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Abstract

The Office of War Information's influence on the
portrayal of Japanese-Americans in motion pictures provides an
unusual opportunity for a case study of the implementation of a
motion picture propaganda pblicy. OWI's motion picture program
included the production and theatrical distribution of
government films and the review before release of feature films
produced by the Hollywood studios. The OWI policy on
Japanese-Americans is examined to show how it called for three
conflicting views. 1In government films, implementation of the
policy became a problem of film technique for government
filmmakers. In Hollywood films, the policy was implemented by
a special OWI Hollywood Office. The change in that Office's
attitude toward the portrayal of Japanese~Americans over the
course of the war is detailed through an examination of its
film reviews and correspondence. They sﬁggest the emergence of

bureaucratic attitudes to deal with the difficult social issues

involved.
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Résumé

Les pressions exercées par le Office of War Information
sur la représentation filmique des Américains d'origine
japonaise fournissent l'occasion inhabituelle d'entreprendre
une étude de cas de la mise en place d'une politique de
propagande cinématographique. Le programme du OWI comprenait
la production et la distribution commerciale de films
gouvernementaux et le contrdle avant distribution de films
hollywoodiens. Un examen de la politique du OWI & 1'égard des
Américains d'origine japonaise démontre qu'elle faisait appel a
trois raisonnements contradictoires. Dans les films
gouvernementaux, l'application de cette politique devint un
probléme de technique pour les cinéastes du gouvernement. Dans
les films hollywoodiens, la politique fut appliquées par
l'entremise d'un bureau de surveillance spécial 3 Hollywood.
On peut retracer 1l'évolution des attitudes du OWI 3 1l'égard des
Américains d'origine japonaise au cours de la guerre en
examinant ses critiques de cinéma et sa correspondance.
Celles-ci sugg@rent 1l'émergence d'une attitude bureaucratique
destinée a s'occuper des délicates questions sociales

soulevées,
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Preface

As a Canadian writing about an American problem, I have
tried to keep in mind the fact that Canada moved its citizens
of Japanese ancestry from the west coast to relocation camps
before the United States did so and prevented them from
returning for a much longer period of time. In terms of film
production, the National Film Board of Canada in 1942 produced

the perfectly vile theatrical short Mask of Nippon, which was

distributed widely throughout North America. No doubt more
such films would have been made in Canada had the resources
been available. Insofar as they were not, I have restricted my
study to the United States.

In the preparation of this paper, I am very much indebted
to the staff of the Graduate Program in Communications for
their encouragement. My fellow students have been invaluable
in providing feedback and debating specific points. Professor
Gregory Black at the University of Missouri-—-Kansas City was
most helpful. The initial archival research was based on
references provided in his publications. The staff of the
Franklin D. Roosevelt Library in Hyde Park took considerable
trouble to seek out relevant material. At the National
Archives in Washington, Leslie Waffen and Robert Finlay of the
Motion Picture, Sound, and Video Branch, Aloha South of the
Judicial, Fiscal and Social Branch, and Charles Downs of the
General Branch, all gave generously of their time. When the
initial material indicated the existence of relevant further
documentation, Karen Wyatt in Washington kindly agreed to act

on my behalf and her assistance on many occasions in arranging
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for the copying of film reviews, reports and correspondence,
was indispensible. The staff of the Inter-Library Loans Dept.
of McGill's McLennan Library went well beyond the call of duty
in locating and obtaining many obscure publications,
dissertations and theses from a number of cooperative
institutions throughout North America. I am sure that all of
the above generous individuals join in my sigh of relief at

seeing this paper completed.



Chapter I

Introduction

The evacuation of the Japanese-Americans from the west
coast of the United States, by Executive Order of President
Roosevelt in the spring of 1942, remains a classic example of
official racial discrimination by a democratically elected
constitutional government. The task of explaining this
extraordinary action to the general public, both at home and
abroad, was given to the Office of War Information when it was
created by the President in June of 1942. OWI's first
responsibility was to:

Formulate and carry out, through the use of press,
radio, motion picture, and other facilities,
information programs designed to facilitate the
development of an informed and intelligent
understanding, at home and abroad, of the status and
progress of the war effort, and of the yar policies,
activities, and aims of the Government.
Insofar as OWI was a political creation of the President, this
paper assumes that the desired result of its operations was
that an "informed and intelligent" public would endorse the
government's policies and éctivities. In the case of the
Japanese—-American evacuation, that result was very much in
doubt.

The OWI influence on the portrayal of Japanese-Americans
in motion pictures provides an unusual opportunity for a case
study on the implementation of a motion picture propaganda
policy. If propaganda is taken to mean "the organized
disseminétion of information, allegations, etc., to assist or

damage the cause of a government, movement, etc.,"2 then OWI

qualified as a highly organized government propaganda agency.



3 In the

This has been amply demonstrated by Winkler.
pre-television 1942-1945 period, motion pictures were an
important mass medium. The OWI theatrical motion picture
program was far too ambitious to have been contemplated except
under the extraordinary conditions of war. That program
included the production and theatrical distribution of
government films and the review before release of feature films
produced by the Hollywood studios.

The particular propaganda effort under study sought to
justify the evacuation, convince the public that the
Japanese-Americans were harmless and demonstrate that they were
being well treated in the relocation camps. As shown later in
this paper, these three objectives conflicted with one another.
The first objective would have presented a most difficult
propaganda challenge on its own. The recent CongreSsional
Commission on the Wartime Relocation and Internment of
Civiliané made it clear that it was impossible to justify the
evacuation. Even without that report, the evacuation was
clearly in conflict with government statements on the basic

rights and freedoms for which the United States was fighting in

4

the war.® The portrayal of Japanese-Americans in motion

pictures presented an extraordinary propaganda challenge in a
medium where the government wielded influence as extensive as
it was rare.

Definition of Terms

In the thesis title, "influence" means "an effect of one

ll5

person or thing on another and "effect" in turn is defined as

"something that is produced by a cause or agent; result."6

Attention is paid to the method of influence on both the



3
portrayal of Japanese-Americans (film content) and the context
in which the portrayal was seen (film distribution).

n’ in the sense of

"Portrayal" is defined as a "representation
"having a specified character or quality."8 This includes the
character of Japanese-Americans, their beliefs and behaviour,
as well as the quality of their life and their position in
society.

Due to the peculiarities of U.S. immigration law at that
time, which are discussed later in this paper, the term
"Japanese-American" includes all those of Japanese ancestry
living for an extended period in the United States, whether
U.S. citizens or not. Insofar as Japanese-Americans were
frequently referred to simply as "Japanese" during the war, the
portrayal of Japanese civilians in Japan are included where
that portrayal presumably ascribes particular}racial
characteristics to all those of Jaapanese ancestry.

The Propaganda Problem

This paper assumes that the portrayal of Japanese-
Americans in motion pictures during the war was a propaganda
problem and examines how OWI policies and procedures dealt with
that problem. A great deal has been written by such scholars
as Doob and Ellul on the nature of propaganda and its effect on
public opinion and society.9 In the film medium, the production
process raises a fundamental question on the nature of
propaganda:

It has been held that almost all films intended for
public viewing partake of the nature of propaganda.
Both state-owned industries and commercial production
companies may be said to have an interest in

preserving the status quo, on the one hand to
perpetuate a political system or on the other to




maintain a social climate that will ensure a mass

audience.10
This question has been addressed by such commentators as Neale
and sarris,ll Although the characteristics of propaganda and
the measurement of its effects are important issues, these will
not be considered here; rather, this paper eximines a specific
propaganda policy and the problems of its implementation.

OWI's expressed intention was to influence both

government and private sector films, particularly those to be
shown in the mass theatrical market. There were specific OWI
policies on the portrayal in motion pictures of the war in
general and the Japanese-Americans in particular. The latter
policy did not restrict itself to the portrayal of dangerous
Japanese-Americans being held under guard until the end of the
war. Such a propaganda policy would simply have been to spread
the big lie. It would not have required influence on the
Hollywood studios since they generally embraced such a vieﬁ of
their own accord. Rather, the OWI policy called for the
portrayal of three contradictory views of Japanese-Americans
and this paper therefore considers the manner in which the
discrepancies were rationalized and the policy was implemented
in both the public and private sectors. After an outline of
the background and structure of OWI in Chapter II, the policy
statements are discussed in Chapter ITII, The implementation of
policy is the burden of individuals and the contradictory
propaganda policy under discussion became a difficult problem

for specific government officials.



Implementation of the Policy

In government films, implementation of the policy became
a problem of film technique for government filmmakers. The
government films are discussed in Chapter IV, with reference to
the writing of Futhammar and Isaksson on propaganda film

12

technique. Transcripts of f£ilm soundtracks are provided in

the appendices since the government films under discussion are
not generally available.

In Hollywood films, implementation of the policy became
the burden of OWI's Hollywood Office. These films are
discussed in Chapter V. The Hollywood Office provides a neat
example of how bureaucratic attitudes emerge in government
agencies to deal with difficult social issues. Grounding his
work in Weber and Habermas, Hummel has considered bureaucracy
in cultural terms. "The cultural conflict between bureaucracy
and society is between systems needs and human needs,"13 He
gives several examples to show that as bureaucracy is
established, concern for such norms as justice, freedom,
violence and oppression is replaced by concern for precision,
stability, discipline and reliability. The portrayal of
Japanese-Americans was very much a human problem looking for a
solution in the public administration., The issue was certainly
concerned with justice, freedom, violence and oppression.

The Hollywood Office Reviews and Correspondence

The attitude of the Hollywood Office toward portrayals of
Japanese-Americans is followed over its three years of
existence. 1In particular, the increasingly bureaucratic
reaction of film review staff to negative portrayals of

Japanese-Americans is examined. The film review section
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remained under the control of one person, Dorothy Jones, during
the period when the process of bureaucratization took place.
She was sympathetic to the plight of the Japanese-Americans and
it is therefore interesting to trace the diminishing concern
expressed in the reviews emanating from her section. Three
Hollywood films which depict fictitious widespread sabotage
plots involving Japanese-Americans on the west coast are
discussed in detail. They provide a beginning, middle and end
sample of the reviewers' reaction to similar portrayals of
Japanese-Americans which violated stated policies. Reviews of
other films are discussed where the film contains references to
Japanese-Americans or characterizes all Japanese in racial
terms,

This paper does not claim to prove or disprove anything
about the process of bureaucratization. The sample is far too
small and there may have been extraneous factors which governed
the behaviour of the few individuals involved. However, this
case study presents a clear issue aboﬁt which the reviewers
were free to express themselves fully. It is shown that their
initial emotional protests developed into muted catalogues of
policy violations and then decayed into bare mention of the
issue altogether. Although extraneous factors could account
for the change, the most likely cause is the feedback which
they received through observance of the actions taken by their
superiors on their recommendations.

Those in charge of the Hollywood Office were faced with
implementing a contradictory policy. Behavioural theorists
have studied this type of dilemma. Festinger calls it

"cognitive dissonance."14 His work indicates that if one lacks



the power to change the dissonant elements (the policy), one
tends to downplay the importance of the dissonance or to avoid
the issue altogether. While this paper does not claim to prove
the theory, it does show that the first head of the Hollywood
Office, Nelson Poynter, downplayed the importance of the issue
although he did exhibit concern about it.

The tendency of government agencies to develop their own
personalities has been studied by Peter Self. "The distinctive
attitudes of an agency can be seen as the product of
accumulated experience and tradition, created by familiarity
with a particular set of tasks and problems, and influenced
perhaps by the personalities of leading_administrators."15 A
notable administrator succeeded Poynter as head of the
Hollywood Office. Ulric Bell provided the teeth which gave OWI
extensive influence over the films produced by the Hollywood
studios. While he did not hesitate to wield his considerable
power, he displayed little interest in the Japanese-American
issue. By 1944, the government's attitude toward the
Japanese~Americans had moderated and the dissonance referred to
earlier had been greatly reduced. Nevertheless, there was no
corresponding increase in willingness to deal with the issue,
By then William Cunningham presided over a Hollywood Office
which was widely accepted by the industry and had well
established procedures. The reviewers' concern about the
portrayal of Japanese-Americans continued to diminish and
Cunningham gave bureaucratic evasions to an external suggestion
that the Hollywood Office should involve itself with the issue.
The process of government influence on Hollywood films,

extraordinary in concept, had become a routine operation which



avoided controversy whenever possible,
Review of the Literature

In addition to the report of the Congressional Commission
on Wartime Relocation and Internment of Civilians, mentioned
earlier, this case study refers to a number of works which
comment in detail on the west coast evacuation and the history

16

of prejudice against the Japanese-Americans. Use has also

been made of the official government reports published at the

time.17

As mentioned earlier, OWI itself has been studied in
detail by Winkler. This was supplemented by David Jones’
dissertation which éxamines in particular the public opinion
surveys done by OWI.18

The author could find no study which provided a
comprehensive list of government and Hollywood films which
portray Japanese-Americans. For government films, Rhodes,

MacCann and Weglyn were the main sources.19

For Hollywood
films, Bonnie Rowan's M.A. thesis provided a good start
although her consideration of the image of all Japanese in
American films during the period 1904-1967 precluded the more
detailed list required here.?0 Russell Shain's dissertation was
especially helpful in expanding the list.2l 1n many cases, a
film's title made it an obvious candidate for further
investigation. The likelihood remains that important films
have been missed because their titles do not suggest a
connection with Japanese-Americans.

The specific contribution of this paper includes the
compilation of the particular materials under study. An effort

has been made to mention every film produced during the

1942-1945 period which portrays Japanese-Americans as defined



earlier, even if the film was clearly not influenced by OWI.
This filmography may be of some use to others. Many of the OWI
reviews were classified and have not been studied in detail
before now. Since they are not readily available, the
important Hollywood reviews and correspondence are reproduced
in full in the appendices. This unusual step has been taken to
make it easier to understand the context in which comments were
made and to encourage others to pursue this study further.

The OWI Hollywood Office reviews have been mentioned by
Dorothy Jones, Cedric Larson and Richard Lingeman.22 A helpful
interview with Dorothy Jones is included in Harry Sauberli's
M.A. thesis.23 However, the most detailed studies have been

done by Gregory Black and Clayton Koppes.24

This paper relied
on their work in bringing out the evolution of the Hollywood
Office structure and in giving examples of important references
in the reviews.

The government adopted various euphemisms by referring to
the Japanese-American "problem," "evacuation"” and "relocation."
In the absence of acceptable alternatives, those terms are used
in this paper with the hope that they will not obscure the
obvious injustice of what took place.

The evacuation of the Japanese~Americans from the west
coast began in late February 1942, although OWI was not created
until June 13, 1942, and did not begin operations until July 1,
1942, Some of the film activities which were undertaken by OWI

had in fact begun before it was created. The next chapter

examines the structure of OWI and its preceding agencies.
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Chapter II
The Structure of the Office of War Information and Preceding
Agencies
The Office of War Information did not start from scratch.
Many of its departments and activities were simply transferred
virtually intact from preceding agencies which were
consolidated into the new OWI. A few of those activities are
important to this paper and the preceding agencies will
therefore be described before the OWI itself.
The Division of Information of the Office for Emergency
Management
This sub-agency had been set up in May of 1940 under
Robert W. Horton. Although Horton's authority proved to be too
weak to establish a fully centralized government information
agency, he served war-related civilian agencies by providing
information services including the production of films. 1In
particular, Horton's film unit commenced production on the film

Japanese Relocation in April of 1942 for the War Relocation

Authority which had just been established to take over
responsibility for the Japanese-Americans who had been
evacuated from the west coast by the Army. The Director of the
WRA was Milton Eisenhower, Dwight's brother. Before the film
was finished, Horton and most of his staff became part of the
new OWI on July 1, 1942. By coincidence, Milton Eisenhower
left the War Relocation Authority at that time to become the
Associate Director of OWI.l
The Coordinator of Inter-American Affairs

This position was created in August 1940 for Nelson

Rockefeller and gave him control of all information activities
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in Latin America. Rockefeller put the Film Library of the
Museum of Modern Art in New York under contract to review films
for possible use in Latin America. When OWI was created,
Rockefeller was politically powerful enough to keep his own
operation completely separate. As a result, Latin America was
the only area not covered by OWI policies.2
The Coordinator of Information

In July 1941, President Roosevelt created this position
for Col. William Donovan who thereafter was responsible for
collecting strategic intelligence abroad. 1In August 1941, the
Foreign Information Service was set up as part of COI under
Robert Sherwood who had suggested to Roosevelt that the
dissemination of propaganda abroad was important to an
understanding of the U.S. in foreign countries. Sherwood and
Donovan did not get along. Nevertheless when OWI was created,
Donovan tried to hang on to FIS. Sherwood convinced Roosevelt
that FIS should be transferred to the new OWI and on July 1,
1942, Sherwood became Director of OWI's Overseas Branch.3
The Office of Facts and Figures

This agency was established in October of 1941 under
Archibald MacLeish who was also Librarian of Congress. The
agency gathered information, analyzed it and served in an
advisory capacity to President Roosevelt and government
" departments., Its Committee on War Information was the central
government body dealing with information policy and it played
an important role in coordinating information and establishing
guideleines for the release of information immediately after

the Pearl Harbor attack.4

OFF became known for its Bureau of Intelligence which
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conducted polls and surveys of public opinion for use by senior
government officials as part of a program which had been
recommended by Harold Lasswell. Lasswell's Research Project on
Wartime Communication was set up within the Library of
Congress. This connection with Archibald MacLeish probably led
to Lasswell's work as a consultant to BOI. The results of the
polls and surveys were classified "confidential." Intensive
surveys were often conducted by the Dept. of Agriculture under
Rensis Likert while polls were frequently commissioned to the
National Opinion Research Center of the University of Denver.
"Archibald MacLeish's principal contribution at the White House
conferences was incoming information about the thinking of the

American people."5

One of the first topics tackled by BOI in January 1942
was west coast public opinion of Japanese-Americans. The
initial report to Archibald MacLeish on the first survey

concluded:

There is a widespread tendency for people to be
willing to follow the Government's lead as to what's
to be done with Japanese-Americans, but very few
people kngw what the Government is doing and who is
doing 1it.

Government action was not likely to be challenged, but it
should be explained. People doubted that most of the

Japanese~Americans were dangerous, but favoured some sort of

action as a precaution:

There is a feeling that all should be watched, until
we know which are disloyal, but a tendency to feel

that mgst are probably loyal - if we could be sure
which.

This BOI survey was circulated in the highest government
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circles and may have been used during the White House debate on
whether to move the Japanese-Americans.8

The Bureau of Intelligence continued to survey public
opinion and newspaper comment on the Japanese-Americans and in
April 1942, began to review all films released in the United
States. It used analysts working in the Film Library of the
Museum of Modern Art, perhaps because of the operation there to
review films for use in Latin America by Nelson Rockefeller.
BOI later explained that the review of feature films "provides
a way of determining just what in the way of war material in
fictional shape is being presented to the public."9 When BOI
was transferred to the new OWI on July 1, 1942, Archibald
MacLeish became Assistant Director of OWI in charge of the
Policy Development Branch.10
The Coordinator of Government Films

The person most concerned with film policy before the
establishment of the OWI was the Coordinator of Government
Films, Lowell Mellett. Immediately after Pearl Harbor, the
Hollywood motion picture industry asked Roosevelt to designate
a liaison agency to coordinate industry assistance in the war
effort. At the same ‘time, the industry formed a War Activities
Committee to organize its own considerable production,
distribution and exhibition resources,!!

On December 18, 1941, Roosevelt appointed Mellett as
Coordinator of Government Films. In addition to the film
industry liaison role, he had authority over all films produced
by government agencies for civilian distribution. Arch A.
Mercey was appointed Deputy Coordinator. To obtain permission

for production of the film Japanese Relocation, Milton
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Eisenhower had to work through Mellett's office.12

To handle the film industry liaison function, Mellett
established a Hollywood Office under Nelson Poynter in May
1942, It analyzed the output of the Hollywood studios and
suggested subject areas of importance to the war effort which
were not being adequately treated. Dorothy Jones, formerly an
assistant to Harold Lasswell, headed the "staunchly liberal"
film reviewing staff. The Hollywood Office continued to
analyze features throughout the war and make its views known to
the Hollywood studios. Its work is therefore central to this
paper.13

When the OWI was formed, it was only natural to make
Mellett head of OWI's Domestic Motion Picture Bureau. He
‘retained the same responsibilities and acquired many additional
resources, 14
The Office of War Information

At its inception, OWI had two bureaus which are relevant
to this paper: the Bureau of Intelligence inherited from OFF
and Mellett's Bureau of Motion Pictures.
The OWI Bureau of Intelligence

After it was merged into OWI, BOI continued its film
reviews and beginning in October of 1942, they were
consolidated into "weekly summaries" and distributed to the
Bureau's readership of Washington policy makers. The films
discussed in the summaries had already been released in the
United States and therefore no specific action could be taken
on them, but they were of general interest. This reviewing

operation continued until March of 1943.15

The central concern of course was the considerable impact
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of motion pictures on public opinion. BOI felt that a
comprehensive program was necessary and drew up a detailed
plan, "Motion Pictures and the War Effort" (See Appendix A)}
which included pre—production script analysis, film content
analysis, audience research and the production of short films
by the government based on the resulting data. 0ddly enough,
the proposal does not mention the film content analysis which
was also being done by Dorothy Jones and her staff in
Hollywood. Although the BOI film review summaries were
available to the Hollywood Office beginning in October of 1942
if not earlier, it appears that the Hollywood Office reviews
were not routinely sent to Washington until some time later.l®

Although this paper quotes some of BOI's comments on
films, the reviews are of limited relevance to the particular
films under study in this paper for several reasons:
1. The Hollywood features under study were influenced

through the Hollywood Office which acted before a film was

released and therefore before the Bureau of Intelligence

reviewed the film.
2. One of the government shorts under study (Japanese

Relocation) was not likely affected by the Bureau of

Intelligence plan to influence short films since it was
completed at a time when the plan was apparently still under
consideration.

3. The other government short under study (A Challenge to

Democracy) was made long after the operation was terminated
in 1943.
As for the pre-production analysis suggested in "Motion

Pictures and the War Effort" there is no evidence that it was
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ever undertaken by the Bureau of Intelligence. However, just
such an operation was begun by the Hollywood Office of the
Bureau of Motion Pictures in the fall of 1942 when the
Hollywood studios were asked to submit scripts in advance of
production.l7 The operation was so similar to the one suggested
by the Bureau of Intelligence that their document likely
influenced the decision to proceed.

Aside from pre-production analysis and content analysis,
"Motion Pictures and the War Effort" called for the Bureau of
Intelligence to establish an elaborate program of audience
research to help in the design and testing of short films
produced by the government. This was to be done using a
special "film laboratory"™ to test audience reaction to specific
parts of films, a comprehensive mail guestionnaire to be sent
to all theatres in the country, and nationwide interviewing
using the existing survey facilities. Apparently all three
techniques were used for about six months until the program was
phased out along with the film review function. Unlike the
film reviews, no formal reports or summaries of the audience
research activities are known- to have been distributed. For
the same reasons listed above, the audience research operation
is not relevant to the particular films under study in this
paper. However, it does indicate that the leadership of OWI
was prepared to undertake elaborate programs in the field of
motion pictures. As it happened, the Bureau of Intelligence
ceased to exist as such when Congress drastically cut the

Domestic Branch budget in mid-1943,18
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The OWI Bureau of Motion Pictures
The OWI department of central interest to this paper is
the Domestic Bureau of Motion Pictures under Lowell Mellett.
Initially, it had three offices:
1. Washington - Mellett, Mercey, coordination of civilian
distribution of government films and other minor operations;
2. New York - film production under Sam Spewack and William
Montague, Jr.;
3. Hollywood - film review and industry liaison under
Poynter.
It cost almost $1,350,000 for 1942-43 and had 142 regular
employees, about 60 of whom were engaged in film production.19
One of the first films produced by Spewack's office was

Japanese Relocation which it took over from the Division of

Information, OEM when that agency merged with OWI.

The Domestic Bureau of Motion Pictures coordinated a
program with the industry's War Activities Committee whereby
16,000 theatres across the country were pledged to exhibit a
new OWI short film every other week to an audience of about 90

million. Under this arrangement, Japanese Relocation was

released‘to the theatres on November 12, 1942.20

With the Domestic Branch budget cut in mid-1943,
Spewack's film production unit ceased to exist and he
transferred to the Overseas Branch office in London.» The
Overseas Branch stepped up its own production activities
thereafter under Philip Dunne, but the Japanese-Americans were

not of much interest to it.21
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The Hollywood Office

The main activity of the Hollywood Office was to review
feature films and influence their content. As mehtioned
earlier, Dorothy Jones was put in charge of the reviewing staff
when the Office was established in May 1942, Harold Lasswell
had worked both with Jones and with Leo Rosten who became a
Deputy Director of OWI in 1942. These connections plus
Lasswell's work with Archibald MacLeish and the Bureau of
Intelligence meant that Lasswell's work was well known within
OWI. It will be touched upon when policies on portrayal of
"The Enemy" are discussed in the next chapter.22

Dorothy Jones was no doubt influenced by Lasswell's work
in her approach to film analysis and review. The analysis
procedure evolved somewhat as the war went on. At first, they
used a very simple format for analysis and review which gave
the barest essentials, such as studio and running time, in
addition to the comments on the film itself.23

Before the Hollywood Office became a part of OWI, it had
decided to issue a "Government Information Manual for the
Motion Picture Industry." This Manual was based on the
"government information program as it pertains to the motion

picture industry."24

Presumably this "information program" was
the collected policies of Archibald MacLeish's OFF as filtered
through Lowell Mellett who was represented on both the pblicy
and implementation committees of OFF. A draft version of the
manual is dated June 8, 1942. After the July 1, 1942 merger
with OWI, quotations (mostly from Roosevelt's speeches) were

added to each section of the Manual to legitimize its parentage

and, with minor changes, it was issued to the motion picture
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industry sometime thereafter and dated "summer 1942,"23

This manual took for its structure the six themes which
President Roosevelt had outlined as the basis for a better
understanding of the war in his State of the Union address to
Congress on January 6, 1942; one month after Pearl Harbor.
These six themes were in turn adopted by Jones and her staff in
the fall of 1942 as a means of content classification. This
was the "analysis" function which involved keeping track of how
many films on a particular theme were to be released at a
particular time. Thereafter, the thematic classification
appeared on each film review. The "review" function involved
checking the content in detail for any deviations from the
government's information objectives for that theme as stated in
the Manual. Any objectionable material was brought to the
attention of Poynter and his deputy, Warren Pierce, who
interceded with the Hollywood studios. Particularly difficult
cases were brought to the attention of Mellett in Washington.
In late 1944, after Jones had left, the classification system
was changed and two new items were added to the reviews:
"Positive Propaganda Content" and "Negative Propaganda
Content,"26

Initially, the films were reviewed after they were
completed, but before they were released. Poynter felt that
this was not sufficient and in Juiy 1942, he told Mellett that

the film Little Tokyo, U.S.A. was "a clear example" of the

necessity for them to comment on films at the script stage.27
Less than one month later, the Bureau of Intelligence was

suggesting its plan for pre-production analysis of scripts, but

there was some hesitancy to formally implement such a
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procedure., Nevertheless, Poynter had limited success in
obtaining scripts for review during the fall of 1942. The
format used for the script reviews was the same as the one for
reviews of finished films.

The problem was that the Bureau of Motion Pictures

clearly wanted to influence all Hollywood output, but

cooperation was purely voluntary on the part of the studios.

In December 1941, Roosevelt had made a clear pronouncement:
The motion picture must remain free insofar as
national sgcuri?y willzgermit. I want no censorship
of the motion picture.

Some changes were being made to films at Poynter's suggestion,

but this was not sufficient. 1In the end, increased power

became possible due to the industry's dependence on lucrative

export markets. The head of OWI, Elmer Davis, particularly

objected to the "outrageous caricature of the American

character"29

which Hollywood films conveyed to foreign
audiences. Although there was no domestic censorship of films,
the Office of Censorship could bar films from the export
market. Its Los Angeles Board of Review was responsible for
all dramatic and commercial films produced on the west coast.
Poynter had little success with the Los Angeles Board. Mellett
therefore suggested that a representaﬁive of the OWI Overseas
Branch be posted to the Hollywood Office to establish a link
with the Censor. The overseas expert could argue that material
which the Hollywood Office found objectionable would in fact
harm foreign relations if ap?roved for export. If Mellett's

plan worked, the Hollywood Office could thereafter use the

threat of export sanctions to influence films even before they
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were released domestically.30

The overseas representative, Ulric Bell, arrived in
Hollywood in November of 1942 and on December 9, 1942, Mellett
wrote to the heads of the Hollywood studios formally asking for
all scripts to be submitted in advance of production. A full
pre-production analysis procedure, as envisioned by the Bureau
of Intelligence, was implemented in the Hollywood Office.
Mellett's letter met with outright hostility; it was seen as
the imposition of domestic censorship. After much reassurance
that the program was still voluntary, the industry began to
comply. As might be expected, there were degrees of
cooperation, with Paramount being the most reluctant to go
along.31

There was some concern that word of a particular studio's
plans might get out to competitors through the script review
process. As a result, script reviews and film reviews were
thereafter officially classified, usually as "Restricted" or
"Confidential."32

There was technically both a Domestic Hollywood Office
under Poynter and an Overseas Hollywood Office under Bell, but
they shared the liaison function and the reviewing staff under
Jones. This required close cooperation between Poynter and
Bell so that they could speak with one voice to the studios,
which produced the same film for both domestic and overseas
markets. Unfortunately, Poynter and Bell couldn't stand one
another., Poynter felt that Bell was using the threat of export
censorship to force the studios into making pictures of
"sweetness and light." Bell replied that Poynter's attitude

would result in a "flood of bad pictures."33 The hostility
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between the two continued while Congress debated a drastic cut
in the OWI Domestic Branch budget. On June 26, 1943, Poynter
wrote to Mellett to urge that he "take vigorous steps to
resolve this absurd situation just as soon as Congress has made
the decision on budget."34 A week later, the budget of the
Domestic Mbtion Picture Bureau had been reduced from $1,350,000
to $50,000 and Mellett and Poynter were departing OWI. Milton
Eisenhower left OWI shortly thereafter. The Domestic Motion
Picture Bureau became a liaison and non-theatrical distribution
operation. It continued the theatrical program with the War
Activities Committee, but all of the films used were now
produced by other government agencies or the Hollywood studios.

In this connection the WRA film, A Challenge to Democracy, is

discussed in Chapter IV. Stanton Griffis, chairman of
Paramount in New York, took over from Mellett without pay.35
The Overseas Branch
Warren Pierce, Dorothy Jones and the reviewing staff

stayed on with the Hollywood Office. It became a part of the
Overseas Branch and was officially known as the Los Angeles
Overseas Bureau, Motion Picture Division. Ulric Bell took over
complete command of the Hollywood Office and reported to the
head of the Overseas Motion Picture Bureau, Robert Riskin, in
New York. Bell quickly developed an excellent relationship
with the Censor, Watterson Rothacker, and by the fall of 1943,
the export strategy began to work wonders with the studios. As
Dorothy Jones later admitted:

[Tlhere really were not many export licenses that

were refused. However, somewhere in the background a

refusal of export license hung as a worrisome

possibility. And since government is government and
there is a tendency in Hollywood as everywhere to
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confuse one government office with another, this
shadow persisted, despite the fact that we made it
very plain in talking with people that we had
absolutg%y no control whatsoever with respect to
export.
Britain in particular was a lucrative market for the studios.
With the exception of Paramount, which showed only finished
films to OWI, the Hollywood studios submitted to Bell almost
all scripts which touched in any way on the war.

From mid-1943 until the end of the war, OWI exerted

an influence over an American mass medium never

equaled before or since by a government agency.

Bell himself only exercised this influence until November
of 1943. His deputy, Warren Pierce, filled in briefly before
William Cunningham, who had been serving as Chief Liaison
Officer to the studios, took over in early 1944. Cunningham
was far more pragmatic than Bell and by that time the studios
accepted the Hollywood Office as a fact of life. Theréafter,
the Hollywood Office wielded its influence quietly. ' When
Dorothy Jones left in mid-1944, the reviewing operation was
apparently taken over by Gene Kern, one of her staff members.38
The Overseas Branch was given responsibility for

organizing and operating a distribution system for U.S. films
in the liberated areaé as they came under Allied control. OWI
passed on the substantial profits from the operation to the
films' distributors. Before the liberation of France in the
summer of 1944, the major distributors asked the Overseas
Branch for permission to dub particular features into French
and Italian for early use in Europe by OWI. Eventually, a

special unit was set up in the Overseas Motion Picture Bureau

to select existing films from those suggested by the
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distributors. According to Dorothy Jones, "the records of the
Hollywood Office of OWI were used as a resource in the
selection of films."3? The New York Office also did its own
reviews, These reviews gave a brief synopsis of each film and
then found it suitable or not for use in particular liberated
areas, They did not have the depth of the Hollywood Office
reviews and covered only films suggested for use in areas where
OWI controlled film distribution. They will be mentioned in
this paper where they have been found with the Hollywood Office
review of the film under discussion,?0

OWI was thus a major force in the implementation of
government policy on the screen. It made films of its own and
controlled the release of all government films to civilian
audiences, particularly those destined for mass release through
its agreement with the War Activities Committee. The Hollywood
Office was the pressure point for government influence on the
Hollywood studios. This influence increased when OWI developed
a WO;king relationship with the Censor and intensified further
when OWI began to distribute films in liberated areas.

Although Dorothy Jones headed the Hollywood Office reviewing
staff from inception to mid-1944, management of the Office
changed as it went from Domestic to shared to Overseas status.
Similarly, the change in responsibility for the Hollywood
Office in Washington brought in different individuals with
different interests. The departure of Milton Eisenhower
removed his personal interest in the Japanese-Americans from
the top level of OWI.

Although film reviews were done by the Bureau of

Intelligence at the beginning of the war and by the New York
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Office at the end of the war, it is the Hollywood Office

reviews and correspondence which clearly show how policies were
implemented. It was also through the Hollywood Office that the
policy statements were issued which bear on the portrayal of
Japanese-Americans on the screen. These policy statements are

examined in the next chapter.
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Chapter III

The OWI Hollywood Office Policy Statements

In December 1982, the Commission on Wartime Relocation

and Internment of Civilians concluded:
A grave injustice was done to American citizens and
resident aliens of Japanese ancestry who, without
individual review or any probative evidence against
thgm, were excludgd, removed and dftained by the
United States during World War II.

If that is the government view today, it obviously was not its

view during the war. Government policy had to presume that the

Japanese-Americans posed a very real danger which justified the

evacuation.

- The Japanese-Americans were the particular problem of WRA
which was most anxious to relinquish responsibility for large
numbers of clearly harmless people. Racial prejudice was a
major obstacle. The hostility toward these people could be
dissipated or intensified depending on how they were portrayed
to the American public, particularly through motion pictures.
It was therefore in WRA's interest to pressure OWI into
conveying the message that these dangerous people had been
rendered harmless by removing them from the corrupting
influence of the Pacific Ocean. At the same time, Japan had
declared that it was engaged in a race war with the United
States. If racial prejudice against the Japanese-Americans was
allowed to continue, it would tend to confirm those assertions.
The Japanese were also holding a number of American civilians
and the U.S. was most anxious to repatriate them or at least
ensure their safety. When the Japanese began to use the

holding of the Japanese-Americans as a propaganda weapon in
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this regard, the situation became important for U.S. foreign
policy.

There were thus three important aspects to information
policy on the Japanese-Americans: justification of the
evacuation, elimination of racial prejudice, and confirmation
of good treatment in the camps. Unfortunately, these aspects
did not mesh well with one another as will be explained further
in this chapter. As mentioned in the last chapter, the
Hollywood Office had a draft version of its "Government
Information Manual for the Motion Picture Industry" when it
became part of OWI on July 1, 1942. This was issued to the
Hollywood studios during the summer and is important for its
statements on the basic issues of the war and the nature of the
enemy. During that summer, the New York Office was making

Japanese Relocation, in which Milton Eisenhower took a personal

interest. ., That production required a statement of OWI policy
on the Japanese-Americans. At the same time, Hollywood's
portrayal of Japanese-Americans as spies, particularly in

Little Tokyo, U.S.A., brought an outcry from WRA officials and

from OWI's own film reviewers. These pressures resulted in the
issuance of a "Special Bulletin" by the Hollywood Office on the
portrayal of Japanese-Americans, dated October 24, 1942. This
chapter analyzes that document in detail to show how it
attempts to reconcile the three aspects of government
information policy on the Japanese-Americans. The resulting
contradictions in that document are used to suggest that those
charged with implementation of the policy on Japanese-Americans
would be faced with a most difficult task. Later in this

paper, it is shown that in fact there was a reluctance on the
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part of OWI supervisory staff to implement the policy with any
vigour in the cases of several specific Hollywood films.
Versions of the Hollywood Office Manual

In addition to the draft and summer 1942 versions of the
Manual, a number of "Fact Sheets" were issued which expand on
various themes. Two Fact Sheets which deal with the nature of
the enemy are discussed in this chapter. Finally, a condensed
version of the Manual was issued on April 29, 1943, 2
Themes of the Hollywood Office Manual

As stated in Chapter II, the Manual took Roosevelt's six
themes for a better understanding of the war and used them as a
basis for explaining the government's "Information Program" to
the £ilm industry. The first three themes have a bearing on
the portrayal of Japanese-Americans:

I. THE ISSUES - Why we fight. What kind of peace will

follow victory. :

II. THE ENEMY - Whom we fight. The nature of our

adversary.

IIT. THE UN?TED.NAT¥ONS AND PEOPLES —'With whgm we

are allied in fighting. Our brothers-in-arms.
The first theme, "The Issues," is of general interest since it
concerns individual rights and freedoms. The second theme,
"The Enemy," is of specific interest since it applies directly
to the situation of the Japanese-Americans being classed as
enemies or potential enemies. This theme is therefore
discussed in detail. The third theme, "The United Nations and
Peoples,” is of limited interest since it applies to this paper

only insofar as it deals with portrayal of the Chinese,

Asiatics like the Japanese, but allies in the war effort.
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The Issues
The main task of motion pictures insofar as "The Issues"
were concerned was to make clear the essential principles of
democracy for which the United States was presumably fighting.
The summer 1942 version of the Manual stressed that one
important aspect of the American democratic ideal was the "E
Pluribus Unum" concept of unity emerging from many diverse
backgrounds:
We must emphasize that this country is a melting pot,
a nation of many races and creeds, who have
demonstrated that they can live together and
progress. We must establish a genuine understanding
of alien and minority groups and recognize their
great contribution to the building of our nation. 1In

thii war for freedom they fight side by side with
us. ‘

One must presume that the Japanese-Americans were no less
entitled than any other group to be understood and to have
their contribution to the building of the nation recognized.
The above policy statement was followed by one of the
quotations inserted into the draft version. The quofations
were taken from the speeches of Roosevelt and other notables,
but apparently they had nothing to say about aliens and
minorities. It may have taken some effort to uncover this
quotation from a banquet speech given by Lt. Oren Root, Jr. of

the U.S. Navy:

For all our faults, more people of diverse origins
and races and creeds live in freedom and dignity here
than anywhere else now or ever before in all the
sweep of history. Our beginnings, our culture, our
reason for existence, our hope for victory are all
founded in this concept. It is essential, demanding,
transcendent.

Unfortunately, the Japanese-Americans were suddenly living in
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less freedom and dignity than other races. The Manual
indicates that Lt. Root made his speech on February 19, 1942,
That same evening President Roosevelt signed Executive Order
9066 authorizing the evacuation of Japanese-Americans from the
west coast.6

When the condensed version of the Manual was issued in
April 1943, the first objective of the war was spelled out
directly:

We are fighting for the_rights and dignity of the
individual human being.
That being so, the government clearly wanted to avoid any
suggestion that it had infringed on the rights and dignity of
the 110,000 Japanese-Americans in the relocation camps on
January 1, 1943, This question of basic human rights was not
lost on the War Relocation Authority, the agency responsible
for the care and supervision of the Japanese-Americans:
[I]1t was incumbent on the War Relocation Authority to
consider, constantly and painstakingly, the
individual rights of every last one of the more than
100,000 people who were then passing under its
supervision and to sanction infringement of those
rights only when it was clearly necessary in the
interest of the national safetg or the future welfare
of the entire evacuated group.
Their rights were of central concern, but infringement of those
rights could be sanctioned for some greater interest of the
nation. Herein lay the dilemma of the Japanese-American
situation. As part of the war effort, the U.S. was denying the
very rights for which it was fighting.

Roosevelt wanted to win the war as quickly as possible

and his resulting strong support of the military had allowed
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the Japanese-American evacuation to be undertaken in the first
place:

While Roosevelt had proclaimed the liberal,
democratic war aims, and while those aims gave
substance to the struggle, as the fighting wore on
the propaganda leaders became increasingly aware the
the president, and the State, War, and Navy
Departments, were willing to compromise thosegaims in
the interests of a quick end to the struggle.

While the 1942 version of the Manual was strongly
idealistic, the 1943 version reflected Poynter's growing
conviction that U.S. films had to reveal some of the country's
warts if they were to be believed. The melting pot theme of
the summer 1942 version was summarized:

We assert that even though our system falls far short
of perfection, under it more people of diverse
origin, race and creed live together in pggce and
dignity here than anywhere else on earth.
This summary was lifted almost word for word from the Lt. Root
guote in the first version of the Manual with the added
admission that things were far from perfect. What might have
happened had Poynter stayed on is pure speculation. Bell took
over and he fully supported what came to be the general OWI
policy of painting racial harmony as close to perfection as
possible:
Comprehending the root problem of a heterogeneous
society, OWI released material emphasizing the theme
of unity while avoiding or suppressing news that
might even remotely eni?urage racial, ethnic, or
religious differences.
Bell and his successors regarded the Japanese-American

situation as a Domestic Branch problem and they therefore

showed little interest in it.
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The Enemy

The second theme of the Manual was "The Enemy." As
mentioned in Chapter II; the work of Harold Lasswell was well
known within OWI and it may be helpful to refer briefly to one
aspect of that work in discussing the Manual's treatment of the
enemy. '

In a 1942 article, Dorothy Jones indicates her

familiarity with Lasswell's 1936 book, Politics: Who Gets What,

When, How. 1In that book, Lasswell writes about the
psychological implications of the use of propaganda in war:
Propaganda, when successful, is astute in handling:
Aggressiveness
Guilt

Weakness

Affection.lz

Basically, Lasswell's point is that war invokes feelings of
aggressiveness toward the opponent, feelings of guilt about
that aggressiveness, and feelings of weakness caused by a fear
of death and mutilation. A nation uses propaganda to help its
population cope with these internal stresses by projecting them
on the opponent nation. The enemy is aggressive, scheming and
treacherous; its methods are immoral and it suffers from
inferiority. The propaganda also denies any love and respect
to the enemy and instead invests all affection with the
homeland which becomes "infinitely protective and indulgent,
powerful and wise,"13

By the time OWI was established in mid-1942, Lasswell's
Research Project on Wartime Communication had been working for

about a year to perfect an empirical approach to mass

communication research.l? Although this paper does not take an
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empirical approach to film analysis, Lasswell's emphasis on the
handling of aggressiveness, guilt, weakness and affection
provides a helpful list of themes to watch for in looking at
the Hollywood Office's policy statements on portrayal of the
enemy in general and the Japanese-Americans in particular.

The summer 1942 version of the Manual gives suggestions
for dramatizing the nature of the enemy. It points out that
the war is against a specific doctrine: militarism. In
particular, it is careful to caution against portrayal of the
enemy in racial terms:
The power, cruelty and complete cynicism of the enemy
should be pictured, but it is dangerous to portray
all Germans, all Italians and all Japanese as bestial
barbarians. The American people know that this is
not tige. They will resent efforts to mislead
them.
The enemy is aggressive and guilty, but its weakness is that it
is supported by a ruling elite and not the population as a
whole. If some Japanese are not enemies, then surely this must
include those who have chosen a life in the United States for
many years.
Two Fact Sheets were issued to expand on "The Enemy"
theme sometime during the fall of 1942. The first one asserts
that Axis agents in the U.S. seek to exploit "latent prejudices
and hatreds, to destroy our national unity and our will to
resist aggression." Their method is to coat lies with "a thin
veneer of truth." This is explained further:
Each instance of the mistreatment of a citizen of
foreign extraction is used to undermine the loyalty
of all naturalized citizens and friendly aliens.
Conversely, each instance of disloyalty on the part

of an immigrant is used to arouse suspif%on toward
everyone of foreign birth or parentage.
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Citizenship was a key. Immigrants were pfesumed to see their
citizenship as proof of their legitimacy which protected them
from discrimination. They were likely to be sensitive to any
government action which lessened the protection afforded by
citizenship.
The citizenship of the Japanese-Americans created a
number of information problems for the government. Japanese
immigrants were ineligible for U.S. citizenship under the
original naturalization statute which "limited naturalization
to '"free white persons.'"l7 Furthermore, Japanese immigration
had been halted when Congress passed the Oriental Exlusion Act
in 1924. Most of the immigrants in the camps (the Issei) had
been in the ULS. for over twenty-five years, but could not
become citizens. This was not génerally understood by the
general public and there was therefore the possibility that
people would assume that they did not wish to become citizens
because their first loyalty was to Japan. On the other hand,
to explain the situation would presumably require the
government to make it clear that they were victims of racist
and discriminatory legislation.18
The status of the Issei created an important problem.
The Issei were Japanese nationals and could be seen as the
counterparts of the 10,000 American civilians, excluding
military personnel, who were caught behind Japanese lines:
Thus WRA was under a constant and heavy
responsibility to avoid any action-or even any
appearance of action-in its treatment of Issei
evacuees which might precipitate an outburst of

repression anggreprisal against American citizens in
the Far East.

It was therefore important to show the Issei as well-treated
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The immigrants' children (the Nisei) were U.S. citizens

by birth. Insofar as they made up almost 65% of the 110,000

40

Japanese-Americans in the camps, the relocation operation could

be seen as primarily an attack on citizens. However it was

clearly impossible for the government to separate children from

their parents. This dilemma encouraged the portrayal of the

Japanese-Americans as a special minority which posed a

sufficient danger to national safety to require infringement of

citizenship rights.20

The notion of the Japanese-Americans as dangerous could
not be pushed very far. Firstly, there had not in fact been
any sabotage on the west coast and there was no reason to
suppose there would be unless one could follow the
extraordinary logic of Gen. DeWitt, chief salesman of the
evacuation idea:

The very fact thét no sabotage has taken place to
date is a dis?urbing and cggfirming indication that
such action will be taken.
Secondly, fear of sabotage on the part of Japanese—Ameficans
would run counter to a policy of national unity and could
spread to include fear of German-Americans and fear of
foreigners in general. At the time of the evacuation, 46% of

the population considered German aliens to be the most

dangerous, compared to 35% who named Japanese aliens. Insofar

as 1,237,000 people who had been born in Germany were living in

the U.S. in 1940, the Manual had good reason for suggesting
that Hollywood downplay disloyalty on the part of immigrants.

The second Fact Sheet on "The Enemy" issued in the fall

22



41
of 1942, explained that part of the Axis strategy was "to
foster the persecution of minorities by the majority."
Although a number of minorities were mentioned, particularly
the Jews, the generalizations which were made could be applied
to the case of the Japanese-Americans:

Persecution of any one group is the danger signal.

If allowed to continue, it is only a question of time

until She rights and liberties of everyone are

2

lost.
Thus the two Fact Sheets reinforced indirectly the explicit
statement in the first version of the Manual that all Japanese
should not be lumped together as simply part of a racial group.

As will be shown in Chapter V, the Hollywood reviewers

under Dorothy Jones initially exhibited great sensitivity to
the plight of the Japanese-Americans. Jones was concerned
about the portrayal of Asiatics on the screen and in a 1966
interview, she discussed the Japanese-Americans:

As you know, we had problems here with our own

American-Japanese. And this was a serious domestic

problem. And our handling of the American-Japanese

problem in this country reflected very badly on our

government; it was unfortunate and remains such. I

think that on the whole it was just a feeling that we

are not a nation that has to go to these lengtai, to

whipping up fury and hatred in fighting a war.
If the reviewers showed a diminishing inclination to bring
negative references to Japanese-Americans to the attention of
their superiors, it was more likely a result of the feedback
which they received than of any insensitivity on their part.

The 1943 condensed version of the Manual included

specific examples, from films produced in 1942, which should be

avoided in future films:
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Don't refer to the Japanese as "little brown men" or
"yellow rats". This is not a racial war. Many
millions of our allies belong to the brown and ya%low
races and such references are offensive to them.
By this time, the Japanese were carefully watching the
situation of the Japanese-Americans and they did not hesitate
to take full advantage of the propaganda value:
In the Orient, there were vast millions of people
whose good will and active collaboration were badly
needed in the war against the Axis and who were being
told constantly by the Japanese propagandists that
American ggmocracy had a deep-rooted bias against all
Asiatics.
In fact OWI did find it difficult to get across the message
that many Asiatics were allies.
The United Nations and Peoples
According to Dorothy Jones, OWI "encouraged a very
favorable portrayal of China and Chinese on the screen."27
Under the theme "The United Nations and Peoples," the first
version of the Manual had understated the enthusiasm required
in praising the Chinese as important and loyal allies. By
April 1943, the condensed version was more effusive in its

praise and went on to deplore Hollywood's traditional portrayal

of Asiatics:

Avoid the types such as the comic laundryman Chinese.

. . . Don't show Filipinos and Chinese only as
good—natgged but slightly comic house boys or
menials.

Unfortunately, west coast prejudice against Asiatics had
actually begun with the Chinese long before the Japanese began
to arrive. It resulted in the Chinese Exclusion Act of 1882

which was still in force in April 1943. It was finally
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repealed in December of that year. Although the Japanese
immigrants had taken on the "yellow peril" image as they
surpassed the Chinese in numbers, there was a tendency for "the
public to view both groups as a single racial threat."2? The
confusion between the Chinese ally alien and the Japanese enemy
alien created a bizarre situation. The evacuation of the
Japanese-Americans caused an acute shortage of Oriental actors
in Hollywood and many Chinese with no acting experience were
pressed into service to portray Japanese villains on the
screen. An incredible Time article tried to provide an easy
list of ways to tell the two apart including the notion that
"Japanese are hesitant, nervous in conversation, laugh loudly
at the wrong time,"30

By mid-1943, Poynter realized that Hollywood was having
trouble finding acceptable villains:
Generally speaking, Hollywood feels it can only
portray an Axis heavy or an American - and only an
American who does not belong to a minority group.
There is a virtual ban on any heavy being a
Latin-Amgiican, a national of the United Nations or a
neutral.
It is easy to see why Japanese-American villains were less of a
problem for OWI than Chinese ones. This is explored further in
Chapter V with specific examples.
The "Special Bulletin” on Japanese-Americans
The OWI Hollywood Office issued a "Special Bulletin" on
the portrayal of Japanese-Americans dated October 24, 1942.
That policy document (see Appendix B) is central to this paper
and it is therefore discussed in detail. Only one piece of
correspondence which apparently refers to this Special Bulletin

has been found by the author. 1In an October 1, 1942 memo to
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Mellett, Poynter referred to the fact that "the statement of
Dillon S. Myer will be circulated to the movie industry." Myer
had taken over from Milton Eisenhower as Director of the WRA,.
The October 24th policy statement contains the only known
statement by WRA circulated to the film industry by OWI.
Poynter was therefore probably referring to that policy
statement. His comment may mean that the original intention of
the Hollywood Office was to transmit the WRA comments verbatim
to the film industry without elaboratioﬁ. However when it was
issued, the Special Bulletin included specific policy
directives. It began by making it clear that the Hollywood
Office was issuing the policy at the request of the War
Relocation Authority. It then quoted at length a statement of
the WRA. This created the impression that the Hollywood Office
wanted to distance itself from the issue of the portrayal of
Japanese-Americans in motion pictures.32

There was concern at the highest levels of OWI at that

time about the image of Japanese-Americans. The Associate
Director, Milton Eisenhower, had been the first Director of the

WRA. OWI had just completed the film Japanese Relocation which

Eisenhower introduces and narrates. On October 2, 1942,
Eisenhower and OWI Director Elmer Davis had proposed to
Roosevelt that Japanese~-Americans be permitted to volunteer for

service in the armed forces:

This matter is of great interest to OWI. Japanese
propaganda to the Philippines, Burma, and elsewhere
insists that this is a racial war. We can combat
this effectively with counter propaganda only if our
deeds permit us to tell the truth. Moreover, as
citizens ourselves who believe deeply in the things
for which we fight, we cannot help but be disturbed
by the insisssnt public misunderstanding of the
Nisei. . . .



45

An all-Nisei combat team was formed in early 1943 and footage

of them training became part of the film A Challenge to

Democracy which is discussed in the next chapter. This obvious
strong concern at the top of OWI may well have been responsible
for the issuance of the Hollywood Office Special Bulletin.
However, the structure of the Bulletin itself suggests that the
Hollywood Office issued the Special Bulletin with reservations.
The Hollywood Office's attitude may have been grounded
more in the policy itself than in any negative feeling toward
the Japanese-Americans. In working with WRA, OWI had to
contend with the split in WRA's policies:
The WRA walked a fine line in providing for evacuees'
basic needs. On the one hand was their genuine
sympathy for the excluded people. On the other was a
well-founded apprehension that the press and the
politicians would seeg out and denounce any gxidence
that evacuees were being treated generously.
It was difficult for WRA to avoid this problem given the fact
~that good treatment of the Issei must be widely shown to ensure
the safety of American civilians held by the Japanese. WRA
clearly had information problems. It is not surprising that
the WRA statement, quoted in the Special Bulletin, reflected
its ambivalent attitude toward the evacuated people.
Somehow, the Hollywood Office had to flesh out the
details of a policy for the film industry which would mesh with
the WRA statement., This was easier said than done. 1In this
case, the details of the policy reveal a serious gap in logic.
As mentioned earlier, the U.S. was denying the very rights for
which it was fighting. To gloss over this fact, the Special
Bulletin mixes together three different views of the

Japanese-Americans: the dangerous view, the harmless view and
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the good treatment view. Statements about the Japanese-
Americans generally lean toward one of these views, but in this
paper, classification of a statement as belonging to a
particular view should not be taken to imply that there are
clear dividing lines between the views. They can be explained
briefly with some assistance from Lasswell's themes,

The Dangerous View

The dangerous view was that the Japanese-Americans as a
group constituted a significant danger and that this justified
the infringement of their rights involved in holding them under
guard. A significant number of them were scheming and
treacherous and therefore the enémy. This view held that loyal
Japanese-Americans admitted this to be true and therefore
recognized the necessity for mass evacuation. The fatal flaw
in the enemy's schemes was its failure to foresee that the U.S.
government would undertake the evacuation and thus foil
espionage and sabotage.
The Harmless View

The harmless view was that the Japanese-Americans as a
group were loval and not dangerous. They were not the enemy.
This view held that even though there was some unfortunate and
unavoidable infringement of rights, the Japanese-Americans
cooperated cheerfully. They obeyed the government without
question and were therefore loyal. They accepted difficult
conditions in the camps. Further, they were strong supporters
of the U.S. and contributed significantly to the war effort
against Japan. It was safe to release most of them from the

camps.
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The Good Treatment View

Lasswell's notion is that war propaganda invests all
affection with the homeland. This was the good treatment view
which held that, guilty or not, the Japanese-Americans' rights
had not been infringed after all. Their rights were being
protected while the government cared for them. Living
conditions in the camps were good. There was no cause for
concern. The evacuees were contentedly running their own
affairs. Further, the evacuees looked to their future in the
camps as a challenge; they were pioneers out to conquer new
frontiers.
The Objective of Each View

The dangerous view was used to justify the evacuation.
The harmless view Was used to lessen racial prejudice and
encourage resettlement of the Japanese-Americans in normal
communities. The good treatment view was used to bury the
whole issue and provide effective foreign propaganda to
safeguard American civilians caught behind enemy lines. The
contradictions involved in trying to pursue all three
objectives in the Special Bulletin resulted in a very awkward
document. The Japanese-Americans both were and were not the
enemy. The rights of citizens had not been infringed; yet
infringement was justified. Facilities in the camps were
barely adequate, but treatment was excellent. Mellett and
Poynter may have found the policy more than a little difficult
to apply with any consistency.

In particular, the Special Bulletin quoted the WRA's

explanation of the necessity for the evacuation:
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The evacuation of persons of Japanese ancestry from
the Western states is not an indictment of the entire
group as being disloyal, but rather an admission that
the government found it impossible in a short time to
segregate the disloyal from the loyal. Military
officials point out that the concentrations near the
West Coast of these people who look like our Japanese
enemies, enormously complicated the defense of our
Coastal areas; hence, in the %nterest of national
safety, they were evacuated.3
This statement both created the impression that a significant
portion of the group was dangerous and characterized the group
by racial appearance. Presumably the Chinese in California
could have also been mistaken for the enemy should there have
been an invasion. Although genuinely trying to improve the
image of the Japanese-Americans, the WRA was preoccupied with
justifying the evacuation and often wound up damning the
Japanese-Americans with faint praise. To say that the entire
group was not disloyal implied that a significant portion was
disloyal. As mentioned earlier, the Manual issued by the
Hollywood Office had downplayed the idea that immigrants were
dangerous. It could spread to include fear of German-Americans
and fear of foreigners in general. The Manual had also
cautioned against portrayal of the enemy in racial terms.
The Special Bulletin also quoted the Tolan Committee, the
House Select Committee Investigating National Defense

Migration, which was holding hearings on the west coast when

the decision to evacuate was made:

The curtailment of the rights and privileges of the
American-born Japanese citizens of this country will
furnish one of the gravest tigts of democratic
institutions in our history.

While it did not openly criticize the evacuation as a mistake,
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the Committee clearly had reservations about the infringement
of rights which had taken place. It cautioned that the
government should proceeed with care. From the OWI standpoint,
the Committee's position provided a helpful blend of the
dangerous, harmless and good treatment points of view.37

After quoting others at some length, the Hollywood Office ’
finally spoke for itself and presented four "points to watch"
in the portrayal of Japanese-Americans. It began with the
dangerous view:

(1) Do not present them as martyrs. For the most part
they recognized the neggssity of mass evacuation and
cooperated cheerfully.

The first sentence presumably meant that pain and suffering on
the part of Japanese-Americans should not be shown. They were
guilty and the audience should not feel any deep sympathy for
them. The second sentence was misleading. If it had said that
the Japanese-Americans were to be portrayed as cooperating
cheerfully even though their rights were being infringed, then
there would have been the clear implication that they were
loyal. However in this case, the reason for their cooperation
was given as the recognition on their part that the mass
evacuation was necessary: the dangerous view. The statement
was an attempt to reconcile two contradictory objectives. 1In
fact, most of the Japanese-Americans did not recognize the
necessity for mass evacuation at all. They cooperated in the
hope of demonstrating their loyalty.39 They did not anticipate
that their cooperation would be used to indicate an admission
of guilt.

The second point changed direction:
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(2) Do not over-emphasize the disloyalty of the few, 40

Most of them were not dangerous; they were loyal. This point
showed the harmless view, but one must question the use of
"over-emphasize" rather than "emphasize," if not "portray." It
was the harmless view within limits,

The third point was neutral:

(3) Show the evacuees as making the best of an
unfortgnate situation that grew out of military
necessity.

This was a combination of the dangerous and harmless views. On
the one hand, there was a military danger. On the other, they
were cooperating with an unfortunate infringement of their
rights and/or unfortunate conditions in the camps.

The fourth point gave the good treatment view:

(4) Emphasize the responsibility of the American people
to deal fairly with the Japanese-Americans now and
after the war, so as to insure the preservation - for
all peoples - of the democratic principles for which
we are fighting.

The closing statement referred to "The Issues" as explained in
the Hollywood Office Manual and in particular to the fight for
individual human rights and dignity. It was carefully worded
to advocate respect for the rights of the Japanese-Americans
while implying that these rights had not been infringed
already. It echoed the Tolan quotation's challenge for the
future.

There was in fact little point in suggesting to the
Hollywood studios that they present the good treatment view.
Not only did such a story have little dramatic potential, but

WRA itself was deeply suspicious of the studios and certainly
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did not encourage them to visit the camps, as will be seen when

the film Behind the Rising Sun is discussed in Chapter V.

Presentation of the good treatment view fell to the films
produced by OWI and WRA."
Summary

The Special Bulletin reflected the ambiguous government
policy on the Japanese-Americans. Davis and Eisenhower may
have been interested in clearing up "public misunderstanding of
the Nisei," but the Hollywood Office policy statement instead
clouded the problem further by blending together three
different views tied to three different objectives. Insofar as
the Hollywood Office policy statement had to mesh with the WRA
statement, Mellett and Poynter probably could not have-come up
with anything better. However, it is small wonder that
thereafter those in charge of the.Bureau of Motion Pictures and
the Hollywood Office appeared reluctant to pursue the issue
with any vigour when called upon to do so.

As the war dragged on, WRA felt that it had paid its dues
and showed less inclination to defend the Army's evacuation of
the Japanese-Americans. By mid-1944, the dangerous view was
thoroughly discredited, at least within government (see
Appendix E). As WRA pushed harder for the rélease of the
Japanese~Americans, it became more sensitive to negative
portrayals of them by Hollywood. By then, there was little
interest in the problem within OWI. The Overseas Branch
assumed a bureaucratic attitude by calling the issue a Domestic
Branch problem while jealously guarding its exclusive right to
influence film content through the Hollywood Office. This will

be demonstrated when the film Betraval from the East is
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discussed in Chapter V. WRA therefore decided to bring its

message directly to general audiences by producing its own

film, A Challenge to Democracy and enlisting the support of OWI

in its distribution. That film and the earlier OWI film,

Japanese Relocation, are examined in the next chapter.
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Chapter IV

The Government Films on Japanese-Americans

In addition to several films which reflect indirectly on
Japanese-Americans through derogatory comments on the character
of Japanese civilians in Japan (see Appendix C), the government
made two films for general release to the population
specifically on the evacuation of the Japanese-Americans:

Japanese Relocation in 1942 and A Challenge to Democracy in

1944, This chapter analyzes the content of these two films
according to the three views of the Japanese-Americans which
were outlined in the last chapter. It should be kept in mind
that there are not clear dividing lines between the views and
that classifications are intended to show conflicting
tendencies. This chapter also compares the two films to one
another to show the change in emphasis which occurred as the
war progressed,

Japanese Relocation

This film was begun at the suggestion of Milton
Eisenhower in March 1942, before OWI was created.
Documentation on the production and a transcript of the
soundtrack are reproduced in Appendix D. The film was taken
over by OWI in July 1942 and was completed in October 1942 at
about the time that the Hollywood Office released the Special
Bulletin on the portrayal of Japanese-Americans. The script of
the film and the Special Bulletin are remarkably similar in
structure, The Special Bulletin actually summarizes the three
conflicting views of the evacuees presented in Japanese

Relocation. An examination of the documentation on the

production of the film suggests that on at least two occasions,
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a change was made in the views to be presented by the film.
The original idea was to present the dangerous and harmless
views. When the decision was made to begin production, only
the dangerous view was mentioned as an objective. When editing
began, this was changed again to the final difficult formula of
presenting all three views in one film.

When WRA was created by President Roosevelt on March
18th, 1942, Eisenhower considered the situation. He was
alarmed to discover that Japanese-Americans, leaving California
voluntarily, had encountered outright hostility in states to
the east of California, including armed posses at the Nevada
border. Eisenhower therefore reluctantly agreed to the
creation of camps, but with the idea that a large number of
evacuees would be moved directly into private employment in the
intermountain states, in particular to help with the sugar beet
crop. In view of the racial hostility in those states, an
information campaign would be ﬁecessary to convince their
citizens both that the evacuation was necessary (the dangerous
view) and that the evacuees could be safely put to work in
their areas (the harmless view). On March 29, 1942, Eisenhower
wrote to Archibald MacLeish, Director of OFF, asking for
assistance in a program to create a positive image of both the
evacuation and the evacuees, It seems likely that Eisenhower
communicated with Lowell Mellett at about the same time to ask
for a film on the same subject since a week later Arch Mercey
was trying to set up a meeting with Eisenhower to discuss his
request for the filming of the evacuation. However before the
meeting could be held, Eisenhower ran into more trouble.l

On April 7th, Eisenhower met in Salt Lake City with the
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governors, or their representatives, of ten western states. He
explained his plan for private employment of the evacuees in
the intermountain states and asked for cooperation, especially
in the campaign to calm public opinion in their states. The
governors were "angry and hostile." One promised physical
violence against any Japanese who were brought into his state.
Eisenhower later described it as "probably the most frustrating
experience I ever had."? He quickly decided to put his private
employment plan on the back burner temporarily and concentrate
instead on finding sites for a large number of camps.

If Japanese Relocation was now a low priority for

Eisenhower, the ball was nevertheless still rolling to film the
evacuation. By April 28th, Mercey had met with John Bird, WRA
Director of Information, and Guy Bolte, a film director for
Robert Horton's DOI, and on that date Mercey wrote to Horton to
urge that the filming be undertaken immediately. They were
keen on the idea of a film and in the memo, they came up with
three reasons for filming the evacuation:

1. Record documentation for the Government in the
largest relocation program in history.

2. Use of this footage for both theatrical and
non-theatrical audiences to give the public a real
understanding of the problem and what is being done
about it.

3. Acquisition of footage for use by the Donovan office
and the Rockefeller office in foreign propaganda. We
have been specifically advised by both of these
offices §hat they would be interested in using the
footage. '

The first objective does not involve a finished film,

only "documentation."” WRA officials were preoccupied at that

time with the enormous logistical problems of setting up the
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camps and saw the challenge of the projéct as a whole. The
harmless view had been set aside. They were doing the
impossible and they wanted the feat recorded for posterity.
Eisenhower was putting a large agency together overnight and he
later admitted that he had "spent little time pondering the
moral implications of the President's decision" to evacuate the
Japanese—Americans.4

The second objective listed in Mercey's memo is the

making of the film which became Japanese Relocation. The

emphasis is on the west coast Japanese-American "problem" which
led to the evacuation. This is the sabotage threat which is
emphasized in the dangerous view. Those involved in planning
the actual film production apparently put the harmless view of
the evacuees on the back burner along with the private
employment objective and decided to concentrate on the
dangerous view.

The third objective of the filming was to supply footage
to the two men who were responsible for foreign propaganda at
that time: Nelson Rockefeller (Coordinator of Inter-American
Affairs) and Col. William Donovan {(Coordinator of Information).
Insofar as the good treatment view was the response to a
foreign policy problem, it would be their responsibility to
present it by making a film or films of their own. That didn't
happen, perhapé in part because Donovan's foreign propaganda
arm, FIS, was taken over by OWI in July.

Upon receipt of Mercey's memo, Horton approved the
project and by mid-June shooting was completed. The Army and
the War Department insisted on seeing all footage before

editing began. At this point, Horton's DOI was absorbed into
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the new OWI along with Donovan's FIS. The film became the
responsibility of Sam Spewack in the New York Office of the
Domestic Bureau of Motion Pictures. By late July, the footage
had been shown to Milton Eisenhower, by then at OWI, and to WRA
officials including Morril M. Tozier who was to take gquite an
interest in the portrayal of Japanese-Americans on the screen.5

At this point, there was apparently another change in
purpose., It was decided to wait until September in order to
add more footage of the evacuees once they were settled more
comfortably in the camps. Tozier suggested that they also get
some shots of the abandoned farms on the west coast and of the
agricultural projects being undertaken in the camps. This
extra footage would not have been required unless it had now
been decided to emphasize the good treatment and harmless views
equally with the dangerous view. In fact the situation was
changing. The Battle of Midway in June had turned the tide of
war in the Pacific in favour of the U.S. and the sugar beet
producers had applied sufficient pressure for a group of
evacuees to be released temporarily to help with the harvest.
It may be that when Milton Eisenhower had a chance to view the
footage and discuss the film at length with the filmmakers, he
brought them back to his original idea of a film which would
create a positive image of both the evacuees and the
evacuation. His narration of the finished film indicates that
he was closely associated with what it has to say. OWI's
responsibility for foreign propaganda added the good treatment

view to create the difficult task for Japanese Relocation of

reconciling the three views of the Japanese-Americans.6

The film itself begins with titles which give an overview
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and then introduce Milton Eisenhower. The author's transcript
of the titles and narration appear in Appendix D together with
an analysis which shows the correspondence with each of the
three views of the Japanese-Americans. The accompanying images
are also described where the narration does not sufficiently
convey the impression which the film creates. The opening
titles mention casually that "it became necessary to transfer
several thousand Japanese residents from the Pacific coast to
points in the American interior."™ It is then left to
Eisenhower to explain that the "transfer" was compulsory, that
"several”™ meant more than one hundred, and that two-thirds of
the "Japanese residents" were American citizens.

Eisenhower's narration is the basic vehicle for the
film's message. The narration neatly draws conclusions for the
audience and blends the three views together so that
inconsistencies are not readily apparent. This is a classic
device of the propaganda f£ilm:
Comments can be made, explanations offered and
conclusions drawn, insuring that the ambivalences of
reality do not allow_the audience to stray into
political confusion.
The film is well put together. Transitions are smooth
aﬁd the unobtrusive use of music carries the viewer through its
nine minutes with little inclination to critically examine what
is being said. About 40% of the film is spent on the good
treatment view with the dangerous and harmless views taking up
about 30% each., The use of Eisenhower in his office at the
beginning of the film provides a tone of authority and neatly

gets around the lack of footage to cover the dangerous view of

the Japanese-Americans.
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Eisenhower begins by explaining that some of the
Japanese-Americans were dangerous and "no one knew what would
happen" among the rest in the event of an invasion. The
implication is that in addition to the active disloyalty of the
minority, there was a strong suspicion of passive disloyalty
among the majority which would manifest itself during an
invasion. This suspicion is reinforced by referring to them as
"Japanese." Two-thirds of the references use this term rather
than "Japanese-Americans" or "persons of Japanese ancestry."
When Eisenhower describes the "problems of sabotage and
espionage," the iméges show o0il fields, factories and other
possible sites for those activities, but without showing any
Japanese-Americans in the vicinity, no doubt because they had
already been eﬁacuated.

It is only when the film gets to the harmless and good
treatment views that the Japanese—Americahs make their first
appearance. They are invariably shown in long lines or large
groups. No Japanese-American is identified by name nor is any
information given about one individual or family. This
impersonal treatment leaves the Japanese-Americans at a
distance. The audience.does not identify with them. Thus the
harmless and good treatment views are presented unemotionally
'through the narration without any intimacy in the accompanying
images.

In the harmless view segments, the Japanese-Americans
"cheerfully" handle paperwork, cooperate "wholeheartedly" and
make sacrifices "in behalf of America's war effort." They
further the war effort by making camouflage nets and growing

guayule for rubber. There are "americanization classes" which
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presumably remove any negative influences of the Japanese
culture. Toward the end of the film, the private employment
objective is introduced with the expressed hope that all will
soon be engaged in "productive work."

The good treatment view is first presented in reference
to the evacuation by the Army which is characterized as
"planned and protected." The need for protection from the
racial prejudice of fellow Americans is not explained. The
assistance of government agencies is demonstrated by showing
officials talking to evacuees. This is a good example of the
narration drawing the desired conclusion for the viewer., The
officials are not shown actually caring for the evacuees'
property in any way. In fact very little was done by
government officials in this regard.

Life in the camps is shown at length, The idea was to
portray the camps as small American towns with stores,
churches, schools and newspapers. There is "plenty of
healthful, nourishing food for all." However the guards and
barbed wire are nowhere to be seen.

The challenge for the future is introduced by reAferring
to the camps as "pioneer communities." One can almost imagine
the Japanese-Americans arriving by wagon train after numerous
romantic adventures in the wild west. The land is "raw" and
"untamed, but full of opportunity." By the end of the film,
the narration is looking forward to the day "when the raw lands
of the desert turn green."

The conclusion of the film darts quickly from one view to
another. The loyal will be free. The disloyal will have left

for good. The Axis powers will treat American prisoners well.
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The appeal is made on the emotional level through the skilful
use of film technique. The film gathers momentum. The
narration becomes lyrical. It implies that there is a
religious blessing on the evacuation:

We are protecting ourselves without violating the

principles of Christian decency. We won't change

ggis fundamental decency no matter what our enemies
The camera pans across a majestic chain of snow-capped
mountains, invoking the wonders of nature. Nestled at the foot
of the mountains sits the camp with its rows of barracks, as if
basking in the glow of divine approval.

A Challenge to Democracy

When this film was made in 1944, the situation had
changed a great deal from 1942. OWI had come to regard the
Japanese-Americans as a Domestic Branch problem and that Branch
had stopped making films after the 1943 budget cut. However
WRA had developed its own filmmaking capability. 1Its
Photographic Unit, operatihg out of WRA's Denver Office, had
made two short films in late 1943 for showing in the camps.8

The Way Ahead shows a number of Japanese-Americans who

have left the camps to take jobs in private industry or
agriculture., An overview of 1943 society is given along with
specific information for those resettling such as how the
rationing system works. It concludes with shots of a
prospercus Japanese-American family in their suburban home.
Life in the camps encouraged a passive attitude and this film
was intended to motivate evacuees to seek resettlement at the

earliest opportunity. Go for Broke shows the Japanese-American

Combat Team training at Camp Shelby in Mississippi. The film
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was designed to restore some of the self-respect and pride
which had been seriously injured by the evacuation. These two
films were first shown in the camps in December 1943,°

Early in 1944, WRA put together A Challenge to Democracy

primarily to present the harmless view to the general public to
prepare them for the reintegration of the Japanese-Americans
into normal communities. It was produced in colour and also

differed from Japanese Relocation in that its prime objective

was clear and did not change during production. A Challenge to

Democracy shows life in the camps, then uses the individual

stories of resettled evacuees from The Way Ahead, and finishes

with footage of the Combat Team from Go for Broke.

Distribution to the general public required OWI approval
and this was secured. The opening titles of the film
acknowledge OWI cooperation. Ideally, WRA -officials wanted a
theatrical release for the film. In a June 6, 1944 letter (see
Appendix H), WRA Information Specialist Pat Frayne notes in

passing that during a visit to the RKO studios he discussed A

Challenge to Democracy. It was suggested to him that WRA "find
the proper abproach to Harry Warner of Warner Brothers and it
would be possible to present that picture in many theatres."lO
Normally, theatrical release of government films woula be
arranged by OWI's Domestic Motion Picture Bureau through their
agreement with the War Activities Committee. Despite OWI
approval of the film, it was not released theatrically. This
may have been related to the fact that the Japanese-Americans
were a major policy problem at that time.

WRA Director Dillon Myer had been pressuring Secretary of

the Interior Harold Ickes, the man responsible for WRA to the
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Cabinet, to adopt a program to resettle the evacuees and close
most of the camps. This pressure resulted in top level
correspondence (see Appendix E). In writing to Roosevelt on
June 2, 1944, Ickes pointed out, among other things, that the
Japanese-Americans posed no military risk and that their
detention was hampering efforts to secure better treatment for
Americans held by the Japanese. He concluded:

I will not comment at this time on the justification

or lack thereof for the original evacuation order,.

But I do say that the continued retention of these

innocent people.in the relogation centfis would be a

blot upon the history of this country.
After confirming that there were no military risks, Roosevelt
expressed concern about public opinion in California and
suggested that resettlement proceed slowly. There was a
presidential election coming up in November 1944. In reply to
Roosevelt on June 16, 1944, Secretary of State Cordell Hull
‘concurred with his go slow policy, but underlined the foreign

policy problem:

As long as these people remain in the custody of the
Federal Government, therefore, any incidents
concerning them are more likely to give rise to
protests from the Japanese Government and to the
possibility of retaliation and rigrisals than if the
people concerned are at liberty.

Although the dangerous view had been clearly discredited within
government, there was still a definite need for both the good

treatment and harmless views.

Insofar as A Challenge to Democracy presents the harmless

and good treatment views, OWI was content to see it distributed
non-theatrically. The WRA effort to have it seen as widely as

possible was apparently part of an information campaign to



66
prepare the general public for the return of Japanese-Americans
to normal communities. On June 19, 1944, Dillon Myer wrote to
OWI Director Elmer Davis (see Appendix E) to request assistance
with "a radio and motion picture campaign of limited scope in
the near future on WRA activities and problems."” On June 23rd,
Davis agreed to cooperate by making available "information

wl3

facilities, Although no documentation has been found on such

a campaign, presumably A Challenge to Democracy was to be the

motion picture part of it. The lack of documentation makes it
impossible to confirm that WRA officials asked OWI to arrange
for the theatrical distribution of the film and that OWI
refused to do so. However the circumstantial evidence
presented here suggests that this is what happened, most likely
on a verbal basis. Unfortunately, the film lacks professional
polish and would have required major work to prepare it for a
theatrical release. Given Roosevelt's go slow policy, OWI
apparently didn't think it was worth the effort.

The author's transcript of the narration appears in
Appendix E. Although its message would be best conveyed in
under 10 minutes, the film runs 18 minutes, twice as long as

Japanese Relocation. Much of the material is repetitive and

the narrator barely pauses for breath in his catalogue of every
detail. Music isn't used except at the beginning and ehd.

The one page summary of the film which WRA prepared for
its campaign (see Appendix E) mentioned the good treatment
view, but concentrated on WRA's first priority, the harmless
view. It was made clear that the "challenge" in the film's
title referred to the reintegration of the evacuees "into the

normal stream of American life."l4 The summary did not refer to
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the dangerous view at all.

The film itself barely mentions the dangerous view in
passing. It vaguely notes that the evacuation "was ordered to
reduce a military hazard at a time when danger of invasion was
great.," However, it quickly adds that even those born in Japan
"are not under suspicion.” The film later puts the dangerous
view in doubt by arguing for the release of the
Japanese~Americans "so there can be no question of the
constitutionality of any part of the action taken by the
government to meet the dangers of war, so no law-abiding
American need to fear for his own freedom." In effect, it
admits that the evacuation may have been an infringement of
constitutional rights. This admission eliminates much of the
contradictory and confused reasoning which pervades Japanese

Relocation. The harmless and good treatment views which remain

in A Challenge to Democracy conflict with one another on only

one major point.

One aspect of the harmless view was that the evacuees
loyally accepted difficult conditions in the camps. On the
other hand, the good treatment view showed that facilities were
adequate. With one exception, the film segregates the two
views by using them with different aspects of life in the
camps. The good treatment view is applied to educatién,
self-government, cooperative enterprises and the attitude of
WRA. The harmless view is applied to housing, food production,
recreation and wages. Health care is split between the two
views by saying that it is "about like that of any other
American community in wartime, barely adequate."

The good treatment view in A Challenge to Democracy
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usually equates facilities in the camps with those in any town
of the same size, but WRA only devotes about 20% of the film to
the good treatment view while spending about 80% of the film on
its prime interest, the harmless view. The physical facilities
of the "pioneer communities,"” which were only touched on in

Japanese Relocation, are here examined in painstaking detail

and made a part of the harmless view rather than the good
treatment view. The housing is found to be "barren" and
"unattractive." The guards and barbed wire, which were not
shown before, are here very much in evidence. "Plenty of
healthful, nourishing food for all" becomes "nourishing, but
simple" food costing less than 45 cents per person per day and
largely produced by the evacuees themselves. The film goes as
far as it can without abandoning the good treatment view.
There is a careful choice of words. "Home life is disrupted.
Eating, living and working conditions are abnormal. Training
of children is difficult." Wages are low. Despite all that,
the evacuees are model Americans. There is little crime. The
evacuees provide their own baseball equipment and boy scout
uniforms. They have a Beauty Queen and harvest sugar beets to
relieve the nation's shortage of sugar.

The harmless view portrays the evacuees far more

sympathetically than in Japanese Relocation. The film begins

by calling them "the unwounded casualties of war." The term
"Japanese" is never used to refer to the entire group. Their
hard work and ingenuity are credited for the great success in
cultivating desert lands. They are shown to be both cultured
and educated. There are artists and doctors. Sunday church

services are mentioned. One can infer that any blessings are
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on the evacuees rather than the evacuation. Whereas the
evacuees had only been shown impersonally in groups in Japanese

Relocation, they are here seen as individuals. A long seguence

on those who have resettled outside the camps has been lifted

intact from The Way Ahead, the WRA film which was shown in the

camps. The narration has geen changed slightly to accommodate
a general audience. The wish of the lady who sews flags to
have one of them "carried in triumph down the streets of
Tokyo," gets a big play although it had somehow been omitted
from the earlier f£ilm. The film concludes with shots of the

Japanese-American Combat Team from Go for Broke. Music fades

in and builds to a climax as they march by in formation,

saluting the flag.

A Challenge to Democracy does have an ending calculated

to impel the average citizen to invite a Japanese-American home
for dinner. The potential for an effective propaganda film is
definitely there. OWI's approval of the film on the one hand
and failure to arrange for it to be edited for theatrical
release on the other, indicate that the change in policy on how
to portray the Japanese-Americans was countered by the attitude
that the problem was no longer an important issue. The change
in OWI attitude from 1942 to 1944 will be even more apparent
when its record of influencing the features produced by the

Hollywood studios is examined in the next chapter,
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Chapter Vv

The Hollywood Films on Japanese-Americans

The Hollywood Office efforts to influence film content
produced voluminous files which include script reviews, film
reviews and correspondence with the studios. This chapter
relies on those files to demonstrate what the OWI attitude was
and how it changed during the war. 1Initial complaints by OWI
reviewers at the portrayal of Japanese-Americans resulted in
some protests to the studios, but within definite limits. One
possible explanation for the limits, offered earlier in this
paper, is that the confused and contradictory policy positions
required the simultaneous holding of three different views.

The Hollywood studios concentrated quite naturally on the
dangerous view since it was the only one which offered the sort
of dramatic potential which they sought. OWI support of that
view at the beginning of the war precluded strenuous protest.
However OWI reviewers felt that a film went too far if it
extended the dangerous view to include all Japanese or to
suggest a widespread Japanese-American plot on the west coast.
An individual Japanese-American might be disloyal, but the
enemy was not to be identified by some racial characteristic.
OWI supervisory staff were generally unwilling to pursue the
reviewers' protests very far. Where a studio showed any
resistance to a softening of its dangerous view, OWI simply
recommended the insertion of token statements to indicate that
there was also a harmless view. As far as the good treatment
view was concerned, OWI generally left it to government films
since WRA was reluctant to permit the Hollywood studios to

visit the relocation camps. By the time the dangerous view was
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quietly dropped from government policy in mid-1944, the
Japanese-American issue had a very low priority in the
Hollywood Office. Although it had far more influence with the
studios by then, the Hollywood Office did little to eliminate
the dangerous view from Hollywood films produced late in the
war.

In examining OWI influence on the Hollywood films,

attention is focussed on Little Tokyo, U.S.A., produced in

1942, and Betrayal from the East, produced in 1944. WRA

exerted considerable pressure on OWI to force changes in both
films, but there was a marked difference in OWI's reaction to
that pressure. AThe dangerous view of the Japanese-Americans is
the central theme of both films. To reinforce that view, the
films have a prologue and an epilogue which address the
audience directly. These serve instead of a narration to
ensure that the films' message is clear and authoritative.
They are therefore quoted in full and discussed. In addition
to these two films, a number of other films are considered
which touch on the Japanese-Americans in some way. Some of
these portray Japanese as racial stereotypes with the inference
that everyone of Japanese ancestry will reverﬁ to type if given
the opportunity. Those films which were not reviewed by the
Hollywood Office are only mentioned briefly.
The Early Spy Films

The "stab in the back" at Pearl Harbor opened endless
possibilities for films to speculate on how the Japanese
managed to slip through American defenses. Some of these were
released before the Hollywood Office reviews began. Twentieth

Century-Fox was first out of the blocks with Secret Agent of
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Japan (Directed by Irving Pichel; With Preston Foster and Lynn
Bari), released in late March 1942. Although espionage is
credited for the success of the Pearl Harbor attack, the film
does not take place in the United States. Preston Foster plays
Ray Bonnell who owns a cafe in Shanghai and is drawn into plots

and counter-plots.l

One month later, OFF's Bureau of Intelligence began
reviewing films and discovered that Hollywood was churning out
spy films as quickly as possible. Generally, BOI found these
films to be totally unrealistic. It later reported:

Comparing the realities of the times with the
representation of our enemies in the movies we find
tbeir film actions incredible and Bntrue, their
figures wooden, the picture false.
Due to the shortage of Chinese actors to portray Japanese,
these films often used Caucasians whose Oriental makeup was
less than convincing.

Monogram Pictures released two films in May 1942. Black
Dragons (Directed by William Nigh; With Bela Lugosi and Clayton
Moore) involves Japanese agents whose features are altered by a
German plastic surgeon so that they can operate freely without
arousing suspicion. The German and the Japanese wind up
killing each other. 1In fact, there really was a Black Dragon
Society, but it was one of the less important super-patriotic
Japanese groups on the west coast. It had been thoroughly
infiltrated by the Office of Naval Intelligence (ONI) and was
therefore incapable of significant espionage or sabotage.3
However Hollywood filmmakers fell in love with its name and
worked it into most of the Japanese spy f£ilms in one form or

another. Let's Get Tough (Directed by Wallace Fox) stars the




75
Dead End Kids who uncover and smash a Japanese spy ring, the
Black Dragon Society of course. Universal Pictures released a

serial, Junior G-Men of the Air (Directed by Ray Taylor and

Lewis D. Collins), in June 1942. Some American boys capture
Japanese spies who are trying to obtain an aviation device
which the boys have invented. Once again, the Black Dragon is

the villain. 1In discussing this film and Little Tokyo, U.S.A.,

BOI points out that the "Japanese agents are more implacable
and stern than their Nazi counterparts. They are extremely
scornful of the United States."?

Little Tokyo, U.S.A.

Twentieth-Century-Fox Film Corporation

Producer: Bryan Foy

Director: Otto Brower

With: Preston Foster (Michael Steele), Brenda Joyce (Maris
Hanover), Harold Huber (Takimura), Don Douglas (Hendricks) and
J. Farrell MacDonald (Captain Wade).

By July 1942, the Hollywood Office was reviewing films

and Little Tokyo, U.S.A. became one of the first to be altered

at OWI request. The review and correspondence are reproduced
in Appendix F.
A narrator delivers the prologue to the film which would

have us believe that it is a documentary:

[Shows a parcel addressed to "Y. Takimoto, Nippon
Nursery, Los Angeles, California™]

For more than a decade, Japanese mass espionage was
carried on in the United States and her territorial
outposts while a complacent America literally slept
at the switch.

[Shows Japanese taking pictures of refineries,
harbors, airports]

In the Philippines, in Hawaii, and on our own
Pacific coast, there toiled a vast army of volunteer
spies, steeped in the traditions of their homeland:
Shintoists, blind worshippers of their Emperor,
all-out believers in Kipling's immortal lines: "East
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is east and west is west and never the twain shall
meet."

This film document is presented as a reminder to a
nation which until December 7, 1941, was lulled into
a false sense of security by the mouthings of
self—styled patriosg whose beguiling theme was: "It
can't happen here.
As the review points out, the film does not tell the truth.
The producers had proudly revealed that their information came
from the files of the Dies Committee. Congressman Martin Dies
of Texas was chairman of the Special Committee on Un-American
Activities and claimed to have evidence of widespread espionage
by Japanese-Americans directed by diplomats in the Japanese
consulates. In fact a small number of Issei were suspected of
disloyalty, but they had been kept under surveillance and were
arrested immediately after Pearl Harbor. None of the Nisei,
American citizens by birth, were even suspected of disloyalty.
Japanese diplomats were known to be engaged in espionage, but
FBI experience indicated that they used Occidentals to obtain
information. The two agencies responsible for keeping tabs on
the Japanese, FBI and ONI, were well-informed and made it clear
to the government that there had never been any evidence of a
"vast army of volunteer spies."™ Insofar as there had been a
great deal of misinformation and alarm in the press, spread by
Dies among others, Twentieth Century-Fox could be partly
excused for running off in the wrong direction. The OWI
reviewers knew that there had never been any evidence of a
widespread plot and that the few who posed a threat had been
promptly interned. The Hollywood Office review angrily
rejected the film's portrayal of the Japanese-American
community as "a single, unified body which works together at

all times for itself and against America."®
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The plot begins with Takimura (Harold Huber in Oriental
makeup), a Nisei and therefore an American citizen, receiving
his orders in Tokyo.  for coordination of espionage and sabotage
in California. As proof of his authority, he is given a ring
bearing the Black Dragon symbol and he proﬁises to "wear it
with honor." Back in Los Angeles, he gathers the leaders of
the Japanese-American community together and puts them to work.
Detective Lieutenant Michael Steele (Preston Foster) happens by
as Takimura's meeting breaks up and he immediately becomes
suspicious. Steele enlists the aid of Oshima, the only loyal
Japanese-American in the film, to help him find out what is
going on. Someone promptly chops off Oshima's head. As the
Hollywood Office review points out, "the penalty for loyalty to
the U.S. is swift, certain, and mortal."7

Steele's girlfriend, Maris Hanover (Brenda Joyce), is a
radio commentator who preaches tolerance for Japanese-Americans
while blissfully unaware that her boss, Hendricks (Don
Douglas), is secretly a Nazi in league with Takimura. Steele
argues with her. "You keep right on spreading sweetness and
light, telling the public there's nothing to fear while these
half-pint connivers are getting all set to tear us apart." He
is determined to get evidence of the plot and is not too
troubled about what methods he uses to obtain it. A suspicious
couple, Mr. and Mrs. Okuna, have moved into Oshima's home and
refuse to let Steele look around without a search warrant. As
the review points out, the couple are shown to be taking unfair
advantage of their constitutional rights. The obvious
conclusion is that they deserve to lose them. A few scenes

later, Steele searches another home without a warrant despite
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protests from Hanover. The review comments:

This is not even one step removed from Gestapo
methods; yet the material is presented in such a way
that the audience is expected to be moved to mild
cheers. Did somebody mention that we are presumably
fighting for the preservation of the Bill of Rights?8

The Japanese-Americans are influential enough to have Steele's
superior, Captain Wade (J. Farrell MacDonald), transfer him to
another beat. Like Hanover, Wade believes that the
Japanese-Americans are peaceful and harmless.

Takimura is delighted and instructs his radio operator:
Send word through our relay stations to assure Tokyo
that protests registered by powerful Japanese
societies and certain sympathetic American interests
will prevent any mass evacuation. We shall be here,
ready to assist when our military forces invade the
United States.

This is the dangerous view at its most extreme.

Fortunately Steele gets the goods on Takimura and

Hendricks and the plot is foiled:
[As Captain Wade and the police arrive, Steele grabs
Takimura's gun and then punches him in the jaw.]
Steele: That's for Pearl Harbor, you slant-eyed..
Captain Wade: Nice punching Mike. You delivered them
with the confessions just like you promised you
would. Maybe I ought to bop this squarehead, huh?
Steele: What can you lose?
Captain Wade: I think I will,
[Captain Wade slugs Hendricks. Music fades in and
footage of the Japanese-Americans being evacuated
begins.]

The review protests this further abuse of constitutional

rights. "Physical beating up of people one doesn't like is
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another Gestapo tactic; and we call the Nazis inhuman because
they beat up anti-Nazis who cannot fight back." The Hollywood
Office reviewers could not reconcile this behaviour with the
issues of the war as outlined in the Manual. "The misuse of
democratic privilege by some does not give anyone, especially
the makers of a picture which will be seen by millions, the
right to encourage the flouting of the democratic values for
which we are fighting."9

The lengthy footage of the actual evacuation is followed
by an epilogue delivered by Hanover as she broadcasts from an
evacuation assembly point with Steele at her side:

Hanover: And so in the interests of national safety,
all Japanese, whether citizens or not, are being
evacuated from strategic military zones on the
Pacific coast. Unfortunately in time of war, the
loyal must suffer inconvenience with the disloyal.
[Steele shows her something.]

Steele: Don't forget this,

[Music (God Save the King) begins]

Hanover: America's attitude toward this whole
evacuation can best be summed up, I believe, by the
last four lines of a poem by Robert Nathan entitled
Watch, America:

God who gave our fathers freedom,

God who made our fathers brave,

What they built with love and anguish,
Let our children watch and save.

Be vigilant, America!

The last line of the poem is misquoted. It actually reads
"their children" rather than "our children."10 This could have
been accidental or "our children" may have been substituted to
give a more emotional pull to Hanover's appeal. The review

comments that "the picture closes to the strains of the
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Invitation to the Witch Hunt."ll That is true, but it also
closes to the strains of the British national anthem,
presumably chosen because it sounds patriotic without being
obvious. The tone of the final scene strikes the same chord as

OWI's later contribution, Japanese Relocation, with its implied

divine blessing on the evacuation.

Unlike the OWI film, Little Tokyo, U.S.A. gives only the

dangerous view of the Japanese-Americans. This was apparently

just fine with the Army. Colonel Wright was quick to approve

the script submitted by Twentieth Century-Fox so that the

studio could shoot its own footage of the evacuation. The

Censor did not mind either and promptly approved the film for

export before OWI could comment.12

OWI reviewers were less enthusiastic about the fact that

the film presents only the dangerous view:
[R]abidly unbalanced treatment of Japanese-American
citizens makes it an extremely dangerous picture,.
One such film can open the floodgates of prejudice,
can encourade the concoction of many more of the same
type of film, and can render the post-war
re-absorption of Japigese—Americans an almost
insuperable problem.

The reviewers protested loudly that the film's portrayal of

Japanese-Americans and the authorities' treatment of them

contravened the Manual. If release of the film could not be

prevented, they recommended making major changes although these

were not spelled out.

It should be kept in mind that the Special Bulletin on
the portrayal of Japanese-Americans had not yet been issued.

In passing on the review to Mellett, Poynter made it clear that

he did not object to the film "quite as passionately" as the
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reviewers did. He felt that it could be "largely cured" by
changing the prologue and epilogue and deleting a few
references in between.4 When Poynter suggested making changes
to Colonel Jason Joy at Twentieth Century-Fox, Joy initially
refused. Mellett then suggested that the picture "would not be
very harmful” if references tq loyal Japanese-Americans could
be inserted in three scenes: Takimura's meeting with the
leaders upon his return from Tokyo, Captain Wade's meeting with
Steele when the latter is transferred, and Hanover's last
speech in the epilogue.15 Given the extreme nature of the film
and the reviewers' recommendation for extensive changes, the
alterations proposed by Poynter and Mellett were mild. On the
one hand, the film was complete and approved for export. 1In
fact, as mentioned in Chapter II, this film helped to convince
Mellett that OWI should review films at the script stage. On
the other hand, OWI was capable of much stronger protest when
it felt that the release of a film was a major e_vil.l6 The
minor changes suggested by Poynter and Mellett for Little

Tokyo, U.S.A. indicate that they were not inclined to push for

equal emphasis on the dangerous and harmless views. Where the
Japanese-Americans were concerned, contraventions of the Manual
could be balanced by a few token references to the harmless
view., They recognized that there was a natural inclination for
people to lean heavily toward one view or the other. The
reviewers leaned one way; Twentieth Century-Fox the other.
Twentieth Century-Fox agreed to follow two of Mellett's
suggestions. A shot was inserted of Takimura saying, "There
are many Japanese here in California known to be loyal to the

United States. They are not to be trusted." 1In transferring



82
Steele, Captain Wade observes, "The Japanese are harmless,
peaceful, industrious citizens. They're loyal too, most of
them. Of course there may be some rats in the bunch, but
that's nothing to get excited about." Unfortunately, the
addition of that last sentence tended to negate the positive
opinions which Captain Wade had jus% expressed, As far as
Hanover's last speech was concerned, it was left unchanged
since by then Brenda Joyce was "in the family way.'.'l7

The film was released in New York in early August 1942,

on a double bill with Chaplin's Gold Rush. The New York Times

did not take Little Tokyo, U.S.A. seriously and dismissed it as

"mediocre melodrama."l® However WRA did not shrug off the film
so easily. WRA felt that its efforts to revive the private
employment objective at that time could be seriously harmed by
such an extreme presentation of the dangerous view, Morril
Tozier wrote to Mellett to ask that pressure be put on the
studio to limit distribution of the film in the middle west.
Failing that, he requested that a title be added to the
beginning of the film to make it clear that the film had not
been approved by' the FBI or any other government ac_:;ency.19

The WRA pressure had quite an effect on Poynter and he
approached Colonel Joy in an effort to sell him on the much
stronger WRA position. Colonel Joy rejected the WRA reguests
out of hand. He was not troubled by the necessity to hold any
opinion more complex than the dangerous view. In frustration,
Poynter composed a letter to Mellett in which he characterized
his presentation of the OWI viewpoint to Joy as "inept."
Poynter sensed that there was a problem, but related it to some

personal inadequacy of his own. Rather than mailing the
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letter, Poynter discussed the problem with Mellett in
Washington in late September 1942.20 1t would be interesting to
know what was said at that meeting. Mellett would certainly
have been aware of the views of WRA and Milton Eisenhower on
the subject and the position being taken in the final editing

of Japanese Relocation to present all three views. On the

other hand, Mellett probably recognized that Poynter's
frustration in dealing with Colonel Joy was due more to the
difficulty of selling contradictory views than anything else.
If so, this would explain the hesitancy (described in Chapter
III) with which the Hollywood Office issued the Special
Bulletin one month later under pressure from WRA. In any case,
there is no record of OWI supervisory staff ever again pressing
the issue in the face of studio intransigence.

The WRA complaint about Little Tokyo, U.S.A. was not the

only one passed on to Poynter for action. CBS protested that
the portrayal of Hendricks as a radio station manager and the
way in which he treated Hanover were "very bad publicity for
radio." Without mentioning the portrayal of Japanese-Americans
at all, the note from CBS concludes with the admonition that
"no useful purpose is served by undermining faith in radio in
so insidious a way."21

Fortunately, the Hollywood Office reviewers rarely had to
contend with such vicious portrayals of Japanese-Americans and

radio stations. However, their reviews of Samurai in 1943 and

Betrayal from the East in 1944 were to show a diminishing

inclination to protest the image and treatment of
Japanese-Americans portrayed in Hollywood films. The lack of

support from their superiors may well have been a contributing
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factor.

Busses Roar

A few days after Little Tokyo, U.S.A. was released in

early August 1942, the Hollywood Office review team had a look

at the Warner Bros. film Busses Roar (Directed by Ross

Lederman; With Ricard Travis). A Japanese submarine is lurking
offshore waiting to shell an important California oil field. A
spy team made up of a German, a Japanese and an Italian
arranges to plant a bomb on a bus so that it will go off as the
bus passes through the o0il field and pinpoint the target for
the submarine. Insofar as there is no widespread
Japanese-American plot, the reviewers had little to complain
about except for the racial stereotype embodied in a Marine
sergeant's remark about "little slit-eyed, yella-bellied
Japs."2?

Across the Pacific

Two days later, they were reviewing a far more memorable

Warner Bros. effort, Across the Pacific (Directed by John

Huston; With Humphrey Bogart, Mary Astor and Sidney
Greenstreet). Rick Leland (Humphrey Bogart) is working
undercover for U.S. Army Intelligence to foil a Japanese plot
to blow up the Panama Canal. First on a Japanese freighter and
then in Panama, he tangles with the head of the spy ring, Dr.
Lorenz (Sidney Greenstreet), a sdciology professor who has been
living in the Orient. One of the spies is a Nisei who has
betrayed his American citizenship. Although the film doeé not
take place in the United States, the only Japanese-American is
portrayed as a traitor. Nevertheless, the reviewers had only

praise for the film's depth of characterization and the fact
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that several "Japanese types" were shown including a Japanese
Prince and "a stupid but not unlikable cabin boy."23 Insofar as
the film does not restrict itself to the classic Japanese
stereotype and there is no widespread Japanese-American
sabotage plot, the reviewers did not object.
Air Forcé

By October 1942, Poynter had convinced some of the
studios to submit scripts for review and Warner Bros. sent
along Air Force (Directed by Howard Hawks; With John Garfield,
Gig Young and Arthur Kennedy). The film tells the story of the
Pacific war by following a B-17 bomber crew as they fly across
the Pacific while Pearl Harbor, Wake Island and the Philippines
are being attacked by the Japanese. The script portrayed
Japanese residents of all three territories as traitorous fifth
columnists who provided decisive assistance to the enemy. When
the crew made an emergency landing on Maui, they were driven
off by rifle fire from "local Japs."24

The question of Japanese-American loyaity during the
Pearl Harbor attack had been misrepresented and used as an
excuse to call for the evacuation. On his return from the
first brief examination of the situation, the Secretary of the
Navy, Frank Knox, had reported to the press that "the most
effective Fifth Column work of the entire war was done in
Hawaii with the possible exception of Norway."25 This resulted
in sensational headlines. However when Knox's official report
came out the next day, it mentioned only espionage by Japanese
consular officials and it praised many Japanese-Americans who
had assisted in the defense. Although Roosevelt was urged to

publicly repudiate Knox's initial statement, this was never
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done. 1In the absence of an official denial, UPI correspondent
Wallace Carroll, after a brief visit to Honolulu, wrote a
wildly inaccurate story of Japanese-American sabotage which was
run prominently in major newspapers. Ironically, a year later
OWI made him head of its office in London.2®

Although the Air Force script used some of the
inaccuracies from Carroll's article, even he had not suggested
that Japanese-Americans were firing at American planes during
the Pearl Harbor attack. The Hollywood Office reviewers
protested strongly the film's portrayal of Japanese-Americans:

We have a tremendous responsibility to these people,
whose present and post-war adjustments are difficult
enough under the most favorable circumstances, to
show them that we really are fighting for the
preservation of democratic justice for everyone in
the world. To imply that all Japanese in America and
her possessions were fifth columnists is not only
unjust, but it sabotages the very aims for which we
are fight§9g and immeasurably increases our post-war
problems.,
Nelson Poynter found the film's producer, Hal Wallis, to be
very cooperative. Poynter reported to Mellett that Wallis had
"scrupulously tried to follow fact in the incidents that
portray Japanese treachery."z_8 Apparently he tried even harder
thereafter since most of the references to Japanese fifth
columnists had been removed when the film was released and
submitted for review in February 1943. By then, Ulric Bell had
arrived in the Hollywood Office and from then until mid-1943,
reviews were done for use by both Domestic and Overseas
branches. Unfortunately, the film retained the "local Japs"
firing on the plane when it lands on Maui. The reviewers did

not object to this single historical inaccuracy and found the

picture to be "extremely valuable to the information program."
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They did object to one sentence in the epilogue which referred
to "America" winning the war instead of the "United Nations.“29
Even though the film had been released, Poynter felt this to be
a serious problem and immediately wrote to the head of the
studio, Jack Warner. Ulric Bell followed this up with his own
letter to Warner making it clear that the epilogue would
preclude a favourable export recommendation., Warner quickly
agreed to change the epilogue in the export prints.30 If they
felt that one sentence in a film violated an important policy,
Poynter and Bell were quite willing to apply considerable
pressure to have that sentence changed.

Black Dragon of Manzanar

In January 1943, Republic Pictures came out with a serial

entitled G-Men vs the Black Dragon (Directed by William Witney;

With Rod Cameron, Roland Got and Constance Worth). It was also

issued as a feature film entitled Black Dragon of Manzanar

although it is not clear whether this was done much later or at
the same time, No review file can be found for either title,
but in a 1945 article, Dorothy Jones refers to the serial as a
war film portraying stereotyped Japanese. According to her, "a
Japanese sabotage plot to blow up Boulder Dam is exposed, and
the saboteurs are shown damaging shipping and arms
production."31 Insofar as Manzanar was one of WRA's relocation
centers, the film may portray Japanese-American sabotage in the
interior of the country. Should any reviews by OWI on the film
be discovered, they would be important to the discussion in

this paper.
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Behind the Rising Sun

Ulric Bell begah to make his presence felt. The reviews
were not as important to him as his own opinions. 1In late

April 1943, RKO submitted the script for Behind the Rising Sun

(Directed by Edward Dmytryk; With Margo, Tom Neal, J. Carrol
Naish and Robert Ryan). Taro Seki (Tom Neal in Oriental
makeup), a young Japanese educated in the United States,
returns to Japan before the war and becomes indoctrinated by
Japanese militarists. He pursues a brutal career in the
Japanese Army. His fiancee Tama (Margo) is employed by an
American in Tokyo and both she and her employer are falsely
arrested as spies. To ensure their conviction, Taro perjures
himself against them. The film is important because it was the
first £ilm of the war to seriously portray civilian Japanese as
a race. In addition, while the central character is not a
Japanese-American, he has had a Japanese-American upbringing
and arrives in Japan with American values. The ease with which
he gives them up implies that his Japanese ancestry is a much
stronger influence than his American upbringing.

The script review places great emphasis on the film's
potential value "in acquainting the public with a little
understood member of the Axis." However the reviewers did not
see that potential being realized in the script. Among other
problems, the film provided no explanation for Taro's dramatic
transformation, 32

Despite the reviewers' misgivings, Poynter and Bell
decided to give the film every assistance. Poynter asked Arch
Mercey to arrange for RKO to use scenes from OWI's World at

War. Bell wired Dillon Myer of WRA to ask permission for RKO
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to observe a particular dance at the Tule Lake Relocation

Center. Myer wired back:

TREATMENT OF AMERICAN JAPANESE PROBLEM BY MOVIE
INDUSTRY THUS FAR HAS USUALLY GIVEN IMPRESSION THAT
JAPANESE IN AMERICA ARE CLOSELY LINKED WITH ENEMY
STOP THIS IS RESENTED BY AMERICANS OF JAPANESE
ANCESTRY AND IS HARMFUL TO WRA PROGRAM OF ATTEMPTING
TO RESETTLE EVACUEES IN NORMAL COMMUNITIES STOP AM
NOT WILLING TO APPROVE PHOTOGRAPHS IN RELOCATION
CENTERS WHICH WOULD SUGGEST THAT ALL EVACUEES ARE
ORIENTAL RATHER THAN AMERICAN IN CULTURE. STOP WOULD
APPROVE RKO VISIT ONLY ON CONDITION THAT WRA HAVE
CENSORSHIP POWER OVER ANY SCENES TAKEN TH§§E OR
PATTERNED AFTER RELOCATION CENTER SCENES.

The idea was not pursued further.
Shortly after Bell took over full control of the

Hollywood Office in July 1943, the finished version of Behind

the Rising Sun was reviewed. The picture had been improved,

but not the characterization of Taro. The film "would seem to
confirm the common prejudice against the Japanese which holds
that as a race they are unpredictable and that they will
inevitably 'revert to type' - revert to the hysterical
anti-Western ideology promulgated by the Japanese ruler caste."
Also, the Japanese assertion that they were engaged in a race
war was stated "without being refuted as Fascist pfopaganda."34
The review recommended against export approval. Ulric Bell
felt less strongly and his own views took precedence, He wrote
to the Censor that while OWI couldn't recommend an export
license "with any enthusiasm," it nevertheless would not oppose
a license.3> Once approved, the film was promoted heavily
abroad. Even Bell began to think that was going too far. He
stepped in when he discovered that OWI's Pacific Operations

office was requesting use of the film's star, Margo (whose real

name was Maria Marguerita Guadelupe Boldao y Castilla), to
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promote the film in Australia,3®

In January 1944, there was an inquiry from the outposts
in India and China as to whether the film contained "veiled
references to race antagonism and allusions to the Emperor.“37
By then, Bell had departed and William Cunningham replied that
the film did indeed contain such references and allusions. He
sent along a copy of the feature review, pointing out that it
recommended against export, but neglected to mention Bell's
memo to the Censor. Cunningham also pointed out that RKO had
now offered to cure any problems "with a pair of scissors," and
in the end that is what was done.38 Much later, in. March 1945,
RKO asked OWI to distribute the film in France, but the New
York reviewers found it "very unreal" and "too openly

propagandistic."39

Beast of the Bast

In October 1943, while Bell was contemplating the

overseas promotion of Behind the Rising Sun, Universal

submitted the script for Beast of the East. The story takes

place in occupied Hong Kong where an American widow falls in
love with a Frenchman who is working for the Chinese
underground. Although Japanese-Americans are not portrayed,
the review comments that the film was intended as "a hate and
atrocity story about the Japanese." The review raises strong
objections to the portrayal of every Allied nationality in the
film--American, French, British and Chinese-~-as well as "the
emphasis on Japanese brutality and sadism to the exclusion of
any constructive material on the Japanese people themselves."40

Bell decided to consult "an expert on Hong Rong" to get

reaction and suggestions for alterations. The expert replied:
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"I can't imagine anything much more lousy than this for a
movie."4l After an attempt at fixing up the script, Universal
decided to drop the project and the film was never made.42

The Purple Heart

While Bell was waiting for a reply from the Hong Kong
expert, Twentieth Century-Fox submitted the script for The

Purple Heart (Directed by Lewis Milestone; With Dana Andrews,

Richard Conte and Farley Granger). After a raid on Tokyo, the
crew of an American bomber is shot down over occupied China.
They are betrayed by an elderly Chinese who is subsequently
murdered by his son for his treachery. Contrary to
international law, they are tried in a civilian kangaroo court
presided over by the head of the Black Dragon Society. The
Japanese torture them to make them reveal military secrets.
Their continued defiance results in their conviction and
execution., The reviewers noted that the film failed "to make
anywhere the important distinction between the Japanese
militarists and the Japanese people, a distinction called for
by our government's information policy." They also pointed out
that the Chinese quisling was more prominent in the £ilm than
his loyal son.43
As with Air Force reviewed one year earlier, there is an
important historical inaccuracy in the film. 1Insofar as it is
an isolated reference, there was no protest from the reviewers.
Karl Keppel (Torben Meyer), a Swiss diplomat, arrives at the
prison to intercede on the Americans' behalf. He has this

exchange with General Ito Mitsubi (Richard Loo), their chief

captor:
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MITSUBI. Tell me - Mr. Keppel - in your opinion can
~Washington force us to drop these charges?
KEPPEL. It most certainly can - and will. Remember,
;hege are over a hun@red thougand Japanesi4nationals
in internment camps in the United States.
This ,statement categorizes all of the 110,000
Japanese~-Americans who were under WRA control as Japanese
nationals although 65% of them were in fact American citizens
born in the United States.?® 1t implies that the evacuation
provided a useful tool for American foreign policy.
Unfortunately, the film goes on to reveal that Mitsubi is
an Issei who has returned to Japan to take up the torture of
Americans. After Keppel leaves, Mitsubi asks the American
pilot, Capt. Harvey Ross (Dana Andrews), whether he has been to
California recently. Ross reminds him that he cannot answer
such questions:
MITSUBI (after a moment). I admire your frankness,

Captain. I was only curious about Santa Barbara. I
lived there for some time. Worked on a fishing boat.

ROSS (smiling). And charted every inch of water from
San Diego to Seattle.

gigsggI (smiling). Those charts will be useful some

The reviewers had no objection to the characterization of
Mitsubi, but they did complain that no distinction was made
between Japanese militarists and the Japanese people.47

Ulric Bell and his deputy, Warren Pierce, were far more
concerned about the portrayal of the Chinese quisling. The
Chinese authorities learned of the picture and launched a
protest. There was a flurry of correspondence which finally

succeeded both in calming down the Chinese and in having the
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studio build up the role of the ioyal son.%8 When the finished
film was reviewed at the end of February 1944, the portrayal of
the Japanese was long forgotten. The review noted that the
film could have praised the Chinese allies even more, but that
it was nevertheless "a really great contribution" and "highly
recommended for distribution in liberated areas."%? once again,
OWI applied considerable pressure on a studio when the
violation of a policy on racial portrayal was felt to be
important enough.

Samurai

In mid-October 1943, while the script for The Purple

Heart was being reviewed, OWI received the script from
Cavalcade Pictures for what was to become Samurai (Working

title: Orders from Tokyo) (Directed by Raymond Cannon; With

Paul Fung and Luke Chan). The reviews and correspondence are
reproduced in Appendix G. Ken Morey (Paul Fung), a Japanese
who has been raised as an American by foster parents in San
Francisco, meets a disloyal Shinto priest in Monterey and is
quickly converted into joining a vast sabotage plot on the west
coast. After an apprenticeship in brutalitvaith the Japanese
Secret Service in Shanghai, he returns to California where
Japanese-American fishermen and farmers have been smuggling in
explosives., His family discovers the plot two days before
Pearl Harbor. Ken murders his foster parents before he himself
is killed and the FBI rounds up everyone involved in the plot.
The script for this film calls to mind two other films. It
starts with the widespread Japanese-American sabotage plot from

Little Tokyo, U.S.A. To this is added the quick and

unexplained conversion of an American-educated Japanese into a
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brutal, scheming beast from Behind the Rising Sun. The first

script review for Samurai calmly enumerated OWI's objections to
the widespread Japanese-American sabotage plot and the
exclusive use of the Japanese stereotype. In the review,
Dorothy Jones and her staff indicated that they were if
anything more sympathetic to the cause of Japanese-Americans
than they had been a year earlier by describing the major
contributions to the war effort made by Japanese-Americans

since the release of Little Tokyo, U.S.A. However the tone of

their review was very different from that used in the review of
the earlier film. 1In 1942, the reviewers' outrage at Little

Tokyo, U.S.A. had been summed up by bluntly stating that

"rabidly unbalanced treatment of Japanese-American citizens
makes it an extremely dangerous picture."™ 1In 1943, the
reviewers could have applied that conclusion equally to
Samurai, but instead they commented with restraint:
This is an inaccurate and unfortunate picture of an
American minority group, and the production of such a
film along the lines indicated in the present script
could reflect unfavorably upon our demogsatic
traditions, were the film shown abroad.
Supervisory staff had not treated the portrayal of
Japanese-Americans as a high priority issue. They would
protest, but within limits. In addition, the transition to
Overseas Branch control of the Hollywood Office had resulted in
a bureaucratic attention to jurisdiction which made an
artificial distinction between foreign and domestic audiences.
Only if a film were to be shown abroad need one worry about it

reflecting unfavourably on democratic traditions. The

reviewers moderated their remarks accordingly. In their
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conclusion, the reviewers referred to Americans' responsibility
"to deal fairly with Japanese-Americans now and after the war,
SO0 as to insure the preservation, for all peoples, of the
democratic principles for which we are fighting." This is a
direct quotation from the Special Bulletin on the portrayal of
Japanese-Americans. The reviewers also felt that any
suggestion of "oppression and inequities against minority
groups" in America should be eliminated.’l In other words, the
good treatment-view must prevail.

One month later in November 1943, a second version of the
script was reviewed. The conversion of Ken by the Shinto
priest was properly developed and explained, but all
Japanese-Americans were still shown as traitors. As in Little

Tokyo, U.S.A., the only loyal Japanese-American in Samurai was

promptly murdered. Japanese were referred to as "'quadrupeds',

'lemurian gnomes', [and] 'dwarfed baboons.'" This second review

closed with a pitch for the harmless view:
It should be brought out that only a small percentage
of the Japanese on our West Coast were disloyal to
the United States, and that after Pearl Harbor the
majority of Japanese-Americans on the West Coast
cheerfg%ly cooperated in the move to relocation
camps.

The reviewers were more circumspect in their reaction to

problems in the portrayal of Japanese-Americans than they had

been in July 1942. When they did react, they simply quoted the

policy statements in the Special Bulletin and in effect

suggested that Samurai show all three views.

The production company, Cavalcade Pictures, had no

allotment of film stock, which was rationed, and therefore

needed Hollywood Office approval to obtain the stock to make
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the £film. As soon as they were given a copy of the second
review, they hastened to adopt as many of the recommendations
as possible. The racial epithets were removed and the dialogue
was altered to make it clear that the Nisei could not be
trusted for sabotage work. Only devotees of Shintoism were in
on the plot. Unfortunately they had a very large number of
such devotees participating in a widespread plan to cripple
California during the Pearl Harbor attack. While Cavalcade was
changing the script, Ulric Bell left the Hollywood Office and
Warren Pierce began minding the store. Although it would have
been simple for him to prevent the film from being made, he
gave lukewarm approval to the allotment of f£ilm stock. It may
be that he found it no easier to suggest the presentation of
all three views in a film than his predecessors had. 1In
writing to Samurai's producer, he said that the Hollywood
Office was "very much pleased with the revisions" and he
thought that there wés "a splendid opportunity to spell out the
ideological background of the Japanese militarists."53

The film took a year to make and the finished product was
finally reviewed at the beginning of November 1944. Although
the government had dropped the dangerous view by then, the
review does not object to the widespread sabotage plot, but
rather to the fact that it was discovered just before Pearl
Harbor, "implying that Pearl Harbor was not a stab in the back,
but was foreseen in America." The "splendid opportunity" to
portray Japanese militarists which Warren Pierce had
envisioned, did not materialize due to "production quality on
the level of an inferior comicstrip"” which made the facts

"appear so fantastic they cannot be taken seriously."54
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Samurai took about a year to produce and during that time

The Purple Heart was released and William Cunningham was put in

charge of the Hollywood Office. 1In mid-1944, Dorothy Jones
left although the legacy of her influence on the reviewers of
course remained. At the end of June 1944, they tackled RKO's
latest project.

Betrayal from the East

RKO-Radio Pictures Inc.
Producer: Herman Schlom
Director: William Berke
With: Lee Tracy (Eddie Carter), Nancy Kelly (Peggy), Richard
Loo (Tanni), Abner Biberman (Yamato), Philip Ahn (Kato), Louis
Jean Heydt (ggck Marsden) and Jason Robards (Charles
Hildebrand).

The reviews and correspondence are reproduced in
Appendix H.

Drew Pearson, the well-known journalist, delivers the
prologue and epilogue. The opening shot is of the nameplate on
his desk. As the camera pans up to Pearson sitting behind his

desk, he closes a copy of the book Betrayal from the East and

addresses the audience:

Betrayal from the East is a true story. Nobody
could have made 1t up. It really happened. I know,
As a newspaperman, I saw some of it happen. I did
what I could to help assemble some of the facts from
the files of G-2, military intelligence. But that's
not important. The important thing is that it
happened in America, right here. It must never
happen again. Look at it and remember that. The
similarity to persons living and dead is not
accidental. Some of their names have had to be
changed; some of them haven't. Some of them are
living; some are dead. It is time for you to know
how they died and why, now that the whole story can
be told.

[Pearson opens book]
It begins:

[Shows page 1 of book and Pearson begins to read it]
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Early in the year 1941, His Imperial Majesty,
[Shows footage of Hirohito and the Japanese military]
Emperor Hirohito, chose to designate his reign as
"Showa." "Showa" meaning "radiant peace." But the
promises of the Emperor and his war lords belied

their meaning. Words cannot obscure the smoke that
rises from a war-born fire.

[Shows office door with lettering: "Foreign Press
Service, Tokyo Branch, C.H. Hildebrand,
Editor-in-Chief™]

There were a ggw in the year 1941 who saw that smoke

and wondered.
The Pearson prologue and epilogue were added in January 1945,
after the finished version of the film had been reviewed by the
Hollywood Office. When these additions were submitted for
review, the only objection was to the reference to Hirohito.
RKO offered to drop the prologue and epilogue entirely if OWI
would distribute the film in liberated areas.>’

The prologue states that the film is true and makes it
clear that it is based on the book of the same title. The:
relationship is a very loose one. The page 1 read by Pearson
in the prologue is not from the book. The book consists of a
number of stories. The film uses the villain from one story,
the plot from another, changes the location from Hawaii to
Panama, and fébricates a heroine. It really did not matter
since the book was not known for its factual accuracy in the
first place. the final chapter, which is not used in the film,
is devoted to a description of the Japanese-American situation
in the United States in 1943:

There are at large today men of Japanese ancestry who
are awaiting only the propitious time and the
opportunity to commit acts of sabotage which, if

successful, will be of hideous enormity. It is no
secret in Washington that J. Edaar Hoover has his
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finggrs crogsed because of the "l@beral," not tggsay
stupid, policy of the War Relocation Authority.

Needless to say, WRA was less than delighted when it came upon
this nasty bit of hate literature in February 1944, It was
even more alarmed when a radio commentator referred to the
proposed film in mid-June. Morril Tozier sent Pat Frayne, a
member of his staff, to Los Angeles to investigate. The radio
commentator told Frayne that "RKO is making a picture with the
inducement of the Hearst newspapers who have planned to give it
heavy publicity." He also added that there had been "strenuous‘
argument" within RKO over the depiction of Japanese-Americans
as "members of a huge spy system." Frayne had then visited RKO
and been given details on how the film had been substantially
changed from the book. 1In particular, RKO felt that the
addition of .a loyal Japanese-American had removed most
objections to the story. Frayne remained skeptical and
suggested that Tozier make "further representations."59

When the script was reviewed in June 1944, the film began
with Hildebrand's office door. Jack Marsden (Louis Jean
Heydt), an American newspaperman in Tokyo, arrives and tells
his editor, Charles Hildebrand (Jason Robards), about a plot he
has uncovered:

Tokyo has set up a complete espionage and sabotage

organization to cripple all our defenses from Seattle
to San Diego in one simultaneous blow when war comes.

A few minutes later, Marsden gives Hildebrand a sheet of paper:

Marsden: Here's a list of the men involved. They're
all Japs living in America.

Hildebrand: [looks at list] Holy smoke! Some of

these are imnaortant men an t+ha wact ~Ascke haan in
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the United States for a long time.
Marsden: Yeah, and one of those babies has been over
here all summer, getting final instructions from the
government. He's just been made leader, to go back
and head the organization.
Hildebrand: Any idea who he is?
Marsden: Not the slightest. I tell you Charlie, the
Japs are setting themselves for war with our country.
It's as plain as the nose on your face. We see the
peril in the situation so much more clearly over here
than they do back home. If you can only make the
American people realize what's happening. They've
got to stop sleeping!
Marsden and Hildebrand are murdered. The leader of the spy
ring turns out to be a language student at Stanford University,
Tanni (Richard Loo). The Japanese Consul introduces Tanni to
his two Japanese-American lieutenants and they arrange a
meeting of the "key men in the various cities." As the scene
opens on that meeting, Tanni is showing a film in the last shot
of which a train goes off the track and crashes:
And that gentlemen is an example of the type of work
that was taught at our sabotage schools in Japan this
summer. A few hundred simultaneous acts such as this
and you can easily see the paralyzing effect on the
western states,
The plotters depart and Tanni meets the American hero of the
film, Eddie Carter (Lee Tracy). Carter agrees to obtain
details of the Panama Canal defenses, but then becomes a
counter-spy for Army Intelligence. It soon transpires that
Carter's new houseboy is a loyal Japanese-American who is

keeping an eye on him for Army Intelligence. True to the

tradition of Little Tokyo, U.S.A. and Samurai, the only loyal

Japanese-American in the film is promptly tortured to death

with a hot poker. The script review took all of this very much



101
in stridef There was not even the restrained criticism which
characterized the Samurai review. The message seems to have
sunk in that the issue was of little importance. The Pacific
Operations Office of the Overseas Branch was consulted to
ensure that there would be no protest from that quarter, but
the reviewers expressed no opinion of their own. 80

The ending in the script featured a fight between Tanni

and Carter. Tanni dies and the head of Army Intelligence

arrives to proclaim that the Japanese way of life "must be

destroyed from the earth forever." At this point, the

reviewers woke up and mentioned that this statement should be

corrected. In passing on the reviewers' comments to RKO, Gene

Kern summed up the Hollywood Office attitude:
Inasmuch as this story presents U.S. Army
Intelligence triumphant over Japanese espionage, this
office is content to follow whatever opinion is
expressed by the War Department on the portrayal of a
widespre§d Japanese sabotageGElot to cripple the West
Coast prior to Pearl Harbor.

Although supervisory staff had never gone to great lengths to

defend Japanese-Americans, this was the first time that the

reviewers retreated so far as to declare themselves content

with a film which used a widespread Japanese-American sabotage

plot as a central theme. Their contentment was to be strained

somewhat when WRA began to make its feelings known.

WRA launched its protest through channels which meant

that it went first to the Domestic Branch. It was passed on to

the head of the Domestic Motion Picture Bureau, Stanton

Griffis. He made it clear that any dealings with Hollywood

studios were strictly the province of the Overseas Branch

through the Hollywood Office. A WRA official contacted
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Cunningham in the Hollywood Office and also visited RKO, but
apparently left less than satisfied. Cunningham later
explained that "the WRA problem is basically a domestic one and
by order we are only concerned with overseas reaction.” WRA
became the victim of a bureaucratic vicious circle. Cunningham
did not initiate any suggestion to the studio that reference be
made to the loyalty of most Japanese-Americans. The Hollywood
Office had finally abandoned the harmless view completely at
the very time that government policy was emphasizing it and
dropping the dangerous view to encourage resettlement of the
evacuees. Cunningham displayed no malice toward the
Japanese~-Americans, simply a lack of interest:

I won't say that the script is now completely

harmless from the WRA point of view as I am not

thoroughly familiar with their problem. However, I

feelsghat we have gone as far with this matter as we

can.
That was that. In the completed film, the objectionable
dialogue at the end was dropped and both Carter and Tanni are
killed. The final review termed it "an exciting melodrama with
good production quality." Perhaps out of consideration for WRA
feelings, the reviewers hesitantly added that "because of the
subject matter, it is not especially recomménded for
distribution in liberated areas at this time,"®3

In January 1945, as explained earlier, Drew Pearson's

epilogue was appended:

[Pearson puts down book]

Eddie Carter died; a soldier out of uniform, a
soldier ahead of his time in a war that was still
undeclared, a war Tojo thought he was going to fight,
not on Tarawa, but in Texas; not on Saipan, but in

Qan Darnaldinma ol Ffavnd~ MIAAL At a £0f m A R
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friends, your sons,.your husbands, have tossed that
war right back, red hot, into Tojo's little lap. It
will end when the price of complacency has been paid.
But it will be no bargain and Eddie will have died in
vain if you forget America what he knew: that the war
against underground enemies never begins and never
ends. We must not relax again. It can't happen
here, again.

If the Hollywood Office was asleep, the New York Office was
wide awake. Drew Pearson notwithstanding, the New York review
saw the picture as a "flimsy, trite spy story." 1In addition:
"The Nisei, with one Jap~-tortured exception, are shown disloyal
to the U.S., a topic which does not seem particularly useful to
mention." Despite an appeal from RKO, the film was not chosen
64

for distribution in liberated areas.

Blood on the Sun

While Betrayal from the East was being filmed in late

October 1944, United Artists submitted the script for Blood on
the Sun (Directed by Frank Lloyd; With James Cagney and Sylvia
Sidney). The film takes place in Tokyo in 1927 and concerns
the smuggling of a secret document out of Japan. Although it
does not refer directly to Japanese-Americans, the film does
portray the Japanese as a race. The Hollywood Office succeeded
in having dialogue removed which referred to racial conflicts
and which attributed Japan's weakness to its failure to accord
equal status to women. The final review in April 1945,
concluded that although "the Japanese characters are played as
stereotypes," the film could be of limited value in portraying
"the Japanese mode of living and Japan's historical plan of
aggression."65 However Bosley Crowther was less kind in his New

York Times review and complained that the film "puts the Japs

in the popular but highly deceptive 'monkey' class."%6 By the
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time of that review, OWI was winding down its activities and it
was finally abolished on August 31, 1945.67

First Yank Into Tokyo

There is no record of any OWI comment on First Yank Into

Tokyo (Directed by Gordon Douglas; With Tom Neal and Barbara
Hale) which was released in October 1945. Tom Neal plays an
American spy who slips into Japan to rescue an American

scientist who holds the key to the atomic bomb., With Neal's

portrayal of a Japanese in Behind the Rising Sun to bolster his

confidence, the film has him undergo plastic surgery to make
him look Japanese and thus escape detection. The film makes it
clear that this is the ultimate sacrifice: Neal gives up the
heroine because it is unthinkable that she could accept his
Oriental features.®® This view can be contrasted with that of
the first f£ilm discussed in this chapter, in which it is the
Japanese who undergo plastic surgery to make them look like
Americans. They miss out on elevation to martyrdom.
Summary

Although the Hollywood Offiée reviewers were always
willing to countenance the odd Japanese-American villain, they
initially protested strongly any suggestion of a widespread
plot involving Japanese-Americans and any use of Japanese
stereotypes. Unfortunately, their zeal was not received with
any great enthusiasm by their superiors. As the war
progressed, the reviewers' passion receded and they calmly
suggested that gross distortions were better avoided. By the

end of the war, they didn't even take the trouble to do that.
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Chapter VI

Conclusion

ThisApaper has presented a case study of the
implementation of a motion picture propaganda policy.
Initially, OWI information policy on the Japanese-Americans had
three important aspects: justification of the evacuation,
elimination of racial prejudice, and confirmation of good
treatment in the camps. In chapter III, the Hollywood Office
"Special Bulletin" of October 24, 1942, on the portrayal of
Japanese—Americans, was énalyzed to show how it minimized the
conflicts inherent in these three views. The same could be

said of the film Japanese Relocation, produced by the OWI New

York Office, which was examined in Chapter IV. It accomplished
its goal through the use of careful scripting and other film
techniques to carry the viewer along without an opportunity to
reflect on what was being said or to identify with the plight
of individual Japanese-Americans.

In Chapter V, it was shown that the Hollywood Office
reviewers initially protested the Hollywood studios' general
tendency to. portray the Japanese-Americans as disloyal and
dangerous. In particular, the reviewers took the film Little

Tokyo, U.S.A. to task although their supervisors were

subsequently reluctant to give their objections a high
priority. The one serious effort, under pressure from WRA, to
change the studios' attitude resulted only in frustration.

As the Hollywood Office began to obtain scripts for
review, in addition to finished films, its influence was
greatly enhanced. Although Warner Bros. readily took the

reviewers' protests into account and softened references to
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Japanese-Americans in Air Force, supervisory staff paid little
attention to the issue. This paper has suggested that one
likely explanation is that the contradictions in policy on the
portrayal of Japanese~Americans led those in charge to downplay
its importance. Over time, the reviewers got the message.
Especially after it became part of the Overseas Branch, the
Hollywood Office's ability to block the export of a film
increased its power substantially. Yet as the power to cause
change grew, concern about the portrayal of Japanese-Americans
diminished. Blatant distortions in the script of Samurai
elicited from reviewers the restrained comment that it was
better to avoid such material.

The latter stages of the war saw the release of the WRA

film A Challenge to Democracy which abandoned the dangerous

view and concentrated primarily on the harmless view. Despite
OWI's approval of the film and the existence of its program to
release government shorts in theatres, there is no record of
any OWI attempt to prepare the film for a mass audience. With
similar ennui, the Hollywood Office reviewers had very little

to say about the distortions of fact in Betrayal from the East.

In reference to Samurai the year before, the reviewers had
pointed out that similar distortions would reflect badly on the
U.S. if shown in foreign countries. That concern gradually
evaporated., WRA's strenuous protest against the film was
neatly sidetracked by OWI.

6n the one hand, OWI officials informed WRA that only the
Hollywood Office was empowered to intervene where Hollywood
films were concerned. On the other hand, Hollywood Office

officials classified the Japanese-American situation as
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exclusively a "domestic" problem and therefore outside their
jurisdiction since they were part of OWI's Overseas Branch.
This bizarre classification invoked the classic bureaucratic
device whereby the poor complainant was told that the only
department with any power had none.

Although extraneous factors may have affected the
behaviour of those involved, it appears likely that the
emergence of a pronounced bureaucratic attitude in the
Hollywood Office was a response to the difficulties inherent in
the social issues under consideration. The portrayal of
Japanese-Americans raised controversial issues of basic justice
and freedom. The Hollywood Office staff most likely sensed
that such issues were a threat to their own stability and

therefore went to some lengths to avoid dealing with them.
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MOTION PICTURES AND THE WAR EFFORT
An over—all plan of fiim analysis, audience reaction, and film evaluation

[rojects and their interrelaticns.

The following material reprssents an outline of f£ilm analysis
andwmamctionomummthe mamner in which they can be inter-
ralated. Ths f4ilm analysis operations will report on f£ilm preparation and
content; audiences resaction projects are designed to gauge the effective-
ness of various f£ilm products in pramoting the various points in the
Govermmentts program,

Taken together, the plan envisages an inter-related series of
operations keeping in close contact with pictures of all typess from their
beginnings to their viewing and appraisal by audiences. Some of the film
analysis operations have been under way for some time; the audience response
and composition projects are proposals for immediate astiom.

Thaad.nattbiscvmllp]mistopravidathslotion?ictm
Bureau with comprehensive and reliable information on all aspects of the
production, content, and public evaluation of motion pictuxes of all types.
Though relsases with war themes ars of primary intersst, all motion pic-
tures would be included. Whils the information resulting from these
aptivities is expacted to be of most direct valus in comection with war
information short subjects, feature pictures, as well as nswsreels, mst
be considered for their war content, incidental remarks about various
aspects of the war, and the reactions of audiences to them. Based on
this and other information, suggestions will be made for ths subjects
of short motion pictures to furthar the Government‘s war program.

To provids this matarial, the operations are divided into four

I. Pra— tion analysis: nature and content of motion'
plctures hr consideration and in production by the
industry; stories purchased, scripts being shot, etc.

II. Content analysis: content analyses of released pictures

of all types: newsrcels, featurs pictures, short subjects.
(This work has been under way for some time.)

sections:

III. Audisnce research: audience reactions and preferences for
all types and contents of pictures; audience composition
in theatres throughout the country, etc.

IV, Short subjects program: indication of fields where shorts
are needed.

The following pages describe in dstail the nature and extent
of these operations.
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I. Pre-production analysis

A thorough intalligence operation on the content of motion pic=—
tures must begin with the initial stages in their preparation and pro-
duction. A series of systematic reports would be instituted in close
conjunction with the industry, Thase reports would contain infarmation-
on the scripts and storles pwrchased by the various producers, ths nature
of the war themas and thedir treatmant, and the general direction of the
picturs., This material would be mrovided for featwre picturas of all
sarts and for short subjects, in especially full detail on those comnectad
in whole ar in part with the war.

This material would provids the Motiocn Picture Bureau with
information on what pictures are being considered by Hollywood and thair
war themes. It would be basic to cooperation with the industry in se-
lection of Governmentally mrovided material, in cooperation in thes pre-
sentation of promotional themes, and in suggestions from the Government
in regard to trsatment and handling of themes, plots, and plaot sequences.

Such material would also be of sarvice to various agencies con~
cerned with the content of coming pictures. The Coordinator of Inter-
American Affairs is now interested in all plots and sequences touching
on Latin American customs, peoples, and customs in an attempt to elimi-
nato objectionable matsrial.
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IT. Content analysis

The second stags in intelligence operations is the reporting
on the contents of releases. This programn of work 1s already undar way
and full reports on picturss of all types are being movided the Bursau
Intelligence from tha analysts, working under the Burean's supervisieon,
th of

The content analysis varios with the type of picture. For
newsreels, complete description of all shots in all storiss are provided
and the narrative script of the commentatar. Por short subjects, a com-
plete shot analysis is movided and tha comment, togsther with a des-
cription of added materisl such as maps, animations, and so forth. For .
foature pictures, the material is in considarable detail describing the
plot, the major characters and types, illustrations (stills) are attached,
and basic data given on producer, direction, and so on.

This material should provide the Motion Ploture Bureau with
information on the actual content of pictures as they are released.
Running reports keep tab on the output of newsarsels and the effective~
neas of the newsreel in the war program and their treatment of Government
material., Information on featurs picturses, especially those with war—
rslated themss, provides a way of determining just what in the way of
war material in fictional shmpe is being presented to the public.
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III. Audiencs research

It is fwrther proposed that the Bursau of Intelligencs, by en-

. gaging in a continuing program of movie audiencs ressarch, furnish the
Motion Picture Bureau with information on who see pictures in this comtry
and what the reactions of these audiences ars. This will maks possiblas a
critical evaluation of the motion pictwre industry's contribution to the
WA [rogram,

The information made available by the rroposed audiencs research
falls into five categories:

1. Audience Size and Composition Data

ae ¥e will bb able to estimate tho mumber ons who
mmyapuiﬁcnrfﬂnduringwgi periodor
times. (This is posaible whether or not the list of
theatrss showing the picturs is mads available.)

by We will have for any specific produstion rough approx-
imations of the audisence compositiocn by geogmph:lc
areas, gex, age, econwdc status, satc.

Audience size and composition data will emabls the Moticn
Pictwre Bureau to evaluata their over-all program, not in
tearms of the number of f£ilms devoted to various themes,

but in terms of the audience reached by the pictuwres de-
voted to each theme.

2. §pecn1 Group mmu

The analysis will make available information about the type
of audience which attends sach theatrs in thes coumntry. To
soms degree, this will parmit a pre-selaction of theatres
for the exhibition of plctures designed to rsach certain
sog-anta of the population such as Negroes, foreign-born,
atc.

3. Audience Resaction to Pilms Already Released

Short subjects and newsrsels can be tested to rsveal the
public's attitude toward the film as a whole, toward spe—-
cific parts of the film, and ‘toward the technical aspects
of the production (lsngth, sound, etc.)

Information of this sort will serve a doubls purpose.
First, it will supplement audiencs sise and type estimatas
with an indication of the effectiveness of the f1lm., Sec~
ond, it will furnish a file of £41m case histories which
can be used to maks futurs pictires mors effective.
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Fre~testing of Proposed Film Continuities

Prior to the mroduction of a short subject, an outline of
the film contimuity, or several xoposed cutlines on the
same thems, can be tested for audlence criticism.

This process will increase the effactiveneas of contimuitiea
£inally selected for production and would thereby improve

‘the informational effort of the motion picture industry.

Gensral Opinions about Motion Pictures

Gensral preferences of repressntative moviegoers can be
sscured. Included in this would be public prafersnce for
various types of pictures, general public reaction to newa-—
reels, stc.

RESEARCH TOOLS AND TECHNIQUES

Bursau of Intelligence would employ tixree research tools
above information. These tools and taechniquas are:

A £{1nm labaratary will be aestablished, equipped with facil-
ities for the exhibition af pictures and with Program Analyser
equirment. The Program Analyser enables & person to express
his "likes” and "dislikes” to specific parts of a motion pic-
ture while the film is being shomm. In composite, it pre-
sents a group profile of "likes" and "dislikes.”

The £ilm labaratory reseaxch will be limitad to relatively
small groups of carefully selected moviegoers, about 50 to
100 persons being used for the test of any singls motion
picture. The picture will be exhibited, and the group will
express its preferences by means of the Program Analyser
and by detailed intsrviews following the showing. The same
group may be used for the pre~testing of contirmuities.

A mail questionnaire will be sent to all motion picture
theatres in the country to gathar information on audience
3ize and couposition, and an exhibition policies.

This "inventory® of U. S. motion picture theatres would
make possible awdience sizo estimates for f{lms shown in i
any combination of theatres and would permit a pre-selsction
of theatres to reach meost effectively specific segments of

the population.

It would also permit a selection of a group of theatres as
reesentative of all U, S. theatres, By checking the pro-
grams of this sample, awdilence size estimates could be made
without rasort to a 1list of theatres exhibiting a given
film, In addition, the sample can ba used for occasicnal
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studies of motion picture exhibition practice, For aexample,

a check can be made to dstermine the number of theatras that

adjust their ruming schedule by omitting assigned war shorts
from some of their performances, otc.

The natiomwide interviewing facilities of thae Bureau of

Intelligence are availablo for studying general public
preferences in ragard to motion pictures.
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Iv. Short subjects program

The :fourth step in the over—sll program would be the suggestions
of subjects and treatments of war information shorts based on analyses of
the extensive reports on American publis opinion conducted contimuously by
the Bureau of |Intslligence. These reports show arsas of ignorance and
misunderstanding, revealing in a reliabls and unmistakable manner where
information and promotion are needed and along what lines.

The indication of need for quick and available information at
various points and for varicus sections aof the population can bs readily
combined with omr knowledge, based on andience composition research (IIT)
of just where and in what farm this material be presented in film form.
Further, the program of such short subjects will be helped by our lmowl-~
edge of what types of films the public, in the areas under consideration,
bave besen seeing, including newsreels, shorts, and featwrs pictures. All
the information geined above would be valuable in directing the short pro-
gram, both for long~term presentations and for immediate attacks on 4m-

portant problems. .

This material, provided continuoualy to the Motlon Plcture
Burean, would provide part of the material nesded to ingure an adequate
coverags of the war and the promotion necessary for the war effort by
means of the motion pictures.
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Qffice of War Information
Bureau of Mction Pictures

SPECIAL BULLETIN

The War Ralocation Authority has requested this
office to advise the motion picture industry to exercise
extreme discretion in the treatment of Japanese-Americans
on the screen.

The.War Rclocation Authority states, "It is in-
evitable that in dealing with cur enemies in Japan the motion
picture producers, writers, and directors will present them
in an unfavorable light. With this no one can take issue,
However, in enthusiasm for painting the despicable nature of
the enemy abroad, it sometimes happens that American citizens
whose ancestry traces back to Japan are presented as being dis~
loyal to the United States. There are in the United States some
85,000 American citizens of Japanese ancestry., Most of them
have demonstrated in many different ways their loyalty to this
nation, to our government, and to the cause for which we are
fighting. Those whose disloyalty has been established have been
apprehended by the appropriate authorities., The evacuation of
persons of Japanese ancestry from the Western states is not an

indictment of the entire group as being disloyal, dut rather an
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Page 2.

admission that the government found it impossible in a short

time to segregate the disloyal from the loyal. Military officials
point out that the concentrations near the West Coast of these
people who look like our Japanese enemies, enormously complicated
the defense of our Coastal areas; hence, in the interest of
national safety, they were evacuated. They are quartered in
relocation centers in the interior of the country until oppor-
tunities can be found for .the many persons among them who are
loyal to the United States to take their respective places in

the national war effort."

The government's policy toward the Japanese is simply
this: fair treatment now and after the war.

The report to Congress of the Tolan Committee em~
phasizes the importance of a clear understanding of the
situation. Says the report:

"The curtailment of the rights and privileges of

the American-born Japanese citizens of this country

will furnish one of the gravest tests of democratic

institutions iﬁ our history. As with all previous

'crises in the nation's history, the preservation

of liberties will depend upon the degree to which

clear vision is applied to momentary difficulties.

Realism must go hand in hand with a profound sense

of responsibility for the maintenance of cur way of life.”
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Page 3

Motion pictures, wielding a larger influence today

than ever hefore on the attitudes and emotions of the American

people, can help bring about a just solution to the problem of

the Japanese-Americens.

These are the points to watch in pre-

senting Japanese-Americans on the screen:

(1)

(2)

(3)

(4)

Do not present them as martyrs. For the most
part they recognized the necessity of mass
evecuation and cooperated cheerfully.

Do not over—emwphasize the disloyalty of the
few.

Show the evacuees as making the best of an
unfortunate situa{:ion that grew out of military
necessity. '

Emphasize the responsibility of the Americen
people to deal fairly with the Japanese-Americans
now and after the war, so as to insure the

preservation - for all peoples ~ of the democratic

principles for which we are fighting,

Cctober 24, 1942
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Government Films on Japanese Civilians

The author has found four government films
which, in whole or in part, discuss the character of Japanese
civilians:
1. My Japan, Treasury Dept., 1943, 16 minutes. This film was
intended for non-theatrical distribution in factories and clubs
during War Loan Drives. It uses captured footage of Japan and
a supposedly Japanese narrator who describes the strength and
determination of his people and contrasts it with American
weakness and lack of commitment. This is the only one of the
four films which was probably seen by the general public in the
United States. It was not given a theatrical release. Film
No. 56.30, Motion Picture, Sound and Video Branch, National
Archives, Washington.

2. Japanese Behavior, Office of Strategic Services, 1945, 51

minutes. The titles list this film as.Part 3 of the Japanese
Background Study Program made for the Schools and Training
Branch., It is a compilation film which takes excerpts from
Japanese theatrical and documentary films and puts them
together with a very sarcastic narration to suggest that they
accurately portray Japanese life. Film No. 226.2, Motion
Picture, Sound and Video Branch, National Archives, Washington.

3. Know Your Enemy - Japan, Signal Corps, 1945, 63 minutes.

This film was begun under Frank Capra's supervision in 1942 to
explain the nature of the Japanese to U.S. soldiers. The saga
of its production over the next three years is described in
William J. Blakefield's article "A War Within." (Sight and

Sound, 52 (1983), 128-133.) The film would have been released



137
to theatres in the U.S. by OWI, through the War Activities
Committee, but the atomic bomb dropped on Hiroshima made it
obsolete. It was withdrawn, on the recommendation of General
Douglas MacArthur, from military release after only three
weeks. The film portrays the Japanese character as violent and
cruel beneath a serene exterior. At the insistence of John J.
McCloy, Assistant Secretary of War and a participant in the
decision to evacuate the Japanese-Americans, a title appears at
the beginning of the film which praises the bravery of the
Nisei combat team in Europe. Film No. A00432, National
AudioVisual Center, National Archives, Washington.

4, Our Job in Japan, Signal Corps, 1946, 17 minutes. This was

the last film produced by Frank Capra's unit and apparently it
was never released. According to one report, it also

displeased General MacArthur. (See Blakefield's Documentary

Film Classics Produced by the United States Government,

(Washington: GPO, 1982), pp. 31-32.) The film was intended for
occupation troops to encourage a policy of non-fraternization
with former enemies. The film sympathetically portrays the
Japanese people as pawns of scheming leaders although it
contains a bizarre animated collage of human brains. Film No.
A06847, National AudioVisual Center, National Archives,

Washington.
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Arsil 6, 1942

SAN FRANCISCO, CALIFURNLa

AdCH A. MENCEY
OFFICE OF GOVERNMENT wEPORTS
WASHINGTON, D.C.

SI3uNHOwWER OUL OF TOWN FOR FEW DAYS WITH JOHN 3InD,

HIS INFOAMATION CHIEF. NOT POSSIBLE T9 GIVE SCHEDULZ
NOW. BIRD WILL WIng DETALLS LHURSDAY.

Ell. ROWALP
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EXECUTIVE OFPFICE OF THE PRESIDENT
OFFICE FOR EMERGENCY MANAGEMENT

QPPFICE HEMORANDUMN

To:  Mr, Rohert W. Horton, Director Date:  ,/73/42
Division of Information, Office for Emecrgency Manacement

From: prch A. Mercey
Devuty Coordinator of Government Films

Subject:
JAPANESE EVACUATINN PROGRAM

John Bird, Diraector of Informetion for the War Relocaztion Authority,
gave Mr. Bolte and me a rather complete summery of the relocation problem in
connection with the Jarenese on tpe West Coast. Both Mr. Bolte and I feel
definitely that there is need for motien nicture coversse for the followine

marneses:

1. Record documentztion for the Tovernment, in the
larcest relocation program in nistory.

2. Use of this footage .: both theztrical and non-
thestrical audiences to ~ive the -ublic # resl
understanding of the unroblem end what is being done
ahout it.

3. Acauisition of footage for usze by the Donovan office
and the Rockefeller office in foreicn propacranda. We
have beer srecifically advised by both of these offices
that ther would be interested in using the footage.

I whould like to recommend that since vou have a camera crew avail-
able now, you authorize Mr. Gercke to send a writer-direé¢tor to the Coast to
make a complete study. I would ardvise the writer in charge to come here and
check with Mr. John Bird and then nroceed to work with the War Relocation Authority.

This zeneral problem came ur first when Mr, Eisenhower requested us to
go into the metter of motion picture coveraze. The status of the War Relocation
Autherity seems somewhat uncleer, and Mr. Mellett discussed the matter with
wayme Coy. H¥r, Coy said it woulc have to be handled by or through your office.
He furthe: said that if it was a metier of funds, he felt cuite certain there
would be no difficulty in your obtaining the necessary funds even if it recuired
an expenditure over and above your vresent allotment., Since the relocation work
is movine forwsrd raridly, if zction is to be taken, I strongly urge that the

matter be expedited.
'

ORM-32
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APPROVED 8Y THE PRESIDENT
MARCH 10, 1928

TELEGRAM

OFFICIAL BUSINESS—GOVERNMENT RATES

FAST WIRE

MR. PHILIP MARTIN, JR.
OEM FILM UNIT

ROOM 1000

15600 BROADWAY

NEW YORK, N.X.
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QEX FILM UNIT

From

OrFICE FOR EMERGENCY MANAGEMENT

Bureay

DIVISION OF INTFORMATION

CHG. APPROPRIATION

% & SOVERNWAEY PRI ervd 10=~1733

MAY 1, 1942

HORTON AND ARMY HAVE OKAYED .EST COASI PROJECT FOR IMMEDIATE

STA. BOLTE FLYING NE®¥ YORK ARRIVING OFFICE TO 0'CLOCK. FILL

HAVE FULL DETAILS. ASK "A® CRE! STAND BY.

GEORGE GERCKE .
HEAD CONSULTANT, OEM FILM UNIT 2
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WAR DEPARTMENT
Bureau of Public Relations
WWASHINGTON

June 11, 1942

Mr. Robert Horton

Information Division

0ffice for Emergency Management
New Social Security Building
Washington, D. C.

Dear Mr. Horton:

With reference to the permission granted by
the Bureau of Public Relations to the 0ffice for
Emergency Manageiient camera crew, under the direction
of Mr. Guy Bolte, to make scenes at enemy alien con-
centration camps on the West Coast, this is to advise
you that that film must be submitted to this office
for review prior to any editing.

For the Director, Bureau of Public Relations:

(s) W. M. WRIGHT, JR.
Calonel, G. S. C.,
Chief, Pictorial Branch,

Bureau of Public Relations.
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June 17, i/

Colenel Y. d. Vright, Jr.,
Chief, Pictorial Branch,
Bureau of Public Relations,
Yur Depurtzent,

Wushington, D. C.

Dear Colonel ¥right:

Acknowiedging your _e¢tter f June 11, sdiressed
to Recbart ¥. Horton, this =il} zdvise you taxt motien
sicture film , hotographed ln conrection «ith ccverage
of Japanese reiocation fron West Cou:st urees will, of
course, be submitted to your office for review ;rior tc
any editing.

Chooting on this picture was coapleted in
Calilcriia on Monday. Such dailies a: were available
at the tine were acreened for a meaber of General Dewitt's
stafl ilast week in San Francisco for his inforzation and
at bis request, I was informed by ir. Guy Bolte, dir-
ector of the picture, that no exceptions rere taken to
the footage screened.

As soon as all footage has teen assembled in
New York, I shell bs glad to nmake it uwvailable to you
for review at your comveniencs, Mr. il. S. Elsenhower,
Director, 7ar Relocation Authority, has also teen advised
<f the completion of shooting.

Sincarely yours,

Goorge Gercke,
Hend Consultant, Film Unit,
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;201 U.8. Inforwtion Buiiuin
June 17, 1942

Ar. %. S. Elsennowsr, Dlirector,
Wur Fe_ocation muth:rity,

442 Borr Building,

Washington, D. C.

LDesr “ir. Elsenh.wer:

By wuy sl  rogress report on tlie motion picture cover-
:ge of the Jaranese relocation story, tiils #iil advise you that
shooting b heen com; leted on cuch [hases Ll the story us are
now uveilable. Guy Bolte, the director, is lesaving Jan Fruncizco
toni.: v oy pilne for Kew York uhere I plin to join him tomorrow
for = tentative review of the footage.

The canera crew hus been instructed tc remain in San
Francisco snaiting further :dvice., These ren wou'd still be
avallable for further .hooting Uf such  ere needed. .

I have had mord from Cc_onel ¥. llason wright, Jr.,
Clizef of the “ictorinl Branch of the Bureau of Public Relations,
Rar Dopartament, to the effect th-.t all fiim zust be submitted
t0 his office for review .rior to any editing.

I »ouid a,preciate uany suggestions you =ay care to
sake s Lo how this matter shouid prooceed further. Xr. Wercey,
of course, is fuily fami.inr with all detaila.

Sinearsly yours,

Georgze Gercke,
Head Consultant, Filz Unit.

RIEEN
)
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¥r. Spawnck 31742,
fleanor Fer-ing

Japaness 32iocaticn sletura.

ur, Morril . Tozisr, of tihe ar Feloesatioa Authority, has
calied to rind-out tae status 3¢ the Jap rulocatiocn fila. He cane
over with 'ir. Zuker when we screened th: Jootsyge for +RA and Mr.
Eisenhower.

I explained w0 aim that it had lLeen suggusted that comple—
tion be held up until September rhen :inali shote cnm ne taken
of the projects wlter they nzve :cctticd Hown 5a6 ol bliched
themselves. -

—

de thought toic & yood idea, and 2sked thet, if conveniemt,
4e 1ot thea huve the sdited version o *he {inal footage for

showin fo kuy d3agl people ann Lo ilr. 4¥yer, the Director, who
was not able 0 see the orizinal screening.

He had one comament .hich I pus: on for shat it {is worth:
Ho miased two pointe In the over-all picture:

l. Shota of the farm land left behind.

é. Some coverage of the farm isork that 3ill be done
on the projects.

Hr. Tosier is Assistant Chier, 0ifice o aeports, YRA.

T have brought this to Mr. Yercey's attention, but
thought perhaps you should have s memorandum for your records.



146

Transcript of Japanese Relocation Soundtrack

Office of War Information, 1942, 9 minutes.

Transcribed by the author from the film, Film No. 208.207,
Motion Picture, Sound and Video Branch, National Archives,
Washington.

The author's classification of the narration as
corresponding to the dangerous, harmless or good treatment

views is shown in the left column,

Titie:

Following the outbreak of the present war, it became necessary

to transfer several thousand Japanese residents from the

Pacific coast to points in the American Interior. This is an

historical record of the operation, as carried out by the

United States Army and the War Relocation Authority. The

narrator is Milton S. Eisenhower, who was director of the War

Relocation Authority during the initial period of the transfer.

View: Narration [Image in brackets where applicable]:

[Eisenhower in his office]

Dangerous When the Japanese attacked Pearl Harbor, our
west coast became a potential combat zone. Living
in that zone were more than 100,000 persons of
Japanese ancestry, two-thirds of them American
citizens, one-third aliens. We knew that some
among them were potentially dangerous.

Harmless Most were loyal,

Dangerous but no one knew what would happen among this

concentrated population if Japanese forces should
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try to invade our shores. Military authorities
therefore determined that all of them, citizens and
aliens alike, would have to move. This picture
tells how the mass migration was accomplished.

Neither the Army, nor the War Relocation
Authority, relished the idea of taking men, homen
and children from their homes, their shops and
their farms, so the military and civilian agencies
alike determined to do the job as a democracy
should: with real consideration for the people
involved.

First attention was given to the problems of
sabotage and espionage. [goes to map] Now here at
San Francisco for example} [pan of harbor] convoys
were being made up within sight of possible Axis
agents,

[houses and hotel]

There were more Japanese in Los Angeles than
in any other area. In nearby San Pedro, houses and
hotels occupied almost exclusively by Japanese were
within a stone's throw of [air base, etc.] a naval
air base, shipyards, oil wells. [boats in harbor]
Japanese fishermen had every opportunity to watch
the movement of our ships. Japanese farmers were
living close to [factory] vital aircraft plants.

So as a first step, [boats in harbor] all Japanese
were required to move from critical areas such as
these. But of course, this limited evacuation was

a solution to only part of the problem. The larger
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Harmless
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problem, the uncertainty of what would happen among
these people in case of a Japanese invasion, still
remained. [Army office] That is why the Commanding
General of the Western Defense Command determined
that all Japanese within the coastal areas should
move inland.

[Officers go to map.]

Immediately the Army began mapping evacuation
areas and ﬁor a time encouraged the Japanese to
leave voluntarily. The [sic] trouble for the
voluntary evacuees soon threatened in their new
location, so the program was quickly put on a
planned and protected basis. Thereafter the
American citizen Japanese and Japanese aliens made
their plans in accordance with Army orders.

[posting of evacuation notice]

Notices were posted. All persons of Japanese
descent were required to register. [first scenes of
evacuees] They gathered in their own churches and
schools and
the Japanese themselves cheerfully handled the
enormous paperwork involved in the migration.

Civilian physicians made preliminary medical
examinations. [long scene of officials talking to
evacuees] Government agencies helped in a hundred
ways. They helped the evacuees find tenants for
their farms. They helped businessmen lease, sell
or store their property. This aid was financed by

the government.
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The quick disposal of property often involved
financial sacrifice for the evacuees,

[Shows scenes described on soundtrack]

Now the actual migration got underway. The
Army provided fleets of vans to transport household
belongings. Buses moved the people to Assembly
Centers. The evacuees cooperated wholeheartedly.
The many loyal among them felt that this was a
sacrifice they could make in behalf of America's
war effort.

In small towns as well as large, up and down
the coast, the moving continued. Behind them, they
left shops and homes Ehey had occupied for many
years. Their fishing fleets were impounded and
left under guard.

Now they were taken to race tracks and
fairgrounds where the Army almost overnight had
built Assembly Centers. They lived.here until new
pioneer communities could be completed on federally
owned lands in the interior.

Santa Anita racetrack, for example, suddenly
became a community of about 17,000 persons. The
Army provided housing and plenty of healthful,
nourishing food for all. The residents of the new
community set about developing a way of life as
nearly normal as possible. They held church
services: Protestant, Catholic and Buddhist. They
issued their own newspaper, organized nursery

schools and
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some made camouflage nets for the United States
Army.

Meanwhile in Arizona, Utah, Colorado, Wyoming
and elsewhere, quarters were being built where they
would have an opportunity to work and more space in
which to live. When word came that these new homes
were ready, the final movement began.

At each relocation center, evacuees were met
by an advance contingent of Japanese who had
arrived some days earlier and who now acted as
guides. Naturally, the newcomers looked about with
some curiousity. They were in a new area, on land
that was raw, untamed, but full of opportunity.
Here they would build schools, educate their
children, reclaim the desert. Their own physicians
took precautions to guard against epidemics.

They opened advanced americanization classes
for college students who in turn would instruct
other groups.

They made a rough beginning of
self-government;
for while the Army would guard the outer limits
of each area, [not shown]
community life and security were largely up to
the Japanese themselves.

They immediately saw the need for developing
civic leaders. At weekly community meetings,
citations were given to the block leaders that

worked most diligently.
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Special emphasis was put on the health and
care of these American children of Japanese
descent.

Their parents, most of whom are American
citizens, and their grandparents, who are alien,
immediately wanted to go to work. At Manzanar,
they built a glass house and began rooting guayule
cuttings. The plants when mature will add to our
rubber supply. At Parker, they undertook the
irrigation of fertile desert land.

[farm lands]

Meanwhile, in areas away from the coast and
under appropriate safeguards,
many were permitted to enter private employment,
particularly to work in sugar beet fields where
labor was badly needed.

[people lining up]

Now this brief picture is actually the
prologue to a story that is yet to be told. [pan of
farm land] The full story will begin to unfold when
the raw lands of the desert turn green and
all adult hands are at productive work on public
lands or in private employment. [long shot of camp
with mountains in the background] It will be fully
told only when circumstances permit the loyal
American citizens once again to enjoy the freedom
we in this country cherish and
{cut to medium shot and pan of same scene]

when the disloyal we hope, have left this
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country for good.
Good Tr. In the meantime, we're setting a standard for
the rest of the world in the treatment of people
Dangerous who may have loyalties to an enemy nation.
Good Tr. We are protecting ourselves without violating
the principles of Christian decency. Wé won't
change this fundamental decency no matter what our
enemies do, but of course we hope most earnestly
that our example will influence the Axis powers in
their treatment of Americans who fall into their

hands.
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Appendix E

Documentation on A Challenge to Democracy




THE SECRETARY OF THE INTERIOR
WASHINGTON

JUK 2 1944

¥y dsar Nr, President:

I again call your attention to the urgent necessity of arriving at a
deteraination with respect to revocation of the orders excluiing Jepanese
Anericans from the Vest Comste It is my understanding that Secretary Stimecn
believes that there is 2o longer any military necessity for excluding thess
perscas from the State of Califorais and portions of the States of Washington,
Oregon and Ariszons, Accordiangly, there is no basis in law or in squity for
the perpetuation of the bdan,

The remsons for revoicing the exclusion orders may be briefly stated as
followss

1, I have Yeen informally esdvised Yty officials of the Wer Department who
are in chargs of this problem that there i{s no substantial justificsation for
continuation of the ban from the standpoiant of military security.

2, The continued exclusion of American citizens of Japsuese aucestry from
thes affected areas is clearly uncanstitutional in ths present circumsiances.
I expect that 2 case squarely raising this issus will reach the Jupreme Court
at its.next term. I understand that the Depariment of Justice agrees that
there iz 1ittle doubt ag to the decision which the Supreme Court will resch in
a case gquarely presenting the issue,

3, The contimuation of the exclusion orders in the Yest Coust aress. is
adversaly sffecting our sfforts to relocats Japansse Americans elsevhere in
the comiTys State and local officials are saying, with some justificatlon,
that if these people are too dangerous for the West Coset, they do not want
them to ressttle in their loeslitiss.

4, T™e psychology of the Jepaness Americens in the ralocation centers
Becomes prugressively worse, The difficulty vhich will confront these people
in readjusting to ordinary life becomss greater ss they spend more time in tha
centerse

S5¢ The children in the centers are expased solely %o the influsnce of
persons of Japansse ancestry, They are becoming a hopelsssly mmladjusted gen~
eration, aporehensive of the cutside world and divorced from the possibility

of sseociating--or even seeing to any considerable extsnt--imericans of other
TACRE,

6+ The retention of Japanese Americans in the relocation centers impairs
the efforts which are belng made to secure detter treatment for American
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prisoners-of-ar and civiliang who are held by the Japanese., In many localities
American nationals were n0t interned by the Japanese government until after the
Weus Cosst evacuation: and the Japanege govermment has recently Tressponded to

the State Depariment complsints concerning trsatment of American nationals by
citing, smong other things, the circumstances of the evacuation.and detentlon of
the Yest Cosst Japenese Amaricsns,

I will not comment at this time on the justification or lack thersof for
the original svacuation order, DBut I do ssy that the continued retention of
these innocent people in the relocation centers would be & dlot upon the history
of this country.

I hope that you will decids that the exclusion orders should be revoked.
This, of course, would not spply to the Japanase imericans in Zuls Iake, In suy

svent, I urge that yom make a decision ones way or another so that we can arranges
qur progran accordingly,

Sincersly yours,
R e s
hmtuvmu.
The President,
The Yhite House,
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THE WHITE HOUSE
WASHINGTON

June 8, 1944,

MEMORANDUM FOR
THEE UNDER SECRETANY OF STATE:

W11l you talk about this with
Secretary Stimson and arter that with

Seoretary Ickes?

F.D.R,

Secret letter 5o the President, 6-2-44, from
Secretary Ickes re urgent necessity of
arriving at a detemmination »= revocation

of the orders excluding Japanese imericans
from the "West Coust.(Copr of letter is
attached)
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.

] _ .
K THE UNDER SECRETARY OF STATE T !
= WASHINGTON . L !
n e ///f L
June 9, 1944 p 4’ Ve
/s

: o
MEMORANDUM FOR THE PRESTDENT

Subject: Revocation of the Orders Excluding
Japenese Americans from the West Coest

At your request I discussed the attached
letter with Mr. HeCloy this morning, and after
discussing it with Ur. MeCloy, I also talked with
Secretary Ickes.

The Army is in accord with the views set
forth by Ur. Ickes.

' The question appeers to be largely a
political ome, the reaction in California, on

which I an sure you will probably wish to

reach your own decision.
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- The Acting Sacretary of State)
7 The Secratary of the Interior)

Pl
THE WHITE HOUSE

WASHINGTON
June 12, 1944.
MEMORANDUM FOR

THE ACTING SECRETARY OF STAIE
THE SECREIARY OF THE INTERIOR

The more I think of this problem
of suddenly ending the orders ex-
cluding Japanese Americans from the
West Coast the more I think it would
be a mistake to do anything drastic
or sudden.

As I said at Cabinet, I think
the whole problem, for the sake of
internal quiet, should be handled
gradually, i.e., I am thinking of
two methods:

(a) Seeing, with great dis-
cretion, how many Japanese familles
would be acceptable to public
opinion in definite localities on
the West Coast.

(b) Seeicing to extend greatly
the distribution of other families
in many parés of the United States.
I have Deen talking to a number of
people from the Coast and they are
all in agreement that the Coast
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THE WHITE HOUSE
WASHINGTON

-2-

would be willing to receive back a
portion of the Japanese who wers
formerly there -- nothing sudden
and not in too great quantities at
any one time.

Also, in talking to people from
the Uiddle West, the East and the
South, I am sure that there would
be no bitterness if they were dis-
tributed -— one or two families to
each county as a start. Dissemination
and distributicn constitute a great
method of avoiding public cutcry.

¥hy not proceed seriously
along the above line -~ for a while
at least?

P. D. Re

Yo repers accompenied the original of this
nemorandum to the Acting Secratary of State;
cory of this memorandum sent to the <Secrstary
of the Interior.
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DEPARTMENT OF STATE
WASHINGTON

June 16, 1944

MEMORANDUN FOR THE PRESIDENT -

With reference to your memorandum of June 12, 1944
I agree with your opinion that it would be a mistake to
do anything drastic or sudden in ending the orders exclud-
ing from areas on the lJest Coast American citizens of
Japanese descent. I understand that before any of these
Deople can be resettled in those areas it will be .neces-
sary for the military authorities to raise the exclusion
order against them. At such time as it may be considered
desirable to end the exclusion order it should be possi-
ble to make provision for a gradual and orderly relocation
of those found %o be loyal to the United States and accept-
able to the communities in which they seek resettlement
according to the same procedure that is now being followed
by the War Relocation Authority in placing these people _

~in other parts of the United States.

I understand that there are pending in the courts
actions to test the constitutionality of the exclusion
order as applied to American citizens. If you have.not
already done so you may wish to consult the Attorney
General and the Secretary of War concerning the status
of the constitutional angls of the problem.

Reports reaching the Department from various sources
have indicated that any wholesale return of these people
to their former homes might result in incidents owing to
the intense feeling against them on the part of some of
the inngbifants of the i/estern Defense areas. Others who
have _.carefully studied the question are of tae opinion
that many substantial residents of the West Coast area
want at least some of these Americans of Japanese descent
back, not only on the grounds of fair dealing with those

- who are loyal American citizens but also because they are
needed in the economic and commercial activities of the
states concerned. -

ZFrom the




P~

From the internatlonal standopolnt the evacuation of
Japanese natlonals and Amerlcans of Japanese origin from
the West Coast area and thelr detentlon gave rise to a
simllar movement of Americans to assembly centers in areas
under Jzpanese control, Moreover, the detention of thesze
people and incidents that have occurred in our detention
centers have resulted in protests from the Japanese
Government and have supplled that Government with pretexts
Tor refusing to negotiate for further repatriation of our
nationals in Japanese custody or for thelr relief. Exper-
lence has shown that incidents involving persons in our
custody albtract more attention and result in more publicity
unfavorable to our interests than incidents involving
Japanese ngtlonals and Japanese-American citizens at large.
As long as these people remaln in the custody of the
Federal Government, therefore, any incidents concerning
them are more likely to give rise to protests from the
Japanese Government and to the possibility of retaliation
and reprisals than if the people concerned are at liberty.

It is ny opinion, therefore, that the welfare of our_
people still ln Jspanege custody will be served by the
relecase as soon as clrcumstances permit of all of these
people who are found to be loyal to the United States.

I agree with you, however, that the matter of their resettle-
ment ln the Western Defense area should be gpproached dls-
creetly. Accordingly, I would favor adopting simultaneously
both the methods suggested in your paragraphs (a) and (D)
with a view to the gradual dissemination and distribution

of loyel individuals and familles both in areas on the West
Coast and in other parts of the United States. This would
seem to be the wilsest method of feeling out the sentiment

of the country and ascertaining whether the blind prejudice
agalinst these people csnnot gradually be overcome,

Kk
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;/ JuN'y g i34

Mr. Klaer Davis
DMrector

Offios of War Information
mm, D. C.

Dear M. Davis:

o, John Baker, Chief of cur Reports Divisionm,
informs me that he aad Mr. John Ryckmam, Direatar of
Information for the Department of the Intsriaer, have
reommtly discussed with ir, Herbert Litils of your
offioce the pessibility of ebtaining ONI assistance in
conducting a radio and motion picture csmpsign of
lixited scope in the nesar future on WRA activities sud

probhlama.

I belisve that swch a csmpaige could be extremsly
belpful to us in building detier public understanding of
our program and would like to requewt thah OEL assistamos
be made available to us along the lines suggested by

Mr. Little. ;
inoarely,
Directar
ce: VZ.Ir. derbert Little
Jffice of War Information
... John . Pyckman

Jirector of Information
U. 3. Lept. of the Interior
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Posta. Zoma 29

Juna 23, 1944

De 8. Myor, Dir:ctor
¥er Relecatiom Authority
P=shington, D, C.

Dear ¥r. Nysr:

In reply %o your letter of June 19, the Office of
ur Informution will ceaperate with your agency, through the
Interior Department, to sake available information facilities

shich will be useful 3o your pregraa.

I understand that our pecple have been dissuseing
rith your Yr. Baiker some special activities in connection with
new developments in your activities, and that whenever these
nev developmants ars formulated, we will orocesed to act 2s fast
a8 we can, .

Mr. Little and ¥r, Nmsh of this office will xeep in
toueti; *ith your progras,

Seory truly yours,

Elmer Davis
Direater

By: Herbers Littie
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' they rece:we the necess:.ties of lii‘e, such as food, shelter, education, ,_

- PR
"\, A

"iaR RELCCATION AUTHORITY
T'asnington

"4 Challenge to Democracy"

"\ Challenge to Democracy" tje.‘Lls the etory of 110,000 displaced

people and how the United States Government is handling their problem,
It is a 20-minute sound movie, filmed“in color and pr_oduce.q by the War.
‘Relocation Authority of the Department of Interior.

~ The-subjects of this. film are the- ‘people of Japanese. descent’ who
were eva.cuated from the Pacific Coast by the Army in 1942 and subsequently
transferred to. barracks cities (relocation centers) managed by the civilian
""'ar*Re.lo'éetide Authority. In the two years since evacuation, more than

2'2;000'01' these people have resettled in other parts of the country. The

"fﬂn ‘traces the movements of these resettlers, showing them at worik:and _ ___

in the:.r new homes, and tell.i.ng of tneir ad;}ustment to new commm.ues.

and medical care. Recreatlon and other essentials of community llfe are
prov;’.ded -by- evacuees -themselves:;

The film closes with scenes taken at Camp Shelby, Mississippi,
where the LLZnd Combat Team (a unit composed entirely of Japanese Americans)
recently completed training in preparation for active duty.

The future of these evacuees, whose sxclusion from the Pacific Coast
set a precedent in American hlstory, is a problem to be solved by all
c::.f.:.zens in 2 democratic nation. Their reestablishment into new communities
and readjustment into the normal stream of American 1ife are truly

A Challenge to Democracy."

ou-1070
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Transcript of A Challenge to Democracy Soundtrack

War Relocation Authority, 1944, 18 minutes.

Photography: Tom Parker & Charles Mace; Narration: John Baker.

Transcribed by the author from the film, Film No. 210.5, Motion
Picture, Sound and Video Branch, National Archives, Washington.
The author's classification of the narration as
corresponding to the dangerous, harmless or good treatment
views is shown in the left column. Where Japanese names are
used, this fact is indicated in brackets as are references to

the images and other comments.

View: Narration [Comments in brackets where
applicable]:
[The first few words are garbled.]
[General scenes of the camps]
The situation: More than 100,000 men, women
and children all of Japanese ancestry removed from
their homes in the Pacific coast states to wartime

communities established in out of the way places.

Harmless Their evacuation did not imply individual
disloyalty,
Dangerous but was ordered to reduce a military hazard at a

time when the danger of invasion was great.

Harmless Two-thirds of the evacuees are American citizens
by right of birth. The rest are their
Japanese-born parents and grandparents, but these
are not under suspicion.

Good Tr,. They are not prisoners. They are not internees,
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They are merely dislocated people:
the unwounded casualties of war.

The time: spring and summer of 1942. The
place: ten different relocation centers in
unsettled parts of California, Arizona, Utah,
Idaho, Wyoming, Colorado and Arkansas. The
relocation centers are supervised by the War
Relocation\Authority which assumed responsibility
for the people after they had been evacuated and
cared for temporarily by the Army.

A relocation center: housing from 7 to 18,000
people. Barrack-type buildings divided into
compartments; 12 or 14 residence unit buildings to
a block. Each block provided with a mess hall,
bathouse, laundry building and recreation hall.
About 300 people to a block. The entire community
bounded by a wire fence and guarded by military
police: symbols of the military nature of the
evacuation.

Each family, upon arrival at a relocation
center, was assigned to a single room compartment
about 20 by 25 feet; barren, unattractive; a stove,
a lightbulb, cot, mattress and blanket. These were
the things provided by the Government. The
family's own furniture was in storage on the west
coast. Scrap lumber, perhaps some wallboard, and a
great deal of energy, curtains, pictures, drapes,
depending on the family's own ingenuity and taste,

helped to make the place livable. Some families
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built partitions to help provide some privacy.
Others took what they received and made the best of
it. |

The 300 or so residents of each block eat in
a mess hall, cafeteria-style, rough wooden tables
with attached benches. The food is nourishing, but
simple. A maximum of 45 cents a day per person is
allowed for food and the actual cost is
considerably lower than this, for an increasing
amount of food is produced at the centers. A
combination of Oriental dishes to meet the tastes
of the Issei, born in Japan, and of American-type
dishes to satisfy the Nisei, born in America.

Lands that had never been occupied or farmed
was chosen for most of the relocation centers.

Most of the land was covered with desert growth or
with timber in the case of the Arkansas centers.
It had to be cleared before farming could start.
Then it had to be levelled and irrigation ditches
laid out or rebuilt in order that the people could
produce a part of their own food. Then came the
plowing and preparation of the soil, and planting.
A few of the centers had crops in 1942; in 1943,
all of them.

About half of the evacuated people were farm
folk, skilled producers of vegetables, fruit and
other crops. They had made desert lands productive
before and around the relocation centers they could

and did do it again by the application of hard work



O

168
and water for irrigation. At the twé centers in
Arkansas, they have introduced western-type
irrigation and succeeded in producing vegetables in
the heat of mid-summer when ordinary production
methods are not successful. Tomatoes, peppers,
cucumbers, corn, melon and many other crops have
been grown on land that a year or two years ago was
unproductive.

Food production is aimed at self-support for
the relocation centers. It does not go onto the
open market. From the fields it goes to the center
warehouse. From there it may go to the kitchen or
it may be shipped to other centers. The Arizona
centers are most productive in winter. The others
produce only in summer or fall, so vegetable crops
are exchanged.

Besides the workers engaged in farming, it
takes many others to handle food, in the
warehouses, in transportation, in the kitchens. To
keep the rolling equipment, trucks, cars and
tractors, in operation it takes mechanics and
machinists. Water mains have to be laid and
repaired. Roads, sanitation systems and buildings
have to be maintained. At the Arkansas centers,
the land is covered with trees and the clearing
process provides lumber for construction and
firewood for heating.

Those who work are paid. Wages by outside

standards are low: 12 dollars a month for
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beginners, 16 dollars a month fér most of the
workers, and 19 dollars a month for professional
people such as doctors and others on skilled or
difficult work. The workers also receive a small
cash allowance for clothing. The money received as
wages lets [name] buy the things he needs which are
not provided by the Government, but most have had
to draw on their savings to live as they would like
to.

In each center, a cooperative business
association operates stores which handle clothing,
toilet articles and the merchandise which would be
neéded in any community. The coops also run barber
shops, beauty parlors, shoe repair shops and other
services for the community.

When the school bell rings, it's the signal
for these students at Heart Mountain in Wyoming to
change classes. The school curriculum meets the
standard of the state where the center is located.
Mathematics, American history, geography: the
fundamentals of an American education. This is a
class in mathematics. [pause] And a rhythm class of
fifth grade pupils. 1In the modern school, many
subjects are added to reading, writing and
‘rithmetic as part of the school work. Some of the
teachers are Caucasian. Some are evacuees,
Americans of Japanese ancestry. The first graders
in this class, taught by an evacuee teacher, are

making colored drawings which will decorate the



Harmless

Good Tr.

Harmless

Good Tr.

170
walls of their barracks building classroom, the
same kind of beautifully clumsy drawings that can
be found in almost any first grade room.

In the high school, vocational training gets
plenty of attention: scientific farming studied in
school and in the field. And older boys are
learning trades. They use them first as part of
the regular work of the relocation center: as
welders, mechanics, machinists. Frequently,
learning to do the necessary jobs in a relocation
center has led to better jobs outside.

Health protection is part of the obligation
assumed by the Government. Evacuee doctors and
nurses serve in the hospital under the supervision
of Caucasians; dentists, oculists and pharmacists
also.

The Japanese professional men and women, most of
them American citizens, had their own practices on
the west coast before evacuation. Many of them now
are in the Army Medical Corps and others have
replaced doctors and other health workers in
communities outside the centers.

The health service in relocation centers, in
proportion to population, is about like that of any
other American community in wartime,

barely adequate.

The evacuees have a form of community
self-government which aids the appointed officials

in the administration of the community. A
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community council of evacuees is elected to make
rules and reguations. Anyone 18 years of age or
older is eligible to vote in the elections which
are carried on in the democratic manner. A
judicial commission sits in judgement on minor
offenses. Attorneys among the evacuees represent
the prosecution and the defence. A serious crime
would be tried in the regular courts outside the
center.

The crime rate among people of Japanese ancestry
in the United States has always been extremely low
and this has proved to be the case in the centers,

After working hou;s, over weekends, a
relocation center is the scene of baseball and
softball games by the dozen. The teams are counted
by the hundreds. Evacuees have provided
practically all of their 6wn equipment, for little
government money has been spent for strictly
recreational purposes. In the fall, touch football
is in season and more quiet forms of recreation.
The relocation centers include many well-known
artists. Amateur and professional artists and
craftsmen have used their time in creating beauty
in many different forms.

Sunday church services: advance preparations
include carrying the benches into the barracks
building. Most of the alien Japanese are
Buddhists, but almost half their American-born

children belong to Christian denominations:
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Catholic, Méthodist, Presbyterian.
Except for State Shinto involving emperor
worship, there is no restriction on religion in the
relocation centers.

Boy Scouts, who usually provide the color
guard for the American flag which floats over each
center, are typical of the American organizations
which are prominent in each center. There is a
U.S.0 Club to provide entertainment for
Japanese-American soldiers who come to the center
to visit their families or friends. Girl Scouts,
Campfire Girls, Parent-Teacher Associations, the
Red Cross: the evacuees belonged to these
organizations in their former homes and
transplanted them to the centers. The Boy Scout
Drum and Bugle Corps here is leading a harvest
festival parade marking the high point of the
successful season of farm production. Everyone
turns out to view the Beauty Queen, see the
well-decorated floats and to join in the good time
that goes with the full day of celebration,

While they have many things in common with
ordinary American communities, in the really
important things relocation centers are not normal
and probably never can be. Home life is disrupted.
Eating, living and working conditions are abnormal.
Training of children is difficult. Americanism,
taught in the schools and churches and on the

playground, [shows soldier guarding the camp] loses
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much of its meaning in the confines of a relocation
center,

When the War Relocation Authority was only a
few months old, it was decided that relocation
centers should not be maintained longer than
necessary.

The first people to leave the relocation centers
were volunteer workers recruited to help tend, and
later to harvest, the sugar beet crop of the
western states. Almost one~tenth of the evacuees
volunteered for this seasonal work in 1942, The
result of their labor was a year's sugar ration for
about ten million people. [guard checking young
couple out through camp gate] But work in the beet
fields was temporary. Most of the people returned
to the centers.

The War Relocation Authority has been more
concerned with permanent relocations: getting the
evacuees out of the backwater of the relocation
centers into the mainstream of American lifé so
their labor can help to win the war, so the cost to
the taxpayers may be reduced, [shots from The Way
Ahead of Japanese-American family in their suburban
home] so there can be no question of the
constitutionality of any part of the action taken
by the government to meet the dangers of war, so no
law-abiding American need to fear for his own
freedom.

[hands leafing through an evacuee's file]
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Relocation of the evacuees is not to be
carried on at the sacrifice of national security.
Only those evacuees whose statements and whose acts
leave no question of their loyalty to the United
States are permitted to leave. All information
available from intelligence agencies is considered
in determining whether or not each individual is
eligible to leave. Those who are not eligible to
leave have been moved to one center to live
presumably for the duration of the war. The
others, established as law-abiding aliens or loyal
Americans, are free to go whenever they like.
Thousands already have gone. Here are a few of

them.

[sequence taken from The Way Ahead]

[name] 1is exémining corn for insects in a
field in Illinois. [name] used to operate his own
orchard in Hollister, California. Machine work was
a hobby; now it's his job. He's making precision
parts for American bombers. [name] is Assistant
Head Nurse in a large hospital. She was a teaching
suéervisor of nurses in a Seattle hospital before
evacuation. She has three brothers, all in the
Army. The tractor driver here is [name] who used
to farm near Walnut Grove, California and was
evacuated to the Tule Lake center. This young
machinist has learned his trade since he relocated
to Chicago and his boss says he's learned it well,

He's helping to make kitchen equipment. [name]
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paints miniature dolls in a midwestern studio. She
used to live at Talusa, California and then lived
at the Granada Relocation Center. 1In the
background is [name] who divides her time now
between working and attending college. [name]
feeds chickens on an Illinois farm and on the same
farm is an Issei, [name]. [3 names] cultivate
potatoes on a farm in the middle west. This is
[name] . Her father ran a fruit stand in Berkeley,
California and [she] helped him., After living in
the Poston Relocation Center, she moved to Chicago
and has become a skilful turret lathe operator.
These young men spraying potatoes are from the
Minedoka Relocation Center. This boy liked the
printing trade, but had no chance to learn it until
he had left a relocation center. He's helping to
print some of the nation's supply of magazines.
American eggs are shipped all over the world to
Americans in the armed forces and to our allies.
[name] breaks eggs which are to be dried. And in
the same plant, [name] feeds the drying machines,
[name] used to be a clerk in Madera, California.
Now he's a candy maker in Chicago. American flags,
some of them for the armed forces, are turned out
by [name]. She hopes that one of the flags she
makes someday may be carried in triumph down the
streets of Tokyo. The produce business in
Watsonville, California used to be home for these

boys. Now they're in the produce business in
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Denver. [name] used to be a farmer at Fresno,
California. From the Jerome Relocation Center, he
moved to the middle west to make marshmallows.
Threshing oats in the middle west is a new
experience to [name] who used to grow vegetables
near Venice, California. An artificial leqg doesn't
interfere with the way he handles a pitchfork.
This young fellow, operating a bookbinding machine,
is typical of the evacuees who are adjusting to new
communities, getting along with their employers,
fellow workers and neighbors and finding
satisfaction in becoming self-supporting once more.

[footage of combat team from Go for Brokel

The Americanism of a great majority of
America's Japanese finds its highest expression in
the thousands who are in the United States Army.
Almost half of them are in a Japanese-American
combat team created by order of the Secretary of
War early in 1943. Some of the volunteers came
from Hawaii; some from the eastern part of the
United States mainland where there was no mass
evacuation. Hundreds of them volunteered while
they were in relocation centers; volunteered to
fight against the ﬁilitarism and oppression of
Japan and Germany. They know what they're fighting
against and they know what they're fighting for:
their country and for the American ideals that are
part of their upbringing: democracy, freedom,

equality of opportunity regardless of race, creed
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or ancestry.
[music fades in as soldiers march by saluting

flaqg]
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Appendix F

Documentation on Little Tokyo, U.S.A.




FEATURE REVIEW

LITTLE TOKYO, USA
20tbh=-Tox . Dth=-Fox
() not set

LITTIS TOKYO, USA tells a story of Japenese espionage and fifth columm
sctivities in Los angeles Just prior to and during the first days of the
Japansse-American war.

I% iz the vmhappy truth that virtually ev:-rthing in it «- that which is
said and that which is left unsaid = ig c:lculated to shiver the welle
sensitized spines of the Office of War Information.

In drief:

(1) The picturc opens with u spoken foreword in which the commentator
states that “this documsut™ is entirely composed of material which can be sub-
atantiated in fact, The impression is deliberatsly created that the subssquent
story is in ths nature of a documentary., This is oot true.

(2) The Japunese-American problem is treated to a thoroumgh menling. At
the ocutset of the picture, at a Tokyo conference of Japaness bigwigs, it is
firnly planted that Americaa citizens of Japanese ancestry do far more damage
than Japanese who merely ressids in America, becanse the opportunities of the
former group are grester. And, of course, all any person of Japsnsse ancestry
asks is the oprortunity to sabotage dsmocracy and the U,.S.A. This idem is
implicit throughout the picturs. It is a theory with a corollaryy the Japanese-—
Anerican ccmmnity is a single, unified body which works together at all times
for itself and against imerica. For example, whan the hero, Detective Mile
Stsele, goes into little Tokyo to investigats a murdar, ths Japsnese of the
commmity dusry up on him, *Just try to get information fyom this Oriental
bund around here," he camrlains, And sure encugh, he doesn’t leam a thing
from the tight=lipped, belligerent group.

(3) The theory that thers might exist a loyal American among those of
Japansse ancestry is advanced three times in the course of the story's unfolding:;
two cut of the three times it s kayoed,

(a) Eerly in the -tory, the hero, Detective Lieutenant Mike Steele,
feels th:t he needs the help of a loyal imerican of Japanege

Marjoris Thorsom 20th-fox July 9, 1942
Dorothy B. Jones 20th~-Tox July 9, 1942
Harjorie Thorscn July 14, 1942
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(Contimed)
Page 3,

FEATURE REVIEW

LITTLE TCEYO, USA

(v)

Nth=Fox th-Tox
() not set

insffectual figts..... This mixture of pathos, bathos and
ratriotism i designed to ..rouse the fighting instincts of every
undred=percentsr in the andience. In another context, the
incident might serve an sntirely different parpose: for exsmmle,
to show bow war burdens children with hatreds they do not wumder—
stand, but hers it is parsly a rabble=rousing device.

In another part of the picture, Mike goes to the homes of ths
maxdsred Oshima to see if he can pick up any cluss. He finds a
Japaness couple, Mr, and Mrs. Ckuna, already estahlished in the
house. Mrs. Ckona is all dome up in a Japansse kKimona; neither
shs nor her hnsbhand can speak good English. 3Bat both of thea are
very well up 8n their constitutional rights, babbling

and belligerently that Miks has no legal right to enter their

bome or to qestion them withont a warrant.

This scens is played in such a fashion that it demands a perfectly
obviocus reaction from the audiencet "Thess people are sbasing
their constitutional rights; thsrefore, wve must take all those
constitutional rights away from®all such people.”

To pick up the point that this typs of propaganda is double-edged,
let's see how ths andience gets wbat it has heen made to want: -
Not much footage later, hero Miks declares he!s going to search
the homs of a Japansse suspected of having an illegal drosdcasting
outfit. The heroins cbjects that he has no warrant. Milcs dlmntly
declares that he doesn't need a varrant; he'll see to it that nis
badge (detective lieutemant) gets him into any house he wants to
see, This is not even ome step removed from Gestapo methods; yet

181

the material is presented in such a way that the andiencs is expected

to be moved to mild cheers. Did scmebody nention that we are

presumably fighting for the preservation of the Bill of Rightsl....

Marjorie Thorson 2th-Fox July 9, 1942

Dorothy B. Jones 0th-Yox July 9, 1942
Marjorie Thorson July 14, 1942
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(ontinued) FEATURE REVIEW
Page 4.

LITL RYG, USA
?.'.")th-?ox Dth=Fox

() not get

Again: When the Japsnese spy ring has at length been rounded
up, disarmed, and is abcut to be marched off to jail at gun's
point, the hero suddenly decidss he wants o clip at the leader
of the ring. This inspires his superior (polics) officer %o
meike with a haymaker on his own: wvhereunon one of the minor
characters joins the scramble — and we cut. The point {s, this
is no even fight: the villains are disarmed and helpless ond
facing a battery of guns., Piysical beating up of people one
doesn!t like is another Cestapo tacticy ard we call the lazis
inimpan because they beat up anti-Nazis who cannot fight baci.
I.. it peyrmissible for us to resort to the sams hocdlumism if the
victims hoppen to be people we disliks instead of pecple they
diglioe?

Inis is not to say that snsmy agents have not abused the constitutional
rights gronted tnem by the United States or that such abuse should not be por-
trayed by .ictures. But in this picturs the significanse of this msterial
has perhaps unconsciously been twisted to another and unadmirable purpose.

The misuse of dexsocratic privile.e by some does not give anyons, especially
the makers of a nicture which will de seen by millicns, the right to encourage
the flouting of the democratic values for which we are fighting,

(5) The loyalty of Japanegse-inericans is dealt another blow in a scens
which occurs just following the outdreak of the war. Takimnra, head of the spy
ring, is shown putting in his shop window the signs "his store is owned by
a loyxl American.” The immwlication is, of course, that all sach sizne were
mng up by traitors.

(6) All the spies are shown contributing foverianhly %o the Japenese-

American Buy A Bomber cammaign., Imrlication is thnt all those who contributed
were merely i{ryin. to cover up their true anti-imerican activities,

Marjorie Thorsen DtheTox July 9, 1942

Dorothy 3. Jones LDth~Fox July 9, 1942
¥grjoris Thorson July 14, 1943
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FEATUR: REVIEW

{Contimued)
Page B.

LITTL~ TOKYD, USA
Dth=-Fox 20th=fox
() not set

(7) Pressure of the 25,000 organized Jacanese-imerican votsrs causes the
removal of hero Mike Steale from Little Tokyo to a Hollywood beat. The police
captain, telling Mike that he {s seeing visions when hs suspects the Japanese
of disloyalty, declares,” The Japaness are a peacsful and harmless psople —
they grow 93% of all the vegetables im California.® Mike returns bitterly that
those vegetables are grown and sold very largely at a loss == because the Japanese
Specie Bank subsidizes the farmers. Why the subsidy? Becanse the land the Japs
farm happens to be next to oil drums, oil fields, military installations,
airplane factories, stc, Ths "farmers" are really spies, collectinz information
for Japan and prepared, when “the day" comes, to turn their hsnds to sabotage.

This accusation sounds very mch like the familiar propeganda line of the
aAssociated Farmers of California, well inown for its fascist bias and its interest

in micing over Japansse=owned land,

(8) Scenes of ths ewacustion and intermment of Japan: 3¢ and Japanese-Americans
are shown. Ironically emough, although such material is proscribed by Postal
censorship for export, these scemes are ths only ones which might be said to bde
favorable to the Japanese, wvho appear cheerful and cocperative.

(9) The curtain line is spokem by the newly reformed ond informed heroins,
Commenting on the spy estivities and the evacuation of the Japansee, she pleads

into the microphone, her voice bresiing with earnsstness, "Be vigilant, .merical®
So the nicture closes L0 the strains of the Invitatica to the ¥itch Hunt,

The real problem throughout LITTIE TOKYO, USA is the basic one of point of
view. The whole body of the story is out of joint. Differently handled, the
revelation of Japaness espicnage methods, of Japmnese objectives(™the end of the
white man's rale,” the "conquest of the United States, Japan's greatest stumbling
block to world domination”) might have Deen extremely effsctive. But rabidly
unbalanced greatment of Japanese-Americsn citizens makes it an extremely dangerous
picturs. One such film can open the floodgates of preajudice, can encourage the

Marjorie Thorson 20th=-Tox Faly 9, 1942
Dorothy B. Jones 20th=-Fox July 9, 1942
Marjoris Thorsca July 14, 1342
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Page G,

LITTLE TOKYO, UsSA
Dth=Fox Dth=Fox
() not set

concoction of many more of the same typs of film, and can render the post-wer
re—absorption of Japanese-imericans an almost insuperable prodlem.

The fact that such a picture has been mads at all indigates a frightening
misapprehension copncerning the war program. Couple  thisx with the advance
cublicity on the picture, which exhibited what the Pox organization evidently
felt to be a pardonmable pride in its product, and with ths excited aceleim for
its war content the picture rated in the trade review, and the need for soze
careful re-sdugation of the industiry becomes apparent.

+ It is my persomal opinion that it will prove almost impossible to prevent
the relesge of LITTLE TCKYO, USA, even if that should bde the desirs of the
Cffice of War Information. Jox would have an investment in this film of

about $300,000. Bat a careful re-editing of the picture with some retakes,
should render it somewbat less objecticnable. ‘

Marjorie Thorson Dth-Tox July 9, 1942
Dorothy B. Jones Dth=-Fox July 9, 1942
Harjorie Thorson July 14, 1942
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L owell Nellett July 2st, 1942

Belson Poynter
LITTLE T0KX0, U. S. A. (Dth Century Fox Film Corp.)

I am enclosing a review on LITYLE TOKYO, U.S.A. [ have seen
the ichlronddnnotragaﬁitquiteaapusiomtabu
do Mrs. Thorson and Mrs, Jones.

I may wire you to urge that you takes a look at it. I thinmk
it might be largely cured merely by changing the forwsssid
and perhape one speech at ths end, plus the deletion of
refersnces to "Orientals”,

Here iz & clear example of the reascns why we should see scripts
aheed of shooting. The stvdios still refuse to acceds to our
request for scripts. I am not pressing them, but Colonmel Jason, Joy,
after discussing this with him yesterday, said hs saw the
necessity of our having access to scripts in adwvance.

i
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July 24th, 1942
Re: LITTLE TOKYO, USA
Lowell Mellett says:

1, Plcture would not bs very harmful if in two or three spots,
it can be amended to prove that all Japanese were not subversive.
Suggestions for specific changes:

2, The scene where the Japanese retura from Tokyo and summon

The Black Dragon aids. If he ocould say som ething to this effect,
"We mat ramember that not all our fellow Japenese are loyal to the
Egperor.X We must hide our activities from them.™

3. Ymorkxichionce

V¥hen Mike Steele, the detective, is talling to the police captain
if he could say somsthing lile, "Because there are so mony loyal
Japensese who W 1l not recognize the danger.”

4, The girl in the last scens broadcasting could amplify her remerks
again, stating, "They were 20 many loyal — etc.”
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Lowell Mallett July 3lst, 1942
Nelson Poynter
LITTLE T0KY0, USA

re
inserting dialogne that brings out the fact that all Japanese-
Apericans are not dialoyal.

They were rather limited in their ability to mmke these
inserts because so many of the actors ia the picturs are not
presently on the lot. I am certain you will sympathise with
the fact that the lady radio amnouncer caanot be used becauss
she is in the family wey, ms we used to say out in Indiana.

0th Centwry Pox is meking two retakes for LITTLE T0KYO, Usa,
b
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WAR RELOCATION AUTHORITY
WASHINGTON

August 26, 1942

Mr. Towell Hellett

Bureau of Motion Pictures Chief
0ffice of War Information

Room 2009
, 14th & Pennsylvania Avenue
Washington, D. C,

Dear lr. Mellett:

As I indicated over the telephone this morning, some of
our staff members are considerably disturbed about the possible
repercussions which the Twertieth Century movie "Little Tokyo,
USA" may have on our relocation programs The results may be
especially bad if the picture is widely exhibited in the Middle
West where we are hoping eventually to place a number of the
Japanese people in private employment.

If it were at all feasible to limit distribution in this
area, such a move would be tremendously helpful to us, But we
all realize, of course, that this is a dollars-aend-cents matter
to the Twentieth Century people and that they probably will not
accept such a proposal too readily.

As an alternative, one of our staff members has suggested
that we ask the company to consider the insertion of a prefatory
note somewhat along the following lines:

"™fe are running this notice at the request
of the War Relocation Authority, the Federal
agenocy established by the President to
handle the relocation of Japanese and persons
of Japanese ancestry evacuated from the
Pacific Coast Military Areas.

"This production was not clearsed with the
Federal Bureau of Investigation or any other



Government agency prior to its release.

It has not been given any official sanction
as an oxplanation of the evacuation of
persona of Japansse encestry from the Pacifiec
Coast areas. It should not Ye taken as a -
blanket indiotment of all persons of Japanese
ancestry, and especially not the citizens,
who comprise two-thirds of the group and whose
average age is only 23 years."

Such a notice, I would imagine, could be sent out to exhibitors
as 2 clip and spliced in at the heginning of the zrint.

I realize, of cowrse, that this is asking quite a bit
especially since the company has already made some changes in
response to the suggestions made by you and kr. Eisenhower,
If you could, however, present this proposal to the company's
representatives, your efforts would certainly be approciated.

Would you also be good enough to advise of sny actiom
taken on this?

Sincerely yours,
?) 7 /__ .
Me Mo Tozier 72/\/

Acting Chief
Office of Reports
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September 2nd, 1942

—
o~

: | AR
Mr. lowall Wellatt 15
Office of Var [aformation
1400 Peansylvenia Avenus
VWashiagton, D, C.

Dear ‘lowell:

Re LITTLE TOKYO, USA, Colonel Jason Joy of 0th Cantury
TJox said that theay could not put in

LITTLE TOXYO, USA, as recommsnded by Mr, M, N, Tozier,
Acting Chief, Office of Reports of the War Relocatiom
Aathority. Colonel Joy took the positioca that ihe changes
vhich they made at the suggestion of our office vers guf-
ficiont to relisve ths objections that Mr. Tozier meantioned.

Colonel Joy was frankly irritated because he does not agree
with the viewpofnt of ONI regarding the Japamess question
and appareatly I have beea inept at my preseatation of our
viewpoint because he persists in stating that we do pot
advocate killing Japanese mersly becanse I have tried to
preseat the OWI viewpoint that:

1. It 13 vnhealthy in the interest of matiomal morale to
indicate that all Japmnese muuuum States are disloyal.

2; OWI tries to emphasize that Japanese xilitary and not all
the Japansse pecpls mist be extorminated,

Bagard Mr. Tosisr's suggestion to not circulate the picture
widely in the middle west whare ths War Bslocation Authority
hopes to place a mumber of Japansss pecpls in privats esploy-
ment — Colonel Joy also rsjected this.

Sincerely,

Jelson Poynter,

Assistant Chief,

Bureen of Notion Pidtures
Qffics of Var Informetion.



EXECUTIVE OFFICE OF THE PRESIDENT T
OFFICE FOR EMERGENCY MANAGEMENT

OFPPFRICE MEMORANDUWM

To: Hr. WNelson Poynter Date: September 17, 1942
From: William B. Lewis
Subject:

The attached memorandum was sent me by Frank Stenton,
who is Consultznt t3 the CWI Burean of Intelligence.

I think it will be important to you.

i

Attachment

OEM-32

34332
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Columbia Broadcasting System, Inc. res3e sfaz

r, Dr. Stanton OFFICE COMMUNICATION

¥r. C. 4. Smith

From

September 14, LG42

Station.

I don't know if tiuis means anything st all but I am passing it on for
what it is worth.

Saturday night I was exposed to a grade 7 assoclata feature titled
"Little Tokio U.S.A.", released I believe by Twentieth Century Fox.

In the course of tnis opus a radio station of considerable magnificence
located in Los Angeles was used is a part of the plot. The manager of
this station is the number one Nazi agent in town.

This seems to me very bad publicity for radio since the inference is
given by the picture that even in the big radio stations, agents could
be and in this case were in positions of redponsibility. But this wssn't

enought

The flaxen haired heroine was a radio news commentator whose boy friend
was a cop in towm. Now the news commentator in December 1941 is still
greaching sweetness and light while her flat footed friend is chasing
sinister Japanese up and down all convenient alleys. Then she sees the
light. She prepares a script designed to scare the pants off the audience,
submits it to the station manager who goes to great pains to explain that
her contract is up for remewal the next day. He points out that he has
wangled a raise in salary for her and then with a most sinister leer

says that the sponsor was well satisfied with the work she nad done but
did not want her to use scripts suéh as this one which might scare the
bejeez out of the women and keep them from buying his product.

This is even worse publicity for radic. I don't lmow what can be done
about it but it seems that possibly those interested in maintaining

morale might make a point of the fact that no useful purpose is served
by undermining faith in radio in so insidious a way.

CHS:FEB
CC - Mr. Churchill
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Documentation on Samurai
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B

P QFFICE OF WAR INFORMATICN
we Los Angeles Overseas Burean
SH Motion Picturs Division
LRB

WASH

FILE

Title: OKDERS FROM TOKTO  (Confession of a Japanese Spy)

Studio: Independent Producer: Not given on script

¥ritars: Ben Mindenburg

Stars (Tentative): XNot given

Date & Stage of Script: 3-page undated synopsis and 87-mge screemplay. Est. Gr: B
Classification: Major: II C a (Japanese Ensmy - Hepionage)

Bead by: Dorothy B, Jones Date: Oct. 14, 19543
Besd bty: Lillian B. Bergquist , Date: Oct. 13, 1943
“eviewed by: Lillisn B. Bergquist Date: Oct. 13, 1943
Backstopped by: Dlorothy B. Jones Date: Oat. 16, 1943

SINCPSIS: 1In 1923, at the time of the Japanese flood and earthquake, Dr. and Mrs. Morry,
nedical missicnaries in that country, rescusd and adopted a Jupannc boy,

Kaniketchi, vhom they brought to Ssn Franeisco. In this country Ksniketchi was given

a strictly American upbringing, which included an excellant education, and all the care

and kindness which his foster-paremts could lavish upon him. Vhen "Een" was sixteen, ths

Morrys adopted anathar child, four yesr old Frenk ....

At an early age, Ken demonstrates a talenmt for painting which his parsats develop by
giving him the finest art instruction. While peinting at Montarey, Ken meeta a Shinto
priest, spiritual advisor to the Japenese of that vicinity. The priest, however, is 2
member of the ancient family of Ysmsmeto, and is also a Semurai warrier. This man sees
in Ken a potential disecipls, meets him frequantly, and in a short time has suoceeded in
ingtilling in him the principles of the "Divinity of the Emperor* and the "Japenese
Superi .* The Morrys, who kmow nothing of Xen's comnection with the priest, send
him to Europe to study medicine and painting. Abroad, he receivas his doctor's degree.

Upon his return to San Francisco, Ken opens an art studio which is really a blind for
operations which he conducts under the guidance of the priest. These operations consist
of drawing into modernistic paintings the ocutlines of Celifornia bridges snd public
installations of all kinds, drmwm to scale. These are to be used as guidance in the vast
sabotage plot which ia being planned by the Japensse govermment vhen she strikes at the
United States. With these drawings, Een goes to Tokye, giving his parents snd friends ths
excuse that he has been commissioned to select Yapensse objects of art for the Sen Fran-
cisco World's Fair. In order $o make sure that Ken is really loyal to Jepsn, the Japansse
Secrst Servics sends him to the front in Shanghai, whare hs proves his Japanism by mrdarin
en old English school chum, now a corrsspendant, who is sending out stories of Japanese
atrocities in China,
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Featm-Sgript Review : Y| e 1. i ﬂl

Title: ORDERS FROM TOKYO Date: 10/13/43
Description: 3-page synopsis and 87-nege undated screemplsy by Ben Mindenburg.

STNOPSIS (continued):

In Shanghai, he further urovee his contempt of the white race by torturing amnd raping a
white girl priscnsr. Ken is anpointed Governor of California, to taice office when the
Japansse succesefully invads the West Comst. Returning to San Francisco, Ken conducts

a propagands from his art studio snd from the Japanese concession at the Wepld's
Fair, from the tower of which Japeness agents keep watch on the Bey for signs of U, S.
war ss. Ken's propsganda consists of belittling Japenese ability in ell
directions. The Jepeness fleet are tin cans. Her fllers are nesr-sighted. The Japenese
people are sick of war. Jspan is bankrupt.

Frank, his foster-brother, is the only one who suspects Xen. This is exactly the type

of thing the Japenese would wish the imericans to believe if they were prepering for war
against us. '“hen Ken realizes Frank's suspciions, he msnages to lull them for the time
being. Mesnwhils, Japansse fishermen meet ships from Tokyo south of Celiformia, unload
sxplosive and taie it to shore, where it is buried on the land of Japsnese farmers and in
other appropriste places. Yord goes arcund to the various Japsnese colonies in California
that the time is spprosching for the vmst sabotage vlan to be touched off.

It is December 5th, Frank,about to leave for the Army, finslly finds incontrovertible
evidence in the art studio of Ken's guilt, and takes the doubting Morrys thers to prove it.
He lesves them on the premises vhile hs goes for the police. The slderly doctor and his
vife ars surprised by Xen, They accuse him of treason, whareuncn Xen slsys them with a
dagger. He iz about to phone the order to set the sabotage plan in motion, when Frank
returns. There is a biitsr strugzle, during which Ken falls from the windsw and meets his
death. Ths F.3.I., suxmoned by police, arrive, securs data, and round up all the Jspsnese
involved,

REVIEWERS' RECCMMENDATION: OHDERS FRCM TOKYO deals with an allsged Japsnese sabotage

, plot to blew up the West Coast at the time of Pearl Earbor.
It is understood that the producers plan to use footage from the documentary on China,
RAVAGED EARTH, and to meiks the film in the documentary tradition.

From the standpoint of overseas distribution ths main problem which arises in cconecticn
with OEIERS FROM TCKYO concerns ths theme of the script, that po Jspanese, no matisr where
be is born, can be trusted -- and the implication that all Japsnese-Americans on our west
coast wers traitars at the time of Pesrl Harbor. This is an insccurate and wnfortunate
picturs of an American minority groun, and the production of such a film slomg the lines
indicated in the present script could reflect unfavorsbly upon our democratic traditions,
were the fillm shown abroad,

Naturslly no final opinion ¢an be given on this project until the completsd script has been
reviewed. However, if ths producer definitely plams to maks this film and submit it for
overseas distridution, be should be urged (1) to give a representative picture of Vspaneee-
Americans, and (2) to develop the parration about the Japsnese militarist philosophy, as
filly and accurately ss possible. Only by careful dsvelopment of thess two themes, could
ths film prove of sny positive value to the Oversess War Informstion Program.
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Yerture Script Keview

Title: ORDERS ¥EC+ TCXYO (Confession of = Japaness Suy) Date: 10/13/43
Studlo: Independsat

Writer: Ben ¥indenburg
Descrivtion: 87-page undated symopsis and screemplsy. (3-nzge synopsis)

COMMERT: ORDERS FROM ICKYO, »n incomplete soreenplay, is supposedly based »n the disry
of a Jepanese svy. While this script bhme nossidilities for contriduting to
understanding of the enemy, in 1ts vresent form it raises sericus problems from the stand=-
point of Overseas Branch of OWI,

In showing how the melevolent influence of the Shinto priest molded Kenikatchi, tha Japansse
youth, into a fanstical tool of the Tokyo war lords, the story offers em opportuniiy to
dramatizs, in corollary, how the semursi werriors and other J’mne leadars hove - like
the hzis ~ fed their pecpls 2n idaolog based on princivles of "Superior Race®, “Divinity
of the & * and "Bule of the Sword." wac.mhofmmtimmuhmmauﬁost
explains vapanese culture to Keniketchli remains to be writtem, so that it 1s difficuld to
Judge at this :oint to what extent the script =111 contribute to United Bations' under-

standing of Japanese ideclogy.

A serious problem arises in the misrepresentation of the Japsnese-imericsns and the
tmlieation that the majority, if not all of them, were involved in a Japansse plot to
nbotago our west coast at the time of Pearl “arbor On page 13, it is stated that po
Japsmere is to be trusted, regardless of where he is born. The entire story eoprars ta
be bzsed on this premiss.

It is important to pertray suthentically the despicsble natura of the Japenese enemy in

this country. However, as regards the general nortrayal of YVepeneee-imericsus on the

screen, it ust be remsmbered that the majority of them have proven themselves loyal to

this country. For exmmnle, st the end of May, 1943, thers were spproximately 7,000 Americans
of Japanese sncestry in the United States Army. Anu'ieau of Japsnese sncestry wers in-
censed by atrocities of the Jepenese government and srmy; soldiers of Japamese sncestry at
Cemo Shelby, Mississippi, bought om $100,000 worth of var bonds on two days immedistely
following the smpmouncement that the Jspsnese govermment had executed imericen fliers cap-
tured after the bombing of Tokyo. Amsricans of Javenese zncestry have participated in

some of the most bitter fighting in Italy.

Tharefore, a distinction should be made between Yapsnesec sples on the west coast, and
Jepsnees-imericens, the grsat majority of whom were loyal to this country. Unless this
distinction is nde the film would misrepresent an American minority group, and would fail
to show the resoomibility felt Dy our government and peopls to deal fairly with Japanese-~
Apericans nov and after the var, so as to insure the preservation, for all peoples, of the
democratic trinciples for vhich we are fighting. Fascist countries ars noted for oppression
and inequities sgsinst minority groups; it would reflect most unfavorably on America

abroed 1f our films sugrest that minorities receive the same treatment here.
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\ OFFICE OF WAR INFORMATION
VC Los Angeles Oversess Buresn
g Motion Picturs Division
IHB YEATURE SCRIPT REVIEW
wlmm %

Title: ORDERS FROM TOKYO

Studio: Cavalcads Pictures Co. _ B _ Con
Writers: 3Ben Mindsnburg ' //'Wé7 v
Stars (Tentative): Not given -‘-(Zpd/pﬁf-‘:;:lg E -
Date % Stage of Script: Screemplay, undated Pp. 101 Eet Gr of Pic: B
Classification: Major II (Jepanese Enemy)

Bead by: Lillien R. Bergquist Dete: Nov, 9, 1943
Reviewed by: Lillian R. Berguyuist Date: Nov. 10, 1943
Backstopped by: Dorothy B. Jones Date: Fov, 12, 1943

STRIPSIS: Msisthaatoryofnhpmu-mricanmthvhoisinﬂwodbyl '
samurai priest to turm traitor to the United States and orgsnize a sabotu;r-
plot for Japan on cur West Coast.

(Por full synopsis, ses review datad October 15, 1943. Only mingr changes have Ye
made in this story.)

EEVIEWERS'! HECOMMENDATICN: OFIERS FROM TOKYO, first rsviewed in incomplete form onm :
October 13, 1943, hasnotboennbmittodasamredatmd
screenplay wikth fuller narration. ihilo it mbss a contributicn %o greater wnder-: :
standing of how Japenese religion and philoscphy are used to warp their pecplas, tht
script still raises the identical problems pointed out in ths first review. M
are discussed more fully in the Comment. A

An additional problem arises cut of the recent War Department order banning tha m
portrayal of Japanese atrocities in any films involving War Department.spproval.

Since this film ends with Irank Morry's enlistment in ths Army, it would appeer to: ‘bct
subject to this new order. On pages 38-65, Kenikitchi Morry goes to Shemghai to. -
demonstrate to his superiors that he hates the white rzce. Hs is shown in at least:

two acts which are highly questiongble under the War Department order -~ the murder -

of an English friend, and the brutal beating of a vhite girl. This sequence alse. .
involves Japanese atrocities sgainst the Chinese people in gemeral, and a growp of.- T
white and Chinese vomen who are raped. The producer should be warned that these . -
scenes raise serious problems and beecause of them a film based om this script nidtt

be dended an export license. o
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Y4tle: ONDERS FROM TCKYO (Cavalcade Pictures Co.) Date: 11/10/43
Description: 10l-page undated scresmplay by Bem Mindenburg

COMIMERT:

Tha insomplets script of OHIERS FEQM TOKYO was reviewed by this offics on October
13, 194%. While the material contained possibilities for contributing to a gresater
understanding of Jepenese fascism, it also raised serious problems from the stand-
point of this office in its misrepresentation of Japsnese Americens as spies and
saboteurs loyal only to Jepsa. "

In the new submission the story itself remsins unchanged except in minor instances,
but a fuller narration has been written. As hoped for in the first review, the
narration, which tells how the Shinto priest influsnced the Japanese-imerican youth
%o become a tool of Tokys, dramatizes the method by which the minds of their childrem
are warped for the fubure service of the Japmnsse war lords: However, this valuable
theme is contradicted thrcu?mt the rest of the story where it ia both stated and
implied that gll pecvle of Yapanese ancestry ars incapable of human decencies becanse
they are Japanese. The portrayal of the Japmmese is further confused by stating

that they are not people, but "quadrupeds”, “lemurian gnomes”, "dwarfed baboons®

(pp. 2, 8, 11 of narratim).

OHDERS FROM TOKYO alss implements the J. se propagands lins that this iz a racial
wvar, Yhiles it is brought out that Japan’s first attack was directed against the valimmt
Chiness, it is suggested that the J se are primorily engaged In a war againat the
whites (pp. B, 55, 63, 97 of script). This emphasis on rzcial warfare 1s never
refuted,

It would be possible to clsrify and correct the presentation of the Japensse by
showing that the United Nations ars fighting Japsnese fascism, whoze leaders, in
cooperation with fascists in Germmny and Italy, embaricad upom a Joint plan of world
conquest — not for racial resasons - but for wealth and power; that these leeders
instilled in their people the false ideas of "divine origin® and superiority because
that was the only way they could get thea to fight such a war.

Unfortunately, this soript still misrspresents Japanese-Americans as spies and ssboteurs
involved in a gigantic scheme to blow up our West Coast at the time of Pearl Harher.

On page 71, ons Japsnese-Americsn who refuses to contribute money for the plan is
killed, whereupon there is no trouble with the other Nisei. It is implied that all
Japanese—imerican fishermen, gardsners, farmers, and everyone in Little Tokyo vere
traitors. As pointed out in the original review, this false portrayal of an American
minority which is doing its share in fighting for democracy is most unfortumate from
the standpoint of overseas distribution. It should be brought out that only a small
percentage of the Jepanese on cur West Cosst wars disloyal to the United States, and
that after Pearl Harbor the majority of Jepsnese-imericsns on the West Coast chesrfully
cooperated in the move to relocation camps.



CAVALCADE PICTURES CO.
1509 No. Vine Street
Hollywood, 28, Cal.

November 19, 1943

Mr. %. Pierce,

0ffice of War Information,
Taft tuilding,

Hollywood, 28, Cal.

Re: "ORDERS FROM TOKYQO"
Dear ir. Pierce:

In response to your review of November 10, 1943. We have made all
alterations in action, diagolue and narraticn suggested in your

comment — giving full cradit to American born Japanese, avoiding
criticism of Japanese as a race, showing the cooperation with
Fascism for world conquest, eliminating references to war as racial,
etc.

Your expressed opinion that our expose of "Shintoism® would be
beneficial to the war effort, was highly reassuring. We have no
greater desire than to do all we possibly can to further this
vital cause, and will appreciate any future suggestions

you might have.

Yours respectfully,

CAVALCADE PICTURES CO.
/? au /’/Z/w-ut_( e AN

rc.ehs RAIMOND CANNON
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Los ingelss Overseas Burean
Motion Picture Division

616 Paft Building
Hollywood, California

November Z3, 1943

¥r. Den Nindemburg
Cavalcade Plctures Co.
1509 ¥o. Vine Street
Hollywood 28, California

Dear ¥r. Kindenburg:

¥e 2re very much pleased vith the revisioss you sre zsking in

the scrivt of OHUERS TROM TEKYOD, as detailad in the letter frem
Baymond Carmon. These chenges will emormously improve the picture
from nur viewnoint.

1 think you heve a splendid oppertunity to mell out the
idselogica) background of the Yapamese militarists im s wvey
which has not yst been portrayed om the soreen. I wemild suggest
thet this cen be most useful if ths direction and acting are dome
with reatraint sad a minimum of melodrmma. We shall be very
much interested in sesing a rough cut at the earlisat possible
't‘g'o

. Sincerely yours,

Varrem H. Plerce

Deputy Chief
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Los Angeles Overseas Bureaun

Motion Picture Division
6§16 Taft Building
Hollywood 28, Califormia

Hovember 26, 1943

Mr, Willism Montague

Office of Var Information -
35 W. 45%h Street

Hev York, K.Y.

Dear Mr. Montague:

An indspendent produser here, Ben Mindenburg, has submitted a
script to this office for his picture, tentatively titled "Orders
from Tokyo.® He has cooperated very clossly with this office

in following all suggestions and we believe that the film has
some affirmative valus in the var information prograam.

Mr. Nindenburg applied on WFB Form 2165 for 290,000 linear feet
of pegative snd positive atock to make this picture. EHe was
advised by Harry Carpenter, one of Hopper's assistants,in a
letter — WFB Beference CD-108 — that hecause hs had no record
of uss in 1941 he could not be grantad the film unless it was
sporoved by this office.

I do not imowv just how stringent the present shortage is. This
picture {s not of earth-ehaking valus. On the other hsnd, how-
ever, it does do a partial job of revealing how young Japanese
are indoctrinated with the spirit of Bushido and beccme militarist
killers. If the shortage is not acute I should recommend the
granting of this allotment.

Would you please discuss this matter with Mr., Carpenter and
talegraph me at the earliest possible moment what your views
are as to Mr. Mindenburg's prospects.

Sincerely yours,

VYarren H, Plercs

Deputy Chief
Dos Angeles Overseas Burean
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m OF WAR nmmxmou -
" Los Angeles Oversess-: Bureau e :
Motion Picture Division. e

Title: SAMIRAL (rompru ORIERS- m ToEr0) "w--M M'?o S ///{]ﬁ
Studio: Cavulcado Pictures ' ' Producer: Bem' lﬂ.ndenbnrg
Rel. Studio: ' Bel. Date: Type Priat: Tone - Time: 85 ‘min,

Writers ¢ DBen Mindenburg
Stars:

clauinéat:bn: Major: I C a (Japenese mpionaeo).sﬁ-afghtv

' Seem.by: Gene Kern - : Date: - November 1, 1944
Eleenor Berneis. November 1, 1944
Reviewed: : meamr Bernus Do Noramber 1, 194&
Baclkntopped: by Gm& Rora . Nombor 1, 1944.i
smaps:rs 4 Tiy , ad _:ted; Amncan nisstonaries: be’-"‘ &

(Per- tull synopsis, 8ee. Soript Review. dated Octobe:: 13, 1943)

REME!EATION. Aqnopsis ot “SAMURAT . was reviewed by thu orﬁ.eo Octoberr R
: E ST IR 1943, ‘onder-ths- t1t1s-ORIEES FTROM TOKYO;, ‘andlav scrsenplay;wes. 7
rav!.cnd -Nonmbor 10,7 Both -these .cripta suggewted . pro%lm ‘fhr the- thunp “that
all .Japansse-imericans ‘are. potential ‘traiters to the United States, end:'im:pres .
senting the Japaneser war as:a-racial war. It was. enphuizod ‘that:.only by pre--
senting a rnprosentatin»pictuq ‘o ‘Fapanese~Amaricans . and by developing are=-: -
fully"the-narration on. the. Japansse militarist: philosorp!w a8 tully amt momte]:,r
as possible: could this story: prwo of’ any valus to. the “Overseas. Wnr Inromatian

Program..

I.itera-lly_- spesking, the. speciﬁ.o problems noted in the Seript Raviews 'do not ce
appear in the f£1lm. Diaslogue lines state that the Japanese militarists cannot.
trust American Nisei for sabotage.work and that only followers of Bushido are

in on the plam to cripple- California in preparation for Japanese invesion.: ‘Also
tollowing the ‘suggestions of “this office; all references to racial. aspocts o

the war have been elimi:ntod.

Howonr, by a peculiar canbmtion o’ doenmanta.ry technique: -- which gim tho .
story.a factusl aiy and ‘a- prod.uction qnality on the: level .of". ‘an’ infericr: comic- -
strip, this picture- emerges: as’ a:moat ‘unfortunate portrayal of our hpnnsee
enamies, in that even the: sobor facts about Japanase militarism appear so fan-
tastic. they cannot be taken seriously.

i

)

Within this over-all nnroi-tunate presentation, csrtain problems. 'aré~oucstap_ding.



| SMMUBAT (Cavalesde-Plstires) . - -3 .' ch. L 19“

EEC SOENDATTON: (c&tﬁmii-

These include: A scens. in:which a group of Americans applaud-a. J’Apmse state~-
ment -that When the:Chinese affair is over,.we:will:all reelize: that a great deal:
of good has been'dons: tliers-by. the Japenese; the story point: that-s.gigantic plan
for-sabotage. in: calirorn:la ‘40~ be ¢arried out:-simultaneously vd.th thp attask on
Pear)l Harbor was: prevantod by the arrest of all the sabotewrs “the- day bafoze,

implying that Pearl Harbor was not a atab in ths back, but wes foressen in America;

_and . constant reitoration ‘in the narration of. ‘Amarican u].t-praue th.i.ch would ‘ep-
pear to andiences mm as. diatutornl boaating. o

204

For these Teasons, SAMURAT- would\ be most unsuitable for diatribu.tion Ax nberatad S

areas.
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Appendix H

Documentation on Betrayal from the East
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AIR MaIL

Wr, ke e Toaiwr

Aeting “hief, 0ffiee eof Renoris
War ;ielocasion Aukherity

Sarr Butldine

“ashincton 26, De G

Near "Toz":

Ser youwr instrustioms, I ram dowm to Les imgeles over
Jume 11 snd 15 %o cheok on the metion pieture referred t» in
Jimy 7idler's brosdesat of last Sunday. 1 Cirst eontacted
'ip, Fldler whe 4oid me that RED is making a ploture with the
inducoment of the Aearst nswsiapers who have plenned to glve
it herve nublicitve It would not be a.big ~lctwre but an
arcinnr: 37 varisty similar Lo "Hesdad the aisliag owm” and
"itlar'e Children”. Japsiose imerissns, hs sald, vere %o be
doioted as members of & huge spy system wich e .olt me 2
reflecticnc rn the loval Jepancie. Js stated that als infore
~ants hae told hiv trst wishisn the walls of -K. there had beem
stremusus arzusent over this nihase of ths .icturs. (hat was ag
7meh a8 he knew about the Situatien, excont that his persogal
feslinss -wrs that Javanese issricsms werv as loyal 38 any
other hy~hanatasd rrowp. Do explained thot oo had
Janoneses servaots in his home ;rior 4 Pearl Uariar " that
their grief ower ths attack on Pearl isrbor ecaviased him thst
they were far removed from any influeases of the 0ld esuntry.
s felt further thxt the motion plstwre incustry was treading
on dangerous grownd ia enesurwging any einema ssory whieh aght
areate raecial amtagonism.

1 shen agpresched Paul (Iarrisca, adkisag publie relcsions

shief of the auuq--m-.wmnummm

of lMokien Pisture Prodwsers. The top man, Arch Seews, was 111
ok hemoe MWr, Brrisea had recemtly takea his pesisiom with the
mm«wuma-&-umaa.mmm
Tow Tork m POTPapere hmmut o with
m to the dwub‘mhundhbh Ies
m slat thra rruulmtp--tum:do
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that some Japanese iamrisens are lsyul te $his seuntry. Browghs inte

the pleture now at this %ims are thres supposed Japanese Amsticans

one of whom i3 the ooumterpart of ‘ike Yellow Capene of Les Angeles®,

& rambler vho was ecomtinuslly in trowbls with the pollics befere the
wr, The two or three ether charsobers are &lso of the. gungster
type and, a2 Wr. Cordoem explained 1%, net in wgy'cobom

with the leeahiding msrebaxt sad vegstabls-growing Japemeee Amerisan.
They are irvelved in subrversive activitise acd take part in » switehs,

ing of the story te Panwm with a “sope and rebbers” finale flie
vengeance overtaking tham, Of course the Loy mests rirl thewe e
sarried throughoute

ire Gordon smaid that thw eriginal plan Cor the story plet
had chzngzed, tut he wished ta asswre us that there was no imtent
in the final piesure to hold the Jepanese Amsrieans wp %0 seern.
I t0ld him that I had no auwthority or right to dietats any themes
of motica pletures, but that I would like to hawe him and his
sorint writers 'mow about $ome of the thin~s imerioeans of Jasanese
ansestry were doling for the war, 1 poissed out the number of men
slready in the sarvice, the =umbar of Purple Tearts recsived in
Itely by the 100th Badtelion as repertad by the ‘ssocinted Press,
the 135 merbera of the “ar Naothers Cludb at Jercmwe amd the many
patriotic snd roiustien eomtridutioss in the ~myps. I left
with hip &« few pisess of ewr liversture on theew mmtiers rud ssked
that they be referred tc ils ecript wridters for brekzround.

while I wae civen sssuranees Shwt there would be naothing
of racisl ~atnpenism 4~ Lhe pleture, I was ncs fully satisfled
that such weuld be the cagse. It is obviows, hewsver, that what
~izkt have bean a vore dad situetion has buen changed by Fidlerts
open oriticism, but still further chamges ~ould de meds .
with further revresemtations. This woulc nscescitate »hat we
already in Los ingeles amd that is & zood renorts offiger
who can keen wo to date with these matters,

Becauss of other luties I bad in Sar *“rensiseo, I could
not spend more than twe deys in les Angeles and Hollyweed which,
by the my, 1s & city of mgnificent disksnoces, and thersfore
sould net malcs many other somsacts I should have msde, Per
instanse, Prant Capra i3 wempiling & pleture at Ps, Hsl 2eseh,
as they call ik, shewing signal eerps plstures of the l00th
Battalion landing iz Italy. The seenes disclose many of She
nisei being killsd ss they zhepped ashere. This is part of &
series called "This Iy Ameriea™-ahich Capra is deing.

Wrs. Iaplas of the imeriess Prindipdic/end Fuir Play
Comsdttes in tho Southland Das & lwncheon plamned for June 20
st wvhich Hebert Gerdon iproml is te talk, but she meeds plimty
of belp, even if indireet kelp.
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Tader the date of Jume 13 & letter has been semt to sut-
stending Catholies in los ingeles Yy Daniel G. Marshall calling for
the establisiment of & (atholic imter-racial souncil in Los Angeles
ot & preliminary meeting to be held Tednmaday svenring, June 21, at
the eoffiees of the “Tidings”, Cathelic weekly newspapsr. I will
have a renert on this from a pervanal frisad Ao will sttond the
meting, This, of course, has been spwred by Auxiliery 3ishop
Josaph T. Xojusken of Los -ageles Catholic Tiocese. I wme enalosing
& copy of the lotter sent out by dr. ¥arshall,

There are these bright szoka in the »isture, but we etill
nsed hely to nput thew to their fullest wme. I talked te meny people
irn meay walke of life in Los ngeles and I found thers is ocon=
sidsreble srtile sroumd for sur overwell orerram.

I told !'r. lordon of our film, i Challeare to lemocrrey”,
and he sur-ested thet wo find the oroper armrosech o ¥arry “arnor
of "mrasr Spothwra and it wmuld be nosaible ©n nrusent that aicture
in manyr theatres.

Attornevs in the Southlund arn still rmitine “cr an interpre-
tztior of the evmeustion order, stating thai Lt ig «un o' tho ~ost
mrreiiviae prosedures of Americar juris-rualercos

ell, taatte the report.

Cineeroy e,

Pat 7rayne
Informution Specialist

ingloawe
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GK. OFFICE OF WAR INFORMATION
PL Los Angeles Overssas Bureau
WR Motion Picture Division 7
EB <, > -
Wash FRATURE SCRIPT REVIEW T/A:Zb’? $r
File o
Extra =
Title: BETRAYAL FRQM TEE RBAST Est. Grade of Picture: B
. “r
Studio: RED Producer: EHermen Schlom /{Q

Writers: - Sereenplay by Zenneth Gamet, from the Novel BETRAYAL FROM THE EAST
Stars (Tentative): Bonita Graaville
Date & Stage of Soript: 127-pege Estimating Seript dated June 22, 1944

Classification: Major: II C 2 (Enemy Within - Japanese Bspiomege in
U.S.) Melodrema

Read by: Rleanor Berneis ‘ Tune 29, 1944

Gene Kern June 30, 1944
Reviewed by: Eleanor Berneis June 30, 1944
Backstopped by: Gene EKsrn July 1, 1944

SYNCPSIS: An American civilian helps Army Intelligence smash a Japansse
plot of sebotage from Seattle to Panama.

IN ORUER TO PROTECT THE STUDIO, FIEASE EREP THIS STORY PLOT CONFIDENTIAL.

" Jack Marsden, an American newspaperman in Tokyo, confides to Hildebrand,

his editor, that he has uncoversd a Japanese plot of espionage and sabotage
to cripple: American defenses from Seattles to San Diego im ome simultaneocus
blow when war cames. Because there is no other sure way of getiing the
information out of Japen with secrecy, Marsden boerds a liner to take it

out himself. XEn route, Marsden is pushed overboard, and back in Tokyo
Hildebrand is pushed out of a high window., When the shkip arrives in Sen
Francisco, Tanni, thes cabin-boy, reports to the Japanese Consul es a high-
ranking Jepanese officer, Lieutenant-Commander Miyazaki. Tanni is also a
special language student at Stanford, where he is the students' favorite
cheer-lesder. In order to complete the Japanese plan for sabotage, Kono,
one of Tanni's assistants, contacts an easy-money American named Eddie
Clark. Always glad to pick up extra money, Eddis agrees to do whatever

the Japs ask, until he learns they want a plan of the defenses of the Panama
Canal and realizes this is a serious matter. Although watched constantly
by the Japanese, he succeeds in contacting Army Intelligence. They kmow of
every step he has made, as they have had him under surveillance through a
girl Secret Service agent nemed Sus Dennison. They ask Eddie to fall in
with the Jepanese plans and promise they will keep watching him. The ’
Japanese discover that Sue is an agent and order Bddie to bring her to them,
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Page 2.
BETRAYAL FROM THE EAST (RKD) ‘ July 1, 1944

SYNCPSIS (Continued):

showing him how a Japansse named Onaya, also employed by the American Secret
Service, has been caught and is being tortursd. Under the watchful eyes of
the Japansss, Eddis takes Sue toc a football gome and tells her what has
happened. When they go out on the stieet, Sue is run over and killed. Ths
Jepaness taim Rddie to Panama, where he woris with Army Intelligencs in
¢btaining bonaride but obsolets plans of the Canal’s defenses. BHe finds
Sue there, disguised as a blonde Finn and doing counter-espionage work.

She expleins that the "accident™ when she wes apparently killed was framed:
by the Secret Service to fool the Japanese. A plan to have Eddie killed by
two German-Amsricans before he leaves Pansma is foiled by the Army, dut Sus,
learns of the substitute plan and savew Eddis. For this, she is killed by
ths Germans in the steeam room of & beauty pariar. Back in the States,

Eddie is talen to a Japansse liner docked in San Francisco Bay, where he
delivers the plans for the Cansl. Realizing now that Tamni, the cabin-boy,
i3 Teally the leader of the espionsge gang, Eddie searches Tanni's cabin.
Caught in the act by Tanni, Bddie fights to kill Tanni after the Jepansse
tells him about Sue's murder. The liner has already left the dock and is
moving out of the Bay. Eddie knocks out Tanni apd then collapses. When he.
regains consciousness, he finds that Ammy Intelligence has hoarded the ship
and is taking 1t back to the dock. Tanni will not live. Captain Bates, of
the Army, foresees that America must duild a fighting machine of overwhelm-
ing strength, because there can be no compromise with the Japanese enemy,
only death.

RECOMMENDATION: Dated just prior to Pearl Harbor, BETRAYAL FROM THE RAST
uses Japanese espionage and U.S. Armmy counter-espionage
as the frame-work for chesp melodrama. Consultation with the San Francisco.
office on this story resulted in advice to us that OWI raises no objection
to this screen presentation of a wide-sprsad Japanese sabotage plot to
cripple the West Coast prior to Pearl Harbor, or the presentation of a loyal
Japanese-American being tortured by Japanese spies in Los Angeles under the
circumstances of this story unless these points ars guestioned by the War

Department.

From the gtandpoint of this office, the attention of the studio should bde
drawn to the following points: ’

Page 52 - The refersnce to Japanese Ambassador Admiral Nomura as “a good
friend of the President” should be delsted fram the Newareel
Commentator's speech.

Page 100 - The line, "Fimns do not usually like Germans” would be better
deleted, in the light of the present Finnish situatioen.
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EETRAYAL FROM THE BAST (RED) July 1, 1944

RECOMMENDATION (Continued):

Pege 121 -~ Miyazaici's lins informing Bddie that the Japanese liner is “mak-
ing its last peacetime voyeage” would imply that Army Intelligence
had ‘information in advance that Japan would mais war against the
United States, and would be detter deleted.

Page 125 -~ Could Captain Bates' speech rsferring to Eddie’s fight with
Miyazaki be revised to elimingte the lins, "The way you took the
law into your own hands”? This would avoid the implication that
Eddie, a bonsfide Secret Service agent, acted illegally.

Page 127 - Captain Bates' lie, "Their way of life must be destroyed from
the sarth forever” seems contrary to United Nations poliey.
This could be corrected by substituting "Japanese militarism®
for "their way of life.* . .

This soript should of course be checked with the War Department, particularly
regarding the screen presentation of a pre-Pearl Harbor Japanese sabotage
plot to cripple the West Coast, and the presentation of an atrocity being
committed againat a loyal Jepanese in Los Angeles.
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Rash’
Extra

July 3, 1944

dr. W¥illism Goxdon.
Censorship Departaent
R0 Redio Fictures, Ins.
760 ilorth Gowsr Street

Hallyweod, California
Deer Bill:
I am retwrning herewith the seript of SETRAYAL FRGH TR EAST.

Inaszach as tals story presents U.S. nm\y Iatellizsnce trium-
phant over Japanese espionage, this office is cauteut to
follow whatever opinion is expressed by ths War Depertment oa
the portrayel of a widespread Jzpunese sshotage plot. to cripple
the West Coaat prior %o Psarl Hardor. The same applies %0 the
presentation of a Japanese atroei{ty commaitted on a loyal
Japansse-american in Los Angeles. I am sssuming thet you are
in contact with the 7ar Uepartmeat on hoth of these questions,
since their approval of ths seript is definitsly =dvisabls.

Prom the standpoint of psychologicsl warfars, I would like to
offer severnl suggestions for your songiderztion:

Viyszakl's line informing Zddie that the Japanese liner is
"anking its last pescetime voyage"” (page 1l21) implies that Army
Intellicence hsd specific information on when to expect a
Japaness attack. This would negete the surprise element of the
atad in the bask at Pearl Harbor. Counld this line be delsted?

In our opinion. Ceptain Sates'’ expreesion of %the Japaness -
*Their way of life muat be destroyed from the sarth forever” -
{page 127) is contrary to United Nations war aims. %hat do you
think shout subetituting "Japanese militarism” or its equiva-
lent for the phrase "their wey of life"?

The refersnce to Jupaness Ambussador ~dmiral Homura a8 a “good
friend of the Fresidamt” (page 53) is open to misinterprstation
abroad .



¥r. Sordon . -

184

- July %5, 1944

Could Captain Cates' speech on paze 1238, ceforring to ddis's
fight with ¥iyazaki, nse revised to eliminete the lins, "The
way you toolit the law iato your own handa®? TIais would avoid
the implication thet %ddie, in behslf of .ury Intellicencse,
acted illesally.

In tbe lizht of the present ¥innishk zituction, the line "Finns
do not csually like Cermans” (page 100) uppeuring in az
seericen-made £41lm esould be misunderstood by zudiencsa ebroad.

Thank you for dending us the seript.

5incerely,

wens ierm,
Liaison ufficer

Znel: ‘eript
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OFFICE OF WAR INFORMATION
WASHINGTON

Aug. 1

Dave: 2
Would you read over the enclosed. WRA
appuarently has, through the Hays office and
- direftly with RKO, obtzined some modificaticn
to eiiminate prejudice against loyal Japanese-
Americans. Now they ask if we can do more,
elong the lines indicated.

I think Jap-haiting, as directed against
these loyal ones, is very bad, and if you can
ask Taylor Mills to look into this, it might

do some good.
g /

, / -
T et
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Wl STy
PARAMIQUNT PICTURES INC,

TIMES SQUARE NEW YORK
CHICKERING 4-7040 CABLE AGGRESS FAMALMN
STANTON GRIFFIS 5451 Marathon Street
CHAIRMAN, EXECUTIVE COMMITTEE Los A.ngeles 38, California

August 1l, 1944

-

Mr. VYavid Frederick
Director of War Programs
Domestic Branch

Office of Viar Information
Washington, D. C.

My dear kr. Frederick:

Mr. Mills handed me the material and your letter in reference to
the RKO picture "Betrayal From The East®, which I am returning to
you herewith,

The Overseas Branch of OWI in Hollywood, vhich has a large staff
out here, are apparently specifically charged with the responsi-
bilities of handling situations of this sort. Of course nelther
Branch has powers of censorship, but it has been represented to
the industry that the purpose of the Overseas and here is to
recommend changes in scripts so that ideas of the Government and
the State Department as to relations to other countries and races
may be carried out.

The moment that the Domestic Branch steps over the line and begins
to make suggestions to the companies on matters which they defi-
nitely understand come under the functions of the Overseas Branch,
the whole structure is weakened and adds to the general confusion.
Accordingly I do not feel that elther Mills or I should get into
this situation and that it should be referred to the Overseas
Branche )

Taylor Mills has been out here for ten days and has done a great
jobe We have a lot of things in the works and I think that all
hands will be happy about the forthcoming program.
With best personal regardse.
Sincerely yours,
[, T, %S&;—o

Stanton Griffis H‘P

SG:mb
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Los Angeles Overseas Burean
616 Taft Building
Hollywond, California

Sep_tember 11, 1944

Mr. Herb Little -
Office of War Information

Boom 3456 Social Security Bldg.
Washington,D. C.

Dear Mr. Little:

1 am returning the correspondence you gave me
in Washington regarding BETRAYAL FROM THE EXST. ¥

Here is what has happened from our end since
our conversation: We obtained the final shooting script from the
atudio and read it., Subsequently, Mr. Frayne called me from San
Francisco 2nd we discussed it over the phone. A lot of the things
he thought were in the script were not included and I told him so.
1 did suggest that either he or another WBA official should contact
the studio end ask to read a shooting script. Hs assured me that
Mr. O'Day was coming to Los Angeles and would contact me. I have
not seen Mr, O'Day and in a subsequent conversation with the
studio, learned that he had now shown up there, The studio as-
sured me that it was very symvathetic to the WRA problem and that
it thought it had eatisfied Mr. Frayne in a previous discussion
with him,

¥e you realize, we are in a rather peruliar
position in matters of this sort, since the WRA problem is basi-
cally a domestic one and by order we are omly concerned with over-
seas reaction. We are happy at any time to act as liaison bDetween
other sgencies and the studios, and dus to cur friendly relations
frequently can open doors for them that they might have trouble
crasning otherwise,

Officially, however, we cannot be concerned with
the domestic problem. After my conversations with Frayne, I do
feel that he had obtained a lot of information from the book and

217



218

from a news broadcast out here which was not used by the studle in
preparing the script. I won't say that the script is now completsly
harmless from the WRA point of view as I am not thoroughly familiar
with their problem, However, [ feel that we have gone as tar with
this matter as we can. If Q'Day does show up at the office here, I
know I can arrange a conference for him with the proper represeatatives
at the studio to clear up any doubts which may be in his mind.

It was a pleasure to meet you in Washington and
if we can ever be of any servics, please call on me,

Sincerely,

William S. Cunningham
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EB '~ _OFFICE OF WAR INFORMATION

Wa_ah ‘Los. Angeles. Overseas Burean A

giirl : Motion Picture Division = :

e_ . - A .
‘ FEATURE VIEFING : *-55_1 x

Title: BETRAYAL FROM THE EAST . Rel. Studio: R < O~ QA
Type: Mslodrmv Est. Gr. of Ple: A RN
Locale: U S., Pama and Japen, wartime |
Poaitive Propagands Content. Entertainment : E-:-
Negativo Propaganda Gontent. None . b ] Q
Li0B Classifiocation: 4 ,

Prodwer: Hérman Schlom . Producing Studio: RED

Stars: Les Tracy, Naney Kalley ) )
Uritars: Scr‘egnpl& fy Kennsth. Gamet, .from the Hovel HETRAYAL FROM THE EAST.. ‘1

Type.Print: Releese Running Time: - 85°Mine  Ralease Date; Not Set-.
s'eag"i:y:’_- Gets Kern - ' Date: December 15, 1944

- m.emr Bernais . : December'ls, 1944
Reviewsd.. by E].eanor‘ Berneis. . Dacmber 16, 1944

MGPBIS' A:r ‘American-civilian: helg_s_ A:mg; Intall 1gence smash. a J'ananeae aabotagg
plot %o cri 1e:the- Wost Goast. .

(Ior rull synogsia.. soe Script Rsview dated 6/30/44)

MMENDA'I‘IGN' Tho screenplay of ‘EETRAYAL FEOM THE. RAST was reviewed by this: -
v office June: 30; 1944. -Inasmuch as this" story presented Te: i
Arny Intelligence triomphant over: Japanese ' eapionage, this office was contenmt to-
follow whatever opinion would be given the studio by the War Department on the -
portrayal of'a widespreed-Japanese sabotage Dplot to eripple the West Coest priar
t0. Pearl Harbor. The same applied to the presemtation of a Japanese atrocity com-
mitted on a loyal Japanese-American in Los Angeles. The studio was advised that -
several dialogne lines were' questionable for overseas (see Script Review- for these:

lines).

i

All the” dialogue 1ines queetionad by this office were eliminatad. -The film comes- .
throngh as an- ezciting melodrama with good prodncfion qality and raises no specific
overseas problems. Bovrover. because of the subject matter, it is not especially
recommended for distribution in livérated areas at this t:l.ma.



Oz’ﬁcé Memorandum -

Bill Cunningham

TO

FROM

o

Gene Kern

SUBJECT: BETRAYAL FROM THE EAST - RED

We have rsad Drew Pearson's speeches which ars deing
attached to the -RKD film EETRAYAL FROM THE EAST in
prologue and epilogus form. We questionsd the advis-
ability of the refersnce, to Hirohito, which implies

" that he was equally responsible with the Japanese

militarists for the war: "It begins early in the
year 1941 his Imperial Majesty Emperor Hirohito chose
to deaignate his reign as 'Showa!. 'Showa' meaning
'radiant peace.’ But the promises of the Emperor
and his warlords belied their meaning."

I discussed this point with Bill Gordon who expressed
agrsement on the potential implied violation of govern~-
ment policy:in this refersace. Mr. Gordon suggested
thaty if OWI yd.lho’d to distribute BETRAYAL FRQM THE RAST
in certain: liberated areas and found it objectionable
in part, he would be glad to delete Pearson's speeches
in their entirety-from the prints.

UNITED STATES GOVERNMENT

DATE: January 20, 1945
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Synopals:

“Amyrivan newspaper zen in Japam discover ihe

| existance of a Yapamese~directed, Nisei ezeouted

sspionage ring on the U,3. West Comst. Trying to
warn our government, they are mysteriously killed,
Then, the Japansse in CaliZf approach-a
Yroke Amsricen vaudevillian, forser Pfrivate
Dick Carter whoa they are trying to ride inte
getting then the urgently needed plans af the Ca-
nal Zonse Carser sees through them, informe G2
and with their Backing, caontimues. He aceomplishes
his "mission” in Panana, delivering outdased plans
to the Japaness who now 3Ty to 2t rid of the nan
who knows t00 muche A ghrlespy with whom he has
Just fallenm in love, once saves is life But is finw
ally shown torjured to death for his esaspe. 3e@
saught by the {apansse, Carter kills all the lmport

; ant spies in s clone fight whioh costs him his own

11fe.

: Gon-ntn-

T™his f1imey, trite spy story, interwoven with
an unconvincing romance, vith greaily overplayed
Japansse, removes all seeming reality an introe
dustion and epilogue by Drew Pearson oay lend the
pleture,

The F¥isei, with ome Jap~tortured excophion, are
shown disloyal to the U,S,, & topic which does not
seen tarticularly useful %o meation,

Qeouments:
ML,

Hareh 6, 1945

Decision

i e e i ——
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1#0TI0H PICTURE CLEAHANCE

g

AR BAST

g

Date March 13, 1948

To: Arnold M, Picksr
Froms: Joseph Hendler

Titls Betraysl from the East (3x0) —

Decicion  Umsuitable

A vt

Ragionss

1. Philippines gz

2. China x

3s Thailand <

4, Jspan z

S. EKores x
other:

6o, French Indo-China
7. Burma
8. Melaye

9. Ipdonesis

Comment:  yeyee third-rate melodrama of

Japanese espiomsge and 1s liksly to arouse
suspicion of foreigners in mrd.

¢c; Don Brown )
Helens Centarells (2 copies)
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YEMORAND UM

TO:
FROM:
SUBJECT:

RKO have asked us to subnit for raconsideration the feature,

April 3, 1945

Ur. Joseph FAandler
Arnold M. Picker
BETRAYAL FROM THE EAST - RKO

BETRATAL FROM THE EAST.

In view of the limited number of films dealing with this aspect

of the war, may we have your final recommendation.

In the event your original decision is re-affirmed, we should

appreciats having in detail the reasnns w:ich prompted your

decision.

HPC :er

cc: Mrs. M, E, Allen
Secretary, New York Review Board

cc: I, Cunningham
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April 7, 1945
Msmorandunm
To: Y, Arnold 1. Picker

From: Long Range
Subject: BETRAYAL FROM THE EAST - RKO (your memo of 4/3/45)

We have reconsidered cur original decision and now
make this picture suitable but not recommended because it is a
flimsy, trite spy story, interwoven with an unconvincing romance,
with greatly overplayed Japanese, removes all seeming reality an
intreduction and epilogue by Drew Pearson may lend the picture.

cc Helen Cantarella
cc:  Mr, Cumningham
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25 West 45th Street
New York, New York

April 9, 1945

Mr. Vladimir Lissim
RKO Radio Picturss Inc.
1270 Sixth Avenue

New York, New York

RE: BETRAYAL FROL THE EAST
Dear Vladimir:

This refers to your lstter of larch 22md.

We wish to advise you that while thare is na objestion to
the preparation of this picture for France, we cannot recommend
itz early use in that Territory.

Since tha number of {ilms this office can ship abroad for
early showing in liberated areas is necessarily limited, ONI

feels that it must recommend only those which best fit in
with the information program of the United States Govermment.

Sincerely yowrs,

ARNOID M. PICKER

Yotion Picture Bursan

Overseas Branch
HPC:ier

ce: Yr. Cumminglam
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