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nuch later he saw that of Orsen Welles on television). "The proelem:was;)hpvi '
to adapt the story to Japanese thinking. The story is understandable énough; But the 1

Japanese tend to think differently about such things as witches and ghosts.“(Though
ghosts tend. to be vengeful, as in the innumerable kaidan fllms, the idea of a grat-
ultously malevolent trio of witches is far from the Japanese Imaglnatlon.) "I de-
cided upon the techniques of the Noh, because in Noh, style and story are one. I
wanted to use the way Noh actors have of moving thelr bodies, the way they have of
walking, and the general composition that the Noh stage provides." (In the film the
most successful examples of this are usually associated with ""Macbeth's" wife, who
uses slightly accelerated Noh movements, and the scene where she tries te'wash'her
hands clean is pure Noh; also the asymmetrical composition of Nah 1§ puch ; Sgen,
particularly in the long conversation scenes between Macbeth and "his blfe before the
first murder. The appearance of Banquo s ghaat, on,_ the other hand,. ‘uges very little
Noh technfque ¥ - L R - e
HJ"Tth is_one. of the reasons why there are- ag very. few close—ups in theiplcture.
I tried to shGW'everythlng using the full-shot.llJapanese almoat never*make films in
‘tgfsway, and b ¢ remember I confused my staff thoroughly w1th my 1nstruct10qs., They
were so used to mov1ng up for'moments of emat;on, .and . 4 told them to move further
;,back ‘In th15'way I suppose you could call the fllmiexperlmental. - *
YA e g very hard film to make. We decided that the main castle set Qad to
be bullt on the slopes of Mount Fugl, not - because I wanted t0~$bGW'thls mauntaln but
because it has precisely the stunted landscape that I'wanted* And it is usually
foggy. I had decided I wanted lots of fog for th;& i (Kutosawa has sald that
since he was very young the idea of samurai ga110p1ng out of the" fog much appealed to
him. At the beginning of the original version-of .this film, Mifune and Minoru gallop
in and out of the fog eight times.) "Also I wanted a lﬁw squat castle. Kohei Ezaki,
who was the art director, wanted a towering castle, but I had, my. way.. Making the set
'was very dlfflcult becauae we ¢;dn % haye enough people.and the . Jlocation was so far
from.Tokyo.; Fertunately, there waa_a U S 'Maxlne CGrgs.hasernea; by.. and they'hglped
a great.&éal ~also a'WholeiMP‘battalfon‘helped us out. . We all worked very hard
1ndeed‘ c}earlng the*gxoundfbulldzng the .set. Out labpr,ﬁn.thls steep fog-boynd
slope, I remember,_absolutely exhausqed us --'we almosﬁ got. Sle s «;hgjx
REDBEARD is an adaptlon of the novel,THE HISTORY QF.hEDBEARD S CLINIC by Shu-
goro Yamamoto. Y i e Aif S
i After three years, of medlcal sgudfes 1n Nagasakl, the great medlcal center during t
ithe Edo epoch, the young_Noboru‘Yasumoto returna to Edp (ancaent Tokyo),,gteamyng of
his brilliant career. But he is unfortunately_g;ven a pesition ina poor clinic in
Koishikawa. Here the head doctor Redbeard, a.ﬁtrong,glntelllgent benevolentﬁman,
serves the needy pe0p1e of the quartex. Yasomnto, at first annoyed, is little by
little attracted by Redbeard S, character and aet1v1t1es._ In the clinic he meets many
"insulted and 1nJured" people: a'beautlfulp,obaessed madwoman, old Rokusuke, dylng
abandoned, his daughter Oluni whopmisery has forced to kill her husband, the brave
carpenter Sahach1 who admits before ‘he. dles to.his sad story of love w1th OnaLa...

This does not fa11 to move the, young Lntern apd gives hlm.a gllmpse of llfe '8 truths.

One. day, Redbeard and Yasumoto, save Otovo, a sixteen year oldrprestatute, and the
master :puts Yasumoto in charge of hexﬁf .He also saves the family of: a:-young . thief
from a collective suicide. Yasumoto a*marrlage is arranged with Masae,;the daughter
of - a samurai of high class,,and then:.is called by the government to. the position of
chief doctor of which he had always dreamed. But he is no,lpgnger ;nterested in riches
or glory and decides to stay: on at, the poor g¢linic in orxder to follow the path paved
by Redbeard. Asked what Redbeard meantjtoﬂhimﬂ,iffhisiactiaity is interpreted as a
sort. of engagement, Kurosawa stated: 28 4 < 5-3 : dreamj, It..is, therefore a dream that one
would like to become real,. If a man; like Bedbeard really. exlsted if one of his
d15c1ples follewed the: path he opened, 1f these men of goodwill became. more numerous,
our world would:be changed,ert .would beﬁthe beglnnlng of a.time of joy and happiness.
REDBEARD is .a. aad story, a.somber tale; but I wish the spectators could:leave
happzer_and,full of hope:. Before:ghooting the film, I had my whole crew listen to

the chorus of the IXth Symphony and told them . .that that was the mood of the film."
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The Redbeard's life has its positive and its negative sides, but it is entirely de-
voted to the fight for justice. "It is depre531ng to be 11v1ng in our society.
Everything is subject to change. One can’t help dream.of a better ' life. ' Yet things
must change...don't you thlnk? ‘Look  at “those young people. ‘today. Their whole ideal
is to _make 1oue.a5'we}l as possible.’ Look attthm;clnema. The only thing they are
shoating is that. trash'w1éﬁ 'et¥oticism and thesYyakuza" 3= 13 pays., Look at polltlcs.
See how our leaders are béhaviﬁg” They- are ¢orrupt. And one can f - eveq ‘eriticizeis
them openly for obvious political-r¥E€asons,' except:by using an hlstoflcaIiflimJ:f'”'i
Redbeard is the model of the saviour. He is an imaginary character, but 1A’ creatirng
him, I have: illustratez the ideal of a man of goodwill. Even if our government were

to change,I really. dou t that péOplé‘can be happy."?r 31’;_i i
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Kurosawa doesn’'t like to talk about the technical aspect of his films, but we
can get some idea of his approach from a number of comments made during his inter-
views with D. Ritchie and Les Cahiers du Cinéma.

His scripts are usually the result of a joint effort with three or four of his
closest collaborators. One reason for writing the scenario in common is to achieve
a greater objectivity. He likes to work with strong scenarios but doesn't hesitate
to improvise whenever necessary. In Redbeard, for example, the sequence where Red-
beard enters the brothel with his disciple Yasumoto: during the shooting there was
a sudden dust storm; he kept it because it creates a strange effect--it was raining
in the previous sequence--and because it accentuated the sinister atmosphere of the
desolate and dusty square. He does prepare his decoupage very carefully and usually
makes drawings for every shot, although now that he is able to shoot simultaneously
with three cameras, it has become a very complicated process. He likes to begin
his films with a sudden and dramatic fade in order to establish immediately that he
has a story to tell. He likes to tell a story with lots of action and considers
that this is one of his strongest points. His subjects alternate from historical
subjects (he likes the period of the civil wars) to contemporary stories. He likes
battle scenes in particular, and as he puts it, 'battles and samurai, that's my
thlng'” He doesn't use color (except for one shot in Heaven and Hell) because he
hasn't found yet a color that satisfies him, a truly 'Japanese' color which unlike
the color of Gates of Hell, should be dark and opaque. He first decided to use
several cameras simultaneously to shoot action scenes that were dangerous and cauld
not be repeated in Seven Samurai. He found the results very satisfactory and also
found out that actors tended to forget themselves more easily when performing in
front of several cameras. This of course, creates some problems with lighting, but
does give him a greater versatility for editing his films. He also uses telephoto
lenses for similar reasons, and he eliminates the sense of distance and perspective
in order to give the image an intensity and a immediacy which is almost hallucinating.
"Most directors have their settings built larger than in reality in order to have
more space. I have things built exactly as they are. When a shot is taken with a
wide angle lens things appear bigger and distorted. To avoid that, I use telephoto
lenses.” He shoots most of his films in studio because, first of all, it gives a
better illusion of reality and also because he finds it simpler and more economical.
His films are almost entirely post-synchronized, and in his use of sound effects,
he has been very influenced by the Noh. He has also tried to reproduce cinematically
the very expressive language of the Noh and to mold his sound editing to the gestures
and movements of the actors. Kurosawa is very concerned with maintaining the con-
tinuity of the action and often uses single-shot sequences. "In the single-shot
sequences of my films, the camera is always subordinated to the action, the move-
ments of the characters. 1In Mizoguchi's films, the actors are still, the camera
moves for them. It is a way to animate a static composition which can become very
monotonous...Myself, I want to stick to the action of the film, make the spectator
forget the camera. It seems to me, that one must have the camera movement coincide
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