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Abstract: 

Wｴ;デ ﾏ;ﾆWゲ ; けｪﾗﾗSげ ;┌SｷWﾐIWい Iﾐ ヮﾗゲｷﾐｪ ケ┌Wゲデｷﾗﾐゲ ;Hﾗ┌デ ;┌SｷWﾐIW HWｴ;┗ｷﾗ┌ヴが ┘e must 

aｷヴゲデ デｴｷﾐﾆ ;Hﾗ┌デ W┝ヮWIデ;デｷﾗﾐゲ ﾗa ┘ｴﾗ ﾏ;ﾆWゲ ┌ヮ けデｴW ;┌SｷWﾐIWげ ｷﾐ ; ヮ;ヴデｷI┌ﾉ;ヴ ヮﾉ;IW ﾗヴ デｷﾏWく 
Often a bad or mis-behaving audience is simply not the audience we had expected. 

F┌ヴデｴWヴﾏﾗヴWが ┘W I;ﾐﾐﾗデ ;ゲゲ┌ﾏW けデｴW ;┌SｷWﾐIWげ デﾗ HW ┌ﾐｷaﾗヴﾏが ﾗヴ デﾗ aﾗﾉﾉﾗ┘ ;ゲ we might 

expect from marketing strategies. In order to understand how audience behaviours might 

diverge from the expectations of filmmakers, theatre owners, advertising strategists, and 

censorship bodies or those who seek to influence behaviours and attitudes through cinema, 

we must approach the audience as a diverse group of individuals with varied and competing 

desires, needs, and obligations. 

In Occupation-era Japan (1945-1952), the offices of the Supreme Commander for the 

Allied Powers explicitly positioned the cinema as a means to change audience behaviours. 

Cinema content was developed under strict censorship, with the goal of reforming the 

Japanese way of life. The legal protection and implementation of gender equality was 

IﾗﾐIWｷ┗WS ;ゲ ; ﾏW;ﾐゲ デﾗ けSWﾏﾗIヴ;デｷ┣Wげ ヮﾗゲデ-war Japan, and so filmmakers were advised to 

include gender-equal characters and narratives in post-war productions, creating film 

content which presented women as emancipated members of society. Yet Japan even today 

struggles to achieve gender parity. So why did viewers not take the models of the cinema 

home as expected? This article presents ethnographic and archival materials suggesting a 

significant difference in how male and female viewers accessed and related to the cinema, 

arguing that socializing the audience requires establishing how that audience is constituted. 

 

Keywords: Japan; propaganda; censorship; gender; ethnography; memory 

 

 

Wｴ;デ ﾏ;ﾆWゲ ; けｪﾗﾗSげ ;┌SｷWﾐIWが ;ﾐS ｴﾗ┘ I;ﾐ ┘W SWIｷSW ┘ｴWデｴWヴ ;ﾐ ;┌SｷWﾐIW ｷゲ HWｴ;┗ｷﾐｪ ﾗヴ 
responding appropriately? In posing questions of audience behaviour, we must think about 
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W┝ヮWIデ;デｷﾗﾐゲ ﾗa ┘ｴﾗ ﾏ;ﾆWゲ ┌ヮ けデｴW ;┌SｷWﾐIWげ ｷﾐ ; ヮ;ヴデｷI┌ﾉ;ヴ ヮﾉ;IW ﾗヴ デｷﾏWが ;ﾐS ┘ｴ┞ ┘W 
might expect these people to behave or respond in a particular manner. Often a bad or mis-

behaving audience is simply not the audience we had expected, or an audience reacting to 

circumstances outside our consideration. And of course, audiences cannot be assumed to be 

uniform, or to follow from creative intent or marketing strategy. In order to understand how 

audience behaviours might diverge from the expectations of filmmakers, theatre owners, 

advertising strategists, and censorship bodies or those who seek to influence behaviours 

and attitudes through cinema, we must approach the audience as a diverse group of 

individuals with varied and competing desires, needs, and obligations. 

Tｴｷゲ ;ヴデｷIﾉW W┝ヮﾉﾗヴWゲ ;┌SｷWﾐIW ﾏWﾏHWヴゲげ ヴWIﾗﾉﾉWIデｷﾗﾐゲが ;ﾐS ｴｷゲデﾗヴｷI;ﾉ ;IIﾗ┌ﾐデゲ ﾗa 
cinema audience behaviours in Occupation-era Japan (1945-1952) based on an 

ethnographic study undertaken in Kansai that utilised participant observation, questionnaire 

surveys, informal interviews and filmed interviews. During the Allied Occupation, Japanese 

film content and the structure of the filmmaking industry was channelled in ways intended 

to democratize Japanese society. The documented political objectives of the Occupation era 

consequently make a fruitful case study to explore questions of audience behaviour, in 

relation to the impact of cinema on everyday life. Did audiences respond to the democratic 

prompts encoded in Occupation era cinema as the Supreme Commander for the Allied 

Powers (SCAP) hoped? 

Juxtaposing material gathered from interviews, participant observation, and a 

questionnaire study, with archival material indicating the goals of the Occupation, we can 

see how an apparent lack of consideration as to how audiences accessed the cinema 

severely undermined attempts to use cinema content to influence social change. By 

exploring how a particular group of viewers remember interacting with the cinema under 

Occupation, this article demonstrates how unexpected audience behaviours impeded 

certain social changes that the Allied forces sought to effect through film development and 

exhibition. Of course, the ethnographic material presented here relies on audience 

ﾏWﾏHWヴゲげ IﾗﾐデWﾏヮﾗヴ;ヴ┞ ヴWIﾗﾉﾉWIデｷﾗﾐゲ ﾗa デｴWｷヴ W;ヴﾉ┞ W┝ヮWヴｷWﾐIWゲ ﾗa IｷﾐWﾏ;が ;ﾐS ;ゲ ゲ┌Iｴ 
cannot be taken as direct historical fact. Nonetheless, given the lack of audience studies for 

this period of Japanese cinema, and the reliance of extant studies on newspaper and journal 

accounts of audience behaviour, it seems relevant to ask what audience memories can add 

to knowledge about this period of censorship and mass cinema attendance. 

 

Addressing the audience in Occupied Japan 

Cinema audience behaviour was a topic of much public discussion in early post-war Japan. 

The offices of SCAP, headed by General Douglas MacArthur, explicitly positioned the cinema 

as a means to change audience behaviours and ideologies in everyday life. Cinema content 

was developed under strict information dissemination and censorship guidelines, with the 

goal of fundamentally reforming the Japanese way of life. Beginning the Occupation of 

Japan on 2 September 1945, SCAP quickly circulated the Memorandum Concerning 

Elimination of Japanese Government Control of the Motion Picture Industry on 16 October 
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1945 (Hirano 1992: 39), indicating that the Japanese film industry was to play an important 

role in the Occupation from an early stage. The cinema was imagined as a means to 

けWS┌I;デWげ ;ﾐS けヴWﾗヴｷWﾐデげ J;ヮ;ﾐWゲW ┗ｷW┘Wヴゲ ;┘;┞ aヴﾗﾏ ヮヴW-war and wartime attitudes 

perceived as feudal or vulnerable to fascist interpretation (Kitamura 2010: 42). Information 

section personnel instructed Japanese filmmakers in the kind of content understood by the 

Occupiers to be desirable, assessing synopses and screenplays, before final film prints were 

censored or suppressed. Trade and fan magazines were similarly restricted in their reporting 

on the film industry and its stars.  

In the first years of the Occupation, SCAP personnel were proactive in encouraging 

デｴW ヮヴﾗS┌Iデｷﾗﾐ ﾗa aｷﾉﾏゲ デｴ;デ ヴWaﾉWIデWS デｴW AﾉﾉｷWS OII┌ヮ;デｷﾗﾐげゲ SWﾏﾗIヴ;デｷI ;ｪWﾐS;く TｴW 
Motion Picture division of the Civil Information and Education Section (hereafter CIE) 

checked synopses, screenplays, and filming plans, while the Civil Censorship Detachment 

(hereafter CCD) examined prints. Finished products were often sent back to the studios for 

I┌デゲ ﾗヴ ヴW┘ﾗヴﾆｷﾐｪく SCAP W┗Wﾐ ;デデWﾏヮデWS デﾗ aﾗヴﾏ┌ﾉ;デW ; ｴ┞ヮﾗデｴWデｷI;ﾉ けデ┞ヮｷI;ﾉげ ヮﾗゲデ-war 

media audｷWﾐIW ﾏWﾏHWヴ ﾆﾐﾗ┘ﾐ ;ゲ けMﾗW-ゲ;ﾐげ ふM;┞ﾗ ヱΓΒヴぎ ンヰンぶく MﾗW-san was a composite 

of information gathered by Allied intelligence and researchers during and immediately after 

the war. Based on their understanding of wartime schooling and social indoctrination, 

Occupation personnel attempted to predict Moe-ゲ;ﾐげゲ ヴW;Iデｷﾗﾐ デﾗ デｴW ﾏWSｷ; ﾗa デｴW ヮﾗゲデ-

┘;ヴ ヮWヴｷﾗSが ┘ｷデｴ デｴW ｷﾐデWﾐデｷﾗﾐ ﾗa ｷﾐaﾉ┌WﾐIｷﾐｪ デｴW ｷSW;ﾉ ;┌SｷWﾐIWゲげ けSWﾏﾗIヴ;デｷ┣;デｷﾗﾐげ デｴヴﾗ┌ｪｴ 
this same media. Moe-ゲ;ﾐ ┘;ゲ け; デ┞ヮｷI;ﾉ Iｷデｷ┣Wﾐが ﾗa ┘ｴﾗﾏ ヴンХ ┘WヴW デWﾐ;ﾐデ a;ヴﾏWヴゲげ (Mayo 

ヱΓΒヴぎ ンヰンぶく けHWげ ｴ;S IﾗﾏヮﾉWデWS ;ヴﾗ┌ﾐS Wｷｪｴデ ┞W;ヴゲ ﾗa ヮヴｷﾏ;ヴ┞ ゲIｴﾗﾗﾉ ;ﾐS ｴ;S H;ゲｷI ﾉｷデWヴ;ヴ┞ 
ゲﾆｷﾉﾉゲく けHWげ ｴ;S HWWﾐ ゲ┌IIWゲゲa┌ﾉﾉ┞ ゲﾗﾉS ﾏｷﾉｷデ;ヴｷゲﾏが ;ﾐS Iﾗ┌ﾉS デｴWヴWaﾗヴW HW ゲ┌IIWゲゲa┌ﾉﾉ┞ 
ｷﾐデヴﾗS┌IWS デﾗ SWﾏﾗIヴ;デｷI ヮヴｷﾐIｷヮﾉWゲ デｴヴﾗ┌ｪｴ デｴW ゲ;ﾏW ﾏWSｷ;く けHWげ ;ﾉゲﾗ appears to have 

been assumed to be male (Mayo 1984: 303).  

 

Re-imagining Japan onscreen 

In this period before television, which arrived in Japan as a commercial product in 1953, and 

did not reach saturation until 1958, SCAP were not wrong to identify the cinema as one of 

the most convenient means of communicating the Occupation agenda to large numbers of 

the Japanese public. There was significant popular demand for film products, as audiences 

in newly defeated Japan embraced the cinema as a means of escape from the harsh realities 

of the poverty and uncertainty of the early occupation years. The popularity of film grew 

rapidly from 1945, culminating in a peak admissions rate of more than one billion viewers in 

1958 (Motion Picture Producers Association of Japan, 2017). Many interlocutors recall the 

Wヴ; ;ゲ ﾗﾐW け┘ｷデｴﾗ┌デ ﾏ;ﾐ┞ WﾐデWヴデ;ｷﾐﾏWﾐデゲげ ふKﾗ┞;ﾏ; ヲヰヱヶぶが ;ﾐS デｴW IｷﾐWﾏ; ｷゲ ヴWﾏWﾏHWヴWS 
as the major attraction for young children in particular, in comparison to radio broadcasts 

and reading materials. In this sense, the cinema provided a young and impressionable 

;┌SｷWﾐIW aﾗヴ SCAPげゲ ﾏWゲゲ;ｪW ﾗa Iｴ;ﾐｪWく 
The question is whether the social changes SCAP attempted could be produced 

through film exhibition. First on the list of SCAP reforms was demilitarization, quickly 

followed by democratization. By October 1945, MacArthur had also suggested equal rights 
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for women as one of the five priority reforms to be enforced by the occupation. To gain the 

ゲ┌ヮヮﾗヴデ ;ﾐS ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa ┘ﾗﾏWﾐ け┘ｴﾗ ﾏｷｪｴデ ﾗデｴWヴ┘ｷゲW ヴWゲｷゲデ ﾗ┌デ ﾗa IﾗﾐゲWヴ┗;デｷゲﾏげが 
equal educational opportunities for both sexes were considered essential (Mayo 1984: 282). 

Universal suffrage, female admission to national universities, and the elimination of the pre-

war adultery law were quickly ratified, and the Land Reform Law of October 1946 allowed 

women to inherit family property. By May 1947, gender equality had been included as 

Article 24 of the post-war Constitution, while Article 14 outlawed discrimination. The legal 

protection of gender equality was conceived as a means to けSWﾏﾗIヴ;デｷ┣Wげ ヮﾗゲデ-war Japan, 

and so filmmakers were advised to include gender-equal characters and narratives in post-

war productions, creating film content designed to sell the new post-war social order. 

While the inclusion of provisions for gender equality in the 1947 Constitution of 

J;ヮ;ﾐ ｷゲ ﾗaデWﾐ SｷゲI┌ゲゲWS ;ゲ デｴW OII┌ヮ;デｷﾗﾐげゲ ﾉWｪ;I┞が CｴヴｷゲデｷﾐW SW M;デﾗゲ ;ヴｪ┌Wゲ デｴ;デ けｪWﾐSWヴ 
reform was not a priority of the architects of the Occupation, but was rather an 

afterthought in the wider reform program, or perhaps subsumed beneath the more 

;ﾏﾗヴヮｴﾗ┌ゲ ﾉ;HWﾉゲ ﾗa SWﾏﾗIヴ;デｷ┣;デｷﾗﾐ ;ﾐS ｴ┌ﾏ;ﾐ ヴｷｪｴデゲげ ふヲヰヰΑぎ ΒΓぶく Hｷゲデﾗヴｷ;ﾐゲ ゲヮWI┌ﾉ;デW 
that Japanese activists and lawmakers would likely have achieved universal suffrage without 

the intervention of SCAP, in light of the destabilization of gender roles occasioned by 

wartime conscription and reliance on female labour. Nonetheless, Occupation personnel 

took an active role in translating Article 24 of the new Constitution for CIE and CCD 

personnel, and for the film industry. Cinephile David Conde, head of the Motion Picture and 

Theatrical branch of the CIE until July 1946, encouraged studios to present a positive image 

ﾗa ┘ﾗﾏWﾐ ﾗﾐ aｷﾉﾏが ;ﾐS H;ﾐﾐWS デｴW ヮヴﾗS┌Iデｷﾗﾐ ﾗa aｷﾉﾏゲ ┘ｴｷIｴ けSW;ﾉ ┘ｷデｴ ﾗヴ ;ヮヮヴﾗ┗W デｴW 
subjugation or degradation of ┘ﾗﾏWﾐげ ふFヴWｷHWヴｪ ヱΓΓヲぎ ヱヰヱぶく CﾗﾐSW ｷﾐゲデヴ┌IデWS aｷﾉﾏﾏ;ﾆWヴゲ デﾗ 
;┗ﾗｷS Iﾗﾐaｷﾐｷﾐｪ ┘ﾗﾏWﾐ デﾗ SﾗﾏWゲデｷI a;ﾏｷﾉｷ;ﾉ ヴﾗﾉWゲ けIﾗﾐゲｷSWヴｷﾐｪ デｴWｷヴ ﾐW┘ﾉ┞ ┌ヮｪヴ;SWS ゲﾗIｷ;ﾉ 
ゲデ;デ┌ゲげ ふHｷヴ;ﾐﾗ ヱΓΓヲぎ ヱヴΓぶく Sデ┌Sｷﾗゲ ;ﾐS ゲIヴｷヮデ┘ヴｷデWヴゲ ┘WヴW WﾐIﾗ┌ヴ;ｪWS デﾗ ヮヴﾗS┌IW ﾐ;ヴヴ;デｷ┗Wゲ 
and imagery that depicted emancipated Japanese women as aspirational. Instances of 

female subservience were deleted from film scripts (Kitamura 2010: 60) as SCAP personnel 

and filmmakers struggled to create a new image of post-war Japanese women that adhered 

closely to American gender ideals, and yet remained intelligible to Japanese audiences. 

SCAP influence over film content continued until June 1949, when the Motion Picture Code 

of Ethics Committee (Eiga Rinri Kitei Kanri Iinkai), a self-regulating organization modeled on 

the Motion Picture Producers and Distributors of America (later the MPAA) took over. By 

then, certain elements of studio infrastructure mandated by SCAP had become standard, 

ゲ┌Iｴ ;ゲ デｴW ｴｷヴｷﾐｪ ﾗa ﾉ;ヴｪW ﾐ┌ﾏHWヴゲ ﾗa aWﾏ;ﾉW ;Iデﾗヴゲ デﾗ ﾏWWデ SCAPげゲ SWﾏ;ﾐS aﾗr female 

leading roles.   

Female-focused film content was posited as a means to encourage gender equal 

ideologies in the audience. In the field of broadcast radio, this audience was explicitly 

ｷﾏ;ｪｷﾐWS ;ゲ aWﾏ;ﾉWく ‘WIWﾐデﾉ┞ Wﾐaヴ;ﾐIｴｷゲWS J;ヮ;ﾐWゲW ┘ﾗﾏWﾐ ┘WヴW けencouraged to broadcast 

デｴWｷヴ IﾗﾐIWヴﾐゲ ;ﾐS デｴﾗ┌ｪｴデゲげ ;ゲ デｴW CIE けHWﾉｷW┗WS ヴ;Sｷﾗ Iﾗ┌ﾉS ヮﾉ;┞ ; ┗ｷデ;ﾉ ヴﾗﾉW ｷﾐ デW;Iｴｷﾐｪ ;ﾐS 
ヮヴWヮ;ヴｷﾐｪ ┘ﾗﾏWﾐ デﾗ W┝ヮﾉﾗｷデ デｴWｷヴ ﾐW┘ ヮﾗゲｷデｷﾗﾐゲ ｷﾐ J;ヮ;ﾐWゲW ゲﾗIｷWデ┞げ ふL┌デｴWヴ ;ﾐS Bﾗ┞S ヱΓΓΑぎ 
46). While cinema audiences were similarly poゲｷデｷﾗﾐWS ;ゲ ゲデ┌SWﾐデゲ ﾗa SWﾏﾗIヴ;I┞が ┘ﾗﾏWﾐげゲ 
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involvement in film production was somewhat different. Women participated in film 

production as actresses, screenwriters, and script girls, and as the authors of novels adapted 

for the cinema. Yet directors and producers were overwhelmingly male. Female cinema 

audiences were also positioned slightly differently to their radio counterparts in relation to 

accessing the cinema. While listening to the radio necessitated the simple turn of a dial, and 

could be performed ;デ ｴﾗﾏWが ﾗﾐ ﾗﾐWげゲ ﾗ┘ﾐ ﾗヴ ｷﾐ Iﾗﾏヮ;ﾐ┞が ;デデWﾐSｷﾐｪ デｴW IｷﾐWﾏ; ヴWケ┌ｷヴWS 
travel to the theatre, queuing for tickets, and as the ethnographic material to follow 

demonstrates, negotiating companionship and a shared interest in a particular film, as well 

as time and money.  

Sﾗ Iﾗ┌ﾉS デｴW IｷﾐWﾏ; aﾗﾉﾉﾗ┘ SCAPげゲ W┝ヮWIデ;デｷﾗﾐゲ ﾗa ヴ;Sｷﾗ ｷﾐ ヮヴWヮ;ヴｷﾐｪ ┘ﾗﾏWﾐ デﾗ 
exploit their upgraded position in Japanese society? To achieve this, women and female 

children had to have easy access to the cinema theatre. There is some indication that 

individual producers and distributors attempted to ensure that women participated in 

cinema culture. The Central Motion Picture Exchange (hereafter CMPE), which managed the 

SｷゲデヴｷH┌デｷﾗﾐ ﾗa US aｷﾉﾏゲが ｷﾏヮﾗヴデWS デｴW け┘ﾗﾏWﾐげゲ aｷﾉﾏげ ｪWﾐヴW ;ﾐS デ;ヴｪWデWS aW;デures such as 

Little Women (Mervyn LeRoy, 1949) explicitly at a female audience. Promotional events 

ｷﾐIﾉ┌SWS けaﾗ┌ヴ-ゲｷゲデWヴゲげ IﾗﾐデWゲデゲが ;ﾐS ｷﾐ┗ｷデｷﾐｪ ｪｷヴﾉゲ ┘ｷデｴ aﾗ┌ヴ ゲｷHﾉｷﾐｪゲ デﾗ ;デデWﾐS aﾗヴ aヴWW 
(Kitamura 2010: 102). Yet this effort was nonetheless framed by a distinct focus on 

ｴWデWヴﾗゲW┝┌;ﾉ ヴﾗﾏ;ﾐIW ;ﾐS デｴW ｷSW;ﾉ ﾗa ﾏ;ヴヴｷ;ｪW ;ﾐS a;ﾏｷﾉ┞ ;ゲ ; ┘ﾗﾏ;ﾐげゲ ヮW;ﾆ ;ﾏHｷデｷﾗﾐく Iﾐ 
this case, the commercial drive to welcome women to the cinema did not have explicitly 

emancipatory goals.  

TｴW W┝ｷゲデWﾐIW ﾗa ｪWﾐヴWゲ ゲ┌Iｴ ;ゲ デｴW けjosei eigaげ ﾗヴ けonna no eigaげが ┌ﾐSWヴゲデﾗﾗS ;ゲ 
け┘ﾗﾏWﾐげゲ aｷﾉﾏゲげが ;ゲ ┘Wﾉﾉ ;ゲ デｴW けhahamonoげ ﾏﾗデｴWヴ aｷﾉﾏゲ ;ﾐS デｴW けtsumamonoげ ┘ｷaW aｷﾉﾏゲ 
suggests a commercial attempt to attract female audiences.

1
 We might also interpret the 

drive to clean up dirty or smelly cinema theatres described in more detail below as an 

attempt to make the cinema more accessible to all. Despite these efforts, female viewers at 

cinema theatres remained in the minority. Colleen Laird notes that nation-wide surveys 

indicate that female audience attendance peaked in 1956 with a turnout of 37.4 percent 

(Laird 2012: 124), suggesting that throughout the Occupation the female audience had been 

significantly smaller. During the Occupation and into its aftermath, women made up less 

than half of the commercial film theatre audience, although they outnumbered men within 

the Japanese population. In 1945, the population was 47.1% male and 52.9% female, with 4 

million more women than men, and by 1950 women outnumbered men by 1 million, or 51% 

to 49%, a demographic trend which continues today (Ministry of Internal Affairs and 

Communications). 

Women appear to have been attending the cinema in significantly lesser numbers 

than men, particularly when we consider their over-representation in the Occupation era 

population as a whole. Material traces of SCAP cinema policy do not appear overly 

concerned with the gender demographic of the audience, and perhaps men were the 

intended audience of much film propaganda. Policy documents such as the けPﾗﾉｷデｷI;ﾉ 
Information-EduI;デｷﾗﾐ Pヴﾗｪヴ;ﾏげ ヮヴWヮ;ヴWS H┞ デｴW CIE ｷﾐ J┌ﾐW ヱΓヴΒ I;ﾉﾉWS aﾗヴ ;ﾉﾉ ﾏWSｷ; 
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branches to coordinate in an effort to make Japanese audiences aware of the rights and 

responsibilities of democratic citizens (Tsuchiya 2002: 196). The document advised liaising 

directly with Japanese film producers to persuade them to include material and themes 

related to the political education of the Japanese populace. In November, this document 

was developed into a 158-page book titled Information Programs, designed as reference 

material for all CIE officers (National Archives II at College Park, Maryland, RG 331, 

GHQ/SCAP, CIE, Box 5305, file 12 and 15). Yuka Tsuchiya notes an emphasis on gender in 

this material, as Occupation personnel strove to align Japanese gender ideologies with 

American gender norms and expectations (2002: 202). 

Film producers were praised for creating stories and images showing independent 

women pursuing their own happiness. For example, SｴﾗIｴｷﾆ┌ ゲデ┌Sｷﾗげゲ Victory of Women 

(JﾗゲWｷ ﾐﾗ ゲｴﾝヴｷ, Mizoguchi Kenji, 1946) ｷゲ IヴWSｷデWS ;ゲ け;ﾐ ﾗ┌デゲデ;ﾐSｷﾐｪ デヴW;デﾏWﾐデ ﾗa デｴW デｴWﾏW 
ﾗa Wケ┌;ﾉｷデ┞ ﾗa ┘ﾗﾏWﾐげ ふSCAP ヱΓヴヶぎ ΑくヱΒぶ ;ﾐS けデｴW aｷヴゲデ aW;デ┌ヴW ヮヴﾗS┌IWS ┘ｴｷIｴ Sヴ;ﾏ;デｷI;ﾉﾉ┞ 
WﾏHﾗSｷWゲ デｴW IﾗﾐIWヮデ ﾗa ┘ﾗﾏWﾐげゲ Wケ┌;ﾉｷデ┞ ┘ｷデｴ ﾏWﾐげ ふSCAP ヱΓヴヶぎ ΑくヲヶΓぶく CﾗﾐSW ふヱΓヴヵぶ 
reported his own involvement in the production of films that championed gender equality, 

ゲ┌Iｴ ;ゲ ; ﾏWWデｷﾐｪ ┘ｷデｴ けMヴく Tゲ┌ﾆｷﾏ┌ヴｷ ﾗa SｴﾝIｴｷﾆ┌げ ;Hﾗ┌デ ; ゲデﾗヴ┞ ｷSW; デｷデﾉWS けEケ┌;ﾉ ‘ｷｪｴデゲ aﾗヴ 
MWﾐ ;ﾐS WﾗﾏWﾐげ ┘ｴｷIｴ ｴW ;ヮヮヴﾗ┗WS aﾗヴ ゲIWﾐ;ヴｷﾗ SW┗WﾉﾗヮﾏWﾐデく CIE ヮWヴゲﾗﾐﾐWﾉ ｷﾐ Iｴ;ヴｪW ﾗa 
けｷﾐゲデｷデ┌デｷﾐｪ ｪWﾐSWヴ SWﾏﾗIヴ;I┞げ ｷﾏ;ｪｷﾐWS ゲ┌Iｴ ヮﾗﾉｷデｷI;ﾉﾉ┞-informed film content as 

complementing the political education conducted through community organizations, adult 

clubs, and adult education programs (Koikari 2002: 35). That male cinema audiences 

consumed this carefully curated content in greater numbers than women does not appear 

to have been a topic of discussion.   

A number of Occupation personnel and US citizens visiting Japan reported that films, 

particularly imported Hollywood features, made a significant impression on Japanese 

audiences. Lucy Herndon Crockett, an American resident in Japan, remembers a Japanese 

┘ﾗﾏ;ﾐ ゲｴ;ヴｷﾐｪ ｴWヴ ｷﾏヮヴWゲゲｷﾗﾐ デｴ;デ ｷﾐ AﾏWヴｷI;ﾐ ｷﾏヮﾗヴデWS aｷﾉﾏゲが けﾏWﾐげゲ HWｴ;┗ｷﾗヴ デﾗ ┘ﾗﾏWﾐ 
ｷゲ WゲヮWIｷ;ﾉﾉ┞ ヴWaｷﾐWSげ ;ﾐS デｴ;デ けデｴWゲW デｴｷﾐｪゲ ;ヴW ﾐﾗ┘ ｷﾐaﾉ┌Wﾐcing our social life, and also our 

ヮヴｷ┗;デW aWWﾉｷﾐｪゲげ ふヱΓヴΓぎ ヲヰヵぶく IﾐSWWSが CヴﾗIﾆWデデ ;ﾉゲﾗ ヴWI;ﾉﾉゲ ; K┞ﾗデﾗ Uﾐｷ┗Wヴゲｷデ┞ ゲデ┌SWﾐデ デWﾉﾉｷﾐｪ 
ｴWヴ デｴ;デ けｴW ;ﾐS ｴｷゲ aヴｷWﾐSゲ ﾉW;ヴﾐ aヴﾗﾏ デｴW AﾏWヴｷI;ﾐ ヮｷIデ┌ヴWゲ ｴﾗ┘ デﾗ ﾉｷｪｴデ ; Iｷｪ;ヴWデデW aﾗヴ ; 
girl, hold her coat, open a door aﾗヴ ｴWヴげ ふヱΓヴΓぎ ヲヰヴぶが ｷﾐSｷI;デｷﾐｪ デｴ;デ デｴW IﾗﾐデWﾐデ ﾗa AﾏWヴｷI;ﾐ 
IｷﾐWﾏ; SｷS ｷﾐaﾉ┌WﾐIW デｴW ｪWﾐSWヴ ｷSW;ﾉゲ ﾗa IWヴデ;ｷﾐ ┗ｷW┘Wヴゲく Y;ﾏ;S; ‘┞ﾝﾐﾗゲ┌ﾆW ﾗa IIｴｷﾆ;┘; 
City, writing to General MacArthur during the Occupation, also stated his belief that 

け┗ｷW┘ｷﾐｪ AﾏWヴｷI;ﾐ ﾏﾗ┗ｷWゲ ｷゲ ﾏﾗゲデ WaaWIデｷ┗W aﾗヴ ヴWWS┌I;デｷﾐｪ J;ヮ;ﾐWゲW ┞ﾗ┌デｴげ ふケ┌ﾗデWS ｷﾐ 
Sodei 2001: 210). Addressing the audience at the release of a CIE education film, Donald 

N┌ｪWﾐデが ┘ｴﾗ デﾗﾗﾆ ﾗ┗Wヴ aヴﾗﾏ CﾗﾐSW aヴﾗﾏ J┌ﾉ┞ ヱΓヴヶが SWIﾉ;ヴWSが けI ;ﾏ ｴ;ヮヮ┞ デﾗ ゲ;┞ デｴ;デ デｴW 
motion picture branch of our section has played an important part in the rebuilding of 

J;ヮ;ﾐげ ふTゲ┌Iｴｷ┞; ヲヰヰヲぎ ヲヰΓぶく TｴW OII┌ヮｷWヴゲ IWヴデ;ｷﾐﾉ┞ ;ヮヮW;ヴ デﾗ ｴ;┗W HWﾉｷW┗WS デｴ;デ SCAPげゲ 
goal of changing Japanese ideologies using cinema was to some degree successful. Yet 

archival ;ﾐS ;ﾐWISﾗデ;ﾉ ﾏ;デWヴｷ;ﾉゲ ┘ﾗ┌ﾉS ゲ┌ｪｪWゲデ デｴ;デ SCAPげゲ ﾏWゲゲ;ｪW ﾗﾐ ｪWﾐSWヴ ヴWﾉ;デｷﾗﾐゲ 
met success largely among young men, rather than the young women envisioned as 

claiming their new rights inspired by radio and cinema. 
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The Occupation effort to fundamentally change Japanese attitudes to gender 

equality can reasonably be said to have suffered some serious setbacks in the context of 

┘ﾗﾏWﾐげゲ ヴWヮヴWゲWﾐデ;デｷﾗﾐ ｷﾐ ヮﾗﾉｷデｷIゲ ;ﾐS デｴW ヮ┌HﾉｷI ┘ﾗヴﾆヮﾉ;IW ふゲWW デｴW WﾗヴﾉS EIﾗﾐﾗﾏｷI 
Fﾗヴ┌ﾏげゲ ┞W;ヴﾉ┞ GWﾐSWヴ G;ヮ ‘Wヮﾗヴデ aﾗヴ ﾏﾗヴW SWデ;ｷﾉゲぶ. Feminist historians argue that this is in 

part due to the influence of American gender ideologies of the Occupation era, today 

IﾗﾐゲｷSWヴWS ヴWｪヴWゲゲｷ┗W ふKﾗH;┞;ゲｴｷ ヲヰヰヴが ヵヲぶく SIｴﾗﾉ;ヴゲ ｴ;┗W ;ﾉゲﾗ ゲ┌ｪｪWゲデWS デｴ;デ SCAPげゲ 
interest in gender equality could have been interpreted by citizens as part of a punishing set 

ﾗa ヴWaﾗヴﾏゲ SｷヴWIデWS ;デ デｴW ﾏ;ﾉW J;ヮ;ﾐWゲW Iｷデｷ┣Wﾐゲ ｴWﾉS ヴWゲヮﾗﾐゲｷHﾉW aﾗヴ J;ヮ;ﾐげゲ ;ｪｪヴWゲゲｷ┗W 
war (Koikari 2011). Given the documented efforts made to transmit gender equal ideals 

through cinema outlined above, I am concerned specifically here with structural factors that 

may have rendered the transmission of gender reform ideals to female film audiences less 

than successful. The memories presented in ethnographic interviews with viewers who 

attended the cinema during the Occupation suggest that a number of factors prevented the 

female audiences who were hailed by radio programming from devoting their attention to 

cinema content in a similar manner. The next section presents an account of the cinema 

spaces of post-┘;ヴ J;ヮ;ﾐ ;ﾉﾗﾐｪゲｷSW ┗ｷW┘Wヴゲげ ﾏWﾏﾗヴｷWゲ ﾗa ｴﾗ┘ デｴW┞ ;IIWゲゲWS デｴﾗゲW ゲヮ;IWゲが 
;ﾐS HWｴ;┗WS ┘ｷデｴｷﾐ デｴWﾏが デﾗ ヴ;ｷゲW ﾆW┞ ｷゲゲ┌Wゲ ヴWｪ;ヴSｷﾐｪ ┘ﾗﾏWﾐげゲ ;IIWゲゲ デﾗ デｴW IｷﾐWﾏ; ;ﾐS 
its narratives. 

 

Methods 

The ethnographic material presented below is drawn from a larger study that blends 

interviews with film viewers with material from a long-form questionnaire project involving 

80 respondents, a number of letters and emails on memories of cinema-going, and 

participant observation at several cinemas and film groups specializing in retrospective 

screenings of postwar films. Participants in the larger study attended the cinema with 

varying degrees of regularity between 1945 and 1975: for the purposes of exploring 

;┌SｷWﾐIWゲげ ヴWﾉ;デｷﾗﾐゲｴｷヮ デﾗ IｷﾐWﾏ; ┌ﾐSWヴ デｴW OII┌ヮ;デｷﾗﾐが ﾗﾐﾉ┞ ﾏWmories related to the 

period 1945-1952 have been cited here. The larger number of participants grew up in the 

Kansai region of Western Japan and their viewership experiences are specific to the area, 

however a small number also mentioned visits to cinemas in Tokyo and in the Kyushu area. 

All data has been anonymized using pseudonyms. 

B┞ ;ﾐ;ﾉ┞ゲｷﾐｪ デｴWゲW ┗ｷW┘Wヴゲげ ﾏWﾏﾗヴｷWゲが デｴｷゲ ゲデ┌S┞ ヮヴﾗHﾉWﾏ;デｷ┣Wゲ デｴW AﾉﾉｷWS aﾗヴIWゲげ 
understanding of the cinema as a tool to produce predictable changes in viewer attitudes. In 

applying discourse analysis to viewer-produced letters, questionnaires, and interviews, this 

study follows key works in the field of audience and reception studies including Janice 

‘;S┘;┞げゲ Reading the Romance: Women, Patriarchy, and Popular Literature (1984), Ien 

Aﾐｪげゲ Watching Dallas: Soap Opera and the Melodramatic Imagination (1985), Jackie 

Sデ;IW┞げゲ Star Gazing: Hollywood Cinema and Female Spectatorship (1994), and Annette 

K┌ｴﾐげゲ Dreaming of Fred and Ginger: Cinema and Cultural Memory (2002).  

I began research for this study with two years of participant observation at the 

retrospective screening programs held at the Kyoto Bunka Hakubutsukan (Kyoto Culture 
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Museum), known locally as the Bunpaku. This large museum is situatWS ﾗﾐ S;ﾐﾃﾝ SデヴWWデが ﾃ┌ゲデ 
off Karasuma Street in central Kyoto. On the third floor, a film theatre with a capacity of 180 

seats hosts two daily screenings at 1:30pm and 6:30pm. Themed programs run for around 

one month, focusing on Japanese studio films made between 1910 and 1980. Each film is 

repeated four times in a single week, twice per day on two days, three days apart. Tickets 

are comparatively cheap at 500 yen for non-members and 400 yen for members, or 4000 

yen for a yearly pass (a commercial cinema ticket would be closer to 2000 yen for one 

screening).  

After two years of participant observation, I conducted a questionnaire survey at the 

Bunpaku film theatre, gathering 80 responses. I then generated interview questions from 

the recurring themes emerging from the questionnaire responses, and filmed interviews 

with volunteers from the group of questionnaire respondents. I have conducted informal 

interviews with a further 20 participants on a recurring basis, both in groups and 

individually. 

Since 2014, I have also been practicing participant observation at a number of 

retrospective film screening programs in cinema and public spaces across Kansai. I attend 

monthly meetings of film circles and discussion groups managed and attended by Kansai 

residents between the ages of 70 and 95. I also attend a number of meetings and events 

that are not specifically film-related, including an English conversation group and a monthly 

lecture and dinner party for Kyoto University alumni. This triangulated ethnographic method 

is designed to achieve a balanced survey that includes participants of both sexes and casual 

viewers as well as committed film fans. Nonetheless, a clear gendered division between the 

narrative styles of female and male interlocutors has emerged. Attempting to understand 

this discrepancy, I began to investigate why female interlocutors were far less inclined to 

present themselves as expert witnesses than male interlocutors. As a result, I uncovered a 

significant difference between how male and female audience members recall engaging 

with the cinema as both a space and mode of entertainment during the Occupation and its 

aftermath.  

Aゲ ‘;ﾏ;ゲ┘;ﾏｷ H;ヴｷﾐSヴ;デｴ ｴ;ゲ ﾐﾗデWSが け;IIWゲゲ デﾗ I┌ﾉデ┌ヴ;ﾉ ヴWゲﾗ┌ヴIWゲげ ゲ┌Iｴ ;ゲ IｷﾐWﾏ; ｷゲ 
けa┌ﾐS;ﾏWﾐデ;ﾉ デﾗ IﾗﾐIWヮデｷﾗﾐゲ ﾗa SWﾉｷHWヴ;デｷ┗W SWﾏﾗIヴ;I┞げ ふヲヰヰヶぶく Iﾐ SCAPげゲ Waaﾗヴデゲ デﾗ ┌ゲW デｴW 
cinema as a mode of building such a democracy, fashioned after the American democratic 

capitalist model, how did the question of access to the cinema figure? My ethnographic 

material suggests that women and men had quite different access to the cinema in this era. 

Could this be a factor in the limited impact SCAP-compliant cinema appears to have made 

on gender ideologies in Japan? Harindranaデｴ ;ヴｪ┌Wゲ デｴ;デ けデｴW ;┌SｷWﾐIW-Iｷデｷ┣Wﾐげゲ ｴｷゲデﾗヴｷIｷデ┞が 
their specific socio-historical and cultural context, is crucial to their engagement with 

ﾏWSｷ;デWS aﾗヴﾏゲ ﾗa ﾆﾐﾗ┘ﾉWSｪWげ ふヲヰヰヶぶく Iﾐ IﾗﾐゲｷSWヴｷﾐｪ デｴW WaaｷI;I┞ ﾗa SCAPげゲ Waaﾗヴデゲ デﾗ ヴW-

shape Japanese knowledges of gender roles and freedoms using cinema content, we must 

interrog;デW デｴW ヮﾗゲｷデｷﾗﾐ;ﾉｷデ┞ ﾗa デｴW OII┌ヮ;デｷﾗﾐ Wヴ; け;┌SｷWﾐIW-Iｷデｷ┣Wﾐくげ 
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Going to the cinema in Occupied Japan 

Cinema theatres in early post-war Japan were organized into three tiers; first tier cinemas 

were the most expensive and showed the most recent films. The second and third tier 

cinemas showed less recent films, often in shabbier settings and using second-hand or 

recycled prints and older equipment. These theatres were cheaper and popular with 

children and young families. In the Kansai region, first-run and けヴﾗ;Sゲｴﾗ┘げ デｴW;デヴWゲ ┘WヴW 
few: Nagoya had the Yaegaki, Kyoto the Yasaka Kaikan, Kobe the ABC, and Osaka the 

Sennichimae (Terasawa 2010: 164). In the early years after the war, a number of cinemas 

were destroyed or badly damaged by bombing and fire. Yet the city of Kyoto alone had as 

many as 60 theatres by the period 1947-ヱΓヵヶ ふK;デﾝ ヱΓΓヶぶが ゲﾗ デｴW IｴﾗｷIW ┘;ゲ ﾐﾗデ ﾉｷﾏｷデWS ｷﾐ 
the second half of the Occupation, except by the time and money available to the viewer. As 

the accounts of cinema-going in this section demonstrate, these factors correlate with age, 

gender, and social class, as well as geographical location. The choices on offer ranged from 

the modern and well-designed film theatres advertising heating or cooling technologies 

(depending on the season) to the more basic theatres located in less stylish parts of town or 

ｷﾐ デｴW ゲ┌H┌ヴHゲく T;ﾆWS; ゲ;ﾐ ヴWI;ﾉﾉゲが けAゲ I ｴ;S ﾐﾗ ﾏﾗﾐW┞が I ┘Wﾐデ デﾗ デｴW ゲWIﾗﾐS ;ﾐS デｴｷヴS デｷWヴ 
cinemas, the ones in the run-down areas (basueぶが ;ﾐS デｴﾗゲW ｷﾐ デｴW ゲ┌H┌ヴHゲげ ふヲヰヱヶぶく WｴｷﾉW 
the up-to-date theatres SWゲIヴｷHWS H┞ K;デﾝ Mｷﾆｷヴﾗ ｷﾐ K┞ﾗデﾗ Iｷデ┞ IWﾐデヴW ふヱΓΓヶぶ ﾏ;┞ ｴ;┗W 
boasted cutting edge facilities, from new films to up-to-date projectors and air conditioning, 

my interlocutors indicate that these theatres were reserved for special treats or one-off film 

events. Family trips to the film theatre involving children as young as four were generally 

limited to the second- and third-tier theatres, while the only questionnaire respondent 

whose first cinema encounter occurred in an up-market city centre cinema was also the 

oldest, aged nineteen on her first visit. Access to and behaviour in the cinema was 

circumscribed by this three-tier system. 

The attempt to improve and modernize the film theatres was charted by local Kansai 

newspapers, which individual theatres used to communicate with their audiences about 

improvements and new rules. For example, in 1947 the Asahi Kaikan in Kyoto announced in 

; ﾉﾗI;ﾉ ﾐW┘ゲヮ;ヮWヴ デｴ;デ aヴﾗﾏ M;┞ ﾗa デｴW ゲ;ﾏW ┞W;ヴ デｴW けゲデ┌aaｷﾐｪ ゲ┞ゲデWﾏげ ふtsumekomi shiki) 

that had seen popular screenings fiﾉﾉWS デﾗ ゲデ;ﾐSｷﾐｪ I;ヮ;Iｷデ┞ ┘ﾗ┌ﾉS HW ヴWヮﾉ;IWS H┞ ; けI;ヮ;Iｷデ┞ 
ﾉｷﾏｷデが ﾗﾐW ゲｴﾗ┘ｷﾐｪげ ゲ┞ゲデWﾏ ふK;デﾝ ヱΓΓヶぶく D┌W デﾗ ;┌SｷWﾐIW Sｷゲゲ;デｷゲa;Iデｷﾗﾐが デｴｷゲ ┘;ゲ ヴWヮﾉ;IWS ｷﾐ 
the next year with a substitution system whereby a patron leaving before the end of the 

screening gave the empty seat to an arriving patron, who could remain in the theatre for the 

next screening of the same film. My interlocutors report that such systems created a 

けmanninげ ﾗヴ ヮ;IﾆWS ;デﾏﾗゲヮｴWヴWが ┘ｴｷIｴ ┘;ゲ ﾐﾗデ ﾐWIWゲゲ;ヴｷﾉ┞ Sｷゲ;ｪヴWW;HﾉWが H┌デ Iﾗ┌ﾉS ;ヮヮW;ヴ 
threatening or dangerous to certain viewers, particularly those who felt disadvantaged or 

outnumbered in relation to their age or gender.  

Until 1948, the Yasaka Grand was the only first-run theatre in Kyoto, and had a 

degree of flexibility in audience arrangements as it was in high demand. The Yasaka Grand 

introduced the first seat reservation system in Kyoto in 1947, which allowed viewers to sit 

together with their companions. In the cheaper second- and third- run cinemas, viewers 
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were packed in with little regard to who had arrived together. This may be one reason why 

many women reported feeling unsafe in dark film theatres in their younger years. First tier 

cinemas disciplined the audience by requiring reservations and using seat allocation, yet at 

the same time they also protected certain audience members by the same means. The 

second and third tier cinemas were certainly more free in terms of how the audience could 

come and go, or arrange themselves, but this very freedom could pose a threat to viewers 

positioned as vulnerable by age, gender, class, and physical ability. 

The time and expense of travel from the suburbs to the cities was not great, but 

could dissuade younger viewers from heading for the city centre theatres for anything other 

than a special occasion. Of those living within the city centre, all but the wealthiest would be 

further dissuaded from the more elegant theatres by the difference in entrance fees. In the 

early post-war years, superior cinemas in Kyoto charged 25 or 30 yen, in comparison to the 

20 yen tickets available at the second tier cinemas. Several interviewees remembered 

visiting the cheaper Cineplex-style buildings where a number of small third-tier venues were 

crowded together inside a single structure. Particularly for boys, these theatres presented 

an opportunity to get creative about viewership, as many male interviewees recall entering 

the cinema without paying by claiming to have an urgent message for a friend inside the 

theatre (Kishida 2016).  

Gender, age, class, and geographical location therefore informed how the cinema 

audience was constituted. While young male children appear to have been freer in their 

viewership habits than female children and young women, married women and women 

with children also seem to have been relatively unhindered in their access to cinemas during 

the Occupation. A number of women who worked mainly in the home related their 

experiences of dropping into cheaper cinemas on their daily errand routes. The cost of a 

cheap cinema theatre ticket was low enough that housewives could afford to drop in and 

out regularly, using the cinema almost like the later television set, in that there was no 

perceived need or desire to watch a screening programme through to the end. This mode of 

viewing appears to situate the cinema as an easily accessible space for the young or middle-

aged housewife to attend as it suited her daily schedule.  

Several of my female interlocutors continue this practice today. For example, during 

my questionnaire survey at the Kyoto Bunpaku theatre, a lady in her nineties left a screening 

mid-way through the film, and sat down in the lobby for a chat while she completed a 

questionnaire. I asked whether she had disliked the film, a famous 1950s melodrama, or 

whether she had seen it before. On the contrary, she replied that she had liked the film very 

much, but was killing time between finishing an errand and meeting her husband for lunch. 

She had become accustomed to popping into the cinema theatre for a short break during 

the early years of her marriage, when she spent her afternoons shopping for groceries while 

her husband was at work. She would sit for around an hour in the cinema before meeting a 

friend or returning to her household duties. Like many interlocutors, she expressed 

gratitude for the local screening programme, but while others appreciated the calibre of 

films featured, the affordability of the tickets, or the innovative programme themes, she 
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was particularly pleased with the screening structure, which repeated the same film four 

times in one week. This allowed her to drop into the first part of a film without any intention 

of staying to the end, and if she enjoyed the story or found herself intrigued by the ending, 

she would return later in the week and watch the rest. I observed the same pattern during 

my years of participant observation at the Bunpaku theatre, noting that many patrons 

dropped in or out halfway through a film, and returned to the same film at a later screening. 

In this way the peripatetic viewing habits many female viewers formed in the early post-war 

era continue today in specialized theatres. 

Once in the cinema however, this group recalls their viewing experience as 

frequently interrupted. A number of women reported the necessity of leaving the cinema 

before the end of the film in order to complete time-limited chores such as grocery 

shopping or meal preparation. Of those who brought children to the cinema with them, 

many recall being forced to leave the theatre, or becoming distracted from the film 

onscreen, by the behaviours and demands of their children or younger siblings. A significant 

number of younger viewers, both male and female, recall forcing an older female relative to 

leave the cinema theatre, or miss key moments of a film, by crying, shouting, or otherwise 

behaving in a manner that necessitated the intervention of a mother, sister, or aunt. 

H;ゲｴｷﾏﾗデﾗ ゲ;ﾐ ヴWﾏWﾏHWヴゲ ｴｷゲ WﾉSWヴ ゲｷゲデWヴげゲ ヴWゲヮﾗﾐゲW デﾗ ゲ┌Iｴ ;ﾐ ｷﾐIｷSWﾐデく  
 

As there were many siblings in my family, my elder sister often took me to the 

IｷﾐWﾏ;く I ヴWﾏWﾏHWヴ ﾗﾐW デｷﾏWが I ﾏ┌ゲデ ｴ;┗W HWWﾐ ;ヴﾗ┌ﾐS Wｷｪｴデ ┞W;ヴゲ ﾗﾉS ふIげ┗W 
checked this with my older sister), and my sister took me to a film with 

Ishihama Akira playing a character who gets sent to war around high school 

age [Boyhood/ SｴﾝﾐWﾐﾆｷ, Kinoshita Keisuke, 1951]. The soldiers have to get up 

ゲﾗ W;ヴﾉ┞ ;ﾐS ゲ┌aaWヴ ヮｴ┞ゲｷI;ﾉﾉ┞く TｴWヴW ┘;ゲ デｴ;デ ゲﾗﾐｪが I aﾗヴｪWデ デｴW ﾐ;ﾏWぐ ふゲｷﾐｪゲぶ 
tan tan tan ta ta tan ta ta tan. That music appeared when the soldiers 

marched out, and when I saw it I cried a lot. When we got back home, I 

ヴWﾏWﾏHWヴ デｴ;デ ﾏ┞ ゲｷゲデWヴ デﾗﾉS W┗Wヴ┞ﾗﾐWが けHW I;┌ゲWS ﾏW ゲﾗﾏW ;ﾏﾗ┌ﾐデ ﾗa 
デヴﾗ┌HﾉWぁげ ふH;ゲｴｷﾏﾗデﾗ ヲヰヱヶぶ 
 

Iﾐ H;ゲｴｷﾏﾗデﾗ ゲ;ﾐげゲ ;IIﾗ┌ﾐデが ｴｷゲ ゲｷゲデWヴ ﾃﾗﾆWS デｴ;デ ｴｷゲ Wﾏﾗデｷﾗﾐ;ﾉ ヴWゲヮﾗﾐゲW I;┌ゲWS デヴﾗ┌HﾉW aﾗヴ 
her. A number of interviewees commented on the unsuitable nature of much film content 

for younger children, whether excessively sad, scary, or sexual (Takeda 2016). At this time, 

many cinemas had no restrictions on what kinds of film children could see, and a number of 

interlocutors recall being brought to see films they later understood to be directed at adult 

viewers. Access for children was limited according to the rules of cinema-going in a 

particular area, and parental interest in cinema. While Imai san remembers children being 

forbidden to enter certain cinemas alone in 1946 in Shiga prefecture (Imai 2016), Takeda 

san remembers his film fan mother bringing him to the cinema often to see adult as well as 

IｴｷﾉSヴWﾐげゲ aｷﾉﾏゲ ふT;ﾆWS; ヲヰヱヶぶく   
Many interlocutors remember the cinema as a less than welcoming space. Several 
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female questionnaire respondents recalled the dirtier atmospheres of post-war film 

theatres, noting the change in cinema culture from the Occupation era to the present. One 

ケ┌Wゲデｷﾗﾐﾐ;ｷヴW ヴWゲヮﾗﾐSWﾐデ ヴWﾏWﾏHWヴWSが けIﾐ デｴﾗゲW S;┞ゲ デｴW aｷﾉﾏ デｴW;デヴWゲ ┘WヴWﾐげデ ゲﾗ 
beautiful (utsukushikunaiぶく Nﾗ┘ デｴW┞ ﾉﾗﾗﾆ ﾉｷﾆW ｴﾗデWﾉゲぁげ M;ﾐ┞ ｷﾐデWヴ┗ｷW┘WWゲ ;ﾐS ケ┌Wゲデｷﾗﾐﾐ;ｷヴW 
respondents mentioned the unpleasant smell of the cheap seats near the toilets. Yamashita 

ゲ;ﾐ ヴWI;ﾉﾉWSが けTｴW ゲﾏWﾉﾉ ┘;ゲ デWヴヴｷHﾉWぁげ ふnioi ga kusai!) (2016). For children and younger 

viewers, these were the most affordable seats, however the stench could give the movie-

viewing experience a sense of sufferance and caused distractions and widespread 

grumbling. A public discussion on the issue of poor ventilation in cinemas was raised by a 

Department of Public Health survey and published in the Kyoto Shinbun newspaper in May 

ヱΓヵヲ ふK;デﾝ ヱΓΓヶぶが ゲ┌ｪｪWゲデｷﾐｪ デｴ;デ デｴW ヮヴﾗHﾉWﾏ ┘;ゲ ┘ｷSWﾉ┞ ヴWIﾗｪﾐｷ┣WSく TｴW CMPE SｷS 
attempt to force cinemas that screened US films to adhere to a higher standard of hygiene, 

threatening to withdraw American films from non-compliant theatres (Kitamura 2010: 116). 

Yet again, there does not appear to have been significant interventions in theatres screening 

primarily Japanese films. Despite the care expended on crafting the content of post-war 

Japanese films to uphold democratic ideals, the Occupiers appear to have given little 

thought to the environment in which these films would be viewed, and how this 

environment might affect access or response to film content. 

As the memories of my interlocutors suggest, engagement with the cinema could be 

a gender issue. Many women who worked at home felt the need to leave the cinema before 

the end of the film in order to continue household chores, or prepare dinner for family 

members returning from work. For the women who brought children to the cinema, the 

IｴｷﾉSげゲ HWｴ;┗ｷﾗ┌ヴ Iﾗ┌ﾉS HWIﾗﾏW ; Sｷゲデヴ;Iデｷﾗﾐ aヴﾗﾏ デｴW ﾐ;ヴヴ;デｷ┗W ﾗﾐ-screen (significantly, 

only one male interlocutor remembered bringing a child to the cinema). These factors 

combine to suggest that women may have been less attentive to cinema content than their 

male counterparts, and certainly recall experiencing greater restrictions in terms of when, 

where, and how they entered the cinema. As a result, many women today are 

uncomfortable presenting their memories of cinema-going as expert testimony. 

 

Being female at the cinema 

In this section, I want to consider some of the cinema-going and viewership behaviours 

ヴWIﾗ┌ﾐデWS H┞ aWﾏ;ﾉW ｷﾐデWヴﾉﾗI┌デﾗヴゲ ┘ｴｷIｴ ﾏｷｪｴデ ゲ┌ｪｪWゲデ ┘ｴ┞ SCAPげゲ ;デデWﾏヮデ デﾗ ｪWﾐWヴ;デW ;ﾐ 
awareness of gender equality through cinema content did not have real life effects 

commensurate with expectations, at least in regard to female audience members. In 

focusing on female interlocutors here, I do not wish to suggest that male viewers were 

ignorant of the gender-equality theme present in many popular film texts, or disinclined to 

participate in implementing gender equality in everyday life. Rather, I wish to explore some 

ﾗa デｴW ┘;┞ゲ ｷﾐ ┘ｴｷIｴ SCAPげゲ ;ﾉヴW;S┞ IﾗﾏヮヴﾗﾏｷゲWS ﾏWゲゲ;ｪW ﾗa ｪWﾐSWヴ Wケ┌;ﾉｷデ┞ ﾏ;┞ ｴ;┗W 
been lost in transmission to an imagined audience of newly-emancipated women, expected 

デﾗ けW┝ヮﾉﾗｷデ デｴWｷヴ ﾐW┘ ヮﾗゲｷデｷﾗﾐゲ ｷﾐ J;ヮ;ﾐWゲW ゲﾗIｷWデ┞げ ﾉｷﾆW デｴWｷヴ ヴ;Sｷﾗ ;┌SｷWﾐIW Iﾗ┌ﾐデWヴヮ;ヴデゲ 
(Luther and Boyd 1997: 46). The burden of social change in the direction of gender equality 
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was often rhetorically assigned to female citizens, who were expected to demand and 

defend the new rights SCAP had legislated for them. Emancipated female characters and 

film stars were positioned as attractive role models for female audiences, and signs of 

change to come for male audiences. In considering why female audiences may not have 

taken up the invitation to re-model their lives and expectations after the women they saw 

on-screen, it is necessary to investigate how women came to, and engaged with, the 

cinema. 

As indicated above, female audiences were lesser in number than male audiences 

across Japan, particularly considering that they made up a greater percentage of the 

population overall. In Kansai, male viewers recall having freer access to the cinema than 

female viewers in their childhood years. Accounts of sneaking into the cinema without 

paying given by male interlocutors also suggest that there may have been a significant 

number of male audience members not counted in official box office records and surveys. 

This pattern is borne out by nation-wide studies of fan activities, for example, the annual 

surveys conducted by the film magazine Film Friend (Eiga no tomo), which registered the 

gender of respondents as two-thirds male (Kitamura 2010: 165). Women did participate in 

writing デﾗ a;ﾐ Iﾗﾉ┌ﾏﾐゲが ;ﾐS ; ﾐ┌ﾏHWヴ ﾗa デｴW ﾏ;ｪ;┣ｷﾐWげゲ ;S┗WヴデｷゲWﾏWﾐデゲ ┘WヴW aﾗヴ aWﾏ;ﾉW-

oriented products such as lipstick (Kitamura 2010: 165). Yet editorial staff suggested that 

デｴW ﾉWゲゲWヴ ヮ;ヴデｷIｷヮ;デｷﾗﾐ ﾗa ┘ﾗﾏWﾐ ｷﾐSｷI;デWS デｴW Iﾗﾐデｷﾐ┌;デｷﾗﾐ ﾗa けデヴ;Sｷデｷﾗﾐ;ﾉげ ゲﾗIｷ;ﾉ norms 

(1951: 37), including the muting of female voices in the public sphere. 

Female viewers also went to the cinema alone at a much less frequent rate than 

their male counterpartsく SｴﾝIｴｷﾆ┌ ゲデ┌Sｷﾗ ｴW;S KｷSﾝ Sｴｷヴﾗ IWﾉWHヴ;デWS デｴｷゲ ヮｴWﾐﾗﾏWﾐﾗﾐが 
arguing that if studios focused on producing films aimed at female viewers, their box office 

figures would thrive as women always brought friends or dates. けWﾗﾏWﾐ ﾐW┗Wヴ ｪﾗ デﾗ デｴW 
cinema alone. TｴW┞ ┘ｷﾉﾉ ;ﾉ┘;┞ゲ Hヴｷﾐｪ WｷデｴWヴ ; aヴｷWﾐS ﾗヴ ; ﾉﾗ┗Wヴげ ふケ┌ﾗデWS ｷﾐ W;S;-Marciano 

2008: 80). In fact, my female interlocutors recall being brought to the cinema by parents, 

older siblings, or dates, rather than instigating the trip themselves, suggesting that while 

female cinema-goers may have increased the overall number of viewers, they were not 

necessarily channelling those viewers towards their preferred film texts. 

One might also question whether a romantic partner could distract attention from 

the film onscreen. None of my interlocutors willingly brought up the topic of romantic 

interactions during film screenings, and I was wary of addressing the issue. Annette Kuhn 

notes that in her study of 1930s cinema attendance in Britain, only one male interlocutor 

addressed the topic uninvited (2002: 138). It is certainly an awkward question to bring up 

during a filmed interview! On one hand, the establishment of the cinema as central to 

modern dating behaviours suggests that cinema culture did play a part in fostering the new 

ｷSW;ﾉ ﾗa デｴW ヴﾗﾏ;ﾐデｷI Iﾗ┌ヮﾉW ;ゲ ;ﾐ Wケ┌;ﾉ ヮ;ヴデﾐWヴゲｴｷヮく Iﾐ K┌ヴﾗゲ;┘; Aﾆｷヴ;げゲ One Wonderful 

Sunday (S┌H;ヴ;ゲｴｷﾆｷ ﾐｷIｴｷ┞ﾝHｷが ヱΓヴΑぶ ; Iｴ;ヴ;IデWヴ W┗Wﾐ ﾏWﾐデｷﾗﾐゲ デｴW IｷﾐWﾏ; ;ゲ ; けIｴW;ヮ 
S;デWげ ;ﾐS ;ﾐ ﾗヮヮﾗヴデ┌ﾐｷデ┞ aﾗヴ ┞ﾗ┌ﾐｪ ﾏWﾐ ;ﾐS ┘ﾗﾏWﾐ デﾗ ゲｴ;ヴW ゲﾗﾏW デｷﾏW デﾗｪWデher, away 

from the demands of work and family. While the cinema theatre space may have welcomed 

post-war couples however, it does not necessarily follow that these same couples were 
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influenced by the ideological content of film texts. 

Analyzing archival maデWヴｷ;ﾉ デｴ;デ SｷゲI┌ゲゲWゲ Iﾗ┌ヮﾉWゲげ HWｴ;┗ｷﾗ┌ヴゲ ｷﾐ デｴW IｷﾐWﾏ; ゲ┌ｪｪWゲデゲ 
that attending the cinema with a partner increases the likelihood of inattentive or distracted 

viewing. Aﾐ Wデｴﾐﾗｪヴ;ヮｴｷI ;ヴデｷIﾉW ﾗﾐ けTｴW ゲデ;デW ﾗa Iﾗ┌ヮﾉWゲ ｷﾐ デｴW ﾏﾗ┗ｷW デｴW;デWヴげ ﾐﾗデWS デｴ;デ 
couplWゲ ｷﾐ デｴW IｷﾐWﾏ; ﾗaデWﾐ ヴWゲヮﾗﾐSWS ;Iデｷ┗Wﾉ┞ ┘ｴWﾐ ; ゲIWﾐW ┘ｷデｴ けゲW┝ ;ヮヮW;ﾉげ ふsei teki 

appiiruぶ ;ヮヮW;ヴWS ﾗﾐ ゲIヴWWﾐく S┌Iｴ ゲIWﾐWゲ ;ヴW SWゲIヴｷHWS ;ゲ ｷﾐIﾉ┌Sｷﾐｪ けSｷ;ﾉﾗｪ┌W Iﾗﾐデ;ｷﾐｷﾐｪ デｴW 
┘ﾗヴSゲ けI ﾉﾗ┗W ふaiぶ ┞ﾗ┌がげ けI ﾉｷﾆW ふsukiぶ ┞ﾗ┌がげ けﾏ;ヴヴｷ;ｪWがげ けHﾗS┞がげ ;ﾐS けヮヴWｪﾐ;ﾐI┞がげげ ﾗヴ ゲIWﾐWゲ 
ｷﾐIﾉ┌Sｷﾐｪ け; ﾆｷゲゲ ﾗヴ ゲﾗﾏW ﾗデｴWヴ ヮｴ┞ゲｷI;ﾉ ヴWゲﾗﾉ┌デｷﾗﾐげ ふF┌ﾆ┌ﾗﾆ; ヱΓヵヰぎ ヱヶヵぶく Cﾗ┌ヮﾉWゲ ﾆｷゲゲWS ﾗヴ 
interacted with one another during these scenes, while other audience members called out 

commentary. In this way, attending the cinema with a partner appears to have presented 

some viewing distractions. 

This trend continues today; during participant observation at a number of 

retrospective film screenings and cinema events, I frequently observed elderly couples 

leaving early at the insistence of the male partner. Conversely, a number of elderly women 

who attend retrospective screenings regularly today express their enjoyment of a new 

freedom to choose their own viewing content, time, and place. In many cases this coincides 

with a change in gender roles at home, as their retired partners wish to use the domestic 

space for their own pursuits, and wives leave the home during the day to make space. 

Koyama san expressed this arrangement as a reversal of their previous roles, suggesting that 

now her husband rem;ｷﾐゲ ;デ ｴﾗﾏWが ゲｴW ｴ;ゲ HWIﾗﾏW デｴW けゲ;ﾉ;ヴ┞ﾏ;ﾐがげ ;ﾐS ｪﾗｷﾐｪ デﾗ デｴW 
cinema everyday is like her job (2016). This freedom contrasts with her memories of the 

early post-war years, when women accompanied by partners or children experienced any 

number of distractions in their cinema viewing, while younger girls perceived significant 

barriers to attending the cinema alone in relation to personal safety and socially acceptable 

gendered behaviour. 

Barriers to attending the cinema as a woman only increased during the 1950s and 

1960s. For example, Koyama san experienced a lone trip to a cinema in Kobe in the 1960s as 

dampening her childhood enthusiasm for cinema. Growing up during the Occupation in 

KﾝゲｴｷWﾐが ゲｴW ｴ;S Wﾐﾃﾗ┞WS ┘;ﾉﾆｷﾐｪ デﾗ ｴWヴ ﾉﾗI;ﾉ IｷﾐWﾏ; ┘ｷデｴ ｴWヴ WﾉSWヴ ゲｷゲデWヴゲが Sヴ;┘ﾐ H┞ デｴW 
aｷﾉﾏ ヮﾗゲデWヴゲ ﾗﾐ デｴW HｷﾉﾉHﾗ;ヴSゲ ;ﾉﾗﾐｪ デｴWｷヴ ヴﾗ┌デW aヴﾗﾏ ｴﾗﾏW デﾗ ゲIｴﾗﾗﾉく Tｴﾗ┌ｪｴ けｷﾐ デｴﾗゲW S;┞ゲが 
ｪｷヴﾉゲ Iﾗ┌ﾉSﾐげデ ｪﾗ デﾗ デｴW IｷﾐWﾏ; ;ﾉﾗﾐWげ ふhitori de eigakan ni josei ga ｷﾆ┌ ┞ﾝ ﾐ; ﾃｷS;ｷ SW ┘; 
nakatta), she could enter the cinema for free as an elementary school student, and so her 

two elder sisters would take her with them frequently when they walked the short fifteen 

minutes under the train tracks from their home to the local cinema (Koyama 2016). She was 

often able to watch a favourite film two or three times in this way.  

YWデが ┗ｷゲｷデｷﾐｪ KﾗHWが ゲｴW aﾗ┌ﾐS デｴW ﾉﾗI;ﾉ IｷﾐWﾏ; ｷﾐデｷﾏｷS;デｷﾐｪが ヴWI;ﾉﾉｷﾐｪ デｴ;デ けｷデ デﾗﾗﾆ 
ゲﾗﾏW Iﾗ┌ヴ;ｪWげ デﾗ ｪﾗ ｷﾐ ふ┞┒ﾆｷ ｪ; ｴｷデゲ┌┞ﾝ) (Koyama 2016). The theatre was full of older men, 

and she felt uncomfortable being there as a woman alone. On moving to Kyoto after her 

ﾏ;ヴヴｷ;ｪWが ゲｴW ┘;ゲ SWﾉｷｪｴデWS デﾗ HW ｷﾐ デｴW けIｷﾐWﾏ; Iｷデ┞げ ふK┞ﾝデﾗ ┘; Wｷｪ; ﾐﾗ ﾏ;Iｴｷ) (Koyama 

ヲヰヱヶぶく Sｴｷﾏﾗｪ┞ﾝﾆ┌ Street in the central district was then home to a number of second and 

third tier film theatres. Yet she recalls that her husband, born in Kyoto, advised her that 
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schoolchildren in the late 1940s and 1950s had been banned from visiting cinemas in the 

;ヴW; S┌W デﾗ ｷデゲ けﾏ;ﾐ┞ デWﾏヮデ;デｷﾗﾐゲげ ふ┞┒┘;ﾆ┌ no ooi). He recounted stories of teachers 

standing outside the theatres to dissuade students from sneaking in (Koyama 2016). Both 

male and female viewers articulated the cinema as a space that posed certain risks to 

women and younger children, circumscribing their access to these spaces. Women and 

young children therefore could not be counted on to freely attend the films carefully crafted 

for their development by Occupation personnel and censors. 

 

Conclusion: An un-socialized audience? 

As Japan continues to struggle with the question of gender equality today, facing ever-

Sヴﾗヮヮｷﾐｪ ヴ;ﾐﾆｷﾐｪゲ ┞W;ヴ ﾗﾐ ┞W;ヴ ｷﾐ デｴW WﾗヴﾉS EIﾗﾐﾗﾏｷI Fﾗヴ┌ﾏげゲ GWﾐSWヴ G;ヮ ヴWヮﾗヴデ ;ﾐS 
demands from citizens and politicians alike for action, it seems fair to suggest that attempts 

to popularize the ideal of gender equality using cinema content were not entirely successful. 

I have suggested here that this may have been in part due to a simple question of cinema-

going behaviors. The disproportionate difficulties women and female children could face in 

entering cinemas in certain areas or at certain times, and the distractions posed by caring 

for others within the space of the cinema itself, may have undermined attempts to transmit 

inspiring images and narratives of female emancipation to male and female viewers alike. In 

this particular case, the audience does not appear to have explicitly resisted the message of 

SCAP-compliant film texts, but these elements affecting the gendered constitution and 

behaviors of the audience are certainly relevant to the on-going question of whether 

;┌SｷWﾐIWゲげ デｴｷﾐﾆｷﾐｪ I;ﾐ HW ｷﾐaﾗヴﾏWS H┞ ﾗﾐゲIヴWWﾐ ｷSWﾗﾉﾗｪｷWゲく TｴW OII┌ヮ;デｷﾗﾐ Wヴ; J;ヮ;ﾐWゲW 
cinema audience was not necessarily badly behaved or inadequately socialized; rather, it 

was not quite the audience assumed by content creators and marketing strategies.  

 In this respect, the experiences and memories of viewers discussed here, as well as 

;ヴIｴｷ┗;ﾉ ﾏ;デWヴｷ;ﾉ デｴ;デ ｷﾐSｷI;デWゲ SCAPげゲ W┝ヮWIデ;デｷﾗﾐゲ ﾗa デｴW ;┌SｷWﾐIW ふゲ┌Iｴ ;ゲ MﾗW ゲ;ﾐが デｴW 
imagined ideal viewer), demonstrates how iSW;ゲ ;Hﾗ┌デ けｪﾗﾗSげ ;┌SｷWﾐIW HWｴ;┗ｷﾗヴ Iｴ;ﾐｪWゲ 
across countries, and across time. The American occupiers of post-war Japan may have 

IﾗﾐIWヮデ┌;ﾉｷ┣WS ; けｪﾗﾗSげ ;┌SｷWﾐIW ;ゲ ;ﾐ ;┌SｷWﾐIW ヴWゲヮﾗﾐゲｷ┗W デﾗ AﾉﾉｷWS SWﾏﾗIヴ;デｷI I;ヮｷデ;ﾉｷゲデ 
propaganda. Yet in the historical context of the early post-war era, Japanese audiences had 

suffered badly from their investment in the wartime ideologies communicated by cinema 

;ﾐS ヴ;Sｷﾗ aヴﾗﾏ デｴW ヱΓンヰゲ デﾗ デｴW Sｷゲ;ゲデヴﾗ┌ゲ WﾐS ﾗa J;ヮ;ﾐげゲ ┘;ヴ ｷﾐ A┌ｪ┌ゲデ ヱΓヴヵく Iデゲ ﾐﾗデ 
surprising that this same audience would have treated cinema propaganda a little more 

lightly in the post-war era, some dropping in and out of the cinema without regard to 

screening times, and others bringing children. Add to this a number of keen female film fans 

who recall feeling restricted in their access to certain theatres in certain places, or at certain 

デｷﾏWゲが ;ﾐS ┘W ｴ;┗W ; ヮｷIデ┌ヴW ﾗa ;ﾐ ;┌SｷWﾐIW ┗Wヴ┞ SｷaaWヴWﾐデ デﾗ デｴW けｪﾗﾗSげ ﾗヴ デ┞ヮｷI;ﾉ ;┌SｷWﾐIW 
assumed by Occupation planning. Yet members of this audience are still intimately engaged 

with the cinema today, attending retrospective screenings, organizing film clubs, and 

ヮ;ヴデｷIｷヮ;デｷﾐｪ ｷﾐ IｷﾐWﾏ; ゲデ┌SｷWゲ ゲ┌Iｴ ;ゲ ﾏ┞ ﾗ┘ﾐく PWヴｴ;ヮゲ デｴW けｪﾗﾗSげ ヮﾗゲデ-war Japanese 

audience, as they understand audience behavior themselves, is an audience in critical and 
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on-going engagement with cinema, rather than an audience compliant with film 

propaganda. 
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Note: 

                                                           
1
 The titles of these sub-genres literalﾉ┞ デヴ;ﾐゲﾉ;デW デﾗ け┘ﾗﾏWﾐ aｷﾉﾏゲげ (josei eigaぶが け┘ﾗﾏWﾐげゲ aｷﾉﾏゲげ ふonna 

no eigaぶが けﾏﾗデｴWヴ ゲデﾗヴｷWゲげ ふhahamonoぶ ;ﾐS け┘ｷaW ゲデﾗヴｷWゲげ ふtsumamono).  While these titles describe 

デｴW aｷﾉﾏゲげ IﾗﾐデWﾐデが ;ﾐS ﾐ;ヴヴ;デｷ┗W Iﾗﾐ┗Wﾐデｷﾗﾐゲ ゲ┌Iｴ ;ゲ デｴW SW;デｴ ﾗa デｴW ﾏﾗデｴWヴ ;デ デｴW WﾐS ﾗa the 

classic hahamono, they have also been used to infer a female audience, as discussed by Colleen Laird 

(2012). 


