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“| prefer the most unfair peace to the most righteous war.”
—Lord Byron, Childe Harold (canto IV, line 177)

“Nothing is as good as peace, and nothing so frightening as war.”
—Nagai Kafti, Danchétei nichijo (Danchétei Diary), 20 August 1945
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PREFACE

The Japanese government of the 1930s was not the first to use the media to motivate
and manipulate the citizenry in a time of national emergency. Nor was a streamlined,
centralized modern state a Japanese invention, but in the years immediately preceding
World War 11, the Japanese Imperial State did achieve a degree of fusion of government,
military, economy, and media, as well as the mobilization of the citizenry, rivaling
that of the Soviet Union and Nazi Germany. Of course, the rule among all nations that
fought World War Il, including Great Britain and the United States, was the unity of the
citizens and the war effort. In Japan, from the early 1930s, and particularly from 1941,
this concentration of power and mobilization of society toward a single goal—total,
permanent war—required an epic narrative, highlighting the positive results of the
people’s efforts and spiritually mobilizing them to make the necessary sacrifices for
nation and emperor. The function of the media within the mass culture of a modern
society at war is to produce images and texts orienting citizens within the national cause
as participants in a glorious history-in-progress, one whose goals are lofty (in the case
of Japan, freeing Asia from the grip of rapacious European colonial rulers and fulfilling
the “destiny” of the Yamato race and their ancient imperial tradition) and above all
else, one that leads ineluctably to victory. For the media to play the role of narrator of
a national mission requires unity and coordination among the media, the government,
and the military. When this dynamic is operating properly, a juggernaut of dazzling
illustrations and inspiring stories bring together the home front and the battle front in
a glorious and triumphant synthesis.

In the United States, World War 11 is still referred to as “the good war,” although
at the time it was often described as a crusade to save democracy. In Japan, too,
the media gave several titles to this epic tale of conflict. From 1937 through 1940,
this struggle was usually called “the China Incident, A Holy War,” and in 1940 and
1941, “the Greater East Asian Co-Prosperity Sphere” or “Developing (or alternately,
Constructing) Asia.” In December 1941, this tale of national greatness evolved
dramatically, and was anointed with an appropriately grand title: “the Great East Asia
War.” The shorthand for these titles was simply “Certain Victory” (Hissho), the epic
tale this book recounts through eight hundred images selected from over fifty thousand
pages in two thousand five hundred Japanese publications, predominantly photodigests
and newspapers published in Japan between 1937 and 1945. | have spent nearly twenty
years amassing and researching these materials.

Xi



xii PREFACE

This book borrows analytical tools, more commonly applied to serially published
novels, to deconstruct Japan’s narrative of “Certain Victory.” The rationale for doing
so is found in the many parallels between the writerly practice of the archetypical serial
novel and the method of producing weekly photodigests in wartime Japan: in both
cases, the creator assumes an authoritative, omniscient stance toward the narrative,
which traces a plot through its development and denouement. The story is uniquely
the work of its author, who maintains close creative control over it. In other words, there
was only one source for the story of the war’s progress conveyed to the Japanese people.
The corporate author of “Certain Victory” was the Cabinet Information Bureau (CIB),
a branch of the Japanese government responsible for disseminating war information
and serving as guardian of the imaging war on the home front, as well as supervisor
and censor of the private media.

The multitude of Japanese citizens who voraciously consumed “Certain Victory”
read it as enthusiastically as the devotee of the serialized social or adventure novel,
because its pages reflected their ambitions and reconfirmed their values. Thus the
literary analogy is further supported by parallels in readerly practice. As antagonists,
protagonists, and scenes change through the process of a novel’s creation and
serialization, readers accordingly revise their interpretive strategies and refine theories
of the resolution of the tensions presented in the narrative. The final resolution, that
is, the end of the story, while presumed to be known only to the author, is constantly
foreshadowed in the work. Indeed, the many elements of “Certain Victory,” a massive
bildungsroman in which Japanese society would evolve under the nurturing influence
of a centralized, all-powerful state, and eventually meet the challenges to its becoming a
master race, were all arranged as indications—signifiers—of the certain victory to come.
Many of the idioms of “Certain Victory” are specific to Japan, but the master narrative
at work—the assumption of racial or national invincibility and moral superiority—is as
common to all nations engaging in modern warfare as is the hackneyed “happily ever
after” that ends so many potboilers. Of course, this plot would lack dramatic tension,
and not hold the audience’s interest, if it lacked elements suggesting a counter-narrative
with a completely different outcome. Simply put, the possibility that the war would end
in failure was a constant subtext in “Certain Victory,” one that gained momentum as
the war progressed and the initial victories that extended Japanese power throughout
the Asia Pacific region in early 1942 turned into a cascade of massive defeats leading
from the colonies back to the home front.

My hope is that in deconstructing the CIB’s mediation of the war, its re-presentation
of a distant reality through the media products of intricately structured and polished
texts and carefully crafted photographs and artwork, readers will find a comparative
framework through which to analyze how other national medias have narrated other
wars, not least those of the United States in World War 1l, Korea, Vietnam, Iraq, and
particularly the global War on Terror being scripted by the Pentagon and disseminated
through the US media as this book goes to press. The Great East Asia War and the
War on Terror may not be morally or strategically analogous, but each should be read
as a serialized novelistic narrative of triumph, carefully controlled and mediated by a
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corporate author who seeks to assume sole authority through the combination of military
and government power and tight control over the media’s dissemination of information
regarding the conflict. While the military failure of Japan’s quest for an Asian empire
has been thoroughly scrutinized by historians, the media narrative of national triumph
preceding and enabling the mass mobilization of Japanese society has received scant
attention. The exact point at which Japan’s remarkably resilient narrative disintegrated
will be of particular interest to readers watching the US media’s handling of the Iraq
war and the War on Terror.

Each chapter of this book presents a story of its own. The first six chapters present a
diachronic cross-section of the mobilization of Japanese society (especially in the years
just prior to Pearl Harbor), borrowing the wartime model of the nation as one family
under the emperor. These chapters establish the most immediate context in which
to understand the media’s presentation of the war against the Western powers. The
last six chapters form a loose chronology of the Great East Asia War, from Pearl
Harbor to Hiroshima and Nagasaki. My hope is that collectively, these overlapping and
interconnecting chapters accomplish three things: First, deconstruct the contemporaneous
official narrative of the denouement of Great East Asia War; second, identify iconic and
ordinary images and thereby capture the “look” and “feel” of the war, demonstrating
that wartime cultural production is anything but anomalous and establishing its rightful
place within the larger context of twentieth century Japanese mass popular culture and the
international wars that shaped the era; and third, provide a catalogue of primary resources
in English translation for students, scholars, and everyone interested in the intersection
of media, government, and war in mid-twentieth century Japan.

The selections include visual representations of every major aspect of World War 11
as presented to the Japanese home front. Admittedly, some topics have received rather
short shrift. The Sino-Japanese War of 1937-1945 warrants an entire volume of its own.
Due to space restrictions, it is treated as the prelude to the Great East Asia War, as it
was so deemed by the government in 1941. Japan’s Axis partnership could have filled a
chapter, although Japanese media images relating to the Axis are heavily concentrated
upon the months surrounding the conclusion of the Tripartite Treaty in October 1940.
Once Germany was at war with the Soviet Union and Japan had its own war in the
Pacific, the Nazis and Fascists quickly faded from the popular press. The absence of
civilian men in the cross-section of Japanese society is deliberate. In the Japanese
wartime media, men not in military service became nearly invisible.

This is not a history of the wartime media (which also included film, radio, and
juvenile publications and textbooks) or of the wartime print media. Indeed, this book is
not a history at all—it is intended to convey the wartime Japanese media’s presentation
of contemporary events, rather than to provide a comprehensive account or assessment
of those events. It seeks to convey the logic and the content of Japan’s “Certain Victory”
as dissembled by the CIB, especially its visual representations. In a few instances, |
have noted where the narrative of “Certain Victory” strays from the accepted historical
record of the war. In general, however, | take for granted that the account of the war
presented here is, by the nature of its creation, impossibly optimistic and at times
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radically distorted, and | encourage readers to do the same while trying to see the war
through the eyes of contemporary Japanese.

The images herein deal primarily with the Japanese home front and the mobilization
of the citizens. Nevertheless, this book, by definition, must leave unanswered some
of the largest questions it raises, especially regarding public reception of the narrative of
“Certain Victory” and the degree to which citizens willingly participated in the war effort.
While “Certain Victory” was created and packaged by a large crew of photographers,
writers, graphic artists, and illustrators, its pro-government bias precluded individual
expression. “Certain Victory” provides one context in which to read, with greater
appreciation and deeper understanding, personal narratives of the war written by
Japanese who experienced it firsthand.

The CIB occasionally described its work (as well as the work of its bureaucratic
counterparts in China, Nazi Germany, the United States, and elsewhere) as “propaganda”
(senden), meaning the propagation among the citizenry of pro-government attitudes and
actions in the pursuit of war and empire. Since the nuance of this word is so pejorative
today, | avoid it in my analysis and discussion of “Certain Victory,” allowing the
graphics and text to speak for themselves.

A few bibliographical details need to be noted here. This book consciously imitates
the layout of the CIB photodigest Photographic Weekly Report (PWR), the single most
influential and authoritative of Japan’s wartime news journals. As with most prewar
Japanese publications, this magazine opens from right to left, and two-page spreads read
sequentially from right to left. The Japanese layout of photographs and captions has
been preserved in many cases, which will initially be counterintuitive for most Western
readers. The variations in the citations of periodicals reflect stylistic changes over the
course of time. For instance, PWR did not assign page numbers to its front cover and
inside front cover when it was initially published, but when it abolished advertisements
in 1941, it began numbering its front cover as its first page. All captions and news
articles cited in this book are my own translations from Japanese, unless otherwise
noted. Japanese names appear in Japanese order, with family name first, except where an
author’s name is cited exactly as it appeared in an English-language publication.

This is a selection of wartime images scanned from original wartime publications
from my private collection, not a selection of artifacts per se. Although I have tried
to capture the flavor of wartime publications, | felt it appropriate to remove minor
imperfections (dust, specks of ink blotting, or loss) from the scanned images, insofar as
the demands of this book’s format could not preserve the original scale or color of the
images. Flaws in the photographs themselves or flaws in the printing process affecting
the entire print run were left intact.

Finally, there is the matter of the people who populate this book, Certain Victory.
I would like to offer my assurances to everyone pictured here—as well as to their
families, their descendants, and their loved ones—that | have the highest respect for their
experiences, their suffering, and their loss. If this book provides even a small measure of
nourishment to humanity’s desire to end war, then may that provide comfort to the men,
women, and children pictured in these pages, both the living and the dead.
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INTRODUCTION:
A PICTURE WORTH A THOUSAND ARGUMENTS

In wartime Japan, an unprecedented event
took place on 28 March 1945: a photograph
of the Showa Emperor (better known in
the West by his princely name, Hirohito)
was printed in a magazine as an enormous
centerfold. The emperor had hitherto been
shown only in formal settings. With the
exception of the austere official portrait
(Chapter 1, figure 3)—a portrait intended for
display in schools, offices, and homes—he
was usually shown from a respectful distance
at some state function. The emperor was
the highest authority in the land and the
commander-in-chief of the armed forces. The
putative descendant of the Sun Goddess and
titular head of State Shinto, he was revered
as a living god (arahitogami) by his sub-
jects. His closely guarded media image
presented him residing in a flawless world
of purity, calm, refinement, and order. This
23%-by-16% inch poster-size centerfold
shows him impeccably attired in full military
dress with polished riding boots and riding
crop, striding ahead of his advisers and
generals (figure 2). He was not at the head
of a victory parade, however. Instead, he
was conducting a review, not of military
might, but of the massive war damage in a
neighborhood inhabited by working-class
commoners. Indeed, the site had been littered
with thousands of their twisted, blackened

1

i

1. Present-Day Japan, Coronation Number,
English Language Supplement of the Osaka Asahi
and the Tokyo Asahi, 1928. Frontispiece. The
caption reads, in English, “His Imperial Majesty
the Emperor of Japan in the Garments He Will
Wear at the Coronation. Painted by the prominent
artist, Eisaku Wada.”
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2. Photographic Weekly Report 364-365, 28 March 1945, pp. 4-5.

corpses just days before and hence was unfit to receive this living god, since in Shinto
belief the dead were viewed as unclean and defiling. The photograph was taken at the
Tomioka Hachiman Shrine in Fukagawa, an industrial district in southeast Tokyo. The
caption described the event: “His August Majesty, in a show of great benevolence,
condescended to bestow the auspicious honor of an hour-long imperial visit upon
war-ravaged neighborhoods hit by an air raid on 10 March.” History would later dub
this “the Great Tokyo Air Raid.”

This frequently reprinted photograph has become one of the emblematic images
of World War 11, appearing in books and films about the war six decades later. But
unlike the 1938 Japanese flag-raising in the Chinese capital of Nanjing (figure 33 in
Chapter 3) and the 1945 American flag-raising on Mount Suribachi, Iwo Jima (a staged
photograph, we now know) or a major victory, like the British surrender of Singapore
in 1942 (figure 37 in Chapter 7) or MacArthur wading ashore in his promised return to
the Philippines in 1944, it is not celebratory. There are many “real-time” spontaneous
World War 1l photographs that capture a turning point in the war, a decisive moment
when the course of world history changed—Stalin’s laughing face at Yalta, the mushroom
cloud above Hiroshima. But this is not one of those photographs. The caption (and,
indeed, the internal evidence of the photograph) tells us that it was taken eight days after
the Great Tokyo Air Raid, and five months before the Japanese surrender.
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What, then, accounts for the photograph’s enduring appeal, and how should we assign
meaning to it? Knowing that the Imperial Household Ministry carefully orchestrated
the emperor’s movements and closely guarded his privacy and his public image, can
we discern in his facial expression compassion, anger, shock, or despair? Does he tread
heavily or step lightly through the clutter of debris in what was, just days before, a
bustling corner of Tokyo? Could this photograph convey the emperor’s sympathy for
his people, even show that he was as human and vulnerable as they were? Or was the
opposite true: did this picture show that this god-emperor was so far removed from
the reality of the war and had so little regard for his subjects that he was unfazed as he
strode through the devastation? Was the photograph published as proof that the emperor
himself was unhurt in the air raid?

Unfortunately, no first-hand observations about either the emperor’s visit to Fukagawa
or the taking of this photograph have come to light. The photographer is uncredited and
the genesis of the photograph is shrouded in secrecy. We do know that this photograph
was officially released to the press by the Cabinet Information Bureau (CIB), which
coordinated and monitored all information during the war, and which reproduced it in
the government’s official weekly newsmagazine, Photographic Weekly Report ([PWR],
Shashin shizha, which the CIB edited).

The CIB’s stated purpose in disseminating this photograph was to exhort people to do
even more for the war effort. The short article accompanying the photograph concluded
with an appeal to “repay the emperor’s extreme kindness in showing deep concern for
his subjects with a firm spiritual resolve to make every effort to shoot the despicable
enemy and thereby protect this Land of the Gods.” We wonder, though, whether this
stated objective was achieved. Did the average reader who saw this photograph and read
this article determine to work harder to win the war, to achieve the stated objective of
the imaging war: the ultimate, final victory?

Like Nazi Germany’s Propaganda Ministry and the United States Office of War
Information, the CIB was an agency whose very business was drumming up morale and
convincing people that the war was good and right and, above all else, winnable. War,
after all, had to be “sold” to the people and they had to “buy” it, and this commaodification
of violence is equally true today. In modern society, this consumption of war is facilitated
by imagery and image, that is, by an imaging war that is fought before and during a
military engagement, and sometimes long after it ends.

World War 11 was the age of the still photograph, although the use of the photograph
to sway public opinion in wartime can be dated to the Crimean War of 1854-1856.1
Photographs dominate this book because they were the single most influential medium
of the wartime press in Japan, as they were everywhere during the war. As a means of
communication, the photograph served well because of its familiarity as a popular form,
its interpretive immediacy, and its seemingly transparent verisimilitude; it also
functioned effectively as image because it could be easily manipulated, readily
disseminated, and potently persuasive. Perhaps most importantly, the camera was a
modern, Western machine that, when placed in Japanese hands, produced pictures
conveying a Japanese ethos.
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3. PWR 97, 3 January 1940, pp. 40-41. (Page 40 is on the right, page 41 on the left.) “If Big Things Were
Small, and Small Things Weren't Small.” A set of photomontages by Senba Toru reverses the natural order,
suggesting psychological truths: (top right) a dog appears to be master to his keeper, (bottom right) bicyclists
climb the side of a smokestack in defiance of gravity, (top left) baby feeds grandmother, (bottom left) tiny
people push aluminum one sen coins out of change purse. Given the aims of the Japanese government and
the purpose of PWR, these photographs are surprising for their candor regarding the manipulability of the
photographic medium and the subversive potential of their messages.

Photographic truths are hardly limited to documentation; the medium may arrive at
an aesthetic truth or a psychological truth. Even PWR allowed such possibilities in a rare
moment of levity, as seen in figure 3. This curious set of whimsical, surreal photographs
by famed modernist photographer Senba Toru, included in PWR’s New Year’s 1940
issue, reversed the usual rules and relations of objects, suggesting psychological truths.
This experiment in reality-defying photomontage was never repeated in PWR.

As documentation, that is, as photojournalism, the photograph tells many truths,
but is also open to the manipulation of the photographer and the editor, such that it
may generate many interpretations, even conflicting ones, among different viewers
in different times and places. We have good reason today, with hindsight, to dismiss
as mere “propaganda” the official explanation of the photograph of the emperor at
Fukagawa’s war-ravaged Hachiman Shrine: that the emperor’s visit was an expression
of his benevolence, his caring for his subjects. However, when we reject out-of-hand
this contemporary context, the meaning initially assigned by the agency that created,
edited, and disseminated this photograph, then we limit our ability to understand the full
range of Japanese experiences of the war and fail to see the complexities surrounding
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media artifacts. And although at the present moment we may “receive” this photograph
differently, as a document presaging the imminent destruction and defeat of Japan, and
(because we know the outcome) as proof of the foolhardiness of trying to mobilize
people to fight for a lost cause, or even as proof of the emperor’s culpability in the
war—it is well to recall the Japanese people and their reception of this situation in the
spring of 1945. Despite the tremendous destruction and loss of life, the political status
guo was hardly affected by the Great Tokyo Air Raid, and the Japanese government
continued to prosecute the war for several months until the atomic bombings and the
Soviet declaration of war led to surrender. If many Japanese were coming to recognize
the futility of the war, there was very little insubordination.

Returning to the picture of the emperor, we can also analyze it as a photograph.
We immediately notice the composition, which nicely frames the emperor between
denuded tree trunks. The emperor is shown to advantage, squarely placed in the center
foreground, and caught in mid-stride looking straight ahead, with his head held high,
even as the members of his entourage have their eyes cast down at the ground. Surely
the photographer was a seasoned professional. We also notice the contrasting elements
of the picture. This godlike emperor in martial splendor is walking along a bombed-out,
debris-strewn street, his commanders in tow, an act meant to bolster confidence in
Japan’s ultimate victory, even as enemy bombs had carved out a sixteen-square-mile
moonscape in the heart of Japan’s largest city, the Imperial Capital. This irony certainly
conveyed a second message, one that subverted the official “victory” narrative, and we
know from private diaries published after the war that an intelligent, objective reader was
quite capable of reading the impending defeat “between the lines” of the official version
of events, and realizing the necessity to prepare for an uncertain future.

This second, subversive message—that the emperor and the High Command had
failed to protect the people from the devastation of this air raid—appears more plainly
in Asahigraph’s use of the same photograph. Of course, the Asahigraph editors had
wholeheartedly supported the war effort and marveled at Japan’s military achievements
up to this point, and the Asahi News Corporation, like all publishers, had to bow down
before the CIB. Although the Asahigraph article about the emperor’s visit to Fukagawa
is, word-for-word, exactly the official version printed in Photographic Weekly Report, the
placement and use of the photograph is substantially different, enough so to suggest that
the editors deliberately (and at some personal risk to themselves) laid out the story-spread
so that the reader could decipher this second, subversive message.

In Asahigraph, the photograph of the emperor at Fukagawa appeared on page 3 (the
left page) of the publication, taking second place to the fate of air raid survivors on
page 2 (the right page). In newspapers and periodicals, stories about the emperor had
to be given the place of prominence, that is, the upper right corner of the front page
of the newspaper or the first interior page of a magazine (technically, page 3 in the
Asahigraph).? Because the emperor was considered sacred, the page opposite his picture
was left blank in PWR (see figures 2 and 3 in Chapter 1) to prevent ink from soiling his
august visage. When the Asahigraph magazine is closed, however, the dirty faces of
common Japanese (the air raid survivors) rub against the emperor’s face. The Asahigraph
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4. Asahigraph (44:13), Great East Asia War Report 167, 28 March 1945, pp. 2-3.

layout surrounds the photograph of the emperor with his suffering subjects, whose
absence is terribly conspicuous in the PWR layout. The Asahigraph editors all but
point out that the emperor’s benevolent concern for his subjects precludes his coming
into contact with them.

Since the war’s end, this photograph of the emperor surveying the air raid damage
has remained an enigma. “A picture is worth a thousand words,” to quote the hackneyed
adage, and this one is worth a thousand arguments as well, since popular and scholarly
debate about the war, especially surrounding the emperor’s role and responsibility, has
intensified in the sixty years since this photograph was taken. The secrecy cloaking the
emperor before, during, and after the war largely shielded him and his actions from
close scrutiny, thwarting any attempt to establish a definitive interpretation of this
photograph. In the wake of Japan’s defeat, the emperor renounced his divinity and was
reborn as an apolitical “national symbol” of democratic Japan, a mortal man who loved
“chocolate-covered peanuts, Mickey Mouse, baseball, and marine biology” according
to The Human Emperor, a book published in Japan in 1947. The wartime image of
the emperor as military and spiritual leader was quickly consigned to the rubbish
heap of history. A comparison with a very similar photograph will help illuminate
this point.

Consider the celebrated film footage of England’s Queen Mother visiting the
bombed-out areas in and around London during the 1940 blitz. There are some notable
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differences from the picture of the emperor in Fukagawa, in that the Queen Mum was
shown in direct contact with survivors. We note certain remarkable similarities in the
actions recorded and the meaning assigned to them at the time: despite this temporary
setback, “our side” will emerge victorious and our national interest will be protected,
and the highest authority in the land hereby consecrates the people’s sacrifices and
encourages their efforts to that end. Perhaps most striking is the great distance between
the historic resonance of these two photographic artifacts since war’s end. The Queen
Mum was at the center of Blitz commemorations, placing a plague at the rebuilt Coventry
Chapel fifty years after it was bombed. She led nationwide British celebrations of
the fiftieth anniversary of V-E Day, with news commentators replaying the stirring
wartime footage of her.

In stark contrast, the Japanese and their wartime emperor never publicly joined in
marking anniversaries of the war. In 1986, in commemoration of the sixtieth year of
Hirohito’s reign, a discreet memorial stone was erected at the Tomioka Hachiman Shrine
with a poem on its obverse and a message on its reverse: “On the Eighteenth of March
in 1945, in the final stage of the Great East Asia War, His Imperial Majesty the Emperor
toured sections of Tokyo reduced to a charred wasteland by the great air raid, and stopped
here in the grounds of Tomioka Hachiman. The emperor, whose heart was deeply pained
by the brutality of the bombing campaign, afterward issued His Imperial rescript to end
the war. On the obverse of this stone is the poem he wrote at that time. It is carved here
in praise of and as a lasting tribute to His Imperial virtue by the Tokyo Metropolitan
Committee to Celebrate the Sixtieth Year of His Imperial Majesty’s Reign.”

The images presented in this book constitute a mere fraction of over thirty thousand
pages of contemporary Japanese wartime publications, predominantly periodicals,
collected and examined over the course of two decades of research. Though small, this
selection captures something of the “look” and the “feel” of the Great East Asia War by
viewing it from the perspective of Japanese of the time. The CIB fashioned the image
and set the tone of the war. Indeed, the CIB not only directed, censored, and consolidated
the entire domestic publishing industry, it also produced its own newsweekly magazine,
Photographic Weekly Report, which had a weekly circulation of ninety thousand in 1938,
one hundred seventy thousand in 1940, and five hundred thousand in 1943.3

The CIB’s primary work was “imaging” the war, providing pictures and stories for
the home front that would fire the determination to fight. The CIB shared this goal with
every government agency embroiled in the war, in Japan and elsewhere,* and remarkably
familiar media images were produced on all sides of the conflict. What nation at war
did not have its own version of Gl Joe, Rosie the Riveter, the war-bond selling gamin,
the patriotic schoolgirl donating her cherished doll to a scrap drive, the salt-of-the-earth
Mom and Pop who stoically watch their boy come home in a box? These suggest the
common denominator of the war effort everywhere in World War I1, and such wartime
images from Japan can be matched with images from most or all of the countries engaged
in the war. Every government and mass media used visual “propaganda” to mobilize
support for the war. Some of these parallels will be pointed out, but our focus is on the
Japanese scene and particularly its most distinctive, revealing features.
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5. PWR 100, 24 January 1940, p. 8. The first thirty-six covers of PWR, laid out like a sheet of postage stamps,
with a simple line graph showing the increase, and decrease, in PWR readership between issues 38 and 100.
The actual number of readers is not divulged; with issue 38 representing a unit of one hundred, issue 100 had
a readership of one hundred forty, showing an increase of 40 percent in just over one year. The same issue
contained a similar page (p. 17) of front covers and a bar graph providing a breakdown of PWR’s content
in the first one hundred issues, as follows: emperor and imperial family, 1 percent; China Incident, 16
percent; explanation of national policy, 40 percent; conditions of the [Asian] continent, 11 percent; scientific
information, 6 percent; women and family, 4 percent; overseas information, 13 percent. Such transparency in
government-sponsored journalism underscored the close connection between its production and reception.
The people themselves seemed to welcome having their government tell them what to think.
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In boosting morale, the Japanese wartime media drew upon Japanese traditions:
politics, history, society, culture. The CIB’s selectivity, its determination about what to
show (and what not to show) to the people, reflects the Japanese government’s framing
of social and aesthetic values projected as the nation’s “unique” tradition. Individualism,
selfishness, and decadence—diseases spread by the West—were Japan’s sworn enemies
in the “ideological war.” Self-sacrifice, propriety, and adherence to group norms were the
cure, and in countless articles, the government, through its CIB mouthpiece, explained
and illustrated the virtues of obedience, sincerity, a perfect physique, and spiritual purity.
The “look” of the war was characterized by minimalism and austerity and expressed
graphically through realistic, mimetic art. Wartime chic emphasized the raw, rustic,
unadorned, the native, and the powerful.

The images presented here were designed to propel the home front into experiencing
the war vicariously, to feel it rush through their veins, to put themselves “in the picture.”
Above all, they were offered as photographic proof that the war was an expression of
Japanese values and a means of fulfilling national and racial destiny. This goal never
changed during the war, but the images did evolve. Their evolution is itself a peculiar
narrative, one that consistently trumpets victory, even as it relates military retreats
and devastating air raids, and calls for yet greater sacrifices to be made by the entire
population. By war’s end, much of the population of Japan that had been watching and
supporting a distant overseas war would experience it directly, whether called up to fight
or feeling it ravage their communities, their homes, their families, their lives.

These images of Japan at war present a world utterly alien today, even to the Japanese.
The rapid postwar changes enacted by the Supreme Commander for the Allied Powers in
Japan (SCAP) have already been mentioned. The CIB was dismantled by the occupying
forces within weeks of the war’s end. The SCAP labeled most wartime publications as
contrary to the building of a new Japan and banned many of them. Paper was a precious
commodity during the war and immediately thereafter, and wartime periodicals were
the first to be pulped. Besides, much was lost in the burning of Japanese cities in the
final months of the war, and few Japanese wanted to keep these reminders of defeat, so
wartime periodicals are not common in Japanese libraries.

These images invite readers everywhere to pose a number of unsettling questions: Did
all Japanese believe the misinformation their media fed them? Did other governments
also lie to their people about this and other wars? Why did the Japanese government
lead its own people and other Asian peoples into a maelstrom of death and destruction,
and what parallels exist in other times and places? And what can we all learn about
human nature in general from the experiences of the Japanese people during the war? In
order to posit answers, we begin by retrieving these photographs and illustrations that
formed vital pieces of the imaging war waged on the Japanese home front.

Ultimately, in assigning responsibility to other human beings and their social
institutions, all of us make choices about how we lead our own lives and the social
institutions to which we belong, wittingly or not. In judging these images and the
people who first saw them, we judge ourselves. We live by what we choose to
remember—and to forget.
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Notes

1. In The Indelible Image: Photographs of War, 1846 to the Present (New York: Harry N. Abrams, 1985),
Frances Fralin dates the first war photographs to 1846 daguerreotypes taken during the Mexican-American
War (p. 12) and identifies the first photographs created and designed to influence public opinion regarding
warfare as Roger Fenton’s photographs that served as “photo-documentation to counter reports of inhuman
conditions in the army camps that were being published in the British press, [which] neutralized perceptions
of that conflict, whether in his contemporaries’ eyes or in the eyes of historians” (p. 9).

2. The rule of imperial images appearing on the first inside page of publications was codified in the early
1930s. In the late 1920s, when Japan’s photojournals were still in their infancy (and the CIB had yet to be
formed), no such rule existed. For instance, the 4 January 1928 Asahigraph (10:2) placed two uncredited
photographs of the emperor conducting military reviews on page 27 of a thirty-two page issue, facing
a review of a kabuki production. This New Year’s issue carried a large photograph of a beautiful “Mrs.
Harrison, wife of Mr. Kay Harrison, an English businessman in Tokyo . . . at her home with an exquisitely
beautiful tray-landscape of Mr. Fuji before her.” The same issue printed, on page 30, photographs of Prince
Kuni and his wife at an Osaka skating rink, decked out in stylish Western clothes and ice-skates.

3. Figures cited in Nanba Kaji, “Uchiteshi Yamamu’’: Taiheiyo senso to hokoku no gijutsusha tachi
(Tokyo: Kodansha, 1998), pp. 54-55. The enormous influence wielded by PWR during the war is difficult
to exaggerate. For instance, Kaneko Ryiichi states that since PWR was circulated within Neighborhood
Associations, “its message can be said to have reached every Japanese citizen.” See p. 192 in “Realism
and Propaganda: The Photographer’s Eye Trained on Society,” in Anne Wilkes Tucker, Dana Friis-Hansen,
Kaneko Ryuichi, and Takeba Joe, The History of Japanese Photography (New Haven, CT: Yale University
Press, 2003), pp. 184-194.

4. Paul M. A. Linebarger’s classic study, Psychological Warfare (Washington, D. C.: Infantry Journal,
1948), contains a useful diagram of the CIB and its organization (pp. 184-185). Gregory J. Kasza’s study of
prewar and wartime censorship provides an excellent overview of the CIB’s establishment, evolution, and
operations. See The State and the Mass Media in Japan, 1918-1945, (Berkeley: University of California
Press, 1988), especially pp. 152-153, 157, 174-187, and 219-224.



1. EMPEROR SHOWA

Emperor Showa (usually referred to in the West by
his princely name, Hirohito [1901-1989]) combined
in his person the aura of a head of state, commander-
in-chief, and a living god (that is, a manifest deity,
arahitogami). The degree to which the emperor
himself directed and controlled the government, the
military, and religious faith was shrouded in secrecy
and remains a source of controversy.! His authority
in all matters was, however, beyond question. By
the time his photograph first appeared in PWR,
three generations of Japanese had been taught to
revere the emperor. The Imperial Rescript to Soldiers
and Sailors (1882) and the Imperial Rescript on
Education (1890), documents inspired by simplified
Confucian ethics, emphasized obedience to the
authority of the emperor and his “proxies” in the
military and the government.

The chrysanthemum seal of the imperial house
adorning each sword and rifle carried into battle was
a constant reminder that soldiers and sailors were
agents of imperial will. When troops captured a fort,
a city, or an island, they posed for the inevitable
“banzai” photograph and gave the obligatory cheer
of “Long Live His Majesty the Emperor!” (Tenno
heika banzai!) And the press regularly reported that
these were the final words of those who died in battle.
When a man gave his life in the service, he became a
warrior-god (gunshin) and a nation-protecting deity
(gokokushin) enshrined at Yasukuni Shrine in Tokyo
alongside the spirits of the imperial ancestors. This
practice was inaugurated by Emperor Meiji in 1869
when he founded Yasukuni Shrine in the newly
renamed capital, Tokyo.
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1. PWR 184, 3 September 1941, p. 17.
“Citizens’ Schools and Air Defense.”
The accompanying text says, “We patrol
guards do our utmost to protect the vault
containing the August Image (goshin’ei).
Someday, we will become fine national
defense warriors. A heavy sense of
responsibility swells our breast.” The
chrysanthemum seal is directly above
the vault doors.

The official portraits of the emperor
and empress were usually kept in a small
storehouse (hdanden) in the schoolyard,
built specifically to house them. In the
event of fire or earthquake, the teacher
or person responsible on that day had
to transport them to safety, even at the
risk of his or her own life. The loss or
destruction of the imperial portrait could
resultin dire consequences.? Photograph:
Nakafuji Oshie.
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In Japan, as in China, there was no custom of the emperor’s profile serving as a
symbol of the nation or the government. In Europe, from the time of the Romans down
to the present day, monarchs adorn currency, but the Japanese did not adopt this custom.
Indeed, money was considered vulgar and defiling, and the god-emperor himself never
handled it. The chrysanthemum seal on currency, postage stamps, savings bonds and
other governmental instruments, on the bow of imperial warships, and above the
entranceway to government buildings was emblematic of the emperor. The emperor’s
person was synonymous with Japan, but his face was not. Consequently, although the
entire war was fought in the emperor’s name, and every military and civilian sacrifice

CcE-BAETEN ARCAFEBHORA

2 and 3. PWR 11, 27 April 1938, inside front cover and p. 1.

The first photograph of the emperor to appear in PWR was the formal portrait of him enshrined in government
offices and schools throughout the empire at the time of his enthronement in 1928. It appeared in PWR a
few days before 29 April, a holiday honoring his birthday.® The uniform he wears is that of the sovereign,
largely unchanged since the time of his grandfather, Meiji, and patterned after the mid-nineteenth century
military-inspired imperial dress then in fashion in Europe. The stiff portraiture also owes much to customs
established in Meiji's day. The caption was something of a command: Offer prayers for myriad and unlimited
blessings received through the benevolence of His Majesty.*

The page facing the emperor, the inside front cover (in later issues, numbered page 2), was left blank so
that it would act as a tissue-guard protecting the imperial image. PWR usually left the opposing page blank
whenever it contained a single-page photograph of a member of the imperial family. The magazine’s title
on the cover has bled through this blank page, but has not affected the emperor’s photograph. This portrait
was reprinted for New Year’'s 1939, along with the official portrait of the empress, in PWR 46, 4 January
1939, pp. 2-3. The photographer is unknown.
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was ostensibly made for him, photographs of the emperor in the wartime press were few.
Only thirty-three of 375 issues of PWR (about one of every eleven issues) contained
an image of the emperor. The one hundredth issue of PWR contained a breakdown of
coverage in the magazine up to that time (24 January 1940); only one percent of the
magazine’s coverage was devoted to the emperor and the imperial family.®

The thirty-five different photographs of the emperor within the approximately nine
thousand pages of PWR provide examples of the official presentation of his image to the
people. He appeared four times in 1938 and six times in 1939 (one of these being a repeat
of the “official portrait” [figure 1]). During the same two years, Hitler appeared more
frequently in PWR. In 1940, the emperor appeared seventeen times. Seven photographs
of him were included in PWR 145, the special double issue commemorating the 2,600th
anniversary of the founding of the nation, which centered on the imperial dynasty
and its mythology. (Of these seven, four were repeat images from earlier in the
year.) Photographs of the emperor were scaled back to three in 1941. The following
year, there were six photographs, the same number as in 1939. But in the final three
years of the Great East Asia War, his resplendent form was only pictured in PWR
one time each year.

4. PWR 12, 4 May 1938, p. 1. “His Maj-
esty the Emperor was pleased to attend
the second day of the Grand Festival at
Yasukuni Shrine on 26 April. His Majesty
deeply prayed before the spirits of the
4,533 newly enshrined nation-protecting
deities and ancestor deities.”

His uniform here is that of the official
portrait: sash and cordons, elaborate
ribbed sleeves, shoes and pants, and
doffed shako with pentacle mark. This is
the only contemporaneous photograph of
him in this attire to appear in PWR. At this
time, the all-out war in China (the “China
Incident”) was ten months old and had not
yet been declared a “long-term war” by
Japan’s military leadership.

For the remainder of the war, the
emperor would always appear in what
was evidently the field uniform of the
commander-in-chief, which came in two
colors, khaki for the army (with boots,
jodhpurs, and brimmed military cap), and
white for the navy.

The chrysanthemum seal on the raised
curtain denotes the imperial patronage of
the shrine, which was founded by decree
of Emperor Meiji in 1869. The photograph
is uncredited.
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In the pages of PWR, no individual photographer was ever credited with capturing
the imperial visage. Many of the photographs of the emperor are not credited at all,
even to an agency or ministry. (Of course, PWR often did not credit photographs.) For
those that are credited, the Cabinet Information Bureau (publisher of PWR) and the
Imperial Household Ministry (in the postwar period, the Imperial Household Agency)
were named as photographers. Photographs of the emperor on board navy ships are
credited to the Navy Ministry.

All thirty-five of the photographs of the emperor appearing in PWR (with the
exception of the official portrait, figure 1) show him performing some aspect of his
official duties as head of state, commander-in-chief, or high priest of State Shinto. Of
course, these roles were not strictly segregated, a fact borne out by the emperor’s dress:
in all PWR images of the emperor from mid-May 1938 until the end of the war, he
appears in the uniform of commander-in-chief, even when visiting shrines. He donned
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5. PWR 13, 11 May 1938, pp. 10-11. “Imperial authority shines at Emperor’s Birthday Dress Review of Troops
during the [China] Incident.” The venue is identified as Yoyogi Field, 29 April 1938, the photographer is not.
This is the first of nine photographs of the emperor presiding over military reviews to appear in PWR; such
photographs had appeared before in the press. The imperial colors with the chrysanthemum seal show more
prominently than the emperor astride his white steed White Snow.
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the white naval commander-in-chief uniform for naval inspections. Nearly half of
these thirty-five photographs—seventeen images—are devoted to the emperor’s duties
as commander-in-chief. Nine feature the emperor on horseback at outdoor military
reviews, of which seven were taken at Yoyogi Field, most from an almost identical
distance and vantage point. (Photographs like these had appeared in the press before
the Manchurian Incident and the creation of PWR.) Two picture him conducting naval
reviews, one aboard the battleship Nagato and the other aboard the destroyer Hie. One
shows him saluting a graduating class of military students in the palace plaza, while
another shows him saluting graduates of the Imperial Army Air Force. Two show him
receiving congratulations from the people after important victories. The two most
compelling photographs of the commander-in-chief show him reviewing captured war
booty in 1942 and presiding over the Imperial High Command in 1943.

BENMASE  CEMEES A —

6. PWR 99, 17 January 1940, pp. 10-11. “New Year’s Imperial Army Dress Review. 8 January, at Yoyogi Field.”
The emperor is more clearly visible in this Cabinet Information Office photograph. The layout places the caption
between photographs of the imperial retinue and of the parade of tanks.
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7 and 8. PWR 204, 21 January 1942. The first
photograph of the emperor to appear in PWR
after the outbreak of the Great East Asia War
(bottom, pp. 4-5) showed him as commander-
in-chief presiding over a military review at Yoyogi
Field, Tokyo, the annual New Year’s Military
Review, which fell on the first-month anniversary
of the war. This was the first of six photographs
of the emperor to appear in PWR in 1942.
The separate photograph on page 3 (top)
showed airplanes flying over in formation and
artillery as part of the military review. These two
photographs are uncredited.
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9. PWR 320, 10 May 1944, pp. 4-5. “His Majesty the Commander-in-Chief at the Emperor’s Birthday Dress
Inspection of the Troops, Yoyogi Field.” There is a second white horse in the photograph, but the rider
cannot be clearly seen. The use of a white stallion was reserved for the emperor. This uncredited 16%
-by-23-inch centerfold, as large as a poster, was the only photograph of the emperor to appear in PWR in
1944. No other photographs of the inspection were included, such as that showing artillery and airplanes
in the January 1942 inspection.

None of the nine PWR photographs of the emperor at military reviews place him
in frame with artillery, tanks, or airplanes. When the machinery of war was shown,
it appeared in a separate photograph. (Curiously, a photograph appearing in another
government publication, Domei Tsashin’s Great East Asia Photo Almanac, did. See
figure 9.) The ritual elements of these reviews were codified in Emperor Meiji’s day,
before tanks and airplanes were used in warfare. The emperor was always shown on
horseback or on foot. The emperor’s link to his troops, however, was not through the
machinery of war but through authority received from his mythical ancestors, most
notably the general-emperor Jinmu, subjugator of warring clans and founder of the
Japanese nation, and through the imperial family’s inheriting the shogun’s ethos of
Bushido during the turnover of power known as the Meiji Restoration. As commander-
in-chief, the emperor carried a sword, a weapon resonant with the long tradition of
Japanese warriors dating back to the mythological Jinmu (himself pictured carrying a
sword, one of the three imperial regalia of the Chrysanthemum throne). A machine gun
or a flame-thrower was a more effective weapon in combat, to be sure, but these brutal
modern weapons were not made to be brandished by a god-emperor.
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10 and 11. (top) This photograph of the emperor
reviewing troops in full view of tanks was published
in Great East Asia Photo Almanac, 1942, with the
English caption, “A grand military review was held
on April 29, 1941, in the presence of His Majesty the
Emperor on the occasion of the Emperor’s birthday.”
The publisher, Domei Tsushin, was the official news
agency of the Ministry of Foreign Affairs. The Photo
Almanac printed captions in Japanese, Chinese, and
English, and its intended audience was non-Japanese,
especially in China and Southeast Asia.

(bottom) PWR 226, 24 June 1942, p. 3. On 8 May
1942, the emperor inspected war booty captured
on the southern fronts and brought to the palace
grounds. The text says that “His Majesty has been
deeply satisfied by the many victories of the officers
and troops of the Imperial Forces since the beginning
of the Great East Asia War.” There would be very
few such imperial pronouncements after the first six
months of the war drew to a close. The photograph
identifies the weapon as a British army Vickers 9.4
centimeter (3.7 inch) antiaircraft gun from Singapore.
This is the only photograph of the emperor in PWR
that shows him in frame with modern weaponry. The
same photograph, with different dimensions, appeared
in DOmei Tstshin’s Photo Almanac for 1943 with the
English caption, “His Majesty the Emperor, inspecting
the booty captured on the Southern fronts on May 8,
1942, graciously thought of the men on the fronts.”
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12 and 13. (top) PWR 76, 2 August 1939, pp. 11-12.
“The emperor visits the battleship Nagato, where he
reviewed the maneuvers displayed by our extremely
brave Combined Fleet in the Pacific, where [the
political situation] is heating up. This photograph
was taken aboard the Nagato. [In the center is] the
emperor, and to his left, His Imperial Highness
Prince Chichibu, followed by His Imperial Highness
Prince Takamatsu. Leading them is Admiral Yoshida
[Zengd] of the Combined Fleet.” One of only two PWR
photographs of the emperor at a naval review, it is so
dark that none of the faces are clear in the original
magazine. This uncredited photograph shows the
Taishdo Emperor’s three sons together, the only such
photograph in PWR. The 42,850-ton flagship Nagato
was commissioned in 1920 and refitted in 1934-1936.
It was Admiral Yamamoto’s flagship at Pearl Harbor,
but only saw battle once, at Leyte in 1944, being held
in reserve for the “final battle” for the Japanese Home
Islands. The last active Japanese battleship of the
Pacific War, its final use was in the US Operation
Crossroads nuclear tests at Bikini Atoll, where it sank
on 29 July 1946 after being severely damaged by
an underwater blast.

(bottom) PWR 215, 8 April 1942, p. 3. The emperor
salutes the graduating class of the Army Air Force
Officers’ School on 27 March, where he also watched
a flight drill by graduating students. PWR included no
photographs of either the students or the airplanes.
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At the Imperial High Command, the emperor was shown seated, in front of a screen
covered with gold leaf, his white gloved hands poised in his lap (figures 14 and 15).
The generals and admirals gathered before the emperor showed proper deference: their
uniforms were immaculate, their backs straight, their heads slightly bowed, their gaze
fixed on the table before them. The ritualized scene elevated the emperor on a stage, with
two small stands on either side of him, one for his commander-in-chief’s hat, the other
for his sword. This arrangement invites comparison with that found in many Buddhist

14. PWR 271, 12 May 1943, pp. 4-5. “His Majesty the Commander-in-Chief at the Imperial High Command.”
This Imperial Household Ministry photograph was the only photograph of the emperor to appear in PWR in
1943. The accompanying text says, “In this sixth year since the Imperial High Command was installed inside
the palace, there has been no distinction between night and day, and we are in extreme awe just thinking
that His Majesty’s review of secret strategies inside this camp sometimes extends late into the night. All of
us, from the officers and troops on the front lines to the subjects on the home front, are moved to tears by
His Majesty’s great consideration (omikokoro), and we pray for the long reign of the emperor and greater
prosperity of the imperial family as well as for His Majesty’s mind being eased by our striving toward
complete victory in the Great East Asia War.”
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altars where the main deity is flanked by smaller attendant deities. The emperor and the
emblems of his military authority are set centrally, at the place of honor in the center, in
front of a blinding gold screen. There are resonances here to the central ritual space in
many Japanese homes, the recessed alcove space known as the tokonoma, which may
contain a work of art, a treasured object, and a vase of flowers. In this image of the
Imperial High Command, the generals and admirals each have a stack of papers before
them, while the emperor does not, suggesting that communication was unidirectional,
perhaps taking the form of the emperor’s instructions to them.

15. The photograph in figure 14 was the basis of this painting by Miyamoto Saburd,® “The Supreme
Commander Holds an Audience with the Imperial High Command,” plate 2 in Great East Asia War Art,
Second Series.

The use of color in this rather somber painting highlights the imperial presence. The brilliant gold screen
behind the emperor almost leaps from the surface of the canvas, restrained only by the lustrous colors of
the fine silk cloth covering the table. The patterned silk is dyed in colors used in Japan for centuries, pastels
from the Japanese spectrum representing the five elements (first identified by the Chinese): forest green,
ochre, dull mustard yellow, madder red, white.



22 EMPEROR SHOWA

Japan had many victories in the seven and a half years of war covered in PWR, but
only two days of national celebration were designated during the Pacific War: for the
surrender of Singapore, on 18 February 1942, and for the unconditional surrender
of all enemy forces in Indo-china (Vietnam) on 12 March 1942, Of the seventeen
PWR photographs of the commander-in-chief, only two show him victorious. In these
two photographs of the emperor accepting the masses’ congratulations, there is some
indication of what an ultimate Japanese victory might have looked like.

PWR published eight photographs of the emperor as head of state, representing the
Japanese nation at events of national or international importance. Three of these show
him in the royal box at the ceremony marking the 2,600th anniversary of the founding
of the nation on 11 November 1940. Of the other five, one shows him paying a visit to
the high court on the fiftieth anniversary of the establishment of the Imperial Japanese
Court System in 1939. He is seen convening the opening of the 1940 Imperial Diet
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16 and 17. (left) PWR 39, 9 November 1939, p. 1. “Shortly after 3 P.M. on 28 October, His Majesty the Emperor
himself rode out upon the Double Bridge (Nijubashi), pleased to receive the congratulations offered by the
people who completely filled the palace plaza, there to celebrate the victory and to cheer His Majesty’s supreme
authority.” The event is the fall of Wuhan, China. The citizenry were not pictured.

(right) PWR 210, 4 March 1942, p. 3. The emperor salutes a crowd that gathered in the plaza outside the
imperial palace to offer congratulations on the surrender of Singapore on 18 February, which was declared a
national holiday. Separate photographs are used for the emperor and his subjects. The text explains that the
emperor appeared on the Double Bridge at 1:55 P.M. to receive the cheers of the crowd, which also sang the
national anthem, “Kimigayo” (“May Thy Majesty’s Reign Be Long”). At 2:10 P.M., Empress Nagako appeared
with the crown prince and three of his sisters. The crown prince waved a Rising Sun flag. No photograph of
the empress and her children appeared in PWR on this occasion.
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on the fiftieth anniversary of its foundation. And he was photographed saluting the
graduates of Tokyo Imperial University (today’s Tokyo University) in 1940. The
Imperial Court System, the Imperial Diet, and the network of imperial universities
were “gifts” of the Emperor Meiji to the people. He was photographed in June 1940
greeting his fellow emperor Pu-Yi of Manchukuo upon his arrival at Tokyo Station, and
in November observing a national athletic meet.
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18. PWR 246, 11 November 1942, p. 3. On 2 November 1942, from their desire to “encourage the physical
training of the citizenry” the emperor and empress attended the fifth day of the Thirteenth Meiji Shrine National
Physical Training Meet, which brought together “twenty-seven thousand contestants representing all of Japan,
Manchukuo, the Chinese Republic, Mongolia, and the South Pacific.”
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19 and 20. (top) PWR 90, 8 November 1939, pp.
10-11. On 1 November 1939, the fiftieth anniversary
of the establishment of the Imperial Judicial Court
system, the emperor visited the Imperial High
Court Building in Tokyo, pausing to look upon
the bronze image of the eighth High Court Chief
Justice, Kojima Iken.

(bottom) PWR 147, 11 December 1940, p. 1.
The emperor, standing upon the stage reserved
for his use, presides over a ceremony at the Diet
marking the fiftieth anniversary of its founding. The
deliberations of the Diet were thus construed as
taking place under the imperial gaze and as an
imperial dispensation.
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21. PWR 124, 10 July 1940, p. 1. Manchurian emperor Pu-Yi visits Japan, offering congratulations on the
2,600th anniversary of the founding of the Japanese empire. He arrived at Yokohama Harbor on 26 June
and took a train specially reserved for him to Tokyo, staying at the Akasaka Detached Palace as a guest of
the imperial family. “Warmly greeted at Tokyo Station by the emperor, their firm friendship is evident in their
handshake.” This very unusual (and uncredited) photograph is unique for PWR in a number of respects:
it shows the emperor’s back, the emperor is shaking hands (a Western custom), the emperor is directly
interacting with another person, the emperor is standing on a plane level with another person, and the emperor
is greeting a foreign dignitary. In postwar years, of course, there were many photographs of the emperor with
various heads of state. Captions of photographs of the emperor rarely identified him; it was enough to indicate
that he was astride his favorite horse, White Snow. Here, however, the text carefully identifies both emperors,
noting that the Manchurian emperor is on the right, while the Japanese emperor is on the left.
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Although the emperor was ostensibly Japan’s head of state, his exalted position and
direct descent from the gods precluded involvement in the mundane affairs of human
beings. The hands-on work of interacting with the people was left to politicians, who
also received more space in PWR. T6jo Hideki, during his tenure as prime minister from
October 1941 to July 1944, appeared in at least sixty-three photographs in PWR. He was
tiny but recognizable in photographs of him addressing the Diet, and he even appeared
multiple times in a single issue where an article covered one of his trips to Manchuria,
Singapore, or the Philippines. He was frequently shown in interactive situations meant
to bolster public support for the war, such as spending a day with miners or “production
warriors.” Three times he was on the cover of PWR: shortly after he became prime
minister (PWR 192, 29 October 1941), when he took one of his predawn horseback tours
of living conditions in the capital (PWR 215, 8 April 1942), and in a rare multicolored
cover of the issue commemorating the first anniversary of the outbreak of the war
(PWR 249, 2 December 1942; see figure 62 in Chapter 7). Coincidentally, in both PWR
192 and PWR 215, the emperor appeared on page three. (The emperor never appeared
on magazine covers during the war, presumably because the exposed cover might be
damaged in handling. Instead he appeared on the first inside page, that is, page 1 or
3 depending on the style of pagination.) In the case of PWR 249, a photograph of his
subjects praying in the plaza of the imperial palace appeared on page 3.

22. PWR 266, 7 April 1943, p.
3. “A Father’s Loving Care for
the Children of Yasukuni. Prime
Minister Toj0 Gives Encourage-
ment to War Orphans.”

The caption reads, “Crossing
over distant mountains and rivers
to come to the capital, the Man-
churian War Orphan Platoon
arrived in Tokyo on the Twenty-
sixth [of March] and on the same
day greeted Prime Minister T0jo
at his official residence. Prime
Minister T0jo especially took time
from his many government duties
to put the orphans first and have
this time with them. One by one,
he patted their heads and put a
hand on their shoulders, telling
them, ‘We will not bring shame
upon your father’'s name.’ The
orphans were so moved by the
consideration of Prime Minister
T0j0, who showed them kindness
and fatherly compassion, that their
cheeks were wet with tears.”

These are presumably the chil-
dren of Japanese settlers in Man-
churia whose fathers were drafted
and killed in the service.
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Six PWR photographs depict the emperor’s position as the highest priest of State
Shinto. Four were shot at Yasukuni Shrine in association with either the Spring
Grand Festival or Autumn Extra Session Festival enshrining warrior-gods. One
shows him at Jinmu Shrine during his June 1940 visit to the Kansai region, and one
shows him in December 1942 leaving Ise Shrine having asked his ancestor-gods
to assure victory.
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23. PWR 121, 19 June 1940, p. 1. “In order to report to the imperial ancestors the 2,600th anniversary of the
founding of the nation and accomplishing the sacred work of Developing Asia, on 9 June His Majesty departed
the imperial palace and traveled to the Kansai region.” He visited mausoleums devoted to four of his imperial
ancestors: Jinmu, his great-great-grandfather Ninkd, his great-grandfather Komei, and his grandfather Meiji.
Here he is seen at Jinmu’s Mausoleum, Unebiyama no Ushitora no Sumi no Misasagi, in Kashihara, Nara
Prefecture. Photograph: Imperial Household Ministry.
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24 and 25. (top) PWR 63, 3 May 1939, pp. 8-9.
The emperor and his entourage leaving Yasukuni
Shrine on the occasion of the five-day Grand
Festival, in which 10,389 new warrior-gods were
enshrined.

(bottom) PWR 115, 8 May 1940, p. 1. A very
similar photograph shows the emperor and his
entourage leaving Yasukuni Shrine, having just
presided over that year’s ceremony enshrining
12,799 new warrior-gods. The limousine was
not pictured in the spring 1940 imperial visit to
Yasukuni (the opposing page was left blank).
The white steed and the limousine were the best
quality, traditional and modern royal convey-
ances. These nearly identical photographs of the
emperor at Yasukuni underline the ritual nature
of the event. Both photographs are credited to
the Cabinet Information Office that published
PWR, with no photographer named.
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26. PWR 192, 29 October 1941, p. 3. An uncredited photograph of the emperor leaving Yasukuni Shrine
upon the conclusion of the enshrinement of 15,013 new warrior-gods. Some thirty thousand bereaved family
members attended these services in the rain. The last photograph of the emperor at Yasukuni to appear in
PWR, it focused on him from a closer range, with only one member of his retinue in frame. Photographs
of the emperor at Yasukuni did not appear in PWR’s coverage of the enshrinement ceremonies of 1942,
1943, 1944, and 1945, even as they appeared in other publications.” His final visit to Yasukuni was

in November 1975.
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27 and 28. (top) “His Majesty the
Emperor proceeded to the Ise
Grand Shrines on December 12,
1942, to pray for the victory in the
War before the Founder of the
Empire” was the English caption
to the photograph (top, credited to
the Imperial Household Ministry)
in DOomei Tsushin’s Great East
Asia Photo Almanac, 1943. The
wartime press assigned great
significance to the fact that the
emperor himself undertook the
trip to Ise to personally pray for
victory before Emperor Jinmu,
mythical founder of the Japanese
empire. This was one of a hand-
ful of wartime events involving
the emperor immortalized in a
painting.

(bottom) When the same pho-
tograph appeared in PWR 252,
23 December 1942, p. 3, the
unnamed official walking in front of
the emperor was cropped from the
frame, so that the emperor was
squarely centered in the image.
The cropped photograph also
served as the basis of this painting
by Fujita Tsuguharu,® “His Majesty
the Emperor Prays at Ise Shrine,”
plate 1 in Great East Asia War Art,
Second Series. During the war,
paintings of the emperor were
even fewer than photographs.
Like so many wartime paintings,
this one is meticulously faithful to
a photograph already famous at
the time of its creation.
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Two photographs of the emperor in PWR, which do not fit neatly into any one
category, come close to being “candid” shots. One shows the emperor leaving the High
Command, Naval Section building, about to board his waiting limousine. The other
shows him “taking a walk” to view race horses and war horses during a horse show
and race in the spring of 1941. The one photograph that best brings together all three
roles was also the last image of the emperor to appear in PWR, taken as he surveyed
war damage in March 1945, leading the High Command through a bombed-out shrine
dedicated to the god of war (Introduction, figure 2).

Although much wartime rhetoric described the emperor as the head of the “family”
of citizens, no group photograph of the imperial family ever appeared in PWR. Indeed,
PWR never showed the emperor together with his own children.® There were three
occasions on which photographs of both the emperor and Empress Nagako were printed
in PWR: New Year’s 1939 (their separate official portraits being printed on facing

29 and 30. (left) PWR 114, 1 May 1940, p. 1. “On 28 April, His Majesty the Emperor paid his first visit to the
Naval Section of the High Command since the [China] Incident, where he met with Navy Chief of Staff Prince
Fushimi, Navy Minister Yoshida, and other officials. While partaking of the noon meal with them, His Majesty
asked many questions about the conduct of the navy, which has achieved splendid military results since the
Incident began.” The sign just to the right of the emperor reads, “High Command, Naval Section.” Otherwise,
the photograph of the emperor about to board his limousine conveys little of the caption’s sense of importance.
Photograph: Cabinet Information Office.

(right) PWR 164, 16 April 1941, p. 1. “His Majesty the Emperor makes his way on foot from the royal box
in the First Hall to the Second Hall, observing along the roadway a line of champion race horses, choice stud
horses, model military horses, and working military horses.” The venue was a horse race and show in Yoyogi
Field, site of the imperial military reviews. Photograph uncredited.
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pages), the 2,600th Anniversary of the Founding of the Nation Ceremony (11 November
1940), and the Thirteenth Meiji Shrine National Physical Training Meet (2 November
1942). He was occasionally pictured with other members of the imperial family,
usually with one of his brothers, Prince Chichibu and Prince Takamatsu. Chichibu
and Takamatsu appeared in PWR (with or without their wives) almost as often as
the emperor did. Empress Nagako and Crown Prince Akihito appeared individually
in PWR four and seven times. Akihito appeared in PWR twice in 1944, once more
than the emperor.

The wartime photographs of the emperor display a carefully constructed persona—that
of a living god. The only close-up photograph of him in PWR was the official portrait
(figure 1). During the war, he was photographed from a distance, his features barely
discernible, because “only photographers certified by the Imperial Household Ministry
were permitted to record the emperor’s image. And they had to use a telephoto lens from
a distance of at least twenty meters [sixty-seven feet].”1° No wonder, then, that PWR
contains no family photographs of the emperor, and no shots of him relaxing, laughing,
or smiling. The still photographs of the emperor are frozen in rigid formality, the facial
expression is serene, impassive.!! The emperor’s power conveyed by these images is
much less political than it is mystical, cultural, and historical authority, in other words,
that of a living god. This power was demonstrated to the people through religious rituals
and nationalistic ceremonies, and expressed through a system of symbols and signs: the
imperial ancestor-deities, the chrysanthemum seal, the double phoenix, the three sacred
objects of imperial rule (a mirror, jewel, and sword), the imperial seal on rescripts,

31-34. In wartime photographs, the emperor’s posture was rigid and his expression set. A comparison
of detail from four mid-stride photographs taken in 1939 (figure 24), 1940 (figure 25), 1941 (figure 26),
and 1945 (surveying air raid damage, Introduction, figure 2) suggests that his movements were ritualized
and his photographs carefully selected. These photographs were all taken from his right side as he
stepped down on his right foot.
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the white steed, the Double Bridge leading to the palace. His image and authority,
disseminated through the education system and the mass media, were used to support a
militarized state that suppressed and punished any questioning of imperial ideology.

If the press was silent about the role of the emperor in planning and directing the
war, it projected well his role in boosting morale as guardian and sanctifier of national
identity. He was the central force in a sacralized nation. The war was authorized in
the name of the emperor, as the highest authority in the land, and it was anointed and
consecrated by him as the highest priest of State Shinto. The “Incident” in China was
a “Holy War” because the emperor decreed it so. As the divinized Japanese nation was
waging war, State Shinto was locked in battle against the evil forces that damaged
Japan’s national prestige and hindered the Japanese version of manifest destiny that
placed Japan—the Land of the Gods—above all other nations and made the Japanese
race supreme. In terms of boosting war morale, the emperor’s seal, his imprimatur, or
the mere suggestion of his August person was synonymous with the entire history
of Japan from its creation, through the present, and into the future; the spiritual
well-being of the nation; and the very land of Japan. Official doctrine not only
equated fighting for the emperor with fighting for the nation, but with fighting for
everything that was sacred.

35. PWR 249, 2 December 1942, p. 3. Loyal
subjects pray for victory in the plaza of the imperial
palace on 8 December 1941. The photograph
appeared in PWR on the first anniversary of
the outbreak of the war. The opposing page
reproduced the Imperial Rescript Declaring War
against the United States and Great Britain
because “they have obstructed by every means
our peaceful commerce, and finally resorted to a
direct severance of economic relations, menacing
gravely the existence of Our Empire . . . a trend
of affairs [that] would, if left unchecked, . . . nullify
Our Empire’s efforts of many years for the sake of
the stabilization of East Asia.”

Similar photographs of citizens praying before
the palace appeared annually on the anniversary
of the war’s outbreak, making this a stock image
of the war. This uncredited photograph highlights
the symmetries of the arches of the Nijabashi
(Double Bridge), the arches of the split bamboo
fence, and the arched backs of the kneeling
figures, creating an image of harmony. The paral-
lel between the bamboo fence and the closely
huddled family-like group suggests that the people
themselves will form a line of defense around the
emperor, filling in the gaps in the bamboo fence.
(Domei's Photo Almanac for 1942 published a
very similar photograph of a different group of
praying citizens in the same plaza, with no gaps in
the fence.) The photograph gains power through
the emperor’s physical absence, since the invisible
bond between sovereign and subjects was one
completed by the (Japanese) viewer’s instant
recognition of the same bond he or she shared.
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Notes

1. The mainstream press (in Japan and in the United States) maintained this secrecy during the emperor’s
lifetime, and he himself died without ever having commented upon his role in the war. The Japanese
wartime press provided few clues about what the emperor actually did during the war, and therefore
speculation surrounding the emperor’s role in the war and his wartime responsibility lies outside the scope
of this study. Influential Americans writing in the late 1930s and early 1940s saw the emperor as a puppet
of the military clique, a view promoted during the Occupation by Douglas MacArthur: see John Gunther,
Inside Asia (New York: Harpers, 1939), p. 19; New York Times Tokyo correspondent Otto D. Tolischus,
Tokyo Record (New York: Reynal and Hitchcock, 1943) pp. 78, 402; Joseph Grew (US ambassador to Japan
from 1932 to 1942), Ten Years in Japan (New York: Simon and Schuster, 1944), p. 462. Two authors writing
in English describe the emperor’s direct involvement in the prosecution of the war: David Bergamini,
Japan’s Imperial Conspiracy (London: Heinemann, 1971), and Herbert P. Bix, Hirohito and the Making
of Modern Japan (New York: HarperCollins, 2000). Both works examine a large body of documents,
including many kept secret during and long after war. Bix in particular uses diaries and letters by
court, government, and military insiders to make the case for the emperor closely monitoring war
developments and directing that effort.

2. Several such incidents are described in the Japan Revolutionary Communist League publication, Zenshin
2129, 8 December 2003, p. 8. Viewable online at www.zenshin.org/f_zenshin/f_back_no03/f2129.htm.

3. The Meiji and Taisho Emperors’ birthdays were also holidays. The Showa Emperor’s birthday
(29 April) remained a national holiday until his death in 1989, at which point this holiday was renamed
“Greenery Day.” In May 2005, the Diet voted to change “Greenery Day” to “Showa Day” beginning
on 29 April 2006. “Showa Day” is meant to commemorate the people’s overcoming the challenges
and turmoil of the Showa era.

4. An extremely polite version of Japanese, with special verbs and nouns reserved for the imperial family,
was employed in captions accompanying imperial images. Even in wartime English-language publications,
the Japanese did not attempt to render literally such phrases as “honorable jewel-seat” (gogyokuza, the
emperor’s chair at an event or meeting). Bix notes that in 1928, “the Photography Department of the
Imperial Household Ministry made preparations for ‘bestowing’ on the nation’s schools the most important
symbol of the new nationalism—the sacred photograph of Emperor Hirohito and Empress Nagako,
he in his new supreme generalissimo’s uniform, with decorations on his chest.” See Hirohito and the
Making of Modern Japan, p. 201.

5. For a breakdown of PWR coverage from 1938-1940, see Introduction, figure 5. While PWR’s coverage
did change after the outbreak of the Pacific war, the one percent of coverage devoted to the emperor and
the imperial family probably only decreased after 1940.

6. Along with Fujita Tsuguharu, Miyamoto Saburo (1905-1974) was probably the most accomplished
of Japan’s “war artists.” Miyamoto’s style was closer to German expressionism—singled out by Hitler as
“degenerate art”—than to the grandiose, mimetic style preferred by the militarists commissioning war art.
While Miyamoto, Fujita, and other artists adapted their styles to suit their clients during the war years,
some of Miyamoto’s war art is done in a more personal style that allows for multivalence in interpretation,
as we shall see later. In the postwar years, he was one of Japan’s finest modern artists. In recent years,
anti-war drawings and paintings (some completed, but not shown, during the war, others done soon after)
have been better known than his work completed during the war glorifying Japan’s military. Today, two
museums are devoted to his work, one in Setagaya, Tokyo, the other in Komatsu.

7. For examples, see the monthly History Pictures (Rekishi shashin), which published side-by-side
photographs of the emperor and the empress at Yasukuni Shrine in November 1942 (issue 354, p. 3),
June 1943 (issue 361, p. 10), and November 1943 (issue 366, p. 6). See figure 14 in Chapter 5 for
the empress at Yasukuni.

8. The complicated life of Fujita Tsuguharu (1886-1968, also romanized Tsuguji) warrants mention
as an illustration of the seemingly random yet highly effective nature of wartime mobilization. By many
accounts Japan’s premier war artist, Fujita was the Tokyo-born son of a prominent army doctor and protégé
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of Mori Ogai. Fujita graduated from Tokyo Art School in 1910. He settled in Montmartre in 1912, where
he was befriended by the artists of the Ecole de Paris, including Chaim Soutine, Amadeo Modigliani, and
Pablo Picasso. His innovation was the adaptation of Japanese techniques to oil painting. Several successful
exhibitions in Paris, and in North and South America, established Fujita as one of the leading modern artists
of the 1920s and 1930s. His second wife was a French woman, his first and third, Japanese. After living
in Paris for more than twenty years and touring Europe and the Americas, Fujita made his home in Japan
in 1937, in the midst of the China War. He was initially enthusiastic about the war and toured the front in
China, producing some important works of war art. He returned to Paris in 1939, taking up residence near
fellow artist Miyamoto Saburd, but moved back to Japan after the Germans occupied France. His artistic
abilities were again put into the service of the militarists, and he was sent on assignment to Indo-china
in 1941, which Japan had occupied in the name of the Axis powers. There, he produced watercolors of
native scenery and people. He was sent to Indonesia the following year. His most famous war canvases
show hand-to-hand combat between legions of Japanese and British or American soldiers, such as his “Attu
Gyokusai” (Chapter 11, figure 15). In 1949, he left Japan for the United States and moved to France in
1950, where he became a citizen after renouncing his Japanese citizenship. In 1959, he was baptized as
a Catholic and assumed the name “Leonard Foujita.” He died in 1968 without having returned to Japan.
When asked his thoughts about having been a war artist during an interview by Hashimoto Masatoku of
the Asahigraph in October 1945, Fujita replied, “Technicians (gijutsuka) of my type are called artists. That
is to say, for us, while the nation is at war, it is natural to paint war pictures, just as when there is peace, we
draw those kind of [peaceful] pictures—and there is nothing unusual in that. I think that as an artist, | must
be able to draw anything. | am a man like Hokusai in Japan, or Picasso in France. | must be able to draw,
whether it be a landscape, a still life, or a female nude. | must be able to sketch anything, it’s no good if
there is something | can’t paint. And | think that even if drawing from imagination, | must paint pictures
that clearly connect to the truth” (Asahigraph [44:33], 15 October 1945, p. 14). Japanese art critics have
been kinder to Fujita in recent years, no doubt wanting to claim for Japan this artist with such strong ties to
some of the most renowned international artists and influential artistic movements of the twentieth century.
Perhaps the greatest irony of Fujita’s career is that, other than works produced during his student days,
the only work he produced in Japan were war pictures, a genre he never worked in outside of Japan. In
particular, his portraits of women are appreciated by collectors. For more on Fujita as a painter of war art,
see Mark H. Sandler, “A Painter of the ‘Holy War’: Fujita Tsuguji and the Japanese Military,” in Marlene
J. Mayo and J. Thomas Rimer eds., War, Occupation, and Creativity: Japan and East Asia, 1920-1960
(Honolulu: University of Hawai‘i Press, 2001), pp. 188-211.

9. Informal photographs of the emperor from this time surely exist, perhaps within private collections
of members of the imperial family or in the imperial archives. To my knowledge, none from the war
years are available today, because during the war access to the emperor was carefully monitored
and controlled.

10. Bix notes that official photographers “usually (though not always) show only the upper half of the
emperor’s body, and never his back because it was slightly rounded. He could not be shown smiling, for
living gods were not supposed to smile. He could only be photographed standing motionless or at attention.
Such photographers could be relied on not to use their photographic skills to undermine popular loyalty to
the throne. Above all, they were expected to show their own personal feelings of reverence for their subject”
(Hirohito and the Making of Modern Japan, p. 550). Bix does not name these photographers.

11. Of course, nineteenth century cameras, with their long exposure time, required holding a fixed
expression and a motionless position, or the subject would be blurred. By the time of PWR, however,
advances in technology allowed cameras to capture people in motion. Japanese camera magazines from
the 1930s regularly held contests among amateur photographers on such themes as “sports events” or
“portraiture,” and in 1927, Asahigraph published a series of photographs showing Prince Takamatsu,
described as “the sporting prince,” playing tennis and skiing.






2. THE GREAT JAPANESE EMPIRE

On the eve of the Great East Asia War,
Japan’s print media presented the empire
over which the Showa Emperor reigned as
a land of paradoxes. This self-described
“peaceful” nation was fighting a fierce war
in China. On the one hand, Japan was a
constitutional monarchy, a democracy
with an elected Diet, but on the other
hand, a string of political assassinations!
had seriously weakened democracy. The
judicial system guaranteed civil rights,
but the militarized government openly
embraced fascist ideas, maintained tight
control over society and public discourse,
and routinely arrested and indefinitely
detained anyone who might question its
authority. The cities grew with concrete
and steel, hummed with jazz and neon,
sported the latest foreign fashions and
fads, but much of the countryside lacked
electricity and plumbing, and looked
unchanged since premodern times. The
old-fashioned and the ultra-modern, the
Japanese and the Western, the natural and
the man-made, appeared side by side in the
pages of Photographic Weekly Report and
other Japanese periodicals. The Japanese
people seemed to have had little difficulty
accepting these oppositional elements
of their national identity, but Japanese
nationalism did not demand eschewing
Western cultural products until armed
conflict with the West was imminent.

37

5

Symbol of the Imperial Japanese Government, the
Diet Building (constructed between 1930 and 1936)
is still in use today. The columns cite ancient Greece,
birthplace of democracy, and the ziggurat crowning the
structure harkens back to Babylon and its kingdom.
Although the political parties were temporarily dis-
banded in 1940 as part of the New Order, there were
nationwide elections in 1942 and Japan remained
a constitutional monarchy with a representational
government throughout the war.
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3. PWR 5, 16 March 1938, back cover. This advertisement for “new” Matsuda light bulbs and radio tubes
incorporates a map of the Japanese empire and the Rising Sun Dawning on Asia. The slogan says, “The Light
llluminating Kokutai is Matsuda.” Scholars claimed that kokutai (“national polity,” roughly, “national destiny”)
began with the founding of the nation by the first emperor, Jinmu. This “ancient” concept, when coupled
with modern Western technology (the light bulb) would conquer Asia. The text reads from left to right, the
Western order, rather than from right to left, the traditional Japanese order, quite unusual for PWR. Matsuda
is today’s Toshiba Electronics Corporation.
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By the time of the Russo-Japanese War of 1904-1905, Japanese industrialization had
advanced rapidly and the nation had made remarkable strides in developing its military,
economy, commerce, and educational system. In the late nineteenth century, Japan’s
leaders borrowed heavily from Western technology, setting up factories and developing
a national system of universities that recruited scientists and scholars from Europe and
America. Technology was the key to mass production and modern industry, as well as to
modern warfare and empire-building. Indeed, military automobile, truck, and airplane
production preceded commercial production in Japan.® And the military was a major
investor in Japan’s heavy industries.

Results of the 1940 census set the population of the Japanese Empire at one hundred
five million, of which seventy-three million inhabited Japan proper. Most of the
remaining thirty-two million resided in the Japanese colonies of Korea and Taiwan, with
some overseas Japanese living in Manchuria and throughout the empire, and smaller
numbers in Europe and the United States. The population of the Japanese Home Islands
had doubled in the half century preceding the 1940 census. The majority of Japanese
were engaged in agriculture, but the number of urban dwellers had more than doubled,
from 12.2 million in 1920 to 27.6 million in 1940. The rapid increase in blue-collar
labor was in part a product of expansive foreign trade, which reached a record volume in
1940: 3.97 billion yen in exports and 3.71 billion yen in imports.* Although the value of
foreign trade fluctuated in the 1.5 to 2.5 billion yen range from 1920 to 1936, it jumped
above three billion yen in 1937 and continued to climb steeply to nearly four billion yen
in 1940, as Japan heavily imported steel, copper, rubber, petroleum products, and other
raw materials necessary for manufacturing, heavy industry, and war.

4. PWR 21, 6 July 1938, p. 2. An advertisement for
Isuzu trucks with the slogan, “Forward, Japanese-
made (=Isuzu)! Protect the Home Front.” The word
“domestic” (kokusan, literally “nationally” or “domesti-
cally produced”) has been given syllabary (furigana)
reading “Isuzu.” The images and slogans appealed to
Japanese consumers to be patriotic and buy Japanese
cars, the same brand used by the army.
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5 and 6. (top) PWR 89, 1 November 1939, p. 1.
“The Nippon-go completes its Round-the-World
Flight.” A crowd awaits the return of the Nippon-gé
at Haneda Airport, Tokyo, on 20 October after an
epic fifty-six-day journey around the world.

Heavy industry was a necessity to the national
defense of an advanced nation and its empire-
building. Since the first Japanese flight in 1910,5
Japan stayed apace of the latest technological
developments. Photograph: Tokyo Nichinichi
Newspaper.

(bottom) PWR 135, 25 September 1940, pp.
18-19. “There’s No Limit to Japan’s Wings,” an
article boasting of Japan’s unlimited ability to
produce airplanes. Photograph: Kokusai Bunka
Shinko Kai.
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7 and 8. These PWR cover photographs convey power, preparation, and plenty.

(left) PWR 184, 3 September 1941. “Special Report: Urban Air Defense.”

The arrangement into neat rows gives the impression that these gas masks are being mass produced
on an assembly line. The caption explains that “International law prohibits the use of poison gas, but if a
warring country ignores these laws and uses gas, the injuries incurred could be horrific. Our country has
put its full steam into the manufacture of gas masks, preparing for any possibility.” Photograph: Great Japan
Manufacturing National Service Corporation.

(right) PWR 183, 27 August 1941. The caption reads, in part, “In order to win in modern warfare, there
can be no doubt about the great number of bombs required.” These were being manufactured under new
legislation increasing munitions production.
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9 and 10. Citizens were expected to conform to Japan’s modern, streamlined social order and unite their
energies in fulfilling Japan’s kokutai, which was defined as “the life of the state, its clarification” being “the
nation’s mission.”® Kokutai was the state seen as an organic being, a leviathan far greater than the sum of its
constituents. Three ages of “clarifying” kokutai were identified: the first beginning with the founding of the nation
by the mythological first emperor, Jinmu, purportedly in the year 660 BCE; the second with the founding of the
Great Japanese Empire by Emperor Meiji in the 1870s; and the third to begin in 1941.

(left) PWR 141, 6 November 1940. “Robust shouts of ‘one, two’ echo across the clear autumn skies,
their four limbs stretching to a healthy rhythm, their youth almost fragrant—these female students,
participants in the Developing Asia Health Rally, practice calisthenics at Kdshien Field.” Photograph:
Tanaka Masachika.

(right) PWR 173, 18 June 1941. The caption takes the form of dialogue:

“They’re looking good—what school uniform are they wearing?”

“Don’t you know—from now on, they’re making a new hat and uniform for all students of teachers’ colleges
and middle schools, and this is it. The hat is the army’s short brim, that is, the combat hat, and the uniform is
the maiden version of the Citizens’ Uniform.”

The caption identifies these students as belonging to Tokyo No. 1 Middle School.
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The organizing concept of Japanese government and society in the late 1930s was
kokutai (literally, “national polity”). Kokutai was an essentialist philosophy claiming
that Japan’s manifest destiny in Asia was predetermined by a sacred history, Japan being
the only nation in the world created by the gods and still ruled by their descendant (the
emperor). Kokutai theorists aimed at making Japan a theocracy in which the emperor
was both the head of the official state religion (State Shinto) and the nominal head of
the government, and they viewed Western culture as an invasive and corrosive force
that was diluting and polluting the “Japanese spirit.” The proof was found in Japanese
imitating Western decadence and materialism and growing increasingly “selfish” and
disinclined to make sacrifices for the sake of the nation and to unquestioningly accept
government policies and directives. Nevertheless, the public had a seemingly insatiable
appetite for Western cultural imports from Europe and especially from the United States,
including film, jazz music, and the latest styles in clothing and fashion, even as
kokutai scholar Tanaka Chigaku warned in 1936 that “America is another China, too,
in its rotten spirit”;” China being described as a country unfit to govern itself and
therefore awaiting “Nippon’s extension of the heavenly task,” that is, the expansion
of Japan’s territorial aims.
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11. Asahigraph (31:24), China Battle Front Photographs 73, 14 December 1938, p. 34. Among influences
from the West, none was as pervasive (and deleterious to public morals) as American popular culture.
“Bringing Up Father,” by American cartoonist George McManus, was translated into Japanese and featured
weekly in PWR’s main rival, the weekly Asahigraph, from 1923 until early 1940. Here, Jiggs makes a
fool out of himself with a bowling ball.

Asahigraph (31:20), China Battle Front Photographs 69, 23 November 1938 (p. 44) reprinted a
telegram sent by McManus to Asahigraph thanking and congratulating the publisher for fifteen years
of “Bringing Up Father.”
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Stage Door ©

12. Asahigraph (31:21), 23 November 1938, pp. 30-31. Stills and reviews of the latest Japanese and
foreign film releases appeared almost weekly in Asahigraph, connecting Japanese film fans to global
culture. These publicity stills are of Katherine Hepburn and (inset) Ginger Rogers in “Stage Door,” an RKO
melodrama about aspiring actresses working on and off Broadway and living independently, sometimes
at the expense of virtue.

Hollywood films played to enthusiastic audiences throughout the empire, even in Manchuria, in the year
following the screening of the film-version of Pearl S. Buck’s pro-China novel, “The Good Earth” (1937). The
Asahi Corporation also published a monthly Film News, one of several magazines devoted to the cinema. The
government understood that entertainment was a useful tool for disseminating values and motivating people,
and gradually, but forcefully, took measures to curtail and direct leisure time and to replace “decadent” Western
culture with indigenous cultural products (including those of the Manchurian Film Company) or those of Nazi
Germany or Fascist Italy. Government measures effectively halved the number of foreign films shown in Japan
in just one year, from 222 in 1937 to ninety-four in 1938.8
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13 and 14. (left) Asahigraph (31:25), 21 December 1938, back cover. This Art Deco Brazil Coffee advertisement
with its image of skiers would not have been out of place in any upscale American or European magazine of
this time. The sophisticated leisure touted here was doomed by mobilization of the home front for the China war.
Coffee could hardly be had at any price after 1941, and no one would wear the posh sweater with the large “B”
on it once the “ABCD” (American, British, Chinese, and Dutch) powers became the enemy.

(right) Asahigraph (31:26), 28 December 1938, p. 34. A page of advertisements for luxury goods reflecting
materialism, one of the evils emanating from the West: cameras, electric clocks, neckties, and cosmetics. All of
these products (except the German-made Voigtlander cameras, retailing at the astronomical prices of 140
yen and 165 yen) were made in Japan for the Japanese market. Advertisements like these were never carried
in PWR and would almost entirely disappear from Asahigraph after 1941. Items such as cameras would
vanish from shop shelves during the Pacific War.

The Great Japanese Empire (Dai Nippon Teikoku), as it was called from 1883 until
the end of World War Il, was in important respects modeled on Western colonies
that provided a location for resettling surplus population and providing a market for
manufactured goods in exchange for raw materials.® As with Western empires, the
Japanese Empire was maintained through a strong military presence. Japan’s first
acquisition was Okinawa (the Ryiikyi Islands) in 1879. China ceded Taiwan to Japan
in 1895 as a result of the Sino-Japanese War, and half of Sakhalin, the Kuriles, and Port
Arthur were incorporated in 1905 upon conclusion of the Russo-Japanese War. After
defeating Russia, Japan annexed Korea in 1910. The Caroline Islands and Germany’s
Shandong concession in China were Japan’s compensation for fighting with the Allies
in World War 1. By the 1920s, Japan had consolidated its position as a colonial power
and the most powerful Asian nation.
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morning sun rises in the east. Since time eternal, thousands of years ago, its light has shone on this floating
Island of the Yangtze, as it still shines today.” Appearing in the New Year’s issue, this photograph shows the
rising sun, symbol of Japan, illuminating an unspecified floating island (fudao) of the Yangtze, a metaphor for
Japan’s bringing the light of civilization to China. The title is written in classical Chinese style (complete with
Japanese syllabary [furigana] showing the proper reading), underscoring this message. Ironically, China had
provided Japan with the essential tools of civilization, including these ideograms of written language, over the
course of several centuries (ca. 500-800), but Japan, now master of Western technology, had reversed the
“big brother, little brother” relationship—hence the claim that Japan’s light had shone on the Yangtze “since
time eternal.” The sentry was a stock image of empire in the West, too. He conveyed a second message
to the home front, especially during the New Year’s celebrations: his sacrifices for the emperor and the
nation allowed the home front to enjoy life.
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16-17. PWR 41, 23 November 1938.

(top) “Civilizing the Savage Tribes” of Taiwan’s
mountainous interior. The extreme-angle cover
photograph accentuates rugged facial features
and makes the spear (a symbol of savagery) look
longer and sharper. The contrast between Taiwan,
receiver of civilization, and Japan, bestower, was
a measure of Japan’s greatness.

(bottom) The cover article (pp. 8-9) included
this report illustrating progress in civilizing Taiwan.
Below right, a Shinto shrine in the hinterland
joins the savages spiritually to the Japanese
Empire; below left, teaching adults to read and
write Japanese. The two lower photographs are
of the tribal chief, who serves as doctor, teacher,
and policeman. Under Japan’s tutelage, the
savages have learned spinning and other cottage
industries linking them to the Japanese economy.
Photographs: Taiwanese Governing Authority.
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From the outset, Japanese colonization was not only political, military, and economic
domination, but spiritual and cultural as well. The first structures the Japanese built on
Taiwan were for the government and the military. Shinto shrines and schools—crucial
elements in the inculcation of a Japanese national identity—quickly followed. Korea, a
populous land with a longer history than Japan, proved more difficult to colonize than
Taiwan. Japanese and Korean peoples had much in common historically, as their courts
exchanged visits in the sixth through eighth centuries, and during a period of unrest on
the Korean peninsula, the Yamato clan sent troops to bolster a faltering court.1® Chinese
civilization initially entered Japan through these exchanges. However, the late sixteenth
century Japanese shogun Toyotomi Hideyoshi invaded Korea with catastrophic results.
The Koreans repelled the invasion, which left much of Korea in ruins and thousands
dead. In the modern era, a Korean patriot assassinated the first Japanese Resident-General
of Korea, 1t6 Hirobumi in 1909, setting the stage for a ruthless regime with no tolerance
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18 and 19. (left) PWR 80, 30 August 1939. A cover commemorating 30 August, the day in 1910 when Korea
was annexed by the Japanese Empire. The beautiful young woman wears traditional Korean costume and
holds the Rising Sun flag, which glows in her hands. With forced adoption of Japanese surnames, national
costume was one of the few areas in which Koreans were allowed ethnic identity. This is probably the only PWR
cover devoted to Korea. Attractive women and robust children, suggesting those needing protection and the
potential of youth, were often used to represent the newest members of the Japanese Empire.

(right) PWR 64, 10 May 1939. “Japanese-Manchurian Youths Pledged to Technology.” The accompanying
caption says, “The flag of the Akita Prefectural Japanese-Manchurian Technical Training Institute symbolizes
the oneness of Japan and Manchuria and the spirit of industrial cooperation. This young warrior will do
everything in his power to put that spirit into practice. The flag is new, and the youth’s efforts are just
beginning. These powerful, dependable young souls will surely join hands to construct the East Asia of
tomorrow.” Photograph: Umemoto Tadao.
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for dissent. When Koreans demonstrated peacefully for independence in 1919, thousands
were killed. The Japanese program of Korean *“assimilation” included forbidding the use
of Korean language in schools. The most extreme act of erasure of racial identity came in
1938, when all Koreans were forced to adopt Japanese surnames.

When Japan’s Kwantung Army seized the vast expanse of Manchuria after staging
the coup the Japanese referred to as the “Manchurian Incident”*! in 1931, a different
model of rule was implemented. In light of strong international and Chinese criticism of
Japan, Manchuria was proclaimed an independent country, “Manchukuo.” The last Qing
emperor, Henry Pu-Yi, was made emperor of Manchukuo, patterned after the Japanese
model of constitutional monarchy. The Manchurian coup strained Japan’s relations with
the principal Western colonial powers in Asia—the United States, Great Britain, and
the Netherlands. In 1933, the League of Nations adopted the Lytton Report condemning
the Japanese seizure of Manchuria. The Japanese delegate, Matsuoka Yosuke, stormed
out of the assembly after announcing Japan’s immediate withdrawal from the League.
Subsequent Japanese overtures to the Western powers did little to assuage fears of
Japanese intentions in Asia, and a series of “incidents”—armed skirmishes between
Chinese and Japanese resulting in fatalities—Iled to heightened tensions between Tokyo
and Washington, Paris, London, and Amsterdam. While few foreign countries recognized
Manchukuo, hundreds of thousands of Japanese and Korean colonists established farms
on its broad plains, often forcing indigenous landowners off the land. Manchurian,
Mongolian, and Chinese insurgents harassed Japanese efforts to “civilize” and
industrialize Manchukuo, from its inception until the end of the Great East Asia War.

20. PWR 25, 3 August 1938, p. 7. “The Axis flags
flutter on the summit of Mount Fuji.” As part of
a Japanese-German student worker exchange
program, Axis youths climbed Fuji together and
planted the Axis flags atop the sacred peak. Fuiji
is the highest point in Japan, and one of the most
immediately recognizable symbols of Japan for
Japanese and non-Japanese alike. This unfamiliar
view of Fuji is perhaps appropriate to the new age
of the Tripartite Treaty.

This dramatic photograph is credited to Domon
Ken, one of Japan’s foremost modern photogra-
phers.
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Japan turned to rising powers with which it found an affinity: Nazi Germany and
Fascist Italy. These three nations, in their modern form, had been founded within a
decade of each other (1862-1872), and as latecomers to empire-building, resented
having their ambitions reined in by older imperial powers, especially Great Britain and
France, joined by the United States. The three nations also shared an antipathy toward
democratic government. Japan entered into an Anti-Comintern Pact with Nazi Germany
in 1936, which Italy joined the following year. The pact did not obligate Japan militarily
until a new agreement, the Tripartite Pact, was reached in 1940.

21. Asahigraph (35:16), 16 October 1940. On 27 September 1940, Japan formed a military pact with Italy and
Germany, the Tripartite Treaty. Here the young Axis is represented by children. For several months, the Axis
flags were a vogue, but student exchanges, diplomatic visits, and Japanese interest in German statecraft and
technology never produced close collaboration.
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Even as animosities between Japan and the United States continued to flare up in
the late 1930s, the two countries remained major trading partners. Japan depended
on American exports, especially crude oil and iron ore. The Japanese government
promoted tourism through various offices such as the Japan Board of Tourist Industry
(today’s Japan Travel Bureau), the Nippon Yisen Kaisha (NYK) Line, and the Southern
Manchuria Railway, which placed splashy advertisements in upscale American
periodicals, describing Japan as a place of quaint beauty, ancient monuments, and
modern conveniences. The Japanese Pavilion at the San Francisco International
Exposition of 1939-1940 transplanted a corner of this tourist paradise in North America,
featuring traditional Japanese architecture.
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22 and 23. (left) PWR 59, 13 December 1939, inside front cover. A full-page advertisement (probably
reproduced from a poster) announcing the January 1940 maiden voyage of the Osaka Commercial Line’s
12.7 ton Burajiru-maru (in contemporary English-language publications, the Brasil-maru), a massive luxury
liner named for a frequent destination of Japanese immigrants. Its first trip from Yokohama to Santos was
completed in thirty-six days, and it sailed around the world in three months. After only a year of commercial
service, the Brasil-maru was requisitioned by the navy and converted into an aircraft carrier. It was sunk by
American torpedoes near Truk on 4 August 1942.

(right) Glimpses of the East, 1937-1938, p. i. Published by Nippon Yisen Kaisha Lines, this complete
guidebook for international steamship travelers publicized events commemorating the 2,600th anniversary of
the founding of the Japanese nation and Olympics scheduled for 1940. This Board of Tourist Industry (today’s
Japant Travel Bureau) advertisement features the ancient-modern theme. The caption says, “Japan is indeed
a ‘Land of Incomparable Scenery, of Age-Old Culture and of Progressive Industry.’ It is an ideal holiday-land,
fit to visit at any season of the year and for all tastes and purses.”
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24. Asahigraph (32:14), 5 April 1939. Two women in kimono in front of the Japanese Exhibit Hall at the World
Exposition in San Francisco. Beginning in September 1937, the weekly Asahigraph carried the subtitle China
Battle Front Photographs (Shina zensen shashin) and devoted its cover photograph and lead story to the China
war. While this issue is China Battle Front Photographs 89, the war is not the lead story and has left the cover
for the first time in a year and a half. This issue downplayed the fighting in China (supposedly nearly over by
this time) and promoted an image of international, cosmopolitan, peace-loving Japan.
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In 1940, many of the paradoxical images of Japan were brought together in Japan’s
boldest enunciation of kokutai, the national destiny. Both an International Exposition and
Olympiad were scheduled to be held in Tokyo to coincide with the 2,600th anniversary
of the legendary founding of Japan. This was the opportunity to show the world that
Japan was a modern nation with a highly evolved culture, justifying its claim to lead
Asia. The plans for the Tokyo Olympics and International Exposition, as well as the
solemn rituals marking the 2,600th anniversary of the founding of the nation, would
showcase the “New” Japan against the backdrop of the island nation’s distinctive culture
and resplendent beauty. The celebrations and events would last an entire year, and
the world was invited to witness these spectacles. At the center of the festivities were
the emperor and the imperial palace grounds. The images created around these events
remain strong statements of national identity.

Advisers from Nazi Germany were called in to assist in the planning of the 1940
Tokyo Olympics, patterned after the Munich Olympics of 1936. The sparse, severe
look of the stadium, as well as the choreographed events emphasizing the unity and
uniformity of the citizenry, were signs of similar national goals and philosophies. The

25 and 26. (left) The inside front cover of Glimpses of the East, 1937-1938, published for steamship travelers
aboard NYK Lines, reproduced in full color a poster for the Tokyo International Exposition of 1940, with Japan
represented by a young woman in traditional costume and Mount Fuiji, the all-purpose icon of Japan. Modern
technology is present in the radio tower, ships, and the dock protruding into the ocean. The colorful design
juxtaposes these elements in a spare, but imaginative plane. An inside article (in English) discussed the XII
Olympiad scheduled to be held in Tokyo in 1940.

(right) The Board of Tourist Industry publication Pictorial Japan (p. 72) reprinted this black-and-white
poster for both major international events planned for 1940 showing the grounds for each, the Olympic
Stadium at top and the International Exposition fairgrounds at bottom. The splendid art deco design, with
its emphasis on geometric shapes and lines, places the event venues in two large spotlights, like two stars
appearing alone on a darkened stage.
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Tokyo Olympics were invoked in motivating the home front to “shape up.” One lesson
the Japanese did not need to learn from the Nazis was that physically fit citizens meant
strong troops and a healthy home front; calisthenics had been introduced into school
curricula after World War 1. Japan’s first bid to host the Olympics was a casualty of the
Second Sino-Japanese War.1? In its place, the Japanese went ahead with an “East Asian
Sports Contest,” putting to use the Olympic stadium and pool built in Yoyogi, Tokyo.
The International Exposition became unfeasible. The Japanese military opposed the
outlay of money and material, and the outbreak of World War Il in Europe curtailed
tourism. The Olympics would finally be held in Tokyo in 1964, and an International
Exposition was held in Osaka in 1970, the two events signaling Japan’s postwar recovery,
international acceptance, and emergence as a major economic power.

i 4 5

27. PWR 121, 19 June 1940, p. 18. “The East Asian Sports Contest.” The accompanying article states,
“On 5 June at the Meiji Shrine Outer Garden Stadium, under the gaze of Their Imperial Highnesses
Master-of-Ceremonies Prince and Princess Chichibu in the Royal Box, the solemn, gorgeous curtain was
raised on the East Asian Sports Contest, the Olympia (orinpia) of the peoples of New East Asia celebrating
the 2,600th anniversary of the founding of the nation. We recall that three years ago, the Tokyo Olympics
(orinpiku) were abandoned in order to push forward at full-speed with the Sacred War [in China]. A long time
has passed between this sports meet and the ‘Far Eastern Olympics’ (Kyokutd orinpiku) held ten years ago
in 1930. This people’s festival showed the world the vigor of East Asia’s youth and that through sports, the
two thousand young people gathered here from Japan, Manchukuo, the newly born Chinese Republic, the
Philippines, Hawaii, and Mongolia can be better neighbors and firmer friends.” The meet included Asian sports,
such as judo and sumo, which were not yet a part of the Olympic games. Many of the same East Asian Sports
Contest photographs appeared in both PWR 121 and PWR 145.
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28 and 29. (top) PWR 145, 30 November
1940, p. 40. “The East Asian Sports Contest.”
The caption reads, “The spirited vigor of
youth and their nation-building Calisthenics
Corps in the opening ceremony.” This parade
of banner-bearing, barefoot, half-naked youth
shows the Nazi influence in the planning of
the East Asian Sports Contest. These are the
virile young men who would build the Greater
East Asian Co-Prosperity Sphere.

(bottom) PWR 121, 19 June 1940, p.
17. “Music of New Asia’s Youth.” The Army-
Navy Band was joined by a chorus of one
thousand female students.
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30-33. PWR 145, 30 November 1940, p. 41. Four small photographs of “The East Asian Sports Contest.” Top
left and right, established Olympic sports: women'’s long jump and men’s 100-meter dash. Bottom left and right,
Asian sports: Chinese martial arts and the “very popular” Mongolian sumo wrestling.

Art also played a role in the celebrations. There was a rare public display of 146
eighth-century imperial treasures of the Shosoin. A major exhibition of contemporary
paintings, sculpture, and traditional crafts commemorating the 2,600th anniversary was
shown in Kyoto in the spring and Tokyo in the autumn. The commemorative exhibition’s
catalogue of Japanese-style paintings (nihonga) included a statement that noted, “The
organizing principle of this exhibition is the expression, through art, of the supreme
ideal of kokutai, symbol of the unique existence of the Great Japanese Empire.” Half of
the two hundred forty works included in the Nihonga catalogue were devoted to staid
themes of Japanese (and Chinese) painting: flora and fauna or unpeopled landscapes
with water or mountain scenery. Another forty were pictures of women and girls, some
in traditional kimono or peasant dress, others in modern Western fashions. One showed
a girl in a checked dress on a bicycle, and “Seasonal Customers,” by Kaneko Takanobu
(figure 35), showed two stylish women in skirts and heels sitting on ottomans looking over
fabrics in a haberdasher’s art deco office, complete with standing ashtray, a scene remote
from “the supreme ideal of kokutai.” Village scenes, famous buildings and temples, and
historical personages accounted for most of the remaining works.
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Four of the exhibition works evoked the military, but set in the distant past, while only
two works showed contemporary soldiers: “Wounded Soldiers’ Morning” by Nakamura
Hakui, with robust soldiers in hospital gowns practicing with longbows, and “Japanese
Sword” by Kobayakawa Shasei (figure 36). Conspicuously absent from this catalogue,
as well as from the PWR article devoted to the exhibition, were works devoted to the
war in China. Two major exhibits of war pictures devoted to the “Holy War” had already
toured Japan, so certainly the genre was well established. Given the stated objective of
the exhibition and the overtly militaristic nature of many of the national and local events
surrounding the anniversary, the commemorative exhibition contained surprisingly little
artwork highlighting Japan’s military achievements. The exhibition artwork shows that
as late as November 1940, the Japanese government was not dictating that artistic work
must glorify the military or the state’s totalitarian goals, although this degree of artistic
freedom would all but disappear after war erupted in the Pacific.

34. PWR 138, 16 October
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the words of an unnamed
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35 and 36. (top) “Seasonal
Customers,” by Kaneko Taka-
nobu was daringly modish with
its Western interior and fash-
ions. The prominent ashtray is
particularly provocative, since
civilians, especially women,
were expected to forgo ciga-
rettes so that men at the front
had them.

(bottom) “Japanese Sword”
by Kobayakawa Shusei is typi-
cal of artwork featured in “Holy
War Art” exhibitions, but atypi-
cal for the work included in
the 2,600th Anniversary of the
Founding of the Nation Com-
memorative Exhibition. Both
are reprinted from the cata-
logue, Exhibition of Nihonga
Commemorating the 2,600th
Anniversary of the Founding
of the Nation, p. 26 and p. 10,
respectively.
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The imperial review of the navy and the army in October constituted two major
events of the anniversary year. The purpose of publicizing these imperial reviews was
twofold. The display of military might sent a message of strength and determination to
the home front, to Japanese forces and their enemies in Asia, and to the Western powers.
The photographs of the emperor exercising his role as commander-in-chief conveyed to
the nation and the world beyond his active role in military affairs.
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37. PWR 139, 23 October 1940, p. 3. “2,600th Anniversary of the Founding of the Nation Special Imperial
Naval Review. The Emperor on the Bridge of the Destroyer Hie.” The review took place off Yokohama Bay on
11 October and involved over one hundred ships. The text says in part, “On this day, the emperor conveyed his
August remarks that in this complex and intricate international situation, with currents [i.e., tensions]
running high in the Pacific and the mission of the empire increasing in importance, the Imperial Navy’s
officers and sailors must make their very best effort.” Photograph: Navy Ministry. This full-page photograph
appeared in PWR 145 in a reduced size.
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38 and 39. PWR 145, 30 November 1940, pp. 14-15. The Commemorative Dress Review of the Army. The
emperor reviewed troops and watched a drill of airplanes and tanks at the Yoyogi Training Grounds in Tokyo on
21 October 1940. PWR usually segregated the emperor and his subjects into separate photographs.

(top) The emperor, astride his steed White Snow, reviewing troops.

(bottom) A forest of rifle-bayonets held aloft by the troops being reviewed.



62 THE GREAT JAPANESE EMPIRE

The grounds of the imperial palace were bedecked with banners commemorating the
2,600th anniversary of the founding of the nation. Celebrations and special events took
place throughout the year in every region of Japan, from the largest cities to the smallest
mountain hamlets. Precious festival carts were dusted off and taken out of storage, and
famous treasures and special talents were put on display throughout the land. While most
of the events reprised local and regional traditions, such as performances of folk music
and dances, some incorporated the imagery and rhetoric of the Axis partners, the New
Japan, the New Order in Asia, and the Greater East Asian Co-Prosperity Sphere.

PWR 145, the commemorative double issue, featured some fifty photographs showing
local celebrations in every part of the empire, including Korea, Taiwan, Manchuria, and
major occupied cities in China (Beijing, Shanghai, Nanjing, Guangzhou). Everywhere,
crowds cheered “banzai!” Mass rallies with patriotic music were common, as were
streetcars and buses decorated with flowers and ribbons in the manner of parade floats.
A lantern parade in Hiroshima was led by three men made up to look like Konoe,
Hitler, and Mussolini. A Japanese destroyer off Okinoshima fired its guns in salute. One
photograph of prisoners at a special commemorative assembly inside Toyoda Prison,
Tokyo, carried the caption, “even the incarcerated give heartfelt congratulations.”
Like festivals everywhere, these celebrations were an admixture of extraordinary
elements: the mystical and the sensual, the serene and the raucous. All of these
elements came together in an outpouring of patriotic sentiment paying homage to
the emperor and the nation.

40. PWR 145, 30 November 1940, p. 22. This night scene of the commemorative banners erected in the imperial
palace grounds conveys the serene, mystical, and ancient elements of the anniversary.
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National unity was the common theme of these celebrations. After all, it was Emperor
Jinmu, the founder of the nation, who was said to have used the phrase, “Hakko ichiu”
(“the eight corners [of the world] under one roof”) to describe his unification of the known
world under his sacred rule. The ancient phrase was an imperative to all Japanese subjects
to bring the world together under imperial rule, a goal requiring the undivided energy and
devotion of all members of the Greater East Asian Co-Prosperity Sphere.

41 and 42. (top) PWR 141, 6 Novem-
ber 1940, pp. 18-19. At the Eleventh
National Athletics Competition at the
Meiji Shrine grounds, members of
the All Japan Athletics Association
form the numbers 2,600. Coordinated
demonstrations of patriotism were
popular in 1940.

(bottom) PWR 145, 30 November
1940, p. 47. The Hakkd Pillar, con-
structed near Miyazaki City, Kytsht on
the legendary site of Jinmu’s palace,
“Points to the skies with its dignified
form, ‘Hakko Ichiu’ in Prince Chichibu’s
calligraphy carved in its center.” Dedi-
cated on 3 April 1940, the day of the
Emperor Jinmu Festival, it quickly
became a symbol of the New Order
in Asia and the expansion of Japan’s
rule of Asia.

After the war, the 100-foot pillar was
rechristened the “Peace Tower.” The
eternal flame was brought from the
Peace Tower to Tokyo in 1964 for the
Tokyo Olympics.
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Of all of the events held in 1940, the most important was the imperial ceremony
marking the 2,600th anniversary, which began on 10 November 1940, with ceremonial
greetings exchanged between the emperor and Japanese and foreign dignitaries. The
main ceremony was held the following day in the Outer Garden of the imperial palace at
2 P.M. with fifty-five thousand representatives of Japan and foreign dignitaries present.
The program was reproduced in PWR 145. The attendees assembled prior to the arrival
of the emperor and empress, and all stood when they entered. All sang the national
anthem, “Kimigayo,” after which unnamed foreign dignitaries were seated.'® A message
from the emperor was read. It stated that the anniversary celebration, with representatives
from all of Japan and from around the world, would be observed with a special musical
performance, and that the emperor hoped that, “despite the great upheaval the world
was now experiencing, the day of peace would come soon so that all nations could
share in Japan’s joy.” Next came a musical program by the Army-Navy Band, and an
All-Japan Student Chorale sang. Prince Takamatsu then took the center stage and led all
assembled in three cheers of “banzai!” Everyone then stood as the emperor and empress
took their leave, signaling the end of the ceremony.

The 2,600th anniversary of the founding of the nation was an opportunity to show
the people of Japan, Asia, and the world that Japan was a thriving “unique” culture with
an ancient, sacrosanct history, a modern nation with the latest technology needed for
running its empire in a time of peace as well as a time of war. The celebrations could
not have taken place without the cooperation of thousands of volunteers, and their spirit
of unity and their service to the nation were repaid in terms of a sense of purpose and
proximity to power. The apotheosized image of national greatness and racial superiority
thus created was reflected back to the people by their emperor, himself as pure and blank

as a mirror, one of the three items in the imperial regalia.

43. PWR 145, 30 November 1940,
pp. 24-25. “Taking the center of the
stage, His Imperial Highness Prince
Takamatsu leads the One Hundred
Million in a chorus of three cheers of
‘banzai!™ A corner of the drapery of
the imperial box can be seen in the
upper left corner of the photograph.

The “One Hundred Million” were
the one hundred million subjects, the
population reached by the Japanese
Empire in 1937. During the war,
the phrase expressed the unity of
the people and was part of many
slogans.
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44 and 45. PWR 145, 30 November 1940.

(top, pp. 20-21) The emperor and empress
receive the “banzai” cheers of the crowd
of fifty-five thousand participating in the cer-
emony marking the 2,600th anniversary of
the founding of the nation on 11 November.
Surely the most significant and prestigious
(and probably the largest) mass rally held in
Japan up to this time, the sea of humanity
was photographed as a wide-shot trans-
versing four pages of PWR with overall
dimensions of 5 inches by 32 inches. (The
photograph has been cropped here.) The
imperial couple (seated at the center of the
shrine building beneath a tablet reading
“Banzai”) are very darkly shadowed and
miniscule, barely discernible on the printed
page.

(bottom, p. 19) PWR 145 also included
this close-up of the emperor and empress
at the ceremony, seated beneath the com-
memorative “Banzai” tablet with an archaic
style of calligraphy (borrowed from ancient
Chinese sources), which was also featured
on a postage stamp commemorating the
2,600th anniversary of the founding of the
nation.
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Notes

1. On 14 November 1930, Sagoya Tomeo, a hired gun associated with the Black Dragon Society, shot
Prime Minister Hamaguchi Osachi as he was about to board a train at Tokyo Station. He died after several
surgeries on 26 August 1931. On 7 February 1932, former Finance Minister Inoue Junnosuke was shot to
death in the street by Konuma Tadashi, a member of a paramilitary group called the Blood Brotherhood. On
5 March 1932, Baron Dan Takuma was shot to death at the side entrance of the Mitsui Bank by Hisanuma
Gord, also of the Blood Brotherhood. On 15 May 1932, a group of young army officers gunned their way
into the prime minister’s residence, where they assassinated Prime Minister Inukai Tsuyoshi. On 12 August
1935, Nagata Tetsuzan, director of the War Ministry’s Military Affairs Section, was called upon in his
office by Lieutenant-Colonel Aizawa Saburd, who ran him clean through with a sword, killing him. The
largest assassination plot unfolded on 26 February 1936, when several hundred soldiers of the First and
Third Regiments of the army, stationed in Tokyo, attempted a coup d’état and took over the center of
Tokyo, site of the Diet Building and government offices. Their plot included the assassinations of several
powerful members of the government. Eighty-one-year-old Finance Minister Takahashi Korekiyo was shot
to death in his bed at home and died instantly. The seventy-seven-year-old former Prime Minister Viscount
Admiral Saito Makoto was shot to death in his bedroom. In all, forty-seven bullets entered his body.
Grand Chamberlain Suzuki Kantardo was shot three times, but survived. Prime Minister Okada Teisuke
was attacked in the prime minister’s residence, site of the Inukai assassination. Matsuo Denzo, Okada’s
brother-in-law, pretending to be the prime minister, was machine-gunned and killed. The prime minister’s
maids passed off Matsuo’s body as Okada’s. Okada hid in a closet until he could escape by disguising
himself as a mourner at his own wake. The press had already announced his death, and when he emerged
alive, he was so reviled for such cowardly behavior that his political career soon came to an end. Lord
Privy Seal Makino Nobuaki escaped to the hills behind an inn when a gun battle ensued between his body
guards and the assassins. Police prevented the assassination of the genrs (senior advisor) Prince Saionji
Kinmochi. Saionji had been targeted previously, in 1932. The last person to die in the 26 February
mutiny was General Watanabe Jotaro, the army’s Inspector General of Education. Former Prime
Minister Baron Hiranuma Kiichiro was shot on 14 August 1941, but recovered. On 18 September
1941, four unidentified men with pistols tried to attack Prime Minister Prince Konoe Fumimaro, but
he escaped in his car.

2. This dustjacket is very similar to the work of Hara Hiromu displayed at the Paris Exposition of 1937.
See Nanba Kaoji, “Uchiteshi yamamu™: Taiheiyo senso to hokoku no gijustusha tachi (Tokyo: Kodansha,
1998), p. 40. Both incorporate the same photographs of the car and the ash-belching volcano.

3. Automobile production had been linked to the army since its inception in Japan. The Foreign
Affairs Association of Japan noted in The Japan Year Book 1938-39 (Tokyo: Kenkyusha, 1938): “The
first automobile to be manufactured in Japan was by the Tokyo Motor Car Works, under the management
of Mr. S. Yoshida, in the year 1909, but until the present progress has been very slow. In 1910, several
military motor cars were manufactured for the Army in the Osaka Arsenal” (p. 550). Commercial vehicle
production began in 1911 with the DAT model. The Orient Yearbook for 1942 (Tokyo: Asia Statistics, 1942)
also commented: “The outbreak of the Sino-Japanese Hostilities in July, 1937 presented a strong impetus
for the expansion of the domestic automobile industry. Especially remarkable was the advance made by the
Nissan Motor Company and the Toyoda [today’s Toyota] Motorcar Company, the two concerns sanctioned
by the Government under the Motorcar Manufacturing Industry Law. These two companies were closely
followed by the Tokyo Motorcar Industry Company, manufacturers of the Isuzu car, which is of standard
size specified by the Minister of Commerce and Industry” (p. 294).

4. Asian Statistics, ed., The Orient Yearbook for 1942 (Tokyo: Asian Statistics, 1942), p. 320.

5. PWR 135 (25 September 1940, p. 17) carried an article on Captain Tokugawa Yoshitoshi on the thirtieth
anniversary of his flight of the first heavier-than-air machine in Japan at Yoyogi Field in Tokyo.

6. The quotation is from a book published serially in booklet form, translated from Japanese into English
and printed in Japan. Chigaku Tanaka, “What Is Nippon Kokutai? Introduction to Nipponese National
Principles,” No. 8 (Tokyo: Shishio Bunko, 1936), p. 211. After the war, Tanaka founded his own religion,
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based upon the principle of Kotonarism. See H. Byron Earhart, Japanese New Religions, A Bibliography
(Ann Arbor: University of Michigan Press, 1979), pp. 80-81 for Tanaka’s religious tracts.

7. Chigaku Tanaka, “What Is Nippon Kokutai?” No. 8, p. 205.

8. Gregory Kasza, The State and the Mass Media in Japan, 1918-1945 (Berkeley: University of
California Press, 1988), p. 234.

9. At the same time, the Japanese Empire had its own distinct features: it was a contiguous empire, it
actively developed new territories, and the colonized became citizens (albeit with fewer rights). Prasenjit
Duara describes Manchukuo as the first example of “new imperialism rooted in the historical circumstances
of the United States, the Soviet Union, and Japan. . . . The new imperialists espoused anticolonial ideologies
and emphasized cultural or ideological similarities” because “the new imperialism reflected a strategic
conception of the periphery as part of an organic formation designed to attain global supremacy
for the imperial power.” See his 30 January 2006 Japan Focus article, “The New Imperialism
and the Post-Colonial Developmental State: Manchukuo in Comparative Perspective” available at
http://japanfocus.org/article.asp?id=512.

10. Archeological evidence strongly suggests that the first emperors of Japan were, in fact, from a clan
that originated in Korea. The current emperor has admitted as much, stating that “I, on my part, feel
a certain kinship with Korea, given the fact that it is recorded in the Chronicles of Japan that the
mother of Emperor Kammu was of the line of King Muryong of Paekche,” quoted in the 28 December
2001 edition of the Guardian. See Jon Watt’s article, “The Emperor’s New Roots,” available at
www.guardian.co.uk/japan/story/0,7369,625426,00.html.

11. The Manchurian Incident took place on 18 September 1931 when soldiers of Japan’s Kwantung
Army blew up part of the track of the Japanese-run Southern Manchurian Railway and blamed Chinese
bandits for the attack. This became the pretext for the invasion of Manchuria.

12. The ill-fated 1940 Olympics have a complicated history. Japan first participated in the Fifth
Olympiad in Stockholm (1912), to which it sent five athletes. Japan won its first Olympic medals (bronze,
men’s tennis) at Antwerp. In 1931, as the city of Tokyo continued to rebuild following the devastating
1923 earthquake, it began to seriously consider making a bid for the 1940 Olympics. From the outset, the
negotiations were riddled with economic and political maneuvering. On 31 July 1936, the International
Olympic Committee (IOC) voted thirty-six to twenty-seven to award the 1940 Olympics to Tokyo. When
all-out war broke out in China in September 1937, IOC member China was quick to object to Japan’s
hosting the Olympics. Over China’s objections, the 10C confirmed Tokyo as the site on 16 March 1938.
Joseph R. Svinth wrote, “When the Japanese and Soviet armies got into an undeclared war in Manchuria on
July 11, 1938, the Japanese government panicked. Thus, four days later, the Ministry of Health and Welfare
announced that Japan could not host the Olympic games in 1940. ‘During the Emergency,” Yoshiaki Mitani
explained in the Japan Times on July 18, 1938, ‘physical activities should be hiking, etc., that build strong
bodies’ rather than simply amuse spectators.” The 1940 Olympics were then assigned to Oslo, runner-up
in the 1936 vote. The Finns also saw their Olympic dream postponed when the country was invaded
at the outset of World War Il. The Finnish Olympic facilities would be modified and used when the
nation hosted the 1948 Olympics. See Joseph R. Svinth, “Fulfilling His Duty as a Member: Jigoro Kano
and the Japanese Bid for the 1940 Olympics,” Journal of Competitive Sport, May 2004, available at
ejmas.com/jcs/2004jcs/jcsart_svinth_0504.htm

13. US Ambassador to Japan Joseph C. Grew was in attendance and delivered a speech on behalf of
the diplomatic corps. For his firsthand account of the proceedings, see Joseph C. Grew, Ten Years in Japan
(New York: Simon and Schuster, 1944), pp. 352-353.






3. MEN OF THE IMPERIAL FORCES

The 1930s witnessed a rapid rise in the political power of the Japanese military,
ushering in new roles and a new image for the Japanese soldier. The decade began
with a series of “Incidents”—military skirmishes in Manchuria and China,* brought to
conclusion in a matter of weeks or months, resulting in the creation of Manchukuo—and
ended with the military bogged down in a bloody, protracted conflict in China, the
Second Sino-Japanese War. Japanese troops suffered sixty-two thousand combat deaths
from the time of its outbreak (the Marco Polo Bridge Incident of 7 July 1937) through
December 1938. In 1939, the number of deaths was half that of 1938, and in 1940,
half that of 1939. Nevertheless, by the end of the government’s three-year projection
to conclude the Second Sino-Japanese War before December 1940, Japan had lost one
hundred eight thousand men in combat. In addition, fifty thousand had perished from
illness in China and Manchuria, and another thirty-five thousand were wounded during
these three and a half years. The Russo-Japanese War, the deadliest in modern Japanese
history before 1939, had claimed the lives of one hundred ten thousand Japanese,
but reaped immediate gains of territory and international political clout. The China
war had dragged on inconclusively for three times as long, cost one-and-a-half
times as many lives,2 and won only the ire and suspicion of Japan’s neighbors and
the great powers.

In the 1930s, Japanese were no less patriotic than in the past, but they did not
enthusiastically welcome Japan’s military exploits on the Asian continent.® When the
government set out to sell the public on this latest war, it presented the soldier as a noble
warrior engaged in a holy war against forces threatening Japan’s national greatness and
the destiny of the Yamato race. The noble warrior improved the image of the military
man of the early 1930s. When the decade began, military service was a rite of passage
for many of the young men of Japan, especially those from the countryside who filled the
rank and file. They entered boot camp as boys, and exited as men. When they returned to
society, their military experience was supposed to have made them more “masculine.” In
the media, all soldiers were loyal and brave, but some were also bunglers and braggarts.
They were good-natured and hot-tempered, chivalrous and lecherous. In short, they were
the embodiment of Japanese machismo. We will see in the media’s depiction of soldiers
in the late 1930s that this noble warrior would retain some of these characteristics,
discard others, and add some new ones, as he increasingly became both the agent of
Japanese foreign policy and the embodiment of home front ideals.

69
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1. PWR 329, 12 July 1944. In 1942, PWR began carrying the “Signboard of the Times,” a full-page message
to cut out and display as a poster. Initially, it appeared on the inside front cover, but here is on the front cover.
This one says, (from right to left, the first line printed in red ink): “This is a fight. What should there be besides
fighting? Anger. Pour forth the blood of Yamato’s ferocious men, the blood that flows without end.”

This 11%-by-16Y2-inch cover, with its larger-than-life photograph of a soldier’s face, appeared at the
height of the Battle of Saipan. The absence of contextualizing background imbues this powerful picture with
an unsettling intimacy. The fierceness of the facial expression is heightened by the extreme close-up, the
dramatic lighting, and the unusual angle placing the soldier almost on top of the viewer, as if being overtaken
in hand-to-hand combat. The enemy would wither before this “anger.” This media image of a common soldier,
transformed into a modern-day samurai, differs remarkably from that of five or six years earlier.
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Media coverage of Japan’s military involvement in China in the early 1930s gave
little reason to suppose that these escapades would intrude upon civilian life. The
Asahi Corporation’s special correspondents, following in the tracks of the Kwantung
Army, Japan’s major force in China, produced photographic “special reports” on the
Manchurian Incident (18 September 1931), the Shanghai Incident* (28 January 1932),
and the Jehol Skirmish® (3 January 1933). In each case, one issue described how
the problem arose and the next how it was resolved. Media coverage of these events
assured the public that their military, unrivaled and unbeatable in Asia, acted only
when provoked and out of necessity. By 1937, Asahi, with its own news airplanes, was
the media outfit most capable of covering the movements of the Japanese forces in
Manchuria and China, although a rival newspaper and publishing giant, the Mainichi
Corporation, established a competing force of China correspondents and a China
Frontline magazine in 1937. The Cabinet Information Section (later upgraded to an Office
and finally a Bureau) launched Photographic Weekly Report in February 1938.
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2 and 3. The Manchurian Incident of 18 September 1931, in which “Chinese guerrillas” (actually, secret troops
of the Japanese Kwantung Army) blew up part of the Japanese-run Southern Manchurian Railway, created the
premise for retaliatory campaigns and the Japanese takeover of Manchuria.

(left) Photographic Report on the Manchurian Incident 2, 20 November 1931. The second of two Asahi
journals describing the Manchurian Incident. Troops guard the tracks against further attacks. By the time this
second report hit the newsstands, the fighting was over and most of Manchuria had been seized.

(right) Manchuria Incident Pictorial, 18 October 1931. Published by Jiji Shinpé as an insert to the Sunday
edition of “Cartoons and Reading Matter,” this cover is a collage of photograph (the soldiers on a stone
embankment) and drawing (the sky, the clouds, the Japanese flag). The covers typify the contents of both
magazines, primarily photographs of Japanese troops marching or posing in front of landmarks. There are
no photographs of battle or of destruction.
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The Kwantung Army’s seizure of Manchuria was completed only two months after
the Manchurian Incident began. In 1931, the three Tokyo- and Osaka-based media
giants, Asahi, Mainichi, and Yomiuri, had no access to the front and their coverage of
the Manchurian Incident was mostly a rehash, relying on information and photographs
supplied by the army. But in January 1932, when fighting erupted in Shanghai, Asahi’s
reporters were quick on the scene, photographing the battle as it unfolded. The two
issues of Asahi periodicals devoted to the Shanghai Incident provided more graphic,
detailed coverage than those issued just four months earlier for the Manchurian Incident.
Asahi’s reporters took “live-action” shots on the battlefield as well as “after-the-fact,”
posed photographs (the “banzai” photographs, for instance).

4. Photographic Report on
the Shanghai Incident, 22
February 1932. The first of
two Asahi reports on the
skirmishes in Shanghai that
broke out between Chinese
“agitators” and Japanese
marines. The story presented
here was that Japan’s military
acted quickly to protect the
“international community,”
including Japanese, from
violent Chinese protests, and
that once the rebels had been
quelled and order restored,
the work of the Japanese
military was over. The maga-
zine included many photo-
graphs of Japanese marines
setting up roadblocks and
“guarding” Japanese inter-
ests. In this photograph,
a Japanese armored car
equipped with dual machine
guns patrols a Shanghai
street. A Japanese marine
holds the Imperial Navy flag,
proof of Japan’s control of
the situation.
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5 and 6. Photographic Report on the Shanghai Incident 2, 20 March 1932. Asahi’s coverage of the Shanghai
Incident included six photographs of aerial bombardment of urban areas and military objectives in a
photoessay called, “Activities of our Navy Air Force.” With memories of the destruction of World War | still
fresh, the Western powers were shocked by photographs like these, which appeared five years before
the aerial bombing of Guernica, immortalized by Picasso’s famous painting. The aerial photographs
themselves are dramatic evidence of the technological superiority of Japan and its military over what
they viewed as a backward China.

(top) p. 17 “Bombing the Enemy at Wusongzhen.”

(bottom) p. 18 “Completely destroyed Hangzhou Airfield.” Photographs: Navy Air Force.
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The Shanghai Incident photographs display the harsh realities of war, including raw
scenes of carnage and destruction. During the Russo-Japanese War, woodblock prints
conveyed the drama and gore of battlefield action, which was still quite difficult for the
camera to capture.® Photographs of Russo-Japanese War casualties do exist, but they
lack the “real-time” spontaneity of Asahi’s Shanghai Incident photographs. So different
is Asahi’s coverage of the Manchurian Incident from that of the Shanghai Incident that
it marks a sea change in news reportage. With Asahi’s Shanghai Incident coverage,
modern photojournalism had arrived in Japan. We might even claim that this was the
first instance of modern war photography.” What emerged from the Shanghai Incident
was the image of a modern military and its warships, bomber planes, and tanks, with
the capability of laying waste to a major world metropolis.
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7. Photographic Report on the Shanghai Incident, 22 February 1932, pp. 16-17. The entire caption
reads, “Jiaojiang Avenue has become a desolate, burnt-out wasteland! Our marines charge over enemy
corpses.”

This remarkable 21-by-15-inch centerfold presents an unvarnished picture of the horrors of war, including
corpses. Japanese politicians and military leaders were surprised by the international outcry over the
fighting in China. The Japanese press printed several photographs of destruction worse than this when
Shanghai and Nanjing fell late in 1937, but refrained from publishing photographs of the dead, whether
Chinese or J