an arbitrary character: they are never fixed but always 

change, from one social and cultural context to another and from one period to 

another. ‘Arbitrary’ means here that there is no natural relationship between the sign 

and its meaning or concept. Meaning, constructionists would say, is ‘relational’ (Hall, 

1997a, p. 27). Representation is constructed in a culture where meanings often 

depend on large units of rules relevant to the cultural context.66 Thus, meanings are 

not attributed to words and images, but the act of using words and images in a 

specific context creates meanings. 

     Any representation is ‘a selective and particular depiction of some elements, 

which always generates some specific meanings and excludes others’ (Orgad, 2012, 

p. 53). A certain representation is articulated with another specific representation, 

which produces a new or revised representation. Representations from one locale 

trigger the production of representations in other places. In the current media 

landscape, representations that originate in one locale or culture are re-appropriated 

and re-positioned by a receiving medium in a different locale and transformed into 

a new or revised representation (Orgad, 2012, p. 39).67  The central issue here is the 

recognition of inclusion and exclusion. A certain representation is chosen to be 

foregrounded for articulation and circulation, while others are not. There are also 

certain patterns in the articulation and circulation process, which is discussed in the 

following sections. 

                                                   
66 The discursive approach is based on Foucault’s theories and understands that large units of  rules 
are intertwined with the production of  social knowledge, which has the historical specificity of  a 
particular form or ‘regime’ of  representation. In Foucault’s theory, discourses are ways of  referring to 
or constructing knowledge about a particular topic or practice. These discursive forms define what is 
and is not appropriate in our formulation or what knowledge is considered useful, relevant and ‘true’ 
in a specific context (Foucault, 1970, 1977). 
67  Representations in the age of globalisation circulate across different locales, where they are 
transformed and articulated into a new representation. The age of globalisation is characterised by 
accelerating interaction and flows. Scholarship has theorised the contemporary world as mediating 
dynamics on the move (Bauman, 1998, 2000; Castells, 2009; Couldry, 2003, 2012; Urry, 2000; Valaskivi 
& Sumiala, 2013). 
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3.2.2.2 Boundary-making in and by representation 

Representation produces and reproduces power relations by constructing and 

producing difference (Hall, 1997a, 1997b).  The constructionist approach views 

meanings as produced by the act of representation that marks boundaries. The 

underlying idea of this view is that the practice of marking boundaries by 

representation is embedded with power. Power also cuts through the process of 

representation.  

     Difference is both needed and problematic (Hall, 1997a, p. 34). On the one hand, 

meaning is always relational: difference matters because it is essential to meaning, 

and without it, meaning could not exist. Difference is produced to distinguish one 

from another/others, and it carries meaning. Binary oppositions are crucial for all 

classification because one must establish a clear difference between things in order 

to classify them (Hall, 1997a, p. 236). On the other hand, difference is tricky. 

Meaning depends on the difference between binary oppositions (Hall, 1997a, p. 235). 

However, making binary oppositions emerges in power relation. One pole of the 

binary opposition is usually the dominant one, the one that includes the other within 

its field of operations (Hall, 1997a, p. 235); one is better than the other, one is 

superior to the other.  

     The relationship between one and the other is not neutral. There is always a 

relationship of power between the poles of a binary opposition. Power is usually 

directed against the subordinate or excluded group (Hall, 1997a, p. 258), and 

boundaries are marked in and by representation to set opposing categories, for 

example, by means of a binary opposition: good/bad, white/black, big/small, 

tall/short or man/woman. The one pole signifies the superior, dominant and 

positive and the other pole the inferior, minor and negative (e.g., Hall, 1997; Said, 

2003 [1978]; Skeggs, 2004). Representations mark boundaries, not only in 

constructing certain people, places, ideas and cultures in terms of ‘us’ and ‘them’, 

‘good’ and ‘bad’ and so on, but also in appropriating and reproducing certain 

frameworks, symbols and ways of understanding that are intelligible to particular 

groups or cultures and unintelligible to others (Orgad, 2012, p. 22). In the act of 

representing, media continuously produce differences between ‘us’ and ‘them’, ‘here’ 

and ‘there’ (Orgad, 2012, p. 21).  

     Stereotyping is also involved with the representational act of making boundaries 

(Pickering, 2001; Warner, 2002). A stereotype characterises something or someone 

in a simple, vivid, memorable, reductive and widely recognised way. It represents a 

specific object in an exaggerated and simplified manner and fixes it without change 

or development (Dyer, 2002). Stereotyping works to maintain the symbolic order to 
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set up a symbolic frontier, for example, between insiders and outsiders, us and them, 

the normal and the abnormal. It also reduces, essentialises, naturalises and fixes 

difference because it also enforces power relations. 

3.2.2.3 Articulation and circulation 

The theory of representation highlights a process of creating connections, which is 

called articulation by scholars of cultural studies. The articulation theory derives from 

Ernesto Laclau and Chantal Mouffe (1990). Hall (1992b) describes articulation as a 

connection or link that can unify different elements under certain conditions. The 

link is not necessarily given or determined in all cases, but it requires particular 

conditions of existence to appear (Hall, Critcher, Jefferson, Clarek, & Roberts, 1978). 

The connection or link must be sustained by specific processes and constantly 

renewed, and can, under some circumstances, disappear or be overthrown (Hall et 

al., 1978). Each retains its distinct determinations and conditions of existence (Hall, 

1992b). The unity formed by articulation is always a complex structure in which 

things are related through both their differences and their similarities. Since the 

connection is an articulated combination, there are certain relations between its parts, 

such as relations of dominance and subordination (Hall, 1992b). Grossberg (1992, 

p. 54) defines articulation as the production of ‘unities out of fragments’ and ‘of 

structure across practices’. Articulation is a way of foregrounding the structure and 

play of power that are entailed by relations of dominance and subordination (Slack, 

1996, p. 117). Relations in a connection of articulation contain 

domination/subordination, which are inscribed, refused and contested through 

representational practices (Slack, 1996, p. 112). 

     These views of articulation highlight the importance of analysing the specifics of 

particular articulations. This means paying attention to both the conditions of their 

existence and the political-cultural practice that went into making and sustaining 

specific articulations. Their internal organisation and their external conditions of 

existence created the possibility of disarticulation and re-articulation (Clarke, 2015, 

p. 3). 

     The circulation of representation, in this study, refers to the movement of 

representation, and it occurs in culture(s) as processes (Hall, 1997a; Peterson, 2005). 

Valaskivi and Sumiala define circulation as follows: ‘it is about “going around” and 

/or “passing on” something – whether it is material or immaterial items, goods, 

artefacts, ideas or beliefs that are being distributed and disseminated’ (Valaskivi & 
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Sumiala, 2013, p. 3). They (2013, p. 11) argue that certain ideas are disseminated, 

while others disappear in the circulation process.  

     Couldry (2012, p. 26) claims that all circulating processes have certain patterns of 

order and hierarchy. Moreover, not only are there patterns of order and hierarchy in 

articulation and circulation, but the practice and process of articulation and 

circulation themselves generate the symbolic dominance and even contestation of 

power (Macdonald, 2003). In this sense, a certain pattern of articulation and 

circulation of representation is promoted, while the promoted pattern at the same 

time generates and maintains additional articulation and circulation (Couldry, 2012; 

Lee & LiPuma, 2002). As patterned repetitive performances, these actions have the 

potential to become ritualised at different levels (Valaskivi & Sumiala, 2013, p. 5). 

3.3 The Other and otherness 

3.3.1 The Other and otherness: Differentiating ‘them’ from ‘us’ 
 

As mentioned in subchapter 3.1, the concept of the Other refers here to a boundary- 

defining distinction between ‘us’ and ‘them’. This boundary is collectively imagined 

and sustained in representations and is temporally and spatially particular. The 

symbolic Other and otherness are produced and reproduced, for example, in media 

texts. 

     The concept of the Other has been a common concern in the humanities and 

social sciences.68 This study draws on the idea that the Other is fundamental to the 

constitution of the Self; the practice of othering is the identification between ‘us’ and 

‘them’ and is fundamental for articulating one’s self-identity (Callero, 2003; Hall, 

1992a, 1997b; Pickering, 2001). To understand and define ourselves as individuals 

or a group (communities, nations, etc.), an idea of ‘them’ is necessary to distinguish 

‘us’ from others. This is because ‘our ability to identify and understand ourselves 

largely derives from, and relies on, a sense of who we are not’ (Orgad, 2012, pp. 53). 

The cultural process of othering is, for example, promoted by media; media’s 

                                                   
68 It has been conceptualised mainly in terms of four theoretical debates: (1) Saussure’s theory of the 
dependence of meaning on the relations between different words within a meaning system; (2) 
Bakhtin’s theories of language, which stress the need for a difference because we can only construct 
meaning through dialogue with the Other; (3) anthropological arguments about marking difference as 
the basis of culture; and (4) Lacan’s psychoanalytical observation that the infant learns to recognise 
himself or herself as separate from others (see Hall, 1992b, 1997b; Pickering, 2001).    
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primary cultural role is the constant production and reproduction of difference 

(Silverstone, 2007). 

     The Self is a construction, as is the Other; it is neither fixed nor unchanged 

practice but involves negotiation (Hall & du Gay, 1996). The Self is neither 

completely determined by the social world nor pregiven at birth. Foucault (2010) 

proposes a framework for understanding the collectively instituted conceptions of 

the Self, the means by which these conceptions are produced and the disciplinary 

techniques of power that are deployed in the process. This suggests that an 

understanding of the Other and the Self requires a broad conceptualisation of 

context, one that extends beyond the immediate definition of the situation to include 

the historical and cultural settings. 

     Orgad focuses on two types of representations of the Other, which are 

constructed in both popular and scholarly discourse. The first is the Other that is 

morally and existentially outside ‘us’, a site of strangeness, hostility and danger 

(Orgad, 2012, pp. 53–54). This type of ‘Other’ is deemed to be ‘constructed as an 

object for the benefit of the subject who stands in need of an objectified Other in 

order to achieve a masterly self-definition’ (Pickering, 2001, p. 71). For example, 

Said’s Orientalism (2003 [1978]) illuminates this type of Other. The Orientalist is 

concerned with the Orient only insofar as knowledge about it helps establish his or 

her identity and superiority. Scholarship has demonstrated that this type of Other is 

marked as different; it is a stranger, excluded and marginalised in the process of the 

construction of identity. One of the traditional approaches to the formation of ‘us’ 

and ‘them’ is otherness within the dichotomy of the idea of the West/the Other. 

     The second type is the Other as ‘just like us’, with whom ‘we’ share a world 

(Orgad, 2012, p. 55). In this type, ‘intimacy’ is mediated in relation to the Other. 

Several studies illuminate the construction of this type of Other as ‘intimates’ (e.g., 

Calhoun, 2007; Orgad, 2009). Both types of Other are often constructed and enacted 

simultaneously; both types are intertwined in a complicated way. Moreover, 

considering the character of the Other, neither fixed nor unchanged but potentially 

contested, it is difficult to understand the construction of the Other by using a binary 

paradigm: its symbolic exclusion or inclusion. This binary opposition fails to account 

for the empirical reality, the diverse and competing accounts of Others in an 

increasingly complex social and cultural environment. 

     As previous research has emphasised, it is crucial to view the process of 

producing otherness as a cultural practice. The transformation of the Other into the 

Self through the cultural practice of othering is fluid and flexible, and the idea of 

otherness works flexibly as a mediating bridge between the Other and the Self and 
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produces a context-dependent polysemy of meanings. This approach works to 

maintain symbolic order – for example, what belongs and what does not, ‘us’ and 

‘them’, etc. (Hall, 1997a, p. 258). Stereotyping thus tends to occur the most where 

there are gross inequalities of power.  

3.3.2 Imagining ‘Japaneseness’ and Japan’s Other 

Scholars have claimed that in an age of accelerating globalisation driven by economic, 

political, cultural and technological forces, the nation is no longer the only or 

necessarily the dominant context within which representations are produced, 

disseminated and consumed, and within which they acquire meaning (e.g., Beck, 

2003; Smith, 1998; Wimmer & Schiller, 2002).  

     However, researchers have also pointed out that the framework of ‘national’ is 

still significant in the contemporary world (e.g., Calhoun, 2007; Madianou, 2005; 

Mihelj, 2011; Sassen, 2007). According to Sabina Mihelj, ‘being a member of a nation 

is still seen as an indispensable attribute of humanity’ (Mihelj, 2011, p. 1). National 

belonging continues to inform people’s perceptions of the world, collective 

memories and expressions of belonging. Benedict Anderson’s work explores how 

perceptions of ‘us’ or ‘ourselves’ are constructed through a national framework. 

Anderson (2006 [1983]) claims that nation-ness is a cultural artefact of a particular 

kind. He defines the nation as an imagined community and explains the idea of a 

nation as produced and reproduced through texts and different media as a symbolic 

category of belonging and unity. The framework of the ‘national’ is observed in 

media representation in Japan. The following shows how ‘Japaneseness’ as Japan’s 

Other is imagined as a symbolic entity in Japan. 

     After World War II, the United States was imagined as the most powerful Other 

for Japan as a representative of the West against which Japan was identified (Miyoshi, 

2006). Another Other for Japan was imagined as the part of Asia that Japan 

differentiates itself from (Tanaka, 1993). The West was imagined as contradictory; 

on the one hand, Western nations were imagined as superior, but on the other hand, 

they were regarded as individualistic and selfish (Robertson, 1991). Both positive and 

negative images coexisted ‘as two sides of the same coin, and either side was 

emphasised depending upon the circumstances’ (Iwabuchi, 1994, p. 52).  

     The relation between Japan and Japan’s Other appears in, for example, the so- 

called Nihonjinron, which can be literally translated in English as ‘theories of the 
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Japanese’ or ‘discussion on the Japanese’ (Hambleton, 2011, p. 31).69 In this literature, 

the idea of  Japaneseness constructed as a mirror of  the Other is often based on the 

construction of  a binary dichotomy between ‘Japan’ and ‘the West’, or in many cases, 

the ‘U.S.’. ‘We Japanese’ is set in opposition to ‘them, the Westerners’; the 

discursively constructed ‘Japaneseness’ constructs an ambiguous definition of ‘the 

Japanese’. Iwabuchi (1994) calls this ‘self-Orientalism’.  

     Nihonjinron-related writings often contain not only discussions of the Japanese but 

also discussions of Japan and Japanese society and culture. This literature usually 

seeks to explore what ‘Japan’ is, what ‘Japanese society and culture’ are and who ‘the 

Japanese’ are. Nihonjinron literature has been contributed to by both Japanese and 

foreign observers of Japan (Befu, 2009, p. 21). The writers include people from a 

variety of occupations, ranging from intellectuals, critics and journalists to diplomats 

and even business elites. The Nihonjinron appear in great quantities in popular 

editions of books and in essays in newspapers and general interest magazines. While 

Nihonjinron-related publications started to be diffused in the 1970s, they continued 

into the 1980s and 1990s (Befu, 1997, 2001; Iwabuchi, 1994; Yoshino, 1999). During 

the 1980s and 1990s, the Nihonjinron were diffused more widely among the 

population, and their effects became strongly felt (Yoshino, 1999, p. 16).  

     Yoshino (1999, pp. 16–17) summarises four main themes prominent in the 

Nihonjinron. First, Japanese society is characterised by group orientation, 

interpersonalism, vertical stratification (intra-company solidarity) and dependence 

(other-directedness). This stands in stark contrast to Western society, which is 

represented as individualistic, horizontal (class-based solidarity) and valuing 

independence (self-autonomy). Second, the Japanese patterns of interpersonal 

communication are characterised by a lack of emphasis on logical and linguistic 

presentation. In contrast, Western patterns are supposed to encourage logical and 

linguistic confrontation. In other worlds, essential communication among the 

Japanese is supposed to be performed empathetically, without the use of explicit 

spoken words and logical presentation. Third, Japanese society is characterised as 

homogeneous and uniracial, in contrast to the heterogeneous and multiracial society 

of the West. Fourth, the Nihonjinron closely associate the cultural and racial 

distinctiveness of the Japanese – thereby promoting the perception that the Japanese 

mode of thinking and behaving is so unique that one has to be born a Japanese to 

understand it. 

     Most of the Nihonjinron literature is based on an unwritten existential assumption 

that Japan, Japanese society and culture, and the Japanese are ‘things’ that exist ‘out 

                                                   
69 Clammer (2001, p. 2) describes the Nihonjinron as theories of Japanese uniqueness. 
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there’ (Befu, 2009, p. 21). The literature tends to start with an ambiguous definition 

that takes Japan, Japanese people, Japanese culture and society for granted (Iwabuchi, 

1994, p. 3). The idea of Japaneseness in the Nihonjinron literature often implicitly 

means Japanese national ‘traits’, particularly Japanese uniqueness that constitutes the 

‘essence of Japan, Japanese people, Japanese society and culture’ (Befu, 2009, p. 

21).70  

     Furthermore, the idea of Japaneseness as Japanese uniqueness assumes that 

Japanese society, culture, people, polity and territory are coterminous, and thus that 

their respective boundaries perfectly coincide (Sugimoto, 1999). 71  That such 

boundaries are usually constructed through the contrast of Japan and the West is 

obvious in the discussion of the Nihonjinron (Iwabuchi, 1994). What ‘Japan’, ‘Japanese 

people’ and ‘Japanese society and culture’ are is represented in contrast to what ‘the 

West’ is.  

     Edward Said’s theory of Orientalism (1978) claims that it is a European attitude 

to deny that non-Europeans live in the contemporary time. In other words, 

Europeans reserve modernity for themselves, representing non-Europeans as 

primitive and backward. Non-Europeans are imagined as energetic, exotic and 

seductive, but at the same time, chaotic, stagnant and disordered. For Said, ‘the 

Orient’ in Western ‘Orientalism’ is a mirror image of what is inferior and alien to the 

West, while the West, ’the Occident’, is always in a position of strength.72 Based on 

Said’s theory, the Japanese attitude towards their Asian neighbours can be regarded 

as ‘Japanese Orientalism’. In Said’s theory of Orientalism, the ideas of superiority 

and inferiority are crucial to marking boundaries between ‘us’ and ‘them’. 

     Ko (2010, p.181), in the study of the representation of minority groups in 

contemporary Japanese cinema,  draws on Kang’s (1996) and Koyasu’s (2003) 

discussion on Japanese Orientalism towards their Asian neighbours in the Meiji 

period. According to Kang and Koyasu, by identifying itself  with Western imperial 

powers, Meiji Japan imagined itself  to be in the position of  ‘the Occident’ that is 

                                                   
70 This phenomenon is not only observed in Japan; rather, it is still a common way to see the nation 
and its traits in the world. 

71 Befu (2009, p. 21) indicates that this was created and reaffirmed by the structural-functionalist theory 
that states that each society possesses a unique culture and that society and culture are contained in 
the political boundaries of the state. 
72 In Orientalism, Said (2003) explores symbolic forms of  knowledge in the European colonial project 
and shows how Orientalism acts as a style of  thought that depends on a binary relation between ‘the 
Occident (the West)’ and ‘the Orient (the Other)’. However, there are complexities that cannot be 
reduced to simple dichotomies of  European Self  and exotic Other; because cultural difference is not 
a stable, exotic otherness, Self–Other relations are matters of  power (Clifford 1988, p.14).  
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‘strong’, ‘civilised’, ‘rational’, ‘virtuous’ and ‘normal’, while it defined its Asian 

neighbours as ‘weak’, ‘irrational’, ‘depraved’, ‘primitive’ and ‘different’, joining the 

Orientalist discourse. Meiji Japan saw its Asian neighbours, especially China and 

Korea, as ‘primitive’ and ‘barbarous’. Just as in Western Orientalism, Japanese 

Orientalism cannot be separated from imperialism and colonialism.  

     Recent studies have further identified Japanese Orientalist views towards 

Okinawa. The popularity of  Okinawa, or the so-called ‘Okinawa boom’ on mainland 

Japan since the 1990s, could be a case of  Japanese Orientalism in the contemporary 

context. This boom seemed to have provided Okinawans with new self-images or 

with a source of  their identity. In media representation, Okinawa is imagined as a 

‘comforting’ or ‘healing’ island where, unlike in mainland Japan, elements of  the 

‘good old days’ still remain, unspoiled by modernity (Ko, 2010, p. 73). The 

subsequent ‘Okinawa boom’ has involved a significant growth of  Okinawan goods, 

cultural artefacts and images (Ko, 2010, p. 73). In a consumer society, where 

‘difference’ has become a ‘commodity’, Okinawa, or more appropriately, images’ of  

Okinawa have also become attractive commodities (Hein & Selden, 2003; Tanaka, 

1993). The dominant images of  Okinawa that are circulated and consumed include 

a ‘healing’ and ‘exotic’ island where you can find blue sky, blue seas and exotic flowers 

(Ko, 2010, p. 73). Okinawa is commodified and staged for tourists from mainland 

Japan, and these stereotypical images, goods and culture came to be consumed within 

Okinawa.73  

     In some sense, Japanese Orientalism can also be seen in terms of  a reflection of  

Japanese Occidentalism. It is not, however, Occidentalism of  a kind that challenges 

western Orientalism. Rather, it is more like an occidental fantasy. Said (2003, p. 118) 

argues that pre-romantic and romantic Orientalism fantasised about ‘the Orient’ as 

an exotic locale, a place of  sensuality, terror, sublimity, intense energy and so on. 

Similarly, Japan fantasised about and admired ‘the Occident’ as a fascinating locale 

of  power, civilisation and strength, and dreamed of  becoming the ‘the Occident’ 

(Kang, 1996, pp. 55–56). 

     There is another form and manifestation of  Orientalism relevant to this study: 

Counter-Orientalism (or Reverse-Orientalism). Post-Saidian scholarship has 

discussed the intended reaction of the Orientalised culture that aims to overpower 

                                                   

73 A similar view is also evident toward South Korea and South East Asian countries, such as Thailand, 
Vietnam and Indonesia, particularly the island of  Bali. These countries are represented with certain 
key concepts, such as ‘simplicity’ and ‘nostalgia’. These representations are concerned with consumer 
culture, for example, to promote traveling from Japan to these countries. See Prologue. 
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discourses of Orientalism (e.g., Najita & Harootunian, 1988; Rosenfeld, 2000; Sakai, 

2006; Tiffin, 1995). According to them, it is not possible for the East, or the 

Orientalised one to create or recreate national or regional formations wholly 

independent of  the hierarchical discourse by the West. However, it is possible to 

display the hybridised subjectivity of  the Orientalised one (the East), which results 

in a complication of  the idea or the discourse of  the West (Tiffin, 1995). 

 

 

 

 

 



 

70 

4 MATERIAL AND METHODS 

4.1 Collecting material 

4.1.1 Primary material 

The primary materials are texts on Kaurismäki’s films published in Japan from 1990 

to 2008. The term ‘text’ refers, in a very broad sense, to reviews of Kaurismäki’s 

films that are written materials consisting of words and images recorded without the 

intervention of a researcher in printed format in Japanese magazines (Silverman, 

2013, p. 51).74  The reviews targeted in this research encompass descriptions of 

Kaurismäki’s films, the director Kaurismäki, the actors in Kaurismäki’s films and 

sometimes Finland as an origin country of the films and the director. The reviews 

also include interviews with Kaurismäki and the actors in his films, since interview 

articles include descriptions, interpretations and evaluations of his films. The 

majority of the reviews studied here were published in magazines, but press sheets 

and film brochures were also used.75  I obtained copies of the press sheets for 

Kaurismäki’s films at Kawakita Memorial Film Institute. Not all the press sheets 

were preserved there, and I could not obtain all of the press sheets for Kaurismäki’s 

films. This study uses the term ‘film review’ to refer to film criticism, film reviews or 

movie reviews as written texts about films of Kaurismäki’s films that have been 

published in Japanese magazines.  

     The first screening of a Kaurismäki film in Japan was at the Tokyo International 

Film Festival in 1987, but no reviews were published then. The first review of one 

of his films appeared in 1990.76 Reviews of two Kaurismäki films, Le Havre and The 

Other Side of Hope, are excluded from the material of this study, as the first one is not 

concerned with the focus of this study, and this research material was collected 

before the release of the latter one. Kaurismäki’s film released in Japan in 2011, Le 

                                                   
74 Since magazines offer more room for reviews, articles in newspapers were not included in this study. 
This is further discussed in Chapter 4.2.1. 

75 About press sheet and film brochures, see Chapter 2.3.2. 

76 This issue is further described in Chapter 5. 
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Havre, is a story of people living in France, and the reviews of this film do not touch 

on Finland. One of the most significant focuses of this research is how 

representations of Kaurismäki’s films are involved in the construction of Finnishness 

in Japan; therefore, the research does not include reviews of Le Havre. In the film 

The Other Side of Hope, which was released in Japan in 2017, its stage is in Finland, and 

the reviews focus on the country as an important part of the story. However, the 

material for this research was collected before the release of the film, so this research 

does not cover that film. 

     The material was collected through Japanese databases. In 2010, 2011, 2013 and 

2014, I used five Japanese-language databases at the Tokyo Metropolitan Library (in 

Hirō and Tama, Tokyo), the National Diet Library (in Nagata-chō, Tokyo) and the 

National Film Center (Kyobashi, Tokyo). These comprised Web OYA-bunko 

(popular magazine articles), Magazine Plus (scholarly magazines), the Zasshi Kiji 

Sakuin Shusei database (the complete database of Japanese magazine and periodicals 

from the Meiji era to the present), NDL-OPAC (magazines) and MOMAT-OPAC 

(magazines). 

     The following keywords were used when searching for articles from magazines: 

the titles of 24 Kaurismäki films that were screened in Japanese theatres, the full 

name of the director Aki Kaurisumaki (Aki Kaurismäki) and Kaurisumaki 

(Kaurismäki), and Finrando (Finland).77 From this group, I eliminated items whose 

references to the topics of my study were not substantive enough for my analysis.78 

In total, 183 film reviews are used as research materials. The genres of the magazines 

that contain materials for the research are various: cinematic magazines, general 

magazines (sōgō-shi), weekly general magazines (shūkan-shi), women’s magazines (josei-

shi), men’s magazines (dansei-shi) and information magazines (jōhō-shi).79 

Table 4 provides the names of magazines that include Japanese reviews of 

Kaurismäki’s films. The table contains information on the quantitative number of 

reviews published in the targeted period (1990–2008), the names of magazines that 

published reviews of Kaurismäki’s films and the names of films reviewed in 

magazines. 

                                                   

77  Each keyword in Japanese: アキ・カウリスマキ , カウリスマキ  and フィンランド
respectively. 

78 For example, short texts including only one paragraph to describe the story plot of a film were 
eliminated from the materials used in my analysis. 

79 Each word in Japanese: 総合誌, 女性誌, 男性誌 and 情報誌 respectively. 
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Table 4.  Magazines encompassing reviews of Kaurismäki’s films (1990–2008) 

Year Number of reviews Names of magazines Films reviewed  

1990 16 An-an, Asahi Journal, 
Esquire, Image Forum, 
Kinema Junpō, Shūkan 
yomiuri, Spa!, Subaru, Taiyō, 
Takarajima, 03 Tokyo calling 

Leningrad Cowboys Go 
America; Ariel 

1991 39 An-an, Asahi Graph, Asahi 
Journal, Brutus, Cahiers du 
cinema Japon, Chūō kōron, 
ELLE Japon, Flix, Image 
Forum, Kinema Junpō, 
Mainichi Graph, Marie Claire 
Japon, Men’s Non-no, Spa!, 
Screen, Shūkan gendai, 
Shūkan shinchō, Shūkan 
teemis, Shūkan yomiuri, 
Subaru, Taiyō, Takarajima, 
Tarzan, TBS chōsa jōhō 

Leningrad Cowboys Go 
America; The Match 
Factory Girl; I Hired a 
Contract Killer  

 

 

1992 16 An-an, Asahi Journal, Clique, 
ELLE Japon, Image Forum, 
Jiyū jikan, Kinema Junpō, 
Kurashi no techō, Mainichi 
Graph, Marie Claire Japon, 
Spa!, Shūkan gendai, 
Takarajima, Tokyo jin 

Leningrad Cowboys Go 
America; Ariel; The 
Match Factory Girl; La 
Vie de Bohème 

1993 3 Gekkan kadokawa, Kinema 
Junpō, More 

Leningrad Cowboys Go 
America; I Hired a 
Contract Killer 

1994 11 Asahi Graph, Clique, ELLE 
Japon, Esquire, Flix, Image 
Forum, Katei gahō, Kinema 
Junpō, Shūkan bunshū, Taiyō 

Leningrad Cowboys 
Meets Moses; Take 
Care of Your Scarf, 
Tatjana 

1995 6 Esquire, Hōsō bunka, Kinema 
Junpō, Marie Claire Japon, 
Non-no, Spa! 

La Vie de Bohème; 
Take Care of Your 
Scarf, Tatjana 

1997 18 An-an, Asahi Graph, ef, Fujin 
kōron, Jiyū jikan, Katei gahō, 
Keizaikai, Kinema Junpō, 
Shūkan asahi, Shūkan 
kinyōbi, Shūkan gendai, 
Shūkan playboy, Spa!, Taiyō, 
Uno! 

Drifting Clouds 

1998 1 Shūkan hōseki The Match Factory Girl; 
Drifting Clouds 

1999 2 Aera, Asahi Graph Drifting Clouds 
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2000 12 Aera, Asahi Graph, Chūō 
kōron, Cut, Esquire, Katei 
gahō, Kinema Junpō, 
Premiere, Serai, Shūkan 
playboy, Taiyō 

Juha; Shadows in 
Paradise; The Match 
Factory Girl;  

2002 5 Da Vinci, Kinema, Junpō, 
Marie Claire Japon, Shin 
chōsa jōhō, Ten plus One 

Ariel; The Match 
Factory Girl; Drifting 
Clouds; Calamari 
Union; The Man 
Without a Past 

2003 30 An-an, Bungakukai, Brutus, 
Cosmopolitan, Crea, Cut, Da 
Vinci, ELLE Japon, Esquire, 
Frau, Geijutsu shinchō, 
Hanako, Kinema Junpō, 
Living design, Madam Figaro 
Japon, Marie Claire Japon, 
Men’s Club, Pict Up, 
Premiere, Sabra, Sapio, 
Shinchō, Shūkan josei, 
Shūkan shinchō, Studio 
Voice, Sunday mainichi, 
Switch, Tokyo Walker 

The Man Without a 
Past; Drifting Clouds 

2004 2 Da Vinci, Studio Voice The Man Without a 
Past; 10 Minutes Older 

2005 1 Kyu+kyu plus The Match Factory Girl; 
Take Care of Your 
Scarf; Tatjana; The 
Man Without a Past 

2006 2 Crea, Esquire Drifting Clouds; The 
Man Without a Past 

2007 17 An-an, Brutus, Da Capo, 
Frau, Kinema Junpō, Kurashi 
no techō, Sapio, Shūkan 
kinyōbi,  Spa!, Studio Voice, 
Switch 

Drifting Clouds; The 
Man Without a Past; 
Lights in the Dusk 

2008 2 Kinema Junpō, Ku:nel Shadow in Pradise; 
Take Care of Your 
Scarf; Tatjana; The 
Man Without a Past; 
Lights in the Dusk 

 Total: 183   

 

Table 5 presents the genres of magazines that included reviews of Kaurismäki’s films. 
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Table 5.  Genres of magazines containing reviews of Kaurismäki’s films (1990–2008) 

Genre  Names of magazines Films reviewed  

General magazines 

(Sōgō-shi; 総合誌) 

Bungakukai, Chūō kōron, Gekkan kadokawa, 
Keizaikai, Shinchō, Subaru, Taiyō 

Leningrad Cowboys Go  
America; Ariel; The Match 
Factory Girl; I Hired a 
Contract Killer; Hamlet 
Goes for Business; La Vie 
de Bohème; Take Care of 
Your Scarf, Tatjana; 
Leningrad Cowboys Meet 
Moses; Drifting Clouds; 
Juha; Shadows in 
Paradise; Crime and 
Punishment; Calamari 
Union; The Man Without a 
Past 

Weekly general 
magazines (Shūkan-shi; 

週刊誌) 

Aera, Asahi Graph, Asahi Journal, Mainichi 
Graph, Shūkan asahi, , Shūkan bunshū, 
Shūkan gendai, Shūkan hōseki, Shūkan 
kinyōbi, , Shūkan mainichi, Shūkan shinchō, 
Shūkan teemis, Shūkan yomiuri 

Leningrad Cowboys Go  
America; Ariel; I Hired a 
Contract Killer; The Match 
Factory Girl; I Hired a 
Contract Killer; Hamlet 
Goes for Business; La Vie 
de Bohème; Take Care of 
Your Scarf, Tatjana; 
Leningrad Cowboys Meet 
Moses; Drifting Clouds; 
Juha; Shadows in 
Paradise; Crime and 
Punishment; Calamari 
Union; The Man Without a 
Past; Lights in the Dusk 

Women’s magazines 

(Josei-shi; 女性誌,) 

An-an, Clique, Cosmopolitan, Crea, ef, ELLE 
Japon, Fujin kōron, Frau, Katei gahō, Kurashi 
no techō, Madam Figaro Japon, Marie Claire 
Japon, More, Non-no, Shūkan josei 

Leningrad Cowboys Go 
America; Ariel; The Match 
Factory Girl; La Vie de 
Bohème; Take Care of 
Your Scarf, Tatjana; 
Drifting Clouds; Juha; 
Shadows in Paradise;The 
Man Without a Past; Lights 
in the Dusk 

Men’s magazines 

(Dansei-shi; 男性誌,) 

Men’s Non-no, Men’s club, Serai, Shūkan 
playboy, Spa!, Takarajima, Uno! 

Leningrad Cowboys Go  
America; The Match 
Factory Girl; La Vie de 
Bohème; Take Care of 
Your Scarf, Tatjana; 
Leningrad Cowboys Meet 
Moses; Drifting Clouds; 
Juha; The Man Without a 
Past; Lights in the Dusk 
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Information magazines 

(Jōhō-shi; 情報誌): 

Cinematic magazines 

Cahiers du cinema Japon, Esquire, Flix, 
Geijutsu shinchō, Image Forum, Kinema 
Junpō, Premiere, Screen 

Leningrad Cowboys Go  
America; Ariel; I Hired a 
Contract Killer; The Match 
Factory Girl; I Hired a 
Contract Killer; Hamlet 
Goes for Business; La Vie 
de Bohème; Take Care of 
Your Scarf, Tatjana; 
Leningrad Cowboys Meet 
Moses; Drifting Clouds; 
Juha; Shadows in 
Paradise; Crime and 
Punishment; Calamari 
Union; The Man Without a 
Past; Lights in the Dusk 

Information magazines 

(Jōhō-shi; 情報誌): 

Others 

Brutus, Cut, Da Capo, Da Vinci, Hanako, Hōsō 
bunka, Jiyū jikan, Ku:nel, Kyu + kyu plus, Living 
Design, Pict up, Sapio, Sabra, Studio Voice, 
Switch, Tarzan, TBS chōsa jōhō, Ten plus One, 
03 Tokyo Calling, Tokyo jin, Tokyo Walker 

Leningrad Cowboys Go 
America; Ariel; The Match 
Factory Girl; Hamlet Goes 
for Business; La Vie de 
Bohème; Take Care of 
Your Scarf, Tatjana; 
Leningrad Cowboys Meet 
Moses; Drifting Clouds; 
Juha; Shadows in 
Paradise; Crime and 
Punishment; Calamari 
Union; The Man Without a 
Past; Lights in the Dusk 

 

As presented in subchapter 2.2, each magazine genre has an expected readership 

based on age, gender and socio-economic status. Therefore, it could be expected 

that the targeted readership of these reviews varies. Cinematic magazines, such as 

Kinema Junpō, Image Forum and Esquire, include reviews of all Kaurismäki’s films 

released in Japan between 1990 and 2008. Collections of feature articles of 

Kaurismäki’s films were published in 1990 (Kinema Junpō), 1991 (Cahiers de Cinema 

Japon, Image Forum, Kinema Junpō) and 1995 (Kinema Junpō). Reviews in these 

publications are intended for readers who are interested in films and film culture, for 

example, the targeted readers of film magazines who wish to learn more about the 

films themselves rather than just watch them. A book of Kaurismäki’s films was 

published in 2003 by editor Sumio Tōyama.80 The number of reviews appearing in 

general magazines and men’s magazines is more than that of all reviews after 2003.81 

In 2003, the main platform of reviews shifted from general and men’s magazines to 

                                                   
80 I had an opportunity to interview the editor, Mr. Tōyama. See Chapter 4.1.2. 

81 See Chapter 6.2. 
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women’s magazines.82 I will present a detailed description of the materials in each 

empirical analysis chapter when needed for the description of the empirical analysis. 

4.1.2 Supplementary material: Interviews and observation 

I also gathered additional material, including interviews and observations in order to 

understand the relevant social and cultural contexts in Japan. The supplementary 

material was collected through several methods: (1) discussions and interactions with 

key persons who had knowledge of the research topic (interviews); (2) asking for 

internal documents for the purpose of background information and analysis 

(interviews); and (3) taking notes on cultural events (observation). I conducted 

sporadic observations of key institutions and cultural events related to my research 

topic and interviewed the authors of texts. The material collected thereby function 

as background knowledge and information with which to understand the 

phenomenon. I will mention in footnote when using certain knowledge and 

information which I have gotten from supplementary material. I have benefited from 

interactions with key persons who have enhanced my knowledge of how film reviews 

have been produced in practice. Since my main interest lies in the construction of 

otherness in/by representation, these data were used as supporting materials. In 

addition, the opportunities for observation and interviews were limited in terms of 

time. Thus, the depth of my observations is not sufficient to qualify as primary 

research data. 

     In Table 6, I present methods for obtaining secondary materials, the names of 

institutions and events I visited, the names of people I interviewed and the periods 

in which the visits and interviews were conducted. 

 
Table 6. Supplementary material 

Method for obtaining 
materials 

Names of institutions, individuals and events Month and year 

Observation Finland Days!!, Sapporo May 2012 

Observation  The Finnish Institute in Japan, Tokyo December 2012 

Observation  The Hokkaido-Finland Society, Sapporo July 2013 

Observation  The Japan-Finland Society, Tokyo November 2014 

                                                   
82 This phenomenon relates to the shift of audience that took place with the so-called mini-theatre 
boom, which attracted female audiences in particular. See Chapter 2.3.3  and Chapter 6.1. 
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Observation Finland Film Festival November 2014 

Interview Masakazu Takahashi and Megumi Homma 
(organisers of the cultural event Finland Days!!) 

July 2013 

Interview Yukiko Sazanami (journalist, Asahi shinbun) November 2014 

Interview Yoshiharu Tezuka (professor of film studies, 
Komazawa University) 

November 2014 

Interview Sumio Tōyama (editor of a book about 
Kaurismäki’s films); 

November 2014 

Interview Utako Morishita (a distributor and coordinator of 
Finnish films in Japan) 

December 2015 

Interview Yasuto Higuchi (writer of reviews of Kaurismäki’s 

films) 
December 2015 

Interview Mihoko Ueyama (Finnish embassy worker and 
Finnish language teacher in Japan) 

January 2016 

 

The following offers additional descriptions of the events: ‘Finland Days!!’ is a 

cultural event which was held twice in Sapporo, in 2010 and 2012. The title of the 

event in 2010 was ‘Finland Days!! × Alive Music in the Northern Area & Let’s Learn 

from Finland as a Country of Moomin’. The one in 2012 was ‘Finland Days!! 

Communication Beyond Borders & Alive Music in the Northern Area’. The event 

was organised by the non-profit organisation Concarino in Sapporo. The main 

organisers of the event were Masakazu Takahashi, a light designer, and Megumi 

Homma, a librarian at the Sapporo city library. The sponsors were the Center of 

Lifelong Education Cieria in Sapporo, the Hokkaido Finland Center, the Hokkaido 

Finnish Society and the Association of Youth Activity in Sapporo. 

     The event in 2010 included music concerts of the Finnish music group JPP 

(Järvelän pikkupelimannit), workshops on Finnish music and cooking, and 

exhibitions of Finnish design, handicrafts and Finnish school textbooks. The event 

in 2012 covered a wider range of topics than that in 2010, such as a concert of 

Finnish and Japanese musicians, film screenings, workshops on Finnish music and 

cooking, lectures on the Finnish social welfare system, education and design, an open 

market and an exhibition of Finnish products. The brochure of the 2010 event 

includes a list of books related to Finland, Finnish culture and society. The list was 

made by Megumi Homma. 

     Another event, the Finland Film Festival, is conducted by the Finnish Film 

Foundation once a year in Japan, generally in November. For the event, the Finnish 

Film Foundation cooperates with the Finnish Embassy and Finnish Institute in 

Japan and Visit Finland from Finland, as well as Euro Space and the Japan Visual 

Translation Academy in Japan. As of  2019, a total of 11 festivals had been conducted. 

The venue for the event has changed: it was Ebisu Garden Palace in 2010 and 2011, 
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Kadokawa Cinema Yuraku-cho in 2012, TOHO Cinemas from 2013 to 2017 and 

Euro Space from 2018 to 2019. 

    I interviewed Sumio Tōyama and Yasuo Higuchi, freelance writers whose 

specialisation is in films. Tōyama edited the first and only book on Kaurismäki’s 

films published in Japan (2003). Higuchi, who was introduced to me by Mr. Tōyama, 

is a journalist on film and music. He wrote reviews of seven of Kaurismäki’s films in 

Japanese magazines. I also interviewed Yukiko Sazanami, who is a journalist at Asahi 

Shinbun in Japan and wrote articles on the image of Finland in Japan in 2014.  

4.2 Methods for analysis 

4.2.1 Process of material selection 

At the beginning of the research, I intended to analyse different media texts that 

were published on different platforms from 1990 to 2008, including newspapers, 

magazines, books in printed media and reviews on blogs, fun sites and online film 

review sites as well as marketing sites in online media. Then I attempted to compare 

these texts and identify whether differences and similarities among them could be 

observed, and if so, what differences and similarities could be identified. For this 

purpose, I also collected material on Finland and other Finnish films released in 

Japan, such as Aki Kaurismäki’s elder brother Mika’s films and Finnish films that 

were screened at the Finland Film Festival. 

     I decided to narrow my focus from different media texts published on different 

platforms to magazines only. I had several reasons for this decision, the first being 

the main reason was the amount of collected material. It would not have been 

possible to analyse it with textual analysis. My focus was on the qualitative character 

of the texts, and a large amount of digital data would have required computational 

methods. Secondly, regarding materials in an online media format, I conducted a 

search of online materials produced from 1987 to 2014. However, it was not possible 

to retrieve all the texts from the internet by retrospective search.83 A practical issue 

was that some texts are no longer retrievable because of the temporal character of 

online texts. Thus, I acknowledged that my materials did not contain all texts 

produced particularly from 2000 to 2014. Although my research is not a quantitative 

and statistical analysis, I decided to eliminate online texts from my research materials. 

                                                   
83 Kozinets (2001) points out that this problem occurs in the research of online materials. 
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The third reason was the difficulty in building a research setting in which to 

appropriately analyse multi-modal texts that have been published in different formats 

and on different media platforms. Due to practical reasons of time and limited 

resources, it was not possible to construct such a complicated research setting for 

the purposes of this study. Finally, I decided to exclude reviews in newspapers and 

books. This is because magazines offer more room for reviews. Moreover, as 

presented in subchapter 2.2.2, each magazine genre has an expected readership based 

on age, gender and socio-economic status. Therefore, it could be expected that the 

targeted readership of these reviews varies. However, through preliminary analysis, 

I found that quite similar representations appeared in magazines’ reviews, even 

though those targeted readerships are different. I found this interesting and decided 

to focus on that. 

4.2.2 Analysis method: Representation analysis 

Representation, in this study, refers to practices and processes of constructing, 

producing, articulating and circulating meanings in media space. 84  These media 

representations appear as linguistic texts of film reviews in Japanese, accompanied 

by visual images. The role of visual images in representation is crucial, in the sense 

of how the combining of words with photographs, as well as considerations of layout 

and visual impact, are important in the design of a written page (Fairclough, 1995, 

p.17). 

     Representation can only be properly analysed in relation to the actual, concrete 

forms that meaning assumes in the concrete practices of signifying and interpreting 

(Hall, 1997a, p. 9). As discussed in Chapter 3.2, media representation in this research 

could be approached by the following theoretical frameworks: 

 

• Meanings are produced and constructed by the work of  representation 

(constructionist approach to representation). 

• Media representation is a practice and process in production, articulation 

and circulation in the social and cultural context. 

• Media representation has the power to, for example, mark boundaries such 

as otherness and difference. 

 

                                                   
84 See Chapter 3.2. 
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In the analysis, the material was first thematised. Since articulation and circulation 

are embedded in the materiality, representation as a material site of the exercise of 

articulation and circulation can be traced. The following elements of the 

representations of Kaurismäki’s films in the reviews in Japanese magazines are traced 

(Valaskivi & Sumiala, 2013) and analysed in this research: 

 

• Statements about the following three topics: ‘Kaurismäkiness’, 

‘Finnishness’ and ‘Japaneseness’, that entail certain concepts and ideas 

about these topics and variations on these statements; 

• The evolving ways and patterns of  articulation of  different statements 

about ‘Kaurismäkiness’, ‘Finnishness’ and ‘Japaneseness’; 

• The rules that prescribe certain ways of  talking about these topics and 

exclude other ways – that is, those that govern what is ‘sayable’ or 

‘thinkable’ about otherness; and 

• How these concepts and ideas about the topics acquire authority, or a 

sense of  embodying the ‘truth’ about it. 

 

Based on the theoretical framework, this study considers reality to be constructed.85 

This avoids the dangers of an ontological/epistemological split from an objective 

‘reality out there in the “real world” (Macdonald, 2003, p. 2). Instead, it acknowledges 

the role of the media in constituting the very realities that are referenced in media 

texts (Macdonald, 2003, pp. 2–3). Hall (1997a) does not deny the existence of 

material worlds; rather, he claims that the work of representation emerges in the 

material world, and this materiality itself is also representation. 

4.3 Ethical issues 
 

An ethical problem related to the method of collecting materials in my research is 

the issue of language. All materials and databases for my study were in the Japanese 

language, and the database searches were conducted in Japanese. Since most of the 

readers of my research might not be able to understand the Japanese language, it is 

essential for me to consider how I could strive for reliability and openness of my 

research to readers who cannot read the original materials. As a solution to this 

                                                   
85 See Chapter 3.2. 
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problem, I explain the databases in detail and recorded the procedure for collecting 

materials as concretely as possible. The above issue is also related to methodological 

nationalism, which privileges the nation as a framework or a reference and the 

context to explain the meaning of representations. I try to describe the context of 

the study carefully to avoid falling into this trap.  

     Regarding the supplementary material, the interviewees were informed about the 

purpose of the study and asked by email to give consent to use their real names, and 

I have received permissions. 
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5 KAURISMÄKINESS AND JAPANESENESS (1990–
2002): BEFORE THE FINLAND BOOM  

5.1 Introduction to the chapter 
 

Aki Kaurismäki is often represented as the only Finnish director whose name is 

widely recognised in Japan (e.g., Komatsu, 2005; Niskanen, 2018; Tōyama, 2003). 

The first screening of his film Shadow in Paradise was launched at the second Tokyo 

International Film Festival in 1987.86  Since then, the Japanese audience has become 

acquainted with Kaurismäki’s films respective to their release, and as of 2020, 24 of 

his films, including short films, have been released in Japanese theatres. His films 

have enjoyed the attention of key film magazines, and some of these magazines have 

offered special issues on his films and bibliography (e.g., Image Forum, 1991, 1992; 

Kinema Junpō, 1991). 

Along with the release of his films, reviews of the films have been published in 

Japanese magazines. The first such review was published in 1990, following the 

commercial screening of Leningrad Cowboys Go America and Ariel. In total, 16 reviews 

were published in magazines in 1990. Table 7 presents Kaurismäki’s films released 

in Japan, including information on the first release date and distribution company 

for each film. The list follows the chronological order of when each film was 

screened in Japan. The title of each film is presented at first with the English title, 

next the original title and finally the Japanese title. 

 

 

 

 

 

 

 

 

                                                   
86 The second Tokyo International Film Festival was conducted between 25 September and 4 October 
1987. 
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Table 7. Kaurismäki’s films in Japan and in Finland 87 

Title of film First release date in 
Japan 

Distribution company in 
Japan 

First release date in 
Finland 

Leningrad Cowboys Go 
America (Leningrad 

Cowboys Go America; レ

ニングラード・カウ

ボーイズ・ゴー・ア

メリカ) 

14 July 1990 Kuzui Enterprises88 

 

24 March 1989 

Ariel (Ariel; 真夜中の虹) 1 September 1990 Cine Saison 21 October 1988 

Rocky VI 

(Rocky VI; ロッキーVI) 
1 March 1991 Alcine Terran 14 June 1986 

Thru the Wire 

(Thru the Wire; ワイヤー

を通して) 

1 March 1991 Alcine Terran November 1987 

Tulttikkutehtaan tyttö (The 

Match Factory Girl; マッ

チ工場の少女) 

1 March 1991 Alcine Terran 12 January 1990 

I Hired a Contract Killer (I 

Hired a Contract Killer; コ

ントラクト・キラー) 

9 March 1991 France Eiga-sha 14 September 1990 

Boheemielamaa (La Vie 

de Bohème; ラヴィ・

ド・ボエーム) 

18 July 1992 Cine Saison 10 February 1992 

Leningrad Cowboys Meet 
Moses (Leningrad 

Cowboys Meet Moses; レ

ニングラード・カウ

ボーイズ、モーゼに

会う) 

 

23 July 1994 Cine Saison=Parco 25 February 1994 

Total Balalaika Show 

(Total Balalaika Show; ト

ータル・バラライ

カ・ショー) 

23 July 1994 Cine Saison=Parco 2 July 1994 

Pida huivista kiinni, 
Tatjana (Take Care of 

Your Scarf, Tatjana; 愛し

のタチアナ) 

11 February 1995 Cine Saison=Parco 14 January 1994 

                                                   
87 See Appendix I Filmography of Kaurismäki’s films. 

88 See Chapter 2.3.3 about Kuzui Enterprise. 
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Kauas pilvet karkaavat 

(Drifting Clouds; 浮き雲) 

19 July 1997 Euro Space 26 January 1996 

Juha (Juha; 白い花びら) 24 June 2000 Euro Space 26 February 1998 

Varjoja paratiisissa 

(Shadows in Paradise; パ

ラダイスの夕暮れ) 

15 August 2000 Euro Space 17 October 1986 

Hamlet liikemaailmassa 
(Hamlet Goes Business; 

ハムレット・ゴー

ズ・ビジネス) 

19 August 2000 Euro Space 21 August 1987 

Rikos ja rangaistus (Crime 

and Punishment; 罪と罰) 
89 

26 January 2002 Euro Space 2 December 1983 

Calamari Union (Calamari 

Union; カラマリ・ユニ

オン) 

9 February 2002 Euro Space 8 February 1985 

Mies Vailla Menneisyytta 
(The Man Without a Past; 

過去のない男) 

 

1 March 2003 Euro Space 1 March 2002 

Dogs Have No Hell (Dogs 

Have No Hell; 結婚は 10

分で決める) in 10 

Mintues Older (10 Minites 

Older; 10ミニッツ・オ

ールダー) 

2003 Nikkatsu 200290 

Laitakaupungin valot 

(Lights in the Dusk; 街の

明かり) 

7 July 2007 Euro Space 3 February 2006 

La Fonderie (The Foundry; 

鋳造所) in Chacun son 

cinéma (To Each His Own 

Cinema; それぞれのシ

ネマ) 

17 May 2008 Euro Space 20 May 2007 (in 
France) 

Le Havre (Le Havre; ル・

アーブルの靴みがき) 

28 April 2012 Euro Space 17 May 2011 

                                                   
89 Crime and Punishment and Calamari Union were screened at the feature screening ‘Early Kaurismäki’ 
at Euro Space in 2002. Besides these two films, Shadows in Paradise and Hamlet Goes Business were also 
screened. 

90 I could not obtain information on the first released dates in both Japan and Finland. 
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Tavern Man (Tavern Man; 

バーテンダー) in Centro 

Histórico (Historic Centre; 

ポルト 

ガル、ここに誕生す

～ギマランイス歴史

地区) 

27 November 201291 Longride November 201292 

Toivon tuolla puolen (The 

Other Side of Hope; 希望

のかなた) 

12 December 2017 Euro Space 2 March 2017 

Valehtelija (The Liar; 嘘つ

き) 

8 February 2020 Tokyo Northernlights 
Festival 

6 February 1981 

 

This chapter examines the representations of Kaurismäki’s films and the director 

Kaurismäki in film reviews in Japanese magazines from 1990 to 2002. This time span 

reflects my hypothesis for this thesis, namely that interpretations of Kaurismäki’s 

films in the Japanese media can be chronologically divided into two phases, along 

the lines of the representation of Finland in general: (1) from 1990 to 2002 and (2) 

after 2003. 93  This chapter analyses the ways in which Kaurismäki’s films are 

represented in Japanese reviews before 2002. It demonstrates how representations 

of his films are located in the social and cultural context of Japan. It also presents 

how representations of his films are articulated and circulated in Japanese reviews. 

The empirical analysis illuminates that the idea of Kaurismäkiness entails a symbolic 

meaning and creates a trajectory of different meanings in representing Kaurismäki’s 

films. This idea works as a medium to generate a sense of Japaneseness in the 

processes and practices of representing Kaurismäki’s films; the construction of the 

idea of Kaurismäkiness facilitates the construction of Japaneseness. 

Following the detailed description of research materials in this chapter, I first 

examine representations of the first two films released in 1990 in Japan, Leningrad 

Cowboys Go America and Ariel. I then analyse the two key concepts – silentness and 

smallness – that appear in Japanese reviews in relation to the idea of the Japanese 

hard-boiled style, which facilitates the construction of the idea of Kaurismäkiness. 

The idea of Kaurismäkiness in representations of Kaurismäki are also examined. 

After that, the focus of the study turns to the articulation and circulation of 

                                                   
91 The first screening was at the Tokyo Filmex film festival. 

92 The first screening was at the seventh Rome Film Festival on 9–17 November, 2012. 

93 Regarding the timeframe of the targeted materials, see Chapter 4.1.1. 
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representations of Kaurismäki’s films in Japanese magazines. Finally, the chapter will 

discuss the interrelation and contestation of the idea of Kaurismäkiness with the idea 

of Japaneseness. 

5.2 Material 

The targeted research materials for this chapter encompass reviews of Kaurismäki’s 

films published from 1990 to 2002 in Japanese magazines. I used three Japanese 

language databases – NDL-OPAS by the National Diet Library (magazines), Web-

OYA by Oya Bunko (popular magazines) and Magazine Plus (scholarly magazines) 

– to locate Japanese language texts on 16 of Kaurismäki’s films released from 1990 

to 2002 in Japan. 

Using the titles of the films and the full name of the director, ‘Aki Kaurisumaki 

(Aki Kaurismäki; アキ・カウリスマキ)’, as well as ‘Kaurisumaki (Kaurismäki; カ

ウリスマキ)’, as the search keywords, my initial search identified 129 magazine 

articles.94 From this group, I eliminated items whose references to the films were not 

substantive enough for my analysis. Ultimately, I developed a list of 126 magazine 

articles.95 The types of magazines that contain reviews of Kaurismäki’s films are 

various: cinematic magazines, general magazines (sōgō-shi; 総合誌), weekly general 

magazines (shūkan-shi; 週刊誌), women’s magazines (josei-shi; 女性誌) and men’s 

magazines (dansei-shi; 男性誌). Table 8 describes the types of magazines that include 

Japanese reviews of Kaurismäki’s films. The table contains information on the 

quantitative number of reviews published in the targeted period (1990–2002) and 

used for the analysis, the names of magazines that published reviews of Kaurismäki’s 

films and the films reviewed in magazines. 

 

 

 

 

 

                                                   
94 See Table 4 in Chapter 4.1.1. 

95 See Table 8. 



 

87 

Table 8. Magazines containing reviews of Kaurismäki’s films (1990–2002) 

Year Number of reviews Names of magazines Films reviewed  

1990 16 An-an, Asahi Journal, Esquire, Image 
Forum, Kinema Junpō, Shūkan yomiuri, 
Spa!, Subaru, Taiyō, Takarajima, 03 
Tokyo calling 

Leningrad Cowboys Go 
America; Ariel 

1991 38 (39) An-an, Asahi Graph, Asahi Journal, 
Brutus, Cahiers du cinema Japon, Chūō 
kōron, ElLLE Japon, Flix, Image Forum, 
Kinema Junpō, Mainichi Graph, Marie 
Claire Japon, Men’s Non-no, Screen, 
Shūkan gendai, Shūkan shinchō, 
Shūkan teemis, Shūkan yomiuri, Spa!, 
Subaru, Taiyō, Takarajima, Tarzan, TBS 
Chōsa jōhō 

Leningrad Cowboys Go 
America; The Match 
Factory Girl; I Hired a 
Contract Killer  

1992 15 (16) An-an, Asahi Journal, Clique, ELLE 
Japon, Image Forum, Jiyū jikan, Kinema 
Junpō, Kurashi no techō, Mainichi 
Graph, Marie Claire Japon, Shūkan 
gendai, Spa!, Takarajima, Tokyo jin 

Leningrad Cowboys Go 
America; The Match 
Factory Girl; I Hired a 
Contract Killer; La Vie 
de Bohème 

1993 3 Gekkan kadokawa, Kinema Junpō, More Leningrad Cowboys Go 
America; I Hired a 
Contract Killer 

1994 11 Asahi Graph, Clique, ELLE Japon, 
Esquire, Flix, Image Forum, Katei gahō, 
Kinema Junpō, Shūkan bunshū, Taiyō 

Leningrad Cowboys 
Meet Moses; Take Care 
of Your Scarf; Tatjana 

1995 6 Esquire, Hōsō bunka, Kinema Junpō, 
Marie Claire Japon, Non-no, Spa! 

La Vie de Bohème; 
Take Care of Your 
Scarf, Tatjana 

1997 18 An-an, Asahi Graph, ef, Fujin kōron, Jiyū 
jikan, Katei gahō, Keizaikai, Kinema 
Junpō, Shūkan asahi, Shūkan kinyōbi, 
Shūkan gendai, Shūkan playboy, Spa!, 
Taiyō, Uno! 

Drifting Clouds 

1998 1 Shūkan hōseki The Match Factory Girl; 
Drifting Clouds 

1999 2 Aera, Asahi Graph Drifting Clouds 

2000 12 Aera, Asahi Graph, Chūō kōron, Cut, 
Esquire, Katei gahō, Kinema Junpō, 
Premiere, Serai, Shūkan playboy, Taiyō 

Juha; Shadows in 
Paradise; The Match 
Factory Girl  

2002 4(5) Da Vinci, Kinema, Junpō, Marie Claire 
Japon, Shin chōsa jōhō, Ten plus One 

Ariel; The Match 
Factory Girl; Calamari 
Union; Drifting Clouds; 
The Man Without a Past 



 

88 

Table 9 presents the genres of magazines that include reviews of Kaurismäki’s films. 

Table 9. Genres of magazines containing reviews of Kaurismäki’s films (1990–2002) 

Genre  Names of magazines Films reviewed  

General magazines (sōgō-

shi; 総合誌) 

Chūō kōron, Gekkan kadokawa, Keizaikai, 
Subaru, Taiyō 

Leningrad Cowboys Go 
America; Ariel; The 
Match Factory Girl; I 
Hired a Contract Killer; 
La Vie de Bohème, 
Drifting Clouds, Juha 

Weekly general 
magazines (shūkan-shi; 

週刊誌) 

Aera, Asahi Graph, Asahi Journal, Mainichi 
Graph, Shūkan gendai, Shūkan hōseki, Shūkan 
shinchō, Shūkan teemis, Shūkan yomiuri 

Leningrad Cowboys Go 
America; The Match 
Factory Girl; I Hired a 
Contract Killer, La Vie 
de Bohème; Leningrad 
Cowboys Meet Moses; 
Take Care of Your 
Scarf, Tatjana, Drifting 
Clouds, Juha 

Women’s magazines 

(josei-shi; 女性誌) 

An-an, Clique, ELLE Japon, Katei gahō. Kurashi 
no techō, Marie Claire Japon, More, Non-no 

Leningrad Cowboys Go 
America; Ariel; The 
Match Factory Girl; I 
Hired a Contract Killer; 
La Vie de Bohème; 
Leningrad Cowboys 
Meet Moses; Take Care 
of Your Scarf, Tatjana; 
Drifting Clouds; Juha 

Men’s magazines (dansei-

shi; 男性誌) 

Men’s Non-no, Serai, Shūkan playboy, Spa!, 
Takarajima, Tarzan, Uno! 

Leningrad Cowboys Go 
America; Ariel; I Hired a 
Contract Killer; La Vie 
de Bohème; Leningrad 
Cowboys Meet Moses; 
Take Care of Your 
Scarf, Tatjana; Drifting 
Clouds; Juha 

Informational magazines 

(jōhō-shi; 情報誌): 

Cinematic magazines 

Cahiers du cinema Japon, Esquire, Flix, Image 
Forum, Kinema Junpō, Premiere, Screen 

Leningrad Cowboys Go 
America; Ariel; I Hired a 
Contract Killer; The 
Match Factory Girl; 
Leningrad Cowboys 
Meet Moses; Take Care 
of Your Scarf, Tatjana; 
Drifting Clouds, Juha; 
Shadows in Paradise, 
The Man Without a Past 
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Informational magazines 

(jōhō-shi; 情報誌): Others 

Brutus, Cut, Da Vinci, Hōsō bunka, Jiyū jikan, 
Tarzan, TBS chōsa jōhō, Ten plus One, 03 Tokyo 
calling, Tokyo jin 

Leningrad Cowboys Go 
America; Ariel; I Hired a 
Contract Killer; La Vie 
de Bohème; Leningrad 
Cowboys Meet Moses; 
Take Care of Your 
Scarf, Tatjana; Drifting 
Clouds, Juha 

 

Table 8 and Table 9 demonstrate that reviews from 1990 to 2002 appeared across 

different magazine genres, such as general magazines, weekly general magazines, 

women’s magazines, men’s magazines and informational magazines. The number of 

reviews that appeared in general and men’s magazines are more than that of all 

reviews after 2003.96  As presented in Chapter 2.2, each magazine genre has an 

expected readership based on age, gender and financial status. Therefore, it could be 

expected that the targeted readership of these reviews is various. Cinematic 

magazines, such as Kinema Junpō, Image Forum and Esquire, include reviews of all of 

Kaurismäki’s films released in Japan from 1990 to 2002.  

Several observations are noted about the particular characteristics of the materials. 

First, the reviews can be divided into two categories from the perspective of their 

content: (1) explanations and interpretations of the films and the director, and (2) 

interviews with the director. The content of the texts includes explanations of the 

films and their storylines, the writer’s interpretation and audience reception of the 

film, detailed information about director Kaurismäki, Kaurismäki’s filmography 

and/or explanations of Finland as an origin or context of the film story, and the 

film’s production as well as the director. Most of the reviews include pictures of one 

or several scenes of the film or/and the director. Reviewers of his films tend to 

concentrate mainly on topics such as intertextual references and the style of the 

auteur. 

                                                   
96 See Chapter 6.2. 
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5.3 Representations of Kaurismäki’s films: Locating 
Kaurismäki’s films in the context of Japan 

5.3.1 Introducing Kaurismäki’s films to the Japanese audience 

Reviews of Kaurismäki’s have been published in Japanese magazines alongside the 

release of his films. As to having a role in introducing Kaurismäki’s films and the 

director himself, most of the reviews include not only an introduction to the films 

but also to the director and the country of Finland. In the year following the first 

screening in Japan, special featured series of articles on Kaurismäki’s films were 

published in three cinematic magazines: Kinema Junpō, Image Forum and Cahiers du 

cinema Japon. In all the special series, authorities such as critics and famous reviewers, 

including Shigehiko Hasumi, Yasuto Higuchi, Saburō Kawamoto, Yōichi Umemoto, 

Nagaharu Yodogawa and Inuhiko Yomota, present the characteristics of 

Kaurismäki’s films, Kaurismäki’s filmography and the director’s career.97 

A common aspect of the 1990s Japanese reviews of Kaurismäki’s films is that 

they present certain keywords for interpreting his films – for example, the names of 

world-famous directors of art cinema who have influenced Kaurismäki’s works, as 

well as the titles of films that share similar cinematic styles to Kaurismäki’s films. 

Finland is also described as an origin of the films and the director, and the term ‘film 

noir’ is used to explain the style of Kaurismäki’s films.98 

Reviews of Leningrad Cowboys Go America, the first Kaurismäki film released in 

Japan, describe the country of Finland. The film is the story of an unpopular Finnish 

                                                   
97 Shigehiko Hasumi is a film critic and scholar of French literature in Japan. Hasumi had an important 
role in introducing French post-structuralist theory to Japan, as well as French films. He was president 
of the University of Tokyo between 1997 and 2001. Yasuto Higuchi is a film and music critic in Japan 
and was an editor of Cahiers du cinema Japon. I had an opportunity to interview him for this research. 
Saburō Kawamoto is a Japanese film and literary critic. He is regarded as a critic who discovered the 
talent of Haruki Murakami and promoted him in the literature field. Yōichi Umemoto is a film critic 
and scholar of French film and theatre. He was a professor at Yokohama National University. He also 
contributed to introducing French films to Japan, as did Hasumi. Nagaharu Yodogawa was a Japanese 
film critic. After being a chief editor of Eiga no Tomo (Film Friend) for 20 years, he worked as a freelancer 
in radio, television and print media to introduce films. He was regarded as the most famous film critic 
in Japan by many sources. Inuhiko Yomota is a scholar of comparative literature and culture in Japan. 
His fields of study include film history, art, literature, popular culture and language. He was a professor 
at Meiji Gakuin University.  

98 ‘Film noir’ is a cinematic term to describe stylish Hollywood crime dramas, particularly those that 
emphasise cynical attitudes and sexual motivations. The 1940s and 1950s are generally regarded as the 
classical period of American film noir. The aesthetics of film noir were influenced by German 
Expressionism, an artistic movement of the 1910s and 1920s. 
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music band, Leningrad Cowboys. Its members have foot-long quaff hairstyles and 

long winkle-picker shoes. Because of a lack of local commercial success, they depart 

for New York in order to gain success. The reviews’ view towards Finland is not 

positive; rather, Finland is depicted as a remote nation far from Japan or even a 

periphery of the world (e.g., Subaru, December 1990): 

The Finnish director Aki Kaurismäki, a young director of eccentric films, has 
appeared from one of the cultural peripheries in the world.  
(Spa!, 5 September 1990) 
 
This talented director is from Finland, a country where the film industry is 
undeveloped. He was born in 1957 and is now 33 years old. It seems that he loves 
films, or rather, films are his life itself. Maybe that’s why his cinematic style is not 
mature enough but looks quite childish. I do not like such childishness, but some 
might appreciate his ingenious and simple style.  (An-an, 10 August 1990)99 

 

Finland is represented as a remote country from which a talented artist could never 

appear, or as a periphery producing an eccentric film director whose cinematic style 

is not yet sophisticated. The representation of Finland in the Japanese reviews of 

Kaurismäki’s films presents a negative view of Finland, and it seemingly even allows 

Japanese readers of the reviews look down on Finland as a small and unknown 

country: 

What do you imagine by hearing the name of  Finland? In my case: high latitude, 
northern light, Lapland, reindeer, cold weather and ski jumping. I am ashamed to 
describe such a stereotypical image of  Finland. And actually, I cannot distinguish 
between Finland and the other Scandinavian [author’s note: Finland is not 
Scandinavian, but rather Nordic] countries, such as Sweden and Norway. (Taiyō, 
October 1990) 

 

Meanwhile, reviews of  Ariel present the term ‘film noir’ and the influence of  other 

world-famous directors as key factors in understanding Kaurismäki’s films. Ariel tells 

the story of  the unemployed Taisto Kasurinen, who leaves the decaying mining 

industry somewhere in the north for the southern capital, Helsinki. The story is 

about Kasurinen’s relationship with his girlfriend, Irmeli, and her son. Kasurinen is 

framed for a crime he did not commit, and he starts to dream of  leaving the country 

                                                   
99 The author of this review is Nagaharu Yodogawa, a well-known Japanese film critic.  
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and starting a new life in jail. 

In one scene in Ariel, Kasurinen, a protagonist of the film, meets another criminal, 

Mikkonen, in jail. Mikkonen passes a box of cigarettes to Kasurinen without any 

words, and they seem to exchange a kind of sympathy. One review (Asahi Journal, 27 

July 1990) states that this scene exhibits the film noir style, as the action between 

Kasurinen and Mikkonen refers to a famous scene in the film To Have and Have Not 

in which Howard Hawks and Lauren Bacall perform the same action. The 

relationship between Kasurinen and Mikkonen is described as a beautiful male 

friendship that gives hope to a Japanese audience. The term ‘film noir’ sometimes 

co-exists with or is replaced with the term ‘hard-boiled’. Another review (Image Forum, 

October 1990) notes that the film suggests ‘the memory of hard-boiled and film 

noir’.100  

As mentioned earlier, the Japanese reviews of Kaurismäki’s films in 1990 and 

1991 were written by famous critics and reviewers, such as Shigehiko Hasumi, 

Saburō Kawamoto, Yōichi Umemoto and Inuhiko Yomota. They played a vital role 

in indicating key ideas of interpretation for Kaurismäki’s films in Japan. For example, 

Hasumi refers to crucial influences from Robert Bresson, Jean-Luc Godard and 

Buster Keaton in Kaurismäki’s films. Hasumi concludes that Kaurismäki, as a 

follower, realised a challenging attempt to ask for Jean-Pierre Leaud to play a 

protagonist in the film I Hired a Contract Killer (Marie Claire Japon, April 1991). The 

fact that Jean-Pierre Leaud, a French actor, was known as a prominent actor of the 

French New Wave in Francois Truffaut’s and Jean-Luc Godard’s films justifies the 

idea of intertextual influence from the French New Wave to Kaurismäki’s film. 

Furthermore, Leaud’s deadpan style is interpreted as prompting audiences for 

Keeton’s comedy (e.g., Chūō kōron, April 1991). All in all, Japanese reviews identify 

Kaurismäki’s films in 1990 and 1991 as following the French New Wave, along with 

Wim Wenders and Jim Jarmusch. Since Jim Jarmusch appears in the film Leningrad 

Cowboys Go America, the relationship between Jarmusch and Kaurismäki’s films is 

emphasised as a legitimate reason for this idea in Japanese reviews. 

It is noteworthy that the exhibition of Kaurismäki’s films in Japan is related to 

the emergence of a new generation of directors and the art film movement in the 

international context. For example, the New German Cinema (e.g., Wim Wenders, 

Volker Schlöndorff), which was influenced by the French New Wave (e.g., Jean-Luc 

Godard, Claude Chabrol), rejected traditional filmmaking conventions, produced a 

number of small films with low budgets and caught the attention of art-house 

audiences. The directors also engaged with the social and political upheaval of the 

                                                   
100 The author of the review is Kenji Iwamoto, a well-known film scholar in Japan. 
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period. Film studies’ scholars who write reviews of Kaurismäki’s films, such as 

Hasumi and Umemoto, are those who introduced this movement to Japan and 

connected Kaurismäki’s films with this context. It could be assumed that the 

aforementioned condition partly made it possible for the Japanese film reviewers to 

locate Kaurismäki’s films in the context of the emergence of a new generation of 

directors and the art-film movement. 

5.3.2 The idea of Kaurismäkiness in Japan 

The idea of ‘Kaurismäkiness’ is identified in Japanese reviews to interpret 

Kaurismäki’s films.101 There is variation in expressing the idea of Kaurismäkiness: 

‘kaurisumaki-ppoi’ (Kaurismäki-like; カウリスマキっぽい ), ‘kaurisumaki-rashi’ 

(typical of Kaurismäki; カウリスマキらしい), ‘kaurisumaki-wārudo’ (Kaurismäki-

world; カウリスマキワールド), ‘kaurisumaki-tacchi’ (Kaurismäki-touch; カウリス

マキタッチ), and ‘kaurisumaki-teki’ (Kaurismäki-ish; カウリスマキ的). Precisely 

what these terms mean is not defined, but they are used to refer to certain 

characteristics of the director’s cinematic style. Moreover, the director himself is also 

often referred to as a manifestation of Kaurismäkiness. 

These terms began to appear in reviews of La Vie de Bohème, which was released 

in Japan in 1992. La Vie de Bohème is the story of a French poet (Marcel), an Albanian 

painter (Rodolfo) and an Irish composer (Schaunard) who are suffering from 

poverty in Paris. They share a love of art despite their poor circumstances and help 

each other survive by sharing their modest funds. Rodolfo encounters a poor French 

girl, Mimi, and they fall in love. However, he must return to Albania and is unable 

to return to Paris for half a year. As a result, Mimi leaves Rodolfo and finds another 

boyfriend. She eventually returns to Rodolfo, says that she is ill and dies the next 

spring. 

Japanese reviews describe this film as a culmination of Kaurismäki’s films, 

integrating the characteristics of the director’s films (e.g., Spa!, June 1992). Reviews 

use the term ‘Kaurismäkiness’ as signifying the integration of the characteristics of 

Kaurismäki’s films. For example, protagonists’ deadpan silence and innocence are 

regarded as Kaurismäki’s style and described as signs of Kaurismäkiness (e.g., 

Mainichi Graph, 26 July 1992): 

                                                   
101 In Finnish, the term is kaurismäkiläinen. 
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Reticence permeates the entire film. Slightly misaligned camera angles and the 
suddenly changed development of  scenes, which bring out humour, and funny, 
deadpan actors and actresses – all typical Kaurismäki styles – are in this film.  
                                                                                  (Image Forum, August 1992) 

 

Interestingly, the idea of Kaurismäkiness is represented as something that has self-

evidently existed. The readers of reviews might have an impression that ‘we’ 

(Japanese audiences) are expected to know what ‘Kaurismäkiness’ means. Although 

specific key words, such as ‘deadpan’, ‘silence’ and ‘humour’, are included in the 

description of Kaurismäkiness, the reviews represent Kaurismäkiness to an extent 

that assumes readers understand what the term refers to. The following sub-chapter 

examines two key concepts, silentness and smallness, that appear in the description 

of Kaurismäkiness, and it analyses the way in which the idea of Kaurismäkiness is 

represented as a self-evident concept for Japanese audiences. 

5.4 Representations of Kaurismäkiness 

5.4.1 Silentness and smallness 

Two key concepts are identified in the representation of Kaurismäkiness in Japanese 

reviews: silentness and smallness. The reviews tend to focus on scenes that depict 

silence without any conversation between protagonists or reticent protagonists.102 

Silence is interpreted as a positive indicator implying the good quality of a 

relationship in the Japanese reviews. For example, some reviews focus on scenes in 

which protagonists, including couples, friends, and parents and children, do not 

speak to each other at all. The reviews interpret that this silence shows positive and 

intimate relationships among the protagonists. Moreover, they suggest that this 

silence encourages a Japanese audience to feel a sense of intimacy with and sympathy 

for the characters. 

                                                   
102  The notion of silence or reticence can contain different meanings depending on the context 
(Kivimäki, 2012, p. 78). Silence can show noiselessness or voicelessness, but it can also refer to the 
incapability to express oneself or a lack of voice as a sign of one’s social subordination, as well as, 
positively, meditation to search for one’s inner life. 
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Some examples of the concept of silentness in the representation of 

Kaurismäkiness are presented here. Take Care of Your Scarf, Tatjana is represented in 

reviews as a film depicting a friendship with a strong bond. The film is a story of two 

shy and unaccomplished middle-aged men who leave home and drive aimlessly on 

the back roads of Finland. Valto (Mato Valtonen), who lives with his mother and 

runs a failing business, leaves his mother when his request to buy a new coffee 

machine is refused. He meets Reino (Matti Pellonpää), a car repairman. They go on 

a road trip with no apparent destination. When they stop at a bar, they encounter an 

Estonian, Tatjana (Kati Outinen), and a Russian, Klaudia (Kirsi Tykkyläinen). Valto 

and Reino agree to take Tatjana and Klaudia to a harbour. During the journey, Reino 

falls in love with Tatjana. At the end of the film, Reino and Tatjana remain in love 

with each other and live together in Estonia, while Valto returns home and again 

lives with his mother. 

The male protagonists, Valto and Reino, are depicted in the film as reticent by 

nature. Even during the journey with the two female protagonists, Tatjana and 

Klaudia, they are reserved and silent, and they do not have any mutual conversation. 

In the Japanese reviews, their way of communication is viewed positively and 

regarded as a sign of an intimate relationship: 

Even if dressed in leather jackets and with cool cars, these guys are, in their natures, 
shy. Due to the language barrier, they are not able to communicate with the two 
ladies. The humorous situation, without any conversation, eventually leads to 
mutual understanding without language. It is obvious that this is Kaurismäki’s own 
style. Contrary to other films with excessive explanation, we are able to 
acknowledge the attractiveness of silentness in this film.     

                                             (Asahi Graph, 23 December 1994) 
 

These two couples are just silent; nothing happens but they do not speak each 
other. However, we are able to see that they understand each other with silence. 
It is sure that Kaurismäki’s warm view towards people, such as not winner and 
authorities, enables us to see it.   (Shūkan bunshū, 27 October 1994) 

 

The Japanese reviews of Kaurismäki’s films tend to identify silent protagonists as 

‘small’ or ‘ordinary’ people.103 For example, Drifting Clouds is referred to in reviews 

as a film of ‘ordinary people’. Drifting Clouds is a story of a fortuneless couple – Lauri, 

                                                   
103 This tendency is also found in the international context. Kivimäki (2012, p. 74) mentions that in 
Kaurismäki’s reception, critics and researchers share in their understanding of the director’s ability to 
be on the side of poor and ‘small’ people. Kivimäki (2012, p. 78) criticises such ‘euphemistic’ 
expressions, including ‘the people’, ‘those on the margins’, ‘vagabonds’, ‘ordinary people’ and ‘the 
underprivileged’. 
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a tram driver, and Ilona, a head waitress – who lose their jobs and strive to find new 

ones. One common focus in the reviews is the relationship between the husband, 

Lauri, and the wife, Ilona. Japanese film reviews identify Lauri and Ilona as ‘small’ 

people. A frequently focused-upon scene from Drifting Clouds is that of Ilona, after 

work, getting on the tram that Lauri drives. They do not have any conversation but 

instead make eye contact with each other. 

The title of one review entails the idea of smallness: ‘Drifting Clouds: The figure of 

ordinary people bearing in the hard reality’ (Shūkan kinyōbi, 11 July 1997). ‘Small’ or 

‘ordinary’ people, when mentioned in Japanese reviews, are seemingly considered as 

people who are suffering from hard realities such as job losses and ongoing poverty 

but trying to accept and survive their destiny as well as they can. Another review 

summarises the storyline of the film as that of ‘greyed’ people trapped in a severe 

situation and trying to survive in a ‘greyed’ world: 

This couple looks a bit strange. Humorous. Despite the challenging situation, they 
do not shout, cry or get angry. They do not talk, but neither do they quarrel, and 
they take care of each other with a detached tone, which shows their intimate 
relationship.  (Asahi Graph, 12 March 1999) 

 

The protagonists in Kaurismäki’s films are considered to be characteristically 

moderate and non-talkative but delicate, sensitive and even sophisticated. Such 

silentness is sometimes reflected in the Japanese short poem, or haiku, and it has 

been noted that the world Kaurismäki depicts in his films is suffused with a warm 

and sensitive sense, like Japanese haiku, in terms of creating lingering imagery (subtle 

overtones, Jiyū jikan, August 1997). 

All in all, the protagonists’ silentness and smallness is represented in Japanese 

reviews as a familiar matter and thus is a noteworthy focus for the Japanese 

audience.104 While slightly and literally negative phrases like ‘just ordinary people’, 

‘people who are not worth serious consideration in society’, ‘the masses’ and ‘weak 

existence in society’ are used, the context of these words implies a positive 

connotation. Kaurismäki eventually receives admiration in reviews as a master who 

brings ‘hope’ to ‘small’ people. The noteworthy matter is that, as the chapter will 

                                                   
104 It is noteworthy that internationally (or in Finland), film critics and researchers seem to position 
Kaurismäki as an advocate of ‘small’ people (Kivimäki, 2012). Kivimäki (2012) points out that 
reviewers commonly approve of Kaurismäki’s great skill in describing marginal people respectfully 
and praise his ability and skill to be on the side of ‘small’ people. In the international reviews, however, 
‘small’ people are positioned in contrast to the authors of the reviews; in the case of the Japanese 
reviews, authors often identify themselves as included among the ‘small’ people. 
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discuss later, the representation of Kaurismäkiness with silentness and smallness 

brings a configuration of the idea that ‘they’ (the protagonists in Kaurismäki’s films) 

are like ‘us’ (Japanese audiences or the Japanese). 

5.4.2 Japanese hard-boiled style 

There are particular representations of Kaurismäki’s films that relate to the so-called 

Japanese hard-boiled fiction genre, which is popular in Japan.105 In Japanese film 

reviews from 1990 to 2002, the term ‘hard-boiled’ is frequently used to describe the 

style of Kaurismäki’s films. With the phrase ‘hard-boiled style’ appearing in film 

reviews in Japanese magazines, Kaurismäki’s films are categorised into the hard-

boiled genre, and the films’ content is framed and interpreted according to the idea 

of Japanese ‘hard-boiled style’. The two ideas are silentness and smallness, on the 

one hand, referred to as a manifestation of the hard-boiled style, and on the other 

hand, as a manifestation of Japaneseness. 

‘Hard-boiled style’ (Hādo boirudo sutairu/Hādo boirudo fū) implies a certain manner 

in the Japanese fiction genre – for example, particular storylines and narratives, 

particular characteristics of protagonists and a distinctive writing style, such as using 

short sentences and frequent descriptions of silence (Kotaka, 2006; Kotaka & Ōsaka, 

2013; Ono, 1999, 2000a, 2000b). In reviews of Kaurismäki’s films in Japanese 

magazines, especially at the beginning of 1990, the films are sometimes referred to 

directly as ‘hard-boiled style’. At other times, without direct reference to this style, 

his films are even represented in a distinctive writing style that is used in the Japanese 

hard-boiled fiction genre. 

Hard-boiled fiction, one of literary genres produced in America, was introduced 

in Japan after World War II, in the 1950s. The American version is characterised by 

tough and violent stories with masculine, hard-bitten, middle-aged male private 

detectives who fight against enemies. In general, the values of the protagonists’ 

enemies are described as being in conflict with the ones that are regarded as 

commonly, shared values in American society, and consequently the protagonists’ 

fight against their enemies is represented as a sacred war for ‘our nation’, America 

(Kotaka, 1983). 

                                                   
105 Cowie (1991) mentioned that the overaching theme in Kaurismäki’s films is crimes and their social 
motives (Cowie, 1991). Nestingen (2008) also claims that his films have several aspects that are 
particularly typical of Nordic crime fiction, including, for example, alcoholism, poverty and tensions 
in the family. 
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Such a theme, however, could not exactly fit the Japanese context. The system of 

private detectives was unfamiliar and unrealistic in Japan. It was also difficult for 

Japanese readers to understand the shared values of American society. Thus, while 

American works of hard-boiled fiction were translated into Japanese beginning in 

the 1950s, those by Japanese authors have also been produced since the 1960s (Ono, 

1999, 2000a, 2000b; Oshino, 2013). The Japanese hard-boiled fiction genre offers 

topics that reflect political and social problems in Japanese society that are familiar 

to Japanese readers. Therefore, the readers can identify with or project themselves 

into the stories and supposedly imagine the protagonists’ experiences in the stories 

as their own (Kotaka & Ōsaka, 2013; Oshino, 2013). 

In the Japanese version, the protagonists usually cannot adapt to the Japanese 

social system or follow Japanese social norms. They are sometimes symbolically 

expelled from Japanese society. Their attitude against Japanese society forces them 

to be mavericks. Furthermore, the protagonists often suffer from problems in their 

private lives. Tensions in their families, solitude in their lives and unexpected or 

unreasonable happenings are commonly described. Their opposition against 

Japanese society is often described as resistance against authorities and established 

institutions. The Japanese hard-boiled fiction genre also has the distinctive language 

style characterised by short sentences and frequent descriptions of silence. The 

protagonists’ character is described as reticent, and in the stories, they do not speak 

often. 

Consequently, ‘hard-boiled style’ in the Japanese context not only refers to the 

characteristics of the content of the fiction but also to a particular style of the genre. 

Ono (2000) argues that ‘hard-boiled’ in the Japanese context is defined not only as a 

genre but also as a ‘style’ or ‘attitude’. Kotaka (1983) also claims that the term ‘hard-

boiled’ in the Japanese fiction field does not refer to a certain genre but to the ‘mood’ 

of the works. As the term ‘hard-boiled style’ is used in film reviews in Japanese 

magazines, Kaurismäki’s films are framed and interpreted according to the idea of 

‘hard-boiled style’. 

In Japanese reviews of Kaurismäki’s films in 1990, reviewers present an 

introductory view of Kaurismäki’s works to a Japanese audience and locate his works 

in the currently existing genres of film. In 1990, the term ‘hard-boiled style’ was used 

in the reviews as a name of a cinematic genre, or rather as a synonym for a similar 

cinematic genre, film noir. The following example shows how the term ‘hard-boiled 

style’ is used in a review to explain the films Leningrad Cowboys Go America and Ariel: 

The feature of the protagonist whose head is bashed by a beer bin and his money 
stolen, but who then goes to work to earn money in the usual manner, is very 
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strange. This is not explained in terms of being nihilism. It can be called a hard-
boiled style.  (Taiyō, October 1990) 

 

However, the term in reviews seems to gradually obtain certain meanings beyond 

that of a cinematic genre to describe Kaurismäki’s films, and it is even combined 

with the idea of Kaurismäkiness. The following example presents the way in which 

the term ‘hard-boiled style’ is used to explain Kaurismäki’s films and the director’s 

style: 

 
Kaurismäki’s films depict the mystery of human beings manipulated by the tread of 
fate and present an empathy towards such human beings, who are inevitably 
bounded by their fate. Along with the cold tone of the hard-boiled style, 
Kaurismäki’s films also contain a warm gaze towards their human subjects.  

    (Screen, April 1991) 

 

The hard-boiled style is also represented in Japanese reviews in a different way 

without using the specific term. The distinctive language style, such as short 

sentences and frequent descriptions of silence in the Japanese hard-boiled fiction 

genre, is also used in the reviews. Moreover, the characterisation of the protagonists 

as reticent people who do not talk a lot is especially focused upon as a characteristic 

or attractive quality of Kaurismäki’s films, using the term ‘hard-boiled style’. Rather, 

without the term ‘hard-boiled style’, another term, Kaurismäkiness, is used to 

describe the idea of Japanese hard-boiled style. Indeed, to some extent similarities 

could be found between certain characteristics of Kaurismäki’s films and those of 

Japanese hard-boiled fiction. Protagonists in Kaurismäki’s films have similar 

characteristics to those in Japanese hard-boiled fiction. 

While the original American version focuses on the idea of masculinity, the 

Japanese version is not necessarily concerned with it straightforwardly. Protagonists 

in the Japanese version are described as having a weak position or a lower in the 

society, which could sometimes be women who cannot adapt to the Japanese social 

system or follow Japanese social norms. However, the Japanese reviews of 

Kaurismäki’s films use the idea of Japanese hard-boiled style to describe male 

protagonists’ behaviour – such as problems in private life, solidarity, homosocial 

relationships (Sedgwick, 1985) and resistance against power – and even the director 

Kaurismäki’s style.106 

                                                   
106 Representation of the director Kaurismäki via the idea of Japanese hard-boiled style is discussed in 
Chapter 5.5.1. 
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It is interesting that the term ‘hard-boiled style’, or rather the idea of Japanese 

hard-boiled style, functions in Japanese reviews as a trajectory of different meanings; 

Kaurismäki’s films incorporate the Japanese hard-boiled style with the key concepts 

of silentness and smallness, and thus ‘we’ (the Japanese audience) feel sympathy 

towards his films. Reviews also use the term ‘Kaurismäkiness’ to express and explain 

something that makes a Japanese audience feel sympathy and intimacy towards his 

films’ protagonists and the director. The idea of Japanese hard-boiled style is 

intertwined with the idea of Kaurismäkiness, or rather Kaurismäkiness is represented 

as entailing the idea of the Japanese hard-boiled style. Eventually, through the 

articulation of different meanings, the reviews position the protagonists of 

Kaurismäki’s films as ‘them’ (Kaurismäki’s people, who symbolise Kaurismäkiness) 

and Japanese audiences as ‘us’, who are assumed to recognise the Japanese hard-

boiled style. Noticeably, this configuration contains the implicit message that ‘they’ 

are like ‘us’. ‘They’ are ‘silent’ and ‘small’, like ‘us’, or are on the side of ‘small’ people. 

Ultimately, Japanese reviews make an articulation between the idea of 

Kaurismäkiness and Japaneseness. With the term or the idea of Kaurismäkiness, 

Kaurismäki’s films are interpreted to legitimise the collectively shared imagination of 

what was referred to as the ‘essence of Japanese culture’. The idea of ‘Japanese hard-

boiled-style’, which includes the idea of silentness and smallness and is associated 

with the ‘essence of Japanese culture’, works as a mediator to generate sense of 

Japaneseness in the process of constructing Kaurismäkiness. 

5.5 Kaurismäki as a manifestation of Kaurismäkiness 

5.5.1 Kaurismäki as a hard-boiled-style person 

It is noteworthy that the director Kaurimäki is also represented as a Japanese-hard-

boiled-style person in reviews, in the sense that he is a reticent person and does not 

talk a lot. Not only his physical gestures but also his attitude against authorities and 

established institutions are frequently focused upon. Furthermore, some reviewers 

apply the writing style of the hard-boiled fiction genre in their texts. Ultimately, the 

director Kaurismäki is imagined as a manifestation of Kaurismäkiness and as a 

person who has the ability to side with small or ordinary people.107 

                                                   
107 In international and Finnish reviews as well, Kaurismäki’s films are often interpreted as relating to 
certain stories of Kaurismäki’s public figure or his persona (Nestingen, 2013). Recurring patterns of 
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There are recurrent patterns of representation in introducing Kaurismäki as a 

director in the Japanese reviews or interviews. A typical focus with Kaurismäki is his 

anti-establishment stance. This stance is sometimes explained through Kaurismäki’s 

bohemian attitude towards the authorities, such as being anti-Hollywood and anti-

America. Some reviews mention that Kaurismäki does not want to follow the 

Hollywood movie style; his way of making films is described as an analogue style, 

contrary to the digital style that is popular in Hollywood. Kaurismäki’s career as a 

filmmaker and a focus on his educational history are among the tropes that leads to 

the interpretation of an anti-establishment stance.108 This kind of attitude is also 

summarised as ‘hard-boiled style’, and Kaurismäki’s public figure is often portrayed 

according to this style in the Japanese reviews. His way, analogue and old-fashioned 

as contrasted to digital and modern, is considered a manifestation of his policy for 

filmmaking and as anti-Hollywood, and it is appreciated as an effort to keep his own 

style without being affected by the majority or authorised power. 

Kaurismäki’s working style for shooting films is described from the point of view 

of silentness. It has been reported that Kaurismäki always uses the same staff for 

shooting his films, and thus they understand each other very well even without 

conversation. This story is expressed using the Japanese idioms ishindenshin (以心伝

心; tacit understanding, some kind of telepathic communication) and isshindōtai (一

心同体; being one in body and mind). Texts tend to cite this story to explain why 

Japanese audiences feel sympathy towards Kaurismäki’s films. One review (Kinema 

Junpō, January 1995) quotes Kaurismäki in saying that he and his staff have a kind of 

familial relationship. It also says that they do not need to talk with each other, but 

they understand what Kaurismäki wants to say, which is exactly kaurisumaki-rashii 

(something to evoke Kaurismäki’s way). Kaurismäki says to the interviewer, ‘we just 

look at each other, that is enough. We don’t need any words. It is like working with 

family members. It is very good teamwork’. 

Not only Kaurismäki’s working style as a filmmaker but also what kind of person 

he is are essential stories to reinforce the idea of Kaurismäkiness. Some common 

topics about Kaurismäki are found in the texts: his educational background, his 

career as a filmmaker, his philosophy and ability as a filmmaker and his appearance 

and attitude in public. In descriptions of his educational background, it is commonly 

                                                   
commentary and interpretation are evident in those stories (Kivimäki, 2012; Nestingen, 2013). For 
example, typical themes are nationality, internationality, intertextual references, and the style of the 
auteur, such as a tendency towards nostalgia and minimalism, having a left-wing profile and an anti-
establishment stance, being anti-Hollywood, and following the melodrama tradition. 
108  Nestingen (2013, pp. 5–6) mentions, ‘Kaurismäki has often told the story of his entry into 
filmmaking and his subsequent career’. 
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mentioned that he did not graduate from a university but studied film on his own.109 

This tendency to cite this aspect of his educational background is linked with one of 

his careers as a filmmaker. 

The description of his career as a filmmaker contains three elements. First, it is 

mentioned that Kaurismäki has produced more than half of all films that were 

released in Finland. The second is that he manages a film production company and 

a film theatre. Last, his status as a maverick filmmaker in Finland is often mentioned. 

Some texts indicate that his internationally well-known status does not necessarily 

extend to the ‘ordinary’ audience in Finland, but he is rather something of a maverick 

in the Finnish film world. His criticism of Finnish society and culture is also noted. 

He states in an interview that the pure and simple Finnish culture of the 1960s has 

been destroyed by development, and it has become boring (Kinema Junpō, 15 January 

1995). 

These aspects of his educational background and career are admired as 

‘independent’ by the authorities in the texts. In Japan, graduation from a university 

is particularly highly valued and appreciated. At the same time, there is some 

rejection and condemnation against this value because those with high educational 

backgrounds are considered to be overly privileged in Japanese society (Takahashi, 

2004). Graduation from a university is regarded as obtaining success by authorised 

power. Thus, Kaurismäki’s successful career as a filmmaker can be admired for 

having been pursued without any help from the authorities within society. 

I may situate this representation in relation to the idea of ‘diplomaism’110 in Japan. 

The term ‘diplomaism’, coined in the journalistic and popular discourse, refers to a 

certain value placed on a high educational background and its function within society 

to achieve a successful life (Amano, 2005). The concept of ‘diplomaism’, in the 

reviews, criticises Japanese society in which a person’s educational background 

decides his or her worth and position. It implies the hidden message that people with 

a high educational background are much too privileged in Japanese society (Kariya 

& Yamaguchi, 2008). People with a high educational background are regarded as 

easily obtaining success in Japanese society. This situation shows that a high 

educational background could be useful in obtaining the authorised power in 

Japanese society (Amano, 2005). In viewing the reviewers’ interpretation of 

                                                   
109 Texts between 1990 and 1997 state that Kaurismäki was studying communication studies at the 
university, but he dropped out. At the time, the name of the university was not mentioned. However, 
since 1997, some texts have stated that he was studying communication studies at the University of 
Helsinki. In fact, Kaurismäki was studying at the University of Tampere. The issue is further discussed 
in Chapter 5.6. 

110 In Japanese, gakureki-shugi (学歴主義).  
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Kaurismäki’s educational background through the context of the significance of a 

high educational background in Japan, we can find the implicit message that 

Kaurismäki has achieved his successful career as a filmmaker without a high 

educational background, and this means (according to the reviews) that he was not 

dependent on authorised power to gain his success. 

5.5.2 Kaurismäki as a manifestation of Kaurismäkiness and Japaneseness 

An essential story in the texts is Kaurismäki’s attitude and appearance during 

interviews. Some texts portray how Kaurismäki answered the questions posed by the 

interviewers. One article depicts Kaurismäki’s demeanour before the interview 

begins as follows: 

The tone is difficult to interpret as to whether he is serious or joking. The 
conversation is blank. Alcohol is continuously poured into his stomach. It might 
be said that I am overlapping this scene into a certain setting in his 
films…However, this is exactly what I saw at the bar of the Kyoto Royal Hotel in 
the daytime. (Kinema Junpō, 15 January 1995) 

Another text describes how Kaurismäki smokes during the interview, along with 

pictures of him holding a cigarette. Sometimes even the smell of alcohol is described: 

As to answering to my questions quickly, he stared at the glass silently, and started 
to talk in a subdued tone. At the bar counter of the hotel, various kinds of alcohol 
bottles – sake, whisky and beer – are scattered, and he has been drunk since the 
morning.   (ELLE Japon, 20 July 1994) 

 

It is noteworthy that Kaurismäki’s statements are translated into a writing style that 

uses intervals in the conversation, short-length sentences and descriptions of silence, 

typical of Japanese hard-boiled fiction. He is represented as a person who has 

achieved international success without the help of established institutions, fights 

against authorities and social injustice, and displays key properties of Japanese hard-

boiled fiction, such as alcohol and cigarettes. Such a description of Kaurismäki is 

described as ‘hard-boiled Kaurismäki’. A similar tendency with stories about 

Kaurismäki can be observed in the international reviews, but noticeably, there is one 

difference in interpretation between the Japanese reviews and the others: in the 

Japanese reviews, Kaurismäki is interpreted as a person on the side of ‘us’, the 

Japanese people. 
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Kaurismäki is represented as a retiring and quiet personality, yet with a strong will 

to attain and maintain his own style, ‘Kaurismäki’s way’, as a manifestation of 

Kaurismäkiness. Even holding a glass of alcohol and a cigarette is positively accepted, 

with these items seen as necessary tools to fight against the authorities.  

Narratives of Kaurismäki on the side of small people are sometimes linked with 

intertextual references to Japanese film director Yasujirō Ozu. Kaurismäki’s 

admiration for Ozu is also an essential topic in the reviews. There are visible traces 

of his admiration for Ozu in Kaurismäki’s films. Moreover, Ozu frequently focuses 

on stories describing ordinary people’s lives, which is understood as being inherited 

into Kaurismäki’s work. Additionally, Kaurismäki’s comment that Drifting Clouds 

consists of ‘40% de Sica’s world, 30% my world, 20% Ozu Yasujirō’s world, and 

10% Frank Capra’s world’ is quoted in the review, and the review interprets that his 

reference to Ozu, ‘Ozu Yasujirō’s world’, means that something warm and cosy 

emerged in this relationship (Miyajima, 2003, p. 51).111 

In summarising the empirical analysis thus far, Japanese reviews position the 

protagonists of Kaurismäki’s films, as well as the director himself, as ‘them’ and the 

Japanese people as ‘us’. The reviews use the idea of Kaurismäkiness to represent his 

films and the director Kaurismäki. The reviews also use Kaurismäkiness to express 

and explain that makes a Japanese audience feel sympathy and intimacy towards the 

director and his films’ protagonists. The analysis shows that the idea of ‘Japanese 

hard-boiled style’, which includes the key concepts of silentness and smallness and 

is associated with the ‘essence of Japanese culture’, works as a mediator to generate 

a sense of Japaneseness in the process of constructing the idea of Kaurismäkiness. 

While the idea of Kaurismäkiness is constructed via the idea of hard-boiled style, the 

reviews enable the positioning of the protagonists in Kaurismäki’s films and the 

director himself as ‘them’ (Kaurismäki’s people) who are like ‘us’, facilitating the 

construction of ‘us’ (the Japanese). Furthermore, the construction of Kaurismäkiness 

facilitates the construction of Japaneseness, which is imagined as the essence of 

Japanese culture, including silentness. The imaginary Kaurismäki, as a manifestation 

of Kaurismäkiness, fights against authorities, like the protagonists in his films 

(‘them’), instead of ‘us’, who are small and ordinary people. Kaurismäki is imagined 

as a representative of ‘us’ (the Japanese). 

                                                   
111 The documentary Talking with Ozu was produced in 1993 upon the 90th anniversary of Ozu’s birth. 
The director of the film is Yosimitsu Tanaka. In it, seven film directors who love Ozu’s films – Aki 
Kaurismäki, Stanley Kwan, Claire Denis, Lindsay Anderson, Paul Schrader, Wim Wenders and 
Hoshun Ko – talk about the appeal of his films.  
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As presented in subchapter 5.3.1, the representation of Kaurismäki is often 

intertwined with the representation of Finland. Reviews trace and represent his life 

and career in the following way: as a film director of rare talent, born in 

geographically and culturally marginalised Finland, who learned about films and 

filmmaking on his own and without going to authorised institutions. Kaurismäki 

then opened a film distribution company and film theatre with his brother Mika. 

They have had an important role in the Finnish film environment and also became 

known internationally as the recipients of film awards.112 

Finland, as Kaurismäki’s home country, is represented with negative images 

through phrasings such as ‘marginalized from Europe’ or ‘cinematically marginalized 

country’ (Tarzan, March 1991): 

Kaurismäki, who was born in Helsinki in 1957, became a film director through a 
career as a film critic, which does not sound rare. Yet his stage is not a film city 
such as Paris or New York, but Finland, situated outside of the centre of the film 
world.   (Asahi Journal, 8 March 1991) 

 

Kaurismäkiness, however, is abstracted from the Finnish context and is, instead, 

associated with the Japanese context and constructed as resonant with Japaneseness. 

5.6 Articulation and circulation of representations of 
Kaurismäki’s films in Japan 

Reviews of Kaurismäki’s films present similar representations, even though they 

appear in various genres of magazines with different readerships. Similar 

representations are produced and circulated in different genres of Japanese 

magazines. 

One reason for this phenomenon could be the role of the press sheet. The 

representation that has been presented in this chapter is found in a small brochure, 

or so-called press sheet, issued by the film distribution agency.113 For example, the 

                                                   
112  As mentioned in Chapter 1.1.1, this pattern of representation can be seen in the 
representation of Finnish education in the Japanese media. The core message hidden in the 
representation is, ‘Why can such a small country Finland do that?’ 
113 See Chapter 2.3.2 about press sheets. I obtained copies of the press sheets for Kaurismäki’s films 
at Kawakita Memorial Film Institute. Not all of the press sheets were preserved there, and I could not 
obtain all of the press sheets for Kaurismäki’s films. I gratefully thank Kawakita Memorial Film 
Institute’s librarian, Ms. Yukiko Wachi. 
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press sheet for The Match Factory Girl includes the film’s storyline, Kaurismäki’s 

filmography, interview articles extracted from the French cinematic magazine 

Telerama and information on Kaurismäki and the actress Kati Outinen. This press 

sheet also refers to ‘Aki Kaurismäki Bergo Film meeting 90 Italy’ as a reference 

material, and because the translators mentioned on the text’s back page work as 

Italian language translators and interpreters, it could be understood that the 

information on the Japanese press sheet for The Match Factory Girl was extracted from 

French and Italian sources. Press sheets have an important role in transferring 

information on Kaurismäki and his films from other countries, particularly France, 

Italy, the United Kingdom and the United States. Most of the Japanese texts on 

Kaurismäki’s films, especially those published the year the film was screened in Japan, 

have a similar association between the content of the texts and the information 

contained in the press sheet. 

Another example is the introduction of Ariel on the press sheet. The description 

below entails key concepts of Kaurismäki’s film, such as dark humour, and refers to 

it as a masterpiece of hard-boiled roman: 

 
This is a film full of sharp and dark humour, which could be regarded a masterpiece 
of hard-boiled work. The protagonist of the film has a deep desire for life and seeks 
a rainbow to the south, where he has never been or seen. 
 (Press sheet for Ariel, 1990) 

The press sheets for Kaurismäki’s films commonly share an introduction of the 

director, including information such as his birth date, his process in reaching the 

current stage of his career and his recent activities. This press sheet also includes an 

explanation of Kaurismäki’s films, as follows: 

Aki Kaurismäki is a cinematic author whose mother is cinema and whose father are 
Finland, and he seeks for love and freedom. The birth of French New Wave in the 
1950s comes at first, next the New American Cinema in the 1960s and then the 
appearance of Wim Wenders in the 1970s. The auteur Aki Kaurismäki, who loves 
Italian sunshine and the perfume of freedom, is investigated in the 1990s. His films 
are produced in Finland, which is far from Japan, and have been screened around 
the world; the commonality of these films is appreciated. The films are now finally 

arriving in Japan. (Press sheet for Ariel, 1990) 

The press sheet for Ariel states that Kaurismäki was devoted to films in his study 

period and edited his university newspaper alone. It also describes the Kaurismäki 

brothers’ contribution to the Finnish film industry, as they have produced around 

one-third of all Finnish films. It is noteworthy that this press sheet presents 
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Kaurismäki’s educational history with the line ‘Kaurismäki studies theories of 

communication in Helsinki’. Japanese reviews from 1990 to 1997 stated that 

Kaurismäki was studying communication studies at the university but dropped out. 

At the time, the name of the university was not mentioned. However, since 1997, 

some texts have stated that he was studying communication studies at the University 

of Helsinki. In fact, Kaurismäki was studying at the University of Tampere. This 

misunderstanding might have stemmed from the description on the press sheet. 

Furthermore, some press sheets contain summaries of reviews that were 

published in famous French and American film magazines.114 For example, the press 

sheet for Leningrad Cowboys Go America contains famous American film critics’ 

comments on the film: 

Aki Kaurismäki for Finland is as the same importance as Jim Jarmusch for 
America and Pedro Almodóvar for Spain. His films are self-anarchic and might 
make audiences who believe classical films irritated. I laughed a lot. 
  (Neil Norman, The Evening Standard) 

 

This is a wild fantasy where protagonists fight against the culture abroad. It is 
wonderful, simple and ingenious.  (Ben Thompson, New Musical Express) 

5.7 From Kaurismäkiness to Japaneseness 

The empirical analysis of this chapter’s materials, namely reviews of Kaurismäki’s 

films in Japanese magazines from 1990 to 2002, demonstrates that Japanese reviews 

position the protagonists of Kaurismäki’s films, as well as the director himself, as 

‘them’ and Japanese people as ‘us’. The reviews use the term ‘Kaurismäkiness’ to 

represent both the director and his films. This term is not defined but is used to refer 

to certain characteristics of the content and filmmaking technique of Kaurismäki’s 

films. 

The reviews also use the idea of Kaurismäkiness to express and explain what 

causes the Japanese audience to feel sympathy and intimacy towards the director and 

his films’ protagonists. Ultimately, Kaurismäki’s films as Finnish cultural products 

are not perceived as the manifestation of Finnishness, as other international reviews 

identify, but of Japaneseness. Kaurismäkiness is abstracted from the Finnish context 

and is, instead, associated with the Japanese context and constructed as resonant 

                                                   
114 I have not accessed the original version of the reviews in these materials, and thus am not able to 
confirm that these extracts were originally from these magazines and newspapers. 
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with Japaneseness. When ‘they’ are represented as Finnish people, a story of ‘them’ 

is imagined as one of people in a remote and marginalised country in Europe. In that 

sense, Kaurismäki-world is not in Finland. It is imagined as something that defines 

the realm of the Japanese culture and people. 

It is too simple to claim that Kaurismäki’s films are ‘hard-boiled style’, and thus 

‘they’ (Kaurismäki’s people) are like ‘us’. Rather, a story of ‘them’, who are ‘hard-

boiled’, is constructed and produced in order to establish and articulate ‘us’. 

Furthermore, an encounter between Kaurismäki’s films and the Japanese hard-

boiled fiction genre seems to accelerate the circulation of certain representational 

practices and processes of Kaurismäki’s films. Through the circulation of 

representational practices of his films in a certain pattern, the idea of Kaurismäkiness 

produces meanings in the Japanese context, along with the configuration of ‘us’ and 

‘them’. Representations of his films are used to legitimise a collective and shared 

imagination of what is referred to as ‘the essence of Japanese culture’, or 

Japaneseness: 

It is unnecessary to place Kaurismäki’s style and impression of Finnish people and 
culture into the idea of Japaneseness. Rather, I know that such a behaviour makes 
the interpretation of his films narrow. But I had to say after watching the film, 
“wabi, sabi. . . .”.   (Marie Caire Japon, March 1995) 
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6 KAURISMÄKINESS AND FINNISHNESS (2003–
2008): DURING/AFTER THE FINLAND BOOM  

6.1 Introduction to the chapter 

The Man Without a Past (Mies vailla menneisyyttä, 2002) is one of the films in a Finnish 

trilogy; the other two are Drifting Clouds (Kauas pilvet karkaavat, 1996) and Lights in 

the Dusk (Laitakaupungin valot, 2006). The film is a story of a man who is unable to 

remember anything from his past life – including his name. The protagonist, M. 

(Markku Peltola), arrives in Helsinki by train. While sleeping in Kaisaniemi Park, he 

is beaten up by three criminals. M. is badly injured and declared deceased at the 

hospital. However, he rises from the dead, leaves the hospital, and ends up lying on 

the beach having lost his memory. His new life begins there. M. is cared for the 

Nieminen family, living in a container village in the deserted harbour area. He finds 

clothes with help from the Salvation Army and makes friends with the poor. It is 

difficult for him to get a job and an apartment without a past or a registered identity, 

but his friends help him. He starts living on the outskirts of the city, and he meets 

and falls in love with an employee of the Salvation Army, Irma. Suddenly, M.’s life 

is changed: his wife finds him and he recovers his name and identity. Irma 

encourages M. to go back to his town and to return to his wife. When he does, he 

learns that he is actually divorced, and he returns to the container village – under his 

true identity of Jaakko Antero Lujanen – and to Irma. No words are exchanged when 

M. proposes to Irma. In the final frame of the film, the couple simply disappears 

into the darkness. 

     The film is Kaurismäki’s biggest box-office production (Nestingen, 2013, p. 14). 

At Cannes 2002 it was awarded the Grand Prix, the award for Best Actress and the 

Palm Dog Award, and it was nominated for Best Foreign Film at the 2003 Academy 

Awards.115 Nestingen (2013, p. 13) claims that the film’s international attention and 

honours resulted in the director’s status as a leading figure in contemporary art-house 

cinema. Moreover, the film enjoyed exceptionally high sales in Finland (Nestingen 

                                                   
115 The film has won a total of 12 awards. 
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2013, p.14).116 Nestingen (2013, p. 14) mentions the success of The Man Without a 

Past in Finland, where the film sold 176,232 tickets, while total international ticket 

sales were 2,050,702. According to Nestingen, such an achievement in the domestic 

market is due to the film’s success at Cannes and the nomination for Best Foreign 

Film at the Academy Awards. Yearly statistics published in ‘Facts and Figures’ by 

the Finnish Film Foundation indicate that The Man Without a Past was ranked eighth 

in the top 20 domestic films of 2002, and Lights in the Dusk was ranked eleventh in 

2006.  

     The film was screened for the first time in the Japanese theatre on 15 March 2003 

and enjoyed successful sales in Japan (Tōyama, 2003).117 Compared to Kaurismäki’s 

other films, The Man Without a Past gained its popularity not only from art-house film 

fans but also from more general audiences in Japan.118 Kinema Junpō, a Japanese film 

magazine with the longest history in Japan, ranked the film seventh on its list of the 

best films of 2003, and its readers ranked it tenth (Kinema Junpō, March 2003). As one 

of Kaurismäki’s most essential works, the film was screened several times as a 

filmography after Lights in the Dusk was released in Japan. Furthermore, the actor 

who played the protagonist in this film, Markku Peltola, was one of the Finnish 

actors in the Japanese film Kamome Shokudo (Kamome Diner), thus, The Man Without 

a Past was also revived with the screening of this production.119 

     Corresponding to the wider popularity of the film in Japan, the number of 

published reviews was significantly larger compared to those of Kaurismäki’s other 

                                                   
116 Schpelern claims that Kaurismäki is an internationally renowned auteur in the international festival 
circuit and in art-house distribution, but he has enjoyed only moderate success at the box office in his 
home country of Finland (Schpelern, 2010, p. 87). Kääpä (2010, p. 3) and Koivunen (2006, p. 133) 
also refer to Kaurismäki’s ambiguous relationship with Finland. According to Kääpä, Kaurismäki’s 
films have rarely achieved anything remotely resembling commercial success in Finland (Kääpä 2010, 
p.3). Koivunen also mentioned that the film’s 160,000 viewers in Finland is much smaller than the 2 
million viewers of the film abroad. Here, as Kivimäki (2012) remarks, it should be noted that 
researchers, journalists, commentators, and other film professionals share a positive opinion of 
Kaurismäki as one of the shining stars of contemporary filmmaking despite his lack of appeal to 
general audiences.  

     Critics and reviewers have created a discourse highlighting the failure of Kaurismäki’s films to 
appeal to general audiences in Finland, emphasising the gap between the director’s international fame 
amongst film critics and journalists and his moderate popularity amongst ‘ordinary’ audiences in 
Finland. This issue is not within the scope of this thesis; and will be discussed in future work. 
Kaurismäki’s moderate popularity among an ‘ordinary’ Finnish audience also contradicts the idea that 
he tells their stories. Kaurismäki’s films are rather ‘elitist’ in this sense, as is the whole genre of art- 
house cinema. 

117 The film was distributed and screened by Euro Space. 

118 I obtained this information from the Theatre Euro Space. 

119 See Chapter 1.1.1 aboutn the film Kamome Shokudo. 
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films. Moreover, the publications, types and authors of the reviews were much more 

diverse. There are two noteworthy differences between the reviews of The Man 

Without a Past and those of Kaurismäki’s other films previously screened in Japan. 

First, the range of magazine articles, in particular, became more popularised and 

mass-oriented compared to previous magazine reviews. The reviews of Kaurismäki’s 

other films were mainly published in cinematic magazines, art magazines, and ‘hard’-

type general magazines whose readers tend to be more interested in politics, social 

problems and culture compared to the general population. However, the type of 

magazines that ran reviews of The Man Without a Past range from cinematic magazines, 

to women’s magazines. Accordingly, the review authors also were varied: not only 

were film specialists, such as film critics and scholars, writing about the film, but also 

journalists and freelance writers who cover diverse topics.120 

     Second, the reviews positively represent and explore the idea of ‘Finland’. Before 

The Man Without a Past, even though Kaurismäki was mentioned as a Finnish director 

in the reviews, Finland as either an origin or a context of the film production was 

not particularly salient in the reviews, or used as a cultural reference. It had negative 

implications.121 Meanwhile, in the reviews of The Man Without a Past, the country is 

used as a positive key factor to understanding the film, and the movie is inevitably 

interpreted as representing the reality of Finland.  

     This chapter focuses on the representation of the film The Man Without a Past, the 

director Kaurismäki and the actress Kati Outinen in Japanese magazines. It discusses 

how the protagonists, director and actors are represented, how meaning is 

constructed in the process of producing and articulating representations and how 

the meaning of otherness is established in film reviews by the Japanese magazines. 

In particular, the chapter focuses on the idea of ‘Kaurismäkiness’, and what topics, 

images and representations are disseminated in the reviews. By tracing 

Kaurismäkiness in the reviews, the study also identifies how the concept is 

constructed as a symbol of Finland.  

                                                   
120 Since the period of the film’s screening corresponds to the time when online writing became 
popularised and widespread in Japan (Barbora, 2005), the number of online reviews of The Man Without 
a Past is much larger than those of his other films. Film review sites, blogs, and fan sites are leading 
outlets for reviews of The Man Without a Past. One of the most significant aspects of the online format 
is that the reviews are produced not only in the year in which the film was released, but also continue 
well after that. Some reviews were written after the authors saw the film at the feature screening of 
Kaurismäki’s films in theatres, and others saw it on DVD at home, by broadcasting satellite, terrestrial 
broadcasting, or Internet delivery (Tanikawa, 2017, p. 65). This reflects the recent diversification of 
film consumption in Japan. Consequently, film reviews can now be written whenever and by whatever 
audiences watch the film. 

121 See Chapter 5. 
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     Furthermore, the analysis in this chapter demonstrates that the reviews create a 

metonymic link between the film and Finland in the process of representing the film; 

the production is, on the one hand, interpreted as representing a reality of Finland, 

where the term ‘Kaurismäkiness’ becomes a signifier of Finland in extreme cases. 

On the other hand, a story of ‘them (the Finnish people)’ is replaced by a story of 

‘us (the Japanese people)’ through representing protagonists, the director, and actors.  

Eventually, the idea of Kaurismäkiness becomes something that appeals to a 

Japanese audience. 

     The interpretation of the film in Japan is compared to that of the film in Finland 

and in the international context, when relevant. The point of the argument is not to 

criticise any specific group of commentators but to demonstrate how each culture 

and period has an implicit need to locate the message that a work is expected to 

provide, and each reading is inevitably influenced by the culture, social and historical 

position of the reader who interprets the text. Moreover, this chapter does not 

enquire into the chronological continuity or change of the reviews, nor does it intend 

to present that the phenomenon has changed chronologically. Rather, it analyses the 

way in which the meaning of Kaurismäkiness is produced and identifies certain kinds 

of relations and interrelations (or disconnections) amongst representations of the 

film, Finnishness and Japaneseness. 

     Following the detailed description of the research materials used in the analysis 

for this chapter, the first section examines representations of The Man Without a Past 

in Japanese magazines in 2003. The next section delves more deeply into 

representations of the director, Kaurismäki, and the actress, Kati Outinen, who plays 

Irma, the lover of the protagonist, M. Then, the study focuses on certain ideas that 

seemingly become the medium of articulation of representation, such as the fantasy 

of communitarianism. In the last section, the articulation of metonymic links 

between Kaurismäkiness and Finnishness, as well as Finnishness and Japaneseness, 

are analysed. 

6.2 Material 

The targeted research materials for this study encompass reviews of The Man Without 

a Past published in Japanese magazines. I used several Japanese-language databases 

– Web-OYA (popular magazine articles), NDL-OPAS (magazines)122 and Magazine 

                                                   
122 This is a database of the National Diet Library in Japan. 
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Plus (scholarly magazines) – to locate Japanese-language articles on The Man Without 

a Past published from 2003 to 2008 (Tables 10 and 11). Using the title of the film, 

‘Kako no nai otoko (The Man Without a Past; 過去のない男)’, and the full name of the 

director, ‘Aki Kaurisumaki (Aki Kaurismäki; アキ・カウリスマキ)’ as well as 

‘Kaurisumaki (Kaurismäki; カウリスマキ)’, as the search keywords, my initial 

search identified 36 magazine articles. From this group, I eliminated items whose 

references to the film were not substantive enough for my analysis. Ultimately, I 

developed a list of 31 magazine articles. 

 
Table 10. Magazines containing reviews of Kaurismäki’s films (2003–2008) 

Year N. of reviews Names of magazines 

2003 25 (30) An-an, Bungakukai, Brutus, Cosmopolitan, Crea, Cut, Da Vinci, ELLE Japon, 

Esquire, Frau, Hanako, Geijyutsu shinchō, Kinema Junpō, Madam Figaro 

Japon, Marie Claire Japon, Men’s club, Pict Up, Premiere, Sabra, Sapio, 

Shinchō, Shūkan josei, Shūkan shinchō, Studio Voice, Sunday mainichi, 

Switch, Tokyo Walker 

2004 1 Da Vinci 

2005 1 Kyu+kyu plus 

2006 1 Esquire 

2007 2 Frau, Switch 

2008 1 Ku:nel 

 

Table 11. Genres of magazines containing reviews of Kaurismäki’s films (2003–2008) 

Genre Names of magazines 

General magazines (Sōgō-shi; 総

合誌) 

Bungakukai, Shinchō 

Weekly general magazines 

(Shūkan-shi; 週刊誌) 

Shūkan shinchō, Sunday mainichi 

Women’s magazines (Josei-shi;

女性誌) 

An-an, Cosmopolitan, Crea, ELLE Japon, Frau, Ku:nel, Madame Figaro 

Japon, Premiere, Marie Claire Japon, Shūkan josei, 

Men’s magazines (Dansei-shi; 男

性誌) 

Brutus, Cut, Men’s Club, Sabra 

Information magazines (Jōhō-shi; 

情報誌): Cinematic magazines 

Esquire, Geijyutsu shinchō, Kinema Junpō, Pict up, Premiere 
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Information magazines (Jōhō-shi; 

情報誌): Others 

Da Vinci, Hanako, Sapio, Studio Voice, Switch, Tokyo Walker,  

      

Several observations must be noted about the particular nature of the materials. First, 

the reviews can be divided into four categories: (1) explanation and interpretation of 

the film; (2) introduction with the director Kaurismäki and his other films; (3) 

interview of the director and (4) interview with Kati Outinen. The content of the 

reviews contains the explanation of the film’s storyline, as well as the reviewer’s 

interpretation of the film, detailed information about Kaurismäki and Outinen, 

Kaurismäki’s filmography and/or an explanation of Finland as the origin or context 

of the film’s story and production, as well as the director (and the actor). Most of 

the texts include references to Finland. 

6.3 Representations of the film The Man Without a Past 
 

The standard interpretation of The Man Without a Past in the sampled reviews can be 

roughly divided into two categories. I have summarised certain tendencies in this 

section.  

     In the first group, the idea of Kaurismäkiness, created from 1990 to 2002,123 is to 

some degree repeated in the reviews, particularly in film magazines. Reviews in these 

publications are intended for certain readers who are interested in films and film 

culture. For example, the targeted readers of film magazines are fans who are not 

only seeing films in theatres but also who wish to learn more about the films 

themselves.124 This type of review is mostly written by film scholars or critics who 

wrote reviews of Kaurismäki’s other films before the release of The Man Without a 

Past in Japan (e.g., Geijyutsu shinchō, 14 January 2003; Kinema Junpō, March 2003; 

Madame Figaro Japon, March 2003; Sapio, 12 May 2003). 125 

     It is difficult to say whether these authors were selected to review the film The 

Man Without a Past in film magazines, because they were regarded as possessing some 

kind of authority on Kaurismäki’s films in Japan or because they were simply chosen 

at random due to their profession as film reviewers. Regardless of this, they used and 

                                                   
123 See Chapter 5. 
124 For more on the classification of Japanese magazines, see Chapter 2.2. 
125 Articles in Geijyutsu shinchō were written by Mikoi Shibayama, Madam Figaro Japon by Misako 
Wakumoto, and Kinema Junpō and Sapio by Saburō Kawamoto. 
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recycled the idea of Kaurismäkiness in the reviews of The Man Without a Past as a 

consequence of their prior work. They describe the new film using the idea of 

Kaurismäkiness that they produced in their reviews of Kaurismäki’s other films. In 

terms of the idea of Kaurismäkiness, whereby Kaurismäki’s films were interpreted 

to legitimise the collectively shared imagination of what was referred to as the 

‘essence of Japanese culture’, The Man Without a Past is related to the idea of the 

essence of Japanese culture. Particularly, since the film uses a song by a Japanese 

musician and the protagonist eats sushi with chopsticks on the train during the final 

scene, the reviewers’ claims of discovering Japaneseness in the reviews are rather 

persuasive. This interpretation helps them reach their conclusion that there is an 

intimate connection between Kaurismäki’s films, Japanese culture and the Japanese 

people. Related to this, reviews that include interviews with the director attempt to 

find and focus on his desire to reflect favourably on Japanese culture. 

     Kaurismäki, in the first type of review, is also depicted as a tough person who is 

quiet, loves smoking and drinking, and hates Hollywood. He is represented as 

speaking in a cynical style while giving interviews and displays a melancholy attitude 

towards his interviewers. The reviews mention Kaurismäki’s boycott of the New 

York Film Festival as part of his protest against the United States, which refused an 

Iranian director’s entry into the country. The reviewers portray Kaurismäki as a sort 

of hero who fights against tyranny for the public (e.g., Shinchō, January 2003; Esquire, 

2003). The first category of reviews also includes a hidden message, stating that ‘we’ 

have been familiar with him; ‘we’ have already discovered him and know him well. 

The reviews convey an air that the director finally received a Cannes award, and that 

‘we’ have already known for a long time that he was ‘such a kind of director’ (e.g., 

Geijyutsu shinchō, 14 January 2003; Kinema Junpō, March 2003). 

     Furthermore, these reviews focus on Finland, highlighting the country and its 

cultural significance in a positive light. The reviews of Kaurismäki’s previous films 

did not mention Finland at all, or they cast the country in a somewhat negative light 

or a condescending manner, referring to Kaurismäki as a new star from a small, 

unknown country that lacks significance in the realm of film. In contrast, reviews of 

The Man Without a Past use Finland as a way to praise Kaurismäki’s value as a director 

who achieved success without abundant resources. This tendency is also observed 

in the second category of articles. 

     The second type of reviews are those written by journalists and freelance writers; 

their profession is often broader, focusing not only on films, but also topics such as 

fashion, food, and travel. Interestingly, before 2002, film scholars or critics were the 

main authors of reviews, but from the 2000s, writers of film reviews have included 
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other professionals, such as designers, comic writers, novelists, and actors.126 One 

of the most notable characteristics of the reviews of The Man Without a Past by non-

film professionals is that the writers deeply articulate the film in the context of Japan. 

This characteristic might be related to the issue of the circulation of media 

representations discussed in Chapter 5. The press sheet for The Man Without a Past 

includes a section that describes the relationship between Kaurismäki and Japan. The 

reviewers might refer to this connection from the press sheet. They also focus more 

on the culture and society of Finland as the context in which the film is produced. 

Some authors suggest that the film reflects reality in Finland, such as severe 

economic depression and high rates of unemployment (e.g., An-an, 19 March 2003; 

Crea, March 2003;  Marie Claire Japon, April 2003). The authors then project these 

views onto Japan, which suffers from similar problems, and reflect upon Japanese 

culture and society.127 They eventually conclude that the film describes a sort of 

‘richness’, what is most important in such a depressed contemporary world. Here, 

‘richness’ refers to a simple life, with neighbours helping each other and pure loving 

relationships, which are portrayed in the film.  

     Another characteristic observed in the second type of reviews is the larger 

number of pictures compared to the pre-2003 articles, especially the number of 

colour pictures. The quality of the photographs changed from monochrome to 

colourful, the latter of which look softer and use warm colours, such as orange, pink 

and yellow. This issue is discussed in detail below, in the section on representations 

of Kaurismäki. Most pictures presented in the reviews are the same ones used in the 

press sheet. However, the second type of reviews include photos with Kaurismäki 

and Outinen, which are taken by the review’s writer and photographer. 

     It is notable that certain topics are central in both types of reviews. A typical 

example is the aesthetic characteristics of the film, including simplicity and colour 

usage, reticent and ugly protagonists, intertextual references to the auteur’s works, 

Kaurismäki as the bohemian and relations with Japanese culture. Although particular 

and limited topics are focused on in the reviews, different meanings are produced 

depending on the context. For example, a wimpy protagonist in one context (Esquire, 

2003) can be an inept but lovable person in a different context (An-an, 19 March 

2003). A romantic relationship between protagonists can be judged as either too 

childish or innocent, depending on the context. What promotes the creation of 

                                                   
126 This issue might be related to the transformation of freelance writers’ working conditions in Japan 
and will need to be discussed more in the future (Shibata, 2020). 

127 The way that a story of Finland is used in understanding Japan is often observed as a strategy to 
attract readers. 
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diverse meanings is the writing style of the reviews. Style here refers to the length of 

sentences, word choice and organisation. Different magazines have different writing 

styles, which are expected to be preferred by particular readers. As a certain topic is 

articulated by a certain style into a certain context, a particular meaning is created 

that is appropriate for readers of a certain type. The film is interpreted by drawing 

connections amongst the film, Kaurismäki, and Japanese society, culture, and people. 

This is a persuasive explanation about why this film is strongly recommended for 

Japanese audiences. In the next section, I focus on more detailed representations of 

The Man Without a Past in the Japanese reviews. 

6.4 A story of ‘ordinary people’ 
 

The standard interpretation of The Man Without a Past in the Japanese reviews reads 

the film as a story of ‘ordinary people (M. in the film)’; a story of a ‘little’ or ‘ordinary 

man’ who searches for his identity and ‘ordinary people’ surrounding this ‘ordinary 

man M.’, such as his lover Irma, and the Nieminen family who live in a storage bin. 

The film is interpreted, on the one hand, as a dream-like fairy tale. On the other hand, 

‘the little man’ is pitted against the state and the market, which work based on new 

liberalistic capitalism and are shown as doing their best to disempower citizens. At 

the employment agency as well as the police station, M. is humiliated – without a 

past or registered identity. The reviews uniformly agree on the director’s ability to 

side with the poor and oppressed, and they praise the film as a masterpiece in 

depicting such people.128 Thus, the representation of Kaurismäki as an advocate for 

small, ordinary people in the reviews before 2003 is repeated in the reviews of The 

Man Without a Past.129 

     There are recurrent patterns in the way Kaurismäki is introduced in the Japanese 

reviews before 2002; for example, Kaurismäki’s anti-establishment stance is 

replicated in the reviews after 2003. Especially because The Man Without a Past 

criticises neo-liberalist capitalism, the director is praised as a voice of social 

                                                   
128 According to Koivunen (2006), even though Kaurismäki is admired as an advocate of ordinary 
people by international critics, his films have not had broad popular appeal in Finland. Koivunen 
argues that the gap between Kaurismäki’s international fame and the lack of national popular appeal 
is a result of the ambivalent affective rhetoric employed by his films, and the author analyses the 
reasons for this gap in detail in the paper. 

129 See Chapter 5. 
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consciousness.130 His bohemian attitude against the authorities is also repeatedly 

mentioned in the reviews after 2003; for example, many relays a story about an 

incident at the Cannes International Film Festival in May 2002 and Kaurismäki’s 

boycott of the 2002 Oscars gala for The Man Without a Past. At Cannes,131 Kaurismäki 

muttered ‘Who the hell are you?’ to the jury president, David Lynch, on the way to 

take the stage to receive his Grand Jury Prize. Moreover, he stumbled drunkenly 

down the red carpet and into the theatre for the screening of The Man Without a Past, 

embarrassing Finnish Minister of Culture Suvi Lindén who accompanied him. His 

performance for the media at the film festival is interpreted in the Japanese reviews 

as an attitude intended to show him ‘looking down on authorities’ at the festival.132 

In the Japanese reviews, the latter story is regarded as ‘epic’, depicting Kaurismäki as 

a hero showing resistance against the ‘authorities’. 

     Even though Kaurismäki is repeatedly portrayed as a person who fights against 

Finnish authorities and society, interestingly, this theme disappeared from the typical 

translations of Kaurismäki’s quotes in interviews after 2003. Before 2003, 

Kaurismäki is portrayed in interviews as a bohemian; his speech is characterised by 

intervals in the conversation, short sentences and moments of silence, which is 

typical in Japanese hard-boiled fiction.133 After 2003, the director is still described as 

holding a beer or sake glass and cigarettes, which are considered key properties of 

Japanese hard-boiled fiction, but the style of his speech sounds softer and friendlier. 

A typical representation of such a tendency is as follows: 

 
Aki Kaurismäki’s film appears, on the one hand, to be very cool, and on the other 
hand, friendly and funny. The director, who is exactly as such in his real life, talks 
about the film to us.    (Geijutsu shinchō, 14 January 2003) 

 
The most famous auteur in Finland is just a shy person. He cannot stand talking 

about serious matters to unknown persons without beer, even though it is a part 

of  his job.  (Madame Figaro Japon, 5 March 2003) 

 

                                                   
130 This tendency is also observed in international reviews, according to Koivunen (2006) and Kivimäki 
(2012). They indicate examples in various research and critical pieces (Ehrnrooth, 2002; Toiviainen, 
2004; Von Bagh, 2002). 

131 This incident is also referred to in film reviews and articles in other countries (e.g., Mann, 2003). 
Nestingen (2013, pp. 4–12) indicates four narratives: (1) Kaurismäki the auteur; (2) Kaurismäki the 
bohemian; (3) Kaurismäki the nostalgic and (4) Kaurismäki the Finn. 

132 Nestingen (2013, p. 2) suggests seeing the incident as a case of Kaurismäki playing the bohemian, 
true to the art, disdainful of convention, and the bourgeois aspiration to sophistication. 

133 See Chapter 5.3.2. 
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In the Japanese reviews, Kaurismäki seemingly still needs a glass of alcohol and a 

cigarette as necessary tools to fight the authorities, but he appears as a shy and 

sensitive person while talking about his film. His pictures in reviews are not like the 

‘hard-boiled’ type, which are often monochrome before 2002; instead, he appears to 

be an ordinary middle-aged man who smokes and drinks sake in an izakaya, a 

Japanese-style pub, and makes moderate accusations of social inequality. While the 

public persona of Aki Kaurismäki suggests either an absurd sense of humour or a 

serious drinking problem, this persona is used to appeal to Japanese film audiences 

in the reviews. His image shown in photographs is that of an unpretentious director 

who learned Japanese philosophical and aesthetical beauty, wabi and sabi, through the 

director Ozu’s films; who describes ordinary people’s lives in his productions; and, 

in his real life, loves eating wasabi as a snack with beer. At the same time, he is 

portrayed as a strong person who supports ordinary people, and as a representative 

of this group, he is hostile towards symbols of power – for example, US president 

George W. Bush, Russian president Vladimir Putin and Hollywood: 
 

I want to say one thing on political issues here. Mr. G.W. Bush! And Mr. Putin! 
They are war criminals because they do not follow the Geneva Convention. They 
are horrible people. I definitely do not want to see them. I must kill you, if  I meet 
you! Just, good bye. I owe nothing to them.  (Esquire, April 2003)                                                                                              

6.5 Endoring Kaurismäki: Actor Kati Outinen 
 

A new tendency in film reviews after 2003 has been to include interviews with Kati 

Outinen, who played Irma in The Man Without a Past. In the interviews, Outinen 

explains how wonderfully Kaurismäki depicts ordinary people in the film. She also 

acknowledges that she is one of these ordinary people, and Kaurismäki supported 

her while shooting the film. Outinen’s statements reinforce an image of Kaurismäki 

as ‘an advocate of ordinary people’: as a member of this group, Outinen endorses 

his manner of advocating for them.  

     Another interesting line of interpretation involves the new attention to 

Kaurismäki’s ‘feminist’ attitude towards the women portrayed in the film. Outinen 

describes Kaurismäki as a strong feminist from Finland, where women have power. 

She states that Kaurismäki has the style of an auteur when describing such strong 

women in a more sophisticated manner than is done by other male directors in 

Finland. Outinen praises the portrayal of Irma as a strong Finnish woman: 
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Kaurismäki is not only a film director, but also a great master of  literature. He 
deeply considers what human beings are and attempts to unveil the mystery of  
human beings. I have worked with Kaurismäki on several films. I have seen that 
his understanding of  human beings has become deeper; at the same time, the 
meaning that his films convey has also deepened. (Kinema Junpō, March 2003)  

 

Kaurismäki depicts a unique picture of  women that is different from those of  
other male directors and scenario writers. He attempted to describe Finnish 
women in his new trilogy based on the historical motif. He used as a model for 
his films women who contributed together with men during World War II to fight 
against our enemy and to sustain their family. (Kinema Junpō, March 2003) 

 
Women who appear in his films are not at all someone’s mother or lover; rather, 
each of  them is depicted as an individual and unique person. Although Finland is 
globally well-known as a country of  gender equality, in reality this is not entirely 
true. There is still little space for actresses to play such a person, individual and 
unique. Kaurismäki offers such a rare and wonderful opportunity for me to play 
an individual woman.   (Esquire, April 2003) 

 

Through great applause from Outinen, Kaurismäki has succeeded in shaping an 

identity as a feminist who supports Finnish women. Outinen plays a role in 

endorsing this image: 
 

Aki entirely trusts me. That’s why I can enjoy playing freely as I like, and this is a 
great freedom for me as an actress.  (Premiere, April 2003) 

 

Representations of Outinen are also associated with the protagonist, Irma in The Man 

Without a Past, who is understood as a strong Finnish woman: 
 

Kati Outinen plays the role of  Irma, who is a compassionate woman working in 
the Finnish Salvation Army. She devotes her life to work for others and eventually 
encounters a man without a past.  (Da Vinci, April 2003) 

 

Outinen also reinforces the picture of Irma as a modest but courageous woman: 
 

Irma is just an ordinary woman, but at the same time, she is strong. She has the 
courage to trust people and to fall in love with a man.   (Da Vinci, April 2003) 

 

Irma is eventually represented as a woman who is modest and just waiting for the 

man with whom she falls in love. In the film, when M. finally finds out who he is 
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and that he is married, he says goodbye to Irma and travels north by train to meet 

his wife. Reviews applaud Irma’s restraint; she does not ask him to stay and lets him 

go back to his wife. These reviews’ representations of Irma indicate that film 

reviewers seem to focus on gender-role expectations that are integral to patriarchal 

social conventions; women should simply support and wait for men. Outinen 

supports, with a generous attitude, the director Kaurismäki, who is criticised for his 

drunken behaviour: 

 

The director is well-known in the world. In the beginning of his career, he had been 

often criticised since he was like a restive horse in the Finnish film world. But he is 

recently respected by young people. . . He is indeed a very sensitive person.  (Pict 

up, April 2003) 

 

     The metonymic link between Irma and Outinen is articulated based on such 

patriarchal social conventions. Outinen is described as a strong but attractive woman 

in the reviews. She is described as talking about women’s strength and maturity with 

a modest tone. 
 

Kati keeps her deadpan expression without any smile on screen, but her smile in 
the interviews expresses shyness and modesty, and she answers our questions in a 
serious manner. This shows her dedicated character, though she looks like a young 
girl. We remember her sobbing like a small girl beside the director, Kaurismäki, 
who was making a speech in a monotone.                  
 (Marie Claire Japon, April 2003) 

 
I asked Kati, who looks like an innocent girl, about aging. Kati answered, ‘I have 
gained strength and maturity through aging. I do not feel able to stop aging. I can 
just accept reality in front of  me as a mature woman’. (Premiere, April 2003) 

  

     To summarise, representations of Kaurismäki and Outinen and typical 

interpretations of the film testify to the desire of Japanese film reviewers to look for 

authorial presence in productions. There is a tendency to reduce the themes of the 

film to merely a director’s and actor’s biographical significance. Reviews interpret 

the film in accordance with their image of the director and actor and associate the 

protagonists’ characters with Kaurismäki’s and Outinen’s personalities. This focus 

on the relationship between the film and the director’s and actor’s real lives creates 

the articulation between Kaurismäkiness and Finnishness. 
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     It is well -known that Japanese critics have often shown an excessive interest in 

an author’s personal life, an attitude that is rooted in the Japanese literature tradition 

(Abe-Auestad, 1998; Hijiya-Kirschnereit, 1996).134 Miyoshi Yukio (1989) represents 

many other Japanese critics in the discussion with Karatani: 
 

I have been interested more in why an author wrote a particular work rather than 
in the work itself. When one asks why he wrote it, one must refer to the author’s 
actual life as an important factor [influencing his decision to write it] (quoted from 
Abe-Auestad, 1998, p. 16).135 

 

The overlapping images of the protagonist and the author have long constituted a 

preferred subject of literary analysis, as biographism. This is, however, not strictly a 

phenomenon of representation in Japan. According to Koivunen, Finnish and 

international critics and reviewers have tended to represent Kaurismäki’s films in 

similar ways. 

     It is noteworthy that the above-mentioned description of Outinen as a woman 

who endorses Kaurimäki, and Irma as a woman who supports and waits for man, is 

found in different genres of magazines – not only women’s magazine, including 

Cosmopolitan and Marie Claire Japon, but also cinematic magazines such as Esquire, 

Kinema Junpō and Premiere, as well as informational magazines including Pict up and 

Da Vinci.136 

6.6 Fantasy of communitarian utopian 
 

In the film, M. is described as a member of a communitarian utopia.137 Entering the 

container village and the Salvation Army as an outsider, he functions as an agent of 

change for his surroundings. As he, surrounded by kindness and respect, develops a 

new self, he aids in strengthening the sense of community amongst the dwellers of 

                                                   
134 Abe-Auestad (1998, p.16) describes this tendency as the Japanese shishōsetsu tradition. 

135 The oiriginal description is from Yukio Miyosi and Kōjin Karatani (1989, pp.8–9), ‘Taidan: Sōseki 
to wa nanika’. Abe-Auestad also quoted Edward Fowler’s (1988) words in her work that ‘the Japanese 
critics have tended to regard the author’s life, and not the written work, as the definitive text’ and ‘to 
see the work as meaningful only in so far as it illuminates the life’. 

136 About genres of magazines see Chapter 2.2.3. 

137 Koivunen (2016) claims that The Man Without a Past reiterates the themes of earlier Kaurismäki 
films, having underdog protagonists, such as garbage collectors, supermarket check-out women and 
the unemployed and homeless. 
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the container village and the urban outskirts. International critics, journalists and 

writers construct positive fantasies of radical communitarian living (Koivunen, 2006) 

that ‘are meant to gesture toward the possibility of reinvention of agency and 

community’ (Kaplan, 2003, p. 5). The central themes of the film – solidarity and 

assistance amongst human beings, a belief in a better tomorrow and in the possibility 

of happiness, love and friendship – are paralleled with comradeship. This most 

common reading of the film in the international or Finnish reception is also observed 

in the Japanese reviews. 

     The Japanese reception reads a local sense of togetherness in the film, and this 

sense is interestingly associated with nostalgia towards the Showa period in Japan. 
138 In Japanese history, Showa is the period (1926–1989) corresponding to the reign 

of the Emperor Hirohito. In particular, the 1960s and the early 1970s are fondly 

represented as idyllic in the Japanese media. The memory of the idyllic 1970s is made 

‘immaculate by virtue’ (Mitsui, 2012) of its contrast with the subsequent Gilded Age 

of Japan, that is, the bubble-economy period of the late 1980s to the beginning of 

the 1990s.139 As presented in Chapter 2.1.3, Inoue (2006, p. 201) characterises the 

financial bubble era as one of ‘extreme economic optimism’. When the economic 

boom officially ended in 1991, such fantasies became impossible to maintain. The 

society as a whole quickly had to adjust ‘from gilded-age euphoria to a post-affluence 

condition with a widespread sense of fatigue and malaise’ (Inoue, 2006, p. 201). In 

this context, the narration of pre-economic-boom Japan is imagined as an idyllic 

story: 
 

How desolate the container village and the urban outskirts in the film look! 
However, we can see at the same time that it seems to be quite comfortable for 
residents. They gain happiness just by taking care of  potatoes in their small yard. 
This is real richness, and Kaurismäki is an auteur to describe such a happiness of  
ordinary people.                                                             (Cosmopolitan, April 2003) 

 

The following review explicitly links the representation of  communitarian utopia in 

the film with nostalgia for the Showa period in Japan: 

 
The lifestyle of  the people on the shore is like in a Japanese cinema in the 1940s, 

just after World War II. Minimal house and furniture made from waste materials. 

Laundry flutters outdoors. A small vegetable gardens. Still the sky is blue, the trees 

                                                   
138 Nostalgia towards the Showa period was discussed in Chapter 2.1.3. 

139 The economic and sociocultural context of Japan from the 1980s to the 1990s was discussed in 
Chapter 2.1.3. 
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are flourishing, and the sea is shining…There exists a sense of  happiness in the life. 

It is minimal, but people feel satisfied.    (Sunday mainichi, 16 March 2003) 

 

This utopian communitarian rhetoric is operated via tropes of nostalgia (Appadurai, 

2000; Jameson, 1991; Jameson & Miyoshi, 1998). Nostalgia is a trope omnipresent 

in late-capitalist social imaginations, where various commodities operate as vehicles 

for vague and often unsubstantiated senses of ‘pastiness’ (Jameson, 1991, p. 20). An 

affect such as nostalgia is embedded in the social imaginary and is formed in dialogue 

with what it conjures, as ‘something like an epistemological and ontological a priori 

for a particular society’s representation, institutions and practices’ (Poovey, 2002, p. 

48):140 
 

Kati tells us, ‘We, Aki Kaurismäki and I, believe that such a simple happiness is 
genuine and we love it. Even though people have a lot of  money, life without real 
intimate communication is just meaningless. I have worked with Aki and I am 
happy to know that his view is finally accepted in Finland as well as the world’. 

                 (Cosmopolitan, April 2003) 

 
We all might have experienced tough times in the past, but we all have an ability 
to learn from the past. The protagonist in the film loses all memory related to his 
past. On the other hand, that is why he can see ahead and go forward into the 
future. We all can find something new from our unhappy and tough experiences. 
This is exactly the happiness of  life. We all can find our own small happiness; the 
film says so.  (Marie Claire Japon, April 2003) 

6.7 A story of ‘us’: Kaurismäkiness as a bridge between ‘us’ and 
‘them’ 

 

As described above, one might find a message behind what these reviews of The Man 

Without a Past present to their readers: Kaurismäki depicts a story of ‘them’ (the 

ordinary Finnish people who are shy and modest). ‘We’ can also find ourselves (the 

Japanese) in the past in the picture of ‘them’ that Kaurismäki depicts. He, therefore, 

portrays a story of ‘them’ (the ordinary Finnish people) and ‘us’ (the ordinary 

                                                   
140 Koivunen (2006) mentions that The Man Without a Past embeds a sense of nostalgia. While retro 
cultural objects (such as jukeboxes, guitars, radios, and cars) and an eclectic soundtrack that mixes 
American rhythm and blues with Finnish tangos have been defining stylistic features of Kaurismäki’s 
narration since the mid-1980s, the feeling of pastness is also in the image track itself. 
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Japanese people). In other words, a story of ‘them’ is imagined and translated into a 

story of ‘us’ through tropes such as nostalgia. Here, I also note the meaning of ‘the 

past’. The story of ‘them’ imagined in the Japanese reviews portrays the 

contemporary ‘them/the Finnish ordinary people’ who have suffered from the 

severe economic conditions of the 1990s in Finland. Meanwhile, a story of ‘us’, 

which the reviews project into a story of ‘them’, is imagined through the past – that 

is, the pre-economic bubble period of Japan. In other words, the contemporaneity 

of the Finnish people is translated by the Japanese reviews to create an image of 

simple, modest richness, as Iwatake (2010, p. 204) demonstrates in her study an 

image like an (economically) pre-modern community. 

     One might say that the film describes timeless topics, such as poverty and 

inequality in society; therefore, it awakens not only domestic (Finnish) and 

international audiences, but also Japanese audiences’ empathy, and ‘their’ (Finnish) 

story could be regarded as ‘our’ (Japanese) story. His films invite political 

commentary capitalising on political frustrations amongst European film audiences, 

which evokes both a sense of past-ness and contemporaneity (Koivunen, 2006; 

Nestingen 2014). It is, however, possible for me to claim here that both ‘them’ and 

‘us’ are imaginary categories. Specifically, ‘they’ and ‘we’ are imagined as sharing the 

same emotion. As Charles Taylor (2004, pp. 23–24) mentions, in the modern social 

imaginary, something is imagined as sharing commonalities, such as shared habits 

and stories about ‘us’. Through social imaginary, an assemblage of stories, icons, 

anecdotes and other symbolic iterations make sense of their world and construct 

their future (Taylor, 2004). 

     The analysis in this chapter demonstrates that the reviews create a metonymic 

link between the film and Finland, and the former is interpreted as representing the 

reality of Finland, where the term ‘Kaurismäkiness’ becomes a symbolic signifier of 

Finland in extreme cases. Furthermore, as Kaurismäkiness is imagined as something 

simple and modest, richness is translated into something that ‘we’ (the ordinary 

Japanese people) share. Compared to the representation constructed before 2002, 

when Kaurismäki’s films were interpreted to legitimise the collectively shared 

imagination of the ‘essence of Japanese culture’, after 2003 the idea of 

Kaurismäkiness expanded its meaning to include the idea of Finnishness. In the film 

reviews after 2003, the idea of Kaurismäkiness has been reinterpreted as an example 

of Finnishness. Further, Finnishness has been circulated to identify similarities 

between Finland and Japan, and a metonymic link between Kaurismäki’s films and 

Finland has been created.  
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     What is noteworthy here is that the Japanese reception does not touch on the 

issue of class when referring to the ‘little man’ story. In the international or Finnish 

reception, Kaurismäki is admired as the auteur filmmaker who has the ability to 

portray working-class people (Koivunen, 2006; Kivimäki, 2012). For example, 

Hutchinson (2006, p. 17) claims that Kaurismäki’s films, despite their deadpan 

humour, reflect a careful and artistic representation of Marxist philosophy. The film 

connects thematically to the ‘anxiety about the demise of the traditional working 

class’, associated with work, community and an attachment to place (Hill, 2000, p. 

178). As Kaplan (2003) discusses, the film laments the ‘decline and death of an old 

social and economic and political order’; furthermore, it mourns the ‘death of the 

working-class hero’. That is to say, following these interpretations, a story of ‘them’ 

is a story of working-class people, who are at the centre of the crisis. However, this 

is not pointed out in the Japanese reviews, where ‘their’ story is interpreted as ‘our’ 

story. Usually, generalisations referring to nation-ness tend to conceal differences 

such as gender, social class, ethnicity or age (Skeggs, 2004). A story of ‘them’ entails 

a story of ‘ordinary Finnish’ men and women, whereas a story of ‘us’ refers to men 

and women who support men. The discourse of ‘us’ and ‘them’ entails this tendency, 

and when ‘us’ is imagined in the process of transferring a story of ‘them’, detailed 

differences that should be contained in ‘them’ are forgotten or not considered. 

     Kaurismäkiness as a symbolic signifier of Finnish ordinariness becomes a bridge 

between ‘them’ and ‘us’ in the process of representing the film. The idea of 

Kaurismäkiness is constructed with select information and representation and 

articulated in a certain manner. Representations of The Man Without a Past most 

evidently invoke debates on ‘Finnishness’ as a mentality, and the quality of the film 

and its characters is replaced by the idea of Japaneseness. 
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7 FROM AN UGLY GIRL TO A MATURE WOMAN 
(1991–2008): THE REPRESENTATION OF 
WOMEN IN FINNISHNESS AND 
KAURISMÄKINESS 

7.1 Introduction to the chapter 
 

The socially imagined representations of gender constitute part of personal, public 

and political imaginations. ‘Social imaginary’, a concept introduced by Charles Taylor 

(2004, pp. 23–24), refers to the ways of imagining social space and one’s relations 

with other people. The social imaginary can legitimise, for example, stories about ‘us’ 

and ‘them’. According to Skeggs (2004, p. 17), these types of legitimisations are often 

performed in media representations that summarise, produce and repeat attitudes. 

For example, popular culture, such as film, music and television programmes, recycle 

banal stereotypes that represent conventional ways of portraying the social world, 

subjectivity, wealth, poverty, love and marriage, often employing flat storylines to do 

so (e.g., Ivy, 1995; Stacey, 1994; Yano, 2003). 

     This chapter examines the ways in which Japanese reviews represent female 

characters in Aki Kaurismäki’s films. It mainly focuses on the representations of Iris 

in The Match Factory Girl, Ilona in Drifting Clouds and Irma in The Man Without a Past. 

All three protagonists are played by Finnish actor Kati Outinen. The chapter analyses 

how the idea of Kaurismäkiness is either intertwined or contested with the idea of 

Finnishness in relation to gender and social class, and how it is reinterpreted and 

rearticulated (or not) across reviews in Japanese magazines. The aim of the chapter 

is to approach gender and social class as key markers between ‘us’ and ‘them’ in order 

to examine representations found in the reviews of Kaurismäki’s films in Japanese 

magazines. This approach illuminates the ways in which the ideas of Kaurismäkiness 

and Finnishness are constructed and how the meaning of the latter is produced in 

the process of articulating representations of the female protagonists in Kaurismäki’s 

films. The chapter concludes by examining how the mediation of gendered forms of 

nation-ness shifts in the context of reviews of Kaurismäki’s films in Japanese 

magazines. 
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     The interpretation of films in Japan is compared to that of films in Finland and 

other international contexts, when relevant. The point of my argument is to 

demonstrate how each socio-cultural context and period has an implicit role in 

locating the text. Furthermore, I aim to show how each reading is inevitably 

influenced by the cultural, social and historical positions of the reader interpreting 

the text. This chapter does not enquire into the chronological continuity or change 

of the reviews and does not intend to present whether the phenomenon has 

chronologically changed. Rather, it analyses how the meaning of Kaurismäkiness is 

produced, articulated and circulated and then identifies certain kinds of relations and 

interrelations (or disconnections) amongst the representations of the film, 

Finnishness and Japaneseness. 

     Following the detailed description of the research materials of this chapter, the 

first two sections analyse the representation of the female protagonist, Iris, in The 

Match Factory Girl. The next section shifts its focus to the female protagonists, Ilona 

and Irma, in Drifting Clouds and The Man Without a Past, respectively. The final section 

analyses the articulation of the intertwined links between the representations of Iris, 

Ilona and Irma, on the one hand, and the notions of Finnishness and Kaurismäkiness 

on the other hand. 

7.2 Material 
 
The materials for this chapter are film reviews published in several Japanese 

magazines, particularly those on three films, The Match Factory Girl, Drifting Clouds and 

The Man Without a Past. The materials were collected through three Japanese 

databases: NDL-OPAS by the National Diet Library (magazines), Web-OYA by Oya 

Bunko (popular magazines) and Magazine Plus (scholarly magazines). These were 

searched for Japanese-language texts on The Match Factory Girl, Drifting Clouds, A Man 

Without a Past and Lights in the Dusk published from 1991 to 2008. The initial search 

identified 68 magazine reviews by using the Japanese titles of the films, namely, 

Macchi kōjō no shōjo (The Match Factory Girl; マッチ工場の少女), Ukigumo (Drifting 

Clouds; 浮き雲) and Kako no nai otoko (The Man Without a Past; 過去のない男), as 

well as versions of the full name of the director ‘Aki Kaurisumaki’ (Aki Kaurismäki; 

アキ・カウリスマキ) and ‘Kaurisumaki’ (Kaurismäki; カウリスマキ) as the 

search keywords. From this group, I eliminated items whose references to the films 

were not substantial enough for analysis. Ultimately, I developed a list of 63 

magazine reviews. Reviews of The Match Factory Girl, published in 1991, were mainly 

found in cinematic magazines, general magazines and men’s magazines, whereas the 
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reviews of Drifting Clouds and The Man Without a Past appeared mainly in women’s 

magazines.141 

 

Table 12. Magazines containing reviews of Kaurismäki’s films (1991–2008) 

Year No. of reviews Names of magazines Films reviewed  

1991 12 Cahiers du cinema Japon, Chūō kōron, ELLE 

Japon, Image forum, Kinema Junpō, Men’s Non-

no, , Shūkan gendai, Shūkan shinchō, Spa!, 

Subaru, Takarajima, TBS Chōsa jōhō 

The Match Factory 

Girl 

1992 1 Jiyū jikan The Match Factory 

Girl 

1997 18 An-an, Asahi Graph, ef, Fujin kōron, Jiyū jikan, 

Katei gahō, Keizaikai, Kinema Junpō, Shūkan 

asahi, Shūkan gendai, Shūkan kinyōbi, Shūkan 

playboy, Spa!, Taiyō, Uno! 

Drifting Clouds 

1998 1 Shūkan hōseki The Match Factory 

Girl; Drifting Clouds 

1999 2 Aera, Asahi Graph Drifting Clouds 

2000 1 Sarai The Match Factory 

Girl 

2002 2 Da Vinci, Marie Claire Japon The Match Factory 

Girl; Drifting Clouds 

2003 25 (30) An-an, Bungakukai, Brutus, Cosmopolitan, Crea, 

Cut, Da Vinci, ELLE Japon, Esquire, Frau, 

Hanako, Geijyutsu shinchō, Kinema Junpō, 

Madam Figaro Japon, Marie Claire Japon, Men’s 

club, Pict Up, Premiere, Sabra, Sapio, Shinchō, 

Shūkan josei, Shūkan shinchō, Studio Voice, 

Sunday mainichi, Switch, Tokyo Walker 

The Man Without a 

Past; Drifting Clouds  

2005 1 Kyu+kyu Plus The Match Factory 

Girl; Take Care of 

Your Scarf; Tatjana; 

The Man Without a 

Past 

 

                                                   
141 The types of magazines containing texts about the films vary, including cinematic magazines, 

general magazines (総合誌, sōgō-shi), weekly magazines (週刊誌, shūkan-shi), women’s magazines (女

性誌, josei-shi), men’s magazines (男性誌, dansei-shi) and information magazines (情報誌, jōhō-shi). The 

classification of Japanese magazines is discussed in Chapter 2.2.2. 
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Several observations should be noted regarding the particular nature of the materials. 

Firstly, reviews can be divided into three categories: (1) explanations and 

interpretations of the film and the director Kaurismäki especially reviews made in 

1991; (2) interviews with Kaurismäki; and (3) interviews with Outinen, who played 

the protagonists in the films. The last type is only observed in reviews of The Man 

Without a Past.142 Second, the contents of the reviews included the explanations of 

the films’ storylines and the films themselves, the writer’s interpretation and the 

audience perceptions of the films, detailed information about Kaurismäki and 

Outinen, Kaurismäki’ s filmography and/or explanation of Finland as an origin or 

the context of the film story, the overall production and the director and actors. 

Third, most of the reviews included pictures of one scene of the film or of 

Kaurismäki. Interestingly, coloured pictures were few in the reviews of The Match 

Factory Girl but more in the reviews of the two other films. 

7.3 Representation of Iris in The Match Factory Girl in 1991: A 
destiny of an ugly girl 

The Match Factory Girl (Tulitikkutehtaan tyttö, 1990) is a story about Iris (Outinen), 

who works on the assembly line of a match factory. Her task is to control the 

machine and to oversee the labelled matchboxes. She lives with her alcoholic mother 

and stepfather, who exploit her and treat her like a maid. Iris prepares their dinners 

and pays their rent. At the dinner table, the atmosphere is filled with suppressed hate 

for one another, and no communication takes place. After finishing her tasks, Iris 

sets off to the local dance hall, in the hope of finding the prince of her dreams who 

would be her only way out of her dull life.  

   One day, Iris decides to buy a red dress on an impulse. Even though her parents 

insist that she return the dress, she decides to take her chance and spends the night 

at a nightclub where she meets Aarne (Vesa Vierikko), a young reticent middle-class 

man. Iris falls in love with Aarne and spends a night with him. Aarne, however, treats 

her as a prostitute, leaving her money after their sexual encounter. In comparison, 

Iris gives him her telephone number. After the encounter, she patiently waits several 

days for Aarne’s call. Becoming frustrated, she tries to contact him at home. Aarne 

finds this embarrassing, but he complies with her request for a meeting. Iris is 

                                                   
142 Outinen was invited to Japan to promote The Man Without a Past in 2003, and the Japanese media 
conducted interviews with her in this context. I thank Katja Valaskivi, who headed the Finnish 
Institute in Tokyo, Japan, from 2002 to 2005, for passing on this information to me. 
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unconscious to his irritated behaviour. As Aarne is obviously unable to enjoy the 

romance, Iris seems to lack the ability to interpret the situation, his wordless 

resistance or his unwillingness. Iris eventually becomes pregnant. When Aarne 

dismisses her and requires Iris to have an abortion, she decides to take revenge. She 

buys rat poison, mixes it with water and pours it into Aarne’s drink while visiting his 

place. She then goes home and proceeds to poison her parents. The film ends with 

Iris who is taken by two men somewhere else. 

     This short, 66-minute feature is internationally referred to as part of the ‘Workers’ 

Trilogy’ (also known as Kaurismäki’s Proletarian Trilogy) or the ‘Losers’ Trilogy’, as 

the director himself calls it (Reuter, 2005, pp. 36–37).143 Many critics, especially those 

who wrote Finnish and international reviews, consider The Match Factory Girl to be 

one of Kaurismäki’s best films (Kääpä, 2010; Nestingen, 2014). Such reviews pay 

attention to the intertextual references found in the film and its minimalist 

approach.144 However, Kivimäki (2012, p. 74) points out that the issues of class, 

gender and age are not sufficiently analysed in the film’s criticisms and reviews, even 

though the director received acclaim for his ability to accurately portray of the poor. 

The film is also often interpreted as conveying the idea of nationality, such as 

Finnishness or Nordicness. For example, a critic, Sandra Reuter (2005, pp. 36–37), 

praised The Match Factory Girl as an essay on Nordic gloom.  

     In Japan, The Match Factory Girl was screened for the first time at the Cinema 

Square Tōkyū on 1 March 1991.145 It is officially the third Kaurismäki film to be 

commercially screened in Japan.146 Kinema Junpō ranked The Match Factory Girl as the 

seventh best film of 1991 (Kinema Junpō, 1991). This film had been selected several 

times as one of Kaurismäki’s representative works in feature screenings later. The 

prestige of The Match Factory Girl has grown since the leading actor, Outinen, received 

                                                   
143 The so-called ‘Workers’ Trilogy’ also includes Shadows in Paradise (Varjoja Paratiisissa, 1986) and 
Ariel (Ariel, 1988). 

144 The Match Factory Girl echoes two Finnish works, the children’s novel, Iris-Rukka (Poor Iris, 1916), 
by Anni Swan and Se tavallinen tavina (The Usual Story, 1961) by Hannu Salama (Kivimäki, 2012, p. 
75). It also recalls Hans Cristian Andersen’s The Little Match Girl (1846). 

145 Both the distributing agency for the film, ALCINE TERRAN, and the film theatre Cinema Square 
Tokyu in Tokyo have already closed. Therefore, it is difficult to determine exactly where and how long 
the film was screened in Japan. According to Yukiko Wachi, a librarian of the Kawakita Memorial 
Film Institute, in the case that the film distributing agency and the film theatre have closed, the only 
way to know certain information about the screening period and locations might be to survey film 
screening schedules published in all Japanese newspapers, including local versions. 

146 The first commercially screened Kaurismäki film in Japan is Leningrad Cowboys Go America in July 
1990 followed by Ariel in September 1990. If Shadows in Paradise, screened at the Tokyo Film Festival 
in 1987 is included, then The Match Factory Girl would be the fourth Kaurismäki work to be 
commercially screened in Japan. 
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the 2002 Cannes Film Festival Award for Best Actress for The Man Without a Past. 

Reviews and commentaries on the film even after 2003 describe Outinen as an actor 

who gained an international award from another Kaurismäki film in which she 

appeared.  

     In the film, Iris is depicted as a miserable young woman without anything going 

for her – someone who suffers from a lack of economic, cultural, social or symbolic 

capital (Bourdieu, 1984). In the Japanese reviews, her outward appearance is 

particularly highlighted as one of the reasons for her glum destiny:  
 

The film describes a terrible miserableness. All the protagonists in the film look 
wretched and depressed…Firstly, Iris. She is ugly. Even though she goes to the 
dance hall with make-up and long hairstyle, no one invites her to dance. This might 
be the worst case of an ugly woman in the history of film. Although she has long 
hair, she does not look attractive at all, which means she is really ugly. Moreover, 
her fashion sense is terrible (she purchases a tasteless red dress using up all of her 
salary and is then misunderstood as a prostitute), she is stupid (she cannot 
understand that she is regarded as a prostitute, even though Aarne left her money) 
and she cannot understand why Aarne does not phone her (because he is not 
interested in her at all). She has these three awful factors. Moreover, she is poor.    
                                                   (Cinema Square Magazine No. 85, March 1991)147     

 

The above review interprets Iris’ misery as being due to three reasons: her ugly 

appearance, her tasteless fashion sense and her lack of intellect. Skeggs (2004) claims 

that the media often represents working-class people as voiceless, unintellectual and 

dependent. In the above Japanese review, Iris’s failure to experience romance is 

attributed to her outward appearance. In this representation, the standard of beauty 

seems to be produced within the heterosexual relationship market, wherein outward 

appearances are deemed essential to a woman’s value (Adkins & Skeggs, 2004).  

     Overall, the Japanese reviews interpret Iris’s miserable life as the destiny of an 

ugly girl, with no reference to social class, although the film depicts the protagonist’s 

social status.148 Factors that could be interpreted as displaying her social class, such 

as her lifestyle and fashion sense, are reduced to her outward appearance. 

Furthermore, the tensions amongst the gendered social class, consumerist city life 

                                                   
147 Cinema Square Magazine is a film brochoure. 

148 In the international or Finnish reception, Kaurismäki is admired as an auteur filmmaker who has 
the ability to portray working class people (Kivimäki, 2012; Koivunen, 2006). For example, Hutchison 
(2006, p. 17) claims that Kaurismäki’s films, despite their deadpan humour, reflect a careful and artistic 
representation of Marxist philosophy. According to Hill (2000, p. 178), the film connects thematically 
to the ‘anxiety about the demise of the traditional working class (associated with work, community 
and an attachment to place). 
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and pursuit of pleasure depicted in the film (Kivimäki, 2012, p. 80) are also somehow 

related to her (lack of) beauty, which has been portrayed as beyond the norm.149 In 

her free time, Iris goes to a traditional dance hall, where women are supposed to sit 

and wait for a man to ask them to dance. Almost every night, Iris remains seated, 

drinking lemonade the whole evening. Iris’ posture and clothes are outmoded.150 In 

the Japanese reviews, however, such old-fashioned and even primitive features are 

still interpreted in relation to her ugliness: Iris is ugly; thus, she looks outmoded and 

is not granted any economic, cultural and social capital. Furthermore, in the Japanese 

reviews, the consequences that could be expected from her working-class social 

status are ascribed to her own character and responsibility. The descriptions 

presented in the reviews even imply that a malicious attitude of looking down on an 

ugly girl is allowed due to her outward appearance. The review below uses an internet 

slang term (‘lol’) while describing why Iris is not paid attention to by men:  

 
As her work finishes, she takes a train, goes shopping, is scolded by her stepfather, 
is ignored by men at the dance hall (lol), then goes to a bar to order ‘half a glass’. 
This is the first phrase in the film (lol). (Serai, February 2000)151 

 

In the film, it seems that Iris is being ‘punished’ for dreaming and for wanting too 

much in spite of her fate, which is portrayed as being tied to her social class (Pajala, 

2008). The same is true in the representation of the Japanese reviews, regardless of 

Iris’s outward appearance. 

     Furthermore, although the films are collectively referred to as the Workers’ 

Trilogy or the Proletarian Trilogy, such labelling is ignored; rather, the focus seems 

to be trained on another reference, ‘Losers’ Trilogy’. In relation to this, Iris’ destiny 

is interpreted as the result of her ugly appearance and not her working-class origin. 

As one review puts it, ‘Iris is rather a loser than someone who is a working-class 

person’ (Chūō kōron, March 1991). 

     Notably, Kaurismäki is appraised in the Japanese reviews for depicting such a 

glum girl – one who is not usually considered, according to the reviews, as a suitable 

protagonist. One review (Spa!, 13 March 1991) simply describes The Match Factory 

                                                   
149 Kivimäki (2012) points out that the film entails a rhetoric of irony to describe Iris. Irony always 
runs the risk of eliciting condescending attitudes; hence, Iris could be seen as ridiculous.  

150 Kivimäki (2012) indicates that, in the film, Iris’s working-class status is inscribed on her body. On 
the basis of the work of Adkins and Skeggs (2004), she argues that Iris’ out-of-date, frumpy clothes 
can refer to a tradition of media representation in which bad taste and a supposed lack of style among 
working-class women are often exaggerated. 

151 The author of this review is Shun Akasegawa, a well-known writer in Japan. 
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Girl as a story of a worthless woman’s unsuitable love romance. The review 

concludes by saying that Kaurismäki skilfully describes such a lower-status person in 

the film, which should be regarded as a significant and expressive work. Another 

review (Subaru, April 1991) states that ‘even Iris, an ugly girl can dream of romantic 

love’. Another review (Kinema Junpō, 15 July 1997) concludes that Kaurismäki utilises 

his auteur’s skill to depict a person of such low status. In particular, the review 

appraises that the director  gives a downtrodden person (i.e. Iris) the opportunity to 

exact revenge. In this sense, Japanese reviews consider Kaurismäki to be a director 

who generously cares for vulnerable people. 

     Due to Iris’s reticence, Japanese reviews have also interpreted her as someone 

who lacks intelligence. In the movie, Iris just keeps silent both at work and at home. 

At the workplace, a loud machine produces boxes of matches, while at home, the 

main ‘speaker’ is the television set (Kivimäki, 2012, p. 79), which dominates the 

sound space. Laine (2003) interprets Iris’ silence as a sign of her social subordination, 

a mark of her lack of voice. From a feminist perspective, one’s voice – or lack of it 

– has become an essential metaphor for the condition of being a subject (Kivimäki, 

2012, pp. 78–79). In comparison, in the Japanese reviews, Iris’s silence is interpreted 

as a sign of her lack of intelligence. 

7.4 Representation of Iris in The Match Factory Girl after 1991: 
‘Loser’ or ‘loser dog’ 

As already mentioned, The Match Factory Girl has been selected several times as one 

of Kaurismäki’s representative works in feature screenings, especially after the 

screening of The Man Without a Past. Outinen’s 2002 Cannes Award for Best Actress 

for The Man Without a Past helped increase the prestige of The Match Factory Girl. This 

film was mentioned in reviews of other Kaurismäki’s films, such as Drifting Clouds 

and The Man Without a Past. In Japanese reviews published in 1991, when the film 

was screened for the first time in Japan, factors that could be regarded as indicating 

Iris’s social status in the film were interpreted as consequences arising from her 

outward appearance. For one, Iris is ugly, so she does not deserve to obtain 

economic, social and cultural capital. Her working-class social status is not 

mentioned in the reviews. In comparison, in reviews published after 2002, Iris is 

represented with certain terms, such as ‘loser’ (make-gumi, 負け組) or ‘loser dog’ 

(makeinu, 負け犬 in Japanese), which are related to the idea of social class.152 

                                                   
152 This type of representations is further observed in online film reviews or blogs. 
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Kaurismäki is even quoted as saying that the film is part of the so-called ‘Losers’ 

Trilogy’. In this sense, it is natural for the Japanese reception to utilise the word ‘loser’ 

to describe Iris. However, I would like to remind the readers that even though the 

director himself considers the film part of the Losers’ Trilogy, The Match Factory Girl 

is not interpreted as a story of a working-class girl in the Japanese reviews during 

1991. 

     The term ‘loser’ (make-gumi, 負け組) in the Japanese context is often used in 

contrast to ‘winners’ (kachi-gumi, 勝ち組) as a pair in social class discourse (Ishida & 

Slater, 2010, p. 103). According to Ishida and Slater (2010, p. 103, pp. 111–114), as 

Japan struggles to find its way out of a recession since the late 1990s, issues related 

to social class have become the focus of academic literature and popular press.153 

This overlaps with the transformation of perspectives from an ‘all Japanese are 

middle-class’ mentality in the 1980s to one of a stratified society (or the emerging 

visibility of stratified aspects) in the late 1990s.154 For many of those living in and 

out of Japan, one of the most distinguishing features of the country’s narrative is 

that Japan had figured out a way to reap the benefits of capitalist liberalism while 

avoiding the debilitating effects of class conflict. The frame of social class has not 

been very prevalent either in popular discourse or in the field of Japanese studies, 

with the dominant way of thinking continuing to be that ‘after all, we all belong to 

the middle class’ (Chiavacci, 2012). 

     However, during the contemporary post-economic growth period, the tables 

have turned. The country’s high economic growth during the post-war period was 

supposed to prove Japan’s keen management of its unique cultural identity – one 

that produced a harmonious society that led individuals to great personal sacrifice 

for the greater collective good. Consequently, the post-economic growth period is 

portrayed as a class society of inequality (kakusa shakai, 格差社会) producing a sharp 

class distinction between ‘winners’ and ‘losers’. The very existence of middle-class 

membership and identity that has been highly regarded for decades is now being 

questioned in the new discourse. This discourse, created by the neo-liberal trend, 

emphasises the individual’s ability to change his/her social position (Chiavacci & 

Hommerich, 2017; Hashimoto, 2003; Slater, 2011). 

     Meanwhile, the word makeinu (loser dog) refers to single Japanese women in their 

thirties without children. The word was coined by writer Junko Sakai in her best-

selling book, Makeinu no tōboe (Howl of the Loser Dogs). The popularity of the book was 

very unusual for this type of non-fictional writing. The book gained immediate 

                                                   
153 See Chapter 2.1.3. 

154 This issue was further overviewed in Chapter 2.1.2. 
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national attention, and in 2004, the year following its publication, the neologism 

makeinu became the winner of the Vogue Word Award in Japan. Owing to its great 

influence, this work continues to be used in the media and in everyday conversation. 

Although Sakai’s book is a satire of the dominant system of gender and sexuality that 

divides women according to marital status, the word makeinu eventually became part 

of the discourse deriding women in their thirties for their failure to find marriage 

partners (Yamaguchi, 2006, p. 113). Sakai is supportive of the existence of makeinu 

women. She wants society to be more accepting of women’s diverse ways of living 

and encourages makeinu women to accept themselves as they are and not to feel 

isolated. She is also critical of the dominant discourse that considers makeinu 

‘unhappy’ just because they are single. This notion, along with the ‘having kids brings 

happiness’ discourse, is criticised harshly in her book. 

     Although Sakai does not at all mention it in her work, certain types of women 

who are single, in their thirties and without children, might be somehow associated 

with a specific social class in Japan. As Yamaguchi (2006, p. 111) indicates, Sakai 

only talks about a limited kind of single woman in Japan; that is, her idea of makeinu 

seems to be limited to college graduates with stable, white-collar jobs and are living 

in cities. Thus, Sakai’s notion of makeinu reflects the dominant image represented in 

the media – that of successful career women living in urban areas, most likely 

specialists or businesspersons on a career track in corporations. The term makegumi, 

however, obviously implies a certain imaginary social class (e.g., Ronald & Alexy, 

2017; Yamaguchi, 2006). 

     In the Japanese reviews of The Match Factory Girl, the use of the term makeinu 

indicates that Iris is a single, unmarried woman without children and a makegumi who 

has dropped out from competition and failed to change her position in society. All 

in all, Iris is represented as an ambivalent figure in the Japanese reviews. She is 

suffering from her destiny caused by her ugly appearance; at the same time, as a 

loser/loser dog, she is also evaluated from the neo-liberal trend that emphasises the 

individual’s ability to be able to change one’s position by him/herself. 
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7.5 Representation of Ilona in Drifting Clouds and Irma in The 
Man Without a Past: Supporter of a man 

Next, I examine the representations of Ilona in Drifting Clouds 155 and Irma in The 

Man Without a Past. Chapter 6 analysed Irma in The Man Without a Past as a strong 

Finnish woman who is generous, patient and independent. In this line of 

representation, Kaurismäki is praised as a feminist director who has the ability to 

portray strong women in a more sophisticated manner compared with other male 

directors in Finland.156 As illuminated in the chapter, however, this representation 

also implies that Irma is a sort of woman who supports a man unconditionally and 

sacrifices her own desire to achieve this goal. Irma is eventually represented as a 

modest woman who is simply waiting for a man to fall in love with. In the film, when 

the protagonist M. finally finds out who he is and that he is married, he says goodbye 

to Irma and travels north by train to meet his wife. Reviews applauded Irma enduring 

the need to say ‘Don’t leave me’ to M. and allowing him to go back to his wife. This 

aspect of Irma’s representation in Japanese reviews indicates that film reviewers 

seem to focus on the gender-role expectations integral to patriarchal social 

conventions: women should just support and wait for their men. 

     In the reviews containing interviews with Outinen, who played the role of Irma, 

the actor acclaims how wonderfully director Kaurismäki depicted the ordinary 

people in the film. She also acknowledges that she herself is one of the ordinary 

people and that the director supported her during the film’s shooting. Outinen’s 

statements enforce an image of Kaurismäki as ‘an advocate of the ordinary people’. 

In a sense, Outinen is one of those ordinary people attesting to the kind of support 

provided by Kaurismäki. Outinen also praised the film’s portrayal of Irma, whom 

she described in her interviews as a strong Finnish woman in reality. 

     Meanwhile, Ilona in Drifting Clouds is also represented as a strong woman who 

patiently supports her husband in a tough situation. Thus, most of the reviews 

focused on the scenes portraying Ilona as helping and supporting her husband Lauri. 

For example, one scene showing Lauri after losing his job is represented as follows: 

 
Lauri, at first, loses his job driving a city tram. . .  It is understandable, with his 
attitude, not to be honest about his job loss, because his pride was hurt. He then 
confesses his job loss to his wife Ilona with the help of alcohol. When Ilona goes 
to work, Lauri has to be left at home without his job. Ilona just accepts him 

                                                   
155 See Chapter 5.3 regarding the film’s storyline. 

156 See Chapter 6.5. 
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without any complaints and calmly touches her hand to her husband’s 
shoulder. . .  Kati Outinen, who plays Ilona, looks like an elder sister who does 
not blame her husband’s childishness. She works hard at her workplace, a 
restaurant, and is proud of her job. It must be shocking for her when she also 
loses her job, but she just starts to search for new job opportunities. 
 (Ukigumo, 1997)157 

 

For reviewers, the couples in Drifting Clouds, Lauri and Ilona, and in The Man Without 

a Past, M. and Irma, portray the ideal relationship in which the wife/girlfriend 

patiently supports and aids her husband/boyfriend. Film reviews interpret Ilona in 

Drifting Clouds as showing a resolute attitude even in a difficult situation in which her 

husband wants to escape from that reality. The reviews seem to indicate that Ilona’s 

strong and generous attitude eventually brings them happiness (i.e., Lauri gets a new 

job as a bus driver). Meanwhile, Irma helps M. by arranging a job and providing a 

new set of clothes for him, after which M. gains an opportunity to rent a container 

of his own through the proper clothing provided by Irma.  

     The reticent communication between wife – husband and girlfriend – boyfriend 

is also represented as proof of a solid and stable relationship between them: 
 

Husband and wife do not talk to each other. However, we can understand that 
they continue to take care of each other, and their love relationship does not 
require any unnecessary words from their slight gestures and subtle expressions. 
 (Shūkan gendai, 16 August 1997)158 

The discourse portraying Kaurismäki as an advocate of small, ordinary people in the 

reviews also refers to these couples as ‘ideal’ ordinary people: 
 

Aki Kaurismäki’s films are always funny but heart-painful. The director, 
Kaurismäki, always describes the small people who are suffering from cruel 
situations in their lives. Lauri and Ilona Koponen are a very good example of 
Kaurismäki’s masterful ability to portray ordinary and small people. Lauri and 
Ilona are modest, hard-working and very ordinary people. (Shūkan Playboy, 5 
August 1997) 

 

Another interesting line of interpretation in the Japanese reviews of Drifting Clouds 

and The Man Without a Past involves a focus on Outinen’s appearance. While 

                                                   
157 This quotation is from a film brochure of Drifting Clouds is written by a well-known film critic, 
Saburō Kawamoto. 

158 The author of the review is Saburō Kawamoto. 
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introducing Drifting Clouds, reviews often refer to The Match Factory Girl. The reviews 

indicate that Outinen is indeed a beautiful and excellent actress, thus enabling her to 

receive accolades in the domestic and international film industries. However, such 

compliments in the reviews of Drifting Clouds are still accompanied by statements 

reiterating the protagonist’s appearance in The Match Factory Girl: 

 
 

Kati Outinen, who is modest from the beginning to the end, is wonderful. She 
appeared in another film, The Match Factory Girl, as an ugly girl who left a strong 
impression on the audience. She is indeed beautiful. 
 (Shūkan gendai, 16 August1997)159 
 
 
I recommend paying attention to Ilona, who takes professional pride as a 
restaurant worker, is treated as an ordinary worker at a cheap restaurant…You 
might notice that this not-so-young and not-so-beautiful woman finally looks 
charming. (Shūkan kinyōbi, 11 July 1997) 

 

In the above reviews, Outinen’s appearance as a professional actor is associated with 

the female protagonists’ figure and outward appearance. The term ‘she’ (kanojyo in 

Japanese) vaguely refers to either Outinen herself or the female protagonist Iris or 

Ilona. Thus, such a representation might bring an impression to the readers that a 

previously ugly girl in the form of Iris (played by a then, immature Outinen) becomes 

the modest, charming and reticent Ilona (the actor who has transformed into a 

mature actor). 

     In the reviews of The Man Without a Past, the female protagonist Irma (also played 

by Outinen), gained praise, and Outinen is represented as a strong but cute woman 

– a description that is seemingly based on patriarchal social conventions. Outinen 

talked about women’s strength and maturity with a modest tone in one of her 

interviews: 
 

Her smile expresses shyness and modesty, whereas she answers our question in a 
serious manner. This shows her dedicated character like a girl. We remember her 
sobbing like a small girl beside the director Kaurismäki, who was making a speech 
in a bland tone. (Marie Claire Japon, 2003) 

 
I asked Kati, who looks just like an innocent girl, about aging. Kati answered, ‘I 
have gained strength and maturity through aging. I am not concerned with aging. 

                                                   
159 This review is written by a well-known film critic, Saburō Kawamoto. 
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I can just accept reality which comes to me, as a mature woman like Irma in the 
film. (Premiere, 2003) 

 

Summing up the representations of the female protagonists in the three films – Iris 

in The Match Factory Girl, Ilona in Drifting Clouds and Irma in The Man Without a Past 

– elicits a hidden implication. A girl who does not have a good outward appearance 

becomes a strong but charming and modest woman, who successfully reaches a goal: 

being loved by a man. In other words, the ugly and unhappy Iris, who does not have 

sufficient value to be loved by a suitable man, becomes a mature woman (Irma) who 

gains eternal love by making sacrifices as a woman (Ilona) to support her husband 

(Ilona).  

7.6 Gendered national imagination and what Japanese reviews 
missed in Kaurismäki’s films 

Compared to representations of other Kaurismäki films in Japanese reviews, one 

noticeable aspect of the reviews of The Match Factory Girl is the absence of reference 

to the idea of Kaurismäkiness. Although the reviews interpret the film as a 

crystallisation of Kaurismäkiness in portraying small, ordinary people, Iris is 

seemingly excluded from the so-called ‘ordinary people’. The term ‘ordinary’ (futsūno, 

普通の) or ‘small’ (sasayakana, ささやかな; tsutsumashiyakana, つつましやかな) is 

not used to represent Iris. In the reviews of The Match Factory Girl, Kaurismäki is 

represented as an auteur who chose to depict the story of a glum girl. This character 

– according to the reviews – is not typically considered a suitable protagonist for a 

film. Kaurismäki is therefore represented as a director who gives a miserable girl 

(Iris) the opportunity to take revenge and change her life. Thus, in the Japanese 

reviews, he is often considered an auteur who generously cares for lower-status 

people. However, this representation does not include the term ‘ordinary’ or ‘small’; 

rather, it uses terms with more negative implications, such as ‘miserable’, ‘outdated’, 

‘ugly’ and ‘lower status’. 

     Meanwhile, Ilona in Drifting Clouds and Irma in The Man Without a Past successfully 

gained authorisation to be members of the class of ‘ordinary people’. Japanese 

reviews of both films use the term ‘ordinary’ to describe these characters, and the 

negative terms that are used to describe Iris in The Match Factory Girl no longer appear 

in the reviews. Ilona and Irma are represented as leading ordinary lives: Ilona is a 

resolute woman who supports a childish husband, and Irma is a strong but modest 
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woman who sacrifices her own desire to support her man and she eventually obtains 

the love that is eternal for her. As analysed in Chapter 5, the male protagonists in 

Kaurismäki’s films (e.g. Henri in I Hired a Contract Killer, Valto in Take Care of Your 

Scarf, Tatjana and M. in The Man Without a Past) are also represented as ordinary 

people. This implies that ordinary-ness, when applied to male subjects, refers to their 

smallness. In comparison, when applied to the female subjects, the idea corresponds 

to the patriarchal social convention dictating that a woman’s heterosexuality is 

awakened and completed only by a suitable man.   

     It is also noteworthy to see differences between the representations of the ugly 

and miserable girl (Iris) and the modest and mature woman (Irma) in accordance 

with the representation of Finland. The former shows that ‘Finnishness’ functions 

negatively to understand Iris, the film and Kaurismäki himself. The following 

example is a description of The Match Factory Girl and Drifting Clouds:   
 

It might be difficult to understand Kaurismäki’s films, if you do not know about 
Finland… It is a country that has a famous sky jacket brand and F1 driver, and 
everything is expensive there. Although it is actually very difficult to answer what 
kind of country Finland is to those who have never been there, I claim from my 
experience in visiting the country that it is a very dark and lonely country. Finnish 
food is tasteless, and women are not particularly beautiful. There is no fine alcohol 
and no exciting music. At the bar at night, I found young people with overcast 
dark eyes, gathering and at the cabaret at the street corner, and dissolute-looking 
middle-aged men and women dancing…What kind of country is Finland? It is 
difficult to answer, but it looks like Japan.  (Shūkan hōseki, 1998)160 

 

Before the above text, the author describes the film The Match Factory Girl, and then 

moves to a topic on Drifting Clouds after the text. As a result, the first film is 

metonymically synchronised to the representation of Finland as a remote and 

marginalised country, and the latter one is to the representation of Finland such as a 

story of ‘us’. 

In comparison, the representation of Irma highlights a metonymic link between 

Kaurismäkiness and Finnishness, revealing that Kaurismäkiness has become a 

symbol of Finland in its most extreme cases.161 As examined in Chapter 6, one might 

find a connection between what the reviews of The Man Without a Past present to 

their readers in which the same metonymic link between Kaurismäkiness and 

Finnishness is constructed. Kaurismäki depicts a story of ‘them’ (the ordinary 

                                                   
160 The author of this review is Ryū Murakami, a well-known writer in Japan. 

161 See Chapter 6.7. 
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Finnish people who are shy and modest). ‘We’ can also find ourselves/the Japanese 

in the past in the picture of ‘them’ depicted by Kaurismäki. Therefore, in his films, 

the director portrays stories of ‘them’ (the ordinary Finnish people) and ‘us’ (the 

ordinary Japanese people)’. In other words, a story of ‘them’ is imagined and 

translated into a story of ‘us’.  

     All in all, the imagined characteristics of Finland are used to flesh out Iris’ 

miserable state, which is then translated by the Japanese reviews to create an image 

of a small, unsophisticated country situated on the outskirts of Europe. At the same 

time, it is also used to affirm the idea of Kaurismäkiness (simultaneously implying 

simplicity, modesty and richness), which is then translated by the reviews to create 

an image of Finland as such.  

I believe it is not an overstatement to say that there is a certain indication behind 

the representations of Finland in the reviews of The Match Factory Girl. People living 

in a remote and marginalised country could be referred to using certain terms, such 

as ‘ugly’, ‘miserable’, ‘pitiful, ‘deplorable’ and so on, which have negative implications. 

Thus, it is not surprising to observe that the representations of Finland and Iris are 

metonymically synchronised. Gender relations figure prominently in the national 

imagination. In fact, the discourse on nationhood is often intertwined with and 

structured around the notion of gender roles (Mihelj, 2011, p. 119). The absence of 

reference to the idea of Kaurismäkiness, which has been intertwined with the idea 

of Finnishness and Japaneseness, connotes that a story of ‘them’ is not imagined and 

translated into a story of ‘us’ as long as Finland is seen as a remote and marginalised 

country in Europe. A story of ‘them’ can be imagined and translated into a story of 

‘us’ when Finland becomes known as the hi-tech welfare state with a higher standard 

in its educational system and a high regard for gender equality. Then does this mean 

that the Japanese reviews no longer look at Finland with a prejudiced and biased 

perspective? 

     The answer is no. As seen in the analysis of Chapter 6, a story of ‘them’ is 

imagined and translated into a story of ‘us’ through tropes such as nostalgia. Here, I 

would also like to pay attention to the meaning of ‘the past’. The story of ‘them’ 

imagined in the Japanese reviews actually portrays contemporary ‘them/the Finnish 

ordinary people’, who suffered from severe economic conditions during the 1990s. 

Meanwhile, a story of ‘us’, which the reviews project into a story of ‘them’, is 

imagined through the past – that is, the pre-economic growth period of Japan. 

Furthermore, Japanese reviews see Finland with a sense of nostalgia, called by 



 

143 

Appadurai (1996, p.77) as ‘imagined nostalgia’ in which inverts the temporal logic of 

fantasy. Thus, Finnish contemporality is translated into Japanese pastness.162 

                                                   
162 This type of representation is also illuminated by Iwatake (2010) in her anaylsis of the film Kamome 
Shokudo. 
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8 CONCLUSIONS 

8.1 Fluidity of meanings: Constructing otherness and producing 
Japaneseness 

The empirical analysis presented in this dissertation demonstrates that the 

interpretations of Kaurismäki’s films in Japanese reviews can be divided into two 

temporal phases: (1) from 1990 to 2003; and (2) after 2003. In the first phase, 

Kaurismäki’s films were interpreted as legitimising the collectively shared 

imagination of what was referred to as the ‘essence of Japanese culture’. Since 2003, 

however, his films have been reinterpreted as an example of Finnishness in the 

context of the Finland boom. 

     This is related to the following three intertwined issues: (1) the ‘Finland boom’ 

media trend; (2) changes in the Japanese film industry, especially an emergence of 

art-film theatres, the so-called mini-theatre in Japanese, and the diversification of 

Japanese film audience; 163  and (3) a film’s (The Man Without a Past) greater 

international success.164 In other words, a new platform, the mini-theatres made it 

possible to convey international attention to Kaurismäki’s films in Japan, which 

coincided with growing attention to Finland in other fields and contributed to the 

Finland boom. 

The analysis demonstrates that the idea of Kaurismäkiness is constructed via an 

‘us’ versus ‘them’ dichotomy, and the meanings of Kaurismäkiness and Finnishness 

are flexibly transformed: they are split off and sometimes articulated as intertwined 

with each other, depending on the context. During the first phase, reviews 

positioned Kaurismäki’s protagonists, as well as the director himself, as ‘them’ and 

the Japanese people as ‘us’. However, the reviews also use the idea of Kaurismäkiness 

to express and explain something that makes a Japanese audience feel sympathy 

                                                   
163 The art-film theatres are discussed in subchapter 2.3.3. These theatres have contributed to screening 
small-scale films that could not be represented by big film theatres for economic or political reasons. 
The audience of mini-theatres consist primarily of women. 

164 The international success of the film The Man Without a Past, was discussed in subchapter 6.1. The 
film is Kaurismäki’s biggest box-office production. At Cannes 2002 it was awarded the Grand Prix, 
the award for Best Actress, and the Palm Dog Award and it was nominated for Best Foreign Film at 
the 2003 Academy Awards. 
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towards and intimacy with his films’ protagonists and the director. The analysis also 

shows that the idea of ‘Japanese hard-boiled style’ – which is associated with the 

‘essence of Japanese culture’ – works as a mediator in generating a sense of 

Japaneseness in the process of constructing Kaurismäkiness. 165  Kaurismäkiness, 

however, is abstracted from the Finnish context and is instead associated with the 

Japanese context and portrayed as resonant with Japaneseness. 

In the second phase, Kaurismäkiness is transformed into the idea of Finnishness 

in the context of the Finland boom. The reviews create a metonymic link between 

Kaurismäki’s films and Finland, and the films are interpreted as accurate 

representations of Finland, as Kaurismäkiness becomes a symbolic signifier of the 

country in extreme cases. At the same time, the idea of Finnishness has also been 

articulated to identify similarities between Finland and Japan. A story of ‘them (the 

Finnish people)’ is translated into a story of ‘us (the Japanese people)’ according to 

the configuration between ‘them (Kaurismäki’s people)’ and ‘us (the Japanese 

people)’ that was constructed in the first phase. Kaurismäkiness, as a symbolic 

signifier of Finnishness, becomes a mediator between ‘them (the Finnish)’ and ‘us 

(the Japanese)’. This practice of representation corresponds to market demand in the 

context of the Finland boom in which Finland is represented, on the one hand, as a 

fascinating country, and on the other hands as Japan’s reachable and attainable Other. 

This temporal division, however, does not mean that representations of 

Kaurismäki’s films dramatically changed in 2003. Representations produced before 

2003 remained in reinterpreted and rearticulated ways after 2003, and even the same 

representation implied a different meaning as its context changed. 

A comparison of female characters in three films – Iris in The Match Factory Girl 

(1993), Ilona in Drifting Clouds (1997) and Irma in The Man Without a Past (2003) – 

illuminated, however, that this configuration in representations of the films in 

Japanese reviews does not entail the idea that ‘they (the Finnish, including 

Kaurismäki’s people)’ are completely equal to ‘us (the Japanese)’. Kaurismäkiness is 

absent in representations of Iris in The Match Factory Girl; the idea of Finnishness is 

used by the Japanese reviewers to describe Iris’s miserable state and create an image 

of a small and unsophisticated country situated at the outskirts of Europe. By 

contrast, for The Man Without a Past, the representations of Irma in Japanese reviews 

are used to confirm the idea of Kaurismäkiness, which implies an image of simplicity, 

modesty and richness that, in turn, is used to create an image of Finland represented 

in the Finland boom. In Drifting Clouds, Japanese reviews discover Ilona, who, as an 

ideal woman, sincerely supports her husband, and representations of Ilona confirm 

                                                   
165 See Chapter 5.4. 
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the configuration between ‘them (Kaurismäki’s people who are from Finland)’ and 

‘us (the Japanese)’. In the case of Ilona, similarities between the Finnish people and 

the Japanese people are drawn to discover key ideas, such as silent and ordinary 

people, and via some elements, including haiku, Ozu and music, that are used to 

discover similarities among Kaurismäki’s films and the ‘essence of Japanese culture’. 

A story about ‘them’ is not imagined as or translated into a story about ‘us’ as long 

as Finland is a remote and marginalised country in Europe. This transformation 

between ‘us’ and ‘them’, however, emerges once Finland is acknowledged by the 

Japanese as a trendy Western country.  

8.2 Interpretations of Kaurismäki’s films in Japan 

The findings of this dissertation highlight how Kaurismäki’s films were interpreted 

in Japan. As presented in Chapter 1.2.2, Kaurismäki’s films are often interpreted as 

the manifestation of Finnishness or Nordicness (Bacon, 2016; Kääpä, 2010; 

Nestingen, 2005). Intertextual reference has also been noted as Kaurismäki’s style. 

Moreover, in the international or Finnish reception, Kaurismäki is admired as the 

auteur filmmaker who has the ability to portray working-class people. These 

frameworks for interpreting Kaurismäki’s films – such as the manifestation of 

Finnishness, an auteur to depict the smallness and silence of the ordinary people and 

intertextual reference were also employed in Japanese interpretations of his films. 

Some might claim that, since Kaurismäki’s films include a timeless quality as art films 

that depict Finnishness or Nordicness, transnational aspects with intertextuality and 

the ability to take the side of the poor and working class, interpretations in Japan and 

in the international context show a similar tendency.  

The similarities between the films’ interpretation in Japanese reviews and those 

published in other countries, however, do not straightforwardly mean that 

Kaurismäki’s films entail a sort of universal value that can be interpreted in similar 

ways all over the world. The empirical analysis of the study identifies that Japanese 

interpretations that Kaurismäki’s films convey a ‘timeless’ quality of  Finnishness or 

Nordicness – were imported from outside Japan via press sheets and famous film 

scholars and reviewers (Chapter 5); were located in and articulated with other 

representations and produced their own meanings of films in the context of Japan 

(chapters 5, 6 and 7); and were articulated and circulated with and through the 

practice of othering Finland in Japan, which is related to the consumer market 

(Chapter 6). 
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Furthermore, the similar frameworks between Japanese reviews and reviews 

published in other countries do not imply that Japanese audiences and reviewers are 

able to understand his films ‘properly’. The empirical analysis showed that certain 

topics and themes are selectively chosen to interpret Kaurismäki’s films in the 

Japanese reviews (e.g., the theme of the silence of ordinary people, but not that of social 

class). Rather, the national and transnational articulation and circulation of 

representations of his films promoted the common frameworks used to interpret his 

films in Japanese reviews. 

For example, Kaurismäki’s films are intertwined with the idea of Finnishness in 

reviews of The Man Without a Past and, in extreme cases, Kaurismäkiness becomes a 

symbolic signifier of Finland. Whereas the idea of Finnishness was not connected 

with the idea of Kaurismäkiness before 2003, Kaurismäkiness is abstracted from the 

Finnish context and is, instead, associated with the Japanese context and constructed 

as resonating with Japaneseness (Chapter 5). This example shows that, in the case of 

the Japanese interpretations, the manifestation of Finnishness as a character of 

Kaurismäki’s films did not take on significant meaning before Finland became trendy 

in Japan. 

As for the issue of social class – that is, for the claim that Kaurismäki is an auteur 

who describes the working-class people – the empirical analysis demonstrated that 

the interpretations of the working-class people are ambiguous. The Japanese 

interpretation does not touch on the issue of class in reviews of The Man Without a 

Past. Rather, ‘they (Kaurismäki’s films’ protagonists, in the extreme case Finnish 

people)’ are interpreted as being like ‘us (the Japanese people)’. Meanwhile, in the 

reviews of The Match Factory Girl, reviewers focused on film’s protagonists as 

working-class people who were not considered as ‘them’ who are like ‘us (the 

Japanese people)’ (Chapter 6). 

Even though the interpretations of Kaurismäki’s films in the international context 

also tend to concentrate on the style of the auteur and ‘smallness’, it is important to 

see the ways in which his films are, in Japan, contextualised through producing a 

particular meaning. Films as cultural products can be contextualised and articulated 

depending on the contexts. Meanings created through the articulation of the films 

might be diverse, as are signifiers that originate in a particular culture and change 

across cultures, audiences and locales. As Sanna Kivimäki (2012, p. 73) points out in 

critical and journalistic discourses on Kaurismäki’s films, researchers and reviewers 

have tended to focus on particular topics such as nationality, intertextual references 

and the style of the auteur. Her research found that these tendencies do not 

necessarily mean that Kaurismäki’s films convey such qualities. A particular tendency 
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occurs in a certain context. Any film is interpreted as a signifying practice in a certain 

context at a specific moment in time (Hall, 1997a). Any criticism as a cultural practice 

can only occur in the social context. That is, the interpretation of films does not 

create universal similarities. 

8.3 The complex process of othering: Difference and similarities 

The research highlights the fluidity of meanings in works of representation. The 

processes of creating the idea of Japaneseness confirms that the Self, as well as the 

ideas of otherness, Kaurismäkiness and Finnishness, are flexibly transformed and 

articulated with certain ideas and concepts (Japanese hard-boiled style, silence and 

smallness, the Finland boom) in certain contexts (chapters 5 and 6).  The process 

shows that the transformation of the Other into the Self through the cultural practice 

of othering is fluid and flexible, and the idea of otherness works flexibly as a 

mediating bridge between the Other and the Self and produces the polysemy of 

meanings depending on the context.  

When focusing on the processes and practices of producing the configuration of 

‘us’ and ‘them’, Kaurismäkiness and Japaneseness, Kaurismäkiness and Finnishness, 

as well as Finnishness and Japanesesness, representations of Kaurismäki’s films are 

produced, articulated and intertwined with other representations via the symbolic 

marking of not only differences but also similarities. The ‘boundary work’ 

(Silverstone, 2007, p. 19) of representation with power is the production and 

reproduction of differences and similarities.  

In terms of types of the Other, Orgad (2012, p. 53) claims that previous research 

investigated two types of representations: (1) the Other who is morally and 

existentially outside of ‘us’, a site of strangeness, hostility and danger; and (2) the 

Other as part of ‘common humanity’, ‘just like us’, with whom ‘we’ share a world. 

The first type includes a symbolic exclusion of ‘them’ from ‘us’, and it is ‘constructed 

as an object for the benefit of the subject who stands in need of an objectified Other 

in order to achieve a masterly self-definition’ (Pickering, 2001, p. 74). The second 

type, on the contrary, facilitates a symbolic inclusion of ‘them’ into ‘us’, by using the 

idea of ‘intimacy’, which is mediated to relate to the Other.166 

The case of Japanese reviews of Kaurismäki’s films demonstrated that the first 

(using a symbolic exclusion) and the second (a symbolic inclusion) types are 

intertwined, while at the same time contesting each other. On the one hand, the 

                                                   
166 See Chapter 3.3.1. 
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practices of marking differences via representation construct the contradictory 

configuration between ‘them (Kaurismäki’s people who are from Finland, a 

periphery of Europe) and ‘us (the Japanese)’, as well as between ‘them like us 

(Kaurismäki’s people who are abstracted from Finland)’ and ‘them unlike us (Finland 

and Finnish people)’. On the other hand, the configuration is also constructed 

through marking similarities, such as between ‘them (Kaurismäki’s people who 

resonate Japaneseness)’ and ‘us (the Japanese)’, as well as ‘them (Kaurismäkiness as 

a symbolic signifier of Finnishness)’ and ‘us (embodying Japaneseness)’. The 

construction of the configuration in this case looks rather complex, which is 

presented in Table 13. 
 

Table 13. The complex construction of configuration between ‘us’ and ‘them’ 

 ‘Them like us’ ‘Them unlike us’ ‘Us’ 

Chapter 5 Kaurismäki’s people who are 
abstracted from Finland; 
Kaurismäki’s people who 
entail Kaurismäkiness and 
resonate with Japaneseness 

Finnish people; Kaurismäki’s 
people who are from 
Finland, a periphery of 
Europe 

The Japanese 

Chapter 6 Kaurismäki’s people who are 
from Finland, one of the 
Western countries; 
Kaurismäki’s people who 
entail Kaurismäkiness and 
resonate Finnishness, which 
is similar to Japaneseness 

 The Japanese 

Chapter 7  Finnish people; Kaurismäki’s 
people who are from 
Finland, a periphery of 
Europe 

The Japanese 

 

This case corresponds to Orgad’s claim that both types of the Other are often 

constructed and enacted simultaneously; both are intertwined in a complicated way 

(Orgad, 2021, p. 54). Moreover, the practices of othering Kaurismäki’s films and 

Finland in Japan via representation works by marking not only boundaries of 

differences and similarities, but also an ambiguous boundary between ‘us’ and ‘them’ 

– it is difficult to understand the construction of otherness by simply using a binary 

paradigm, that is, its symbolic exclusion or inclusion.  

     In addition, the construction of otherness in Japanese reviews of Kaurismäki’s 

films cannot be solely explained with respect to the differences between ‘us’ and 
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‘them’ or superiority and inferiority.167 As presented in Chapter 3.3, in the theory of 

Orientalism by Said, the ideas of superiority and inferiority are crucial to marking 

boundaries between ‘us’ and ‘them’. For Said, ‘the Orient’ in Western ‘Orientalism’ 

is a mirror image of what is inferior and alien to the West, while the West or ‘the 

Occident’ is always in a position of strength. Previous research illuminates that the 

Japanese attitude towards their Asian neighbours as ‘Japanese Orientalism’ shifts 

away from the West, as Japan’s Other, to Asia, especially in the context of the 

consumer culture in the late of 1980s and the 1990s. Moreover, the scholarship 

claims that, in the first case, Japan was positioned as the inferior Self to the West, 

whereas in the latter case, Japan was the superior Self to the Asian countries.168 The 

first phase of interpretation of Kaurismäki’s films in Japanese magazines (1990–

2002) overlapped with the emergence of the new phenomenon of ‘Others’. 

Chapter 6 presents that Japanese reviews view Finland with a sense of nostalgia, 

indicating the syndrome of ‘imagined nostalgia’ in which people long for a mediated 

cultural past from a different time and place that they have never lost (Appadurai, 

1996, p. 77). Finnish contemporary ordinariness is translated into Japanese past 

ordinariness, which reminds of the Japanese Orientalist gaze – for example, towards 

Okinawa. In media representations, Okinawa is imagined as a ‘comforting’ or 

‘healing’ island where, unlike in mainland Japan, elements of the ‘good old days’ still 

remain, unspoiled by modernity (Ko, 2012, p. 73).  

Along the lines of the Okinawa boom, the representations of Finnishness and 

Kaurismäkiness could be understood as a sort of ‘counter-Orientalism’, which 

complements Iwatake’ s and Mitsui’s arguments in their research. Iwatake (2010) 

argues, in her study of the film Kamome Shokudo, that ‘the monuments of Finnish 

modernity are consumed by the Japanese cultural industry as signs of the pre-modern 

and the pre-industrial’ (Iwatake, 2012, p. 210), and she names this phenomenon 

‘reverse-Orientalism’ or ‘counter-Orientalism’. Mitsui (2012) also claims in her study 

of Moomin, in the context of Japan, that ‘Moomin is inspiring of the imagination of 

“Europe”’ (p. 7) and that ‘the Finnish society as Japan’s potentially attainable utopia 

or parallel universe is imagined by way of the nostalgia felt towards the original, 

authentic state of pre-bubble Japan’ (p. 17). The complex politics of the combination 

of the Other is in the Other from Japan’s past (Iwatake, 2010) and the Other that 

should be in its future (Mitsui, 2012). Finland is represented as Japan’s Other with 

positive implications, because Finland is a mirror of Japan’s past and will be a manual 

of Japan for the future, particularly because it is part of the West.  

                                                   
167 The issue has been the dominant model in these debates. See Chapter 3.3. 

168 See Prologue, Chapter 2.1.3 and Chapter 3.3.2. 
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Why does this kind of representation occur? And why is it needed? Through 

producing Finnishness, the Finnish Other is described as the authorised Other that 

belongs to the West and, at the same time, as the convenient Other that flexibly 

accepts the idea of nostalgia (Iwatake, 2020; Mitsui, 2012) that fulfils the desire of 

the Japanese Self in the post-modern period. As Finland is not a target for Japanese 

audiences to fulfil their desires in consumer culture, Kaurismäki’s films are 

represented as the manifestation of Kaurismäkiness, which works as a mirror of ‘us’. 

Whereas Finland turns into an appropriate target for Japanese audiences in the 

context of consumerism, Kaurismäki’s films are necessarily represented in and 

related to Finland to attract audiences, and the meaning of Kaurismäkiness should 

be shifted to entail the meaning of Finnishness. However, in this context, Finland is 

not simply admired. On the one hand, Finland is recognised as part of the West; the 

idea of Finnishness satisfies magazine readers who seek the superior Western style. 

On the other hand, Finland is represented as Japan’s past, and this representation 

prevents any harm from coming to Japanese readers’ pride; they feel that Finland is 

an attainable existence. In this context, Kaurismäki’s films manifest ‘Finland’ as an 

attractive commodity for Japanese magazine readers. 

In the social context of Japan in the 1990s, in which society had lost an 

appropriate model for its future, Finland possibly became a new model.169 Moreover, 

Finland worked flexibly as the object that did not require Japanese consumers to 

reflect on their history, but which fulfilled consumerist desires. It did not destroy the 

unique idea of Japaneseness, and it effectively worked as a justifiable reference point. 

Finland is the reachable, attainable, convenient and flexible Other to Japan. 

To examine the political nature of culture, we need to ask who are the true 

beneficiaries of the above-mentioned representation of Finland. While the admirable 

cultural situation of Finland is something that should be valued, there seems to be a 

consumeristic advantage to the Japanese cultural and tourism industries behind the 

‘Finland boom’. Finland is consumed and embraced as something that is different 

and exotic, yet at the same time similar and comfortable to the Japanese. If a negative 

story on Finland that does not support these industries appears in the media – such 

as one characterised by ugliness, unfashionableness or miserableness in Finland – it 

is represented as Finnishness that is not related to Japaneseness, or it is ignored. 

It is also noteworthy that the discourse on Finland as a ‘manual’ for Japan tends 

to stress the effectiveness of the ‘Finnish system’, which is often arbitrarily defined. 

There is a general idea in Japan that the ‘Finnish system’ fosters strong and 

internationally competitive individuals. Moreover, the ‘Finnish individual’ is 

                                                   
169 See Chapter 2.1.3. 
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imagined to be able to withstand the intensifying pressures from the globalised 

markets, which are penetrating multiple domains of people’s lives. The Finland-as-

utopia discourse pertaining to education and competitiveness in fact emerged at a 

moment when people anticipated an intensification of neoliberalism in Japanese 

society. Hence, ‘Finland’ as an exemplar and utopia appealed not only to those who 

were simply concerned about the productivity and efficiency of social institutions 

but also to other ordinary Japanese people (Mitsui, 2012, pp. 17–18).  

Takeuchi (2016) indicates that in such a discourse, Finland is utilised as a ‘panacea’ 

(pp. 84, 94). It is in this sense that Finland is to translate into the complex and 

ambivalent desires of the Japanese society, struggling from recession and the re-

emergence of social class after the bubble economy of the 1980s, and of a Japanese 

culture that is suffering from a hurried lifestyle and unethical cultural practices in the 

consumeristic world. Finland supports Japanese problem-solving and eases Japanese 

guilt. It is the convenient Other that can be interpreted and translated according to 

audiences’ and consumers’ desires. Finland responds to Japanese desire that can no 

longer be fulfilled by consuming material products, and it opens up a new market to 

the Japanese middle class by offering possibilities to fulfil not only their desire for 

material products but also for knowledge. 

8.4  Film reviews in consumer culture 

The empirical analysis of materials presented a homogeneous picture of 

representations on different magazine platforms. As presented in subchapter 2.2.2, 

Japanese magazines are segmented in different ways for diverse readers. Each 

magazine, as the material selected for the analysis, is guided by a particular agenda 

and is directed towards different groups of readers, which definitely plays a role in 

the interpretation of Kaurismäki’s films and his persona. Despite this character, the 

study illuminates similarities among the interpretations of Kaurismäki’s films.  

Focusing on the relationship between the segmentation of Japanese magazines 

and the consumer market, magazines are a vehicle for advertisement, and market 

segmentation is valuable in establishing a close relationship between advertising and 

editorial matters.170 The point to be made here is that narrowly targeted readerships 

have been promoted by magazine publishers, not because there already exists some 

indefinable series of age divisions in Japanese society, but because publishers need 

advertising in order to keep their magazines financially stable (Skov & Moeran, 

                                                   
170 See Chapter 2.2.2. 
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1995a). In other words, the narrow segmentation of magazine readerships in Japan 

is as much for the benefit of those who wish to sell their products as for those who 

wish to buy them (Skov & Moeran, 1995a). 

Meanwhile, the ‘replication of uniformity’ (Harootunian, 1989) is also useful for 

marketers and advertisers to adapt the idea of the ’homogeneous’ nature of the 

Japanese society, which is not in reality homogeneous in terms of ethnicity, culture, 

language or gender. Companies can produce and sell commodities that will be 

purchased, ideally, by nearly everyone in that market, and not just by a small portion 

of it. As discussed in Chapter 2.2.1, which provided an overview of Japanese 

magazines from the 1980s to the 2000s, previous research on Japanese magazines 

identified that magazines in Japan presented similar messages, even when directed 

to different groups of readers, in relation to the consumer culture. Magazines as a 

venue of film reviews (and the materials used in this research) have two missions in 

the context of consumer culture: they need to invest their readers in terms of social 

groups that are treated as the readership of particular subject matters, but also 

involve their readers in order to promote consumer culture and the readers’ desire 

to spend money. The diversification of Japanese magazines has been an interactive 

practice between the publishing industry and the consumer market to promote 

consumer culture and readers’ desire. Furthermore, in a consumer society, where 

difference and similarity have become a commodity, images of Finland have also 

become attractive commodities. 

     Following the approach to film reviews as a symptomatic practice, coined by 

David Bordwell (1989), the meanings of films are produced culturally, and films are 

understood as signifying a specific moment in time and space.171 In this sense, this 

research on the representation of Kaurismäki’s films illuminates the complex role of 

film reviews in Japanese magazines – that is, promoting the circulation of 

Kaurismäki’s films reception as produced in the United States, France and United 

Kingdom, as well as the articulation of their reception within the local context of 

Japan. The study also highlights the production of particular meanings of films 

(Kaurismäkiness, Finnishness and Japaneseness) in certain social and cultural 

contexts of Japan (from the 1990s to the 2000s). The practice of reviewing films 

never occurs in a vacuum.  

                                                   
171 About the symptomatic practice, see Chapter 1.1.3. 
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8.5 Reflections and possibilities for future research 

I acknowledge the critical view pointing out the limitations of the constructionist 

approach to representation. For example, non-representational theory concentrates 

on meaning, and suggests more focus on the performative practices of everyday life 

(Thrift, 2007). According to Thrift, the non-representational project is concerned 

with describing ‘practices, everyday practices that shape the conduct of human 

beings towards others and themselves in particular sites’ (2007, p. 142). Drawing on 

theories by Benjamin, Deleuze and de Certeau, Thrift presents an alternative 

approach to representation, not only by studying the social relationships, but also by 

practices, – how humans perform and enact – and puts forward an emphasis on 

practice, embodiment, and materiality (e.g., Anderson, 2004; Anderson & Harrison, 

2010; Lorimer, 2005; Thrift, 2007). This approach does not deny representation but 

rather focuses on the interpretation of its meaning towards a consideration of what 

human beings ‘do’ in the social world (Patchett, 2010). 

     Yet, in the constructionist approach, Stuart Hall (1997a), for example, does not 

deny the materiality of representation: representations appear as distributed texts, 

images and symbols and are material sites of the exercise of power. Hall (1997) also 

points out the importance of focusing on subjectivity as an actor in representational 

practices. Subjects may produce particular texts, but they are operating within the 

limits of the episteme of a particular time and culture.  

     This study focuses on analysing the complex practices and processes of 

constructing otherness and the Other and the power play of producing difference 

and similarity between ‘us’ and ‘them’. The main focus is not on actors of/in 

representation. The focus on subjectivity can, however, be a possibility for future 

research direction. Another possible direction would be to study the materials of this 

research in dialogue with audience research in order to understand the power of 

actors in representation (Macdonald, 2003).  

The relationship between representations and the social world or the social reality 

could be approached by the theory of discourse – for example, Foucault (1970, 1977), 

or Laclau and Mouffe (1990). The same materials could be analysed with critical 

discourse analysis (Fairclough, 1995) so that the relationship between the text and 

societal structure could be examined more deeply. According to Macdonald (2003, 

p.1), this approach to discourse offers the exploration of the ongoing context 

between different ways of configuring ‘reality’. Macdonald (2003, p. 1) suggests that 

for the analysis of the relationship between the text and the world beyond the text, 

discourse could be understood as ‘a system of communicative practices that are 
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integrally related to wider social and cultural practices, and that help to construct 

specific frameworks of thinking’ and as ‘a process of making meaning’.  

I also acknowledge that my study has a limited understanding of the various 

contexts. Critical cultural studies attempt to approach the context by mapping, not 

by situating a phenomenon in a context (Grossberg, 1993; Slack, 1989, 1996). 

Grossberg claims that mapping a context brings the context into focus (Grossberg, 

1992, p. 55). Behind this idea is that the context is not something out there, within 

which practices occur or which influence the development of practices. Rather, 

practices constitute the very context within which they are practiced (Slack, 1996, p. 

125).  

     An ethical problem related to the method of collecting materials in my research 

is the issue of language. As I mentioned in Chapter 4.3, I explained the databases in 

detail and recorded the procedure for collecting materials as concretely as possible. 

This issue is also related to how methodological nationalism privileges the nation as 

a framework or a reference and the context to explain the meaning of 

representations.172 I have tried to describe the context of the study carefully to avoid 

falling into this trap, but I am afraid that describing the situation of Japan to readers 

who are not familiar with Japan might bring an image of Japan, for example, as a 

‘unique’ country and culture, which seems to be different from ‘us (readers)’.  To 

avoid this situation, I included footnotes to remind readers of my stance, which does 

not privilege Japan as an essential object. The empirical analysis presents how 

Japanese reviews see Japanese perceptions of the films, and shows how Japanese 

media make Finland interesting. Silence is interpreted in Japanese reviews as a sign 

of harmony, but for example, it is not the same in Finland, where silence is 

interpreted as an expression of anxiety (Kivimäki, 2014).  

This research also addresses film reviews in cinematic and popular magazines, 

which brought new insight to the research of film reviews. Although the thesis 

examines one of the significant sites for film review and criticism in Japan, further 

study could examine diverse texts among different media platforms. For example, 

this study originally intended to cover media ranging from newspapers and 

magazines to online media. The media are undergoing rapid changes in Japan and 

elsewhere in the industrialised world, particularly with regards to the increase in 

multimedia technologies and the introduction of digital services. The internet has 

opened a new platform for film reviews in that it offers various opportunities for 

potential reviewers to write about films. Blogging is one of the essential venues for 

film audiences to present their interpretations of a film. Not only a blog’s author but 

                                                   
172 See Chapter 3.3. 
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also the readers of the blog can write about films based on the blog author’s 

interpretation or criticise their take on the film. Moreover, blogs call for readers’ 

participation and, as a result, readers can also be writers through their involvement 

in a blog.  

One possibility for further study would be multi-sited research that uses various 

data and methods to understand a phenomenon that takes shape and transforms 

across multiple sites (Saukko, 2003, p. 195). This theoretical and methodological 

perspective enables an examination of the representation of otherness in different 

media forms. The continuity of different media forms, their articulation and the 

relationships and interaction between them (Herkman, 2012; Herkman, Hujanen, & 

Oinonen, 2012) could also be explored. 

     Possibilities for further studies include, for example, other empirical analyses of 

the boundary work of difference and similarity on the construction of otherness via 

representation. The case of representations of Finland in the Japanese media could 

be further examined by this perspective, for example, on the detailed relationship 

between the construction of Finnishness and consumerism. Iwatake (2010) and 

Mitsui (2012) examined the construction of Finnishness from the perspective of 

consumer culture. Further study of the representations of ‘Finland as the happiest 

country in the world’ might be one of the interesting avenues to explore. In addition, 

theorisation of a marginal European Other related to the production of meanings of 

Western cultural products could be further elaborated with empirical analysis, which 

could be one of my future tasks.  

This research has attempted to understand film reviews published in magazines. 

One possibility to study film reviews in magazines would be to address the role of 

film reviews as a part of the whole magazine. For example, the position of reviews 

as a part of the whole magazine and its layout can be further explored. Although 

pictures included in film reviews were examined in this study, considerations of 

layout and the impact of visual images in the design of written pages can be further 

focused upon. Popular magazines are constructed with content and advertisements 

that target specific readerships seeking consumeristic benefits. The 

(re)transformation between printed and electronic materials in Japanese magazines 

is not a focus in this thesis, even though it discusses how the transformation between 

print and digital media have affected the Japanese publishing industry. The 

transnational film reception, particularly the idea of national cinema, could be 

another perspective through which to analyse the research materials (Hjort & 

Maclenzie, 2000). 
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This thesis contributes to an empirical analysis of how Kaurismäki films have 

been interpreted in Japan. Research references used in this thesis include literature 

on Kaurismäki’s films. Because of limited time for this dissertation project, Japanese 

reviews of the latest Kaurismäki’s film, The Other Side of Hope, were not included in 

the research materials of the study. 

Epilogue 

This doctoral dissertation project started with my personal relationship with Finland, 

and I would like to close with a personal reflection, as the work reflects my own 

intercultural experiences in Finland and Japan. 

This research project, unexpectedly, let me reminisce on the time of my twenties 

in the 1990s – the so-called ‘lost decade’. 173 Through the project, I re-experienced 

that social reality is constructed via media representation, and how this process and 

practices were involved in my life. At the time, I had not seen any of Kaurismäki’s 

films (most of which were released in the 1990s), nor had I read any reviews of them. 

However, my memories of the ‘lost decade’ remain and are tied to my memories of 

the Great Hanshin Earthquake. I was a university student in Kyoto when the 

earthquake struck. I also remember the sarin attack on Tokyo’s subways, conducted 

by the Japanese cult Aum Shinrikyo, which shocked me. Being influenced by 

journalistic discourses at the end of the century, I could not imagine what the twenty-

first century would be like in Japan. As the use of technology accelerated during this 

decade, I used Windows 95 for my bachelor’s thesis and bought my first mobile 

phone. The term ‘globalisation’ began to appear more frequently in the Japanese 

media, which influenced my career path; I decided to become a Japanese-language 

teacher and hoped to work outside Japan. An increasing propagation of discourses 

of kokusai-ka (internationalisation) also supported my decision.174 

     Over the nine years that I have lived in Finland, I have felt partly like an outsider 

to Finland while at the same time feeling like I am becoming more of  an insider. 

Thus, this research reflects my own experience and perspectives towards Finland. At 

the same time, it created some distance for me to see and think about Japan, my 

                                                   
173 See Chapter 2.1. 

174 I obtained the official certificate of Japanese-language teaching in 1997 and started my career as a 
teacher in Kyoto. I interrupted my career as a teacher several times but started to work as a Japanese-
language instructor at the University of Helsinki in 2015, part-time, and since 2018 as a full-time 
teacher. 
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country of  origin. While conducting this project, I have been thinking about what 

these two countries mean to me. On the one hand, it was nice to involve my two 

homes, Japan and Finland, but on the other hand, it was also challenging. In 

communicating with my students at the University of  Helsinki as a Japanese-

language instructor, I am aware that my position offers an image of  Japaneseness to 

them. At the same time, I have continuously encountered new people – for example, 

students who are from Finland and other countries – in my life in Finland, and I will 

encounter more in the future as well. The intercultural experience I have gained 

through my research brought the view that othering will continue among people in 

general as long as we encounter different people and cultures in different contexts. 

The most important thing for me now is to be aware that the practice of  othering 

happens in a certain context in combination with inevitable and occasional practices 

and processes. Through the process of  my study’s development and through my own 

experiences, I have recognised that national and cultural identity seem to be fluid.  

In the contemporary global world, we continually encounter others in different 

settings and engage in the cultural practices of othering. It is impossible to avoid 

communicating with others as the Other. However, it is important to keep in mind 

that others and the Other give us an opportunity to reflect on ourselves and the Self. 
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Appendix I Filmography of Kaurismäki’s films 

 

This list follows the chronological order of when each film was screened in Japan. The title 

of each film is presented at first with the English title, next the Finnish original title and 

finally the Japanese title. 

Leningrad Cowboys Go America [Leningrad Cowboys Go America; レニングラー 

ド・カウボーイズ・ゴー・アメリカ]. Finland: Villealfa Filmproductions Ltd., 

24 March 1989; Japan: KUZUKI Enterprises, 14 July 1990. 

 

Ariel [Ariel; 真夜中の虹]. Finland: Villealfa Filmproductions Ltd., 21 October 1988; 

Japan: Cine Saison, 1 September 1990. 

 

Rocky VI [Rocky VI; ロッキーVI]. Finland: Villealfa Filmproductions Ltd., 

Megamania Musiikki Ltd., 14 June 1986; Japan: Alcine Terran, 1 March 1991. 

 

Thru the Wire [Thru the Wire; ワイヤーを通して]. Finland: Villealfa 

Filmproductions Ltd., Megamaia Musiikki Ltd., November 1987; Japan: Alcine 

Terran, 1 March 1991. 

 

The Match Factory Girl [Tulitikkutehtaan tyttö, マッチ工場の少女 ]. Finland: Svenska 

Filminstitutet (Sweden), and Villealfa Filmproductions Ltd., 12 January 1990; Japan: 

Alcine Terran, 1 March 1991. 

 

I Hired a Contract Killer [I Hired a Contract Killer; コントラクト・キラー]. Finland: 

Svenska Filminstitutet (Sweden), Villealfa Filmproductions Ltd. (Finland), 13 

September 1990; Japan: France Eiga-sha, 9 March 1991. 

 

La Vie de Bohème [La Vie de Bohème; ラヴィ・ド・ボエーム]. Finland: Sputnik Ltd., 28 

February 1992; Japan: Cine Saison, 18 July 1992. 

 

Leningrad Cowboys Meet Moses [Leningrad Cowboys Meet Moses; レニングラード・カウボ

ーイズ、モーゼに会う]. Finland: Sputnik Ltd., 25 February 1994; Japan: Cine 

Saison, 25 July 1994. 

 

Total Balalaika Show [Total Balalaika Show; トータル・バラライカ・ショー]. 

Finland: Sputnik Ltd., 29 December 1993; Japan: Cine Saison, 25 July 1994. 

 

Take Care of Your Scarf, Tatjana [Pidä huivista kiinni, Tatjana; 愛しのタチアナ]. 

Finland: Sputnik Ltd., 14 January 1994; Japan: Cine Saison, 11 February 1995. 
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Drifting Clouds [Kauas pilvet karkaava, 浮き雲]. Finland: Sputnik Ltd., 26 January 1996, 

Japan:Euro Space, 19 July 1997. 

 

Shadows in Paradise [Varjoja paratiisissa; パラダイスの夕暮れ]. Finland: Villealfa 

Filmproductions Ltd., 17 October 1986; Japan: Euro Space, 15 August 2002. The 

first screening in Japan was at the Tokyo International Film Festival in 1989. 

 

Juha [Juha; 白い花びら]. Finland: Sputnik Ltd., 13 February 1999, Japan: Euro 

Space, 24 June 2000. 

 

Hamlet Goes for Business [Hamlet Liikemaailmassa; ハムレット・ゴー・ビジネス ]. 

Finland: Villealfa Filmproductions Ltd., 21 August 1987; Japan: Euro Space, 19 

August 2000. 

 

Crime and Punishment [Rikos ja rangaistus; 罪と罰]. Finland: Villealfa 

Filmproductions Ltd., 2 December 1983; Japan: Euro Space, 26 January 2002. 

 

Calamari Union [Caramari Union; カラマリ・ユニオン]. Finland: Villealfa 

Filmproductions Ltd., 8 February 1985; Japan: Euro Space, 9 February 2002. 

 

The Man Without a Past [Mies vailla menneisyyttä; 過去のない男]. Finland: Sputnik 

Ltd., 1 March 2002; Japan: Euro Space, March 2003. 

 

Dogs Have No Hell [Dogs Have No Hell; 結婚は 10分で決める]176 in 10 Minutes 

Older: The Trumpet [10 Minutes Older; 10ミニッツ・オールダー-人生のメビウ

ス ]. China, Finland, France, Germany, Netherlands, Spain, United Kingdom, 

United States, 2002; Japan: Nikkatsu, 2003. 

 

Lights in the Dusk [Laitakaupungin valot; 街のあかり]. Finland: Sputnik Ltd., 3 

February 2006; Japan: Euro Space, 7 July 2007. 

 

La Fonderie [La Fonderie; 鋳造所] in Chacun son cinéma [To Each His Own 

Cinema; それぞれのシネマ]. France: 31 October 2007, Japan: 2008. 

 

Le Havre [Le Havre; ル・アーブルの靴みがき]. Finland: Sputnik Ltd., 17 May 

2011; Japan: Euro Space, 27 April 2012. 

 

                                                   
176 Naomi Miyajima, who wrote a review of the film, translated the title of the film as ‘Yarō domo ni 

jigoku wa nai (野郎どもに地獄はない)’. I would like to say that her translation is rather more 

appropriate to the original title of the film than the official one. 
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Tavern Man [Tavern Man; バーテンダー] in Centro Histórico [Historic Centre; ポルトガル、

ここに誕生す～ギマランイス歴史地区]. Portugal: 2012; Japan: 2013. 

 

The Other Side of Hope [Toivon tuolla puolen; 希望のかなた]. Finland: Sputnik Ltd., 

2 March 2017; Japan: Euro Space, 12 December 2017. 

 

Valehtelija [The Liar; 嘘つき]. Finland, West Germany: 6 February 1981; Japan: Tokyo 

Northernlights Festival, 8 February 2020. See http://tnlf.jp/. 
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Appendix II List of film reviews 

 

Press sheets: 

Kuzui Enterprises. (1990). Renin gurādo kaubōizu gō amerika [Leningrad Cowboys Go America; レ

ニングラード・カウボーイズ・ゴー・アメリカ]. 

 

Cine Saison. (1990). Mayonaka no niji [Ariel; 真夜中の虹]. 

 

France eiga-sha. (1990) Kontorakuto kirā [I Hired a Contract Killer; コントラクト・キラー]. 

 

Alcine Terran. (1991). Macchi kōjō no syōjo [The Match Factory Girl; マッチ工場の少女]. 

 

Cine Saison. (1992). Ravi do boēmu [La Vie de Bohème; ラヴィ・ド・ボエーム]. 

 

Cine Saison. (1994). Renin gurādo kaubōizu, mōze ni au [Leningrad Cowboys Meet Moses; レニン

グラード・カウボーイズ、モーゼに会う]. 

 

Cine Saison. (1995). Itoshi no tachiana [Take Care of Your Scarf, Tatjana; 愛しのタチアナ]. 

 

Euro Space. (1997). Ukigumo [Drifting Clouds; 浮き雲]. 

 

Euro Space. (2000). Shiroi hanabira [Juha; 白い花びら]. 

 

Euro Space. (2002). Early Kaurismäki: Tsumi to batsu, Karamari yunion [Early Kaurismäki: Crime 

and Punishment; Calamari Union; アーリー★カウリスマキ]. 

 

Euro Space. (2002). Kako no nai otoko [The Man Without a Past; 過去のない男]. 

 

 

Film brochures: 

 

Cine Saison. (1990). Mayonaka no niji [Ariel; 真夜中の虹]. 

 

Cinema Square Tōkyu. (1991). Macchi kōjō no syōjo, Cinema Square Magazine No. 85. [The 

Match Factory Girl; マッチ工場の少女]. 

 

France eiga-sha. (1991). Kontorakuto kirā [I Hired a Contract Killer; コントラクト・キラー]. 

 

Cine Saison. (1995). Itoshi no tachiana [Take Care of Your Scarf, Tatjana; 愛しのタチアナ]. 
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Euro Space. (1997). Ukigumo [Drifting Clouds; 浮き雲]. 

 

Euro Space. (2000). Shiroi hanabira [Juha; 白い花びら]. 

 

Euro Space. (2003). Kako no nai otoko [The Man Without a Past; 過去のない男]. 

 

Euro Space. (2007). Machi no akari [Lights in the Dusk; 街のあかり]. 

 

Film reviews in magazines in chronological order of when the reviews were 

published:177 

 

1990 

Sasaki, A. (1990, 1 July). Renin grādo kaubōizu gō amerika tokushū: niji no kanata 

no yume no kuni Amerika [Special feature of Leningrad Cowboys Go America: America, 

a dream country over rainbow; レニングラード・カウボーイズ・ゴー・アメ

リカ特集 虹の彼方の夢の国 アメリカ]. Kinema Junpō, 1037, 120–121. 

 

Higuchi, Y. (1990, 1 July). Renin grādo kaubōizu gō amerika tokushū: ikiiki shiteiru 

Jimu Jāmusshu [Special feature of Leningrad Cowboys Go America: Lively Jim Jarmush

レニングラード・カウボーイズ・ゴー・アメリカ特集 生き生きしてる

ジャームッシュ]. Kinema Junpō, 1037, 122. 

 

Miki, M. (1990, 1 July). Renin grādo kaubōizu gō amerika tokushū: Kaurisumaki 

kyōdai to Finrando eiga [Special feature of Leningrad Cowboys Go America: Kaurismäki 

brothers and Finnish films; レニングラード・カウボーイズ・ゴー・アメリ

カ特集 カウリスマキ兄弟とフィンランド映画]. Kinema Junpō, 1037, 123. 

 

Midome, M. (1990, 9 July). Takarajima tengoku: Finrando kara kita nōtenki eiga 

‘Renin grādo kaubōizu gō amerika’ osusumeda! [I recommend an easygoing film 

from Finland, Leningrad Cowboys Go America; 宝島映画天国 三留まゆみの試写

室のいけにえ フィンランドから来た能天気映画『レニングラード・

カウボーイズ・ゴー・アメリカ』オススメだ！]. Takarajima, 18(10), 170. 

 

Toshishige, G. (1990, 11 July). Bunka bazar Cinema: Ore kore berurin de mitanosa 

jiman shitemo ii? ’Renin grādo kaubōizu gō amerika’ [Cultural bazaar cinema: Can 

I make a boast that I watched this film in Berlin? Leningrad Cowboys Go America; 

                                                   
177 Titles of Japanese publications are translated by the author into English. 
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BUNKA BAZAR CINEMA 俺、これ、ベルリンで観たのさ 自慢しても

いい？『レニングラード・カウボーイズ・ゴー・アメリカ』 ]. Spa!, 

39(25), 147. 

Kawaguchi, A. (1990, 22 July). Kawaguchi Atsuko no shine brittsu 75-kai Renin 

grādo kaubōizu gō amerika [Atuko Karaguchi’s Cine Blitz no.75 Leningrad Cowboys 

Go America; 川口敦子のシネ・ブリッツ 75回 レニングラード・カウボ

ーイズ・ゴー・アメリカ]. Shūkan yomiuri, 49(31), 163. 

 

Suzuki, F. (1990, 27 July). Yoru no yami no naka ni ‘niji’ wo miru tsūzoku-teki na 

zetsubō suresure no rakuten-sei [Scene’ 90 Cinema 2 Popular but desperate 

optimism by finding rainbow in darkness. Aki Kaurismäki’s new film; SCENE’90 

CINEMA2 夜の闇のなかに〈虹〉を見る通俗的な絶望すれすれの楽天

性。アキ・カウリスマキの新作]. Asahi Journal, 40–41. 

 

Image Forum henshū-bu. (1990, August). ’Renin grādo kaubōizu gō amerika’ [Forum’s 

choices Leningrad Cowboys Go America; FORUM’S CHOICES『レニングラー

ド・カウボーイズ・ゴー・アメリカ』]. Image Forum, 124, 41–42. 

 

Higuchi, Y. (1990, August). Sude ni chōhen 7-hon wo tegaketa, sunao de osore wo 

shiranu 32-sai [03’ Clipboard 32-year-old honest but fearless guy who has already 

made 7 feature films; 03’CLIPBOARD すでに長編 7本を手がけた、素直で

恐れを知らぬ 32歳]. 03 Tokyo calling, 2(8), 144. 

 

Yodogawa, N. (1990, 10 August). Yodogawa Nagaharu no shin-shinema tōku 

Mayonaka no niji/Reningrādo kaubōizu gō amerika [Nagaharu Yodogawa’s New 

Cinema Talk, Ariel/Leningrad Cowboys Go America; 淀川長治の新シネマトーク 

真夜中の虹／レニングラード・カウボーイズ・ゴー・アメリカ]. An-an, 

145. 

 

Saitō, A. (1990, September). Kongetsu no eiga ‘Mayonaka no niji’ Finrando no shūei 

ga egaku, saeta burakku yūmora [Movies of the month ‘Ariel’; 今月の映画『真夜

中の虹』フィンランドの俊英が描く、冴えたブラックユーモア]. Esquire, 

40. 

 

Wakayama, N. (1990, 5 September). Motto mukokuseki na mono ga hakken dekiru 

‘Mayonaka no niji’ [Cultural bazaar cinema: You can discover stateless characters. 

‘Ariel’; BUNKA BAZAR CINEMA もっと無国籍なものが発見できる『真

夜中の虹』]. Spa!, 2207, 121. 

 

Iwamoto, K. (1990, October). Aki Kaurisumaki mienai niji wo otte [Aki Kaurismäki 
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Seeking for invisible rainbow; アキ・カウリスマキ 見えない虹を追って」

『イメージフォーラム』]. Image Forum, 126, 56–59. 

 

Ōoka, R. (1990, October). Eiga no shikō: Akarukute nageyarina byakuya kankaku 

‘Mayonaka no niji’ ‘Renin grādo kaubōizu gō amerika’ [Cinema review ‘Ariel’ 

‘Leningrad Cowboys Go America’; 映画の思考 明るくて投げやりな白夜感

覚『真夜中の虹』『レニングラード・カウボーイズ・ゴー・アメリ

カ』]. Taiyō, 28(10), 172–173. 

 

Konayuki, M. (1990, October). Shine fairu ‘Renin grādo kaubōizu gō amerika’ [Cine 

File Leningrad Cowboys Go America; シネファイル『レニングラード・カウボー

イズ・ゴー・アメリカ』]. Subaru, 12(10), 254–256. 

 

Suzuki, F. (1990, December). Karuto hakkāzu: Finrando eiga sakka Aki Kaurisumaki 

no 90-nendai senryaku [Cult hackers Finnish auteur Aki Kaurismäki’s the 90s’ 

strategy; カルト・ハッカーズ フィンランド映画作家アキ・カウリスマ

キの 90年代戦略]. Subaru, 354–355. 

 
1991 

Segawa, Y. (1991, March). Tsundora kara toku hanarete kodai meiro e ‘Renin grādo kaubōizu 

gō amerika’ [Leningrad Cowboys Go America; ツンドラから遠く離れて巨大迷路

へ『レニングラード・カウボーイズ・ゴー・アメリカ』]. Image Forum, 132, 

84–85. 

Wakumoto, M. (1991, March). Kongetsu no eiga: Bungaku wo kataru youna eizou- 

bi Aki Kaurisumaki kantoku [New release of this month: Aethetic of image ‘Match 

Factory Girl’; 今月の映画 文学を語るような映像美 アキ・カウリスマ

キ監督『マッチ工場の少女』]. Chūō kōron, 268–269. 

Yodogawa, N. (1991, 1 March). Yodogawa Nagaharu no shin shinema toku: ‘Kontorakuto 

kirā’ [Nagaharu Yodogawa’s new cinema talk: Contract Killer; 淀川長治の新シネ

マトーク コントラクト・キラー]. An-an, 173. 

TEMPO Stage & Screen. (1991, 7 March). Ninki kyū-jyōshō ‘Finrando ishoku 

kantoku’ no shuwan [Stage & Screen Tempo: Growing popularity Finnish director’s 

technique; 人気急上昇「フィンランド異色監督」の手腕]. Shūkan shinchō, 

28–29. 

Suzuki, F. (1991, 8 March). Eiga zuki no tanoshī tawamure Aki Kaurisumaki 
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no ’Kontorakuto kirā’ [Aki Kaurismäki’s ‘Contract Killer’; SCENE’91 映画好きの

楽しい戯れ アキ・カウリスマキの『コントラクト・キラー』 ]. Asahi 

Journal, 46(5), 38. 

 

Kikuchi, R. (1991, 9 March). Aki Kaurisumaki Kontorakuto kirā’ tachi ‘Macchi kōjō no syōjo’  

[‘Contract Killer’ ‘The Match Factory Girl’; 宝島映画天国 アキ・カウリスマ

キ『コントラクト・キラー』『マッチ工場の少女』]. Takarajhima, 148. 

 

Beat, T. (1991, 13 March). ‘Kontorakuto kirā’ Jisatsu dekizu ni koroshiya yatou settei nante 

20-nen mae no furui tanpen shosetsu no neta date [Director Takeshi’s cinema talk 

‘Contract Killer’; 監督たけしの爆撃シネマトーク 33 回 『コントラク

ト・キラー』自殺できずに殺し屋雇う設定なんて 20 年前の古い短編小

説のネタだって]. Shūkan teemisu, 44–46. 

Sugai, A. (1991, 13 March). Bunka Bazar Cinema ‘Kontorakuto kirā’ ‘Macchi kōjyō no 

shōjo’ Anāki-na kankaku ni afureru shinei kantoku Kaurisumaki no shinsaku 2-hon 

wo chekku [Cultural bazaar cinema: ‘Contract Killer’ and ‘The Match Factory Girl’; 

BUNKA BAZAR CINEMA『コントラクト・キラー』『マッチ工場の少

女』アナーキーな感覚に溢れる新鋭監督カウリスマキの新作 2本をチェ

ック！]. Spa!, 129. 

Tarzan. (1991, 13 March). Namae wa oboenikui ga sakuhin wa wasurerarenai. Aki 

Kaurisumaki ‘Kontorakuto kirā’ [Aki Kaurismäki’s Contract Killer; TARZAN・

TIPSTER 名前は覚えにくいが作品は忘れられない。アキ・カウリスマ

キ『コントラクト・キラー』]. Tarzan, 125. 

 
Miki, M. (1991, 15 March). Hokuō kara tobidashita ishoku kantoku Aki Kaurisumaki 

Kaurisumaki no sakuhin to sono miryoku [Aki Kaurismäki’s works; 北欧からと

びだした異色監督 アキ・カウリスマキ カウリスマキの作品とその

魅力]. Kinema Junpō, 108–111. 

 

Kobari, A. (1991, 15 March). Hokuō kara tobidashita ishoku kantoku Aki 

Kaurisumaki interview: Eiga no nakama wa marude Kazoku no youda [Aki 

Kaurismäki’s interview; 北欧からとびだした異色監督 アキ・カウリスマ

キ インタビュー 映画の仲間はまるで家族のようだ]. Kinema Junpō, 112–

113. 

Kisaragi, N. (1991, 15 March). Kontorakuto kirā’ Ima chūmoku-do kitaido no.1 no kantoku 

ga egaku gyakusetsu ni michita rabu sutōri [‘Contract Killer’; コントラクト・キ

ラー 今注目度期待度 N0.1の監督が描く逆説に満ちたラブストーリー]. 

Kinema Junpō, 115–116. 
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Kawaguchi, A. (1991, 17 March). Kawaguchi Atsuko no cine burizzu: ‘Kontorakuto kirā’ 

[Atsuko Kawaguchi’s Cine Blitz ‘Contract Killer’; 川口敦子のシネ・ブリッツ

『コントラクト・キラー』]. Shūkan yomiuri, 50(11), 163. 

Kofujita, C. (1991, 17 March). Kontorakuto kirā’ Konna fukona otoko wa inai! Dakedo, 

totemo shiawase ni nareteshimau fushigina eiga ga kore da! [Hot visual: ‘Contract 

Killer’; HOT VISUAL 『コントラクト・キラー』こんな不幸な男はいな

い！だけど、とても幸せになれてしまう不思議な映画がコレだ！ ]. 

Mainichi Graph, 44(10), 88. 

Takazawa, E. (1991, 22 March). ‘Kontorakuto kirā’ Hokuō no indizu, Kaurisumaki ga 

egaku zetsubō no kawaita warai [‘Contract Killer’ Nordic countries’ indies, 

desperate laugh in Kaurismäki’s film; コンタクト・キラー 北欧のインディ

ーズ、カウリスマキが描く絶望の乾いた笑い]. Asahi Graph, 110. 

Yamagiwa, A. (1991, 30 March). Konshū no mūbi fairu ‘Macchi kōjō no syōjo’ [This week’s 

movie file: The Match Factory Girl; 今週のムービーファイル『マッチ工場の少

女』]. Shūkan gendai, 33(13), 16. 

Arai, N. (1991, April). Iris no ihan ‘Macchi kōjō no syōjo’ [Iris’s violation ‘The Match Factory 

Girl’; イリスの違反]. Cahier du cinema Japon, 145–148. 

 

Arai, Y. (1991, April). Shine fairu: Macchi kōjyō no shōjo [The Match Factory Girl; シネファ

イル『マッチ工場の少女』]. Subaru, 13 (4), 283–284. 

 
Umemoto, Y. (1991, April). Aki Kaurisumaki no shōzō [Special feature: Portrait of Aki 

Kaurismäki; アキ・カウリスマキの肖像]. Image Forum, 133, 14–16. 

 

Umemoto, Y. (1991, April). Tokushū Aki Kaurisumaki no shōzō: Kondo wa boku 

ga tabidatsu Aki Kaurisumaki oboegaki [Special feature: Portrait of Aki Kaurismäki. 

Next time I will leave; 特集 アキ・カウリスマキの肖像 今度は僕が旅立つ 

アキ・カウリスマキ覚え書]. Image Forum, 133, 64–71. 

 

Kawanaka, N. (1991, April). Tokushū Aki Kaurisumaki no shōzō: Kaurisumaki no 

sarigenai chōhatsu [Special feature: Portrait of Aki Kaurismäki. Kaurismäki’s casual 

provocation; 特集 アキ・カウリスマキの肖像 カウリスマキのさりげない

挑発]. Image Forum, 133, 72–74. 

 

Uebayashi, E. (1991, April). Tokushū Aki Kaurisumaki no shōzō: Hifu no shita no 

yami. Aruhi no Aki Kaurisumaki no taiken [Special feature: Portrait of Aki 

Kaurismäki. Darkness under skin. Experience of Aki Kaurismäki one day; 特集 



 

189 

アキ・カウリスマキの肖像 皮膚の下の闇 ある日のアキ・カウリスマキ

体験]. Image Forum, 133, 76–79. 

 

Yamato, A. (1991, April). Tokushū Aki Kaurisumaki no shōzō: ‘Rōdō-sha kaisyū ni 

kokoku wan ai [Special feature: Portrait of Aki Kaurismäki. Working class does not 

have one country; 特集 アキ・カウリスマキの肖像『労働者階級に故国は

ない』]. Image Forum, 133, 80–83. 

 

Shumitte, J. (1991, April). Tokushū Aki Kaurisumaki no shōzō: Aki to Mika wo 

Herushinki ni tazunete [Special feature: Portrait of Aki Kaurismäki. Visiting Aki and 

Mika in Helsinki; 特集 アキ・カウリスマキの肖像 アキとミカをヘルシン

キに訪ねて]. Image Forum, 133, 84–89. 

 

Hasumi, S. (1991, April). Jean-Pierre Léaud no kokkei na jisatsu no gishiki wo josei no rongu 

shotto no nagai feido auto de shukufuku shite miseta Aki Kaurisumaki wa, kono 

sakuhin de eiga to seishi wo tomoni suru ketsui wo hyōmei sita. [Blinded by films 

54 Aki Kaurismäki ‘Contract Killer’; 映画に目が眩んで 54 ジャン₌ピエー
ル・レオーの滑稽な自殺の儀式を女性のロング・ショットの長いフェ

イド・アウトで祝福して見せたアキ・カウリスマキは、この作品で映

画と生死をともにする決意を表明した。]. Marie Claire Japon, 10(4), 408. 

 

Higuchi, Y. (1991, April). Eiga no ’kanōsei’ ni mukanshin wo hyōmei suru eiga 

kantoku [The film director Aki Kaurismäki, who declares his uninterests to films’ 

possibilities; 映画の “可能性” に無関心を表明する映画監督 アキ・カウ

リスマキ]. Flix, 108–109. 

 

Nakajō, S. (1991, April). Off beato na tōsō = tsuiseki Aki Kaurisumaki kantoku 

‘Kontorakuto kirā’ [Off beat escape=questing for the director Aki Kaurismäki 

‘Contract Killer’; 今月の映画 オフ・ビートな逃走＝追跡 アキ・カウリ

スマキ監督『コントラクト・キラー』]. Chūō kōron, 106(4), 332–333. 

 

Tsuchiya, Y. (1991, April). Choppiri dokudan to henken no saishinsaku zubari 

hihyo ‘Kontorakuto kirā’ Yokusei no kiita enshutsu no brakku hūmoa de kokoro 

yasashi ningen no nukumori wo kanjisaseru [’Contract Killer’; ちょっぴり独断と

偏見の最新作ズバリ批評『コントラクト・キラー』抑制のきいた演出

のブラック・ユーモアで心優しい人間のぬくもりを感じさせる]. Screen, 

46(5), 135. 

 

Kawanaka, N. (1991, April). Video language: Eizō bunpō wo mushi shite kankyaku no 

sōzōryoku ni masaseru eizō sakka tachi ‘Macchi kōjō no syōjo’ ‘Kontorakuto kirā’ 

[Video language: Auteurs who leave audience imagining by ignoring cinematic 



 

190 

grammar; Video language 映像文法を無視して観客の想像力にまかせる映像

作家たち『マッチ工場の少女』『コントラクト・キラー』]. TBS chōsa 

jyōhō, 16–17. 

Men’s Non-no. (1991, April). Atama ni kobiritsuku youna omoshirosa wo, zehi taiken 

subeki! Finrando no shinetsu, Aki Kaurisumaki no sakuhin wa zettaini 

minogashitakunai fugawarina miryoku ni afureteiru ‘Macchi kōjō no syōjo’ 

‘Kontorakuto kirā’ [’The Match Factory Girl’ and ’Contract Killer’; CINEMA 頭

にこびりつくようなおもしろさを、ぜひ体験すべき！ フィンランド

の新鋭、アキ・カウリスマキの作品は、絶対に見逃したくない、風変

わりな魅力にあふれている。『マッチ工場の少女』『コントラクト・

キラー』]. Men’s Non-no, 206. 

 
Screen. (1991, April). ‘Kontorakuto kirā’ Koroshiya wo yatotta jisatsu shigan no otoko no 

hikigeki [‘Contract Killer’; 『コントラクト・キラー』殺し屋を雇った自殺

志願の男の悲喜劇]. Screen, 77. 

Umemori, Y. (1991, April). Jim Jāmusshu wa shiti bōi dakedo boku wa inaka mono 

nanda Aki Kaurisumaki interview [Jim Jarmush is a city boy, but I am a countryside 

boy: Aki Kaurismäki’s interview; ジャームッシュはシティ・ボーイだけど僕

は田舎者なんだ アキ・カウリスマキ インタビュー」]. Cahier du cinema 

Japon, 141–145. 

Yashi, Y. (1991, April). Kaurisumaki, yo ni habakaru ‘Kontorakuto kirā’ [Kaurismäki grows 

faster ‘Contract Killer’; カウリスマキ、世にはばかる『コントラクト・キラ

ー』]. Cahier du cinema Japon, 136–142. 

 

Yomita, I. (1991, April). Shine fairu ‘Kontorakuto kirā’ [Cine file: ‘Contract Killer’; シネ 

ファイル『コントラクト・キラー』]. Subaru, 13(4), 286–288. 

 
Kobari, A. (1991, 1 April). Hokuō kara tobidashita ishoku kantoku Aki 

Kaurisumaki interview Part 2: Jibun no eiga ni manzoku dekinai kara koso shawase 

[Aki Kaurismäki’s interview part 2; 北欧からとびだした異色監督 アキ・カ

ウリスマキ インタビュ-Part 2 自分の映画に満足できないからこそ幸

せ]. Kinema Junpō, 124–125. 

 

Suzuki, F. (1991, 1 April). Kussetsu shita kaigyaku to eiga-teki sensu ga saeru Aki 

Kaurisumaki no shinsaku [Aki Kaurismäki’s new film with refracted humour and 

cinematic flair; 屈折した諧謔と映画的センスが冴えるアキ・カウリスマキ

の新作。]. Brutus, 19. 



 

191 

Shiraishi, K. (1991, 20 April). Cinema essay: Fushiawase no naka no tanoshimi ‘Macchi kōjō 

no syōjo’ [Cinema essay: Happiness in unhappiness ‘The Match Factory Girl’; 

CINEMA ESSAY ふしあわせの中の愉しみ 『マッチ工場の少女』]. 

ELLE Japon, 86. 

Harada, M. (1991, July). Gogo ni-ji no video freeku ‘Renin grādo kaubōizu gō amerika’ [2 

o’clock afternoon’s video freak ‘Leningrad Cowboys Go America’午前 2時のヴ

ィデオフリーク『レニングラード・カウボーイズ・ゴー・アメリカ』

アキ・カウリスマキ監督]. Taiyō, 29(7), 147. 

 
1992 

Suzuki, F. (1992, 8 May). Overview: Aki Kaurisumaki no shinsaku ‘Ravi do boēmu’ 

[Overview: Aki Kaurismäki’s new film ‘La Vie de Bohème’; OVERVIEW アキ・

カウリスマキの新作『ラヴィ・ド・ボエーム』]. Asahi Journal, 32–33. 

Sasaki, A. (1992, 24 June). ‘Ravi do boēmu’ Finrando shusshin no shūei eiga sakka 

Aki Kaurisumaki no shinsaku! [Cultural bazaar cinema ‘La Vie de Bohème’ The 

talented auteur Aki Kaurismäki from Finland; BUNKA BAZAR CINEMA 『ラ

ヴィ・ド・ボエーム』フィンランド出身の俊英映画作家アキ・カウリ

スマキの新作！」]. Spa!, 41(24), 127. 

Image Forum (1992, July). ‘Shinpo’ kara kachi no arumono wa nanimo umarenai: 

Interview Aki Kaurisumaki [Nothing valuable born from ‘development’: Interview 

Aki Kaurismäki; 『進歩』から価値のあるものは何も生まれない Interview 

アキ・カウリスマキ]. Image Forum, 150, 102–109. 

Hayashi, A. (1992, 5 July). Insight movie: Sotto kata wo dakareru yasashisa ‘Ravi do 

boēmu’ [Insight movie. The kindness of gently holding your shoulders ‘La Vie de 

Bohème’; Insight MOVIE そっと肩を抱かれるやさしさ『ラヴィ・ド・ボ

エーム』]. ELLE Japon, 4(12), 66. 

 

Suzuki, F. (1992, 20 July). Aki Kaurisumaki no ‘Ravi do boēmu’ wa, furuki yoki pari 

no imēji wo yomigaeraresa, tezukuri no eiga da [Aki Kaurismäki’s ‘La Vie de 

Bohème’ is a handmade film which revived the image of good old Paris; アキ・カ

ウリスマキの『ラヴィ・ド・ボエーム』は、古きよきパリのイメージ

を帰甦らせた、手作りの映画だ。]. Clique, 15. 

 

Kikuchi, R. (1992, 24 July). Tankan no hoshi ‘Ravi do boēmu’ [Art-house theatre’s 

star ‘La Vie de Bohème’; 単館の星 『ラヴィ・ド・ボエーム』]. Takarajima, 

20(14), 54. 



 

192 

Sakamoto, H. (1992, 26 July). Pucchini no ‘Ra boēmu’ wo Aki Kaurisumaki ga eiga- 

ka ‘Ravi do boēmu’ [Visual Information Screen ‘La Vie de Bohème’; Visual 

Information SCREEN プッチーニの『ラ・ボエーム』をアキ・カウリス

マキが映画化『ラヴィ・ド・ボエーム』]. Mainichi Graph, 45(29), 48. 

Okamoto, T. (1992, August). Aki Kaurisumaki kantoku ‘Ravi do boēmu’ itsutomo 

shirenu furuki yoki pari no ippū kawatta bohemian tachi no monogatari [Cinema 

the director Aki Kaurismäki ‘La Vie de Bohème’; CINEMA アキ・カウリスマ

キ監督『ラヴィ・ド・ボエーム』いつとも知れぬ古き良きパリの一風

変わったボヘミアンたちの物語]. Marie Claire Japon, 11(8), 280–281. 

 

Sawaki, K. (1992, August). Eiga gihyō. Yume to shiteno bohemian ‘Ravi do boēmu’ 

[Bohemian as dream ‘La Vie de Bohème’; 映画時評 夢としてのボヘミアン

『ラヴィ・ド・ボエーム』]. Kurashi no techō, 39, 136–137. 

 

Yamato, A. (1992, August). Burū jidai no Aki ‘Ravi do boēmu’ [Aki in the blue period, 

‘La Vie de Bohème’; ブルー時代のアキ『ラヴィ・ド・ボエーム』]. Image 

Forum, 151, 31. 

 

Takenaka, N. (1992, 1 August). A& V gorakukan konshū no movie fairu ‘Ravi do 

boēmu’ [This week’s movie file ‘La Vie de Bohème’ A＆V娯楽館 今週のムー

ビーファイル 『ラヴィ・ド・ボエーム』]. Shūkan gendai, 34(29), 136–137. 

 

Yodogawa, N. (1992, 7 August). Yodogawa Nagaharu no shin shinema tōku ‘Ravi do 

boēmu’ [Nagaharu Yodogawa’s new cinema talk ‘La Vie de Bohème’; 淀川長治の

新シネマトーク『ラヴィ・ド・ボエーム』]. An-an, 23(30), 161. 

 

Suzuki, F. (1992, 1 September). Aki Kaurisumaki kantoku intabyū ‘Ravi do boēmu’ 

wa, neo-rearizumo teki na merodorama wo mezashitanda [Aki Kaurismäki’s 

interview ‘La Vie de Bohème’; アキ・カウリスマキ監督インタビュー 『ラヴ

ィ・ド・ボエーム』は、ネオレアリズモ的なメロドラマをめざしたん

だ]. Kinema Junpō, 104–108. 

 

Jiyū jikan. (1992, 1 October). Ginesu mono no serifu no sukunasa. Eiga ‘Macchi kōjō 

no syōjo’ de fukō-do ga wakaru? [Very little lines almost awarded in Guinness World 

Record. The film ‘The Match Factory Girl’ makes you know your unhappiness?; ギ

ネスもののセリフの少なさ。映画『マッチ工場の少女』で不幸度がわ

かる？]. Jiyū jikan, 3(15), 10. 

 

Nakano, M. (1992, December). In & Out CINEMA kotoba wo tegakari to shite 



 

193 

jinsei wa tsurai ga, omoshiroi. [In & Out Cinema: Using words as clues. Life is 

painful, but interesting; In＆Out CINEMA ことばを手がかりとして 人生は

辛いが、面白い。]. Tokyo jin, 132–133. 

Suzuki, F. (1992, 20 December). Aki Kaurisumaki kantoku ni yoru ekorojiraku na 

CF ga, nihon no chanoma ni tojo suru [The director Aki Kaurismäki’s ecological 

CF appears in Japanese living room; アキ・カウリスマキ監督によるエコロジ

カルな CFが、日本の茶の間に登場する]. Clique, 17. 

 

1993 

Issei, O. (1993, February). MOVIE firumu no naka no jinsei vol. 5 korezo seito-ha 

fujōri geki ‘Kontorakuto kirā’ [Movie: Life in films n0.5 The irrational theatre 

‘Contract Killer’; MOVIEフィルムの中の人生 5回 これぞ正統派不条理劇

『コントラクト・キラー』]. Gekkan kadokawa, 11(2), 349. 

Kinema Junpō (1993, 15 September). Ozu to kataru: Sekai no eigasakka ga kataru 

Ozu Yasuzirō [Taking with Ozu; 小津と語る世界の映画作家が語る小津安二

郎]. Kinema Junpō, 24. 

 

Sakai, M. (1993, October). Korede anata mo nemurenai! Kidoairaku video BEST 55 

Sakai Maki-san ga waratta ‘Renin grādo kaubōizu gō amerika’ [You cannot anymore 

sleep! Best 55 ‘Leningrad Cowboys Go America’; これであなたも眠れない！

喜怒哀楽ビデオ BEST55 坂井真紀さんが笑った『レニングラード・カウ

ボーイズ・ゴー・アメリカ』]. More, 17(10), 135. 

 

1994 

Suzuki, F. (1994, 5 July). Clic: Ano Renin gurādo kaubōizu ga futatabi tojō suru 

Kaurisumaki no shinsaku. ‘Renin gurādo kaubōizu, mōze ni au’ [Clic Clic: 

Kaurismäki’s new film that Leningrad Cowboys again come back. ‘Leningrad 

Cowboys Meet Moses’; Clic Clic あのレニングラード・カウボーイズが再び

登場するカウリスマキの新作。『レニングラード・カウボーイズ、モ

ーゼに会う』]. Clique, 6(12), 11. 

 

Kuroda, T. (1994, 15 July). ‘Renin gurādo kaubōizu, mōze ni au’ Warawanai 

kaubōizu-tachi wa kigeki ka [‘Leningrad Cowboys Meet Moses’ Are unlaughing 

cowboys comedy?: レニングラードカウボーイズ、モーゼに会う 笑わな

いカウボーイたちは喜劇か]. Kinema Junpō, 6(12), 126–127. 

Suzuki, F. (1994, 15 July). ‘Renin gurādo kaubōizu, mōze ni au’ Aki Kaurisumaki 



 

194 

kantoku interview [‘Leningrad Cowboys Meet Moses’ Interview with Aki 

Kaurismäki レニングラード★カウボーイズ、モーゼに会う アキ・カウ

リスマキ監督インタビュー]. Kinema Junpō,  6(12), 128–129. 

Kawaguchi, A. (1994, 20 July). INSIGHT MOVIE: Hito wo kutta warai to urahara 

no merankori Aki Kaurisumaki kantoku [Insight movie: Arrogant laugh and its 

opposite melancholy. The director Aki Kaurismäki; INSIGHT MOVIE 人を食っ

た笑いと裏腹のメランコリー アキ・カウリスマキ監督]. ELLE Japon, 

115. 

 

Kawaguchi, A. (1994, August). ‘Renin gurādo kaubōizu, mōze ni au’ intabyū Aki 

Kaurisumaki/Matti Peronpā [‘Leningrad Cowboys Meet Moses’ interview Aki 

Kaurismäki/Matti Peronpa レニングラード・カウボーイズ、モーゼに会う

Interview アキ・カウリスマキ/マッティ・ペロンパー]. Flix, 50, 60–62. 

Nogami, T. (1994, August). TOKYO NETWORK ’94: Miseitai eiga, misetai riyū: 

Natsuyasumi niwa tankan eiga mo ‘Renin gurādo kaubōizu, mōze ni au’ [Tokyo 

Network ’94: The film I want to show, the reason why I want to show ‘Leningrad 

Cowboys Meet Moses’ TOKYO NETWORK ’94 CINEMA 見せたい映画、見

せたい理由 夏休みには単館映画も 『レニングラード・カウボーイ

ズ、モーゼに会う』]. Katei gahō, 37(8), 372. 

Okazaki, K. (1994, August). Fieldwork on mode Eiga no keisokuki ‘Giruda’, ‘Renin 

gurādo kaubōizu, mōze ni au’ ‘Godāru no ketubetsu’ [Measuring instrument of 

films ‘Gilda’, ‘Leningrad Cowboys Meet Moses’ and ‘Alas for Me or Oh Woe is Me’; 

映画の計測器 『ギルダ』『レニングラード・カウボーイズモーゼに会

う』『ゴダールの決別』]. Taiyō, 32(8), 106–107. 

Sasaki, A. (1994, September). Upbeat! ‘Renin gurādo kaubōizu, mōze ni au’ [Upbeat! 

‘Leningrad Cowboys Meet Moses’; upbeat! 『レニングラード・カウボーイズ、

モーゼに会う』『ゴー・アメリカ』から歳月は流れ『モーゼに会う』。

受けないギャグの連発も大物の印か？]. Esquire, 119. 

Kurabayashi, Y. (1994, September). Kaurisumaki, aruiwa idainaru shakaishugi 

riarizumu-teki eiga geijyutsu [Kaurismäki, or a great socialist realism of cinema art; 

カウリスマキ、あるいは偉大なる社会主義リアリズム的映画芸術」]. 

Image Forum, 58–63. 

Ishikawa, M. (1994, 27 October). Mimono kikimono henai shinema-kan Itoshi no 



 

195 

tachiana [‘Take Care of Your Scarf, Tatjana’; 見もの聞きもの 偏愛シネマ舘 愛

しのタチアナ]. Shūkan bunshū, 36(41), 202. 

 

Suzuki, F. (1994, 23 December). Interview: shōnen jidai, rokkā datta koro wo . . .  

‘Itoshi no tachiana’ [Interview: When I was a rocker boy . . . ‘Take Care of Your 

Scarf, Tatjana’ interview 少年時代、ロッカーだったころを・・・『愛しの

タチアナ』のアキ・カウリスマキ監督]. Asahi Graph, 11. 

 
1995 

Kobayashi, M. (1995, 15 January). THE FACE’ 95 Aki Kaurisumaki 

[The Face’ 95 Aki Kaurismäki; THE FACE’95 アキ・カウリスマキ]. Kinema 

Junpō, 1152, 39–41. 

 

Satō, K. (1995, February). Upbeat! Aki Kaurisumaki: Finrando no 60s wo anagoru 

kankaku de egaku shinsi na sineasuto no tatakai wa, madamada tuzuku. [Upbeat! 

Aki Kaurismäki: Upbeat! アキ・カウリスマキ フィンランドの 60sをアナロ

グ感覚で描く真摯なシネアストの闘いは、まだまだ続く]. Esquire, 103. 

 

Akimoto, T. (1995, March). Heisei fukyō ni kōnō no Kaurisumaki eiga [Kaurismäki’s films 

which are effective in the Heisei period’s recession; メディア時評 映画平成不

況に効能のカウリスマキ映画]. Hōsō bunka, 9, 120–121. 

 

Akasegawa, H. (1995, March). CINEMA roshia onna to finrando otoko, kotoba no 

tsūjinai 4-nin no kimyōna tabidōchu ni 60 nendai finrando no aikan ga nijimu Aki 

Kaurisumaki kantoku ‘Itoshi no tachiana’ [Cinema ‘Take Care of Your Scarf, 

Tatjana’; CINEMA ロシア女とフィンランド男、言葉の通じない 4人の奇

妙な旅道中に 60 年代フィンランドの哀感がにじむ アキ・カウリスマ

キ監督『愛しのタチアナ』]. Marie Claire Japon, 14(3), 164–165. 

 

Kitaōji, T. (1995, 1 March). Bunka Bazar Cinema Dasai eigakansyō rūru wo 

yurugashi, ‘bunka’ to tatakau (!?), nihon no eiga ‘Itoshi no tachiana’ ‘Stōn’ [Cultural 

bazaar cinema: Two films that shake unfashionable rules of film watching and fight 

against ‘culture’; Bunka Bazar Cinema ダサい映画鑑賞のルールを揺るがし、

「文化」と戦う（！？）、2本の映画『愛しのタチアナ』『ストーン』]. 

Spa!, 44(8), 149. 

 

Nishida, N. (1995, 20 October). Ai to kandō no shinema gaido: Watashi ga naita, 

kono eiga ‘Ravi do boēmu’ [Cinema guide with love and excitement ‘La Vie de 

Bohème’; ノンノ 愛と感動のシネマガイド 私が泣いた、この映画・こ

のシーン西田尚美さんラストの極が悲しさに追いうちをかける『ラヴ

ィ・ド・ボエーム』]. Non-no, 25(18), 108. 



 

196 

1997 

Komagata, S. (1997, 2 July). Bunka Bazar movie ‘Ukigumo’ Jidai no heisoku-kan wo egaku 

kono gurūbu ga ima [Cultural bazaar movie ’Drifting Clouds’; Bunka Bazar movie 

『浮き雲』時代の閉そく感を描くこのグルーヴが今！]. Spa!, 192. 

 

Gotō, T. (1997, 11 July). Eiga ‘Ukigumo’ kakoku na genjitsu ni taeru shōshimin no 

sugata [Friday’s culture: Drifting Clouds, ordinary people bearing in the har reality; き

んようぶんか 映画『浮き雲』過酷な現実に耐える小市民の姿]. Shūkan 

kinyōbi, 44. 

 

Shibayama, M. (1997, 15 July). Ōrumosto kuru: Kaurisumaki no ‘Ukigumo’ wa yūutsu 

to kōfuku no kankei wo deriketo ni tokiakashiteiru [Almost cool: Kaurismäki’s 

Drifting Clouds deals with sensitively the relationship between melancholy and 

happiness; オールモスト・トーク カウリスマキの『浮き雲』は憂鬱と

幸福の関係をデリケートに解き明かしている]. Kinema Junpō, 1228, 136–137. 

 

Carpacchio, F. (1997, August). Fieldwork on mode [Fieldwork on mode ‘Drifting Clouds’ 

‘Antonia’;触感スクリーン  上等のカラスミを噛みしめているかのごと

き・・・『浮き雲』『アントニア』]. Taiyō, 35 (10), 136. 

 

Fujin kōron. (1997, August). Ukigumo. [Drifting Clouds; 浮き雲 幸せな生活が一転、失

業して・・・]. Fujin kōron, 298–299. 

 

Shibayama, M. (1997, August). Aki Kaurisumaki no ‘haiku-teki na yoin’ [Cinema 

Scope 9th: Aki Kaurismäki’s haiku afterglow; シネマスコープ 9回 アキ・カウ

リスマキの『俳句的な余韻』。『浮き雲』]. Jiyū jikan, 8(8), 86. 

 

Okamura, R. (1997, August). Tokushū Ukigumo: Tantanto shita shujinkō-tachi ni kayou 

Kaurisumaki no nukumori [Special feature Drifting Clouds: Kaurismäki’s warmness 

with his films’ innocent protagonists; 特集 浮き雲 淡々とした主人公たちに通

うカウリスマキの温もり」]. Kinema Junpō, 76–77. 

 

Kobayashi, M. (1997, August). Tokushū Ukigumo: ‘Ukigumo’ no deddo pan ga sōki 

saserumono [Special feature Drifting Coluds: what its protagonists’ deadpan in Drifting 

Clouds reminds us; 『浮き雲』のデッドパンが想起させるもの]. Kinema Junpō, 

78–79. 

 

Yodogawa, N. (1997, August). Yodogawa Nagaharu no shin shinema tōku ‘Ukigumo’ 

[Yodogawa Nagaharu’s cinema talk: Drifting Clouds; 淀川長治の新シネマトーク

『浮き雲』]. An-an, 133. 

 



 

197 

Yoshimura, K. (1997, 1 August). CINEMA ‘Ukigumo’ Shitsugyō shita fūfu to fushigi 

na kūkan [Entertainment clinic: CINEMA Drifting Clouds; エンターテイメント 

クリニック CINEMA 浮き雲 失業した夫婦と不思議な空間]. Shūkan 

asahi, 102(35), 130. 

 

Shūkan Playboy. (1997, 5 August). Gokuraku shinema tengoku: konshū no gokuraku waza 

ari! Kaurisumaki-teki sekai ga mata setsunaku atatakai . . . ‘Ukigumo’ [Kaurismäki’s 

world is again painful but heart-warming ‘Drifting Clouds’ ; 今週のGokurakuワ

ザアリ！カウリスマキ的世界がまた切なく温かい・・・『浮き雲』]. 

Shūkan Playboy, 32(29), 183. 

 

Funahashi, Y. (1997, 8 August). Funahashi Yōichi no sekai burīfingu [Yoichi Funahashi’s 

World Briefing; 船橋洋一の世界ブリーフィング]. Shūkan asahi, 102(36), 145–

146. 

 

Takazawa, E. (1997, 8 August). Cinema ‘Ukigumo’ Aru-hi, totsuzen shitsugyō no 

ukime ni au fūfu no zankoku de yasashi ai no monogatari [Cultural information: 

cinema Drifting Clouds; 文化情報館 Cinema 『浮き雲』ある日、突然失業の

憂き目に遭う夫婦の残酷でやさしい愛の物語]. Asahi Graph, 38. 

 

Kawamoto, S. (1997, 16 August). Eiga-kan de aou! ‘Ukigumo’ [Entertainment club: 

Let’s meet at a theatre! Drifting Clouds; ビバ！シネマ 映画館で会おう！浮き

雲]. Shūkan gendai, 39(30), 88–89. 

 

Anzai, M. (1997, September). Shinema sanpo ‘Ukigumo’ [Cinematic promenade: 

Drifting Clouds; シネマ散歩『浮き雲』]. Uno!, 10, 120. 

 

Fujita, C. (1997, September). Kongetsu no ichioshi: Eiga-kan ni hairu mae yori 

shiawase ni sasete moraeru atatakana fuun eiga ‘Ukigumo’ [This month’s 

recommendation: Warm and ‘unhappy’ film which makes you happier than before 

visiting a film theatre; 今月にイチオシ 映画館に入る前より幸せにさせて

もらえるあたたかな不運映画『浮雲』]. ef, 181. 

 

Nogami, T. (1997, September). Kongetu hikken! ‘Ukigumo’ [This month’s 

recommendation! Drifting Clouds; 今月必見！『浮き雲』]. Katei gahō, 40(9), 370. 

 

Hagiwara, S. (1997, 9 September). Sinema kogengaku ‘Ukigumo’ [Cinema 

Drifting Clouds; シネマ考現学『浮き雲』]. Keizaikai, 32(18), 90. 

 

1998 

Ryū, M. (1998, September). ‘Tōpazu’ wo toru chokuzen ni 4-kai mo mita ‘Macchi 



 

198 

kōjyō no shōjo’ [Physical Intensity’98 37th round: I have seen four times ‘The Match 

Factory Girl’ before shooting ‘Topaz’; Fijikaru intenshitii ‘98 37th round 映画『ト

パーズ』を撮る直前に 4 回も観た『マッチ工場の少女』]. Shūkan hōseki, 

78–79. 

 

1999   

Yamashita, N. (1999, 8 March). Beruiman no jidai wo koete: Shinsedai no hokuō  eiga 

[Beyond the Bergman’s period: New generation of northern countries’ films; ベル

イマンの時代を超えて 新世代の北欧映画]. Aera, 42. 

 

Sekine, T. (1999, 12 March). Sukurīn ni miru fūfu-zō Hyōhyō to . . . Fuun risutora 

fūfu no happī endo ‘Ukigumo’ [Picture of couple in the screen: 文化情報館 

COUPLES スクリーンにみる夫婦像 連載 6 飄々と・・・不運リス

トラ夫婦のハッピーエンド 『浮き雲』]. Asahi Graph, 43. 

 

2000 

Akasegawa, S. (2000, February). Wasureenu eiga 10-hon purasu 1 [Unforgettable 10 

films plus 1; 忘れ得ぬ映画 10本プラス 1]. Sarai, 112–113 (The Match Factory Girl). 

 

Ishihara, I. (2000, May). Jinmyaku mo bacchiri wakaru kantoku katarogu Aki Kaurismaki:  

Ijimashisa to ma no warusa ga umidasu nantomo ienai okasimi to kanashimi. 

Finrando shussin no kosei-ha [Unique director Aki Kaurismäki from Finland; 人脈

もバッチリわかる監督カタログ アキ・カウリスマキ いじましさと

間の悪さが生み出す何とも言えないおかしみと悲しみ。フィンランド

出身の個性派]. Esquire, 100.  

Kinema Junpō (2000, 15 May). Aki Kaurisumaki gōzu nippon! [Aki Kaurismäki goes Japan; 

アキ・カウリスマキ・ゴーズ・ニッポン！]. Kinema Junpō, 1308, 101 

 

Nogami, T. (2000, June). KG Preview 2000 Cinema Kongesu hikken. Ima naze shirokuro 

museieiga nano ka!? ‘Shiroi hanabira’ no subarashiki teikō [KG preview 2000 

Cinema Juha; KG Preview 2000 Cinema 今月必見 今なぜ白黒無声映画なの

か！？『白い花びら』の素晴らしき抵抗]. Katei gahō, 43(6), 325. 

Ōba, M. (2000, June). Shiroi hanabira [Juha; 『白い花びら』]. Chūō kōron, 115 (7), 9. 

 

Sakaguchi, S. (2000, 12 June). Jinsei wo kaetemiseru ōsazenomi Aki Kaurisumaki [A heavy 

drunker, who change your life, Aki Kaurismäki; 映画 人生を変えてみせる大酒

飲み アキ・カウリスマキ]. Aera, 13 (24), 84. 

 



 

199 

Baba, H. (2000, 20 June). Aki Kaurisumaki ‘Shiroi hanabira’  [Aki Kaurismäki Juha; すっ 

ん！CINEMA PEOPLE アキ・カウリスマキ『白い花びら』 ]. Shūkan 

playboy, 162–163. 

 

Takazawa, E. (2000, 30 June). ‘Shiroi hanabira’ [Juha; CINEMA『白い花びら』モノクロ 

とサイレントにこだわって複雑な男女心理描くメロドラマ]. Asahi Graph, 

4087, 47 

Fujimoto, A. (2000, July). Director’s view 20-seiki saigo no museieiga ni miru, yoidore shijin 

no warai to pesosu [Director’s view Aki Kaurismäki; DIRECTOR’s VIEW 20世

紀最後の無声映画に見る、酔いどれ詩人の笑いとペーソス。」 ].Cut, 80–

81. (Interview with Kaurismäki) 

 

Sawato, M. (2000, August). ‘Shiroi hanabira’ Aki Kaurisumaki kantoku [Aki Kaurismäki Juha; 

click the future…映画のメートル原器  映画の原点たるサイレントで描

く、作家の原点].Taiyō, 38 (8), 139 

Shinoda, R. (2000, August). Review ‘Shiroi hanabira’ [Review Juha; Reviews 白い花び 

ら].Premiere, 29. 

Kinema Junpō (2000, 15 August). Paradaisu no yugure [Shadows in Paradise; 

パラダイスの夕暮れ]. Kinema Junpō, 1314, 104 

 
2002 

Hayashi, T. (2002). Waiting for Art: 2 Dōdemo iimono wo nase [Waiting for Art: 2 

Do things that do not matter; どうでもいいものをなせ ド・デューヴ、ベケ

ット、カウリスマキ], Ten plus One (10+1), 27, 26–29. 

 

Andō, K. (2002, July). Cultural Windows Eiga kannu kokusai eiasai 2002 ripōto saidai 

no shūkaku wa Kaurisumaki kantoku ‘Kako no nai otoko’ [Cultural windows Canne 

International Film Festival 2002 Report: the best one is the director Kaurismäki’s 

‘The Man Without a Past’; 映画 カンヌ国際映画祭 2002リポート 最大の

収穫はカウリスマキ監督『過去のない男』]. Shin chōsa jōhō, 72–73. 

 

Oyamada, S. (2002, July). Info-zoom Cinema Violale DISQUE! Hokuō no kisai kara 

todoita yūmoa Aki Kaurisumaki DVD [Info-zoom Cinema Violale Disque! The 

Finnish auteur Aki Kaurismäki’s DVD Info-zoom Cinema Voila le DISQUE! 北

欧の鬼才から届いたユーモア アキ・カウリスマキ DVD]. Marie Claire 

Japon, 4(8), 174. 

 

Baba, H. (2002, December). Cinema Da Vinci Link Vol. 20 eiga ni manabu, fukyō 



 

200 

jidai naradewa no ii otoko wo minuku hou [Cinema Da Vinci Linki V01.20 Learning 

from films on how to find a nice guy in the recession period; 映画に学ぶ、不況

時代ならではのイイ男を見抜く法]. Da Vinci, 180. (Drifting Clouds). 

 

Toyoshima, T. (2002, December). Tele-jun Shinema taimu [Tele-jun Cinema Time; 

tele-jun シネマタイム 負け犬集合！ついでに幌の壊れたコンヴァーチ

ブルで、頬被りしながら雪道を暴走した人も！]. Kinema Junpō, 1369, 163. 

(Ariel, The Man Without a Past). 

 

 

2003 

Nagashima, Y. (2003, January). Shinchō: Kowadaka de naku [Shinco: Not loudly; 新潮 声

高でなく]. Shinchō, 100 (1), 246–247. 

 

Hosotani, M. (2003, 14 January). Ecusukurūsibu! Chō shinsaku wa tanoshi. 

[Exclusive! New films are exciting; エクスクルーシブ！超新作は、たのし]. 

Frau, 13 (1), 128. (The Man Without a Past). 

 

Shibayama, M. (2003, 14 January). SPEAK LOW: Aki Kaurisumaki no merankorī ga 

motarasu kōfuku [Speak low: Happiness that Aki Kaurismäki’s melancholy bring; 

SPEAK LOW アキ・カウリスマキのメランコリーがもたらす幸福」]. 

Geijutsu shinchō, 54(2), 78–81. 

 

Sato, K. (2003, February). Director talks Aki Kaurisumaki [Director talk: Aki Kaurismäki; 

Director Talk; アキ・カウリスマキ 孤高の酔いどれ詩人が漏らす、映画の

光と影に秘められた憂愁。]. Cut, 14(3), 6–7. 

 

Kaneko, Y. (2003, 12 February). Movie: Gyakusetsu-tekina rakkan shugi wo kometa 

Finrando no kyoshō no saishinsaku. Aki Kaurisumaki [Movie: The Finnish auteur’s 

new film with paradoxical optimism. Aki Kaurismäki; Movie 逆説的な楽観主義

を込めたフィンランドの巨匠の最新作。アキ・カウリスマキ]. Hanako, 

16(6), 57. 

 

Abe, K. (2003, March). Eiga oboegaki dai 9-kai Sensuikan to shinzō to raika ken to kumo 

[Cinema notes no.9 Submaline, heart, raika dog and spiders; 映画覚書第 9回 潜

水艦と心臓とライカ犬と蜘蛛]. Bungakukai, 298–301. 

 

Higuchi, Y. (2003, March). Aki Kaurisumaki ‘Kako no nai otoko’ kagirinaku isshun 

ni chikai eien [Aki Kaurismäki ‘The Man Without a Past’; アキ・カウリスマキ

『過去のない男』限りなく一瞬に近い永遠]. Studio Voice, 327, 76. 

 



 

201 

Kaida, K. (2003, March). Beyond the screen 01 Aki Kaurisumaki Nishijima Hidetoshi 

[Beyond the screen 01 Aki Kaurismäki, Hidetoshi Nishijima; Beyond the screen 01 

アキ・カウリスマキ 西島秀俊]. Switch, 21(3), 42–45. 

 

Kawamoto, S. (2003, March). Eiga wo mireba wakarukoto: Kaurisumaki eiga no 

mazusōna shokuji nokoto [What we know to see a film. About tasteless food in 

Kaurismäki’s films; 映画を見ればわかること カウリスマキ映画のまずそう

な食事のことなど]. Kinema Junpō, 1376, 112–113. 

 

Ōba, M. (2003, March). Kako no nai otoko: Intabyū Kati Outinen. Shin sanbusaku no hiroin 

wa tatakau tsuyoi jyosei zo [The Man Without a Past: Interview Kati Outinen Heroine 

in new trilogy is a strong woman; 過去のない男 interview カティ・オウティネ

ン 新三部作のヒロインは戦う強い女性像]. Kinema Junpō, 65. 

 

Sano, K. (2003, March). Dokutoku no yūmoa to ongaku de utsushidasu finrando no genzai 

[Contemporary Finland with unique humour and music Aki Kaurismäki; 独特のユ

ーモアと音楽で映し出すフィンランドの現在]. Crea, 15(3), 216. 

 

Wakumoto, M. (2003, 5 March). Ima, kyōmi ningen: Haiyū ni dekirukoto. Sore wa 

katarukoto to engi wo shinaikoto [Now, interesting people: What actors can do is 

to talk and not to act; いま、興味人間 俳優にできること。それは語るこ

とと演技をしないこと。アキ・カウリスマキ]. Madam Figaro Japon, 14(4), 

153. 

 

Kawamoto, S. (2003, 12 March). Heisei hyakushoku iromegane Mitari yondari Aki 

Kaurisumaki kantoku ‘Kako no nai otoko’ [Watching and reading: Aki 

Kaurismäki ’The Man Without a Past’; 平成百色眼鏡 見たり読んだり ア

キ・カウリスマキ監督『過去のない男』]. Sapio, 15(5), 78. 

 

Nakano, M. (2003, 16 March). Mangetsu zakkichō Binbō yūtopia [Essay series 449 Utopia 

with poorness; 満月雑記帳 連続エッセイ449 貧乏ユートピア]. Sunday mainichi, 

82(10), 58–59. (The Man Without a Past). 

Shimokawa, A. (2003, 18 March). Movie! Pick up! Namae ga nakutemo mazushikutomo, koi 

to mirai ni tsukisusumu kioku shōshitsu otoko monogatari [Movie! Pick up! A story 

of a man who lost his memory, but seek for love and future, even without name 

and being poor; 名前がなくても貧しくとも、恋と未来に突き進む記憶喪

失男物語]. Tokyo Walker, 14(11), 118. 

 

Nakano, H. (2003, 19 March). Movie ’Kako no nai otoko’ [Movie: The Man Without a Past; 

Movies 過去のない男]. An-an, 34(11), 100. 

 



 

202 

Niimura, C. (2003, 27 March). Shortcuts: Kisai Aki Kaurisumaki kantoku, matamata deisui 

zenmondō intabyū [Shortcuts: Auteru Aki Kaurismäki was drunk again and 

answered for our interview; Shortcuts 鬼才アキ・カウリスマキ監督、またま

た泥酔禅問答インタビュー]. Sabra, 3(5), 50. 

 

Nakayama, H. (2003, 1 April). Sitte tokusuru kurashi no navigētā ’Kako no nai otoko’ 

[Useful navigator for life movie ‘The Man Without a Past’; 知ってトクする暮ら

しのナビゲーター MOVIE 『過去のない男』]. Shūkan josei, 47(13), 135. 

 

Sunaga, T. (2003, April). Kati Outinen: Aki Kaurisumaki no myūzu no sugao [Kati Outinen: 

Real face of Aki Kaurismäki’s muse; カティ・オウティネン アキ・カウリ

スマキのミューズの素顔]. Pict up, 82–83. 

 

Hamano, C. (2003, April). Kati Outinen: Egao wo fūin shite kannu de eikō ni 

kagayaku [Kati Outinen: Gaining Cannes with hiding her smile; カティ・オウテ

ィネン 笑顔を封印してカンヌで栄冠に輝く]. Premiere, 6(4), 44–45. 

Baba, H. (2003, April). Intabyū Kati Outinen [Interview Kati Outinen; インタビュー カ

ティ・オウティネン]. Da Vinci, 10(4), 147 

 

ELLE Japon. (2003, April). Senchimentaru na hāto wo motsu hokuō no isai Aki 

Kaurisumaki [Aki Kaurismäki with sentimental heart, an auteur from Nordic 

countries; センチメンタルなハートをもつ北欧の異才 アキ・カウリス

マキ]. ELLE Japon, 15(4), 97. 

 

Ikeda, Y. (2003, April). Asap: People on the edge [Asap: People on the edge; 時代をクリ

エイトする男が「今、注目するもの」asap people on the edge]. Men’s Club, 

507, 153. (The Man Without a Past). 

 

Kubo, R. (2003, April). Jitsu wa konna ni egao ga suteki na hito deshita. Kati Outinen 

[She is indeed a beautiful woman with a nice smile. Kati Outinen; 実はこんなに

笑顔が素敵な人でした。カティ・オウティネン]. Esquire, 17(4), 37. 

Satō, Y. (2003, April). People 2: Kati Outinen [People 2: Kati Outinen; People 2: カティ・

オウティネン]. Cosmopolitan, 25(4),143. 

 

Seino, E. (2003, April). Esky Cinema: Ore no eiga wa kuso mitaina mono, demo waruku wa 

nai Aki Kaurisumaki [Esky Cinema: Cine topic. Aki Kaurismäki; ESKY CINEMA 

シネ・トピック 俺の映画はくそみたいなもの、でも悪くはない ア

キ・カウリスマキ]. Esquire, 17(4), 208–209. 



 

203 

Orita, C. (2003, April). Shiawase wa, daremo ga mitsukerareru mono [Everybody can 

find own happiness; 幸せは、誰もが見つけられるもの]. Marie Claire Japon, 5(4), 

186. 

 

Shūkan shinchō henshū-bu. (2003, 1 May). GW eiga 30-hon chekku [For Golden Week 

check 30 films; GW映画 30本チェック]. Shūkan shinchō, 48(17), 168. (The Man 

Without a Past). 

 

Shishiba, Y. (2003, November). A happy life with cinema: Kaurisumaki to hokuō 

no nazo [A happy life with cinema: Kaurismäki and Nordic countries’ mystery; A 

happy life with cinema カウリスマキと北欧の謎]. Living Design, 101. (Drifting 

Clouds). 

 

Mio, M. (2003, 15 December). Cinema vs. movies CINE DOG 28R [Cinema vs. movies; 

イヌデミー賞、勝手に決定！名作の影に名犬あり。お正月作品の出演

犬たちに贈ります。]. Brutus, 24(23), 140. (The Man Without a Past). 

 
2004 

Higuchi, Y. (2004, January). Ten minittsu ōrudā [10 Minutes Older; 10ミニッツ・ 

オールダー]. Studio Voice, 87. 

 

Miyadai, S.（2004, February）. On za burijji no. 45 [On the bridge no. 45; オン・ザ・ブ

ッジ 第 45回 映画『キル・ビル』と『過去のない男』との差異を切り口

に、昨今の音楽に見るレトロブームの頽落の背景を検討してみる]. Da 

Vinci, 11(2), 118. (The Man Without a Past). 

 

2005 

Anzai, M. (2005, October). Aki Kaurisumaki no koto [About Aki Kaurismäki; アキ・カウ

リスマキのこと]. Kyu+Kyu plus, 50–55. (The Match Factory Girl, The Man Without a 

Past). 

 

2006 

Shinozaki, M. (2006, February). Otona no koi. Otona no ’ego’ wo kanjirareru sakuhin 

wo serekushon [Adult romance. Selection of films which depict adult ego; 大人の

恋 大人の『エゴ』を感じられる作品をセレクション。]. Esquire, 20(2), 

103. 

 

Ishikawa, M. (2006, August). Ishikawa Michika-san ga eranda kekkon ni kiku eiga 



 

204 

besuto 10, Ukigumo [Best 10 films that Ishikawa Michika selected for marriage: 

Drifting Clouds; 石川三千花さんが選んだ結婚に効く映画 Best 10 浮き雲]. 

Crea, 18(8), 64. 

 

2007 

Morisaki, A. (2007, February). Morisaki Azuma ga mita ’Machi no akari’ 

[Lights in the Dusk; 森崎東が観た『街のあかり』]. Kinema Junpō, 154–155. 

 

Morisaki, A. (2007, July). Kinyō bunka eigakan ‘Machi no akari’ [Friday culture Lights in the 

Dusk; きんようぶんか映華館『街のあかり』]. Shūkan kinyōbi, 50–51. 

 

Nishiwaski, H. (2007, July). Kokomade wa inu made ga Kaurisumaki-teki engi wo 

suru ‘Machi no akari’ [Review Lights in the Dusk; ここでは犬までがカウリスマ

キ的演技をする『街のあかり』作品評]. Kinema Junpō, 158. 

 

Kitakoji, T. (2007, July). Ai ya shozoryoku wo motta musankaikyu no hito eiga-kyo 

Kaurisumaki [Aki Kaurismäki; 愛や想像力を持った無産階級の人 “映画狂”カ

ウリスマキ]. Kinema Junpō, 156–157 

Kawahara, A. (2007, July). Aki Kaurisumaki ‘Machi no akari’ to Pedoro Arumodobaru 

‘Boruberu’ [Aki Kaurismäki Lights in the Dusk, Pedro Almodovar Volver;ヨーロッ

パの巨匠二人の帰結 アキ・カウリスマキ「街のあかり」とペドロ・

アルモドバル「ボルベール〈帰郷〉」]. Kinema Junpō, 147–148. 

Takimoto, M. (2007, 4 July). ‘Machi no akari’ Shakai-teki haisya wo mimau fu-un no 

tsurube otoshi to, sono Kaurisumaki-teki chōri [Da Capo Forum Cinema vol. 1 

Lights in the Dusk; ダカーポフォーラム Cinema 13回 『街のあかり』社

会的敗者を見舞う不運のつるべ落としと、そのカウリスマキ的調理]. Da 

Capo, 133. 

 

Anzai, M. (2007, 10 July). ‘Machi no akari’ [Lights in the Dusk; 『街のあかり』カルト的 

人気を誇る監督の最新作。「街のあかり」とは言い得て妙である。]. 

Croissant, 126. 

 

Edoki, J. & Kaida, K. (2007, 11 July). Eiga teisutingu no. 122 ‘Kizudarake no otokotachi’ 

‘Machi no akari’ [Movie tasting no. 122 Lights in the Dusk; 映画テイスティング

122回 『傷だらけの男たち』『街のあかり』]. Shūkan gendai, 49 (27), 93. 

 

Tsunoda, M. (2007, 11 July). ’Machi no akari’ Hitori no otoko wo toshite egakareru 



 

205 

atto-teki na kodoku [Movies Lights in the Dusk; 『街のあかり』ひとりの男を通

して描かれる圧倒的な”孤独”。ラストシーンに描かれる”希望”とは？]. 

An-an, 136. 

 

Honma, T. (2007, 15 July). Kaurisumaki no saishinsaku to kankei arunoka,  

nainoka? ‘Machi no akari’ [Lights in the Dusk; MIX＆MASH 独身と映画 7回 カ

ウリスマキの最新作と関係あるのか、ないのか？独身は、ただただ沈

む『街のあかり』]. Brutus, 143. 

 

Okada, H. (2007, August). ‘Machi no akari’ [Lights in the Dusk; 『街のあかり』ヨーロッ 

パの影、手をつなぐ人々]. Chūō kōron, 122 (8), 9. 

 

Kawamoto, S.(2007, 8 August). Aki Kaurisumaki ‘Machi no akari’ [Aki Kaurismäki Lights in 

the Dusk; 見たり読んだり 平成百色眼鏡 アキ・カウリスマキ『街のあ

かり』ダニエル・タメット『ぼくには数字が風景に見える』]. Sapio, 19 

(17), 54. 

 

Tabata, H. (2007, August). Finrando no kamoku-na yutakasa ‘Machi no akari’ [Lights in the  

Dusk; シネマの小部屋 フィンランドの寡黙な豊かさ アキ・カウリス

マキ監督作品『街のあかり』]. Kurashi no techō, 150–151. 

 

Kubo, R. (2007, August). Aki Kaurisumaki ‘Machi no akari’ aru kibo no tomoshibi 

[Films Lights in the Dusk; アキ・カウリスマキ『街のあかり』ある希望のと

もしび」]. Studio Voice, 380, 88. 

 

Sunaga, T. (November 2007). Sukina eiga niwa wake ga aru! Onna no supaishi shinema [The 

Man Without a Past; 好きな映画にはワケがある！女のスパイシーシネマ 

vol.6 片桐はいり]. Frau, 253. 

 

Switch (25 November 2007). Finrando wa kyō mo Aki Kaurisumaki ‘Ukigumo’, ‘Kako no 

nai otoko’, ‘Machi no akari’ [Today again in Finland: Aki Kaurismäki Drifting Clouds, 

The Man Without a Past and Lights in the Dusk; フィンランドは今日も アキ・カ

ウリスマキ『浮き雲』『過去のない男』『街のあかり』], Switch, 25 (11), 

67. 

 

Murayama, A. (2007, 18 December). ‘Machi no akari’ Minimarizumu wo kiwameta 

Kaurisumaki eiga [Lights in the Dusk; 街のあかりミニマリズムを極めたカウリ

スマキ映画。この映画にないものはすべて余剰品だ]. Spa!, 3099, 127 

 

 

 



 

206 

2008 

Kanehara, Y. (2008, January). Honyaku-ka Morishita Keiko ni kiku. Aki Kaurisumaki 

no eiga wa bukiyō de kodoku de itooshī [Interviewing a translator Keiko Morishita. 

Aki Kaurismäki’s films are clumsy, lonely, but sweet; 翻訳家・森下圭子に聞く。

アキ・カウリスマキの映画は、不器用で孤独でいとおしい。]. Ku:nel, 29, 

76–77. (Shadow in Paradise; Take Care of Your Scarf, Tatijana; The Man Without a Past.) 

 

Takizawa, N. (2008, 15 January). Kongetsu no osusume DVD, ‘Machi no akari’ 

[Monthly Recommendations of DVD, ‘Lights in the Dusk’ 今月のお勧め DVD

「街のあかり」]. Kinema Junpō, 1498. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 






	Blank Page
	Blank Page



