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Ken wa kyouki. Kenjutsu wa satsujinjutsu. Sore wa jijitsu. Kaoru—dono no
itte koto wa--- ichidomo jishin no te chi wa gashita gotomonaikoto iu
amae darekoto de gozaru. Keredomo, sessha wa jujitsu yorimo Kaoru—dono
no iu zaregoto no houga suki de gozaru yo. Nega aku wa korekara no yo wa
sono zaregoto no jujitsu moraitai de gozaru na.

Swords are weapons. Swordsmanship is the art of killing. That is the
truth. Kaoru—dono ‘s words::- are what only those innocents who have
never stained their hands with blood can say. However, 1 prefer Kaoru-—
dono’ s words more than the truth, I do. I wish--- that in the world to
come, her foolish words shall become the truth.

— Rurouni Kenshin, Rurouni Kenshin episode 1
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Abstract

This paper is a critical examination of the subtitling process. The film that is
the subject of this paper is Rurouni Kenshin (2012), a film adapted from the previous
media of manga and anime. The examination of subtitles was done by selecting four
short scenes and creating titles for them in order to answer the question of whether
or not analysis and examination of the film caused the subtitles to differ from a basic
translation edited to fit within the requirements of subtitles. The subtitles were
created for an audience that was familiar either with the Kenshin franchise’s
previous incarnations or with the Meiji Restoration and post-Meiji periods in Japan.
The conclusion of the study is that analysis and examination of a film certainly does
affect the subtitles. While linguistic factors form an overwhelming majority of the
work in creating a title, an examination of the film, its characters and elements is
necessary for the subtitles to convey all that they need to communicate to the

audience.



Introduction
or

What are Subtitles and How Do I Create Them?

Subtitles are a more challenging subject than one may think; far more work
goes into making even one functional title than it seems at a glance. It is a great
victory to be able to create a subtitle that portrays all the information it needs to,
and for this reason I have chosen the subtitle as my topic of study. It is interesting,
and of note that rather than actually going out into the world and seeking out
subtitles that have been created in order to compare them, or observing those that
create them, or a combination of both, that I have decided to undertake the task of
creating a subtitle script myself. It is through creating the titles myself that I believe
[ can best begin to comprehend the difficulties of creating them, and through this
process assess them and their functions.

Subtitles, like almost all things to do with film, have a set of guidelines. And
like the films they rest upon, the guidelines are generally subject to whimsy,
provided that several important structural components exist in the title. These
steadfastly agreed upon components are that the titles must not exceed 43
characters per line for commercial film, the titles are to be centered, and no more

than two lines of title can simultaneously appear on the screen.! The standards

1 Audiovisual Translation, 23-24; Cine y Tradducién, 99. The claim that Chaume
makes “Un subtitulado no puede exceder las dos lineas, de entre 28 y 40 caracteres
cada una” has become slightly outdated, as the limit is now accepted to be 43



concerning punctuation vary, as do the standards on what font to use, although
fonts sans serif are preferred for ease of reading. The standards for time are set by
the Six Second Rule, which states that the time needed for a subtitle (of two lines
each of maximum characters) to be read and understood is approximately six
seconds. However this time varies in reverse proportion to the length of the title
itself.?

If these standards, or lack thereof were the only thing that had to be
considered when creating a subtle, [ would hardly say that creating a subtitle would
be challenging; however, given that there are a seemingly endless array of things to
consider the subtitle is one of the most challenging media one can work in. Once all
the factors have been accounted for, the subtitler is still left with the puzzling
conundrum stated by Shimizu that “[f]ilm subtitling is not translation”,? and if it is
not translation, what is it? Given the fact that what appears in a subtitle is
essentially a translation of what is being said, it makes perfect sense to mistake it as
translation, rather than the complex kind of interpretation it is. The complexity lies
simply in that “the subtitler has to face both the challenges presented by the switch
from one sub-code to another and the difficulties of retaining speech characteristics
written in text.”4 In so saying, it becomes apparent that subtitling contains all of the

characteristics of both translation and interpretation. In addition it deals with the

characters per line; further information on standards and their deviations can be
found in Bannon’s The Elements of Subtitles.

2 Audiovisual Translation, 23, 93; The Didactics of Audiovisual Translation, 97.

3 Dubbing and Subtitling in a World Context: Subtitling in Japan, 25.

4 Dubbing and Subtitling in a World Context, Let the Words Do the Talking: The
Nature and Art of Subtitling, 92; the same point is further stated and explored on
page 46 of Audiovisual Translation.



complications of applying these actions to a written script that is spoken in the film
and then written again (as subtitles) after being changed into a different language.

Taking all of this into consideration, it comes to be understood that
subtitling, if done right, may take an excruciating amount of time. In my study [ was
able to take this amount of time, but in the film industry, as it is a business with
production goals, schedules and so on time is a luxury that simply cannot be
afforded. This seems absurd to me, and indeed it is. Unfortunately it gets only worse.
Bannon states that often schedules for releasing a film in a foreign market are
insanely limited in time, and the quality is often not at all controlled, with companies
ignoring the opinions of the translators and often handing essentially linguistic
work to technicians who know nothing of how to put it together or pare it down.>
Naturally, this can result in those all-too-common subtitles that just seem off. Such
titles may actually make no sense in the target language; other times they do not fit
the characters’ personanlities or the actions that are portrayed on-screen. But such
are the perils of large-scale production, and although unforgivable and undeniably
unfortunate, they may be inevitable.

When one is looking at subtitles, how can one determine if a title really fits,
especially in cases where the source language is completely unknown to the
viewers? This actually is quite simple, and agreed upon throughout the industry and
by professionals in general: “the best subtitle is the one the viewer reads

unknowingly”.6 Such a cruel irony it is that something that took so much effort and

5> Foreword to The Elements of Subtitles.
6 Audiovisual Translation, 185, also stated at various intervals in both The Elements
of Subtitles and Dubbing and Subtitling in a World Context.



conveys the entire meaning of the film, while providing the character’s personality
and so much more is best when unnoticed. This however, is what I strove to do with
my subtitles. I am fairly confident that had I been able to actually place them on the
digital film?, they would be unnoticed, assimilated into the brains of the viewers as if
spoken by the characters themselves.

When creating the titles for the chosen scenes in Rurouni Kenshin, 1 followed
a process that I found logical, and as such is probably quite similar to the one used in
the actual subtitling profession. I first transcribed the lines being said, as I do not
have a script to follow, and believe that in the case a script was available it would
need to be checked with what was actually said anyway. The transcription did take
the most time of any of the steps. [ watched the film several times through to get the
gist of what was being said and to get a feeling of the personalities of the characters.
[ then tried to write out what was said by each character as it was being said. In the
cases where I could not understand what was being said, I wrote out all of the things
that [ heard, regardless of whether or not they meant anything. After this I slowed
the audio to half speed and did the same again. Finally, I changed all of the scripts
into kanji for ease of reading in Japanese.

After creating this first round of transcriptions, I consulted with Kumiko
Sensei, a native Japanese speaker who did essentially the same thing that I did to
check what I had written. There were quite a few small but helpful changes as I

missed syllables and intonations, or misheard words. However, there were lines that

7 The titles are not on the film mostly due to copyright reasons. However I also do
not have access to or training with software that creates subtitles and gaining that
would have been extra time I simply do not have.



even Sensei did not understand or could not make out after several times listening
to them. This confirmed to me just how hard the task I had set out to do was. After
my transcriptions were checked, I listened to the scenes repeatedly and at different
speeds to confirm the changes, and in some cases the transcriptions were again
changed as my original transcription was, in fact correct, or as words became clear
enough to understand. It was with these transcriptions that I created two versions
of translations.

The first translation I created was a Literal Translation® and from that I
created a Natural Translation, one that made sense in English and could serve as a
translation if one was simply translating and not interpreting. After that I turned to
my character profiles and what I knew of the characters and story from my
familiarity with the franchise thus far.? Using the profiles, the context of the film and
what [ knew of the Japanese and English languages | made a Stylized Translation, a
script intended to be placed directly onto the film, as subtitles. All of this was
submitted to Sensei for a final check. After the final check, it was again edited, as I
did misunderstand some of what was said based on the flexibility of some of the
grammar structures and the indirectness of Japanese language.l?® As complicated
and drawn out as the process was, almost the entirety of the time spent on it was in

getting the correct transcription.

8 ] use the word literal to mean as close to the Japanese structure as possible while
still being able to be understood in English.

9 am quite familiar with the franchise, I own all of the various media and have read
and watched it more than once. This made me very critical of some parts of the film,
but I feel like it helped my translations overall.

10 Generally, I just had the opposite of what was said in my head, and although it
made sense in English it was not what was being said in Japanese.

10



Finally, I would like to state that although I made an effort to
maintain professional standards, what 1 did would technically be
classified as a fan—sub. This is because, had I the software to actually
put the titles on the film, that software would have been independently
created software downloaded from the internet. Additionally, since I did
not obtain permission from the studio to put the subtitles on the film,
it would have been out of the realm of copyright laws— that is, as non-—
commercial work, and therefore, it fits the definition of a fan—sub.!!

Fan-subs, although I personally think they are often done better
than the professional titles, are distinctly non—professional in that
they are done for fun rather than profit. For this reason, and for the
amount of effort that goes into the creation of such titles, I disagree
with Fong’ s assessment that fan-subs are “abusive subtitling” . ™ 1
understand that Fong believes that the liberties often taken in fan-—subs,
such as coloured text, fun fonts and moving the text around the screen
can seem distracting and therefore embody exactly what subtitles should
not do. However, I believe that as long as the titles are well written,
that is, translated and adapted to show exactly what they need to show,

such liberties can actually enhance the viewer s experience with

11 Following the definition of fan-subs from pages 26-27 of Audiovisual Translation.
12 Dubbing and Subtitling in a World Context, The Two Worlds of Subtitling: The Case
of Vulgarisms and Sexually-oriented Language, 57.
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increased clarity. I say this as someone who has watched a great number
of fan—-subs, and the only thing that annoyed me, or even drew my
attention was poorly translated lines, unreadable fonts, and lines that
did not fit the characters’ personalities. It is of note, that in my
experience all of these mistakes are found just as, or possibly more

frequently in professional subs as they are in fan—subs.

Adaptation of Media
or

Condensing the Story Without Losing the Story

The original manga, by Nobuhiro Watsuki is titled % 4 9 [Z&ll.0> -BRRIZ
iR 78 5% . Rurouni Kenshin: Meiji Swordsman Romantic Story. It is a

heartwrenching drama, set in the Meiji Era, shortly after the modernization of
Japan into a Western style society has begun. It explores the lives of those that
lived through and participated in the trauma of the Meiji Restoration, and looks at
how although one may never be able to escape the past, one can make up for
the mistakes that one has made. The manga was popular more for the action
and the drama than the romance it presented. It was taken up and made into a
popular anime series. Recently, it was made into a series of films directed by
Keishi Ohtomo, an American trained Japanese director. This melding of

Japanese and American sensibilites and ways allowed the Kenshin series much

12



success in the past and proved once again to be a winning formula. | look at the
first film, made back in 2012, when | was first preparing for this study.

When looking at the film Rurouni Kenshin, 1 think it is of great importance to
remember that it was constructed from these previous media. The characters and
the story already existed, there was an established plot and each of the heroes and
villains had an established personality and back-story. Based on the popularity of
the previous media, both in Japan and in the West, it can be concluded that the
existing context was a winning formula. However, as the film was and is an
adaptation of this media it is necessary that changes must be made. Understandably
some of these changes were large changes and may be met with disagreement.
However, I believe that each of the changes was made for a reason, and would like to
here explain what I, and hopefully also the staff of the film, accept these reasons to
be.

The film encompasses much of the Tokyo arc of the Kenshin series. It is the
first major story arc and introduces each of the primary characters, as well as
establishing a pattern of interaction between them and their opponents. The arc
covers approximately the first four volumes of the manga, and the first eleven
episodes of the anime, a little over four hours of viewing time. Within the arc there
are three main stories: First, principal character introductions wherein Kenshin and
Kaoru are introduced. Later this formula is also followed to a lesser extent with
Yahiko, Sanosuke and Megumi. These introductions provide a back-story for the
characters, show their personalities through a series of short, memorable events

and establish the parameters of their relationships with each other, as well as

13



providing room for the development of these relationships. Second there is the Jin-e
story. Jin-e, in all the media, is the first true villain that Kenshin faces; he is the first
test of Kenshin’s beliefs and he cements what the relationship between Kenshin and
Kaoru really is. He also provides the introduction of the sub-themes of the
Shinsengumi (Hr#54H), Ishin Shishi (%7 L), and how the times are changing, yet
people choose to live in the past. The third and final story is the Kanryu/Megumi
story in which the final principal character is introduced and content for further
chapters is established.

With so much happening in the previous incarnations, the original, linear
story made sense. In both the manga and anime there is the luxury of slowly
introducing, characters and plots, and even dragging on important scenes for a
seemingly rediculous amount of time. Unfortunately, this indulgence of time is not
afforded to film and so all of these things must happen in minutes, if not in seconds.
Thus the stories needed to be shortened and placed on a parallel time-line. To do
this many minor, and not-so-minor, characters and events had to be cut out or
combined together. Of course this could not be done without inciting rage within the
fan-base, so it needed to be done carefully.

The Oniwabanshu (33)Z# )13 are very important in the original Kenshin
stories. They are a remnant of the past, a reminder of what strength can be and can
do, and a recurring rival for Kenshin to overcome. They are also central to the

Kanryu/Megumi story, yet they are left out of the film altogether. Considering the

13 The Oniwaban were an elite group of fighters and spies in service of the
Tokugawa, historical note Rurouni Kenshin omnibus, Volume 1, 380.
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popularity of the characters,14 this seems like it would spell doom for the film, but
rather it made it a more effective incarnation of the story. The Oniwabanshu simply
were not needed in this film, although their function in the sequels which cover the
Kyoto arc, serves an effective purpose.ls Introducing them into the film would
simply mean more characters to keep track of, and may have forced Jin-e out of the
film, which could not be allowed. In addition, if the sequels were never made,
including the Oniwabanshu would not allow the film to close and be a stand-alone
story the way that including Jin-e as a principal villain did.

Including Jin-e as the principal villain, in itself was taking a chance. Although
he was my personal favourite of Kenshin’s early opponents, he is largely considered
a failure. 16 Jin-e is considered a failure mostly because he does not invoke
emotional attachment as the Oniwabanshu do, which I believe makes him more,
rather than less effective as an opponent for Kenshin. Precisely because the viewers
do not get attached to Jin-e the full gamut of negative emotion that he causes to be
felt in the audience and in the characters can be realized. Without this emotional
turmoil, this medley of rage, disgust and pity, the madness that is the character Jin-e
cannot be fully realized and the character of Kenshin cannot be properly introduced.

In all the media Jin-e has a very short stint. He appears as an assassin; targets
Kenshin upon realizing him as Hitokiri Battousai; kidnaps Kaoru; fights Kenshin and
commits suicide. However, in that short stint, he causes huge amounts of emotion.

Jin-e begs the audience to consider what evil is, to take pity on those stuck in the

14 The character notes for the Oniwaban characters talk about how their popularity
surprised Watsuki.

15 Ohtomo’s interview with Otakumode, 2012.

16 Rurouni Kenshin omnibus, Volume 1, 338.
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past and to realize what a terrible world it must be for them, in the present.
Although he is essentially an evil character, he is clearly mad, and for that reason he
evokes a combination of sympathy and fear from those who come upon him. It is
because of this and the amount of thinking that Jin-e presents to the audience in
addition to his semi-philosophical dying words and the threat this causes to
Kenshin’s resolve that I believe Jin-e was far more effective an opponent than the
Oniwabanshu for Kenshin, and that his starring place in the film is not only well
deserved, but a great decision by Ohtomo.

Jin-e, although only present for a short time, is given a lot of attention. Even
though the details of his past are not necessarily important, as he is a disposable
villain, they are still interesting to the audience and an effective tool in establishing
his character. In both the manga and anime he is an assassin, Kkilling those of the
Ishin Shishi that now bear high ranks in the corrupt Meiji Government.1” This is, I
believe, an extension of his grudge as a former Shinsengumi leader, who was
overthrown by his subordinates.18 More than that, it is a perpetuation of his love of
killing and of his desire to be beaten by an opponent stronger than himself, in an
attempt to once again live in the days of the revolution he so enjoyed fighting in.
Although all of these details are left out of the film, I think that in the opening scene
when he finds and claims Kenshin’s sword, his nature is established. The ambiguity

presented in that scene also allows for speculation as to whether what he will do is

17Made up of powerful men from the domains on the winning side of the
Restoration, primarily Satsuma and Choushuu.

18 T don’t know for sure, but I believe this is an allusion to him being Serizawa Kamo,
taking the fact that the realSerizawa was killed and twisting it into him becoming
Jin-e Watsuki does state the Jin-e is based on, or an incarnation of Serizawa, Rurouni
Kenshin omnibus, Volume 1, 338.

16



part of a revenge plot against Kenshin, or a logical extension of his mental instability,
both possibilities that are equally intriguing.

Using Jin-e in place of the Oniwabanshu opened up a couple holes in the film.
First it left Kanryu without guards, or accomplices, or whatever ambiguous
relationship he and the Oniwaban had in the original media. Next it opened up a
place for explanation of the relationship between Jin-e and Kanryu. The first hole
was filled by including Inui and Gein, characters from a later arc in the series. This
choice allowed for the outright excision of the Oniwabanshuu and their story, while
allowing in villains who did not necessarily need a story, as they were presented as
hired thugs for Kanryu. Using Gein and Inui was a good move here, as they are
characters that can be recognized from the previous media and who could
potentially be used in further films. The roles that the Oniwaban filled were thus
taken over, but the challenge of saving Megumi still remained. Having Gein and Inui
hired on allows for them to be either in compliance with Jin-e or independent of him,
a thing that does not matter to the overall story and therefore needs no time for
explanation in the film itself. This in turn allows for Jin-e and Kanryu’s relationship
to be ambiguous; it is implied that Jin-e is somehow working for Kanryu, but, out of
respect or fear, is allowed to essentially do what he wants.

Another interesting choice on part of the director was placing Kanryu so
centrally as an opponent for Kenshin. I personally don’t think that character of
Kanryu was necessary in the film. Although including Kanryu makes Megumi’s
introduction and establishment easier, without association with the Oniwabanshu,

much of the character’s purpose is defeated. He still effectively shows the place of

17



money in politics and in the new world, while establishing that embracing the way
of the West is the best way to survive, providing an important contrast to the still
very feudal world the principal cast lives in. However, I feel that by presenting
Saitou and Yamagata this contrast was already presented and established. Including
Kanryu made this contrast more mucky, as the Oniwaban proved more of a clear-cut
contrast to him in the original media than did Kenshin in any incarnation. The only
way that Kanryu is an effective character is in his personality. Kanryu in the film is a
comic relief, of sorts. He looks and talks funny, his henchmen are hilarious, the

rounin (& A\) in his garden are ridiculously inept and out of place. However, he still

manages to be a menacing figure and the relationship between Megumi, Jin-e and
himself helps to hold the story together. Although I think the story would be just as
effective without Kanryu, I feel that Ohtomo included him as redemption. In the
character notes in the manga Watsuki admits that Kanryu fell short of his
expectations1?. I feel that his inclusion in the film was to deny his failure. I also think
that, despite his role being fairly unnecessary, it worked. Overall, [ will admit that I
found Kanryu more menacing and villainous in the film than in the manga or anime.
[ also very much enjoyed the opulence he presented and the performance of the
actor.

The inclusion of Saitou in the film is also a point of interest. In the manga and
anime he doesn’t appear until closer to the Kyoto arc (chapter 48, episode 28
respectively), but he is a central character once introduced. Since there were

sequels planned for the film it made sense to introduce him early, as did the fact that

19 Rurouni Kenshin omnibus, Volume 2, 147.

18



he had a position of power. By mitigating Yamagata Aritomo’s?20 role and
substituting Saitou, a person with a much more personal connection to Kenshin,
Ohtomo made an effective move. Although Saitou and Kenshin were once enemies,
they have little hatred for each other and in many respects are allies. However, their
roles in society, both past and present pit them against each other in many ways.
Both have been changed by their experiences in the war, but they have been
changed in ways that heavily contrast in their expressions. For example, both seek
justice and redemption, and where Kenshin vows not to kill and decides to defend
people from violence such as he had caused, Saitou becomes a police officer and
strives to mitigate corruption in the upper levels of society, although this was not

portrayed well in the film. By opening the film with the battle of Toba-Fushimi (&
R A OEEVY), the relationship between Kenshin and Saitou was introduced;

unfortunately, Saitou’s few appearances did not allow for the exploration of their
relationship afforded by the previous media. What was presented was nonetheless
interesting, particularly the scene immediately following the scene I translated for
Sanosuke’s character, where Saitou and Kenshin fight as per Yamagata’s orders (a
scene | regret not translating). Overall the inclusion of Saitou was well thought out.
However, I feel that he needed a slightly larger role for the full impact of his
character to be felt. He was introduced, but beyond that the audience does not really

get a feel for the importance of his role, especially his relationship with Kenshin.

20 Like Saitou, Yamagata Aritomo was a real man who had the same role in real life
as in the Kenshin media.
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Next, I would like to talk of how some of the principle characters’
introductions were different from in the original media. The introduction of Yahiko
as Kaoru’s student and having a pre-established sibling-like relationship between
them saved time on back-story that was not necessary for establishing Yahiko's
character. Although the back-story given to him was quite effective in the previous
media and allowed for the audience to warm up to him, it would have taken time the
film just did not have. The pre-established relationship was all that was needed,
especially considering he barely had a role in the film at all. The pre-establishment
of the relationship between Kaoru and Yahiko also allowed for parts of Kaoru'’s story
to be explained in other ways than in long scenes, and felt more natural from the
point-of-view of someone watching the film. Establishing Sanosuke as a thug from
the start and then placing him in relation to the Akabeko restaurant allowed for his
back-story to also be eliminated, as it can be assumed that he is a character
established in this world, and possibly that Kenshin knew of him before the events
in which they made acquaintance.

The pre-establishment of Sanosuke’s character however, has short-comings.
As his back-story is never explained his line A7V $7J1% 724 5 (Hitokiri
Battousai darou; I’ ve found you, Battousai) is never given a basis for
existing; and, although speculating why he would be searching for Kenshin is
interesting, without this presentation of his back-story it is unfulfilling. He has a
fascinating history and since it is tied so deeply to the roots of the revolution and his
hatred of the Ishin Shishi it gives his character depth. There is a hint of his story

when he is fighting Kenshin, but there is no explanation, no flashbacks, nothing. This
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lack of story and establishment angers me. Sanosuke is one of my favourite
characters, and although I enjoyed that the actor who played him was able to
capture his personality, even without his story, the fact that his story is missing
makes him just a random guy who likes to fight. Without his story his fighting lacks
reason, his friendship with Kenshin means little and his character cannot extract
emotion from the audience like it did in the previous media. The lack of story didn’t
allow for Sanosuke’s pain to be presented, or for his love-hate relationship with
Megumi to be established. In the film he was a very static character, more there for
the sake of being there than any other reason. At the very least, he could have
explained his past to Kenshin as they were fighting, like in the previous
incarnations2!. [ am not saying that leaving his past out was outright wrong, as
sometimes creating a film demands such painful decisions to be made, but I am
saying that there were still ways to include his past, and that without this inclusion
the character of Sanosuke suffered.

Despite the changes in characters and their introductions, I feel that the
original story was portrayed well, and in some ways improved upon. Additionally
the relationships between Kenshin and Kaoru and between Kenshin and Jin-e were
portrayed quite effectively. The dredging up of the past and pitting it against the
present, what I believe is the major theme of the Kenshin story, was so well executed
in the film that many of the flaws can be forgiven. Once an understanding of the

constraints of the medium of film are grasped, I believe the audience is more willing

21 Episodes 4 and 5 in the anime, chapters 5-8 in the manga.
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to forgive Ohtomo for some of his more anger-inciting decisions and look at the film

as a successful whole.

Kenshin Characters and Japanese Archetypes
or

Don’t Bottle Me Up!

[ feel it pertinent that before I get into the discussions on the factors of my
translation, the film itself is discussed. In the Kenshin characters, there is a
wonderful mash-up of traditional Japanese characters and their archetypes. Along
with this mash-up there are obvious references to American super-heroes and
comic themes. Although I do not wish to delve into the American references, as they
are not overly apparent in the film, with the exception of the reference of
Westernization in general, I do wish to dissect the Japanese traits present in two of
the characters; the characters of Kenshin and Kaoru will be the focus here, as they

both fit and do not fit into archetypes typically present in Japanese films.
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The first, and most seemingly fitting archetype that is seen is the Chaste
Warrior; Kenshin. This archetype fits Kenshin more than the Lord-Retainer
archetypes, as he is neither of the two, and the period of the events is too late for
these to apply. Barret says, in his introduction of the character of the Chaste Warrior
that “[t]hey best represent the universally admired ideal of courage because they
put it to the ultimate test in battles where they stake their own lives”.22 This is
epitomized in Kenshin. Just in the introductory scene he is the Battousai, the master
of his sword school, a Hitokiri assassin and he fights off staves of skilled warriors in
battle for his ideals. However, in this concise description of what a warrior is, there
is a universality that does not quite bring to light that in the Japanese mind courage
is not placing one’s self in harms way, but that it is “quelling weakening emotions”.23
In this way, the very Japanese character of Kenshin varies from the way the
archetype itself becomes Japanese. Perhaps while he was Hitokiri Battousai Kenshin
did fulfill this strange requirement, however, in the age of change, he does not.
Rather the opposite is true. Kenshin’s courage and his actions are fueled by
emotions; specifically by remorse and the need for retribution in the eyes of those
he wronged.

Although Kenshin continues to practice the noble art of swordsmanship, and
continues to fight, he does not seem to be a warrior in the truest definition. But, he
does fulfill the chaste part of the archetype. Chastte in Kenshin’s definition can

expand past the sexuality and into the reluctance to take life. Much like the Musashi

22 Archetypes in Japanese Film, 43.
23 Archetypes in Japanese Film, 43.

23



introduced in the Kodan tradition,24 Kenshin observes courage as the “endurance of
hardships”.2> In the way that the relationship between Kaoru and Kenshin
progresses and certainly their attachment to each other grows stronger, but nothing
really happens, there is a recollection of the chasteness that was for so long a
characteristic of the true warrior in Japanese stories. This, combined with the

clearly historical setting is reminiscent of the jidaigeki (F#f%El) period film. Even

though Ohtomo did not set out to make a period film,2¢ Kenshin very much fits the
definition provided by Thornton of the period film as simply being “firmly based in
history”.2”

Regardless of the fact that Thornton fails to describe in which manner the
jidaigeki is based in history, it can be assumed that he means to state the inclusion of
a historical period as the setting or of historical events as major plot-points. In this
definition Rurouni Kenshin, regardless of how much Western influence was exerted
in the film, is in essence a historical film. It is based in the Meiji Era, and shows the
way that the times in Japan are moving from feudal to modern. The story portrays
characters that lived through the tumultuous end of the Feudal Period and who
fought in the events that introduce and resurface within the story. The inclusion of
characters based on men that actually existed and the personifications of Japanese

ideals and legends more firmly places the Kenshin film in the jidaigeki category. This

24 Kodan is Japanese oral story telling, there are different schools and styles, but all
tell traditional stories or of historical events and characters. It is not to be confused
with the similar, but comedy based Rakugo tradition, an example of which can be
found in Genki II with the story J @ [ll, pages 295-296.

25 Archetypes in Japanese Film, 45.

26 ClickTheCity interview with Ohtomo.

27 Japanese Period Film, 13.

24



is important as it reinforces the archetypes found in the film and it allows for the
characters to simultaneously break out of the archetypes that they embody.

In the case of Kenshin, the first archetype to be discussed is the Chaste
Warrior, as touched on, Keshin roughly lines up with the Kodan Musashi. They have
similar personalities and accomplishments, and both settle down to more peaceful
things later in life.28 However Kenshin varies from Musashi in that he does not
“[repress] his feelings when he hears the call of duty”2°, but rather he harnesses the
power of his emotion and channels it into his the accomplishment of that duty. For
Kenshin, the duties themselves have always been dictated by emotion. As an
assassin he fought for a better world and the ideals he believed should exist within it.
He protected others with those same ideals. In the new age he searches to cleanse
himself of the evils he has done and once again raises his sword for the innocent.
Kenshin is the epitome of the character who has realized, like Yagyuu Munenori that
“the Way of Heaven is the Way that gives life to beings, so something used for killing
is truly an instrument of ill omen”.3% In fact the entirety of the Kenshin media is
devoted to defining the difference between the Killing Sword and the Life Giving
Sword, the two swords distinguished by Munenori in his work.

Kenshin’s archetypes and how he fits into them are determined by his

attachments to others. Kaoru and Megumi attach themselves to the chaste Kenshin,

28 Musashi wrote the The Book of Five Rings (1.# %) a book about how the
principles of swordsmanship can be applied to life in general. It is a good read for
those interested in such things, it is also short, concise and wonderfully quotable.

29 Archetypes in Japanese Film, 56.

30 Yagyuu Munenori’'s The Book of Family Traditions on the Art of War in The Book of
Five Rings, 95.
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just like women do to the traditional Chaste Warrior. Unlike these women, however,
they form emotional connections with Kenshin, that push him to the next level of
strength, which is not, as is traditional, in conquering by killing, but in the new way
of conquering by perception. For Kenshn “perception of abilities and intentions
alone is to be considered the eye”.31 In this way, Kenshin also fills the archetype of

The Wanderer, which seems only fitting considering that the word Rurouni (% 5 9
(Z) is a form of the word for wanderer: Rounin (iR \).

The archetype of Wanderer seems to have been crafted for Kenshin, the
traditional Wanderer. This is both opposed by and personified in that Kenshin is on
a “pilgrimage for atonement”32, since the atonement he seeks is not the traditional
recompense for having been sinned against (almost always caused by one’s own
sins and therefore a form of atonement), but the almost non-existent search of
atonement for one’s own sins. In this archetype, The Wanderer is almost never
solitary, and is generally helped by women.33 This then is Kaoru’s role in the
Kenshin story. In providing strength for his convictions and reminding him of what
he must do, Kaoru ensures that eventually, this Wanderer will atone for his sins.
This relationship, as well as Kenshin twisting the Chaste Warrior ideal keeps
Kenshin from falling into the Weak Male counterpart of Kaoru’s All-Suffering Female.

The All-Suffering Female is the first of the archetypes that could be applied to

Kaoru. However, [ apply this only in contrast, as the All-Suffering Female is

31 Yagyuu Munenori’s The Book of Family Traditions on the Art of War in The Book of
Five Rings, 127.

32 Archetypes In Japanese Film, 91.

33 Archetypes In Japanese Film, 94.
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characterized mainly by her personification of the Buddhist virtue of passivity,34
and Kaoru is anything but passive. The other characteristic of the All-Suffering
Female is being the love interest of the Weak Male, a character eventually done in
because of the weakness caused by his love for the woman. There is no such
character in Kenshin. Although it can be seen that Kaoru does suffer in some ways,
and is the love interest of Kenshin, who is certainly not a Weak Male neither of the
characters are weakened by this love. In fact, both are strengthened by it. This goes
against the Confucian system3> and is a marvellous parallel of the rapidly
Westernizing times in which the story is based.

Kaoru, does however fit the later definition of suffering as the “virtue of
endurance... because it maintains the status quo”3¢. She endures through many
hardships along side her everyday struggles. She endures the embarrassment of her
school and her students leaving. She endures the changing times and, most
importantly, she endures pain in order to become stronger. All of this works in
maintaining the status quo of her own world, if not in maintaining the overall
balance of the society in which she lives. With this strength, Kaoru exhibits parts of
the modern archetype of the Earthy Woman. The Earthy Woman can make good on
her own. She works and can even support others.37 Like the Earthy Woman Kaoru
literally fights for what she believes, and like the Earthy Woman Kaoru has
compassion for others, even when wronged by them. However, Kaoru stays on the

innocent side of this archetype and is never dragged into the dirty, sexual part

34 Archetypes In Japanese Film, 118.
35 Archetypes In Japanese Film, 122-123.
36 Archetypes In Japanese Film, 133.
37 Archetypes In Japanese Film, 195.
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where all that is wrong with society is satirized. Although in presenting Kaoru’s
character the ills of society are seen, they are not directly related to her as they
would be related to the Earthy Woman.

The archetypes presented in Japanese film are interesting, and in some ways
can be applied to the characters in the Kenshin film. However, the ways that the
characters in the film both fit and don’t fit the archetypes, and the way that they
seem to be a mish-mash of the old and new archetypes is what really makes them
interesting. Although I chose only to discuss Kenshin and Kaoru, the archetypes that
they fit into, or evade, as well as other archetypes portrayed in Japanese film can be
applied to the other characters in the film as well. Especially to Saitou, Jin-e and
Megumi. However the point of this was not to delve too deep into the world of
archetypes, but to discuss those that characterized the two people that the film is
really about. In doing so I hope to have established an understanding of these two

characters to be carried in the mind while continuing with the reading of my study.

Scripts

Here I would like to present the scripts, for quick reference when reading the
following pages. This is what the characters are saying, in Japanese, followed by a
Romanization of the Japanese characters for ease of reading. As | wrote out the lines,
[ broke them up at natural points so it would feel as if the lines were really being
spoken. These are provided simply as an easy-access reference to see where in the

film or scene something is located while reading the body of this work. The English
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versions of the scripts are included as the stylized translation intended for subtitles;
however they are not presented as if broken up for placement in subtitles.
Additionally, there are no periods in actual subtitles, but here periods are included
for ease of reading. The English is presented in the same way as the Japanese titles,
at the natural breaking points, for ease of reading. For a visual of the translation
process, please refer to Appendices 1.1, 1.2 and 9, where the different stages of

transcription and translation can be seen.

Scene 1-R|LDT—r BEPURF OB, HHE D H - BILRAR
Scene 1 — Kenshin’ s scene — The final day of the Battle of Toba-
Fushimi, Keiou Era

TEXT 426 @ WM+ HAKAK] O#)EH imakara hyakuyonjuunen mae
“bakumatsu” no douranki
CANET OB TIF ] EMEXN DR N ETS “Hitokiri Battousai” to

yobareru ansatsusha ga iru da

BIFIROMICE D HEAZE L OEROmME, M Lmfs b AL
BILH 47 toubakuha no inochi ni yori kyoto wo anyaku shi sono shura no
gotoki, tsuyosa to reitetsusa kara hitobito ni okorerareta

BRI K T B Ok =4 toki wa tenkawakeme no boshin sensou

— JNEANSINGE—H ZE SN R O L senhappyakuroku juuhachinen
ichigatsu Kyoto Toba—-Fushimi no yama naka

MAN W=7 ! #8877 ! Ttazo! Shinsengumi da!

SAITOU ABIF Y #7175, ¥ =72 ?2Hitokiri Battousai, doko da?
EZlZuA ?2Doko ni iru?

MAN  Er#EfH — &K B5E 75— ! Shinsengumi san—ban taichou Saitou Hajime!
%% ! Taichou!

SAITOU 5B 77, ¥ JJ# shoubu da, Battousai

MAN & DOFlfE U %> ! nishiki no mihata jya!
fEREODOBF| L <% ! sacchou-gun no shouri jya!
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KENSHIN 37=7>? 3 LWERG2S, X°o & Kita ka? Atarashii jidai ga, vatto

SAITOU FEATHRIIF N THRDOVIZEE I R, 7o 2 hoFiTEDA 9 & bl
(X RN, DIAMETZ HITE I 72\ Himura Battousai kore de

owarida to omouna yo. Tatoe yo no naka wa kawarou domo, ken ni iki, Kken
ni shinu igai oretachi ni michi wanai

JIN-E 7277 Naze da
IR A A X -7~ Naze ore wo iki nokotta
722D JIZ A A#TY $J]&5 D Nan da kono katana wa... Kore

ga Hitokiri Battousai no

Scene 2-END I — - HFTEH - HIEEA

Scene 2 - Kaoru’ s scene - Meeting on the bridge - Meiji Era

KAORU xab o7, X 2~, =% > Neko—chan da. Neko—, nyan

5 ko & Chotto

HHRIW ! BEIDNKTIFH? Machinasai! Omae ga Battousai ka?

A D BT, MARIELIROL 255> TS %2 < 7> Nan no mokuteki
de,
kamiya—kasshin—ryuu no na wo katatte akuji wo hataraku ka

BHIO X O RPN DNBR0T, o o KDL A ATE LT Onae no
you na me ga iru kara chichi wa'-+ Chichi ga nokoshita kamiya-kasshin-—
ryuu wa

JIN-E BRIORXENE 9 L7 L Omae no chichi-oya ga doushita to

KAORU A% AT RIZFHRNTW 2, UJH5DTiERW, BFTOTIEIRWAEZ, A
A4 %A Hito wo seikasu ken wo toiteita. Kiru no dewanai korosu no
dewanai hito wo, hito wo seikasu ken wo

JIN-E RJJTL b ZDOH THEIZN. BRI D & 1% Bokutou de shikamo onna no

mi de ore ni tachimukau to wa
KAORU 72 F 4L ! Damare!
JIN-E ZARBYI TN TE S 2 MEHROTCIOIFEXLZY,. HOMTIEN

Konna boukire de nani ga dekiru? Chi wo abite kono tou wa ikirumono, ano
yo de satore
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Scene 3-EZBDOI — - ETELLL 2NWE

Scene 3 - Sanosuke’ s scene - Jail ain’ t so bad

TEXT & Aku

SAITOU +FED %, RKiEV BRI, ALSVZ7, A%, Juuji kizu
no otoko yahari omae ga. Hisashiburi da na Hitokiri Battousai

BPRAEOEANLK, & 9 +4H127 575 Toba—Fushimi no tatakai
irai, mou juunen ni naru kara

NS D, o o Hanashi ga aru---

Hi A Dero

SANOSUKE A#ff 0 $J1377 % 9 Hitokiri Battousai darou
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Scene 4-RILLxxt FE - FE & EDERUD
Scene 4 - Kenshin vs. Jin—e - A battle of death and change

JIN-E B EDTL 727, b, o126l BETZ NEIZTUTHEIIF
13%%% Me ga sameta you da na. Maa, sou niramu na omae wo hitojishi ni
sureba Battousai wa okoru

B AW AEFEDONTVICEBEREOLE % lkari wo me wo ounen no
Hitokiri ni tachi modoraseru

FAFEABTE LD X D72 Sorosoro odemashi no you da
KAORU #l|.(» Kenshin
JIN-E &> T 57 Okotteru na

KENSHIN FE E D& R X IAATLEREE ZNEHIETE 0o T2 H &7 Kaoru-

dono wo makikonda kisama to sore wo soshi dekinakatta ore jishin ni na
KAORU #l|.(» Kenshin

JIN-E \WWW\F, ¥ JJ& 1i zo, Battousai
v, BiL ! Okore, okore!

KENSHIN ZE & @ ! Kaoru—dono!
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JIN-E Z A7) e FE 5 D> Sonna tou de ore ga koroseru ka
KAORU #J.C» ! Kenshin!

JIN-E HH )£ TH DR ATZHKaisha tou made yomenanda ka
KAORU #I.L» ! Kenshin!

JIN-E £~ B0k IIF ICiTmE < &id7e v Mada dana~, mada

omae wa mukashi no Battousai niwa douku oyobanai
KENSHIN # & @ ! Kaoru—dono!

JIN-E DO — FZFRDITIT 7=, iE THE T 5 FEE 27 Shin—no—ippo wo
tsuyome ni kaketa, hai made mahisuru teido ni na
o TH WUV 45 Motte seizei ni—fun

KENSHIN A ! Jin—e!

JIN-E BFfEA3 72 % Jikan ga nai zo
SWVWEWHETRHITE X2, Wi 7272 litai koto wa ken de ie, sasuga da
na

KENSHIN iy 231 F LT i, EBE DI ITFT 720D —JF % fE 1S Inochi ga
hoshikereba, Kaoru—dono ni kaketa Shin—no—ippo wo toke

JIN-E 12138 5T A, FEIZ O —2 BT TS 2% L TRk ET-
B X A 7D Ore ni wa mou token, houhou wa futastu ni hitotsu jiriki de
toku ka jutsusha wo koroshite kenki wo tachikiru ka

KENSHIN 72 50X ! Naraba!
JIN-E BE&7-. #ERT$JIF% Shoubu da, Himura Battousai

KENSHIN O 0 727 L TR 6> TZ U ! Asobi owari da koroshite-
yaru kara kakate koi!

JIN-E 21k TIFDOMNE 2 1372? Kore ga Battousai no kamae ka na?
KENSHIN 7R R AERIE Sk T3k W EEPT Hiten-Mitsurugu-Ryuu battoujutsu Souryuusen
MoOREEE G ET->T2, ZILTBRIORIOMITHKbD-72, LTI

THEOEE Hiji no kansetsu wo kudaki suji wo tatta. Kore de omae no ken
no inochi wa owattasoshite, kore de iki no ne mo
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EEORSFAHT-D, IS —EAHT YIRS Kaoru—dono wo mamoru tame,

ore wa ima ichidou Hitokiri ni modoru
JIN-E ¢t Korose

KENSHIN 4t#2 Shine

KAORU #®l].L>, 2T ! Kenshin, yamete!
JIN-E fi£ & 273 o 7~ Toki yagatta
KENSHIN # & @ Kaoru—dono

KAORU AHf YV IZR 572U C, Hitokiri ni modoranai de

72, &% L7250 Dame, koroshitara

F LB @l Koroshicha dame Kenshin

HIRTN, LT LESTADTEDITHRT=NEFE T, BiFT- AD7=diz
ANZH) 57 < T% Anata ga, koroshiteshimatta hito no tame ni anata ga
ima made, tasuketa hito no tame ni hito wo kiranakutemo

BT 2FETEXLZ20NHRT=00, RILDNHEfELEH LWt ¢
L X Dareka tasukeru koto wo dekiru sore ga, anata ga, Kenshinga mezashita
atarashii yo no naka deshyo

KENSHIN # &' @ Kaoru—dono
JIN-E 55 201 5 F~ $JJF Kecchaku wo tsukeru zo, Battousai

KENSHIN % 5 k¥, EFLMEZ LB LIZFEKIZIT I 5 A M