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Introduction

Okinawa・Japan・ssouthernmostprefecture・foralongtimehashadaverynegative

imageinJapan.Inthe1990s,though,adownrightOkinawaboomtookholdofJapanese

popularcultureandmassmedia,andmorepositiveimagesofOkinawabegantospreadon

alargescale.These,however,arebeingincreasinglycriticizedforheavilyrelyingon

exoticism andstereotypes,thuscommodifyingOkinawaasanexotic,peacefulisland

paradisebringingiyashi,orahealingexperience,toitsJapanesevisitors・while,atthesame

time,ignoringOkinawa・sconflictualrelationtotheJapanesemainislandsandthe

problematiclivingconditionsinthePrefecture(whichfirstandforemostderivefromthe

PacificWarandthesubsequentU.S.occupation).Ontheotherhand,representationsofa

specific・Okinawan-ness・byOkinawanintellectuals,writers,filmmakersetc.haveincreased

sincethemid-1990s;thesetendtocriticizeandsubvertJapaneseconceptionsofOkinawa

whichprimarilyfocusonasoftsell.Today,Iwouldliketotakeacloserlookatfour

examplesofsuchcounter-discourses:thefilm・UntamaGir・・byindependentOkinawan

filmmakerTakamineG・,thetelevisioncomedyseries・Okinawaob・retsuden・,thehorror

movie・Ak・kur・・(2007)andthetelevisionsuperheroseries・Ry・jinmabuy・・(2008).In

doingso,Iwill

1)focusonthethemesandnarrativemodesinthesemediaproductions,

2)askhowtheycanbeexplainedwithinthetheoreticalframeofpostcolonialismand

3)show how theyarepartofanongoingstruggleaboutrepresentationinwhich

unequalpowerrelationsbetweenthe(ex?)colonizer(Japan)andthe(ex?)colonized

(Okinawa)arereflected.

Thecentralquestionswillthusbe:Whatkindofnarrativestrategiesareemployedto

expressresistanceagainstJapanesemainstream mediaimagesofOkinawa・and,isit

possibletotell・differentstories・in・differentways・atall(asisthemainimpetusofmost

postcolonialexpression)?

MediaConstructionsofOkinawaasa・DifferentJapan・:APostcolonialStruggleaboutRepresentation 99



1.Background:TherelationbetweenOkinawaandJapan

Strictlyspeaking,OkinawahasonlybeenpartoftheJapanesenation-stateforabout100

yearsaltogether:In1879,thethenRy・ky・KingdomwasannexedbyJapanandintegrated

intothemodernJapanesestateasOkinawaPrefecture.In1945,theBattleofOkinawa1

dividedtheislandsfromJapanagain:AftertheendofthePacificWar,Okinawawasput

underU.S.occupation20yearslongerthantheJapanesemainislandsandrevertedtoJapan

aslateas1972.

TheprocessinwhichtheRy・ky・KingdomwasturnedintoapartofJapanisreferredto

as・annexation・oras・colonization・bycriticalJapanesescholarslike,forexample,Taira

K・ji(1997),UemuraHideaki(2003)orOgumaEiji(2006[1998]).EventhoughtheOkinawan

populationbytheturnofthe20thcenturyhadturnedintoJapanesecitizens,theywerenot

beingacknowledgedasbeing・realJapanese・:WhileJapanconstructeditselfasamodern

andcivilizedstate,theOkinawanswereperceivedasbeingbackward,poor,uncultivated,

lazy,uneducated,andhedonistic.Theculturaldifferenceswhichwereascribedtothe

Okinawanpopulationwereclearlyinterpretedas・marksofinferiority・(HeinandSelden

2003,10).

However,thenegativeimageofOkinawahasundergoneamassivechangeinthepast

decades(especiallysincethefirsttourismcampaignswerelaunchedinthe1970s,shortly

afterOkinawa・sreversiontoJapan).Atpresent,Okinawan・difference・isbeingconceived

positivelyandmarketed(andconsumed)accordingly.Okinawanmusicandfoodhave

comeintovogue;andfromthe1990sonwards,Okinawahasservedasanexoticsettingin

acontinuouslygrowingnumberoffilms,literaryworks,and,sincetheyear2000,even

televisionseries.2

2.ImagesofOkinawainJapanesemainstreammedia

PopularJapanesemediaproductionsaswellaspopularliteratureusuallyemploya

certainsetofelementsfromOkinawaneverydayculture(e.g.theexoticfood)andfolklore

tovisualizeits・otherness・.Often,alightdoseofso-calleduchin・guchi(theOkinawanlocal

language)・accompaniedbyexplanationsforaJapaneseaudience・isusedtodistinguish

OkinawafromJapan.Okinawaisconstructedasaplacewherespiritualityand・traditions・

arekeptalive,like,forexample,specialformsofancestorworshiporcertainrituals

performedbyfemaleshamanscalledyuta.

Moreover,Okinawaseemstobecharacterizedbyconstantmusicalandfestiveactivities;

itisrepresentedasaplaceinhabitedby・cheerfulandniceOkinawanpeoplewhoenjoy

singing,dancinganddrinking・(K・2006,156).TheOkinawancharactersarefrequently

depictedasrelaxed,natural,informal,simple-hearted,andinnocent.Communalstructures

(thevillage,thefamily)arestillintact.Intheserecentmediaproductionsandliteraryworks,
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lifeinOkinawaseemstoproceedsnuglyandunhurriedly.Okinawaisconstructedasa

peacefulislandparadiseconsistingofexoticvegetation,blueseasandwhitebeaches・the

factthatthelandscapeislargelydominatedbymilitarybasesandendangeredbyJapanese

constructionprojectsiscompletelyignored.Okinawaisthusdepictedasan・・eternally

festiveplace・fromwhichthepeopleofmainlandJapanseekcomfortandontowhichthey

projecttheirnostalgiaforautopianvisionofJapan・spre-modernity・(K・2006,157).

OkinawaisthusbeingfunctionalizedforJapan・sinterests,whereasthebasictenorisone

ofnostalgia(natsukashisa):Japan,whichusuallyisequatedwiththeT・ky・metropolitan

area,standsformodernityandsymbolizescoldness・includingtheaspectofinterpersonal

relationships・whereasinOkinawa(andintheOkinawancharacters)somethingthatJapan

hasassumedlylostispreserved.Okinawaobviouslyisconceptualizedascounter-imageof

aJapanwhichhasbeendistortedbyhyper-modernization.

Interestingly,insomeexamplesOkinawancultureisalsoconstructedasamixof

Okinawan,Japanese,otherAsianandevenWestern(U.S.American)elements.Atfirst

glancethisseemstohinttowardstheconceptofhybridity,ifunderstoodas・everything

whichowesitsexistencetothemixingoftraditions[・]everythingthatresultsfromthe

techniquesofcollageandsampling・(BronfenandMarius1997,14,mytranslation).However,

theOkinawanculturalmixasexpressedforexampleinNakaeYu�ji・sfilmssuchasNabbino

koi(Nabbi・slove,1999)orHotelHibiscus(2003)hardlyseemstobemorethanatrendy

accessory.Afterall,Okinawa・squasi-colonialpastandthepresentconsequencesarekeptas

ablindspot.K・Mikathereforedrawsthefollowingconclusion:・Inhis[NakaeY・ki・s]

films,Okinawaisenjoyedandconsumed・offeringcomfortandreassuranceratherthan

disturbance・(K・2010,88).

3.Changeofperspective:MediaproductionsfromOkinawaaspartof

postcolonialcounterdiscourse

Ontheotherhand,mediarepresentationsofOkinawawhichhappentobeproducedby

Okinawanintellectuals,writersandfilmmakers,seemtobemuchmorecomplicatedtograsp

intheirmeaning.

(1)・UntamaGir・・(1989)byTakamineG・

OneverygoodexamplearetheindependentfilmsofTakamineG・・whowasbornin

1948onIshigaki,asmallOkinawanisland,andhasbeenlivingandworkinginKy・tosince

the1970s.3Takamineiswell-knownforhisradicaluseoftheOkinawanlanguagewhichhe

doesnotaccommodateforaJapaneseaudience.Thedialoguesinhisfilmsarecompletely

keptinuchin・guchiand,consequently,havetobesubtitledthroughout.Oftenlanguages

alsochangebetweenJapanese,uchin・guchiandEnglish,sometimesevenTaiwanese.
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Thetitleofhis1989film・UntamaGir・・referstoafamousOkinawanfolkherowho,like

RobinHood,wasrobbingfrom theRichandgivingtothePoor.Takamine・sfilm isset

shortlybeforeOkinawa・sreversiontoJapan.TheprotagonistGir・worksinasugarcane

refineryand,inthecourseofevents,hastohideintheUntamaforestwhereheisturned

intoUntamaGir・andequippedwithsupernaturalpowers.Subsequently,hestartsto

supporttheOkinawanindependencepartyintheirfightagainsttheUSoccupation,andhe

alsostealsweaponsfromtheUSbaseinKadenaandhandsthemovertoalocalresistance

group.Intheend,though,UntamaGir・ishitbyaspearthroughhisforeheadand

subsequentlywandersaboutnumbly;theOkinawanpopulationwonderswhetherheis

deadoralive.Theprotagonistthuscanbeseenasanallegoryforthepowerofresistance

and,atthesametime,itsloss.

Inhisfilms,TakamineaddressesthepossibilityofpoliticalindependenceforOkinawa(in

・UntamaGir・・,butalsoin・MugenRy・ky・TsuruHenry・,1999).Heputsintoquestionthe

necessityofOkinawa・s・reversion・toJapanaftertheoccupationperiod(in・UntamaGir・・

or・ParadiseView・,1985)andletssomeofhischaracterstakepartinactive,sometimeseven

armedresistanceagainstAmericanaswellasJapanesedominance(e.g.in・UntamaGir・・).

Indoingso,hedoesnotonlyreflectonunequalpowerrelationsbetweenOkinawaand

JapanortheUSA;healsoaddressesdifferences,prejudiceanddiscriminationwithin

Okinawansocietyitself.

AccordingtoTakamine,Okinawanexperiencecannotberepresentedwithinlinear

structures.ThatiswhyheexpresseshisversionsofOkinawanrealityascollagesand

networksofintertwinedstorylines,languages,mediatexts,perspectives,picturesand

sounds(cf.K・2010,107).Inhisfilms,heoftenadoptsthetechniqueof・film infilm・,

・theaterplayinfilm・or・dreamsinfilm・.Bymixingandweavingtogetherdifferent

narrativelevels・heequalsthisnarrativestyletotheOkinawangajumaru(banyan)treewith

itsintertwinedbranchesandtwigs・boundariesbegintoblur:betweenrealityandfiction,

subjectandobject,centerandperiphery,offenderandvictim (cf.Koshikawa2008,120).

Thus,Takamineseemstodenytheideathatsomethinglikean・authentic,singularOkina-

wan-ness・doesexist(K・2010,91).HeverydeliberatelyavoidsmakingOkinawa

understand-andconsumable.Instead,hisfilm-experimentsbecomespacesinwhichmany

differentperspectivesfromOkinawaandpossiblewaystolookatOkinawacanunfold.This

techniqueisverymuchinlinewithpostcolonialliteratureandfilm,whichisallabout

revivingthevoicesthatgotlostandsuppressedbycolonization・andthusaimsatgiving

roomtothecolonizedthemselvestoexpresstheirpointsofview.Itisabouttelling・other/differ-

entstories・(thantheonespasseddownbythedominantgroups)in・other/differentways・.By

writingfrom adifferentposition・thatofthecolonized・themarginalstartstomove

towardsthecenter.Takamineshows,moreover,thatdifferentrealitiescanactuallyexist
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sidebyside.Heuncoversinnerconflicts,rupturesandcontradictions;ambivalencespersist

untiltheendanddonotgetresolved.

ThenarrativestrategyTakamineemployscanbeidentifiedasmagicalrealism:Thepast

ispartofthepresent,storiesarealwayspartsofotherstories,mythandrealitypermeate

eachother,andthefantasticisjustaverynormalpartofeverydaylife.Accordingtoliterary

theory,magicalrealismopposesdominantsystemsbychallengingestablishednotionsofa

rationally(or,scientifically)comprehensiblereality,onetruthandastable,unchanging

identity,whichdefinesitselfthroughthedifferentiationfroman・other・.Themagical-realist

narrativemodecanthusbeunderstoodasanattackofminoritygroups(orformerly

colonizedpeople,inthiscasetheOkinawans)againsttheself-conceptionsofthedominant

culture(hereJapan).BycreatingOkinawaasa・differentspace・,Takamineturnsagainstthe

dominantnotionofaculturallyhomogeneousJapan・and,inaddition,hismagicalrealism

canbeunderstoodasastrategybywhichhetriestopermeatethedominantOkinawa

discourseinJapaninordertochangeitfromtheinside.

(2)・Okinawaob・retsuden・(2005):ThecomicalandthedeconstructionofOkinawa

stereotypes

A verydifferentstrategyofdeconstructingdominantOkinawastereotypescanbe

detectedinthetelevisioncomedyseriesOkinawaob・retsuden(・Serializedstoriesof

Okinawangrannies・)whichisbaseduponanessaycollectionbyNakamuraKiyoshi.4The

TVserieswasbroadcastin30minutessequelsfrom MaytoDecember2005・atfirstby

YomiuriTerebi・snightprogramintheKansairegionandonlylaterinOkinawaaswell.5

TheserieswasproducedbyTamakiMitsuru,actorandleaderofanOkinawancomedy-

group.6

TheprotagonistofOkinawaob・retsuden,79yearoldgrandmotherKinj・Kamad・(whois

playedbytheverypoorlydisguisedmalecomedianYamadaRikiya)guidestheviewer

throughtheseries,givingallkindsofdifferentexplanationsaboutOkinawa.Sheisan

unreliableinformant,though,whoexaggerates,tellslies,makesfunoftheJapanese

characterssheencountersinseveralepisodesanddoesnotfulfilltheexpectationsdirected

towardsherasa・typical・and・authentic・representativeofOkinawa.She,forexample,

refusestoeatgoya(orbittermelon)chanpur・,anationaldishinOkinawa,which,innearlyall

documentaryfilmsaboutOkinawa,ismaderesponsibleforthehighlifeexpectancyonthe

islands.Intheepisode・Ob・ry・ginoOkinawary・ri・(・Okinawandishesob・style・;disc3,

episode4),acookingshowverymuchinlinewiththisverypopularformatinJapanese

television,theob・usesonlyconveniencefood and ready-madeproductsfrom the

supermarket.AskedbyherJapaneseassistantsheexplainsthatthisismuchmore

comfortablethanusingfreshproductsandmuchsaferthanhavingtouseapotentially
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dangerouskitchenknife.HereitismadeclearthatnotallOkinawansbehaveaccordingto

・traditions・,and・Okinawa-ness・isbeingunmaskedasaJapaneseprojection.

Thestrategytoscatterfalseinformationamongthemanydifferentexplanationsof・things

Okinawan・playswiththeJapanesecharacters・exoticisingattitudesandtheirexpectations

thateverythinginOkinawaissupposedtohaveaspecial(andmaybeevenmystic)meaning.

Thefactthattheob・isjokingandtellingabunchofliesmakestheothercharacters(aswell

astheaudience)becomedoubtfuland,atthesametime,itdemonstratesthatnoteverything

aboutOkinawacanandneedstobeexplained.

Anothermeansfrequentlyusedinthisproductionisthatofexaggeration.Theepisode

・Ob・noyuntakuhantakush・・(・Granny・schatshow・)canserveasagoodexamplehere.

ItimitatesthemostpopularJapaneseTVformatssuchasnewsandvarietyshows,cooking

shows,languageprograms,etc.ThisisinterruptedseveraltimesbyalwaysthesameTV

commercial,advertisingthree・typicalOkinawan・products:s・t・and・g�(akindofdoughnut),

kurozato(brown sugar)and sanpincha(jasminetea).Astheepisodeproceeds,this

commercialappearsagainandagainwitheverincreasingfrequency,itissampled,played

back-andforward,fastforwardedetc.Thus,thestereotypicalandessentializingcharacter

oftheseelementsof・Okinawan-ness・isbeingunmaskeddrastically,butatthesametimein

ahighlyentertainingway.Ultimately,itismadeclearthattryingtograspOkinawainterms

ofsuchone-dimensionalstereotypesisdownrightnonsense.

Lastbutnotleast,theseriesoperateswiththetechniqueofreversingperspectives.The

episode・Ushimoyagimoob・tomodachi・(・Cowsandgoatsaregranny・sfriends・;disc1,

episode4)beginsatthecityhall,whereayoungmanfromtheJapanesemainislandswants

toregisterasanewresidentinOkinawa.Theclerk,oneafteranother,callsthenamesofthe

waitingelderlypeople:HennaUshiandYagiNabe.TotheearsoftheJapanesecharacter,

thissoundslikehennaushi(・strangecow・)andyaginabe(・goatsoup・),andheisshocked

bythese・odd・names.Theob・who・ssittingnexttohimnowexplainsthatthesearejust

regular,traditionalOkinawannames.Next,theJapanesehimselfisgettingcalledtothe

counter.Thesecondthewaitingcrowdhearshisname・SuzukiGonzaemon・,theystart

roaringwithlaughter,becausethissoundssostrangelyJapaneseandold-fashionedtothem.

So,inthebeginningofthisepisode,Okinawaispresentedas・other・fromthepointofview

oftheJapanesecharacter;intheend,though,this・otherness・isbeingmirroredbackto

himselfbydemonstratingthatthe・Japanese・,fromanOkinawanpointofview,doesnot

appearlessstrange,orexotic,thanviceversa.

OneverydominantpartofeverydaylifeinOkinawaisthemassivepresenceofthemany

USmilitarybaseswhichalsokeepmemoriesoftheBattleofOkinawaalive.Itisexactlythis

factwhichisbeingkeptablindspotinpopularJapanesemediaproductions.InOkinawa

ob・retsuden,though,thewarisaddressedseveraltimes,andthehugeenclosedmilitarybase
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areasareshow againandagain.Isisclearlynocoincidencethattheseriesissetin

Okinawa-City,theformerKoza,whereKadenaislocated・which,withitsalmost20,000

personnelisthebiggestUSairbaseinthewholeAsia-Pacificregion.Actually,theob・guides

aJapanesetouristthroughthestreetsalongthebase,bywhichitgetsthesamesignificance

asother・traditionalOkinawan・sights.

ThecomicalelementsinOkinawaob・retsudenareusedtoraiseawarenessthatthe

dominantOkinawadiscourseisnothingmorethanasetofstereotypes.Theproductionhas

achaotic,anarchictingetoitandthusmightbeinterpretedascarnivalesque・asameansto

pointatproblemsandinequalitiesfromanon-privilegedperspective,fromwithinafixed,

agreed-uponframe,andtotemporarilyturnestablishedhierarchiesupside-down.

Theseriesmakesuseofwell-knownnarrativepatterns(suchaspopularJapanese

televisionshowformats),butputsthemintonew(comical)contextsandthuschangestheir

meaning.Here,akindofpostcolonialmimicrymightbeatwork,whichimitatesthecultural

formsofthecenterofpower(inthiscasetheJapanesemainislands),but,indoingso,

highlightstheambivalenceofcolonialdiscourseandthussubvertsitsauthority.

(3)Examplesforpostcolonialmimicry

Similarstrategiesofmimicrycanbefoundinseveralotherrecentproductionsby

Okinawanfilmmakersaswell.Onlytwoveryinterestingexamplesarethefilm・Ak・kur・・

(2007),directedbyKishimotoTsukasa,andtheverysuccessfultelevisionseries・Ry・jin

mabuy・・(2008).・Ak・kur・・7isahorrormoviewhichtakesupandrevertstheomnipresent

motifofiyashi.ThefemaleJapaneseprotagonisttriestoovercomeatraumainOkinawa・

butinthecourseofevents,thepeacefulnessofOkinawadissolvesandisreplacedby

loneliness,fear,violenceanddeath.Kat・thusstatesthatthefilmisan・iyashinoshippai

monogatari・・thestoryofafailedsearchforiyashi(Kat・2009,104).Thecharacterofthe

kijimun・(aspiritoftheforest),whichinmanymediaproductionsservesasastereotype

whichisusedtohighlightthedistinctnessofOkinawanculture,istreatedinasimilarway:

Stepbystep,itturnsfromafriendlyandhelpingexistenceintoavengefulmonster.The

commonpictureofOkinawaasaslow-lifeislandparadisegetsutterlydestroyed.Itwasin

factthedeclaredintentionoffilmdirectorKishimototobreakwiththestereotypicalbright

andmerryimageofOkinawaandreplaceitwithsomethingradicallydifferent.Hestatesin

aninterview thathedidn・twanttostageanartificialOkinawa;heratheraimedat

constructingOkinawawithoutexoticizingit,withoutdefiningitas・culturallydifferent・

(Kishimoto2007).Thenarratingstrategycanbeinterpretedaspostcolonialmimicrybecause

theestablishedculturalformofthehorrormovieistakenupwhile,atthesametime,itis

usedtothwarttheusualstereotypicaldepictionsofOkinawa.

Thetelevisionseries・Ry・jinmabuy・・wasfirstbroadcastfromOctobertoDecember2008
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bytheOkinawanregionalTVchannelRy・ky・H・s・,beforeitcouldalsobewatchedonthe

Japanesemainislands:In2009itwasairedbyBS11,andin2011byYomiuriterebi,TOKYO

MXandSapporoterebih・s・.Since2011amangaversionbyMaruyamaTetsuhiroisbeing

publishedinthemagazineSh・kansh・nenchanpion,andafilm versiondirectedbySano

Tomokiwasrealizedthesameyear.In2010and2011,twomoreseasonsoftheserieswere

producedandimmediatelyairednationwide.

Theproductionformallyimitatesthetokusatsuor・superhero・genrewhichcanbetraced

backtotheprototypical・Ultraman・(1966).Itfollowsaformulaicstructurewhichis

repeatedineveryepisode:In・Ultraman・,Japanesesocietyisthreatenedbytheforcesofevil

(usuallyintheshapeofdifferentextra-terrestriallifeforms).Ultraman(andhiscombatants)

fightsforJapan,andultimatelytheenemiesaredefeatedandsocialorderisrestored.

・Ry・jinMabuy・・makesslightchangestothispattern:WhatisthreatenedhereisOkinawan

society・or,tobemoreprecise,・typical・Okinawancharacteristicsandvalues.Theseries

alsoaddsalovestorybetweentheheroandayoungwomantothisformulaand,atthe

sametime,takesupthestereotypicalelementsofconventionalOkinawaconstructions・like

thebluesky,thesea,scenicsunsetsandpopularcharacterssuchastheob・.Thestoryisvery

simple:Theantagonists・leader,HabuD・biru,planstoobtainnineso-calledmabuistonesin

ordertodestroyOkinawa.Eachofthesestonessymbolizesacertaincharacteristicof

Okinawa(and,atthesametime,astereotype),like,forexample,theregionallanguage,the

population・speacefulness,alongandhealthylife,orrespectforone・sancestors.Shortly

beforethegrouparoundHabuD・biruappearsforthefirsttime,theseries・protagonist

KanaiisbeingseizedbytheghostofRy・jinMabuy・,theguardianoftheninestones.He

subsequentlytransmutesintoagreensuperheroeverytimeHabuD・biruandhisfollowers

managetoacquireanothermabuistone.Intheensuingfights,Kanai/Ry・jinMabuy・wins

them backoneaftertheother.Whenthefinalcrisisoccurs・HabuD・biru・sgroupisin

possessionofallninemabuistones,andconsequentlyallOkinawansareturnedintomind-

andspiritlesscreatures・,Ry・jinMabuy・fightsforalasttimeandmanagestorestore

・normality・inOkinawa;the・bad・characterseitherdisappearorarebeingassimilatedby

・Okinawanness・.

Intheoriginalsuperheroproductions,thethreattosocietyusuallycomesfromoutside:

・ societyispresentedashealthyandstable,butthreatenedbyinhuman,usually

outsideforces.InUltraman,theaimoftheinvadersisnotsimplytocontrolandalter

society,buttodestroyit.[・]WhenUltramanultimatelysucceedsindefeatingthe

monster-of-the-week,societyisnotadvancedorimprovedormovedinsomenew

direction,butisreturnedtostasis,thestatusquopreserved.(Siegel1985,259)
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Themessagewhichisbeingtransportedhereisaveryconservativeone:・foreign

influencemustbeneutralized・(Siegel1985,259),andsocialvalueshavetobepreserved

(Siegel1985,260).In・Ry・jinMabuy・・,though,theenemiesdonotcomefromoutsidebut

actuallyarevisualizedaspartsofOkinawannature:Thegroupofantagonistsconsistsofa

poisonoushabusnake,twospiders,amungoandacrown-of-thornsstarfish.Moreover,even

thoughRy・jinMabuy・fightsagainandagainfor・typical・thingsOkinawan,heoftendoes

notevenknowtheirmeaning・andsometimesthecharactersaskthemselveswhetherthe

respectivecharacteristicisevenworthbeingsaved.

Interestingly,Japanisnotmentionedatallthroughoutthewholeseries.Okinawaisthus

notconstructedagainstJapan,asisthecaseinmoreconventionalmediaproductions.The

strugglebetweenRy・jinMabuy・andhisantagonistsseemstobeaboutconflictswithin

Okinawaitself,aclashbetweendifferentsetsofvalues:thekeepingupoftraditions(whose

meaningsironicallyareuncleartotheirdefenders)andthenotionofapeaceful,harmonious

Okinawaasopposedtoarougher,moreaggressiveOkinawa,whichneverthelessisnot

unsympatheticandbynomeansarealthreat.

Conclusion

Whatkindsofconclusionscanbedrawnfrom this?From aJapanesepointofview,

Okinawaisrepresentedasexoticother.PopularmediaconstructionsofOkinawaexpressa

nostalgiclongingforassumedlylostvalues.Theyhavetobeunderstoodwithinthebroader

contextofamoregeneralsearchforiyashi・・emotionalhealing・・fromthenegativeeffects

ofJapanesehyper-modernity.Thesemediaproductionsneithertouchuponthepast

colonialism,nordotheyrevealtoday・s(post-)colonial,unequalpowerrelationsbetween

JapanandOkinawa.

ConstructionsofOkinawabyOkinawanintellectuals,artistsandfilmmakers,ontheother

hand,aremorecomplicatedtograspintheirmeaning,sincetheyexperimentwith

representing Okinawa multi-dimensionally and from multiple perspectives. Here,

controversialtopicsaretakenup,whichareignoredinthedominantdiscourse・suchasthe

effectsthePacificWarandtheBattleofOkinawastillhaveontothepresent.

ThehegemonicdiscourseonOkinawaasanexotic,・differentJapan・seemstobe

monopolized byJapanesemassmedia.Ontheotherhand,counter-discourses・the

expressionofminorvoices・canmostlybefoundindifferentkindsofmediasuchas

independentfilmor,ifonelooksattherealmofliterature,insmallerliteraryworksbyless

knownOkinawanauthors.TheseimagesofOkinawadonothaveaccesstothepopular

marketandthusaremuchlesspresentthanJapanesemainstream mediaproductions.

Criticalvoicesstillseemtobeignoredandtheirexpressioncontinuestobelimitedtocertain

sectorsofthemediawhichareonlyabletoreachasmallaudience.Thecaseof・Ry・jin
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Mabuy・・,though,mighthinttowardsanew direction:HerewehaveanOkinawan

productionwhichisplayfullyexperimentingwithestablishedOkinawanstereotypesbut,at

thesametime,wasabletoenterJapanesepopularcultureonalargescale.Thismight

anticipateapossiblefuturedevelopment,inthecourseofwhichOkinawanmediatexts

mightactuallybecomepartoftheJapaneseculturalcanon.

Notes

1 TheBattleofOkinawa(April-June1945)leftdead237.318civiliansandsoldiersonbothsides.

2 ExamplesarethemorningseriesChurasan(producedbyNHK,2001)aswellastheTVseriesDr.

Kot・shinryo�jo[Dr.Kot・・sclinic](Fuji2004and2006),Rurinoshima[Ruri・sisland](NTV,2005),

andHonjitsumohare.Ij・nashi[Niceweatheragaintoday.Nospecialincidents](TBS,2009).

3 TakaminewenttoKy・towithagovernmentscholarshipin1968andsincethenhasn・tlivedin

Okinawaanymore.

4 Theessaycollectionwaspublishedintheyear2000underthesametitle.

5 Meanwhile,aDVDboxcanalsobepurchased.

6 Thegroupiscalled・TamakiMitsuruSh・chikuKagekidan・(・TamakiMitsuru・sradicallaughter-

production・).Tamaki,bytheway,waselectedmemberoftheOkinawanprefecturalassemblyin

2008and,sincethen,isalsoactiveasapolitician.

7 IntheregionalOkinawanlanguage,theterm・ak・kur・・means・dusk・or・twilight・.Accordingto

Okinawanpopularbelief,thisisthetimeofdaywhenthemajimun(ghostsordemons)maketheir

appearance(cf.Kishimoto2007).
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