Dawid Gtownia

Sport in Japanese Cinema from the End of 19th Centy to the End of
the Pacific War. An Exploration

DOI: 10.14746/sijp.2016.43/44/45/46.3

ABSTRACT

The article discusses the interrelations betweert sginema and socio-political
transformation of Japan between 1868 and 1945 .n@irie identified as a mass
medium able to serve as a socio-cultural document & historical source.
Article's starting point is a brief discussion betMeiji era authorities’ policy
toward Western influences, cinema, and sport, baitlern and traditional. This
is followed by the discussion of early non-fictiims depicting sport, mainly
sumo matches. Next section is devoted to the ifoiusf sport motifs in feature
film in the context of socio-cultural transformat® of Japan. Main section of
the article discusses three strategies of emplogpagt in Japanese cinema of
the late 1920s and 1930s: 1) neutral observatiowhith modern sports are
presented as one of the aspects of socio-culttaakformations of Japan, 2)
introduction of more or less elaborate sport metifgo the narratives of films
in which sport does not play a dominant role butclvhattempt to comment on
the social reality, 3) utilisation of sport motifas purely symbolical devices.
Last section of the article briefly indicates orotaptions available for Japanese
filmmakers during the Pacific War — inclusion ofettthemes they were
interested in into films conforming with the nat&@npolicy and subversive
filmmaking.

KEYWORDS: Japanese cinema, sports in Japan, sports in aingemdai-geki
Ozu Yasujio, Mizoguchi Keniji.

Cinema is a mass afar excellence- its essence lies in mechanical
reproduction and broad accessibility, understoaith las wide availability
of cinematic products for potential audiences drairtcomprehensibility.
As a vital, inclusive social phenomenon it cannet ¢onfined in art
galleries and limit its consumers to a narrow, islitgroup of
“connoisseurs”. Cinema realizes its potential adifilit maintains a close
relationship with society — if it blends in wittsitissue, flows in its veins,
and sends impulses to its muscles. To achieve ithigs to reflect the
world of the audiences, relate to their experieraras problems, even if it
does that indirectly, by filtering them thought tiexmakers’ imagination
and sensitivity. Among all forms of human artisactivity cinema is
probably the most sensitive to the slightest vibret in its social
environment and capable of providing instant resperto them. What is
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more, it quite often tended to address issuesihabre esteemed yet less
egalitarian discourses — be it publicistic, academ political — were
articulated with noticeable delay.

Because of these properties cinematographic wahksserve as valuable
social documents, cultural artefacts that reflectain phenomena, trends,
moods, anxieties, and ideologies of their timeswadl as convenient
illustrations of knowledge acquired in a formal wafpe history of every
national cinema is in fact a history of the natad the society in which
this particular national cinema it is rooted. Coexplrelations between
cinema and its socio-cultural, political, and eawi® environment are
most visible when we turn our attention to the d¢oes which at some
point of their history went through sudden, rapahd fundamental
transformations. Such is the case of Japan, wiiche mid-19th century
abandoned its over 200 year-long restrictive igmiédt policy and opened
itself to Western influences, and in the span ef mlext 100 years went
through phases of modernization, democratizatiehraititarization.
Socio-political entanglement is by no means exghisio cinema. It
characterizes — to greater or lesser extent —saké@s of culture. In the
case of mid-19th- to mid-20th-century Japan onae easily provide a
substantial number of examples of such entanglermenhe fields of
theatre, literature, science, philosopéte. (e.g. authorities’ attempts to
revaluatekabuki as a theatre of moral education; political rootsthe
shinpa theatre; influence of Western anthropology, evohist theories
and social Darwinism on Japanese racial discounsecalonial policy;
emergence, development, and suppression of prialetéiterature). The
vicissitudes of sports were also part — and cavesas an illustration — of
diverse and not always convergent social, politicahd cultural
transformations of Japan from its “opening to thald’ until its defeat in
the Pacific War. During all of that period sportsw#ot a neutral activity, as
it was deeply embroiled in the ideological disce@s$ which favoured
certain of its disciplines and attributed them wsibecific roles, and was
one of the components of broader social proceshihwdirectly affected
the life-styles, habits, aspirations and value3apfanese citizens.

My aim in this article it to present synthetic,roductory overview of the
interrelations between cinema, sport, and the breadio-political
transformations in Japan until the end of the Ratfar. This overview is
by no means exhaustive — due to its exploratorpgee certain films were
omitted, while some others were mentioned onlyflyri@nd, of course,
there is a possibility that at this point | am a@tare of certain facts and
films. Nonetheless, | hope to provide the readethwbasic factual
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information on the subject, intuitions concerningpdtions of employing
sport motives in selected cinematographic works, @ioposition — in the
form of exemplification — of the analytical frameskdor further research.
| argue that the discussion of the relations betwsport and early
Japanese cinema should not be limited to providingiasi-encyclopaedic
descriptive list of films with sport motifs. We alld rather focus on issues
such as how cinematographic manifestations of setated to everyday
experiences of contemporary audiences, how thee vilftuenced by
internal transformations of the Japanese film itgusiow they reflected
broader social, cultural, political, and ideolodigaocesses that swept
through Japan, and how certain filmmakers emplogpdrt motifs to
provide additional meanings to their works. Suclapproach allows me to
narrow down the corpus of films discussed in théclar These were
selected primarily on the basis of their diversity employing sport
motives. The second criterion was their accessibiil focus, with a few
exceptions — on the films that not only survivedt &re also commercially
available.

In the article | focus — with a few exceptions —tbe films that not only
survived, but are also commercially available.

Historical Context of the Development of the Cinemaand Sport in
Japan

The discussion of the relationship between spaltearly Japanese cinema
requires prior consideration of historical cont@xtwhich modern sport
and cinema emerged and developed on Japanese soail.

As | mentioned elsewhere (Gltownia 2012: 19) onethef most crucial
problems faced by the Japanese authorities atabmiing of Meiji era
(1868-1912) was the issue of relationship betweeasirable
transformations in the spheres of politics, econoamd technology and
socio-cultural change. The question was whetheorbéty a modern state
and obtaining a strong position in the internatioagna required the
ubiquitous acceptance of Western customs. Evegtubk authorities
rejected the idea of an unconditional following théestern model
advocated by the most radical progressivists anthpaghizers of
Civilization and Enlightenmentbgnmei kaika movement. Instead, they
chose an approach of acceptance of modernizationmegection of overly
Westernization best characterized by the slogamatibn-ysai (“Japanese
spirit and Western technology”). One of the congseges of adopting this
ideology was an attempt to create a new Japangsenci- one that would
be able to assimilate Western knowledge, efficjerdperate Western
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technology, and actively contribute to the processfemodernization, yet
who would remain faithful to the “Japanese spiritdition, morals and
established social hierarchies and structures wfepoAt the same time
Japanese intellectuals gradually developed conceptsace finshu),
unique qualities of Japanese peopiringoky, and national essence
(kokuta) (Weiner 1997), which were all employed in thenfiafation of
national policy and ideology, and later found tHelt embodiment in the
nationalistic and militaristic tendencies of the3@8 and 1940s. From
Japan’s “opening to the world” to the attack onrPearbour, a peculiar
kind of “game” was played on Japanese soil — tieavben “indigenous”
and “foreign” elements. Generally, the former thiéy were not identified
as an indication of backwardness or obstacle ferribe of Japan as a
modern nation — were positively valorised, while thtter were accepted
only after they were subjected to the proceduresadéptation and
nativization. It was a game that both cinema armltdpad to participate in.
When cinema was introduced to Japan its socialtifume transcended
merely providing entertainment. Not only did thehrological aspect of
cinematographic apparatus serve as an illustratidghe might of Western
scientific thought, but the movies themselves varémportant source of
knowledge about the distant, unknown world. Thidtuate toward the
possibilities of new medium is best summarized byrds of Inabata
Katsutab, the first importer of French cinematograph, whoote: “I
believed that this would be the most appropriateiogefor introducing
contemporary Western culture to our country” (Tddizuguchi 1996). In
the 1910s the educational aspect of the new mediasnfurther developed
by the introduction of the idea of “popular educali (tsizoku kgiku) and
the identification of cinema as one of the meansnofal education (for
discussion of the subject in relation to such issag movie attendance by
children and youth, youth delinquency, and film sEiship see: Makino
2001, Salomon 2002, Glownia 2012). Subsequentréigulations of 1917,
1925 and 1939 gradually extended the authorit@strol over cinema and
presented them with a new opportunities of emplpytirin achieving their
political goals.

Sport — both modern and traditional — was alsazetil in the processes of
moulding the new Japan. Western modern sport wagyht to Japan at the
beginning of the Meiji era by foreign advisors (kroasoyatoi gaikokujin
“hired foreigners”) and soon its various discipin&ere introduced into
Japanese schools as extra-curricular activities ¢fiscussion of the
development of Japanese school sport see: Kus&l&).2Zlhe government
encouraged adoption of modern sport disciplinesrder to enhance the
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moral education of the citizens, increase theiitamn efficacy, promote
modern lifestyles, and offset the presumed physictdriority of the
Japanese (Atkins 2007: 469). On the other hand,cepses of
modernization contested the practical valudwjutsy traditional martial
arts such asenjutsu (swordsmanship)kyijutsu (archery) andjzjutsu
(unarmed combat), which led to drastic decreagbair popularity. Their
revival in the form obud (as they were called from 1919) was based on
redefinition of their philosophical assumptions ahcentration on moral
education connected with training. In 1926 the tbudb was introduced
to the school physical education curriculum to atifintiate traditional
martial arts from team sports, and in 198bH disciplines were adopted in
schools as a compulsory subject (Hamaguchi 20@60619).

Early Non-Fictional Sport Films

In Japan recording of sports activities on film éav history as long as
cinema itself. The first film depicting Japanesertgmen was created by
Francgois-Constant Girel, who was sent to Japamdy timiére brothers in
order to help Inabata Katsutaestablish his film enterprise. Apart from
serving as a serviceman and instructor for Inabgasjection teams, Girel
made, for his French employers, a series of shfimit postcards”
depicting sceneries, customs, and daily life inadapwvhich were later
distributed in a Europe eager to see new viewsxofie lands and its
people. One of these films was about one-minutg ltapanese sword
fencing(Escrime au sabre japonai$897), shot in Kyoto during kenjutsu
training warm-up. When the first Japanese cameraemgaged in the
filmmaking, the subjects they pursued — urban leagss, geisha dances,
theatrical performances — differed little from thehosen by their Western
counterparts. Abé Mark Nornes observes that tiesfirom the Lumiére
brothers catalogue tended to fit certain mouldshsas the family scene,
the performer, the beautiful womatc, and the earliest films shot in Japan
— by both foreign and local cameramen — constitlbed! variations of
such formulas in which different culture filled tseme general slot in the
catalogue (Nornes 2003: 3). Soon Japanese filmreutteveloped its own
“general slot” in the form of films depicting summatches, which were
shotinter alia by Tsuchiya Tsuneji and Konishi ¢Komatsu 1992: 237,
McDonald 1994: 40).

Early Japanese film screening were often enrichedhb application of
extra-filmic elements. For example: wh@wo People at Bjo Temple
(Ninin Dojaji, 1899, Shibata Tsunekichi) was exhibited at onta@kabuki
theatres in August 1900, an impressive scenograplegnsisting of an

45



Dawid Glownia

artificial valley and pond filled with fishes — wasnstructed in front of the
screen, and while the film was projected an eled¢an generated a cool
breeze directed at the audience (Komatsu 1997:. Hiino films were
often screened in accordance with this mode ofgmtation as exhibitors
decorated their facilitiesbenshi — film narrators who accompanied
projections — presented contestants and commentdioedfight, while the
members of the audience cheered for their favaurit@ontemporary
account on one of such screening from 8Ky Shinbun” from February
1902 describes it as follows:

“We see the figure of Umegaya the wrestler blowntaighe

size of the stage. The whole theatre is deckedikeita real

sumo tournament with colourful banners everywharg] the

benshiuses a megaphone to call out the announcemeiitheas
were in a real stadium.” (High 1984: 34)

Films depicting sumo matches were so popular that910 a facility
called Sum-katsu@-kan — which sole purpose was to screen sumo films
was constructed in a Luna PafRupa pku), located in Asakusa, Tokyo's
entertainment district. Popularity of sumo films ynhe attributed to
sumo’s revival after the period of crisis and —nirthe broader perspective
— renewal of the interest in traditional martialsannder the influence of
Japanese military successes in the First Sino-éapawar (1894-5) and
the Russo-Japanese War (1904-5) (Starecki 2006)itiswially there was
also a more trivial reason: sumo tournaments wele twice a year, while
films were screened all year round, on daily basis.

In contrast to sumo, neither traditiok&njutsunor its modern incarnations
were popular subjects of non-fiction films. Noné#lss, there was at least
one attempt at recording swordsmanship on film ma#ting its screening
more appealing to the audience. At the premieréhef Art of Shirit-style
Sword Drama(Shint-ryaz kenbujutsu sugekimil908) — a film depicting
the sword dance performed by Hibino Raifu, the fierrof the Shirdt-rya
school of swordsmanship — while the film was prtgdcHibino himself
stood in front of the screen and recited Chinesenso(Komatsu 1992:
246). That, however, does not mean that Japanessnaigoers were
reluctant to see sword fight. On the contrary #idial films with that kind
of content were highly popular. It seems that thdiences were simply
more interested in fanciful duels kyzha films (literally: “old school”,
period films derived initially fromkabukiand later fromkodan), than in
realistic depictions of swordsmanship techniqueasoin-fiction films.
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Cinema, sport and socio-political transformations 6Japan

Despite the tremendous popularity of non-fictiomsufilms in the early
20th century, sport was absent from Japaneserfaitidms until well into
the 1920s. One may argue that inclusion of sp@inehts into fictional
films was not compatible with idiosyncrasies anddurction policy of the
nascent Japanese movie industry oriented towarduption of generic
period dramas anshinpamelodramas. Only after a new breed of Japanese
filmmakers turned their attention to everyday |é&periences, aspirations,
and problems of the audiences did sport graduatpime more visible in
films and started to play a more important in therratives. One of the
main factors of this change of approach toward rfiking was the
influence of Kido Shis, head of Séchiku's Kamata studios, who — after
he was appointed to this position in 1924 — indisba making films
“directly connected to the actual lives of contemapp people” (Miyao
2013: 55) or, as he phrased it, “[about] peopld Jike you and me”
(Richie 2005:47). Stchiku was a cradle afhomin-gek{“common people
drama”), a broad genre that focused on a dailyslivEaverage citizens,
usually members of the lower-middle class, and desdly employed a
slice-of-life technique. Because of this approslsbmin-gekfilms, as well
as films belonging to its derivative (sub)genreguite often depicted sport
activities or featured sport-related elements (@ueint, facilities, photos
etc). Shortly after Kido was appointed as head of Kenstudios Ushihara
Kiyohiko laid the foundations for the developmenmtso-calledsupotsu-
mono (sport films) in which he later specialized (Anstam, Richie 1982:
51, Wada-Marciano 2003: 63).

It is important to emphasize the sport was seldoih ever — the key
component of Japanese films of the period discusstds article, at least
not in the way of Western sport films which tendfé@us on sporting
competitions, rivalry between two contestants ante, and their training.
Depending on the filmmaker’s preferences sporta&cgatve — among other
things — as an additional attraction to the film,aaway to establish the
social environment in which a film’s action tookapé or to enrich the
characterization of a protagonist, and as a meangrbviding the film
with additional meaning. However, regardless ofpisticular function(s)
in a narrative, as well as whether it was positibimethe foreground, in the
background or only had “cameo role”, sport was &bal’a clear indicator
of the cultural transformation of Japan.

After they turned their attention to the lives dfeir contemporaries,
Japanese filmmakers were relatively quickly toireal and testify — that
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the postulate of separation of modernization frorasi&rnization might
have worked in theory, but was hard — if at allgdole — to achieve in the
real world. Films produced in the late 1920s an80s9depicted an urban
Japan that was largely Occidentalized: people ddess Western fashion,
streets and cafes full aiodan gru (modern, independent, and supposedly
sexually liberated women), imported consumer goiitigoup in shop
windows, jazz music coming from apartments and gla@lbowded cinema
theatres, and modern sport disciplines. Some filkarg greeted these
changes benevolently, while others approached ihigma greater degree
of reflection, and pointed out their possible nagataspects, such as
deepening of generational differences, dissolutibfamily structures, and
lack of compatibility between traditional and madeslues. In doing so
they frequently employed the expressive rhetorstdistic figure of
juxtaposing two contrastive models of femininityeatly westernized and
“traditional”. Of course, the latter — hence theotgion marks — was a
modern intellectual construct, an “invented traditi based on the
qualities attributed to “traditional woman” by tliminant discourse of
that period. Thus “traditional” women depicted aregns were in fact
quite modern, at least in comparison to the wometh® Edo and early
Meiji periods.

Even though the authorities had a fairly clearorisof which Western
elements should be eliminated from Japan, and agauhst them legally,
especially after Japan embarked on the path ofwfar example: in 1939
cosmetics were banned as unnecessary luxury, i @9@ersity teachers
were forbidden to use the Bible in classroom asvas perceived as
harmful to the moral education of the Japanese, 94l movie theatres
were forbidden to screen American and British msyviand in 1942
broadcasting of “enemy music” was prohibited —rtlaglitude toward sport
was somewhat schizophrenic. On the one hand, modestern sport
disciplines were considered somewhat undesirableliscordant with the
Japanese tradition, on the other hand, throughe tlvas a strong tendency
to “Japanize” them, by including them into the disse of a “national
essence” and filling them with the “spirit bidy”. It was concluded that
they may serve Japan if the competitive aspectiadididualism were
eliminated and replaced with collectivism and d-seltivation ethos. At
the same time traditiondluds was promoted as the best way of fostering
the spirit of self-abandonment and devotion to taion-state (Inoue
1998: 89-90). The 1928 Summer Olympics in Amstergimoved that the
Western sport disciplines have a huge potentiathan development of
imagined “Japaneseness”. Japanese representatidts Haist big success
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in the international sport arena by winning fivedals, including two gold,
and setting a new world record in the 200-meteaistroke. At the end of
the Olympic Games Japan occupied 15th position he tnedal
classification, being better than countries sucAastria, Norway, Poland,
New Zealand and Spain. 86kydo Asahi Shimbun”, one of the leading
Japanese newspapers, wrote:

“People were yelling <<Banzai!>> from the spectasteinds
when the two runners stood together for photognaphEhe
other countries’ reporters rushed toward us aneédsi shake
our hands. These Japanese runners embodied theedapirit,
demonstrating that Japanese resilience and powewicaover
the world, even though their bodies are small.” ¢&/dlarciano
2008: 62)

Strategies of Employing Sport Motives in Japaneseiffema of the Late
1920s and Early to Mid-1930s

In my opinion it is possible to distinguish at ledkree strategies of
employing sport motives in Japanese cinema ofdte1920s and 1930s:
1) neutral observation in which modern sports aesgnted as one of the
aspects of socio-cultural transformations of Jagamytroduction of more
or less elaborate sport motives into the narratofeims in which sport
does not play a dominant role but which attemptdamment on social
reality, 3) utilisation of sport motives as puredymbolical devices. Of
course this is not a classification but a typolaag,there are films which
employ strategies that could be identified as mtaliate forms of those
mentioned above.

The first strategy is best exemplified by two eaviyrks of Ozu Yasujt —
Days of YoutHGakusei romansu: Wakaki,i1929) and Flunked, But...
(Rakudai wa shita keregdd 930), both student comedies inspired by the
films of Ernst Lubitsch and Harold Lloyd. Refraigifrom valorising
socio-cultural changes that took place in Japany €mply shows how
important a part of the lives of contemporary yoMestern popular
culture and leisure activities were. Among its gadors are foreign movie
magazines read by the characters, and the wallsredwith photos of
Western movie stars and film posters -Diays of Youtlit is a poster for
the 7th Heaven(1927, Frank Borzage), while inFlunked, But...one for
the Charming Sinner$1929, Robert Milton). Another element of everyday
experiences of Japanese youth depicted in thesg ifil modern sport.
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Day of Youthandl Flunked, But..differ drastically in terms of importance
of sport elements — while in the latter they ategated to the background,
in the former they are showcased. In the openimnipg shot of Tokyo
University the viewer is able to see a sports stadn which the match is
played. In the later part of the film the protagngazes at the shop
window where various sports equipment is displayethich clearly
demonstrates the popularity of Western sport disgip in contemporary
Japanese society. A large part of the movie takesepon the slopes of
Akakura, where the protagonists enjoy skiing, whigs popular activity
among the young intelligentsia. Besides signaliaziegiain social trends,
the employment of skiing in the film’s narrative svalso functional, as it
allowed Ozu to experiment with certain film techuég (dynamic editing,
panoramic shots, point of view shots) and to coista series of slapstick
gags, based on the pranks between the two maimathes that resulted
from their rivalry — not in sport but in love. ABg humour in Flunked,
But... has a different basis, sport is not featured extety and its rare
appearances are brief, yet they still indicate dpairt was an integral part
of student’s lives.

Both films demonstrate that interest in sport gbalese youth was not
limited to engaging in it at an amateur level deisure activity. Various
elements of these films suggest that the charaatersports fans, engaged
in supporting both their school teams and professdiathletes. The images
of sportsmen in photos and on posters and shotendrex of the students is
reading a sport magazine suggest the rise of nemwebeof mass
imagination. It is also worth noting that the dmiie presented ir
Flunked, But. is baseball. This is quite important as baselvalf at that
time — and still is — tremendously popular in Jgpand as such was
frequently depicted in films. Baseball establislitsdpopularity in the late
19th century. One of the factors that certainlytdbaoted to this was its
egalitarian character. Another one — which flatlefepanese national pride
— was the series of victories of Tokyo’s First Higlschool'sDaiichi Koto
Gaklo, a.k.alchiko) baseball team over the Yokohama Athletic Clul tha
accepted only white members (Klein 1997: 79-80).

The second of the aforementioned strategies of@yimg sport motifs into
films was successfully adapted by Shimazu Yasujine of the pioneers of
shomin-geki He utilised a sport motif as early as 1923 whendhected
Father (Otosan a.k.a.Chichi), a light-hearted comedy about a baseball
champion and a country girl, which allowed him émtast the mentalities
of urban and rural Japan, and — as some film schalgue — expose class
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differences characteristic of that period (Richd®2: 46). However, it is a
film he made over a decade later that is of pddidaterest here.

Our Neighbour, miss Yg@onari no Yae-chgrl934) focuses on a few days
in the lives of two middle-class families living ithe Tokyo suburbs.
Although the film features a quite elaborate spuotif — as one of the film
premises is Seiji's preparation for a baseball ocsfitipn under the
guidance of his older brother — it does not dongirthe narrative. Due to
the adoption of the slice-of-life technique foueses depicting baseball-
related activities — two of training, one of a nltand one of what appears
to be purely recreational play — comfortably blémdvith other scenes to
present a holistic view on the daily life of “avged Japanese citizens
(quotation mark due to the fact that they are remm@tives of certain
social strata). The images appearing on the sareeld be characterized
as “the New Japan in a nutshell” — young protagenigear western
clothes, study foreign languages, visit commerstridis and cinemas (in
one scene they watch one of the Betty Boop animaglworts), and do
sports, and thRed River Vallegong can be heard in the background.
What differentiatesOur Neighbour, miss Yagom previously discussed
films by Ozu — apart from the social environmentwinich the action takes
place and general tone — is that Shimazu does imot himself to
chronicling the social transformations of Japant &lso comments on
them. Yet even though he points out such issugem@earational differences,
especially in the approach toward gender roles #ued institution of
marriage, he remains an optimist — although thergamay find it hard to
understand their daughter, they take it with aentil terms of the subject
of this article the match scene which appears tieaend of the film is of
particular interest, as it shows that the authemitivere unable to fully
realise their ambitions concerning important spostsalthough they
certainly developed the habit of self-cultivatibrey were still marked by a
competitive spirit and, above all, they were perediby youth not as a
form of physical and spiritual development but ategainment.

One may argue that the constatation of failure aifomal sport policy is
also present in th€hildren in the WindKaze no naka no kodom937,
Shimizu Hiroshi), the first part of a dylogy of then’s films based on the
novels of Tsubotagji. In one of the scenes the young protagonistgerta
and Senpai — play with their father, pretending thay are participating in
a sumo match. Yet this “match” is nothing like smritual ceremony as
the authorities would like to see it, but a chasticamble. Moreover, their
father does not treat sumo as an element of a radtedation, but as a way
to create and maintain a close relationship with thildren and to
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entertain them. While discussing this film it is o mentioning another
scene in which the brothers play, pretending they re taking part in the
Olympic Games and acting the out the swimming cditipe with Zenta
acting as a speaker, who first presents the camisstand later
commentates on the race. Besides being humorous paodding
audiences with a few laughs, this scene clearlystilates the broad
diffusion of interest in water sports after the alagse success at the
Amsterdam Summer Olympics.

Films belonging to theupotsu-mongenre did not limit themselves — as in
a case of nhumerous Western sport films — to théctiep of training and
competition, but often openly referred to socialuiss. This approach is
best exemplified byWhy do the Youth Cry®Vakamono yo naze naku, ka
1930, Ushihara Kiyohiko), which focus on the evenfslives of two
friends coming from radically different social bgckunds. The first —
Shigeru — is a young sport stars who leaves hisfamily along with his
“traditional” sister, as the cannot stand theirrbveiesternized, hedonistic
stepmother. The second is a left-wing journalist political activist born
into a working class family, who accuses Shigefater — who is a
cabinet minister — of accepting a bribe. Althougme critics accused the
film of being conformists — as it features a hapgyding in which
Shigeru’'s family is reconciled and his father cied&imself of bribery
charge, which suggests that the internal contriadistand social problems
of modern Japan can be resolved without carryirtgsgstematic changes
— it clearly illustrates the tendency of sport gefilms to address socio-
political issues (for extensive discussion of filire and its social-political
context see Wada-Marciano 2008: 62-75).

As | mentioned before certain films employ sporttives in a way that
situates them somewhere in between two of the thtegegies | have
distinguished. Such is the case of Ozu’s exceptidi@ Lady and the
Beard (Shukujo to hige1931). On the one hand, sport motif is utilised
symbolically, yet, on the other, it constitutesiaiegral part of a narrative
that helps to complement the character of the gootist and to maintain
the casual relationship between certain scenest Wiferentiates this film
from Days of Youttandl Flunked, but..is that this time Ozu went beyond
the role of chronicler and commented on the chaitggishad occurred in
Japan.The Lady and the Bearid a humorous discussion on Japanese
modernity from the perspective of — as Krzysztoshka aptly characterizes
him — “a modern conservative” (Loska 2009: 193).

The plot focuses on the adventures of a hard-hea@elitionalist and
martial arts practitioner, who finds it hard to @&tjto modern Japan and
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whose lush beard — which serves as a one of thedgrof his yearning
for the good old times — makes it impossible fanto find a job. By
applying the popular device of contrastive visiof$emininity — a modest,
“traditional” girl vs. modern, demonic, yet someh@ppealingfemme
fatale — Ozu presents highly stereotyped alternativesfditure Japan,
depending on which path it would embarked on. H@mewunlike the
radical conservatives he does not advocate an diimral return to
“tradition” as a remedy for problems posed by madgr Firstly, he treats
the femme fatalewith a certain degree of sympathy and allows loer t
change her ways, which does not necessarily meanstie has to stop
wearing Western fashion or visiting to cafes. Sebgrhis depiction of a
conservative protagonist is satirical. Ozu revéddsintentions as early as
the opening scene, where, by presentikgradb competition in a slapstick
manner, he strips this marital art from the splemdand philosophical
depth with which it was associated with in the omaiistic discourse.
What is more, in one of later scenes he depictgshanaderivative of
traditional Japanese swordsmanship — the swordedanm an equally
satirical manner. It is also worth noting that gretagonist is, in fact, quite
modern, as in many respects his traditionalism emukservatism draws
from attitudes of late-19th century Japan. Hisorisdf ideal femininity is
close to the idea of “good wife, wise motherydsai kenbd and among
his “role models” presented on various photogragriesAbraham Lincoln,
Karl Marx, and Lev Nikolayevich Tolstoy. This clbéashows that clear-cut
binary opposition of “traditional” vs. “modern” isot sufficient to properly
describe social attitudes and discursive practéésat period.

Ozu was by no means the only Japanese filmmakehatfperiod who
associated the psychological traits of characteith whe sports they
practiced. A similar approach can be found in Shirsisequel t&Children
in the Wind— Four Seasons of Childre(Kodomo no shiki1939). The
association of the young brother’s grandfather \ijtfjutsiz, though brief,
as he is seen with a bow for about two minutesf great significance. It
perfectly complements the image of a man of a bggema, a proponent of
a traditional family model based on rigid hierarchyt also one of high
moral standards, especially when compared to histég@zed associate
who embodies brutal capitalism at its worst.

The strategy of employing sport motif as a purelgisolical device was
brilliantly applied by Mizoguchi’s Keniji’s infokyo March(Tokyo koshin-
kyoky 1929). Mizoguchi used the melodramatic formulaaagretext to
expose profound social-economic disproportions ¢hatacterized modern
urban Japan. A combination of effective cutenshinarration, intertitles,
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and a melancholic song sung by &@hikayo, creates a striking contrast
between the entertainment and commerce districtsh @as Ginza or
Asakusa, and the industrial parts of the capitalvéted in smoke and
dust”, whose inhabitants, instead of indulging erefree consumption
struggle to survive. This explicit thesis is conmpénted by an extremely
intense tennis scene. At the beginning of this edbie camera follows a
tennis match played by four friends, which seerke nother neutral
observation of the one of the popular leisure d@&s/devoid of any ethical
connotations. At one point the tennis ball landsiole the court on a lower
level. At the players’ request a young girl livitigere tries to throw the ball
back over the fence — a symbolic social barrierwbeh the urban
underclass and the upper class. Despite her eBbdds unable to do so.
Fascinated by the girl's beauty one of the frietalsees her photo with a
camera — yet another symbol of wealth and soddlist This brief contact
between two social worlds comes to an end andriéeds return to their
joyful activities.

Although both Ozu inThe Lady and the Beardnd Mizoguchi inTokys
March added a certain “surplus of meaning” to sportteglescenes, there
are important differences between their approacimethe case of Ozu’s
film the sport theme was used to highlight certagychological traits of
the main character and to introduce a number ofesxceelated to his
interest in martial arts, which, in turn, led thet scenes — hence the sport
motif is functional for the narrative. Mizoguchin ¢he other hand, utilised
the sport motif solely as a platform for social coemtary. The choice of a
tennis match as a way to contrast modern Japaress land have-nots
was arbitrary as the analogical though could haentexpressed in many
other ways, by depicting one of many other —nontsgdated — aspects of
big city life.

Sport in War-Time Cinema: Conformity and Contestation

With the gradual extension of state control ovee thapanese movie
industry — which culminated in the promulgationtbé 1939 Film Law
(Eiga-hv) and the articulation of the idea of so-calledtim@al cinema”
(kokumin eigaand “national policy films”Kokusaku eigathat expressed
the “Japanese spirit” unspoiled by Western inflesngbid. 283-300) —
Japanese authorities obtained the means to presetiie screens their
vision of the world. During the war, Japanese filakers, regardless of the
subject of their films, were left with two optionBhey could adapt to the
requirements imposed on them and at best — if Weg not characterized
by a total indifference — introduce into the filnegnsistent with national
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policy, themes in which they were particularly negted (as in the case of
Ozu’'s war-time films), or engage in a dangerousgarth the authorities
by infusing their works with subversive elements.

Kursawa Akira chose the first option. Hikido sagadylogy (Sugata
Sanship, 1943; Zoku Sugata Sanshir1945) — although its first part was
strongly criticized by the Imperial Army's Media @®n for its too
Western style and content, and was released otdy @zu’s intercession
(Richie 1990: 39) — can be perceived as a panegyytlee values attributed
to the martial arts, and — at least to some extead a symbolic lecture on
Japan'’s foreign policy. Hiroshi Shimizu — thoughléter made his share of
kokusaku eigavith Sayon’s Bel(Sayon no kanel943) — took the opposite
approach. HisA Star Athlete(Haganata senshul937), which premiered
only three months after the outbreak of the SecBmb-Japanese War,
focuses on a student’s two-day march in the rumlntryside which
constitutes a part of their military exercise. Osuaface level Shimizu’'s
film contains all the elements that the authoritiéshed to see in such type
of film, as it associates sport with military drilepicts the joy of being
conscripted and popular support for the instituttdmmilitary, and the its
moral could be summarized in words: “No matter hgaod you are
individually, it is the group that comes first” (Bin 1979, 249). Despite all
these elements — or maybe thanks to thelnStar Athletas a charmingly
subversive film. Although students sing militaissongs — from which
one can learn that even though the enemies outrrutimb® they are like
sheep without a shepherd — they do it in an irovéy. Moreover, they
seem to be more interested in girls and indivicipairt competition than in
enhancing military skills. Last but not least —tlaegue which one of them
more resembles Gary Cooper in his roleMorocco (1930, Josef von
Sternberg).

A Star Athletewas made before the promulgation of the 1939 Eiaw
which introduced pre-production censorship in additto pre-existing
post-production censorship — from now on all seripad to be approved
by Home Ministry’s censors before the shooting ebegan. Thus its
creators were in much better position in terms refative freedom than
filmmakers working under the constrains of regtrestaw. Until the end of
the war sports and physical exercises were depictacdboth dramatic and
documentary films — almost exclusively as a toolghysical and spiritual
development and in the context of their benefitsniditary and industry.
Yamamoto Kajie’s The War at Sea from Hawaii to Malayidawai Mare
oki kaisen 1942) Watanabe KunioBoward the Decisive Battle in the Sky
(Kessen no Ozora e, 1943) are the best examplébnsfthat stress the

55



Dawid Glownia

importance of physical education in military traigi The former contains
elaborate scenes of physical exercises, sumo ricaiand rugby match.
Watanabe's film goes one step further — one ah#in plot point concerns
sickly boy who overcomes his weakness under theen€e of group of fit,
strong, and dedicated cade®he Most Beautifullchiban utsukushiku
1944), second Kurosawa'’s film, presents sport asean of building up
strength, stamina, and morale of young membersi@fWomen's Labor
Volunteer Corps working at the lens factory in kiuka by juxtaposing
scenes of volleyball matches with girl's other aties, and — most notably
— charts depicting constant raise in production, fflen’s approach toward
sports is not completely utilitarian as — apartrireequence of temporary
crisis — girls are depicted as if they were genlyieajoying the game.

Post Scriptum

From their introduction into Japan sport and cinemeae entangled in the
socio-political discourse(s) related to the proesssf modernization,

westernization, and militarization. Japan’s defaahe Pacific War and its

subsequent occupation by Allied Forces led to yeodtleer series of

fundamental socio-political transformations. Poatr-dapan did not release
cinema or sports from their service to state araile$p— it just assigned

them a new set of tasks. This, however, is a stufgjea separate article.
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