












































The Representation of War, 
Women on the Home Front

Moon, Junghee

The Japanese idea of ‘the home front(Japanese: jūgo, lit: behind the gun)’ was formed 

during World War II, indirectly indicating women who serve for the country in the civilian 

area, home, while men fight in the front line. In 1941, the Japanese government started the 

Pacific War and legislated the National Mobilization Law. Under these circumstances, the 

home front emerged as the representation of war. The wartime situation was strategically 

divided into the battlefield and the home front. Recent studies on wartime art have a 

tendency to marginalize artworks related to the home front. Yet to fully understand the 

art during wartime, these diverse visual images of the home front and their backgrounds 

should be reinterpreted. The art exhibitions run by the colonial government valued the 

idea of local color, making it the most important artistic achievement for artists of the 

colony. However, Woman of Shandimen sha by Taiwanese female painter Chen Jin(1907-

1998), describes a Taiwanese indigenous woman, yet is difficult to simply define it as an 

embodiment of local color. Chen painted this work during the time of the Government-

General of Taiwan’s enforcement of southward expansion policy toward Southeast Asian 

countries as a part of their militarization plan. The government policies and system on art 

became uniform during  wartime, especially with the Pacific War on the way. ‘Women’ 

were mobilized on the home front in order to support the war, representing the image of 

‘women on the home front’, which was basically what the government aimed for. They 

were obligated to fill the absence of men and support the war. The image of women on 

the home front in Chen’s painting has a twofold otherization structure within it: first, 

Japan, the colonial ruler, otherizing its’ colony Taiwan, and second, Taiwan otherizing its’ 

indigenous people. Japan lost the war in 1945 and women were finally released from the 

duty of ‘the home front.’ ‘Women on the home front’ is a representation of the war, and 

also an image to overcome.
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土色外, 不得不說, 其作品內的鄉土色其實也已經寓含當時戰時日本高層, 對於
殖民地官展所下的指導棋色彩, 它無法完全表現出畫家真正的鄉土情懷與色彩, 

如同李仁星《海棠花》這件作品中, 清晰可見畫面中央, 除了男性之缺席外, 還有少
女以期待遠方的他能夠早日平安返鄉的姿態蹲坐在地上, 而一旁祈禱的少女與
鮮明的樂土背景, 都讓觀者看見當時日漸濃烈且發酵中的決戰色。

5.   結語

以上就是吾人從各個層面所考察的戰後女性, 其作為戰爭媒介與表現出來的
典型化主題。總結而言, 人們的性別在無情戰爭底下被二分為在戰場前線作戰的
男性與戰場後方守護家庭的女性──即「國家…‑男性」及「家庭…‑女性」此雙重結
構。而此雙重結構之表象在日本帝國與殖民地中, 戰事後方女性形象, 不論是她在
等待抑或祈禱, 都被視為當時女性的德行, 這也是在國家政策指導下所表象化的
為國犧牲的象徵形象。

然而, 我們也不可輕忽戰爭時期所誕生的這些宣戰或宣傳等視覺圖像, 因為
此形象會對敵國造成一定的心理戰壓力, 如日本曾對中國所散發的《到新政府治
化下的樂土來》圖14宣傳物即為一例。在此宣傳物中, 婦女滿懷喜悅迎接大東亞戰
爭的勝利, 而懷抱此信念的宣傳物中被視覺化的女性, 當然也是再現「銃後之女
性」的手法之一。這些懷抱著小孩、真摯期待上戰場的丈夫能夠平安歸來的妻子
圖像, 也可見於美國對日本所散發的《白死、有意義的生涯》圖15傳單紙上, 其傳單
紙中的圖像為一位剛從戰場生還的男子, 取代女性的地位與舉動, 抱起蹲坐在地
上、等他回來的小孩。這樣的圖像是否也是暗示出對抗日本所強調的「銃後女性」

之意圖呢？寓含勸導日本軍儘速投降、早日結束戰爭, 進而使「銃後女性」能完成
心願？這樣的美方宣傳同樣出現在《求米的日本國民》中, 我們在圖像中可以看到
美方描繪因深陷無情戰爭而生活困頓的日本人, 進而告知外人「大東亞共榮圈」

是多麼虛無的理念。而《求米的日本國民》彷彿預告著日本軍將來不久的命運──

一九四五年八月, 日本戰敗投降, 第二次世界大戰就此結束。
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	논단52_흑백_내지_문정희1
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