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«SILENT STRANGER 2=

Lo straniero di silenzio (1969 - Released 1974)
Directed by Luigi Vanzi +~1
Countries: [taly, USA, Jaran

A.K.A.:
The Stranger in Japran
Samurai on a Horse
Horseman and the Samurai
The Stranger Takes All
The Stranger (Il

Cast:

Screenplay: Vincenzo Cerami Giancario Ferrando,
Llovd Battista, Tony Anthony

Cinematography: Mario Capriotti
Music: Stelvio Cieriani

Producers: allen Kiein, Tony Anthony, »
Roberto nfascelli

Open Matte - Runtime 90min
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- nen kann such gar nichts mehr schief-
getien. Da ist einmal der Hollander”.
der seine Offiziersvergangenheit nich
verleugnen kann, dann S ., ein
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“Red Sun” 1s a decent slightly dull recital of old
pieties not very greatly altered by their new dress. As
the director, Young has the taste and the good sense
not to fight the genre. But I don't see that he has had
the inclination to discover in that genre anything very
meaningful for himself. The result 1s a stringing
together of formula devices, often pleasant for S or

10 minutes at a time ultimately an empty exercise.
[Roger Greenspun, ‘Screen: Routine Western’ The New York Times, (10 June, 1972)]
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‘Attempts by directors of westerns to make use of the
samurai genre result in an interesting clash of cultures. The
British Terence Young in Red Sun, as an interesting sidelight,
deals most directly with the i1dea of the samurail 1n a western
setting, but fails completely to deal with the samurai as
anything but a cliché. The condescension displayed toward
the samurai, who 1s viewed as some kind of simple-minded,
determined and honorable man in tune with nature, 1s very
much akin to the early 1960°s “enlightened,” but unfeeling

treatment of Blacks and Indians.’
[Stuart M. Kaminsky, ‘The Samurai Film and the Western’ Journal of Popular Film 1(1972), 312-324 (p. 316).]
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b ~ WESTERNS

i AT THE "
CROSSROADS

STUDIES IN RELOCATION,
TRANSITION AND APPROPRIATION

EDITED BY

AUSTIN FISHER g
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Beyond the Frontier
New Western Movies
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NEW WORLD

.‘\h

i THE MIDDLE
AGES IN THE
AMERICAN
GULTURAL
IMAGINARY

ina Global Age

Edited by Angela Jane Weisl
and Robert Squillace
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[ &)@ ] bushido1: & & BT
Kuroda:

“Samurai life 1s service. Code Bushido says, be
strong, have courage, sacrifice yourself for
your master. My father was samurai, his father,

his, his, his... 400 years, all died fighting.
There’s great honour 1n my family.”

[Link:

“Yeah, well, these days, a lot of people have
peculiar 1deas. Don’t need strain yourself.”
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IL N'Y A PAS DE PLUS
PROFONDE SOLITUDE QUE
CELLE DU SAMOURAI SI
CE N'EST CELLE D'UN
TIGRE DANS LA JUNGLE...

PEUT-ETRE...

LE BU!SHIDO
(LE LIVRE DES SAMOURAI

19
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‘It 1s often said that in understanding the samurai
~ film apFropriatel the bushido (the samurai’s
= 1 code of honour), which 1its 1mplications of
' B Confucianism, Shinto and Buddhism, 1s necessary.
o Marqg important elements of bushido, like the

weee - Significance of death, the samurai’s duty to his
| master, and the behaviour in duels, are of course
. relevant for some films, but many films integrate
these elements into the narration or even leave them
out, so that audiences all over the world can
understand the essence of the central conflict and
why the protagonists act as they do. This has to do
with the use of archetypes that were known
worldwide 1n the 1960s.’

[Thomas Klein, ‘7 Bounty Hunters, Yakuzas and Ronins: Intercultural Transformations between the Italian Western and the Japanese Swordfight Film in the
1960s’ in Spaghetti Westerns at the Crossroads: Studies in Relocation, Transition and Appropriation, ed. By Austin Fisher, (Oxford, 2016), pp. 147-165 (p. 150)]

. WESTERNS
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Kuroda:

“C.oale”bushido ... Man with big stomach is man with small
mind.

Link:

“Oh, 1s that so?”
Kuroda:

“You have one more.”
Link:

“I intend. And one more, Maria. What's it called Bushido say
about something like that” [s he gonna handle 1t?”

Kuroda:
“Come.”
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—— s ‘However, the Western was one Hollywood
T cenre that was generally reluctant to take
3 advantage of these opportunities to represent
sanr—ae e the ‘Other’ in new or progressive ways. In fact,
i ﬁ‘ for much of the 1960s the Hollywood Western
\, URO o strictly conformed to its reputation for
- s '

P urveying racist and sexist discourses: its
A ndians regressed to beinig wild faceless
£ WESTERN ' savages, only a handful o
| o covor, characters appeared and interesting female

=
e
£

NY31Sam-0una

major black

o
+ I

RN characters were In noticeably short supply
| too.

[Lee Brou%hton, The Euro-Western Reframing Gender, Race and the 'Other’
in Film (Bloomsbury, 2020), p. 10]
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Link:

“Come back. Christina.”
Kuroda:

“We must move on.”

Link:

“What the hell are you talking about, and
leave her with those.... Bushido....”
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The cultural mobility expressed in the film thus
incorporates the American genre of the Western
into samurai film conventions just as its content
suggests the productive integration of Western
economic processes mnto domestic social structures for
a beneficial reformation of cultural values which
can be simultaneously wistful for the past. Western
influence 1s thus negotiated on two levels as a form of
adaﬁtatlon, which 1s founded on the flexibility and
mobility of Japanese and American cultures.

[Martin Holtz, ‘The Western as a Genre of Cultural Mobility’ Humanities, 13(1), 7(2024), 1-12(p. 4).]
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