Artists and wartime politics: Natori Yonosuke -
a Japanese Riefenstahl?*

ANDREA GERMER

Abstract

Introducing the techniques of the photojournalism of Weimar Germany
to Japan at the beginning of the 1930s, photographer Natori Yonosuke
(1910—1962) can be called the godfather of photojournalism in Japan.
After relocating from Germany to Japan in 1933, his activities until the
end of World War Il included producing the illustrated propaganda
magazine NIPPON (1934—1944), which was geared toward foreign au-
diences, and publishing a number of other propaganda magazines in
occupied East and South East Asia. This paper traces Natori’s personal
and business connections in Weimar Germany — in particular with his
Jewish colleagues and friends, and their critical political situation after
the Nazis’ rise to power — and juxtaposes these with Natori’s contribu-
tions to the Nazi press, his engagement in cultural exchange between
Japan and Germany, and his recommendations of Nazi visual propa-
ganda strategies for Japan in the 1930s. Drawing attention to the transna-
tional and transcultural dimensions of Natori’s wartime politics, this pa-
per argues that his agency needs to be approached not only in terms of
Japanese but also of German wartime responsibility. Taking up the
theme of Leni Riefenstahl, a major artist engaged in propaganda pro-
duction for the Nazi regime, who — like Natori — had been aesthetically
influenced by the Weimar avant-garde, this article also discusses compar-
ative aspects of artists’ wartime politics and their accountability in the
post-war period.
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Riefenstahl; wartime responsibility.
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1. Introduction

The ongoing discussion about whether such a thing as fascist aesthetics
exists, and if so how it can be defined, was spurred by Susan Sontag’s
seminal article on “Fascinating fascism” (1975) in which actor, director,
and photographer Leni Riefenstahl (1902—2003) serves as an example
of such an aesthetic — an aesthetic informed by a fascist worldview
that flowed through each phase and genre of her oeuvre like an under-
current.! In her article, Sontag also elaborated on the problem of art-
ists” political agency in the production of art within fascist or ultrana-
tionalist regimes; that is, the issues of agency and responsibility that
Hannah Arendt examined in her controversial book Eichmann in Jeru-
salem (2006 [1963]) and in her philosophical writings (2003). Although
Arendt did not particularly focus on aesthetics, her refutation of the
apologetic trope of actors/collaborators as “cogs” in wartime state ma-
chinery (2003: 30) also provides the basis for discussing the question of
artists” agency and responsibility. This paper examines the question of
artists” wartime politics mainly through discussion of the writings of
Natori Yonosuke (1910—1962), a Japanese photographer, art director,
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and editor of various magazines, who — like Riefenstahl — had his
professional roots in Weimar Germany, and became a prolific creator
of propaganda during the Fifteen-Year War in Japan.?

A detailed list of characteristics that define propaganda is provided
by Thymian Bussemer (2008: 33—34) in his study on the scientific theo-
ries of propaganda. Bussemer defines propaganda as the media-led for-
mation of opinions and attitudes in social or political groups via sym-
bolic communication to create a public sphere for the benefit of
particular interests. Complementarily, propaganda also features exag-
gerated or inflated self-images and deprecatory images of the “other”,
and subordinates truth to the instrumental criterion of efficiency, at-
tempting to naturalize its messages and appeals for action (see Busse-
mer 2008: 33). As symbolic communication, propaganda works through
language and visuals. Photography used in propaganda production
raises the problem of “photographic truth”, that is, the connection of
photography to its referents, the photographed objects. However, a
photograph is “as much an interpretation of the world as paintings and
drawings are” (Sontag 1979: 7) because it is at once polysemous and
“a message without a code” (Barthes 1977: 19). It is encoded with
meaning via its framing technique, accompanying text, the political af-
filiation of the publication in which it appears — that is, the “channel
of transmission” (1977: 15) — the situational context in which it is pre-
sented, and last but not least by the contingent experiences of the
viewer. Thus, a photograph may be “true” and nonfalsified but its mes-
sage is to a great extent coded by its context which — in propaganda —
is subordinated clearly to specific political interests.

Thus defined, Natori’s various activities after leaving Germany and
relocating to Japan in 1933 until the end of World War II present a
clear case of symbolic communication for propaganda purposes. These
activities included producing the illustrated magazine NIPPON from
1934 until 1944, publishing photographs and albums on Japan, and de-
veloping his workshop Nippon Kobo into a limited company with
branches in occupied East and South East Asia with the aim of publish-
ing a number of propaganda magazines financed mainly by the Impe-
rial Army and the semi-governmental Kokusai Bunka Shinkokai (‘So-
ciety for international cultural relations’), hereafter referred to as the
KBS. After the war, until his death in 1962, Natori continued his career,
as publisher of the illustrated magazine Shitkan San Nyisu (‘Weekly
Sun News’), as lead editor of the 286 volumes of Iwanami Shashin
Bunko, as an award-winning photographer in 1953 and 1954, and as an
influential photography critic.?

The question of artists’ political agency in wartime and recognition
of wartime responsibility invite comparison between Natori and his
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contemporary, Riefenstahl, who was closely associated with the highest
echelons of the Nazi leadership. However, while Riefenstahl was a
well-known artist using the cutting-edge audiovisual media of her time,
Natori and his work as a photographer, publisher, and designer (of
magazines he had edited and created since 1934) was barely known to
a wider public in wartime Japan. Both Riefenstahl and Natori worked
in the field of visuals, and although the media they primarily used were
different (Riefenstahl would gain a reputation as a photographer only
after the war), they shared a debt to the Weimar avant-garde, in terms
of visual culture, and a perfectionist zeal for rendering politics aesthetic
(Benjamin 1968 [1934]: 241—242) and advancing the hegemonic usurp-
ing of power by authoritarian regimes in their respective countries dur-
ing the growing militarism and totalitarianism from the 1930s until the
end of World War II.

Instead of engaging in a theoretical discussion on Natori’s and Rie-
fenstahl’s aesthetics or attempting to outline the inherent “fascism” of
their artworks, this paper is concerned rather with the propagandistic
“channels of transmission” in Nazi Germany and wartime Japan
through which Natori published his works, and the ways in which he
responded to and helped proliferate the “culture of fascism” (Tansman
2009) in interwar and wartime Japan. In reflecting upon Natori’s Ger-
man connections, this paper draws comparisons with Riefenstahl,* serv-
ing as an example of the complex and contested ways of coming to
terms with the past. While Natori’s agency in China and the question
of wartime responsibility has already been discussed (Germer 2011)
from a transnational and transcultural perspective, this paper focuses
on his manifold German connections and professional activities. These
ranged from Natori’s friendship and cooperation with several Jewish
colleagues of photojournalism, to the conceptual organization of cul-
tural exchange between Japan and Nazi Germany on behalf of the
KBS, photography for Nazi propaganda in Germany in the 1930s, as
well as recommending Nazi visual propaganda strategies for Japan.
This paper argues that Natori’s agency needs to be approached not
only in terms of Japanese but also of German wartime responsibility.

2. The beginning of a career at the end of Weimar Germany

In the book Shashin no yomikata (‘How to Read Photographs’), a com-
pilation of Natori’s writings published posthumously in 1963, Natori
called himself a furyo shonen (i.e., ‘a bad student’) who was not admit-
ted directly to post-secondary education and told to repeat the fifth
year of middle school. But his parents suggested he study abroad in-
stead (Natori 2004 [1962]: 98) and so he moved, together with his
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mother, to Berlin in 1928 to study German. At that time, from the mid-
1920s to the early 1930s, Berlin was a center for Japanese scholars and
students in Europe, while Japanese artists generally preferred to study
in Paris (Kato 2006: 126). But when Natori, who had had plans to
become an actor and, later, a painter, realized that he was not talented
enough for either, he decided to study design at an arts and crafts
school in Munich from 1929. At the time, the Bauhaus aesthetic of
rational design was gaining prominence in crafts and industrial design
and thus deeply influenced Natori’s aesthetics. Soon he was employed
as a designer at the weaving workshop of Siegmund von Weech (1888—
1982), who was known not only for his weaving designs but also for
designing stamps, coins, seals, and flags. Natori (2004 [1962]: 101) noted
that what he later applied in his own company, Nippon Kobo, in terms
of layout and design, he had learned from his boss and friend. Von
Weech seems to have been a role model for Natori in other ways, too,
as von Weech is also known for one of the various designs of the
Reichsadler, the national symbol of the Weimar Republic, as well as
official prototypes for the seals of the National Socialist bureaucracy
and the eagle in the seal of the Federal Republic of Germany (Funke
2009: Ch. 1.2). In sum, von Weech'’s career serves as an example of the
continuity of artistic production in the course and service of very differ-
ent political regimes of pre-war, wartime, and post-war Germany.

Another friend of Natori’s was Herman Landshoff (1905—1986),
who was to become a famous fashion photographer in Paris and New
York, and who Natori himself (2004 [1962]: 101) identified as the major
influence in turning his interest to photography. At the time, Landshoff
oversaw the layout at the Miinchner Illustrierte Presse (MIP), but being
Jewish he later had to flee to Paris when Hitler seized power, and then
on to the United States in 1941.5 Natori, together with his partner Erna
Mecklenburg (1901—1979),° whom he had met in Munich in 1930 while
she was working at a publishing firm, frequented Landshoff’s house,
where they learned how to use a dark room, and both of them formed
the idea that they could make a living as photographers.

Germany at the time was a pioneer in the publications of so-called
illustrated magazines, with publication numbers of several hundred
thousand. Freelance photographers or their agents sold photographs to
newspapers and magazines. The latest German-made compact cameras
from Ermanox and Leica were light, easy to handle, and were capable
of taking high-quality pictures, and thus greatly facilitated the emer-
gence of photojournalism.” Natori equipped himself with the latest
compact camera model, a 35-mm Leica, and, after an unsuccessful first
attempt, sold a photo story by Erna Mecklenburg to the weekly MIP
for 500 Marks (Natori 2004 [1962]: 102—103), the equivalent of one
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month’s salary. It was Landshoff who had introduced Natori to the
editor-in-chief of the MIP, Stefan Lorant (1901—1997), another Jewish
intellectual who had played a leading role in developing photojournal-
ism among the photographers and editors of the German-language
press since the late 1920s (Hallett 2005; Kerbs et al. 1983). After Lorant
was imprisoned by the Nazis for six and a half months in 1933 (Lorant
1939 [1935]), he fled to London in 1934, where he later published the
weekly Picture Post magazine.®

Affiliated with the MIP, it became possible for Natori and Mecklen-
burg to realize their dream of working together in photojournalism,
with Mecklenburg closely cooperating and writing the German cap-
tions. Subsequently, Natori moved to the Berliner Illustrirte Zeitung
[sic!] (BIZ) published by Jewish-owned Ullstein Press, the biggest mag-
azine and news publisher in Germany, with the greatest circulation
numbers in Europe at the time.” The director of Ullstein Press, Kurt
Szafranski, hired Natori as a contract photographer in November 1931.
Just two months earlier, on 19 September 1931, the Kwantung Army
had invaded Manchuria and interest in the topic of Japan surged in the
Western media. In February 1932, Natori, then aged just 22, was sent
to Japan by Szafranski to provide extensive photo coverage of the
country. Kurt Szafranski and Kurt Korff (1876—1938), editor-in-chief
of BIZ from 1905 to 1933, were both German Jews who would later
become refugees in the United States. In 1936, Szafranski co-founded
Black Star, a photo agency that would supply much material for the
American photo magazine LIFE (Kishi 1974: 25—26). In its planning
stages, LIFE was shaped by the guiding expertise of Kurt Korff and his
efforts to have Jewish refugees of the German photographic profession
employed for the new magazine (Baughman 1987: 87).1° In his book
Shashin no yomikata, Natori (2004 [1962]: 21) declared that ‘Hitler
created LIFE’ (Hitora “Raifu” o tsukuru), meaning immigrant Jews
from Germany were a major factor in the creation of the magazine. It
is important to note that Natori was working for and with those people
in Germany who were pivotal in the development of photojournalism,
including Szafranski, Korff, and Lorant, whose dynamic style of photo
essays would become models of the genre in France, England, and the
United States in the 1930s. Natori also mentioned his acquaintance
with other Jewish photographers affiliated with Ullstein, such as Erich
Salomon (1886—1944),!! one of the most famous press photographers
of the time, who was later murdered in Auschwitz, and Martin Munk-
dcsi (1896—1963),'2 who published fashion photography in the maga-
zine Die Dame (‘The Lady’) and immigrated to the United States in
1934 (Natori 2004 [1962]: 127—128).



Artists and wartime politics 27

When sent to Japan by Ullstein Press in 1932 on a three-month as-
signment, Natori took approximately 7,000 photos on 30 themes. The
photographs were used by Ullstein and distributed worldwide through
Berlin-based Mauritius Schonbildverlag (Natori 2004 [1962]: 118—120),
a photo agency whose Jewish owner, Ernst Mayer, was forced to emi-
grate and went on to found Black Star in 1936. The fate of his company
is indicative of the segregation, successive exclusion, and expropriation
of Jewish agents and photojournalists from German journalism from
the beginning of Nazi rule (Sachsse 2000).

After returning from Japan to Berlin, Natori was sent to Asia again,
this time to cover the Kwantung Army between February and May
1933. While he was in Japan for a break, Ullstein informed him that it
had become impossible for German media to employ “non-Aryan”
staff, but they offered to retain his affiliation as a foreign correspond-
ent. Since the Nazis had come to power, the regime of terror targeted
journalists and photojournalists. A number of Jewish-owned photo
agencies changed owners even before October 1933, when the new
Editor’s Law (Schriftleitergesetz) drafted by Joseph Goebbels was
passed, stipulating in Paragraph 5.3 that only those “who are of Aryan
decent, and are not married to a person of non-Aryan descent” were
allowed to work as journalists. This law came into effect on 1 January
1934.13 Financially independent, Natori declined Ullstein’s offer to be-
come a foreign correspondent and instead decided to establish his own
business in Japan. Seemingly a victim of the racist policies of the Nazi
regime, Natori would later become a beneficiary of the expulsion of
Jewish photojournalist colleagues when he returned to Germany in
1936 to cover the Berlin Olympics. As Rolf Sachsse (2000: 272) pointed
out, the persecution and exclusion of Jewish photojournalists marked
the beginning of the rise of a number of non-Jewish photographers who
filled the void that was created. The specific terminology of the final
draft of the Nuremberg Race Laws of 1935 had partially been in re-
sponse to concerns raised by the German Foreign Office and to pro-
tests from Japanese government representatives who had warned of
negative consequences for German—Japanese relations should anti-
Japanese discrimination be part of the new legislation.!'* When the in-
determinate term “non-Aryan” in the Race Laws was exchanged for
the specific term “Jewish”, it allowed the cooperation of non-Jewish,
Japanese, and other photographers to be solicited — that is, photogra-
phers who later profited from the exodus of Jewish members of the
profession.

At first, however, Natori stayed in Japan, and in 1933 founded the
photography and graphic design workshop Nippon Kobo (‘Japan work-
shop’) together with photographer Kimura Thei (1901—-1974), designer
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Hara Hiromu (1903—1986), photo and art critic Ina Nobuo (1898—
1978), and producer and actor Okada S6z0 (1903—1983; stage name:
Yamanouchi Hikaru). Natori was ardent in his wish to introduce photo-
journalism to Japan, convinced that “photos could tell a story like the
pen, or even better than the pen, and could express thoughts” (Natori
2004 [1962]: 132). These were ideas that had originally been developed
by Szafranski, Korff, Lorant, and others. The Japanese term hodo
shashin was Ina Nobuo’s and Natori’s direct translation of the German
word Reportage-Photo (Iijima 2005: 44). In March 1934, Nippon
Kobo’s second exhibition opened at Kinokuniya at Ginza, an exhibi-
tion in which the group successfully introduced photojournalism to Ja-
pan. Nevertheless, the group disbanded within a year (Natori 2004
[1962]: 137), with Natori and Mecklenburg going on to establish the
second Nippon Kobo. Natori’s background was certainly helpful in the
establishment of both the first and second Nippon Kobo: His family
had been part of Japan’s financial and business elite since the Meiji
period. His father, Natori Wasaku (1872—-1959), was both founder of
the insurance company Teikoku Seimei and a former executive of the
textile company Kanebo, and it had been his father’s business contacts
in Germany that had led Natori to choose it as a country in which to
study. Moreover, Natori’s mother was the daughter of Asabuki Eiji
(1849—-1918), a leading figure in the Mitsui Conglomerate during the
Meiji and Taisho periods. All these company names would appear fre-
quently in the advertising sections of NIPPON.

3. NIPPON and its German model

When Albert Theile visited Natori in Japan with a reference letter from
Ullstein,'> he brought with him the international magazine Die Bott-
cherstrasse. Internationale Zeitschrift,'® which he had edited in Bremen
from 1928 —1930. The magazine had been financed by the coffee indus-
trialist Ludwig Roselius (1874—1943), who, through worldwide sales of
his decaffeinated coffee, HAG, had become one of the wealthiest men
in Germany. Roselius had asserted the need for propaganda early on
and eagerly supported Hitler’s rise to power, but was nonetheless re-
buked by the dictator in 1936 (Schreiber 2006). Die Béttcherstrasse be-
came the model for Natori’s new project, the illustrated magazine NIP-
PON, which — published in English, German, French, and Spanish —
was geared toward foreign audiences to advertise modern Japan, its
culture, politics, and economic strength. A total of 41 issues of NIP-
PON were published between 1934 and 1944, including five Japanese
editions (NIPPON Fukkokuban 2005). Produced by a team at the sec-
ond Nippon Kobo, it was the product of Natori’s absolute guidance,
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aesthetic judgment, and perfectionist authority. It was a masterpiece in
its combination of modern photography, graphic design, and photojour-
nalism. As art director of state-of-the-art propaganda productions, Na-
tori is comparable to Riefenstahl, who acted as the directing authority
over a team that produced her infamous propaganda films. The context
for Natori’s magazine was Japan’s withdrawal from the League of Na-
tions and its ensuing international isolation that it sought to remedy.
As the war expanded in 1937 and 1941, the magazine further sought to
justify, illustrate, and propagate Japan’s expansionist policies.

Whereas most Japanese scholars and students who had studied in
Berlin around the turn of the 1930s harbored democratic ideals, and
some began to protest Japan’s expansionism in Manchuria or, like the
artist Yumeji Takehisa, helped Jews to flee from Germany (Kato 2006:
129—-132), Natori serves as a different example of the effects of the
German cosmopolitan experience. As editor, art director, photogra-
pher, and producer of his own magazine, he was recognized by the
Japanese government and military as an expert in state propaganda.
Soliciting support mainly from Kanebo, Natori had sought state sup-
port from the beginning. The KBS had been established in April 1934
as an extra-governmental organization affiliated with the Ministry of
Foreign Affairs. Their cooperation intensified when, after the begin-
ning of the Sino-Japanese War in 1937, Natori became an associate
(shokutaku) of the KBS, and production costs of his photo albums on
Japan were fully borne by the Ministry of Foreign Affairs (Gaimusho),
the Japanese Army and Navy (Rikukaigun), and the Information Com-
mittee (Joho linkai). There were even deliberations about making
NIPPON the official organ of the KBS. However, it was also suggested
that its propaganda value would be higher if the magazine continued
as it was, resulting in the decision being postponed indefinitely (Shiray-
ama 2005: 15).

Natori never mentioned his German wife, mentor, and co-worker in
his account of establishing Nippon Kobo, although — as many of his
staff and contemporaries attested — she was crucial to his artistic work.
Tijima Minoru (2005: 36, 39), editor of the first issue of NIPPON, wrote
that Erna Mecklenburg was “the one who discovered Natori’s talents
and was his closest collaborator, at times even leading him. In other
words, she was such an important person that she cannot be omitted
from any account on Natori”. Although a major force in the production
of NIPPON, her name never appeared in the list of the magazine’s
editorial staff. Perhaps Mecklenburg was simply another of those
women whose accomplishments (but also complicity) were “covered
up” by the darkness that their husbands shed on their contributions,
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but it may also have been that Natori deemed a foreign name unfitting
in a journal that should present a technologically modern but tradition-
ally pure Japan.

4. Engaging with spectacle in Nazi Germany: Olympics and crafts
exhibitions

In 1936, Natori and Mecklenburg returned to Germany to cover the
Olympic Games and tour the country. They subsequently travelled to
the United States, where they made a photographic tour of the country
for LIFE magazine. In Germany, they were probably also working on
the volume Grosses Japan ‘Great Japan® (Natori 1937), produced by a
German publisher in 1937. This volume, which collected photographs
of various aspects of Japan (some of which were also published in NIP-
PON), is seen as representative of Natori’s photography. A second edi-
tion came out in 1942 under the decidedly imperialist title Gross-Japan
‘Greater Japan’ (Natori 1942).

At the Berlin Olympics, the Nazi Party’s greatest international prop-
agandistic spectacle, Natori contributed photos to the Second Olympic
Special Edition of BIZ which by that time was firmly in Nazi hands.!”
As a “channel of transmission” for Nazi propaganda since 1934, BIZ
formed the political context and provided the signifying field of Na-
tori’s photography. His panoramic view of the Olympic sports arena in
Berlin (Figure 2) not only glorified Hitler in its caption, its relative
position within the Special Edition also indicates its propagandistic
value as it directly followed the first page which is a full-page photo-
graph showing Hitler and members of the Olympic Committee de-
scending the steps of the arena at the opening of the Games (Figure 1).

For the KBS, Natori and Mecklenburg networked and organized
Japanese shows at two exhibitions, hosted in Leipzig in March 1938
and in Berlin from May to July 1938. Even before German—Japanese
cultural relations were officially sealed by the German—Japanese Cul-
tural Agreement of 25 November 1938 and the establishment of the
Deutsch-Japanischer Kulturausschuf3 (‘German—Japanese culture com-
mittee’) on 3 April 1940,'8 Natori became the middleman between Nazi
artisans’ corporations and the KBS for the exhibition Japanische Ge-
brauchsgegenstinde (‘Japanese objects of everyday use’) in Leipzig.'’
According to Mecklenburg, Natori conceptualized the exhibition as a
“protest exhibition” that should counter the low image of Japanese
products by demonstrating the high quality and aesthetic design of
everyday objects and tools in Japan (cited in Shirayama 2005: 18). Con-
sidering the interwar move of German artisan associations to the radi-
cal right and to the Nazis (McKitrick 1996: 404—405, 1998: 470), as well
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Figure 1. Hitler and representatives of the Olympic Committee entering the Olympic
Stadium. To Hitler’s right, behind him, is Walther Funk, the State Secretary of the
Ministry of Propaganda.

Source: BIZ (1936: no page numbers).
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Figure 2. The panoramic view of the Olympic Stadium in Berlin (upper image) is
one of several photographs that Natori Yonosuke contributed to the Second Olympic
Special Edition of BIZ.

Source: BIZ (1936: no page numbers).

as the Blut und Boden (‘blood and soil’) ideology and anti-Semitism
that went hand in hand with the expulsion of Jewish members from all
crafts until they were eventually declared “free of Jews” (Sachsse 2000:
281) at the beginning of 1939, a Japanese exhibit in 1938 may have
protested its own low image; at the same time, however, it confirmed
and strengthened Nazi positions and policies. Natori was also the repre-
sentative organizer of the Japanese exhibit at the Internationale Hand-
werks-Ausstellung (‘International crafts exhibition’), a Nazi propa-
ganda event held in Berlin from 28 May to 10 July 1938 in which
30 countries participated. In this exhibition, Natori succeeded in pre-
senting Japanese crafts as highly developed, and his comments and
photographs in the exhibition catalogue are, compared to the other
international representations, notable for their style, functionality, and
modern perspective (AMRB 1938: 68—73). For example, the low angle
and camera perspective in the artisan visual (Figures 3 and 4) create
various diagonal and horizontal lines in the composition of the photo-
graph — an illustration of the modern photographic trend of New Vi-
sion.
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Japanischer Handwerker

Foto: Nator

Figure 3. Natori Yonosuke, Japanese Artisan.
Source: Catalogue of the International Crafts Exhibition (AMRB 1938: 73).

The Japanese exhibit won an award (see Shirayama 2005: 18) pre-
sented by the Reichswirtschaftsminister (‘German minister of econ-
omy’) Walther Funk, who had been Secretary of State of the Ministry
of Propaganda until 1938. Funk later became a major figure in the
exclusion of Jews from economic activities and the appropriation of
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DER JAPANISCHE ZIMMERMANN

HIDETO KISHIDA

Auch im Wohnhausbau stehen sich im heutigen
Japan alte bodenstindige und neue aus Europa und

Amerika Gbernommene Elemente gegeniiber, die

sich ver und

. Unsere heutige Betrachtung aber gilt nur unsern

4 altiiberkommenen Baumethoden und da vor allem
der Zimmermannskunst.

Verinderte Lebensverhiltnisse und die Forde-

ht und

richtung eines grossen Teils unserer Bauten grundle-

rungen einer neuen Zeit haben G

gend umgestaltet, und die von Europa und Amerika
ibernommenen Methoden der Stein- und Beton-
architektur haben sich auch in die urspriinglich
japanische Bauweise ~cingeschlichen.  Dennoch
ist noch immer cine reiche Bliite echt japanischer
Baukunst vorhanden und notwendig. Dem euro-
plischen Publikum michten wir hier ein Stick
unverfilscht japanischen Handwerkertums zeigen
und ihm den Zimmermann vor Augen fihren,

« wic er noch heute am Werke ist, mit altiiber-

kommener Technik rein japanische Wohnhiuser
aufzufithren.

Zu so einem Wohnhaus gehort nach den vor-

bercitenden Arbeiten zuniichst die Legung des

Fundaments fiir die Tragpfeiler. Dann geht der

amermann ans Werk und fiihrt den Rohbau auf,

der Dachdecker legt seine Ziegel, und der Bau-

Klempner tut Seine hinzu. Der Verputzer

spannt an den Stellen, die Wand werden sollen

Bambusgeflechte zwischen das Gerippe der Pfeiler
und Balken und schmiert seinen Lehmmartel dar-
auf, der Bautischler liefert Klapptiren, Liden und
allerhand Rahmenwerk, aus dem der Glaser mit
Glasscheiben und  der Klebemeister mit durch-
scheinendem oder festem Papier Schiebewiinde
betiiren macht. Oft findet auch der

und Schi

Maler, Firber oder Lackierer sein Arbeitsfeld beim

Hausbau, und dann gehiren noch verschiedene

weniger grosse und doch notwendige Handwerker-
arbeiten fur Installation usw. dazu, bis endlich

der Wagen mit den schweren, etwa 10 cm dicken

Figure 4. Natori Yonosuke, photomontage in the 1938 German special edition of
NIPPON.
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Figure 5. Konoe quote at the 1938 International Crafts Exhibition in Berlin.
Source: Shirayama and Hori (2006: 59).

Jewish assets.?® At the exhibition, a quote from Prime Minister and
president of the KBS, Konoe Fumimaro, was visually presented on a
banner (Figure 5) — the same quote also appears in his editorial for the
special German issue of NIPPON (Figure 6) on the exhibition. Al-
though Konoe was known for his reverence of Nazi politics and ideol-
ogy, it is nevertheless remarkable that his quote in both form and con-
tent reads as if taken straight from a standard Nazi propaganda text:
“In no other cultural form finds spirit and essence of a people (Volk)
such an unambiguous and illustrative expression as in its crafts.” (Ko-
noe 1938: 4; also see Figure 5). Certainly, it was Natori’s cross-cultural
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experience and his cooperation that had worked to bridge and translate
Japanese politics into the scriptural design and ideological language of
Nazi discourse. Natori later acknowledged that this “international”
event was in fact geared to advertise Nazi politics and German crafts

(Shirayama and Hori 2006: 59).

5. “Propaganda lessons” from Nazi Germany

The recognition that Natori received as both an event organizer and
first-rate photographer within Nazi-controlled media may have been
an incentive for him to wholeheartedly advertise Nazi strategies con-
cerning the photojournalistic profession. Upon his return from exten-
sive travels in Germany and the United States, where he had also met
old colleagues from his years in Munich and Berlin, he published an
article in the magazine Serupan (‘Serpent’), relating his impressions of
the photographic developments and their political condition in both
countries (Natori 1938). In this article, Natori stressed that Hitler’s as-
cent to power had “a decisive influence on the development of press
photography in Germany such that it is now in a ‘leading position
worldwide’” (1938: 110). Taking up the German Olympics in 1936 and
the annual Nuremberg Rally, he wrote, “it is fortunate that the Nazi
Party’s functionaries have recognized the power of photographic prop-
aganda (shashin senden) and understand its value” (1938: 112). He
stressed that German politics had established a strong institutional
framework for propaganda and that, in contrast to Japan, the authority
and expertise of the photographic profession was fully recognized in
Germany (1938: 112). Indeed, it was the Editors’ Law of 4 October
1933, drafted by Joseph Goebbels, that raised the status of photojour-
nalism, which was declared a press-related profession to be distin-
guished from photography as a craft. However, the incorporation of
photojournalists into the professional organization of journalists, the
Reich Association of the German Press, made them subject to discrimi-
natory state control as membership was assessed individually on the
basis of a racial, political, and professional check (Weise 1983: 144—
145; Welch 2002: 193). Thus, photographs that would provide an em-
phatic view on the horrors of persecution were for the most part eradi-
cated, leaving a photographic profession that would selectively capture
its objects from the angle of the perpetrators, the collaborators, the
voyeurs and bystanders (Sachsse 2000: 281; with reference to Hilberg
1993). Natori’s transcultural expertise and his transnational profes-
sional activities made him one of the collaborators, and he propagated
this particular angle of cooperation with the state and its systematic
proliferation in his own country:
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So the [German] government has brilliant photographers take pic-
tures in all kinds of political movements and political gatherings
and has this material put in order and streamlined (seiri toitsu)
under a firm regime. This is something that should be imple-
mented as soon as possible in Japan, too. First, it should be under-
taken by a wise decision of the Cabinet Information Bureau. It is
hopelessly outdated to leave all kinds of official records simply as
texts and to treat dry and black commemorative photographs as
[purely] additional things. I think that official records should all
be left as texts and as photographs. In the recent China Incident
the need for propaganda photography (hodo senden shashin) has
been recognized and photographers fulfil their important duty in
the rain of bullets, which is believed to bring extraordinary
progress to the field of photojournalism. As was the case with the
China Incident, there has not been much debate about the need
for propaganda photography that targets domestic and foreign au-
diences (tainai taigai senden hodo shashin) but 1 think we should
take this as an opportunity and take photographs that record the
political directions by the hands of the government, which should
furthermore also deal with [all kinds of pictures] from photos of
industry and technology to photos of amusement and sports.
These photos will later serve various purposes. It goes without
saying that propaganda photography that targets an international
audience (taigai senden shashin) is seen as very important in Ger-
many, but the Ministry of Propaganda provides active guidance
and support also with regards to the method of its distribution.
Both are desirable for our country as well. (Natori 1938: 112)

Thus, Natori took the Nazi regime’s directing, controlling, and support-
ing role of photojournalism as the model for Japan to follow. In doing
this, he hoped to enhance the use and the standing of photography by
elevating its position as a tool to document state affairs for history. He
also aimed to enhance the standing of photography as a profession
when he exalted the duty that photographers fulfilled for the nation
state “in the rain of bullets”, thus placing them on the same level as
soldiers risking their lives for the state. Indeed, returning from the
United States after the outbreak of the Second Sino-Japanese War in
July 1937, Natori flew straight to Shanghai and, later that year, man-
aged to strike a deal with the Shanghai Expeditionary Army whereby
three Nippon Kobo staff members would serve as photographers for
the Army Press Unit (Nakanishi 1980: 231). In Germany, the Wehr-
macht and the Ministry of Propaganda had experimented with military
propaganda troops (Propagandakompanien), employing photogra-
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phers and journalists for psychological warfare since 1936. They offi-
cially established the first unit in September 1938, rapidly increasing
the number of such troops and immediately training them for the soon-
to-come invasion of the Sudetenland (Uziel 2010: 17).

Natori was aware of the possibility of fabrications inherent in the
medium of photography and actively advertised the opportunity to
“record political directions by the hands of the government”, suggest-
ing that German institution-building strategies be emulated in Japan
and a Ministry of Propaganda be established that could streamline and
control the whole profession of photography and journalism. When
asserting the usefulness of all kinds of photographs for propaganda,
“from photos of industry and technology to photos of amusement and
sports”, he conveyed nothing short of Goebbels’s own ideas on propa-
ganda, ideas that culminated in a comprehensive system of information
control. Conceptualized like this, popular media and seemingly nonpo-
litical popular culture that met the tastes of mass audiences were used
to stabilize the political system, resulting in what Bussemer (2005: 55)
called a ‘propagandistically interspersed popular culture’.

In his Serupan article, Natori also noted that the development of
photojournalism in the United States had made significant progress in
the previous two to three years, reasons for this being that “photogra-
phers and other experts of illustrated magazines [...] who were discon-
tented with Hitler’s revolution left Germany and went to liberalistic
America and brought with them their ample experience in photojour-
nalism and in the publication of illustrated magazines” (Natori 1938:
112; emphasis mine). What is noteworthy in Natori’s choice of wording
is that even though he was personally acquainted with most of the
German and Hungarian Jewish emigrants he mentions (i.e., Landshoff,
Szafranski, Korff, Lorant), he conveyed their decision to leave Ger-
many as being the result of their discontentment and thus implicitly as
an act of free choice. In 1936, when the last news agencies of Jewish
ownership had closed and the Olympic Games had ended, all Jewish
members were excluded from the photojournalist profession in Ger-
many (Sachsse 2000: 274). Natori’s former boss, Lorant, wrote in 1935,
not long after his release from a Nazi prison in 1933,

Calm, peace and order reigned. And yet, a few yards away, hun-
dreds, thousands of innocent people were locked up in cells, a
few yards away from the peaceful scene before me the victims of
National Socialism were torturing themselves and being tortured.
I see now how it is that travellers from abroad can write of Ger-
many: “There is perfect order here”. They are only allowed to see
the surface of things. Which of them has any knowledge of the life



40  Andrea Germer

in the concentration camps, in the prisons or in the barracks of
the S.A.. (Lorant 1939 [1935]: 277)

However, Natori was certainly not a tourist in Germany. He had a
German wife and thus German family; he had been raised in his profes-
sion in Germany, contributed to the Nazi press, and participated in
international exhibitions of Nazi Germany. It seems unlikely that he
should not have had any knowledge of what happened to his former
friends, colleagues, and bosses, who — by the time Natori returned to
Germany between 1936 and 1937 and wrote his forceful proposal to
emulate the Nazi system of propaganda (Natori 1938) — had already
fled Germany and written about their life-threatening experiences at
the hands of the Nazis — in the case of Lorant, in a book that was
already in its fifth reprint by 1936.

Natori certainly knew what would appeal to a foreign, Western audi-
ence, and what would serve the need for a modern visual and effective
aesthetic presentation of Japan and its colonies. With the onset of the
Sino-Japanese War, he advanced the propagandistic scheme of the
Greater East Asia Co-Prosperity Sphere. He relocated to China and
fervently pursued black propaganda against Chiang Kai-shek, founding
cultural magazines produced in Japan and financed by the Japanese
Army, but made to look as if they were produced in China by a private
Chinese press and Chinese editors (see Germer 2011; Nakanishi 1980,
1981; Shirayama and Hori 2006). Financed by the Army and the KBS,
Nippon Kobo was renamed and restructured in 1939 to become a cor-
poration, the Kokusai Hodo Kogei Kabushiki Kaisha. With its head
office in Tokyo and with branches in Osaka, Nanking, Shanghai, Can-
ton, and Shinkyo (today’s Changchun) in 1940,2! the company became
a major organization for the production of state propaganda in the
East Asian colonies (Koyanagi and Ishikawa 1993: 146).

In his book Shashin no yomikata, Natori (2004 [1962]: 71) cautioned
against creating stories and lies via willfully created photographic se-
quencing, adding that the one who had best understood and applied
this rule was Hitler. Of course, Hitler himself had asserted the need
and importance of propaganda early on, as he had elaborated in two
chapters of Mein Kampf, believing that propaganda had played a cru-
cial part in the defeat of the German Empire in the First World War
(Welch 2002: 10—11). However, as outlined above, Natori’s proposal
to emulate Nazi propaganda rather reflected Goebbels’s ideas to con-
trol the public sphere less by political slogans than by diffusing a ‘prop-
agandistically interspersed popular culture’ (Bussemer 2005: 55), as
well as Goebbels’s successful utilization of popular, and to some extent
avant-garde, culture for propagandistic means (2005: 53).
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6. Conclusion: comparative and transnational dimensions of wartime
responsibility

In post-war Japan, Natori engaged briefly with television, designing a
show (among other things) which, under the title Heika to tomo ni
(‘With our Majesty’), introduced art and cultural heritage outside the
metropolis, with the underlying rationale that the Emperor would serve
to draw Japanese viewers to the show (Mikami 2005 [1992]: 444). Em-
ploying the concept of the Emperor as a sales point is another example
of Natori’s peculiar and conceptual combination of art with nationalis-
tic and marketing strategies. This move from photography to film/TV
documentary is an interesting twist when compared to Riefenstahl, who
made the opposite move in her post-war career.

In terms of cooperation with totalitarian or ultranationalist goals and
later rejection of political responsibility by articulately covering up the
silence on one’s wartime agency through continuing engagement with
mass media or abstract theory, Natori’s case raises similar issues as
Riefenstahl’s with regards to artists’ political agency and the denial of
wartime responsibility. Horst Bredekamp (2007: 8) characterized Rie-
fenstahl as ‘the eye of the National Socialists and at the same time an
inheritor of the avant-garde’. Natori, too, was a talented student of the
photographic avant-garde in Germany and an eager emulator of Nazi
propaganda strategies, an emulator who at the time of the Berlin Olym-
pics contributed directly to the Nazi press, and from the beginning of
the Second Sino-Japanese War, initiated black propaganda in East
Asia. In post-war Japan, he chose silence and photographic theory to
cover up his previous political agency.

The gradual rehabilitation of wartime artists that Sontag lamented
in her (1975) article on Riefenstahl also happened in Japan, where a
Riefenstahl photography exhibition in Tokyo’s Seibu Museum of Art
in 1980 on the African Nuba was explicitly designed as an homage to
the former film maker. According to designer and curator Ishioka
Eiko, the aim of the exhibition was not to criticize but to celebrate
Riefenstahl.?> Some researchers suggest that it was Riefenstahl’s unre-
pentant attitude and self-promotion in the post-war period (Majer-
O’Sickey 2008: 266) and her lies in the face of facts that sustained her
controversial celebrity until her death at the age of 101 (Glasenapp
2009: 9; Kansteiner 2008: 121). Natori, by contrast, was never seriously
challenged during his lifetime, a life that lasted only about half of Rief-
enstahl’s; he remained a celebrity in the professional circles that he had
helped to create throughout the rest of his life and even beyond.

Of course, photojournalist careers such as Natori’s, and the lack of
reflection on individual cooperation with the regime, are said to be
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rather common in Germany as well, be it in East or West Germany.?
Several former BIZ photojournalists went on to work in Propaganda
Units and were pivotal to the success of the German propaganda maga-
zine Signal, launched in 1940.2* It was individual political agents and
leaders in the field of propaganda, such as Eichmann and Riefenstahl,
who triggered discussions of wartime responsibility. As for Eichmann,
Arendt attested that it was his mediocrity and lack of judgment that
made him do what he did, but she nevertheless rejected the image of
a “cog in the machinery” that Eichmann and his defence brought forth
to clear him of the charges made against him. Although very different
in scope, a similar strategy can be discerned with some of Natori’s biog-
raphers, who either privatize his responsibility by arguing that only
Natori in his heart would have to come to terms with his wartime poli-
tics (Ishikawa 1991: 243), or assert that he was involuntarily made to
contribute to the machinery of wartime propaganda when “the whole
of Japan was swallowed in the great wave of war” (lizawa 1998: 5).
Noting critically that “where all are guilty, no one is”, Arendt (2003:
21) has pointed out the curious reluctance to make judgments in terms
of individual responsibility when it comes to people who cooperated or
actively promoted the criminal politics of German National Socialism
(Arendt 2003: 19-20, 2006 [1963]: 297).

Natori’s travels to Germany and his photographic work at the time
of the 1936 Olympics have recently been published in a newly compiled
album by the publisher Iwanami, marketing the “rediscovery” of Na-
tori and his photography in the cover text as follows: “From negatives
that were left behind 70 years ago we can now vividly re-live these
journalistic photographs that overflow with feelings of youth and
speed.” (Natori 2006: cover text). As this sentence suggests, the album
provides for the most part nostalgic reflections; it neither enhances our
understanding of the time and events it focuses on — the 1936 Olym-
pics were crucial for the propaganda of Hitler’s Germany — nor does
it reflect on Natori’s role. By celebrating a photo album of the 1936
Olympics without providing a critical view on the regime’s underside
of state terrorism, and by placing aesthetics, nostalgia, and national
pride at the center of a marketing strategy (the Japanese Olympic team
and its successes are portrayed in detail in the book), Iwanami repeats
what Natori successfully practiced all his life. What is missing is any
investigation of the political implications of Natori’s photographic prac-
tice at the time. Instead, what readers get is a brief reminiscing account
by another Japanese press photographer at the Berlin Olympics of the
unscrupulous deception that Natori employed when it came to outdo-
ing a competitor in the business (Kanamaru in Natori 2006: 2—3),
and a commentary (Shirayama in Natori 2006: 119) that identifies Na-
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tori as an informed onlooker rather than an active agent in the politics
of his own country’s scheme of foreign propaganda.

In 2005, the Japan Professional Photographers Society (Nihon
Shashin Kyokai) established an award for young photographers under
30 years of age that bears Natori’s name (Tanuma 2005). Despite an
alleged shift in acceptance of Riefenstahl exhibitions (Majer-O’Sickey
2008; Sontag 1975), it would be difficult to fathom a “Riefenstahl
Award” in Germany. Moreover, announcing the establishment of the
Natori award, the chairman of the Photographers Society, Tanuma Tak-
eyoshi (2005), also called for the preservation of the vast numbers of
plates that photographers took of Japanese society during the war, but
he failed to mention the photographic evidence produced in occupied
East Asia. This omission forecloses a critical examination but suggests
the same kind of nostalgia that Iwanami’s Natori album on Germany
in 1936 displays.

While critical scholarship on Japan’s wartime past was in sway during
the first two post-war decades and declined thereafter (Conrad 1999),
sociocultural conditions in Germany allowed the silence surrounding
the Nazi past to be challenged critically and comprehensively only from
the 1960s onward (Frei 2011: 106—108). Therefore, the reasons for dif-
ferent academic approaches and societal attitudes must be sought less
in the difference of the wartime experience but rather in the politics of
science/knowledge in each country and in each phase since then.?
While Riefenstahl — irrespective of the questions of facts, lies, and
truth — has served as a major platform in coming to terms with the
past for several political generations who have continued to use her to
project their interpretations of Nazism (Kansteiner 2008: 122), Natori
Yonosuke, it seems, has yet to become such a projection screen for
questioning Japanese imperialism, colonialism, and ultra-nationalism.
As a modern, cosmopolitan artist, his case also serves to underscore
and draw our attention to the complex transnational and transcultural
dimensions of individual wartime agency and responsibility.
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. Meanwhile, however, Riefenstahl scholars have questioned the usefulness of a

concept of fascist aesthetics as an analytical category (Strathausen 2008: 34;
Witte 1998: 23). For examinations of “fascist aesthetics” in Japanese wartime
visual arts and literature, see for example High (2003), Tansman (2009), and
Winther-Tamaki (1997).

. Natori’s work received high praise in the context of photographic history. See the

commentary articles in Natori’s photo albums that were published posthumously,
Amerika 1937 (Natori 1992), Doitsu 1936 (Natori 2006); see also Iizawa (1998)
and Ishikawa (1991). For a series of reminiscences of his former students and
staff, the so-called “Natori School”, see Nippon Kobo no Kai (1980). Some of
these were reprinted in Fukkokuban NIPPON bessatsu (2005); see also Ishikawa
(1991). For critical studies on Natori, see Koyanagi and Ishikawa (1993) and
Nakanishi (1980, 1981). Recently, Shirayama (2005, 2006) has provided a closer
examination of Natori’s artistic and political career; Shibaoka (2007) examined
Natori’s involvement with KBS; and Weisenfeld (2000) shed light on the nexus
of tourism and imperialism in the editorial strategies of Natori’s magazine
NIPPON.

. On Weekly Sun News, see the exhibition catalogue by Shirayama and Motohashi

(2005). For a discussion of Natori as a photo critic, see Kishi (1974: 81—83).

. The publications on Riefenstahl are too numerous to mention and critical schol-

arly volumes keep appearing. The “truth-seeking” aspect in work on Riefenstahl
as a person and artist complicit with Nazi politics has by now given way to
examining interrelations between her cultural productions and ideologies well
past 1945 in a range of contexts and citations. See the latest two critical antholo-
gies of new criticism on Riefenstahl, Pages et al. (2008) and Glasenapp (2009).

. In France he published in Femina and Paris Vogue and in the United States

he continued to work with young women’s magazines (“Herman Landshoff’s
Photographs”, The Museum at FIT; http://www.lookonline.com/
hermanlandshoff.html).

. Mecklenburg was born in Konigsberg (Kaliningrad in Russia today) and was

employed in Munich with a publisher that specialized in reproductions of an-
tique books when she met Natori. In 1933, Mecklenburg followed him to Japan
but was only entered into his family register (koseki) in 1939. They went to
China together but divorced before their return to Japan in 1946. It is said that
both remained on collegial terms until the end of their lives (Shirayama 2005: 5).

. Gidal (1972: 5) argues that photojournalism emerged in Germany from 1928.

Koyanagi mentions the impact that German photography had on him and other
photographers at the time (Koyanagi and Ishikawa 1993: 80).

. Lorant launched several magazines after his arrival in London, including Weekly

lllustrated from June 1934 onwards, the pocket magazine Lilliput in 1937, and
finally the extremely successful Picture Post, which started in October 1938 with
a print run of 30,000, rising to 1,350,000 only four months later (Hopkinson 1970:
10—11).

. BIZ was established as an illustrated weekly in 1892 and bought by Leopold

Ullstein in 1894. Around 1932, it had a circulation of almost two million (Kerbs
1983: 68).
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See Kerbs et al. (1983) and Gidal (1972) for the contributions of immigrant
Jewish photojournalists to the development of the profession in the United
States.

Born in Berlin, Salomon studied law and received a doctorate before he became
absorbed in photography at the age of 40 and published his first photo report in
BIZ in 1928. Initially affiliated with Ullstein, he became a freelance photogra-
pher famous for his photo reports of international conferences and political
events. With his family, he immigrated to the Netherlands in 1933, from where
they were later deported to Auschwitz. He was murdered there on 7 July 1944.
Born in Hungary as Marton Marmelstein, he changed his name to Munkécsi to
avoid anti-Semitic discrimination. He worked in Berlin from 1927, immigrated
to the United States in 1934 and contributed to journals such as Harper’s Bazaar
and LIFE from 1936.

See Sachsse (2000: 274). For an English translation of the law, see Welch (2002:
191-193).

Japanese Ambassador Mushanokoji Kintomo in a meeting with Foreign Minister
Constantin von Neurath on 6 May 1935, cited in Conze et al. (2010: 104, 727).
Albert Theile later appears as editor of the magazine Deutsche Blitter, published
between 1943 and 1946 in Chile. In the post-war period he translated and pub-
lished Latin-American literature.

The name derived from Bottcherstrasse, a street in Bremen in which, beginning
in 1902, Ludwig Roselius bought the houses and turned them into art galleries,
with the whole area designed as an open-air museum. The street was heavily
damaged during the Second World War but rebuilt and can still be visited today
(http://www.boettcherstrasse.de/).

For the image of Japan in Nationalist Socialist propaganda and for an extensive
list of research literature on German—Japanese cultural relations, see Kolter-
mann (2009: 84—85). For a discussion of Japanese images and art exhibitions in
Nazi Germany, see Leims (1990).

Natori selected 400 objects of arts and crafts that were sent to Germany for the
exhibition in Leipzig in 1938 (Shirayama 2005: 18; Shirayama and Hori 2006: 58).
Funk (1890—1960) was Minister for Economy of the Reich and of Prussia from
1938. He was a major figure in the schemes to exclude the Jewish population
from economic activities, to disown them, and to transfer the financial assets of
murdered Jews in the National Bank (Reichsbank) into the account of the SS
(Klee 2010: 172).

In 1934, Ullstein had been forced to sell itself for 10% of its market value to the
Cautio GmbH, behind which stood Rolf Rienhardt (1903—1975), one of the
most important strategists of the Nazi press; BIZ was published until 1945
(http://www.preussen-chronik.de/begriff_jsp/key=begriff_berliner +illustrirte +
zeitung.html).

See Nobuta (2005: 60) and Koyanagi and Ishikawa (1993: 146). For visuals and
brief descriptions of the various magazines that his company produced, see the
exhibition catalogue by Shirayama and Hori (2006); for listings of the magazines,
see also the tables in Ishikawa (1991: 252—253), Nakanishi (1981: 126—127), and
Shirayama and Ishii (1998: 68—69).

Quoted in Leni Riefenstahl-Rezeption nach 1945 (http://www.ruhr-uni-bochum.
de/riefenstahl/n_ausstellungen_einzelne_ausstellungen.shtml).

See Hartewig (2010: 55), Rutz (2007: 148—163), and Uziel (2010) for a number
of photographers in the Wehrmacht’s propaganda units, some of whom, at the
end of the war, became photojournalists for the Allied Forces (such as Hanns
Hubmann), and subsequently held major positions in post-war German illus-
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trated magazines. Arendt (2003: 55) criticized the incomplete de-Nazification by
the Allies and by the immediate post-war German government, an assessment
that is confirmed by a recent study on the Foreign Office (Conze et al. 2010).
However, some prominent cases of journalists who were purged in later years
(such as Werner Hofer) in Germany are remarkable, and the continuing prolifer-
ation of critical studies on Nazism and prominent figures in German wartime
and post-war public life has been a marked feature of German academic and
non-academic research since the 1960s.

24. See Rutz (2007) on this illustrated propaganda magazine that targeted foreign
audiences until 1945. Natori’s NIPPON can be seen as an early forerunner of this
kind of magazine, even though it is nowhere acknowledged as a model for Signal.

25. A recent publication reflects on the different ways that the wartime past has
been examined and acknowledged in both countries (Satd and Frei 2011). While
it is true that both countries’ wartime responsibilities are different in nature and
scope when considering the Holocaust and the subjugation of East Asia, they
are at the same time interlocked not only in obvious political ways, such as the
Tripartite Pact or through cultural diplomacy of which Natori was an agent, but
perhaps in indirect entangled ways that still need to be examined. Kim Hoi-eun
(German History 2010: 526) pointed to the trajectories of German medical sci-
ence and anthropology, particularly in Japan, and to their redeployment by the
Japanese in the overseas empire, noting the possible connections of the medical
experiments of Units such as Unit 731 in Manchuria with the Nazis’ medical
experiments and euthanasia program known under the code name “Aktion T4”.
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