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　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　一hn　the　early　twenties　the　director　Taguchi　Oson　went　to　Hollywood　to

tour　the　famous　American　studios．　When　he　returned　to　Japan，　he　was　chosen

to　direct　the　first　film　to　be　released　by　the　newly　established　Sh6chiku

Cinema　Company．　Sh6chiku　was　determined　to　follow　only　the　most　modern

production　techniques，　and　Taguchi　duly　set　about　putting　into　practice　the

expertise　he　had　acquired　during　his　study　abroad．　First，　he　ordered　the

script　to　be　typed　in　the　roman　alphabet．　Then　he　explained　that　in　Holly一

wood，　actors　merely　did　what　the　director　told　them，　and　therefore　did　not　need

to　read　the　script．　This　production　understandably　suffered　technical　compli一

cations　and　was　abruptly　discontinued，　but　Taguchi，　undaunted，　persisted

in　his　mission　to　modernize　Japanese　films．　He　directed　his　next　attempt

shot　by　shot　with　neither　story　nor　cont五nuity　script，　and　instructed　the

actors　to　laugh　or　cry　without　the　slightest　hint　at　motivation．　Another

colleague　just　back　from　Hollywood　employed　similar　methods．　According　to

one　report，　in　order　to　elicit　fear　from　an　actor　he　would　simply　shout　that

alion　was　coming　and　they　should　be　afraid，　though　the　story　being　filmed　had

absolutely　nothing　to　do　with　a　lion3

By　1930，　when　Yoda　entered　Nikkatsu’s　Uzumasa　studio　in　Kyoto，　the

situation　was　greatly　changed．　Even　then　there　was　no　standard　approach

toward　writing　a　silent　screenplay，　but　novices　like　Yoda　learned　the　basic

steps　in　writing　continuity　from　their　seniors　in　the　screenwriting　department，

and　they　attended　workshops　to　study　and　analyze　their　own　transcriptions

of　popular　foreign　films　like　Murnau’s　8槻rおθ（1927）and、　Josef　von

Sternberg’s既εDocたs　q！ハセωyorん（1928）．　The　minute　ahalyses　they

carried　out　based　on　their　transcriptions　included　breaking　them　down　scene

by　scene，　then　learning　how　to　identify　the　narrative　function　of　each　scene3

They　also　compiled　charts　comparing　the　ratio　of　titles　to　cuts　per　scene　and

did　exhaustive　comparative　studies　based　on　their　findings．　The　legitimacy

of　the　screenplay　was　no　longer　in　question．

From　its　earliest　days　the　Japanese　film　industry　never　lagged　far　behind
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that　of　the　West，　and　in　the　late　teens　the　struggle　abroad、to　assert　the

uniqueness　of　the　silent“photoplay，”as　opposed　to　the　stage　drama，　had

repercussions　in　Japan．　There　it　took　the　form　of　theノωガeなα．配πdδ

（Pure　Film　Movement，1918）initiated　by　a　young　director，　the　author　of

the　first　critical　work　on　Japanese　film，　Kaeriyama　Kyδsei（1893－1964）．

Kaeriyama’s　primary　objective　was　to　liberate　the　Japanese　film　from　the

conventions　of　the　commercial　theater，　and　he　emphasized　the　need　to　recognize

the　importance　of’the　screenplay　and　the　ways　in　which　it　differed　from　a　play

written　for　the　stage．　In　his　own　words，　he　regarded　a　detailed　and　well一

written　script　as　the“foundation　of　a　film．”3　Kaeriyama　applied　his　princi一

ples　to　several　films　he　directed　between　1919　and　1924；during　the　production

of　his　first　film，　for　example，　he　held　a　script　reading　for　the　entire　cast

and　crew，　a　practice　unprecedented　in　the　history　of　the　industryf

The　Great　Kanto　Earthquake　of　1923　further　facilitated　the　movement　to

modernize　Japanese　film．　The　damage　suffered　by　the　head　studios　in　Tokyo

provided　the　opportunity　for　a　malor　restructuring　of　the　industry　and　the

consequent　elimination　of　time－worn　theatrical　conventions．　When　a　vigorous

popular　culture　arose　in　the　wake　of　the　disaster，　the　director　who　best

responded　to　the　new　sprit　of　the　times　was　a　colleague　of　Kaeriyama’s，

Murata　Minoru（1894ヨ937）．

Along　with　Mizoguchi　Kenji，　Murata　was　among　the　directors　transferred

to　the　Kyoto　branch　of　Nikkatsu　after　the　earthquake．　There　he　continued

the　reform　movement　begun　by　Kaeriyama，　and　he　remained　in　close　touch

with　his　colleagues　in　Tokyo．　Together　with　Kaeriyama，　he　continued　to

hold　study　groups　and　screenings　of　amateur　films，　and　with　the　director

Ushihara　Kiyohiko，　then　working　at　the　Kamata　Sh6chiku　studios　in　Tokyo，

he　supervised　the　publication　of　the　quarterly，　E㎏α　1（α9αんα　1（ヒ～ηん）ノ翫　（Scien一

tific　Film　Research），　started　in　19281　Transcriptions　of　popular　films

currently　being　imported　from　Europe　and　Hollywood　were　a　special　feature

of　this　qua士terly，　and　they　regularly　appeared　with　either　a　forward　by　Murata

highlighting　the　qualities　of　each　script　or　a　note　on　writing　for　the　screen

in　general．

　，
lurata　was　the　head　of　the　screenwriting　department　and　the　top　director

in　the　geπdα4gθん‘（contemporary　film）division　when　Yoda　entered　Nikkatsu．

Yoda　was　familiar　with　Murata’s　screenplay　critiques　in　EなαKagαんω1勲漉ッ髭；

Murata　remembered　Yoda　from　a　91／2　mm　amateur　film　he　had　seen　at　one

of　the　regular　screenings　he　sponsored　with　Kaeriyama．　Yoda　had　played

the　part　of　a　photographer　with　memorable　virtuosity．　In　retrospect，　Yoda
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wonders　if　perhaps　that　was　why　Murata　seemed　to　take　a　special　interest　in　himl

The　director　made　Yoda　his　personal　assistant，　and　the　young　apprentice

worked　his　way　up　from　the　bottom　ranks　of　assistant　directors　to　write　his

first　scripts　for　Murata．

When　Yoda　began　working　with　Mizoguchi　in　1936，　he　addressed　him，　as　his

senior，　with　the　honorific“sεπse‘，”or“teacher．”Mizoguchi　corrected　Yoda，

saying，“Don’t　call　me‘‘8eπse‘．”Murata’s　the　only　one　you　can　call　by　that

name．”7@Although　Murata　and　Mizoguchi　were　rivals　who　had　different　approaches

to　the　modernization　of　Japanese　film，　Mizoguchi　had　great　respect　for　the　man

who　played　a　major　role　in　shaping　his　collaborator’s　early　career§

Observing　Murata　on　the　set，　analyzing　dramatic　structure　under　the

director’s　supervision，　Yoda　began　to　develop　the　sensitivity　for　realistic

portrayal　that　later　distinguished　his　work　with　Mizoguchi．　In　order　to

understand　the　significance　of　Yoda’s　training　under　Murata　and　the　extent

to　whiψit　influenced　his　later　work，　this　study　of　Yoda　Yoshikata，　screen一

writer，　begins　with　an　outline　of　the　earliest　stages　in　the　development　of

the　screenplay，　leading　up　to　the　influential　reforms　of　Kaeriyama　and

Murata．

“刑rSε‘んeS孟07ツ”

In　1896　Edison’s　individual“peepshow”Kinetoscope　was　imported　to

Japan．　This　was　followed　by　the　Vitoscope　and　Lumi6re’s　Cinematographe，

which　enabled　the　first　public　showings，　and　within　a　few　years　domestic　films

were　being　screened　together　with　films　imported　from　abroad．　These　earliest

film・・lik・th・i・f・reign・・unterpa・t・，　were・nly・n…　tw・reel・in　length．

Typical　subjects　were　street　scenes，　highlights　from　Kalbuki　plays，　and　dances

perf・・m・d　by　g・i・ha・M・・t・f　these　film・were　st・aight　rec・・ding・；P・ssibly，

afew　were　improvised　or，　at　most，　they　might　have　originated　from　an　idea

、randomly　jotted　down　on　paper．

The　first　studios　began　springing　up　around　1904，　and　at　one　of　these　an

enterprising　8んδge厨δ（“small　theater”）manager，　Makino　Sh6z6（1878－1929），

started　directing　occasional　one－reelers　in　1907．　Within　tWo　years　he　had

discovered　Japan’s　first　popular　star，　Onoue　Matsunosuke，　and　together

they　made　a　total　of　168　films　between　1909　and　1912，　earning　Makino　the　title

of“the　father　of　Japanese　film，”and　the　distinction　of　being　the　first

Japanese　director“in　the　Western　sense　of　the　word．”9

Most　of　the　films　Makino　made　with　his　star　were　only　one　reel

1・ng・Neverth・less・at　the　rat・・f・・m・fifty　film・ay・a・h・wa・w・・king
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at　a　ph。n。m。nal。peed，・ft・n　under　pressure　t…mpl・t・afilm　a　da≠°Thi・

was　before　it　was　customary　to　make　extra　prints　for　circulation，　and　Makino

and　his　crew　had　to　shoot　the　same　film　several　times　in　order　to　fulfill

distribution　demand．　As　a　result，　they　were　steadily　working　on　the　set

with　little　time　Ieft　to　write　out　even　the　simplest　form　of　continuity　for

each　film．　Instead，　the　director　carried　the　plot　in　his　head，　improvising

lines　for　the　actors　to　repeat　while　the　camera　was　runningil　Makino’s　method

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　●　　　　　　　　　　　　　　　　　　　・盾?@delivering　lines　in　this　way，　calledん召cん観α‘e，　resembled　theノδrαrL　narra一

tion　of　the　traditional　Bunraku　puppet　drama鑑2

After　three　years　of　such　work，　Makino　learned　to　appreciate　the　role　of

the　well－prepared　script．　He　eventually　established　his　own　production　company

in　the　twenties，　and　promoted　the　first　generation　ofノ認αなθん‘（period　film）

screenwriters．　The　scripts　they　wrote　were　particularly　detailed　with　a

strong　element　of　psychological　realism，　and　the　writers　were　well　rewarded

for　their　work．　At　his　peak　of　popularity　Onoue　Matsunosuke　earned　an

unprecedented　salary　that　corresponded　with　his　tremendous　success，　but　the

salary　Makino　later　alloted　to　his　main　writers　exceeded　the　earnings　of

his　most　popular　starsi3　Makino　summed　up　his　production　philosophy　with

the　famous　words：“First，　the　story；second，　a　clear　negative；third，　the

action．”　The“father　of　Japanese　film”did　little　to　free　the　camera　from

the　conventions　of　stage　drama，　but　he　was　the　first　director　to　be　aware　of

the　importance　of　the　screenplay．

冊om　A　C覧eαper　Fbrm　qμ物eαεer虚0αハセω汐brm（ゾムπ

Around　the　time　Makino　discovered　Onoue　in　Japan，　the　French　Film

d’Art　brought　to　the　screen　the　great　Sarah　Bernhardt　and　other　stars　of

the　Com6die　Frangaise，　and　succeeded　in　drawing　a　more　respectable，　better

educated　film　audience　in　the　West．　In　Japan，　however，　movies　had　always

enjoyed　the　same　audience　that　frequented　the　theater，　a　relatively　mixed

crowd　including　the　educated　elite　as　well　as　the　working　class，　an　audience

attracted　by　both　the　exoticism　of　the　West　and　the　notion　that　movies　were

acheaper　form　of　theaterl　4

In　fact，　not　only　were　the　majority　of　the　earliest　domestic　films　stage

presentations　of　scenes　from　Kabuki，　or　the　new　and　increasingly　popular，

nontraditional　Shimpa（“new　school”）plays　with　contemporary　settings，　but

the　stage　actors　who　starred　in　these　films　often　provided　the　scripts　as　well’5

In　addition，　the　majority　of　the　studio　staff　came　from　theatrical　backgrounds・

This　was　not　unlike　the　situation　in　America　and　Europe，　but　in　Japan
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these　people　brought　with　them　a　multitude　of　highly　stylized　stage　conventions．

The　static　stag・pre・entati・n・・f　th・Film　d’A・t　were　relatively。h。。t．

1ived・but　the　relati・n・hip　between　the　Japanese　th・ater　and　film　wa・c。mp1。x

and　far　more　enduring．

Th・Film　d’A・t　al・・h・lp・d・et　th・precedent　in　th・We・t　f・・1。nger

films　after　1910，　and　Japanese　filmmakers　soon　followed　this　trend．　At　this

point　the　development　of　the　screenplay　in　Japan　and　abroad　diverged　as　this

n・wa・t　f・・m・tuggl・d　f・・ind・p・nd・nce　f・・m　th・“1・gitimate”・tag。　d。ama．

In　the　West，　longer　films　required　detailed　and　developed　scripts　that

contained　a　description　of　the　action　as　well　as　lines　of　dialogue．　This

dialogue　was　mimed　during　the　shooting　and　summarized　on　titlecards　referred

to　as　insert　titles．　These　were，　as　the　term　implies，　inserted　between　the

　　　　　　　・≠垂o「oP「1ate　scenes・　In　addition　to　lines　of　dialogue，　they　often　explained
　　　o　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　●

≠モ狽撃盾氏@occurrlng　off　screen．

As　the　art　of　the　silent　film　became　more　sophisticated，　there　was　a　tend一

ency　to　move　away　from　the　use　of　titles．　The　GermanκαmmθrSρ‘ε醐mθ，

astrong　influence　on　the　I（yoto　Nikkatsu　directors　in　the　twenties，　is　a

notable　example．　Fewer　titles，　it　was　believed，　brought　the　viewer　closer

to　understanding　the　psychology　of　the　characters，　forcing　him　to　guess　their

thoughts，　and　these　somber　German“chamber　dramas”－described　as“silent

dialogues　of　the　sour’－often　had　no　titles　at　a1L16

F・wer　titles　a1・・relieved　the　vi・wer　f・・m　the　st・ain・f・・n・tantly、hift．

ing　from　images　to　verbal　information，　often　flashed　on　the　screen　at　awkward

moments　for“as　long　as　the　less　literate　required　to　spell　out　the　words．”17

The　midteen・mark・d　th・apP・a・ance・f　th・first　b・・k・in　Engli、h。n　film

techniqu・and　the　vi・tu・・f　th・m・dium　a・a・t，　and　these　ea・ly　treati、e、

stress　the　need　to　grasp　the　visual　necessities　of　the　screenplay　with　no

spoken　dialogue．　Unanimously，　they　call　for　an　understanding　of　the　differ一

ences　between　the“photodrama”（or“photoplay”）and　the　stage　drama．　As　one

auth・・w・ites・“Dial・gu・i・・f　th・・8s・π…　f　d・ama．　It・anal・gu。　in　th。

ph・t・d・ama『th・‘・apti・n’・・‘1・ader’［titl・］－i・・nly　anα伽π。古．　Thi。

distinction　is　fundamental．”18

These　books　make　it　clear　that　in　the　West　it　was　the　less　talented

w・iter　wh・fail・d　t・“・ulti・at・the‘pi・ture　ey・，’”and・i・ualize　his　st・・y

・ln　terms　of　the　screen，　resorting　instead　to　using　titles，“a　much　more　crude

way　of　expressing　his　ideas．” @The　truly　talented　writer　was　a　“cinema一
　　　　　　　　　，，　　°
モ盾高垂盾唐?秩@lntent　on　achieving“the　delineation　of　human　character．”　Titles

were　to　be　avoided・They　were　only　justified　when　used　to　explain　dramatic

BUL、LETIN，　No．21，1989，　CGE　Ibaraki　Univ．
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action　that　could　not　be　depicted　on　screen“either　because　it　is　mechanically

impossible　to　do　so　or　because　propriety　forbids．”19　For　the　early　writer　of

silent　scripts　in　the　West，　the　emphasis　was　on　mastering　the　technique

of　writing　in　a　visually　expressive　manner，　without　resorting　to　the　nuisance

of　titles．

In　Japan　the　formal　development　of　the　silent　screenplay　moved　in　a　dif一

ferent　direction．　The　actors’theatrical　mannerisms　and　the　heavy　dependence

on　stage　material　for　plot　sources　were　problems　that　were　shared，　to　an

extent，　with　the　West．　However，　the　presence　of　a　narrator，　theわθη8砿

during　film　presentations，　and　the　use　of　female　impersonators，　oyαmα，　instead

of　actresses，　for　example，　were　lingering　theatrical　conventions　particular　to

Japan．

7ワLe」Bヒ～π81Lε1｝Lεerひθ7L（～s　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　・

Contrary　to　the　situation　in　the　West，　the　earliest　Japanese　films　did

not　have　titles．　They　did　not　need　them．　Even　these　brief　one－reelers　were

accompanied　by　the　beπ8配narrator，　whose　role　has　been　compared　to　that　of　his

counterpart　in　the　traditional　Bunraku　theater．　However，　unlike　the

narrators　of　the　Bunraku　theater，　who　strictly　follow　the　text　of　the　play，
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　●　　　　　　　　　　　　　・　　　　　　　　　　　　　　　　　　　　　　　　・

狽??墲?{8痂were　prone　to　lmprovlsatlon・

The　foreign　films　arriving　in　Japan　did　not　come　with　fully　devel一

oped　scripts　for　theわθη，sんεto　follow，　although　after　1910　they　were　given

rough　translations　of　the　dialogue，　or，　in　the　case　of　domestic　films，　simple

scripts20　Even　in　such　cases！　the　わeπsん‘　routinely　elaborated　on　these

narrative　outlines　in　addition　to　providing　the　dialogue．　That　was　the　attrac一

tion　of　his　performance，　a“continually　shifting　commentary，　at　times　objective

and　at　times　subjective．”211nstead　of　strictly　following　the　text・these

“poets　of　darkness”（as　they　often　referred　to　themselves）entertained　the

audience　with　their　observations　and　opinions，　and　often　prepared　their　own

texts　basbd　on　their　personal　interpretation　of　the　stories32

The　beπ8ん‘’8　presence　delayed　the　innovations　in　camera　movement　and

abroad，　because　Japanese　filmmakers　could　rely　on　him　to　smooth　out　any　narra一

tive　ambiguity　in　their　stories331n　the　same　manner，　although　longer，　more

complex　stories　required　written　scripts　prepared　in　advance，　there　was　less

demand　for　these　scripts　to　be　detailed　or　elaborately　constructed　due　to　the

nature　of　theわθη，8ん‘’8　performance．　In　short，　theわθπ81L‘’8　presence　helped

weaken　the　importance　given　to　the　screenplay　during　production．



The　Early　Development　of　the　Gendaigeki　Screenplay：An　Introduction，1908．1917　　119

In　the　studio・　the　director　read　the　lines　of　dialogue　aloud，　and　the

actors　were　expected　to　repeat　them　in　a　manner　similar　to　Makino’s　use　of

んαcゐ認αεθ．This　procedure　was　necessary　because　the　hectic　shooting　schedule

made　it　impossible　for　the　actors　to　remember　their　lines　from　one　film　to　the

n・xt34　Th・direct・・wa・al・・resp・n・ibl・f・・making・ure　th。　a。t。。、　repeat。d

their　lines　properly　so　they　would　later　match　theわθπshε’8　narration　without

too　much　discrepancy．　Apparantly　this　was　not　as　easy　as　might　be　expected．

The　actors　on　the　whole　were　not　concerned　with　giving　faithful　deliveries

that　w・uld　never　b・h・a・dl5　Th・y　were　m・re　interest・d　in　bl・・king。ut　th。i。

actions　（this　was　not　as　yet　the　exclusive　responsibility　of　the　director『6and

consequently，　it　is　unlikely　such　directions　were　mentioned　in　the　continuity

script），　and　they　often　could　be　seen　joking，　playing　pranks，　or　muttering

curses　at　the　director　during　the　shooting27

During　his　presentation　theわθη8痂narrated　the　dialogue，　calledんα8θ2θr加

（“lines　in　th・da・k”），・hanging　th・pit・h・f　his　v・ice　t・P・・t・ay　the　va。i。u。

characters，　including　women，　in　an　attempt　to　simulate　their　emotions28　This

technique，んoωαかo，　dated　back　to　the　Genroku　period（1968－1703），　when　the

term　was　used　for　the　custom　of　imitating　an　actor’s　rendition　of　his　most

memorable　lines．

In　the　beginning，　thisんoωαかo　was　performed　by　a　group　of　several　narra．

tors，　and　sometimes　even　the　actors　themselves　sat　behind　the　screen　and

delivered　their　lines　alongside　the　b　eηs痂，　who　provided　the　explanatory

narration．　Gradually，　however，　the　presence　of　a　single　narrator　performng

both　functions　became　more　common，　and　their　popularity　grew　to　the　extent

that　their　billing　often　upstaged　that　of　the　film’s　star．　Neither　the

director　nor　the　screenwriter　had　much　presence　or　authority，　and　they　were

increasingly　of　the　opinion　that　their　positions　would　not　change　as　long　as

theわeπ8ん‘continued　to　enjoy　both　power　and　popularity．

Filmmakers　believed　one　way　to　override　theわεπ8h‘’s　perfomance　was　to

use　titles　more　frequently　to　tell　the　story．29　As　a　result，　early　Japanese

screenwriters　began　to　experiment　with　titles　at　the　same　time　writers　abroad

were　devising　means　to　eliminate　themlo　In　Japan，　however，　this　sudden　concern

with　titles　b・・ught　ab・ut　a・hang・in　the　fun・ti・n・f　th・prepared　script．

Responsibility　for　narrative　cohesiveness　was　no　longer　left　in　the　hands　of

th・わ・π8ん乙W・iters　began　t…ncern　th・mselve・with　maintaining　a　balance

b・tween　the　verbal　and・i・ual・1・ment・・f　the・t・・y．　Th・n　th・y　began　t。　devise

rhythmic　patterns　with　the　frequency　of　titles，　or，　for　example，　to　use　them

for　emphasis　at　dramatic　momentsρ1　The　first　step　had　been　taken　toward
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achieving　a　cinematic　screenplay　with　firm　dramatic　structure，　realistic

characterization，　and　dialogue　that　formed　an　integral　part　of　the　plot．

In　the　end，　however，　the　institution　of　theわeπ8ん‘represented　more　a

phase　of　development　for　the　screenplay　than　a　stubborn　obstacle　to　overcome．

For　one　thing，　as　films　became　more　sophisticated，　theわeηsん‘’s　performance

did　too，　and　popular　narrators　like　Tokugawa　Musei　gradually　replaced　the

histrionicんoωαかo　with　a　more　subdued，　thoughtful　style　of　commentary．　In

fact，　theわeη，s痂was　to　remain　an　integral　part　of　the　film　industry　until　the

arrival　of　sound32

The　benshi’s　presence　was　only　one　aspect　of　the　commercial　theater’s

influence　on　the　early　development　of　the　film　industry．　The　proximity　of　the

theater　was　a　crucial　factor　in　the　founding　of　the　first　studios，　and　assured

the　solvency　of　the　industry　in　its　infancy；in　one　way　or　another，　it　continued

to　influence　the　subject　matter　of　films　being　made　throughout　the　first　three

decades　of　domestic　film　production．

酢omSん伽pαDα嘱9醐εoGθπdα49θん‘

From　the　very　beginning，　the　people　who　wandered　into　the　movies　from　the

theatrical　world　naturally　turned　to　the　most　familiar　material　available　as

sources：stock　pieces　from　the　commercial　theater．　At　the　turn　of　the　century，

Japanese　commercial　theater　was　divided　between　the　traditional　Kabuki　drama

and　a　new　form　of　theater，　the　Shimpa（“new　school”）drama，　which　first

appeared　around　1890　with　plays　based　on　contemporary　plots．　This　distinction

between　classical　and　modern　drama　was　observed　in　the　film　industry　as　well：

“S玩mpα”came　to　refer　to　films　with　contemporary　settings，　while　the　term

“KyOha”（“old　schoor’）was　coined　for　costume　dramas．　The　tendency　to

draw　source　material　from　both　Kabuki　and　Shimpa　survived　even　as　the　demand

for　longer　films　increased；as　a　result，　even　today　Japanese　films　are　divided

into　the　two　megagenres　of　period　films（ノ‘｛1α碧eんのand　contemporary　films

（gendaigeki）．

The　first　major　Japanese　production　company　was　founded　in　1909，　when

the　four　main　studios　then　in　existence　merged　to　form　the　Nippon　Katsud6

Shashin（Japan　Cinematograph　Company），　later　shortened　to　Nikkatsu．　By

1912this　company　had　four　studios，　two　each　in　Tokyo　and　Kyoto．　Every

month　four　contemporary　films　were　made　in　Tokyo，　the　heart　of　modern　Japan

and　the　home　of　the　Shimpa　theater，　and　four　period　films　were　made　at　the

branch　studios　in　Kyoto，　where　the　majority　of　the　staff　was　from　the　Kabuki

stage，　and　the　narrow　streets　and　old　buildings　provided　perfect　locations　for
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モ盾唐狽浮高?@drama．　These　films　were　then　released　in　double　billings　of　one

“S尻mpα”and　one“KyUha”film　eachρ3　This　neat　division　between　the　two
　●　　　　　・

モ撃狽撃?刀@continued　untilユ923，　when　the　damage　caused　by　the　earthquake　forced

th・main・tudi・・in　T・ky・t・t・an・fer　pa・t・f　th・ir　c・nt・mp・・a・y　film、taff

to　Kyoto．

In　Kyoto，　the　period　film　gradually　evolved　fromん）ノ瓦geんど（“old　drama”）to

伽顧云By　th・1920・・f・r　exampl・，　Makin・’・film・had　devel。ped　f。。m

staged　dramas　made　with　second－rate　Kabuki　actors　to　films　based　on　the

・・igina1・creenplay・・f　Su・ukita　R・kuh・i，　wh・adaptat・d　hi・・wn　p。pula。

novels　to　become　the　first　original　author　in　that　genre　and，　Iater，　the　first

freelance　screenwriter　in　the　industry．　In　addition，　period　film　director

and　w・iter　It6　Dai・uk・perfect・d　th・u・e・f　titles，・all・d“，p。k。n　titles，・・

easing　the　transition　to　the“talkie”screenplay　when　sound　films　became

standard　in　theユ930s34

The　c・nt・mp・・a・y　film　script　b・ing　u・ed　in　T・ky・wa・greatly　influ。nced

by　the　innovations　in　Kyoto，　but　the　genre　itself　followed　a　different

・・urse・f　devel・pm・nt　a・int・llectual・lik・Kaeriyama　and　Mu・ata・mpha、ized

th・fundam・ntal　need　t・break段way　f・・m　th・influ・nce・f　th・・tyli・ed　Shimpa

drama．　The　Shingeki（“new　theater“）movement，　an　attempt　to　modernize　con一

temporary　drama　that　was　Japan‘s　response　to　Ibsen　and　his　contemporaries’

reali・t　ref・・m・in　Eu・・P・・wa・the　cataly・t　in　g・adually　pha・ing・ut　Shimpa・、

overwhelming　presence　in　the　Tokyo　studios．

Kabuki　had　been　the　dominant　form　of　theater　until　the　end　of　the　nine一

teenth　century・but　in　th・mid・t・f　the　cultu・al　rev・1uti・n　that・apidly

introduced　W6sternization　to　Japan　toward　the　end　of　the　Meiji　period，

there　wa・an・w　d・mand　f・・play・that　c・rresp・nd・d　t・the　changing・・。i。ty．

Th・Shimpa　th・ater　emerg・d　in　resp・nse　t・thi・d・mand．　B・ginning　with　a

repertory　of　political　plays　based　on　recent　events，　the　contemporary　nature

・fthi・n・w　f・・m・f　th・ater　wa・it・main　att・a・ti・n．　The　repert・・y、。。n

expanded　to　include　works　inspired　by　European　drama　and　literature，　and　it

gradually　came　to　share　the　popularity　that　formerly　belonged　to　Kabuki　alone．

Shimpa　was　the　first　attempt　to　portray　a　modern　Japan　on　stage，　and　be一

cause　the　plays　were　written　in　colloquial　language　and　borrowed　source　material

from　abroad　it　was　regarded，　at　the　time，　as　a“more　Western”form　of　drama．

However，　it　still　retained　several　conventions　of　the　traditional　theater．　For

one，　although　Shimpa　reintroduced　actresses　to　the　stage　after　a　ban　of　about

three　hundred　years，　it　continued　to　feature　female　impersonators．　These

female　impersonators　survived　the　transition　to　film，　and　the　appearance　of
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≠モ狽窒?唐唐?刀@did　not　become　a　standard　practice　in　the　studios　until　the　demand

for　naturalistic　acting　reached　a　peak　in　the　early　1920s，　forcing　the　oyα1γ戻z

off　the　screen．　In　addition，　Shimpa　was　based　on　a　star　system　similar　to

that　of　Kabuki，　and　this　custom　also　prevailed　on　the　set．　What　Shimpa

did　introduce　to　film　was　the　sentimental　love　tragedy　in　a　contemporary

setting，　and　because　of　their　sad，　melodramatic　nature，　these　films　were　soon

b。ing　referred　t・a・S痂mpαdα惣酬“great　t・ag・dies”）箏

The　majority　of　Shimpa　plays　adapted　to　the　screen　were　about　star一

crossed　lovers　whose　happiness　is　prevented　by　their　different　social　classes，

or　whose　marriage（according　to　choice，　not　convenience）is　thwarted　by　outside

forces　beyond　their　control．　Whatever　the　situation，　in　the　end　there　is　no

choice　but　to　sacrifice　their　loveρ6

This　was　done　in　moving　scenes　of　renunciation　as　the　lovers　resigned

themselves　to　their　fate，　as，　for　example，“．．．　a　handsome　young　man，　faced

with　the　woman　he　loves，　refrains　from　forcefully　taking　her　in　his　arms，

instead　standing　at　a　slight　distance　and　kissing　her　forehead　as　he　tells　her

why　they　must　renounce　their　love．”37　Such　sweet　sentimentalism　was　popular

with　the　general　public，　but　the　stylized　mannerisms　of　the　Shimpa　actors，

retaining　so　many　traditional　conventions　absorbed　from　Kabuki，　did　little

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　・狽潤@advance　the　development　of　a　modern　screen　narratlve．

After　1905，　however，　a　new，　more　realistic　form　of　drama　appeared　that

challanged　the　popularity　of　Shimpa，　and，　consequently，　its　predominance　on

screen．　Shingeki，　the“new　theater，”began　with　the　study　and　translation

of　Western　dramatic　works，　primarily　Scandinavian，　Russian，　French，　and

German　plays，　by　two　groups　of　naturalist　writers　and　theater　scholars：the

魚㎎θ‘1（）ノδんα‘（1」iterary　Society），　founded　in　1905　and　the　Iわ8επ　1（α‘

（Ibsen　Society），　formed　in　1907．　In　1909　a　member　of　the乃seπκα‘，

Osanai　Kaoru，　founded　the　first　theater　and　company　for　the　presentation　of

these　works，　and　the　B配㎎e‘K）ノδんα‘began　staging　its　own　productions　two

　　　　　　　　「凾?≠窒刀@later．

From　a　movement　to　promote　the　translation　of　W6stern　drama，　Shingeki

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　●b?モ≠高?@an　experiment　in　staging　actual　productions　of　these　plays－an　experl一

ment　because　such　drama　was　not　expected　to　be　popular　with　the　Japanese

audience．　It　is　true　that　the　movement　was　never　as　financially　stable　as

Kabuki，　being　a　noncommercial　endeavor　addressed　to　an　elite　group　of　people，

but　it　did　succeed　in　revitalizing　the　domestic　contemporary　drama；it　was

only　a　matter　of　time　before　Japanese　authors　were　writing　original　works

inspired　by　the　productions　at　Osanai’s　J凌y配Ge1～〃δ（“Free　Theater”）．
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A・ad・amatic　m・vem・nt・Shing・ki　greatly　inHu・nced　th・deve1。pm。nt。f

the　screenplay　a・w・IL　In　att・acting　int・11ectua1・t・the　c・nt・mp。。a。y

Japane・e　th・ater・it　al・・drew　th・i・att・nti・n　t・th・p。t。ntial。f　the　d。m。、．

ti・film　f・・th・first　tim・；38a・1・ng　a・th・κ露eん‘and　Shimpa伽碧。ん‘

d・minat・d　th・indu・t・y・film－9・ers　were　divid・d　in　th・i。　preference、，　with

th・int・11ectual・wh・1・・k・d　t・wa・d　th・鴨・t　du・ing　thi・peri。d。f。apid

modernization　patronizing　the　theaters　showing　imported　films．　Now　these

int・llectual・tu・n・d　t・th・West　f・・in・pi・ati・n　in　th・i・att。mpt　t。　m。dernize

the　contemporary　Japanese　film，　just　as　they　had　Iooked　to　Western　drama

in　order　to　reform　the　contemporary　theater．

In　pa・ti・ula・・b・tween　19ユO　and　1921，　a・a・t　number・f　th・film、　imp。。t。d

t・Japan　int・・duced　the°ad・ancem・nt・taking　Place　ab。。ad，　first，　ltalian

hi・t・・i・al・pics　lik・（h6漁（with　a・cript　by　th・p・et　Gab。i。1。　d・Annun。i。）

and　Chaplin’s　c・m・dies・th・n　film・1ik・G・iffith’・1ηご・Z－・・－perhap、

the　m・・t　influ・ntia1・f　all　with　its　elab・・ate　cr・ss－editing　and。。mpl。x

came「aw°「k『and　th・German・xpressi・ni・t　ma・terpiece，銑・（hわ磁、ゾ
Docεor（hZ乙9αrよ3g　While　these　foreign　films　were　enjoying　tremendous　success

with　th・Japan・・e　audi・nce　and　winning　P・aise　in　th。　film　criti。i、m　first

　　　　　　・≠垂垂?≠窒高〟@at　the　time，　the　native　film　was　not　only　ignored，　but　scorned

・ut・ight　by　a　la・g・p・・ti・n・f　th・audience，　the　edu・at・d。lit。．　In　tim。，

th・y　b・gan　t・tak・th・・ituati・n　in　th・i・・wn　hand・．　A・Sat6　Tada。　P。intS

out：

Th・fa・t　that　Japanese　film・were　rubbi・h・・mpared　t・f。reign　film、

was　common　knowledge　for　all　intellectuals　from　middle　school　students

on　up．　The　majority　of　intellectuals　in　Japan　had　no　desire　to　see

Japanese　films　until　the　mid－1920s．　An　intellectual　who　watched

Japanese　movies　was　either　someone　who　was　just　crazy　about　movies，　or

an　eccentric．　Consequently，　people　who　attended　Japanese　films　were

made　fun　of　as“snotty－nosed　little　boys”or“nannies．”　The　film　com一

panies　didn’t　think　it　wa・necessa・y　t・use　th・fan・y　techniques　seen

in　f・reign　film・f・r　su・h　p・・P1・・ln・t・ad，　finding　it　m。re　p。。fitabl。

to　make　many　films　cheaply，　they　forced　studios　with　a　minium　number

of　employees　to　produce　so　many　films　they　had　no　time　to　think　of　what

th・y　were　d・ing・H・wever，　a・the　indu・t・y　g・adually。xpand。d，　th。

numbe「・f・mpl・yees　increased・and　p・・pl・dissati・fi・d　with　th。　way

thing・were　b・ing　d・n・b・gan　filtering　int・the　studi・・．　Th。y　were

the　force　that　started　to　change　this　system　from　the　insid♂o

By　th・1920・・this　rev・luti・nary“in・id・f・rce”・f　int・11ectua1、　apP。。a。h。d
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th。　m。derni。ati。n。f　Japanese　film　f・・m・everal　directi・n・・The　ref・・m・

P。。m。t。d　by　th・int・Ilectual・wh・1・d　th・Shing・ki　m・vem・nt　in・luded　the

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　●　　　　　　●奄獅煤B。du。ti。n。f　p・y・h・1・gi・al　reali・m　t・replace　Shimpa’s　stylized・・mantlc’sm

with　a　m。dern，。。ll。quial・tyl・・f　w・iting　dial・gu・，　a　natu・al　acting・tyl・・and

the　ex。lu、ive　use。f　a，tresses．　Wh・n・u・h　m・mbers・f　th・m・vem・nt　a・0・anai

Ka。。u　and　Mu。ata　Min。・u　m・ved　int・th・film　w・・ld　in　the　ea・ly　tw・nti・・th・y

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　●モ盾獅狽奄獅浮?п@to　push　for　these　changes　there　as　welL　At　the　same　tlme，　young

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　・奄獅狽?撃撃?モ狽浮≠撃刀@not　directly　involved　with　the　theater，　like　Kaeriyama　Ky6sel，

。upP。。t。d　th・apPli・ati・n・f・imilar　reali・t　ref・・m・；Kaeriyama　in　pa・ti・ula「

P。。P。sed　techniques　gl・an・d　f・・m　th・Ameri・an　and　Eu・・P・an　film　lite「atu「e

that　wa。　b。ginning　t・b・publi・h・d　at　th・tim・・Finally・th・American　f五lm

indu。t。y・s　sudd・n　b・・m　in　p・・du・ti・n　after　W・・ld　Wa・11ured　a　number・f

y。ung　film　h・P・ful・t・H・llyw・・d，　and　th・y　b・・ught　n・w・・f　th・latest　p・・du・ti°n

technique、　wh・n　th・y　retu・n・d　t・Japan　Th・Sん加pαdα惣襯laid　th・

foundation　for　the　modern　melodrama　and　influenced　important　directors　like

Mi。。gu。hi，　but　by　1925　these　stylized，・・manti・t・ag・dies　were　b・ing　cr・wd・d

out　by　the　demand　for　greater　realism　on　the　screen．

N。t。，　Thi，　paper　i・pa・t・f　th・int・・du・t・・y・hapter　t・a・tudy・n　the　ca「ee「

of　screenwiter　Yoda　Yoshikata．
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