Realism in Japanese Women; Seen from illustrations in
The Capital of the Tycoon and in Japan

Hiromasa HAMAJIMA

One of the famous novelists early 20th century in Japan, Ryunosuke
Akutagawa had much knowledge of British culture, especially British
literature because he studied it at the University of Tokyo. He wrote some
works by using the knowledge. One of them is Japanese Women. In
Japanese Women, Ryunosuke used Charles MacFarlane’s Japan and
Rutherford Alcock’s The Capital of the Tycoon. Ryunosuke regarded the
latter as more important and correct than the former, he concluded that
women themselves should lead the women’s liberation movement.

In The Capital of the Tycoon, Alcock used three types of illustrations,
Wirgman’s, Alcock’s and Japanese artist’s. On the other hand, in Japan
MacFarlane used one type of illustrations written by a European artist.
This difference came from the writers’ attitude toward Japan. MacFarlane
thought Japan was a Utopia, but Alcock cleared up European’s view that
Japan is a Utopia. This is why Ryunosuke regarded Alcock as more

important and correct than MacFarlane.






The Concept and the State of “Participation” within
Socially Engaged Art

Yushi UEDA

This essay seeks to summarize the three positions on “participation” within
socially engaged art, “relational aesthetics,” “antagonism,” and “dialogical
aesthetics” in order to clarify the significance and the problems of “participation.”

“Relational aesthetics” of Nicolas Bourriaud focuses on the participation of
relational art, in which harmonious relationship among visitors as art lovers appears.
However, Bourriaud ignores the people who are excluded from there. “Antagonism”
of Claire Bishop emphasizes on visualizing the suppressed people by using them as
a component of artwork, that is, as a laborer for the artist. However, Bishop could
not sufficiently explain the reason why the artists must use living bodies instead of
representations. “Dialogical aesthetics” of Grant Kester praises continuous dialogues
between the people who have often different condition each other, in order to change
the existing social relation of them. However, Kester is unaware of the power
gradient between the participants.

Although every three positions are different and have their problems, they share
the same purpose of participation. The purpose is “realigning the existing framework
of the sensible” as Jacques Ranciére says about art and politics. However, we must
pay attention to the context in which each form of participation within art is

accepted.






The Representation of the Table as the Stage Space of a
Borderline and Breaking Outsider off:
The Absence of Sharing the Food in Japanese Film since
1950-1960s

Yui HAYAKAWA

This paper discusses the representation of the table is called “f EL” in Japanese
as the space of the stage to describe the borderline and breaking others off. This study
focuses on the function of the table to consider people who are in the out of intimate
space as outsiders and to break people who refuse to share foods off in Japanese film
since the 1950-1960s; Ozu Yasujiro, Naruse Mikio, and Kinoshita Keisuke. In a time
of Shomingeki, is called “/)Ni7 FSBLE]” in Japanese, the table began to appear as the
symbol of family in Japanese films, and then characters share the foods, experiences,
and times there. This paper aims to discuss the representation of human relations in
the absence of sharing foods in Japanese films and to make clear what that means.

The borderline between the inside of intimate space and outside of there will
strengthen. It reveals that the expulsion of someone who is recognized as the outsider
is happening as the result of that, that is, the table refuse the invention of others from
outside of intimate space. The character who is there can’t eat the same food, also
participate in the conversation and finally, they are eliminated from the screen. These
phenomena appear in Ozu’s “An Autumn Afternoon” (1962), “Early Spring” (1956),
and Naruse’s “Repast” (1951).

Furthermore, refusing to share foods means refusing to stay in the same space,
that is, it shows that someone who refuses to share food is the outside of intimate
space. This phenomenon appears in Ozu’s “The Flavor of Green Tea over Rice”
(1952), Naruse’s “Older Brother, Younger Sister” (1953), and Kinoshita’s “Times of
Joy and Sorrow” (1957).

Therefore, it becomes clear that the stage space of the table as the privileged
space works to describe the human relationship in the way which expulsion of some
outsider and this space intimates psychological distance and ruptures in Japanese films.
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