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Summary in English

Shogo Ota (1939-2007) is a leading director and playwright of the contemporary
Japanese theater style that emerged from the 1960s. He 1is renowned for his
establishment of a unique style labeled “silent theater” and for introducing a new
domain of theatrical expression. Ota’s dramatic works have been performed in
diverse arenas, both domestic and international, and have attracted numerous people
across ages and regions. However, their internal reality may not yet be completely
apprehended. This study scrutinizes and discusses related published documents and
unpublished performance materials to elucidate the essential motivations and
significance of Ota's work. To achieve this purpose, it takes the perspective of
problems surrounding predicates to examines Ota’s main texts, investigating
speculative contexts that represent turning points in his creations.

The present paper comprises five chapters including the introduction and
conclusion. The first half of the paper encompasses the Introduction and Chapters 1
and 2. It evaluates Ota’s creative oeuvre in the 1980s when he served as the head of
the Tenkei Theater Company. The second half comprising Chapter 3 and the
Conclusion contemplates his late theatrical pieces from the 1990s. These texts
attempt to actualize innovative creative spaces at public theaters and universities. All

chapters are outlined below.

The Introduction is labeled “The Ordinary and the Obvious.” This section outlines
Ota’s envisioning of human existence and the performing arts, the general trends and
problems of conventional criticism and research, and the key aspects of his early
creative activities (1960—1978). It also highlights the linking of Ota's creative conflicts
to varied difficulties related to forms of comprehension, for instance, the

substance-attribute combined with the linguistic form of the subject-predicate.

Chapter 1, “The Establishment of Silent Theater: The Background of 7The Water
Station,” addresses the so-named silent play that premiered in 1981 and was
characterized by a slow tempo and silence. This chapter references related discussions
and extant creative works to illuminate the contemplative context that led to silent
theater as Ota continued to delve into language apropos the cultural circumstances
prevailing in Japan when the play was first performed. This segment further
examines the structure of the play and its creation process based on interpretation of

performance materials from the premiere, pointing out the relevance of a predicative



integration rooted in touch and shared perception.

Chapter 2 is named “The Experiment of Quotation Plays: The Structure of 1
(Arrow).” Tt scrutinizes the titular play (1986), most of whose dialogs represent
quotations. This chapter deliberates on the context in which the play was written to
explicate its ideas, fictional structure, and dramaturgy. In addition, this section
analyzes the text’s structure and indicates this work’s pursual of a person-like world
that problematizes the predicate attribute assignment by dealing with the conditions
of human social existence through the inscription of quotations. In other words, the
play showcases the Ilimitations of predicate parts in the judgment of the

subject-predicate.

Chapter 3, “The Process Leading to the Theatre of Predicate,” overviews Ota’s
late-career theatrical activities (1990-2006) and traces the thought processes that
resulted in his articulation of the predicate theater project of his ultimate phase. This
chapter also addresses his last production, Samuel Beckett’s “One Night—The Aged
Earth” (2006), which was prepared against the backdrop of this project. It elucidates
how the director re-read the prose of this late Beckett work that differs notably from
normal syntax, and clarifies its association of aspects such as the integrated

subject-predicate form and the substance-attribute form of comprehension.

The Conclusion, “The Process of Hope,” reflects on the key points of each chapter
based on the abovementioned discussion, reexamining the significance of difficulties
related to predicates as an essential motivation of Shogo Ota’s entire theatrical opus.
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Summary in English

This study aims to investigate how museums deal with the period of time
remembered by people living today, and to consider how local museums should handle
and exhibit materials from the period that will be remembered by people in the future.
The survey covered exhibitions using modern tools [cases focusing on objects] and
exhibition facilities dealing with themes such as war and disasters [cases focusing on
events].

There are two points of view I keep in mind as I proceed with my study. The first is
the concept of “museum as forum” and the second is “making it personal.” Exploring
exhibition activities related to objects and events from these perspectives, I identify
the effects and possibilities of handling contemporary materials in museums and
apply them to my future museum activities. I also discover the possibility of creating
opportunities for dialogue through encounters with materials that have been used, as
well as the purpose and significance of new museum activities. In addition, by giving
shape to the memories recalled through encounters with these materials, I plan to
change the position of museums and set an unprecedented way of conducting museum
activities.

In Chapter 1, I reported on a survey of permanent exhibits using tools from the
1950s onward that lead to the recall of nostalgic memories. I confirmed that
reenactments are more likely to evoke nostalgia than mere displays of tools. I also
pointed out the significance of recording ordinary, everyday life.

In Chapter 2, the status of handling contemporary materials in special exhibitions
was confirmed. I pointed out that the Heisei era was a time of digitization of tools, and
that from the perspective of the transition of tools, this era was a time worthy of
exhibition. In particular, I have also seen that there is a large demand at this stage for
home video game consoles. From the case study, it was seen that nostalgia started to
be actively talked about in the age of 40s, which may be related to the fact that
curators in their 40s are now able to play a central role in the planning of exhibitions
as they are in charge of creating nostalgia for this generation of people.

Chapter 3 summarizes the efforts of the reminiscence method, which uses tools from
the 1930s to prevent dementia in the elderly, and then reports on the practice of
activities that recapture the reminiscence method as a tool for talking about nostalgic
memories, as well as points out the possibility of creating opportunities for dialogue
across generations through these activities. However, it was also pointed out that
there are still issues to be addressed in establishing specific methodologies.

In Chapter 4, examining museum activities dealing with ongoing events, I reviewed



the case studies of COVID-19 and museums dealing with the Great East Japan
Earthquake. These confirmed the need to work on collecting ephemera materials that
are consumed on a daily basis, and the importance of collecting relevant episodes to go
with the collection of materials.

Chapter 5 is about the events of war, pollution, and villages sinking into dams, and
presents how museums are dealing with these themes while people who experienced
those times are still alive and well. I also pointed out the importance of the exhibition
as a device for storytelling, which is also highly likely to lead to the transmission of
memories. I also pointed out the existence of deprived lives in the background of
negative memories, and that in order to make these events known to as many people
as possible, it may be necessary to deepen the relationship with the arts.

Contemporary materials that people have used before may not have been the
subject of much attention or collection, but each object reminds them of their
individual and nostalgic memories and episodes when they used it. By collecting
materials with such episodes, they can become valuable materials for future
generations to study the daily life in 2021, for instance.

In addition, I pointed out the possibility of creating a dialogue through exhibiting
the collected contemporary materials, and suggested that in addition to exhibiting the
materials and episodes together, it may be possible to make more active use of the
memories by attaching questions with an awareness of the reminiscence method that
would expand the memories. This is a concrete proposal for the use of contemporary
materials.

Now that COVID-19 has made us take a fresh look at our ordinary lives, it is time to
start collecting contemporary materials.

Dealing with contemporary materials in a museum means dealing with people from
the same era and preparing for future visitors as well. Collecting contemporary
materials together with episodes and consciously using them as a trigger for dialogue
can be museum activities surrounding contemporary materials for the future.

Museums have traditionally functioned as places where people go to learn
something new, something they do not know. Such a function will continue to be
necessary in the future, but as I have seen, the modern museum is required to
function as a forum as well, and it is necessary to make the museum a place where
people can look at and talk with each other through exhibitions beyond the
conventional relationship of seeing and being seen. I believe that this is the

contemporary significance of museums that is required for the future. (887 &
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Summary in English

In Japanese architecture, middle-areas such as verandas and eaves have been
considered important. These areas are often equipped with stepped devices, which
allow people to put on and take off their footwear when entering and exiting the
building.

In this study, I analyze the types and changes of Kutsunugi as stepped devices for
removing and putting on footwear, which have not been clarified in detail, as well as
various aspects of the act of removing footwear, in order to clarify the role of
Kutsunugi. For the analysis, I used historical materials of paintings and documents.

In Chapter 1, I examined the types and uses of footwear and the act of removing
them. Footwear called “Kutsu” continued to be used in the Japanese palace from
ancient times to the early modern period. As for the act of taking off one's footwear,
Raiki, a Chinese classic book, shows that "when sitting in the presence of elders, one
should take off one's footwear” as a courtesy to show respect to the elders and the
eldest. It can be considered that this influenced the rituals of the Japanese palace. In
the beliefs of the common people, who made extensive use of sandals, the act of taking
off one's sandals in mountain passes was done. This suggests that the act of taking off
one's footwear at the border of different spaces had various meanings.

In Chapter 2, I examined the changes and characteristics of the stepped device
known as the Kutsunugi based on historical paintings and documents. The first
appearance of the Kutsunugi-ita (wooden board) in pictorial documents is in the "
Shotoku-Taishi-Eden" of 1069,

The name of "kutsunugi-ita" was found only in the "Mibu-family-archives" of 1179,
but in other documents, it was simply written as "Kutsunugi".

On the other hand, Kutsunugi-ishi (stone) was confirmed to exist in the
"Ippen-Shonin-Eden" (1299). And in the early modern period, "Furuta-Oribe-Shoden "
written during the Keicho-period (1596-1615) refers that Kutsunugi-ishi was placed at

15



the doorways of "nijiri." Kutsunugi-ishi was called by various names in the early
modern period.

The shape of the Kutsunugi-ishi was depicted as a natural stone with a flat top in
picture scrolls up to the Middle Ages, while in the early modern period, a cut stone
was used with a chamfer. And it is noteworthy that all the Kutsunugi-ishi in the
Middle Ages are depicted as independent stones, but in the early modern period, lot of
the Kutsunugi-ishi were connected to stepping stones.

According to the “Ippen-Shonin,” the buildings with Kutsunugi-ita were medium to
large size, and most of them had cypress bark roofs. In contrast, buildings with
Kutsunugi-ishi seemed to have been installed in small buildings with shingle roofs,
such as monks' quarters and living quarters.

The difference between the two can also be seen in the use of the buildings. In the
house of “Bokie-Kotoba" there are two separate buildings, one for receiving visitors
and the other for children to play in, and the one for receiving visitors is equipped
with Kutsunugi-ita, while the other building had Kutsunygi-ishi. So Kutsunugi-ita for
ritual-buildings and Kutsunugi-ishi was not.

In Chapter 3, I examined the line of movement at the Shinden-zukuri building,
where Kutsunugi-ita was installed, and at the space where the Kutsunugi-ishi was
placed, as well as the act of putting on and taking off the shoes.

It is confirmed that the 12th-century Shinden-Zukuri has three Kutsunugi-ita
from “Nenchugyoji-Emaki.” Fujita says they were separated by status. Moreover,
there was a distinction between taking off one's shoes on the ground or on a board —
Kutsunugi-ita, depending on one's status.

On the other hand, in early modern tea books, it is confirmed that only the
footwear of noblemen was placed on Kutsunugi-ishi, while the footwear of others was
just placed leaning against the wall. It can be said that the behavior is distinguished
by the status.

And in the Roji, the space is separated by central gate. In there, customers were
encouraged to change their footwear when entering the Uchi-Roji. In addition, they
would have needed to take off their footwear to enter the teahouse again.
Kutsunugi-ishi, together with the stepping stones, was positioned as the end of the
line of movement in the Roji.

In the concluding chapter, I indicated transition and role of Kutsunugi.

Looking at the number of historical materials of Kutsunugi, until the Middle Ages,
there were a large number of those recording Kutsunugi-ita. However, in the early
modern period, the number of materials recording Kutsunugi-ita decreased, while the

one of Kutsunugi-ishi increased.
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In the early modern period, I believe that there was a major transition from
Kutsunugi-ita to Kutsunugi-ishi. It is necessary to take account the limitations of
historical materials and changes in housing styles as factors. However, I believe, that
the tea ceremony has an effect to them.

In a Shinden-Zukuri structure, lines of movement were decided by people’s status,
and it is clear from the verification that the role of Kutsunugi is not only that of a
stepped device, but also Katsuragi-ita are a device that barriers social status, and it
can be said that it has a spatial role because it is placed at the boundary of different
spaces and connects two areas.

Identically Kutsunugi-ishi of Roji connects the teahouse and Roji, so there has a
spatial role, but it can be said that Kutsunugi-ishi has distinguished status by the
manners of tea ceremony for a big difference from the Kutsunugi-ita.

Namely, I can conclude that Kutsunugi has the role of separating both social status
and space.

In Kutsunugi as an elevating device, where they confirm the act of putting on and
taking off footwear, it performs to show the barrier of status, and in places such as the
middle-gate of Roji where a flat movement occurs, the act of putting on and taking off
footwear is performed along with crossing the border.

In other words, it can be said that it is necessary to prepare a place to put on and

take off footwear at the boundary of space such as the middle-area. (1,006 i)
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Summary in English

This study examined instructions regarding the materials and methods of expressing
the skin and hair line in silk paintings with a focus on Uemura Shoen. I compared the
expressions of silk paintings with other modern Bijin-ga painters. According to technique
books from the Edo period to the Showa era which are related to Shoen, and essays of
modern bijin-ga painters, I analyzed the materials and methods which supported these
expressions. Based on the data of my studies, I reproduced “Yang Guifei” and
“Miyagino/Shinobu,”and with the help of high magnification microscope, I was able to
examine the two paintings as digital images and further distinguish the attributes of silk
paintings in terms of expressing the two proponents. At the same time, the difference
between handwoven and machine-woven fabrics, and between the two different kinds of
Dosa liquid is clarified in this research. Furthermore, in reference to the expressing
methods of Shoen, I experimentally produced a version of bijin-ga that is an attempt to

achieve a modern counterpart with contemporary efforts.

In the first chapter of this thesis, according to the expressions that I examined the
difference between paper and silk as a material of modern bijin-ga painters, I made known
the different expressions of the fair skin and hair line in bijin-ga. There are two major

schools of bijin-ga, one is the Ukiyoe school of Edo and the other is the Maruyama-Shijo

21



school established by Okyo Maruyama. Focusing on these two schools, I compared and
examined the materials and methods of expressing the skin and hair line in silk paintings.
Hence, I realized the similarities and differences in their expression. It was found from the
result that in the early and the mid-Edo period, the expression of white skin and hair line
with “shading off” was almost absent in the paintings. More importantly, since Western
civilization came into Japan in the Meiji period, the expression of bijin-da has become

more realistic.

In the second chapter, I analyzed the materials and methods of expressing the skin and
hair line in silk paintings with a focus on Shoen and with a focus on the techniques in
modern silk paintings of the Tosa school and Kano school. Besides, I compared the

portraits from those essays which were written by modern Bijin-ga painters.

In Chapter Three, based on the findings obtained from above, I reproduced “Yang
Guifei” and “Miyagino/Shinobu,” reenacting the materials and methods of expressing the
skin and hair line that can be frequently seen in Bijin-ga. From practical viewpoints of
reproduction, I manifested the operations of the aforementioned components of expressing
the skin and hair line in Bijin-ga. Additionally, with a digital magnification microscope, I
examined the two properties of the reproduction through its front view, back view, and
sectional view of “Miyagino/Shinobu.” Depending on the result of the comparison between
hand-woven and machine-woven fabrics, the texture showed coarse in hand-woven ones.
Meanwhile, the expression of the skin in machine-woven fabrics became finer than in
hand-woven fabrics, similarly, the shading of the ink was well blended. For this reason, I
was convinced that machine weaving was the method used to express the white skin and
hair line in Shoen's paintings of bijin-ga. In addition, the results of the above research
have led me to physically apply the expression of white skin and hair line in my works,
creating modern bijin-ga with a sense of modernity.

There is an unmovable strand in Shoen studies that approaches the matter from the
art history point-of-view. In this paper, accompanied with particular personal insights, I
utilized the experiences as a creator to mirror works of Shoen, and by investigating and
observing its attributes and analyzing them with scientific methods as a new way to
approach the topic. Thanks to the help of practical techniques, I secured the expressions of
hair line and skin led by Shoen. On the other hand, the attempt to create a modern
bijin-ga opens up possibilities of a new (or renewed) field of contemporary works. The very
importance of the expressions regarding the two components to broaden the possibilities of

silk paintings in general also goes without saying. (698 &
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Summary in English

<introduction>

This study considers the effects of pictogram interactivity in sign design. Pictograms
have been mainly studied from historical, functional, and figurative aspects such as
"visibility," "instantaneousness" and "standardization" of pictograms. However, not
many studies have been conducted about interactivity in pictograms. Many of the
previous studies presuppose the general theory that pictograms are "modeled
expressions for easy understanding" and have not mentioned the mutual relationship
with users.

With the revolutionary development of technology, communication tends to pursue
various experiences, and the expression of pictograms is also changing. Pictograms as
a graphic language cannot fulfill its traditional role if the meaning and content are
difficult to understand, but by escaping from its "easy-to-understand" function and
focusing on the enjoyment of visual modeling, I believe the viewer can experience
information in a more multi-layered way.

The purpose of this study is to utilize the flexibility of pictograms to create intriguing
visual devices and to consider what kind of interaction can be created by collaborating
with the viewer. It aims to add new value to the traditional concept of pictograms by

reviewing the relationship between the pictogram itself and the viewer.

<1. Symbolicity of graphic representation>

Chapter 1 focuses on the significance and possibilities of the symbols included in the
graphic representation. First, I consider the symbolicity of the entire signage. We
start by analyzing the characteristics of pictograms and confirm their usefulness as a
visual communication tool. Next, this chapter analyzes the role of pictograms in sign
design while examining the definition and role of pictograms in historical perspective.
In order to consider the function of pictograms, I discuss the possibility of interactive
pictograms with reference to the classification of signs in semiotics, and further
consider how the meaning of graphic symbols arises. Specifically, I focus on three
points starting with re-examining the shape of the graphic symbol, how the viewer
connects with it, and how the meaning of multiple graphics changes depending on the
series. In addition, this section grasps the components of the signage and clarifies the
relationship between it and the pictogram. Then, the "grammar" of the signage is
derived in the space, and refocused on the relationship between the "subject" and the

"object" in sign design.
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<2. Interactivity from examples of graphic design>

The second chapter focuses on the interactions that appear in graphic design
expressions. I discuss the interactivity of concrete examples of still image works such
as posters containing pictograms. First, I analyze the interaction related to "visual
cognition" through optical illusions. Next, I proceed with consideration of the
relationship with human "physical behavior”. Finally, I confirm the interaction that
arises from the viewer's "culture, memory and experience.” People create new images
of static graphics based on their visual experiences and bodily perceptual emotions.
Variations in interaction are also developed depending on the range of human
behavior, the length of time viewing the work, and the series of experiences that the
viewer has. In the process of reconstructing the relationship between the graphic
representation and the interactions that exist within it, I focus on the interaction with

the viewer.

<3. Expansion of pictograms: From visibility to playfulness>

Chapter 3 examines the expression of pictograms and their interaction with the
viewer. I explore the possibility of information transmission through interactive
graphic expressions by looking into Lovers Communication System (LoCos) by Yukio
Ota (1939-) and Blisssymbols devised by Charles K. Bliss (1897-1985) in 1949. In
designing five different playful pictogram expressions, we explore the polysemous of
communication and the potential of pictogram expressions. By reconsidering the
function of pictograms in public amenities space and adding interaction, I aim to

enrich "dialogue" with the viewer.

<Conclusion>

As 1s well known, pictograms are recognized as facility guide symbols and graphic
symbols. References on sign design often focus on the definition and functionality,
design, system creation, production and usage, and the role development of
pictograms. Interactivity in pictograms has not been discussed as much as their
figurative aspects which make them easy to understand. The role required of sign
design is to provide the necessary information to all who visit the space, and to
provide instructions and guidance. Now that sign design is becoming more and more
diverse, pictograms are also used from various standpoints, and the social
environment emphasizes its flexibility. How can the "picture language" be applied to
help people's lives or add fun to it? What will the viewer experience and gain through
it? In response to these questions, in this study, instead of simply incorporating the

meaning within the pictograms, I consider the creative relationship between "signage"
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as the subject and "viewer" as the object in sign design. Furthermore, I consider that
each place where pictograms are installed has its own usage, and that the
environment, situation, human body, etc. give the pictogram a new meaning and
significance. From this point of view, we can expect that "interactive pictograms" will

enrich people's lives and create comfortable spatial experiences. (800 Z&
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