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Abstract

This thesis analyses the portrayals and representations of gender and sexuality since
the Tokugawa period (1603-1868) in Japanese graphic arts. Changes in gender
recognition since the 17" century have impacted on the way that gender and
sexuality is portrayed visually, with innovations in artistic technologies forging new
aesthetic representations and portrayals. Focusing on popular graphic arts, this study
explores the idealised portrayals and representations of femininity, masculinity and
cross-gender performances in ukiyo-e and manga. These popular graphic arts were
and are part of a mass-producible popular culture that depicts counter cultures not
located in the normative imagery or lives of the audience, but which illustrate ideals,
that is perfection, and, in some cases, fantasy.

The research utilises a cross-disciplinary approach regarding the scholarship
consulted to enable a variety of contexts relating to femininity, masculinity and
cross-gender acts to be explored. As the work is situated within the field of visual
cultures, art historical and visual methodological processes including compositional
interpretation, iconology, iconography and case studies are used in the analysis of the
imagery; thus ensuring the analyses are positioned within the broader contexts of
reality versus idealisation.

Beginning with a study of femininity this thesis explores how women, as subjects,
consumers and creators, have impacted upon zow genders and sexualities are
represented throughout Japanese artistic practices. Gender performativity as an
illustrative as well as theatrical performative convention is investigated through
cross-gender and cross-dressing acts within theatrical, visual arts and popular culture
spheres, leading to an exploration of masculine representations. This is achieved by
questioning the idealised ‘male’ forms in Japanese art that range from androgynous
or ambiguously gendered beauties, through to hyper-masculinity. Through the
interpretation of these representations it is clear that societal changes and attitudes
towards gender and sexuality have impacted on the ways in which graphic arts and
media represent people, despite continued aesthetic influences.

However, these ideals are not necessarily reflective of the material body or sexuality
being portrayed and can in fact act as an illustrative surrogate. This is evidenced in
the way ‘male’ homoerotism is prevalent in manga created for a young female
audience as, Fujimoto asserts, a means of escaping expected gender roles. This study
extends these findings by evaluating the historical formulation of gendered
representation through rigorous scholarship, which is then applied to visual
portrayals through detailed case study analyses of ukiyo-e, illustrations, and manga.
These interpretations of graphic arts consider the extent to which ideals impact on
the ways in which gender and sexuality are represented in imagery. Ultimately, the
performative nature of gender is vital to these analyses. Despite differences in
aesthetics and attitudes, the thesis concludes that influences can be found in Japanese
popular graphic arts and the portrayals of gender since the Tokugawa period.

Keywords:
bishonen, gender, illustration, Japan, manga, onnagata, sexuality, shojo, ukiyo-e
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Notes on Conventions (Language & Imagery)

As this research is an investigation relating to Japanese graphic arts from an art historical
perspective, Japanese terminology is used consistently throughout the thesis. In the text
Japanese phrases will be italicised and in Roman characters, with a brief definition and/or
translation in footnotes; the use of macrons (0, 1 etc.) indicates a long vowel. Where
Japanese language texts have been consulted my thanks goes to Angela Davies, Mori Koji
and Samuel Rosen for their translations and assistance, and the Faculty of Arts Professional

and Social Sciences at Liverpool John Moores University for funding translation support.

Specific terminology will be used throughout the thesis in relation to gender and sexuality;
these terms are appropriate and relevant at the time of writing which is important to note as
certain terminologies have changed since the beginning of this research in 2014, because
language is constantly evolving. Some phrases used are very contemporary, and as such may
not necessarily be appropriate or correct to use when discussing historical aspects of gender
and sexuality; however, where appropriate this is more explicitly stated within the thesis text

in order to provide context and a contemporary equivalent for these historical discussions.

Following Japanese convention, family name will be given first unless an alias/pen name is
used, or the author chooses a different custom, in which case the relevant convention will be
followed instead. It should also be noted, following these conventions. that historical persons
are referred to by their given name; for example, Kitagawa Utamaro will be referred to as

Utamaro.

Please be advised that this thesis analyses and includes some imagery that is sexually
explicit, some of which include themes relating to abuse and rape. These are analysed with
the most sensitive approach and are included as a means of enhancing scholarship within the
field of art history and visual cultures. Some imagery cannot be reproduced due to copyright,
so full image referencing has been provided where appropriate and possible. Image
referencing has been given in metric (cm), in line with British museum and gallery

conventions.

The abbreviation loc. in the in-text referencing relates to eBook sources that use a location

as opposed to page system.

xiii



Introduction

This art historically-based' research explores the field of popular graphic arts with a
focus on how gender and sexuality representations can be interpreted across different
centuries in these works. As such, it focuses on mass-producible visual arts which
target a mass-audience by utilising themes and processes which can be considered
lower in the hierarchical framework of ‘fine art’. Graphic arts are defined as works
with a focus on line, or in a print medium such as screen or woodblock, with popular
referring to the popular culture element of the graphic arts on which this research
concentrates: ukiyo-e* and manga.® The aim of this thesis is to analyse how gender
and sexuality are represented and portrayed within these works since the 17" century
and how different representations of gender and sexuality in Japanese graphic arts
are conveyed. The research considers why certain aesthetics within these practices
have become the norm whilst also evaluating the extent to which society and arts
influence and impact on each other in the formation of gender and sexuality
expressions. This broad time frame was selected as a means of researching the
evolutions and developments of representations and portrayals in art as societal
attitudes regarding gender and sexuality shifted. Whilst it is not within the scope of
this research to investigate arts from every period,* efforts have been made to
provide contextual discussions and examples to bridge the gaps between the detailed

visual analyses’ within the chapters.

! The work is conducted from within the Liverpool School of Art and Design.

2 F 45 ukiyo-e ‘Pictures of the Floating World’

3818 / ¥ > 5 manga now used to refer to ‘Japanese’ comics, though it has become a transnational
and transmedia form of graphic arts and popular culture.

4 See Appx. Two for an overview of the Tokugawa period and Appx. Three for a full chronology of
Japan.



The focus on ukiyo-e and manga stems from a continuum of themes and aesthetics;
though these are separate art forms, created with different ideologies and goals, the
two-dimensional graphic aesthetics and continued influences across different visual
arts and popular culture are key to the visual analyses in this thesis.’ As Chino Kaori
stated: “... works of art from the past are not only powerful in their own time, but
continue to exert an influence in our time as well.” (1996, p.20).° Therefore the
evolutions and changes that occur within graphic arts, as well as the social and
political climates, should be considered together when analysing representations.’
With this in mind, the thesis also considers the questions: to what extent are
representations of gender and sexuality in contemporary artistic practices influenced
by historic aesthetics? How have societal attitudes and relationships impacted on the
formation of these representations and portrayals? And finally, how do different
genders and sexualities, as represented in graphic arts, cross-influence other aesthetic
conventions in visual culture? Consequently, imagery is referenced consistently
throughout the thesis as a means of illustrating gendered representations, but to also
address how these representations have developed visually. Each image discussed
furthers the main thesis arguments, which is achieved through visual methodologies

outlined in Chapter Two.®

5 The historical precedent of visual narratives and visual storytelling in Japan can be seen in
emakimono #3%4¥) picture scrolls (usually handscrolls) dating back to the 8 and 10 centuries (Ito,
2005 & 2008), through to the ehon F24 picture books (#& e picture/painting; &< hon book) that
remained popular up to the modern era; which is regarded as the end of feudal rule and the start of the
Meiji period in 1868.

6 Taken from a reprint in Mostow et al. (2003) Gender and Power in the Japanese Visual Field

7 As Mostow et.al. (2003) states, “Gender and Power in the Japanese Visual Field refuses to be
confined by standard periodization: it represents a forceful rejection of those periodizing schemes that
would isolate Japan’s early modern period (1600-1868) from its later emergence as a modern nation-
state” (p.15).

8 A list of illustrations can be found on p.iv; whilst illustration plates are provided at the end of the
thesis.



Although embedded within art historical and visual cultural studies, this research
utilises resources from a range of disciplines in order to investigate the cultural
significance of gender and sexuality as it is represented in Japanese graphic arts. This
depth of scholarship across disciplines enhances the original contributions of this
research as it aims to place graphic art practices at the forefront of communicating,
and enabling the understanding of, a culture’s societal attitudes towards gender and
sexuality. The theories within this research expand on the previous scholarship of
academics such as Fujimoto Yukari, Mark McLelland, Joshua Mostow, Ayako Kano
and Timon Screech who have each analysed specific areas of gender, sexuality and
sex within societal, art historical and popular cultural spheres. This is achieved
through the evaluation of gendered representations and historical attitudes that
previous literature has not explored from the perspective graphic arts from different

periods of time in a single thesis.

Due to the abundance of Japanese popular culture within western society, which
caters and appeals to a wide variety of tastes, there can be assumptions about the
freedom of expression in regard to gender and sexuality in Japanese society. As
such, there are often portrayals of Japan in western media which seems to show
open-minded, or potentially extreme,’ attitudes regarding gender and sexuality. In
juxtaposition of this assumed freedom of gender expression, however, there is

suppression and discrimination'? just as in other heteropatriarchal societies, as seen

° This is most often shown in television and radio programmes such as Stacey Dooley Investigates:
Young Sex for Sale in Japan (2017) Crossing Continents, Should Comics Be Crimes? (2015)

19 For instance the scandalous revelation that Tokyo Medical University has been altering scores on
female entrance exam applicants since 2010 in order to limit the amount of women accepted to the
university (Japan Times, 2018). However, in 2022 it was reported that women had overtaken men for
the first time in being accepted to the University, perhaps indicating further shifts in gender balance
(Japan Times, 2022).



through movements such as #MeToo!! and #KuToo0.!? These gendered discussions
are not just based on contemporary assumptions, however, with historical
representations being assigned specific meaning without different contexts. For
instance, samurai are often considered the epitome of hypermasculinity whilst
onnagata'® assume an acceptance of cross-dressing or non-binary identities in a
wider social setting. In order to interpret the imagery within this thesis, and to
discuss the representations of gender and sexuality found herein, discussions of the
histories and society more broadly is required:

In practicing art history, one should not be limited to studying only subject

matter and style, a limitation that tends to divorce art from its historical,

social and political contexts. When studying a work of art, it is important to

place it in its sociohistorical context.

(Chino, 1996, pp.17-18)
This is achieved in the main chapter sections for each of the three parts of the thesis,
alongside visual analyses. Nonetheless, Chino did continue to say that these histories
cannot be formed “objectively” and as such the positionality of the researcher and

their interests will always become a factor (1996, p.18). Thus positionality must be

disclosed.

' The involvement of Japan in the global #MeToo movement was significant in 2017, as discussed by
Jennifer Coates, Lucy Fraser and Mark Pendleton, partly due to journalist and activist Itd Shiori’s
public press conference regarding the dropping of her sexual assault case by authorities, due to a
reported lack of evidence, and her intentions to reopen the case in a civil court (2020, p.1-3) when, in
December 2019, she was awarded $30,000 in damages (BBC News, 2019; Friihstiick, 2022, p.1). It’s
case and subsequent work surrounding sexual assault and the way it is dealt with in Japan has been
reported on worldwide.

12 #KuToo in reference to the requirement of heels in workplaces for female workers. Play on words:
kutsu ¥t shoes & kutsii & & pain/agony (Allen, 2019).

13 Z W% onnagata female role actor or impersonator in kabuki: onna meaning woman and gata
appearance/shape/form/style. It is important to understand that onnagata from the Tokugawa period
and today are not ‘drag’ acts or comedic representations, as would be understood of performers from
a Western perspective; the gender acts of the onnagata themselves are not supposed to be comedic
interpretations of femininity. Though their performance could be considered parody within
performativity theories (Butler, 2006).



My perspective is that of a North West British art historian who has been surrounded
by Japanese popular culture since childhood, with the likes of Nintendo and
Pokémon becoming mainstays despite not understanding the cultural links at the
time. As a teenager I was introduced to manga and Japanese language anime'* and
was immediately captivated by the aesthetics of the drawings and animations, as well
as the narratives; from here I began to explore other avenues of Japanese culture and
language from a personal interest, as the connections between these different forms
of popular culture that had impacted on my life finally became clear. However,
during an arts-based research project at Sixth Form College, I was discouraged from
my plan to explore contemporary Japanese illustrations due to tutors’ views on what
I now understand as the ‘high versus low’ debates around visual arts. As such, my
project at that time became a discussion of Aubrey Beardsley’s works, which led to a
personal appreciation and passion for woodblock prints due to the influence that

these Japanese arts had on many European 19™ century artists and critics.

Regarding the choice to investigate gender, this again relates to personal experiences
that eventually connected to my interests in Japanese popular cultures and arts. As a
child, outside forces started to impact on my understandings of gender as a form of
social pressures and attitudes. A particularly formative moment was around the age
of seven. Whilst playing with neighbour children, I mentioned I liked the colour
blue; immediately I was told by the boys present I could not like blue because I was
a girl and, therefore, pink was the colour I was allowed to like. This sparked a

rebellion about gender expectations: if I was told I was supposed to like something

147 = A anime, shortened form of animation used in the west to refer to Japanese animation
specifically, though technically the distinction does not exist in Japanese language.



because “I was a girl” I refused to engage. Eventually a realisation happened that one
could enjoy anything and everything regardless of gender position, so I was able to
reconcile pink and videogames together. However, my interest in gender generally
remained as [ was drawn to performances that ‘played’ with gender in arts and media
through the likes of David Bowie and The Rocky Horror Picture Show;" this
extended further with my introduction to manga and anime in which androgynous
and ‘gender play’ characters seem to prevail. Therefore, this research is a
culmination of personal interests in Japanese arts and popular culture, alongside an

interest in how gender is understood, performed, and represented in graphic arts.

The research itself has been conducted with an experimental approach of working
out of the UK in the new context of a digitally connected world. This has been
achieved by utilising digital collections from global museums, galleries, and
illustrator/artists’ personal online galleries, UK-based exhibition and permanent
collection visits, global exhibition catalogues and art books, as well as print and
digital manga manuscript consultation. The methodological approaches relating to
these works and the expansion on the physical act of looking in visual
methodologies, is clarified in Chapter Two (see also Rose, 2012, pp.16-17). Due to
this British-based perspective, the research has relied primarily on English language
texts and translations, and as such some Japanese texts have been inaccessible. !¢

However, as the focus of this thesis is the visual analysis of graphic arts, every effort

15 Both the film and musical play versions. More contemporarily gender and sexuality are still
interpreted and expressed by artists, musicians and actors but now in more mainstream global
contexts. For instance Rina Sawayama a Japanese-British singer/songwriter and model is open about
her sexuality, and an advocate for LGBTQIA+ rights as well as telling queer and Asian stories
through her music.

16 Though where Japanese language texts have been accessed, I give thanks to the LJMU Faculty of
Arts Professional and Social Studies for funding, and to Angela Davies for translations. It should also
be noted that personal Japanese language study has been ongoing throughout this research.



has been made to reference relevant and appropriate scholars and texts in the
‘readings’ of the imagery, this is illustrated further in Chapter One. Thus, the
significance of this study is the combination of visual methodological approaches,
which provide new insights in relation to gender representation, whilst also further
expanding the contributions of art historical research within the realms of graphic

arts, print media and popular culture.

The decision to study both gender and sexuality as part of the image analysis was
born from the early stages of the research process. At first, the decision had been
made to focus solely on gender as one’s gender does not signify one’s sexuality and
vice versa. However, as the research evolved it became clear that, although gender
and sexuality are two separate concepts, historically, culturally and visually there are
important correlations between them that needs to be analysed and discussed to
interpret representations in the arts. This was in part due to Judith Butler’s seminal
work Gender Trouble (1990; 1999; 2006),'” in which theories of gender
performativity and links between gender and sexuality started to form. Butler
questioned:

...how do non-normative sexual practices call into question the stability of

gender as a category of analysis? How do certain sexual practices compel the

question: what is a woman, what is a man? If gender is no longer to be

understood as consolidated through normative sexuality, then is there a crisis

of gender that is specific to queer contexts?

(2006, p.xi)'®

These questions bring together the basis of “gender trouble” as Butler outlines (2006,

p-xi) as a means of attempting to understand people’s “terror and anxiety” in relation

17 Originally published in 1990, with a second edition in 1999 and a reprint in 2006 which this thesis
references.
18 Preface to 1999 publication.



to homosexuality through a “fear of losing one’s place in gender” (2006, p.xi). These
ideas formed the basis of considering sexuality and gender together in the ways they
are portrayed in graphic arts; as despite the separate nature of gender and sexuality,
“under conditions of normative heterosexuality, policing gender is sometimes used
as a way of securing heterosexuality” (Butler, 2006, p.xii). From here performativity
became a key theory in the analysis of gender representations in this thesis, in part
due to the close links between graphic arts and theatrical performance, but also
because: “Gender itself, one might say, is performance: a cultural construct or
system of learned codes.” (Thompson, 2006, p.23). Codes are essential in the reading
of imagery, so these links between performativity became an important theoretical
focus for this research. Performativity of gender, then, relies on the “stylized
repetition of acts” (Butler, 2006, pp.191-193) that are constructed within social
spheres. These acts are then repeated in visual and graphic arts as versions of an
ideal, but can also fall within discourse of imitation as parody (Butler, 2006,
p.188).!"” Therefore, gender and sexuality representations in graphic arts are
intertwined both in the content and context of their creations. For these reasons,
feminine, masculine and androgynous representations are analysed throughout this
thesis, with discussions of performativity alongside sexuality. Another important

framework that underpins these analyses is that of ideals, or perfection.

The ideal as referenced within art historical contexts, has links to German
philosophers Immanuel Kant and Georg Wilhelm Friedrich Hegel. Kant’s theory of

transcendental idealism is embedded within the notion that the mind is central to the

19 Olga Antononoka (2018) discusses this further as meta-performance and drag in relation to manga
specifically.



understanding and processing of objects, leading to subjective connotations. Hegel’s
theories sit within absolute idealism, which succeeded Kant’s discussions, and takes
the mind out of subjective being into objective or absolute thought. Whilst these
developments of transcendental idealism, subjective and objective (or absolute)
idealism sit more specifically within the realms of philosophy, the discussions of art
within both Kant and Hegel’s works, specifically in relation to aesthetics, has
impacted on the development of understanding of the ideal within art historical
contexts. Eric Fernie, when describing Hegelism and Hegel’s viewpoint, said: “...art
develops according to an intrinsic logic which is intelligible to the historian, history
of art can be seen as one of the most important ways of understanding the processes
of world history.” (1995, p.342). Therefore, art historical studies relating to the
processes of representation are supported by Hegel’s aesthetic ideologies. Kant in his
Critique of Judgement stated:

In order to decide whether anything is beautiful or not, we refer the

representation, not by the Understanding to the Object for cognition but, by

the Imagination (perhaps in conjunction with the Understanding) to the

subject, and its feeling of pleasure or pain. The judgement of taste is

therefore not a judgement of cognition, and is consequently not logical but

aesthetical, by which we understand that whose determining ground can

be no other than subjective.

(1892, para.126)
Subjectivity in relation to art is prominent and persistent; we react to imagery based
on our own tastes, feelings and interpretations. Therefore, matters of taste are not and
cannot be universal as individuality impacts on the way in which we engage with the
world. However, ideals in relation to beauty as represented within arts relates
directly to the social and cultural attitudes of the time as to what constitutes as

‘beauty’, which relates to some interpretations of Hegel’s work in relation to

“communal taste” (Bungay, 1984, pp.190-191). This relates particularly to western-



centred views of idealism and philosophical ideologies, however, as David Kelley,

an expert in objectivism, stated regarding the role of art and the formation of ideals:
Art is the most powerful means of creating embodied abstractions... Art is
especially important in conveying ideals. An ideal is a high point on some
dimension of evaluation. It is the heroic act, the perfect day, the man of your
dreams, the person of unimpeachable character. The need for ideals is
inherent in the very nature of normative abstractions.
(2010, para.12-20)

Therefore, ideals in art equate to the perfect representation, which can be considered

within different cultural or societal specific boundaries. The reoccurring themes of

beauty and idealisation threaded throughout this thesis is thus underpinned by the art

historical understandings developed here, as an ideal to strive for but also the perfect

example of object/subject.?’

However, this notion of the ideal within the art historical field stems from
Eurocentric philosophies meaning they were not embedded within non-western
cultures in the way that Kant or Hegel discussed them.?! Outside of European, or
western, spheres idealist concepts are found within Buddhist philosophies; Indian
Buddhist philosopher, Vasubandhu, in particular, is linked to idealism, though not in
relation to arts, and his philosophy: “thematizes subject/object duality in this text,
arguing that although ordinary subjectivity presents its objects as distinct from itself,
this is illusory, and the consummate nature is in fact nondual.” (Garfield, 2009,
p-37). Though Gartfield’s work relates Vasubandhu to a metaphysical idealist (2009),

which appears to have links to Hegel and absolute idealism, some of Vasubandhu’s

20 Olga Antononoka references onnagata and maids within the maid cafés of Japan as “perfect object”
(2018, p.126; p.135; 214) which can be linked to the understanding of ideal outlined here, as well as
arguments of passive and the gaze which are outlined in Chapter One.

21 Though there appears to be some debate as to whether the terms ideal or idealism should be linked
to Vasubandhu.
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discussions around representation and concepts of the subjective link to Kant’s
ideology; although ultimately the ‘knowable’ and ‘unknowable’ world focus in these

philosophies remain at odds.

In Japan specifically, Max Weber’s theories began to be adapted within economic,
social and religious discourse, due to his works being introduced and disseminated
from 1905 onwards (Zhou, 2021, para.1).??> Weber’s “ideal type” has been a key
theoretical construct within the social sciences, though as Richard Swedberg
discusses, its uses within ‘empirical research’ has been complicated, due to being,
“surrounded by an air of difficulty and unresolved theoretical questions” (Swedberg,
2018, p.181). The ‘ideal type’ is based upon a theory not of perfection, but of
common elements within specific phenomena as the ‘ideal’ of that phenomena:
Weber’s methodology is primarily about conceptualization and the problem
of producing intersubjectively meaningful selections from a vast reality. The
tool around which Weber addressed this problem and reflected on its
difficulties is the ideal-type, which Weber recognized to be drawn from
culture and shaped by evaluative implications that are present in the cultural
sources from which ideal-types must be constructed.
(Eliaeson, 2000, p.250)
This differs from the development of ideal in art historical contexts of the perfect
representation.?® As this research is art historical in nature, this was the initial

approach understood of the term. However, as Weber’s theories were disseminated

in Japan during the early 20" century, this influenced the intellectual discourses and

22 The impact of Weber’s discourse is still felt in Japan today, as a special issue journal comprising 24
articles that critically examine Weber’s concepts was published in the journal Gendai Shiso in 2020
(Zhou, 2021).

23 1t should be noted that Max Weber was “as a neo-Kantian nominalist, and an anti-Hegelian in his
view of concept formation” (Eliason, 2000, p.261) due to the ideologies and time of his works. Whilst
Kant influenced aesthetics and discussed subjectivity, Hegel placed art more centrally in his
philosophy. As such it was roughly half a century after his essay’s that Hegelian discourse in art
history re-developed and was “appropriated” to form the discussions of T.J Clark (1974 reprinted in
Fernie 1995).
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the changing social and political attitudes of the country, broadly speaking. As such,
the ideal of femininity and masculinity as a social construct, that is referred to by
scholars of Japanese studies referenced throughout this thesis, may reflect notions of
the perfect but also Weber’s ideal type. Therefore, the ideal of femininity may not be
the perfect representation, but actually the ideal representation based upon the
common factors associated with femininity in that society. However, once this is
epitomised within graphic arts, the representation reverts to a focus on aesthetics and
beauty which can then be impacted upon by art historical ideas of the ideal that

Kelley described (2010).

Returning to the application of idealism to arts, beauty is the crucial focus of the
discussions. In fact, Hegel discusses Eastern art specifically in relation to ‘Symbolic
Form’ as ‘primitive’ in comparison to classical arts (n.d. a, para.1). He continues in
this vein to describe the ‘symbol’ as a “precursor of art” which “belongs especially
to the Orient, and will conduct us, by a multitude of transitions, transformations, and
mediations, to the true realisation of the ideal under the classic form...” (Hegel, n.d.
a, para.l). He completes this, quite elitist take, on “the Orient” by stating: “... the
peoples of the Orient have sought to express their ideas, but have been able to do so
only in an equivocal and obscure fashion. Instead of beauty and regularity, these
works of art have a bizarre, grandiose, fantastic aspect” (Hegel, n.d. a, para.l). These
deliberations by Hegel actually enforce the subjective issues in interpretations of the
arts, as it is clear through his writings that ‘classical works’, i.e. European arts, are of
particular beauty in his opinion. Despite not developing points of subjectivity
concerning individual taste, like Kant, Stephen Bungay states that: “Hegel excludes

the question of personal taste from his considerations and reflects upon the
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differences in norms of taste... distinguishing those ethical norms from the question
of aesthetic quality” (1984, pp.190-191). In other words, one must acknowledge high
quality, “even though we may not like it very much” (Bungay, 1984, p.191).
However, Hegel does not extend this beyond European art considerations, other than
to criticise and conflate “art of the East” as a means of holding up classical art of
Europe.?* Bungay also stated: “The Idea of Truth implies commitment to saying
something about the way things are; the Ideal of Beauty implies commitment to
showing something about the way things appear to be.” (Bungay, 1984, p.44). Thus,
Hegel’s ideals in relation to beauty can be re-applied in relation to all arts showing
an ideal, i.e. the way things appear but are not in reality: a perfection.?® The ideal as
a concept is then subjective in nature, but also the culmination of aesthetic and social
codes dictated by societal ‘tastes’ of the time. Thus, the ideal and idealisation that is
observed within this thesis refers to the perfect manifestation of gender and sexuality

represented in graphic arts.

Though as Bungay emphasises (1984, p.192), it must be remembered that Hegel’s
lectures regarding aesthetics were held two centuries ago. We can oppose theory, as
we may, “not accept the values implied by the theory” and, “If we are condemned to

have been understood by Hegel, we can either acquiesce or rebel. The only course of

24 “The character of the primitive artistic pantheism of the East, which either charges even the
meanest objects with the absolute import, or again coerces nature with violence into the expression of
its view. By this means it becomes bizarre, grotesque, and tasteless, or turns the infinite but abstract
freedom of the substantive Idea disdainfully against all phenomenal being as null and evanescent.
(Hegel, n.d. b, para.39)” This conflates the arts of many different cultures into a single form —
symbolic — that does not reflect beauty or the ideal that Hegel attributes to the second stage or
‘classical’, which, again in Hegel’s opinion, goes beyond abstraction into concrete forms as Kelley
discussed.

25 This is continued in Hegel’s works as a hope that art would come to perfection (Houlgate, 2020,
para.85). Though Stephen Houlgate, like Stephen Bungay, emphasises that there is “no definitive
edition of Hegel’s fully developed aesthetic theory that would trump all others and settle all debate”
(2020, para.8).
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action clearly not in our interest is to ignore him” (1984, p.192). It is this point that,
albeit made years after, art historians of the 1960s and 1970s adapted in their goals to
move art history out of the realms of modernism, with concern for the social context

coming to the fore.

T.J Clark outlined this in his 1974 article ‘The Conditions of Artistic Creation.’?°
Clark states, “In art history — and, I believe, elsewhere — it is precisely the Hegelian
legacy that we need to appropriate: to use, criticize, reformulate” (Clark, 1974,
p-250). Therefore, despite the idea and communication of Hegel’s work regarding
aesthetics and ideals now being perceived as quite elitist, the theory behind this
became adapted and reworked within art historical contexts. Eric Fernie notes that
Hegel’s ideologies?’ influenced the likes of Marxists in “transforming the spirit into
the conditions of production.” (1995, p.342), which influenced the advancement of
art history and visual culture (Jones, 2003, p.34). According to Fernie, Clark
emphasised that:
...we should study the way in which social classes use works of art to
maintain their position; style should be analysed as if it were an expression of
an ideology in visible form; we should explore the extent to which the
conditions and relations of artistic production explain that relationship, and
how it was received and perceived by patrons and audiences. Such an
investigation could result in telling us how ideologies work. This should be
the scope of the ambitions in the history of art.
(1995, p.246)
This thesis does not explicitly attempt to answer each of these ‘ambitions’, but it

does use the ideology of art as a means of exploring the “extent” to which

relationships of artistic representation can be used as a means for interpreting the

26 Reprinted in Fernie, 1995, pp.248-253.
27 Specifically surrounding the “spirit’, that is the idea within his symbolic, classical and romantic
form frameworks in the creation of the ideal.
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imagery encountered within this research. The social elements that impacted on the
creation of imagery and subject matter particularly is discussed in relation to the
ideals of beauty and perfection represented within them. The focus of the analysis
remains on the content and context of imagery, but discussions of the production and
development of graphic arts in Japan is needed to illustrate the historical and

contextual relevance (see also Appx. One & Two).

These histories and contextual discussions have been conducted through extensive
literary research to provide a synthesis of research in Chapter One, and to illustrate
how such representations may have been developed in response to and as a reflection
of wider cultural and societal attitudes. This reflection, however, was not of the
realities of life, but the representations of ideals as communicated through popular
cultures and arts. In the mid 20" Century art historians: “began to interrogate the
structures, psychic and social, motivating representation rather than accepting it as a
given” (Jones, 2003, p.34). This thesis continues the question of motivation by
analysing how and why gender and sexuality is portrayed in these ways in ukiyo-e
and manga particularly. This is achieved by illustrating historical and cultural
attitudes through the sources consulted (Chapter One), and employing visual

methodologies to ‘read’ the imagery (Chapter Two).

The decision to focus on popular graphic arts stems from previous research
undertaken by this author which analysed the legacy of ukiyo-e and the impact that
prints as a form of creative practice and aesthetics has had on more contemporary
media and arts. Ukiyo-e has had a global impact on arts since its ‘introduction’ to the

west; artists like Van Gogh, Mary Cassatt and Aubrey Beardsley drew inspiration
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from the perspectives and themes of ukiyo-e in the 19" century, and this has
continued today with contemporary artists often referencing the graphical elements
of ukiyo-e prints, as well as themes, as inspirations for their works. This has also
been prominent within Japan, as can be seen in the works of Hashiguchi Goy® in the

early 20" century, and contemporary artist, Chiho Aoshima.

Whilst gender and sexuality are the visual representations being interpreted within
the imagery of this thesis, the depictions found in the woodblock prints that the
historical aspects of the research explores, actually equate to social outsiders or the
countercultures of Tokugawa Period?® society. In other words, the subjects of the
prints belonged to the entertainment and pleasure districts and thus did not reflect the
everyday lives of Japanese people at this time. In fact, the representations of these
quarters were glamorised and idealised versions. This is illustrated throughout the
thesis, but it is crucial to state here that despite the imagery’s prevalence and
popularity across the city of Edo and the broader society, the viewers of the time
understood these representations to not be reflective of their normative daily culture.
The same can be said for the contemporary graphic arts observed throughout this
thesis, as manga often deals with the fantastical but also ideals. Despite
contemporary understandings that ukiyo-e and manga are different branches of
graphic art, links can be seen in the themes and representations in the works. This is
considered throughout the thesis as a means of understanding the evolution of visual

portrayals of gender and sexuality within graphic arts, revealing that despite

28 Also known as the Edo Period, 1603-1868. Edo ;L was the name of the city from which the
Tokugawa family ruled as shogun or military leaders, and is now known as Tokyo BIR.
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changing attitudes and artistic processes, cultural artistic influences are still

informing the ways in which gender can be represented.

Since the mass introduction of ukiyo-e to the western world in the late 19" century,
these prints have been regarded as beautiful works of art that take pride of place in
many museum and gallery collections. However, the meaning to Japanese culture at
the time of their creation has been thought to be very different to that interpreted by
the European artists and art collectors, as Atkins states:

To the bafflement of Euro-American visitors in the mid-1800’s ... Japanese

considered ukiyo-e to be about as valuable as calendars from a petrol station.

Japanese were equally flummoxed by Westerners who snatched up these

disposable prints and revered them as artistic masterpieces

(Atkins, 2017, p.41)
In this respect, ukiyo-e and manga are both forms of popular culture that could be
considered to be ‘throw away culture’; both were mass-produced,?® paper-based
works aimed at the general public as opposed to aristocratic or upper-class society.
In some ways this extends to definitions of illustration: “[which] is contextualised
visual communication commissioned for target audiences, often reproduced in large
quantities and distributed via the ever-expanding creative, media and communication
industries” (Male, 2019, p.9). Regardless, the mass-producible element of these
ukiyo-e meant that luxury was not necessarily the aim: “Paintings had to be treated
with care as they were luxury items. Prints were cheap, stainable and disposable”
(Screech, 2009, loc.600).%° Therefore, these prints did not represent luxury so much

as pleasure that reflected the economic changes: “...those who migrated to the

castle-towns or port cities, re-inventing themselves as urban commoners, became the

2 After the initial ink paintings and drawings by the artist that is, see Appx. One.
30 In reference to erotic prints specifically, but the point stands for ukiyo-e more generally.
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makers and shapers of popular culture” (Leupp & Tao, 2022, p.36). Thus ukiyo-e
mirrored the interests of their audiences by emphasising leisure and pleasure with

depictions of the entertainment districts (Fister, 1988, p.47).

The focus on everyday life and pleasure was central to the creation and popularity of
ukiyo-e, as they reflected the exciting and idealised urban life?! that was unattainable
for some who viewed them.>? Beauties, especially from the pleasure quarters** and
kabuki*? actors were the most popular subjects for ukiyo-e, until various restrictions
and censorship laws impacted on their design in the mid-19" century.?> ‘Fans’ of
particular actors would collect prints depicting their various roles; owners of kabuki
theatres would utilise the medium to advertise the latest stage production; brothels in
the pleasure quarters would also be advertised through these prints and the women
depicted would inspire the latest fashion trends. The combination of ‘art’ and
popular culture within ukiyo-e creates further connections to the ways in which

representations of gender and sexuality can be explored across time.

31 This included major cities and towns with flourishing entertainment and publishing industries, most
often Edo and Osaka.

32 Although unattainable in reality, the imagery was more recognisable to them than the ‘fine arts’ of
previous generations and of the upper-classes.

33 JWEER yitkaku: Red light district/ pleasure quarter; there were multiple quarters throughout Japan at
this time, but the Yoshiwara became the most famous.

3 MK Kabuki has become one of the most famous traditional theatrical art forms in Japan and was
awarded UNESCO Intangible Cultural Heritage of Humanity in 2005 (inscribed in 2008), alongside
other traditional Japanese forms of drama: n6 and bunraku. BE né or noh theatre deriving from the
word for skill or talent, a type of dance drama developed from the 14" century and most commonly
linked with the aristocratic classes. It is said to be the oldest form of theatre still performed today. 3X
# bunraku Puppet theatre also known as Ningyo joruri. Founded in Osaka at the start of the 171
century its popularity across Japan grew and now has UNESCO Intangible Cultural Heritage along
with no and kabuki

35 Known as the Tenpo reforms — see Appx. Two for further Tokugawa period discussions, and Appx.
Three for a full chronology of Japanese periods.
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Analogously, art and popular culture have merged in artistic practices, with one of
Japan’s most famous contemporary artists working directly at the intersections of
popular culture, merchandising and ‘art’. Takashi Murakami, has spent the last
twenty years establishing a movement known as Superflat (Vanatarian & Iwada,
2011; Lisica, 2010). As Vartanian said, “Superflat collapses dualities of high vs. low,
uniqueness vs. multiplicity, and art vs. craft.” (Vartanian & Wada, 2011, p.51). Itis
Murakami’s ‘mission’ to have high art and ‘low’ or subcultural works considered as
equal; indeed, this is another justification for examining traditional Japanese visual
cultures alongside contemporary works in this thesis. Whilst ukiyo-e are now
considered a traditional art form, the subject matter relates more readily to pop
cultural phenomena, like that of contemporary manga, and so different
interpretations of what constitutes as ‘high’ or ‘low’ art can be observed within

graphic arts practice.>®

Extending the discussion of ‘low’ arts and how this is considered in wider contexts,
Toku Masami (2015), conducted a case study in which she examined the progress of
a young child’s visual development in drawing, and the way it advances in relation
to engagement with manga. In relation to arts education, Toku states that before
1998 manga was not recognised as a valid or valuable form of arts education in

Japan (2015, p.11), despite her research and case studies showing that outside the

36 Nobuko Anan (2016, pp.153-159) discusses Murakami’s ‘Superflat’ further, as Murakami extended
the meaning of this movement in reference to his “Little Boy” thesis of Japan being “Superflattened”
by the US Occupation and the “systematic castration” that forced Japan to “adopt the status of “Little
Boy”” (Anan, 2016, p.153). All the same, Anan does then state that Murakami spins this back to a
‘positive’ relating to the two-dimensional elements of Japanese arts and media: “... takes Japan’s
Little Boy status as a badge of honor. In his view, Little Boys in superflat Japan would eventually be
able to reign over the world’s art scene.” (Anan, 2015, p.159) Therefore, Superflat is inspired by the
‘flattened’ two-dimensional aesthetic styles of ukiyo-e, manga, anime and other visual arts that this
thesis analyses, though this research concentrates on the representations of gender within the pieces.
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classroom students®’ choose to respond to her drawing requests using styles,
especially in relation to “spatial patterns” (2015, p.10), found in manga. Toku’s
research showed that students were developing their visual literacy skills through
manga association, in terms of their own creative expression but also as a means of
engaging with the world around them.*® Toku’s research and applications of manga
to arts education, and the ‘Superflat’ movement, emphasises the importance that
different kinds of art, in this case graphic, as a form and means of communication
can possess; this also relates to the development of visual culture as a mode of
academic inquiry:
Visual culture was initially developed by scholars frustrated by the
limitations of art historical analysis (which insists upon the separation of
“high” from “low” cultural forms) and the separation of models of visual
analysis according to disciplines (for example film theory and television

studies).

(Jones, 2003, p.1) ¥

37 Elementary school specifically, ages 6-12 years.

38 From 2002, manga has become part of the national arts curriculum in Japanese textbooks (Toku,
2015). However, from personal experience, manga-inspired work was still suppressed in British
schools and college arts education in 2008/9.

39 This also emphasises that classifications of imagery, such as popular culture as opposed to ‘fine
art’, does not render works as being unimportant or lacking any artistic relevance and value. This also
raises the much debated question, ‘what is art’, or ‘what is art history?’ as Toshio Watanabe reflected
following a symposium entitled ‘Art History Considers Manga’: “Art history is surely not just the
history of so-called ‘high art'...If art history is a discipline which explores art, it should surely change
and adapt when the definition of art changes. The concept of “art' is expanding and its boundaries are
being blurred. With this in mind I feel strongly that art history should tackle the history of visual
culture in the broadest sense, utilising the arsenal of methodologies of others and the discipline of our
own.” (Watanabe, 1998, pp.18-19) Whilst this thesis does not answer the questions of what art or art
history is, it does discuss the importance of different artistic practices to societal research through the
use of art historical methods.
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Amelia Jones continued this explanation of visual culture in relation to “high versus
low culture” specifically as sharing the “impulse of culture studies to reject
disciplinary hierarchies,” (2003, p.3) and that the driving force was revising how
meaning takes place within imagery. This specifically relates to the shift of focus
from the meaning endowed by ‘artists-as-creators,” to how viewers interpret the
works: “Visual culture, then, cuts through the conventional art-historical notion of
meaning as inherent in an image, as presumably embedded there in perpetuity by the
willful [sic] intentions of the artist...” (Jones, 2003, p.3). Therefore, the ways in
which imagery can be interpreted as representing different ideologies, in the case of
this thesis, the ways in which graphic arts represent and portray gender and

sexuality, is an important means of academic inquiry.

Despite the assertions of ukiyo-e as popular culture and being artistically
‘unimportant’ to Japan at the time, it should be noted that ukiyo-e and the artists who
created them were very popular (like manga and mangaka)*® and were appreciated
for their artistic skills.*! Therefore, if these prints were truly seen as only
‘disposable’ there would not be as many beautiful examples of this art from still in
existence today, nor so many different print editions of popular series needing to be
created or recreated. In fact, there has been a continuous narrative that when first
introduced on a mass scale in Europe during the 19" century, these prints were
‘discovered’ as wrapping paper for ceramics. In her 2021 publication, Ukiyo-e in

Context, Julie Nelson-Davies tackles this point immediately by saying in her career

thus far she, and others she has worked with, have seen no evidence of prints being

402 EIR mangaka meaning manga artist.
4l As well as the printers and carvers involved in the printing process themselves, see Appx. One for
further production discussions.
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used in such a way: “...[it] probably originates in a misunderstanding of an event
that in turn may have been misremembered.” (2021, p.1 & p.21). She then goes on to
offer a possible explanation for the development of this myth as being related to a
sentence in a letter relating to an illustrated book from Japan being wedged between
porcelain pieces being shipped some fifty years after the event in question took
place, and heard second hand: “... the people doing the packing were French
exporters, not Japanese dealers. The book may have been used to fill a gap, but this
case likely alludes to something else: the French exporters probably added the little
book as a gift for a good customer.” (2021, p.1). This discussion itself brings into
question ideas of how prints were really used and valued, and how we as art

historians approach these areas.*’

Though the imagery interpreted within this specific thesis may not be considered to
be illustration in the conventional sense, Alan Male states that illustration is rooted
in an “objective” need to “fulfil a particular task,” (2007, p.10) usually in connection
to communicating a “specific contextualised message to an audience.” (2007, p.10).
From this visual language is an essential part of this research and the analyses
within, as some imagery can only be understood, or ‘read’, with the relevant visual
literacy (Ishida, 2019). Images communicate differently to text; they allow personal
imagination and individualism to be expressed, all whilst, potentially,
communicating different messages. This also leads to various interpretations and
readings of these messages depending upon a multitude of factors; including, but not

limited to, class, race, gender and age. Thus, arts of all kinds should be studied as a

42 Nelson-Davies switches the focus of this by asking how we know how prints etc. were used and
valued. The basis of which formulates her questions within her publication.
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means of interpreting different ideologies and perspectives, and how this could sit
within wider social contexts; in the case of this thesis, these contexts relate to gender

and sexuality.

Returning to manga, a brief definition of terms is required. Manga evolved from
many global influences and creative disciplines, to become a leading ‘comic’
phenomenon in the 20 century,* and are demographically split: shonen manga
focuses on action-packed storylines aimed at boys, whereas shojo manga explores
emotional tales targeting a female readership; whilst seinen and josei follow more
mature themes for young-adult male and female-target audiences respectively.
However, it should be noted that ‘josei manga’ as a term appears to be used as a
description by fans and online forums or manga list sites, as josei is another term for
woman or female, and not necessarily as a common term by manga scholars:
The 1980s saw the arrival of manga genres aimed at adult women, along with
specialized magazines that continue to be published today. It strikes me as
notable, however, that for some reason we have no term to describe as a
whole the genre of manga aimed at adult women, and that for the most part
even manga aimed at adult women are categorized as shojo manga.
(Yamada, 2019, p.121)
However, there appears to be some discrepancy in this as Deborah Shamoon does
make reference to josei manga as an “offshoot genre... for older readers” (2018,

loc.6300) whilst discussing shojo manga. Nevertheless, there is an area of manga for

adult women with a recognisable and accepted term, ‘Ladies’ Comics’ or rediisu

43 Elements of handscrolls such as Chaji-jinbutsu-giga (Frolicking Animal Scrolls) from the 12"
Century, or kibyoshi E3RHK Kibyoshi ‘Yellow books’ a cheap picture book created during the
Tokugawa Period, similar to contemporary comic books or manga (Kern, 2006) of the Tokugawa
period, can be seen in the continuation of visual narratives, however, British cartoons and caricatures
such as those found in Punch and by Charles Wirgman, and influences from cinema in the 1950s,
such as Disney, can all be found in contemporary manga (Ito, 2008).For a more detailed discussion of
manga production and serialisation see Appx. One
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komikkusu** which explores much more explicit adult themes than the more

mainstream works that josei may be applied to.

Regardless of these gendered demographics and generalised themes, each area of
manga teatures works that include but are not limited to: history, sci-fi, supernatural
and slice-of-life*’ storylines. The fact that manga in the first instance are categorised
by the, presumed, gender of the target audience, make them an interesting and apt
form of visual media to analyse representations of gender and sexuality, but manga
also “reflect both the reality of Japanese society and the myths, beliefs, and fantasies
that Japanese have about themselves, their culture, and the world” (Ito, 2008, p.27).
Again, this emphasises the need to study graphic arts and imagery within academic
research to understand a variety of social and historical ideologies, but also as an art
form, since the content as well as the context of these works is important. This
combination of visual analysis and gender examination is a new study that offers
fresh perspectives on the impact of visual and graphic arts on cultural attitudes and

interpretations of gender and sexuality.

These interpretations are presented throughout the following chapters, which explore
different elements of gender and sexuality in imagery since the 17™ century,
although some analysis concentrates more directly on 18" century ukiyo-e and 20"
Century manga. However, in order to provide detailed discussions of the evolutions
of these later 20" century images more accurately, examples of works from the

Meiji, Taisho and Showa periods (Appx. Three) are analysed to enable a wider

M LF 4 —R3A I v R Rediisu komikkusu Ladies’ Comics, also can be shortened to redikomi,
see Part One, Chapter Five.

45 This refers to stories that focus on the everyday occurrences and lives of the characters with settings
such as high schools, junior high schools, offices etc.
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contextual understanding of developing and evolving creative themes, practices and
ideologies relating to gender. The gap between the 18" and 20" centuries was an
extensive time of change, both in terms of political and societal attitudes, but also in
terms of artistic creation. For that reason, an extended discussion of these periods is
not possible in the scope of this project, but the relevant graphic or illustrative arts

are explored in order to illustrate the important visual representations.

Each thesis component studies a specific element of gender as the focal point, though
other gendered elements may be referenced throughout to support and provide
further contextual discussions. Part One focuses on feminine representations, Part
Two explores cross-gender performance and Part Three considers masculinities. The
choice to split the thesis by perceived gender representations is reminiscent of manga
demographic splits, but this is also to provide space for detailed analyses of differing
representations within these sub-sections. The Literature Review (Chapter One,
p-29), provides a synthesised overview of the cross-disciplinary sources and theories
that have shaped the research; the thesis then outlines the methodological processes
that are utilised in Chapter Two (p.59). The methods illustrate how the physical act
of looking leads to detailed examinations of the signs and codes that are
communicated in graphic arts, whilst also acknowledging that the subjective nature
of art, and the cultural positionality of the researcher, can lead to differing

interpretations.

Chapter Three examines the ways in which femininity has been represented through
the subject of female sex-workers during the Tokugawa period, and the

glamorisation of their lives in print format. The passivity and sexualisation of these
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women is explored in relation to the societal expectations of the time. This then leads
to the establishment of shojo culture in the Meiji and Taisho periods as discussed in
Chapter Four, when a change in political and societal structures led to new categories
of woman and their place in society; this meant that women were suddenly seen as
important consumers*®, and imagery created about them was suddenly for them as
well. The final chapter in this section (Five) explores less mainstream artistic
representations of women, such as in Ladies’ Comics, alongside works created by
and primarily for men that show women in a more ‘active’*’ light, bringing the
section full circle from the passive woman stereotype to femme fatale-type

interpretations.

Following these binary female representations, an examination of cross-gendered
acts takes place in Part Two. The imagery explored throughout this section include
female and male-coded imagery, but from gender performative interpretations.
Chapter Six concentrates on historic representations established in kabuki
performances, with historical analysis regarding the development of the art form.
Ukiyo-e about kabuki was especially popular, and, therefore, an interesting art form
to utilise the discussion of gender representations. The precedent of male-to-female
cross-gender performance in Japanese art forms paved the way for more mainstream
forms of female-to-male cross-gender performance in the Takarazuka Revue*® to

emerge in the 20" century, as explored in Chapter Seven. The Revue has been an

46 Although Amy Stanley (2022) does outline women’s place as consumers during the Tokugawa
period, which also led to outcry from men in positions of power. This is explored in relation to the
Meiji/Taisho in Chapters Four and Five.

47 Due to the nature of this specific study, other ‘active’ representations of women in manga created
by and for women cannot be explored in detail here, though the cross-gendered active representations
will be discussed in Part Two.

B IZRIMBEIE Takarazuka Kagekidan.
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integral part of the development of shojo manga narratives since the 1950’s and
1960’s, and female coded ‘gender-bending’ stars of manga are analysed in this
section. The final chapter in this part (Eight) explores some of the common tropes
and themes in contemporary manga visuals, such as that of the mistaken identity

trope, before concluding with male-coded gender-play and performance.

The final section of this thesis interprets masculinities within Japanese visual culture.
Beginning with Tokugawa Period discussions of the role of ‘male youths’,* Chapter
Nine, explores what masculinities can actually mean in relation to androgyny and
‘third genders’, historically speaking. The ideal of androgyny as a part of
‘masculine’ beauty is significant within Japanese visual cultures and the second
chapter of this section explores the ‘birth’ of bishonen®® as a core visual character in
manga. Though bishonen can be traced throughout Japanese history, Chapter Ten
analyses the role of masculine beauty in relation to female audiences specifically.!
The final chapter (Eleven) then examines different ideas of masculine beauty in

relation to male readership before concluding with sexuality specific representations.

Whilst multiple images are explored and analysed throughout the chapter text, each
chapter concludes with an individual case study to illustrate the discourse of the
chapter. The case studies have been selected throughout the research to reflect a
variety of representations and portrayals relating to gender and sexuality. The images

are initially discussed individually, and then in conjunction with any accompanying

* Wakashu specifically as will be explained further later in thesis: %€ youth/young person often
used in reference to ‘male youths’.

30 52/ 4F literally ‘beautiful boy’ bi meaning beautiful and shénen which is now used to mean boy
S17R—4 X 5 7 Boys Love/BL, a genre of shdjo manga with homoerotic themes.
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imagery where appropriate. The methodological approaches of this are outlined in
Chapter Two. As is further discussed in Chapter One, the majority of the thesis has
utilised English language sources and translations, this includes manga that has been
consulted. Though cross-disciplinarity has been used in the consultation of sources
to assist the interpretations of the graphic arts, particular arguments relating to wider
media, such as anime or novels, or thorough histories of queer representation in
reality, cannot be covered in detail within the scope of this particular research
project. However, where appropriate, relevant connections are made that relate to
other media, and also deeper discourse surrounding the history of ‘queerness’ in

Japan, but the focus on graphic arts is maintained.

This research aims to discover new areas of discussion in relation to the artistic
practices that gained momentum during the Tokugawa period, and how gender was
formulated and represented within graphic arts since this period. As this thesis
uncovers, Japan’s attitudes to gender and sexuality can be extremely complex, with
minute details affecting the interpretation of these ideologies. However, in order to
make these new discoveries, an understanding of the literature that already exists is
required. The following literature review examines key sources and theories, across
various disciplines, that are utilised throughout the thesis in the application to artistic

practice evaluation.
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Chapter One:
Literature Review

This research employs a cross-disciplinarity approach in order to understand and
analyse accurately the breadth of already existing discourse surrounding gender,
Japan and art. Cross-disciplinarity,>? in terms of the literature explored, is vital to
this research as it allows for a deeper and more nuanced reading of the imagery in
relation to gender and sexuality by creating a synthesis from these sources. These
disciplines include but are not limited to areas such as queer studies, art history,
visual cultures, theatre studies, manga studies, sociology and history. It is also
important to re-emphasise that whilst the focus of this research is within Japanese
arts, the majority of sources consulted are English language texts and translations,
though some original Japanese language sources have been consulted. As the focus
of the research is the analysis of graphic arts through the lens of art history, the texts
examined have assisted in the comprehension regarding contexts and histories, as
well as more general discussions of performance, gender, sexuality and Japanese
culture. This in turn has enabled the interpretative discourse surrounding the imagery
to develop and to illustrate how representations and portrayals can be formed. The
following review examines the texts and theories that have influenced and shaped the

development of this thesis.

As already mentioned in the Introduction, gender performativity is a crucial theory to
this research. The basic discourse states that cultural and societal impacts influence

gender and create performance, as opposed to a biological imperative of gender

52 As this research focuses upon approved and recognised art historical and visual methodological
processes, the thesis is not classed as interdisciplinary. However, cross-disciplinary is relevant due to
the use of sources from across disciplines to make connections (Polaine, 2010, para.2).
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expression. The main arguments of Butler (2006 & 2004; Jagger, 2008) are pivotal
to the discourse of non-/normative gender as a series of acts, or performance,
however: “one does not “do” one’s gender alone. One is always “doing” with or for
another, even if the other is only imaginary” (Butler, 2004, p.1). This relates to
“learned codes” (Thompson, 2006, p.23) as a means of understanding and informing
the ways in which gender can be performed. Codes can be influenced from differing
social and cultural ideologies that in turn impact on artistic representations of gender.
These theories and ideas surrounding codes and cultural influence in the formation of
gender performance have also gone beyond cultural/critical theory within arts and
humanities discourse. Gina Rippon (2019) examines the myths within cognitive
neuroscience of “gendered brains,” to determine to what extent ‘sex’ plays a role in
the formation of gender, with a focus on the female brain. Ultimately, she concludes:
...that our brains are rule-seeking systems, generating predictions based on
the world in which they are functioning in order to guide us through that
world... we need to be much more aware of exactly what social rules (right
or wrong) are out there to be absorbed.
(2019, p.347)
Therefore, theories relating to the learned codes that we absorb in order to express
(or hide) our genders lead to a need to examine ways in which these codes could be
shown. Imagery is an impactful area of codes: photography, illustration,
advertisements and art (as well as televisual and gaming imagery) surround us
constantly in our daily lives, and can impact on the way we understand, learn and
interact with the society and culture we live in. Hence the imagery we see daily is

involved with the learned cultural and societal codes of gender — alongside the more

intangible aspects of culture.
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Moving on to art historical studies specifically, particularly in western discourse,
there was a shift from modernist and classical modes of thinking in the 1970s, which
was related to the feminist interpretations that began to be applied to readings of
visual imagery (Jones, 2003; Bell, 2007).>® Around this time visual cultures began to
take shape as a separate mode of study to differentiate between the ‘high and low’
arts, as discussed in the Introduction (pp.20-21). Jones continued these discussions in
relation to feminist responses that began to develop the analysis of imagery in arts
research (2003, p.3) as forcing a change in representation and art historical
discourse. In light of this change leading feminist art historians, Linda Nochlin
(1989; 2021) Griselda Pollock (2003), and Rosemary Betterton (1987; 2003)
proposed ways that art history, visual cultures and feminism could develop together

to create new readings within art practices.

Additionally, at this time John Berger (1972) developed vital theories in Ways of
Seeing relating to the physical act of looking and the gaze in relation to visual arts;
that is men look, women are looked at. Later, Laura Mulvey (1989) then expanded
Berger’s discussions of the gaze within film theory and related it to women by
developing the theory of the female gaze.>* This gaze meant a move away from the
previously perceived norm of the male gaze, which positioned women as object and
the male as voyeur: “women are simultaneously looked at and displayed, with their
appearance coded for strong visual and erotic impact so that they can be said to

connote fo-be-looked-at-ness.” (Mulvey, 1989b, pp.47-48, emphasis in original);

33 Which more recently is moving towards practice based research as a mode of understanding and re-
creating (Biggs & Karlsson, 2010, loc.307)

54 Mulvey originally published ‘Visual Pleasure and Narrative Cinema’ as an article in Screen Vol.16

No.3 1975 pp.6-18 (Gamman & Marshment, 1988, p.189). This thesis uses the 1989 Visual and Other
Pleasures publication as well as a re-print in The Feminism Visual Culture Reader (Jones, 2003).
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though it should be noted that the ‘gender’ of the viewer did not matter so much as
the intent. In other words, regardless of the person viewing, the gaze that was
perpetuated was male. Therefore, the female gaze does not necessarily equate men
with object as a form of reversed gaze, but that women do not need to ‘look’ in the
same way as men, meaning the gaze can also relate to identification, as well as
subjective and objective means of engaging with imagery.>> Lorraine Gamman also
commented that:

...the active female experience except in terms that assume a masculine

position in language... but also doesn’t allow conceptualisation of how other

dynamics of identity — such as race, class and generation — may well affect

how viewers of the visual media identify with protagonists.

(1988, pp.24-25)
Ultimately, the development of the female gaze through popular culture and visual
arts became about empowering women (or non-heteronormative peoples) in their
different acts of looking (Gamman, 1988, p.23). As Gamman noted regarding
feminist and feminine representations on screen: “femininity is also intertwined with
its own reflection: that there is no single reality simply awaiting its ‘accurate’
representation.” (1988, p.23). These theories of the gaze are vital in the
developments of art historical depictions and readings of imagery, as they situate
passivity and activity within gendered portrayal in arts (Berger, 1972; Mulvey,
1989), but also question how these different ‘acts of looking’ can affect the
interpretation (Gamman, 1988; Pooke & Newall, 2008, pp.146-150). This is an

important theme that this research expands upon in relation to the graphic arts

analysed.

55 Early developments of the female gaze related to psychoanalytic readings relating to the threat of
women due to the “lack of a penis, implying a threat of castration” (Mulvey, 1989b, p.49) which
Gamman stated led to continued readings of “strong women in terms of ‘phallic replacement’ (1988,
p-24; emphasis in original).

32



Another aspect that emerges throughout the development of these theories of the
gaze and performance is the “white minority-world focus (Barker, 2016, p.131).
Nochlin in her ‘Why have there been no great women artists?” article>® emphasises
that feminist art historians should not try and find “female Michelangelos™ (Pollock,
2003, p.2) but consider the “white-male-position-accepted-as-natural” (Nochlin,
2021, p.22) in readings and developments of art historical discourse. Though
Nochlin’s work is primarily concerned with feminist ideologies and the impacts in
art history, she acknowledges consistently the white-male patriarchal institutional
focus and the “natural” structure of these institutions have also negatively impacted
upon ethnicities and social classes (2021, p.32). Chino also noted this as a
standpoint, that in North American art historians were endeavouring to question:
From the standpoint of “gender, race and class” these art historians see the
traditional “universal” and “objective” art historical discourses as a set of
values clearly based on those of “white-middle-class men”. The assumptions
of traditional art historical practice put others in an inferior position. It seems
only natural that these art historians would have a difficult time accepting
such a situation.
(1996, p.18)
Therefore, the move to question the white male focus in art history expanded after
Nochlin’s 1971 essay, as Meiling Cheng stated: “Within feminism, the confrontation
with gender oppression alone proved insufficient when the interlocking effects of

race, ethnicity, class, age, physical ability, and sexuality were laid open and

critiqued.” (2003, p.30).

%6 Originally published in 1971, with a “thirty years later’ (2001) and 50" anniversary (2021) editions
subsequently published.
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This is intersectionality, as coined by Kimberlé Crenshaw in 1989 as a means of
directly examining how individual people’s different lived experiences affect the
way they interact with and view the world in which they live, or, more specifically,
how their overlapping identities relate to the discrimination they face (Coaston,
2019).%7 Intersectionality then, could also be viewed as an expansion of feminist
theories to involve more than white, cisgendered, middle-class women’s experiences
in discourse, and as such brought oppression, discrimination and privilege related to
race, class, gender, sexuality, ethnicity and disability to the fore more prominently
(Bloom, 1999; 2003). However, as Brittney Cooper explains, intersectionality was
not supposed to be a means of exploring identity or subjective identity politics, but to
explain the power dynamics within law that left black women as invisible: “Never
did her work indicate that intersectionality was an effective tool of accounting for
identities at any level beyond the structural” (Cooper, 2016, p.390). On the other
hand, it perfectly explained that different lived experiences by various (in this case)
women meant that they experienced oppression and privilege in distinct ways.
Therefore, the feminist theories regarding intersectionality continued to develop so

that race, class, sexuality and gender could be explored as they intersect together.

Chino also stated that: “Consciously or unconsciously a researcher’s individual and
personal viewpoint conditions her or his methods of study” (1996, p.18). This also
applies within these discussions and also within conversations of how art histories

can be explored, as Chino asserted that concepts such as gender should be applied to

57 The initial examinations by Crenshaw in 1989 and 1991 examined Black women’s experiences
specifically within law and critical race theory: “What she [Crenshaw] named “intersectionality”,
encapsulated and expanded a body of work about a set of social problems that black women thinkers
had been grappling with and attempting in various shapes and forms to name for nearly a century.”
(Cooper, 2016, p.389).
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historical readings in art history in order to: “take a new look at the very discipline
and history of Japanese art history and to offer new interpretations.” (1996, p.17).
Barker acknowledges this further by discussing criticisms of queer theory for not
engaging with race (2016, p.126) and points to some stereotypes that emerge in
gender and sexuality discussions as “at polar extremes from white people” for
instance, “Asian men are stereotyped as feminine and black men as hypermasculine.
Asian women are stereotyped as innocent and black women as hypersexual” (Barker,
2016, p.128). Barker continues: “One issue with a white minority-world focus is that
— as anthropologist Gilbert Herdt points out — many cultures globally don’t view
gender and sexuality in the essentialist, binary ways common in the minority world.”
(2016, p.131). This point is vital to the discussions and research of this thesis,

because as already illustrated, performativity is key in gender discussions.>®

Despite the western or ‘white minority-world’ focal point of these gender, or queer
theories, they have been indispensable as a starting point for global gender
examinations for western-based scholars, as this is the world in which they have
engaged with these theories and ideas personally.®” This is perhaps why Lisa Bloom
(2003) specifically extended feminist theoretical discussions by regarding
transnational and Asian feminist points of view in relation to visual cultures,
following a 1999 edited publication that considered race and gender more broadly, as

Asian feminist theories and discourse had not been widely acknowledged within

58 Although it should be noted that performativity through Butler’s research and theories have been
related more closely to queer theory than in feminist work since: “Some feminist activists perceive
Butler’s work as undermining their struggle, but gender instability is central to gueer theory.” (Pooke
& Newall, 2008, p.159; emphasis in original).

3 However, as Joshua Mostow in the introduction of the edited collection Gender and Power in the
Japanese Visual Field (2003) notes, edited or collected feminist art history publications began to re-
“restrict” the scope of feminist theory by focusing on European and non-ancient works in the 1990s,
despite exhibitions and publications dedicated to Japanese and Chinese women artists being produced
(2003, pp.1-3) with examples including Fister (1988) and Weidner (1990).
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these western feminist publications. However, within Japanese arts specifically, the
1990’s saw an increase in translations of feminist seminal texts such as Nochlin and
Pollock, as well as original Japanese works with a feminist focus (Mostow et.al.,
2003, p.4). More recently, there was a re-examination of feminist thinking in Japan,
through arts, education and transnational viewpoints (Bullock, Kano, Welker, 2018);
as well as the championing of leading Japanese feminist voices (Buckley, 1997)

through interviews and translations of key works.

Scholars of Japanese studies relating to gender, have also utilised Butler to ground
the discourse and provide theoretical discussion in relation to the historical and
cultural attitudes towards different gender expressions (Antononoka, 2018 & 2019;
Robertson, 1998; Strickland, 2008). Sabine Friihstiick stated: “sex, gender, and
sexuality are sociocultural constructs that have historically evolved — perhaps never
more dramatically than during the modern era” (2022, p.9). This statement relates
directly to the theory that gender is constructed by the codes and signs we interact
with on a daily basis within differing cultures (Thompson, 2006; Rippon 2019).
Friihstiick then specifies: “In Japan, female, male, and other individuals have
transgressed the binaries and boundaries, have refused to be either, or have insisted
on being more than both,” (2022, p.12). Thus she stresses that western ideas of
binaries and non-binaries do not apply in the same ways to other cultures, but that
theories of performativity can be universal when engaged with the correct histories
and contexts. Therefore, the theoretical discourse regarding performativity that has
been outlined relates to this thesis as it establishes a base from which visual

representations in Japanese graphic arts can be interpretated.
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Performativity in theory has been adapted to include non-binary discussions, but
initially binaries were the focus in determining performativity (Butler, 2006).
However, the use of performativity to express feminine examples is explored widely
in a range of disciplines, most notably within literal performances relating to kabuki
theatre. Thompson’s (2006) point about gender being performance was in relation to
the formation of femininity by the male-in-female acting roles of kabuki, and also in
relation to Shakespeare, as was the focus of Fujita Minoru and Michael Shapiro’s
2006 edited collection. By the same token, Olga Antononoka (2019) examines
“female modes of address” in kabuki-themed manga, bringing together feminine
codes, cross-gendered performativity and visual narratives. This is a continuation of
her PhD research which utilised the performativity theories outlined by Butler to
illustrate gender as portrayed by bishonen and onnagata in manga — ultimately this is
a study of performativity and meta-performativity in reference to drag (2018). The
representations that Antononoka explores are visual narratives developed from the
on-stage personas and performances of gender executed by onnagata, which have
developed over centuries from the extensive study of kata® but also the changing
societal and political regulations of the body and gender on stage (Mezur, 2005;

Leiter, 2012; Isaka; 2016).

With this in mind, theatre studies scholar, Katherine Mezur, asserts that the
formulation of onnagata characterisation relies on the impact of wakashu and the
“beautiful boy body” (2005, pp.2-3) as the basis of the development of the onnagata

art form, and that the female roles they play have no basis within a real feminine

80 B kata form or style of acting that represent the role / type of role being performed through
gestures and movement.
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form but are in fact the representation of another created idealised gender identity.
On the other hand, Samuel Leiter asserts that the onnagata art form is reliant on
observation of women combined with idealisation (2012; 1999). This was because,
“the actors playing/inspiring their creation were men whose artistic status was
dependent upon the authenticity with which they captured the truthful essence of
another gender for an audience in which women generally outnumbered men”
(Leiter, 1999, p.496). Leiter continues that the ideal of femininity within Tokugawa
Japan®! was that of the virtuous or gentle woman: “In a society where such an ideal
of femininity was worshipped, one would expect to see this image reflected in
kabuki.” (1999, p.497). The emphasis on virtuosity as an ideal for women, Leiter
also asserts, comes from the: “Confucian-based moral tracts that stressed women’s
lowly place,” (1999, p.497) such as the Onna Daigaku (The Greater Learning for
Women). Similarly:

While Confucianism, and eventually Neo-Confucianism, regulated most of

the social aspects of their lives, Chinese and Japanese women sought spiritual

comfort and intellectual stimulation in Buddhism. This Indian religion... was

at heart no less misogynistic than Confucianism, but it was more flexible and

capable of adapting itself to different audiences.

(Weidner, 1990, p.9)
The “Three Obediences” of obeying the father, husband and son was one such
philosophy that dominated women’s lives of the period.®> However, Marsha
Weidner’s (1990, p.9) comment about Buddhism is also important in relation to

attitudes towards and about women, as there were “negative female images”

perpetuated due to the ideology of women as: “temptress... Women arouse desire and

81 The era in which kabuki was formulated and popularised.

62 The “three obediences” known as sanjii from Chinese Doctrine: “A woman has no way of
independence through life. When she is young, she obeys her father; when she is married, she obeys
her husband; when she is widowed, she obeys her son.” (Quoted in Fister, 1988, p.15). Further
developments of this can be seen from the Meiji period onward in the shape of “Good Wife, Wise
Mother.”
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desire means attachment to the physical world. Attachment results in bondage to the
cycle of suffering — birth, death and rebirth — from which every Buddhist seeks
release” (Weidner, 1990, p.9). These ‘misogynistic’ attitudes and the ideals of
virtuosity in women was evident within Buddhist discourse to varying degrees as
Bernard Faure discusses (1998; 2003), however, the ‘women’ depicted in kabuki,
and prints, were not the typical townswomen or merchant class women that attended
the kabuki performances; they were often the glamorised sex-workers of the pleasure

quarters, as Cecilia Segawa Seigle outlines in her 1993 monograph.®*

In view of these femininity discussions regarding performativity and idealisation,
Seigle discusses sex workers as exaggerated and sexualised versions of themselves
(1993, 2004), which an onnagata performing as a ‘courtesan’®* had to interpret
(Leiter, 1999). This shows how performativity as a theory transcends across
disciplines and readings of performance, both as a dramatic performance and as a
gendered one. It also brings parody and “meta-performance” (Antononoka, 2018,
p-22) into the discourse. Therefore, since onnagata as well as the sex-workers of the
Tokugawa Period were popular subjects of prints (Nelson Davies, 2021; Fister,
1988) the examination of different gender performances is needed to illustrate how
this was then communicated in a two-dimensional mass-producible art form. This is
a gap this thesis aims to explore, as the literature relating to performativity and
theatrics so far discussed, does not explore Japanese popular graphic arts across

centuries together. However, Antononoka explores ‘drag’ within manga and

63 The life of these sex workers during this period was indeed glamorised to the populaces, as Siegle
emphasises in her tracking of the history of the Yoshiwara quarter. & /R Yoshiwara: pleasure quarter
located on the outskirts of Edo modern day Tokyd. Siegle also examines the realities of indentured
sex-slavery and the ways in which the female workers of the quarters were idealised, idolised and
immortalised in literature and arts (1993).

64 See Chapter Three for language discussion.
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emphasises that there are two categories for cross-dressing within manga: “when a
character is constantly in-drag, and when the character alternates between drag and
conventionally gendered clothing.” (2018, p.52). This is addressed through female-

and male-coded cross gender performance in Part Two of this thesis.

This thesis also considers the importance of femininity in the construction of cross-
gendered acts that contemporarily could be considered androgynous or nonbinary.
For example, as onnagata are to kabuki, otokoyaku®’ are to the Takarazuka Revue,®¢
in that these roles are cross-gender acting specialities of female-in-male roles.®” As
kabuki had been in the Tokugawa period, according to Leiter (1999), the Takarazuka
audience has been primarily female since the adaption and popularisation of
otokoyaku®® (Robertson, 1998; Strickland, 2008). Unlike early onnagata, however,
the performativity of otokoyaku was not to extend beyond the stage as a form of
genderfluidity (Isaka, 2016) but to remain firmly in the realms of fantasy so that the

femininity of the actors could not be questioned (Robertson, 1998; 2001).

Jennifer Robertson, a key scholar in English language texts regarding the Revue,
examines the history and sexuality interpretations of the Revue in her 1998
publication, and states that the creator of the revue firmly believed in the ‘good wife,
wise mother’ doctrine and that, when the time came, women should ‘leave the stage’

and marry (Robertson, 1998). Therefore, the performative nature of the otokoyaku,

65 B 4% Otokoyaku male role actor.

% Established in 1914 as a form of family entertainment, the focus soon turned to an all female
musical revue with inspirations from western musicals and plays as well as later adaptions of
Japanese popular cultural content.

7 Though Anan does discuss a theatre company called Studio Life established in 1985 with an all
male cast (since 1989) which could be considered a closer opposite to the Takarazuka Revue (2016,
pp-99-107) however, the “realistic” acting style of this company does make it different to Takarazuka.
%8 Previously the revue was advertised as a family form of entertainment.
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whilst appearing to be the antithesis to onnagata, was in fact enforced within strict
boundaries. Robertson’s research also revolved around the sexual politics of the
revue and established elements of eroticism and sexual connections on behalf of
fans. However, Karen Nakamura and Hisako Matsuo (2003) disagree with this
conclusion and state that the Revue is an asexual space (2003, p.61) in that there is
no sexual connections regarding fan interactions: ... do not connect their sexuality

with the appeal they feel for Takarazuka.” (Nakamura & Matsuo, 2003, p.64).%°

Leonie Strickland (2008) continues to analyse the gender play on- and off-stage from
not only an ethnographic researcher point of view, but also as a fan, translator and
voice actor within the institution. In relation to the sexual politics, Strickland’s view
is that due to the Revue motto of “Purely, Righteously, Beautifully” (2008, p.32),”°
the ‘purity’ element, “indoctrinates fans to the extent that they are unwilling or
unable to recognise sexual desire as a facet of their fandom, even if it exists.” (2008,
p-138). Whereas Robertson focused on sexuality aspects of the Revue and fans,
Strickland examines the gender implications of both the otokoyaku and musumeyaku;
again with an emphasis on all forms of gender expression being a ‘performance’:
“even a female-role player... exposes the constructed nature of gender by her
exaggerated performance of femininity, which is not necessarily simply an extension
of her everyday persona as a female” (Strickland, 2008, p.5).”! Ayako Kano
discusses this paradox of female actor and entertainer versus normative female roles
and representations (beyond the popular revue) but in relation to the outcry against

(or for) the loss of onnagata with the re-introduction of women to the stage during

% It should be emphasised that this is in relation to lesbian sexuality discussions specifically.
0 “Kiyoku, tadashiku, utsukushiku’.
"I This also has connotations with the tachiyaku male role performers in kabuki.
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the Meiji period and through the Taisho periods (2001). The cross-gendered acts of
the Takarazuka however, became so popular that they in turn impacted on the
popularisation of female-to-male cross-gendered acts and representation in manga -

specifically shojo manga.”

Leading scholars within manga studies, such as Jacqueline Berndt (2016, 2017,
2019), have discussed the place of manga within art historical practices, but also
how shajo have impacted on the expansion of media relating to and created with
‘Girls’ Culture’ in mind; as such ‘Girls’ Culture’ has become one of the most
prominent fields of study relating to manga and media in the last decade. Following
this, other leading scholars in the realm of shdjo, such as Ogi Fusami and Nagaike
Kazumi (2019 & 2019b), have expanded the sphere of shojo culture, and by
extension, Boys’ Love (BL) (McLelland et.al, 2015) beyond the confines of Japan’s
borders to examine the impact these media have internationally. Still, the importance
of the shojo’s impact on the development of contemporary visual expressions of

gender in arts, as well as print media in Japan, is paramount.

Shojo as a gendered category emerged in the Meiji period (Prough, 2011; Robertson,
1992; Shamoon; 2012), and was linked to the shift in social and political ideas due to
the mass-introduction of western ideologies to Japan. This reinforced gendered ideas
of one’s place in society, perpetuating a lower status of woman, but also created

‘girls’ as a separate category to ‘boy’ (Robertson, 1992). During the Meiji Period,

2 Some of the most famous manga stories incorporating female-to-male cross-gender acting or
dressing have become staples for the Takarazuka Revue but in turn were originally influenced by the
performances of Takarazuka (Welker, 2008, p.48). This intrinsic connection between shojo manga
and the Takarazuka Revue was also highlighted in the 2019 Manga exhibition at the British Museum
where posters of key performances were displayed alongside namesake manga such as The Poe Clan
(Po no ichizoku 1972-1976; and sequels 2016-present).
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changes in education also impacted on the formation of youth cultures, and girls’
cultures specifically, which continued through the Taisho period, as Deborah
Shamoon (2012) and Alisa Freedman (2019) discuss regarding ‘same-sex’ schooling
and the emergence of shdjo magazines. ‘Girls’ Culture’ advanced throughout the 20"
century as girls became seen as specific consumers of goods, leading to illustrations
being produced that accompanied the magazine articles aimed specially at them
(Masuda, 2015; Ajioka, 1998). This brought about new ideals of femininity
(Shamoon, 2012) that continued virtuosity, but from a place of innocence, as
opposed to the ‘filial piety’ that could lead one to selling themselves to the brothels
or pleasure quarters to save their family (Weidner, 1990). These discussions are
applicable to the visual analysis within the thesis due to the transformation into

idealised gendered imagery, explored in Part One.

Themes within manga are also important discussion points, with s#ojo being equated
with the psychological and emotional, whereas shonen is associated with action in
most manga analysis (Takahashi, 2008; Schodt, 1983).”> However, a further case
study by Toku (2015) involving a young boy, shows the impact of shojo manga
aesthetics on the development of drawings (i.e. injections of ‘cute’), possibly
illustrating that manga of all kinds can be and is enjoyed and embraced by a range of
audiences. On the other hand, Toku concludes that: “This may be an example of the
fact that the influence of shojo manga has spilled over into boys’ manga,” (2015,
p-19) meaning that it is possible that young boys are not necessarily reading shojo

manga, but that these aesthetics have become an accepted part of other manga

73 These themes were also evident in Toku’s research (2015) in which girls tended to focus on
emotional or less tangible representations of their time with friends, whereas boys focused on the
physical play in their drawings (2015, pp.10-11).
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categories. This is an area that this thesis intends to explore further to develop these

ideas in relation to the aesthetics and visuals portraying and representing gender.

However, as the 20" century progressed, the ideals outlined by Shamoon (2012)
from the viewpoint of women and girls themselves began to shift, as Fujimoto
Yukari (2004, 2014, 2015) examines. Fujimoto specifically discusses the emergence
of cross-gendered acts within manga from a female-to-male perspective as a form of
escapism from the realities of a heteropatriarchal society, and that yaoi’* or later BL
works provided a space for girls to “play with sex(uality)” (2015a, p.80). However,
Fujimoto also asserted that in her previous works she had not “(and would never say)
that shonen-ai is a safe simulation of physical sexual experience.” (Fujimoto, 2015a,
p-79). However, safety as a theme and theory within the discourse of Boys’ Love and
cross-gendered themes have became a common point, and also, perhaps due to the
interlinking of the early media, with the Takarazuka Revue.”> Buruma (2012)
continues the theory of safety in his discussions of the Revue, by referencing a
conversation with a producer who likens the idolisation of the female-in-male role
icons as being safer, or healthier, than idolising ‘real’ men or “long-haired pop
groups”. This statement implies that the ofokoyaku were also more beautiful than

real men — again illustrating evolving masculine ideals, but also recalling perpetual

7 Yaoi is the most common term for explicit male-male sexual depictions in manga, and is most often
used today in relation to the dojinshi created around bishonen characters. It is an abbreviation of the
saying “Yama nashi, Ochi nashi, Imi nashi” meaning ‘“No climax, No punchline, No Meaning”
(Galbraith, 2013, p.238). Though terminology is again scrutinised by Mizoguchi, Baudinette, Kim
Hyojin and Santos across Asia during a group lecture session regarding the history, transformation
and transnational impacts of BL (Japan Foundation New York, 2022b) in which different meaning is
placed on terms in different countries of Asia, including meaning Japanese manga over regional
variations specifically.

75 These links are discussed further in Part Two, but relate to the development of shdjo narratives
from Tezuka Osamu, a fan of the Revue due to his mothers influence and being from Takarazuka
prefecture (Nakamura & Matsuo, 2003).
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arguments that onnagata are more beautiful or capable of portraying a female

character than a woman (2012, pp.114-5; Isaka, 2016; Kano, 2001).

Accordingly, the theory of cross-gender acts as a means of escapism from patriarchal
society then extended to narratives of ‘male homosexuality’ that have become
epitomised within shojo manga in recent decades. The theory of safety in the
experimentation with sexuality has become an aspect of the discourse surrounding
BL, however, there was discourse in the 1990’s that equated BL with perversion. For
instance, Sakakibara Shihomi (1998, pp.160-163) examined escapism in yaoi/BL but
from the perspective of negative feelings in reaction to the critics who cause the
readers to feel they need to suppress their interest and enjoyment of yaoi/BL:

The suppression of their preference for yaoi is something that is

tremendously difficult for some people and it is precisely this, along with its

accompanying feelings of censure and contemptibility, to which is added the

burden of self-loathing, that drives some people to turn away and immerse
themselves completely in “yaoi novels”.

(Sakakibara, 1998, p.163)
Thus, Sakakibara concludes that the patriarchal society and critics of the media cause
a self-loathing which leads to yaoi/BL as a form of escapism from reality: “So it may
be said that the vicious circle that they are falling into is that their actions create new
disgust and guilt, and in order to escape from it, they become more absorbed in
works that deeply satisty their BL preferences.” (1998, p.99). This leads to
discussions of the ‘perversion’ that is equated with the BL and yaoi genres, which is
also discussed by Nagaike Kazumi (2012) as a reaction of female authors of male-
male homosexual literature that began in earnest in the 1960s. The terminology is
also used by Kano when briefly discussing the changes in sexual ‘acceptance’

throughout the Meiji period: “By the end of Meiji, male homosexuality was
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interpreted through the code of “perverse sexual desire,” and this marginalizing and
pathologizing of male homosexuality went hand in hand with a new emphasis on
heterosexuality” (2001, p.30). Thus, this created a link between fantasy portrayals
and realities of homosexuality in a negative context.
Significantly, in her 2015 chapter Nagaike also makes comment on the Yaoi Ronsé,®
a dispute in 1992 between gay men and the fans and authors of yaoi and BL-themed
works (2015, p.65). This argument stemmed from the idea that women were
“plundering” (Nagaike, 2015, pp.64-73) imagery related to gay men and causing
harmful stereotypes. Nagaike emphasises that a surrender of sorts was reached when
female authors, readers, and critics, “recognized their shame and guilt as plunderers
of gay images. Thus, some BL creators/readers/critics end up viewing BL as a guilt
orientated activity” (2015, p.67). This guilt then became a theme within Japanese
discourse surrounding BL and yaoi, as evidenced by Sakakibara:

Increasingly, both authors and readers of yaoi material feel compelled to play

down their preference for this kind of literature due to criticism of yaoi

novels, which serves to reinforce their own internalised misgivings about the

genre, and engenders a strong sense of guilt amongst them.

(1998, p.96)
Nagaike also examines the inherent and perpetual misogyny that can present itself in
these works, despite the headline of them being ‘created by women for women’
(Prough, 2011), that Fujimoto also highlights. Comparably, Ueno Chizuko (2015), a

leading feminist sociologist in Japan, also discusses the internalised misogyny of

women and how this is manifested in shojo manga: “It represents the rift which is

7 Yaoi Dispute. Also discussed by Akiko Mizoguchi during an online group lecture and seminar
Boys’ Love: The History and Transformation of BL in Asia (Japan Foundation New York, 2022b,
1:32:54-:1:34:50).
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the reality of girls brought into the idealised world. Girls are unfairly treated because

they are “female” [in shonen’ai/BL]. And they know this very well.” (p.264).

However, it is due to these escapist theories that the discourse of BL manga as not
necessarily representing true male sexual desires developed, as Nagaike posits:
“male homosexual characters and the concept of male homosexuality itself within
yaoi narratives are constructed and represented as fantasies within the female
imagination, and do not refer in the least to the realities of male homosexuality.”
(2012, p.6). The ideas that Nagaike develops stem from a psychoanalytical
framework, primarily Freudian,”” and the fantasies of female readers are perceived
as a “proxy for the absence of an object” (2012, p.14) as opposed to the desired
object i.e. male homosexuality itself. Tamaki Saitd, a psychiatrist, expresses this in
slightly more direct and psychoanalytical terms: “yaoi desire is the desire “to
become”. Yaoi readers are not trying to possess the homosexual relationships in yaoi
texts; they are trying to identify with the phallic relationship itself” (2009, p.167). He
also discusses the woman as “becoming one with the object” in terms of
identification, as she can take on both the passive or active roles expressed by the
characters (2009, p.162). This echoes elements of Fujimoto’s argument that the
popularisation and adoration of male homosexual narratives and imagery in manga
removes the reality of female gender and sexuality. Nobuko Anan (2016) takes this
further to discuss the material bodies of girls and how these stereotypical ideologies
of them (e.g. motherhood) can be rejected through the use of androgynous male

youths, with whom girls identify, “...thereby allowing girls to imaginatively and

77 Nobuko Anan discusses her use of ‘Western’ Freudian psychoanalytical theory and that as far as
some scholars are concerned it should not be “imposed” in contexts of Japanese culture, but
concludes: “while it is important to be sensitive to cultural differences... Japan shows many traits
with Western countries including patriarchal oppression of women.” (2016, p.29).
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queerly experience various forms of sexuality... Here, immaterial bodies are freed,
not only from fixed gender/sexual roles, but also from obligatory reproduction”
(Anan, 2016, p.80). However, Saitd does not necessarily agree with the “feminist
critic” statement that “yaoi fictions are allowing girls to avoid adult female sexuality,
to reject “socially mandated” gender roles, and to express contempt for masculine
heterosexism.” (2009, p.163). He stated in his opinion, that this is too political and
also denied by fans and creators of the genre. Conversely, in support of yaoi and BL
audiences:

... many of the people who are drawn to BL literature are transsexuals and

those who are F-T-M"® gay, so it can be surmised that their “reality” has

some terribly harsh aspects; it is a fact that not everybody is accepting of

transsexuals’®. Although having said that, it may just be that many people are

simply unaware of the concept.

(Sakakibara, 1998, p.163)
This discussion potentially brings into question the theory that yaoi and BL are
surrogate forms of visual representations by and for women; perhaps it does have
gendered and sexuality recognition outside the realms of heterosexuality and
heteronormativity. This idea is explored in relation to visual stimuli in Part Three of

the thesis, particularly in terms of ‘masculine beauties’ and the relevance of sexuality

in the depictions in Chapter Eleven.

However, if these narratives are in fact a performative extension of femininity as
opposed to a reality of male representation, examinations of masculinities in terms of

gender and sexuality need to be analysed in relation to the perpetuation of these

78 Shorthand for female-to-male.

7 Transgender has become a more common term in daily life and is preferred by many, however
transsexual as a term is considered a subset of transgender and is preferred over transgender by some
people. The text (Sakakibara, 1998, p.163) specifically used ~ 7 > At 7 2% /L and so the
translation has used transexual as opposed to transgender.
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bishonen as ideals. Though, as explored throughout the thesis, and outlined in the
discussions of Fujimoto and Nagaike specifically, ‘male’ homosexual narratives
within Japanese arts and print media is not a new phenomenon. Predating the often

male coded, but androgynous, youths of manga known as bishonen are the wakashu.

Joshua Mostow developed his theory surrounding wakashu as a ‘Third Gender’ from
2003% into an exhibition that focused completely on wakashu®' representations in
ukiyo-e in 2016.%? This exhibition and catalogue follow Mostow’s theory that
wakashu are a separate ‘Third Gender’ following their advancement from childhood
but before they reach adulthood.®® The evolution of Mostow’s theory through the
visual medium of exhibitions, highlights that using imagery as a means of research is
not only valid, but is also essential, to examine and understand different ideologies
across cultures and time. The crux of the exhibition, and Mostow’s developed
theory, revolves around a single ‘gender’ that Mostow classes as a separate gender to
the preconceived binaries. From this exhibition clear links can be seen between
wakashu representation and that of contemporary bishonen aesthetics, to which
Mostow and Asato Ikeda very briefly allude. In fact, Akiko Mizoguchi in her PhD

Thesis references a comment by Ueno regarding bishonen as: “‘the idealized self

8 In a chapter in his co-edited publication Gender and Power in the Japanese Visual Field, 2015,
pp-49-70.

8! Though wakashu are the main historical visual representation of ‘masculine beauties’ discussed
within this thesis, other examples of sexual relations between ‘males’ did exist in the form of chigo.
(Faure, 1998 & Schmidt-Hori, 2021). Chigo were temple-boys that engaged in relations with monks,
leading to Faure’s (1998) examinations of sexuality and Buddhism. Similarly to wakashu, chigo were
immortalised in fiction and in imagery, but the popularisation of the idealised and androgynous
wakashu was portrayed more often in ukiyo-e (Leupp, 1997; Saikaku, 1996 - Saikaku was a
Tokugawa period author. His book The Great Mirror of Male Love (Nanshoku Okagami) was
published in 1687 originally, and this thesis references a 1996 translation by Schalow).

82 Initially at the Royal Ontario Museum May 7 - November 27 2016, with a second display for Japan
Society New York March 10 - June 11 2017

8 The gender and sexuality of wakashu is explored through different sections reflective of the
exhibition within the catalogue, such as their representation alone, with women and with men
(Mostow, 2016). This is an advancement of Mostow’s earlier research (2003) which considered desire
and wakashu.
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image’ of girls, and they are neither male nor female. They belong to a ‘third sex’.”
(Ueno 19983 cited in Mizoguchi, 2008, p.59). This point brings direct parallels,
though different terminology, between the wakashu and bishonen which this thesis

further analyses in relation to graphic arts specifically, thereby bridging this gap.

However, these ideas of separate genders, or non-binary genders, are not the sole
realm of wakashu, historically speaking, nor are they the only ‘reading’ of the roles
of wakashu in Japanese society. This highlights a potential gap in Mostow’s

analysis. As Isaka (2016) establishes, wakashu evolved throughout the Tokugawa
period to reflect the change in social climate, but that there were also different
classes of wakashu depending upon the status of the person in question.®> Mostow
does not emphasise this change in wakashu status, but does acknowledge Isaka’s
comments, and accedes that there were other forms of wakashu and representation,
but that this is dependent upon the wakashu’s role in society (Mostow, 2016, p.26).
Isaka, on the other hand, does not class any wakashu as a separate gender in the same
way as Mostow does; she (Isaka, 2016, p.28) refers to them as floating between
masculine and feminine but ‘male sexed’: “In other words, they discretely
maintained the sex identity of male and the gender identity of androgynous, implying
that the two types of identity were not necessarily in a binding relationship” (Isaka,
2009, p.27). Additionally, she places wakashu in similar contexts to the 1970s

bishonen of manga in terms of androgynous-type appearances and the duality of

8 This thesis references Ueno 2015, the ‘New Edition’ of the 1998 publication.

85 Samurai wakashu, for instance, held a very different role to a wakashu within entertainment circles,
due to the status and expectations of that class (Isaka, 2016). Samurai wakashu, in fact, were regarded
as ‘in training’, and were learning their roles from older samurai, which Isaka refers to as
“homogenderity”: i.e. they were aiming for the same gender as their superiors (2016, p.23). However,
as aesthetics and the ‘peace time’ of the era progressed this need to emulate the gender of their
superiors waned, and as such the androgynous-type aesthetics displayed in the Third Gender
exhibition became a more common standard.
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femininity and masculinity, but does not explicitly draw these comparisons, although
from the above quotation clear links can be drawn. Again, this gap emphasises a
need to explore the historical precedent of androgyny in relation to contemporary
aesthetics. This then permits the analysis of changes and developments regarding
visual representations relating to genders and sexualities; a gap which is filled by the

visual analysis in Part Three.

Isaka’s use of the term “floating” (2016, p.28) is also an important one to
acknowledge here, as it can directly link to the translation of ukiyo-e as pictures of
the floating world,*® as well as explorations of non-binary genders. As Matsuba
Ryoko asserts they were ambiguous in their gender and, “In whatever sphere, it was
not their true form, and we can call them the perfect embodiment of the illusion of
the “floating world”” (2016, p.50). The development of the bishonen in the 1970s as
‘floating” between masculine and feminine is also examined by the likes of James
Welker (2006), however, he does so from an androgynous male-coded ideal of the
likes of David Bowie “layered on top of a beautiful girl” (2006, p.842). Welker also
notes the influence of nineteenth century European dandy-type aesthetics on this
development (2006), due to the popular setting of European boarding schools in
these early female-created but ‘male character’-driven manga. Here the influence of
women on the creation of these works is also paramount as though there is historical
precedent in male-male relations, the use of them within narratives by and for female
creators was innovative, and again refers back to Fujimoto (2004, 2014, 2015) and
also Shamoon’s (2012) points of a form of escapism from the restrictions in

heteropatriarchal societies.

8 See Appx. One for further discussions of this.
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Regarding the creation of art by women, Anan (2016) examines ‘girl aesthetics’
within visual and performing arts from the perspective of ‘girl’ creators and the
rejection of stereotypically defined female material bodies (2016, p.2). This differs
from other texts relating to shojo which perpetuates the themes already discussed and
the ways in which skajo engage with ‘cute’®” (Kinsella, 1995; Lunning, 2015).
Conversely, Mizoguchi (2008) examines these ideas with inclusions from her own
perspective as a young girl in Japan as yaoi and BL in manga and novels gained
momentum in the 1970s, and later as an out lesbian woman. The key aspects she
examined throughout her doctoral thesis relate to fantasy, reality and representation
in the formation of identity and that: ““... yaoi does not represent any person’s
“reality”, but rather is a battlefield where straight, lesbian and other women’s desires
and political stakes clash and representations are born.” (2008, p.vii). This premise
relates back to Nagaike’s (2012) examinations from yaoi novel perspectives
specifically, and that of Fujimoto, that the androgynous male characters are not the
reality of gay men, nor the manifestation of women’s desires to see or fantasise
about “real” gay men, but to express sexuality through characters that are apart from
themselves, but on whom they can project. This could be seen as an extension of
Sakakibara’s discussion of female-to-male people being “drawn” to yaoi and BL
(1998, p.163), as this could be argued that the imagery within is a means of youths
safely exploring their own genders and sexualities through yaoi and BL, and
therefore, whilst not being a “reality” of homosexuality it is perhaps a gateway to

people understanding themselves.

87 Though the group lecture and seminar discussion about kawaii (cute) aesthetics from the Japan
Foundation New York, (2022c) does bring new insights and questions regarding kawaii ideals and
how this can be applied differently then the stereotyped idea of cuteness.
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Concerning masculine ideals and the examination of visuals from a non-female
perspective, Waiyee Loh (2012, 2019) began exploring this in relation to continued
identification with 19" century Victorian aesthetics and masculine fashions in 21%
Century manga. Loh uses Kuroshitsuji (Black Butler; 2006-present)®® as a case study
to examine this, as this manga was again created by a woman, but not strictly as a
shojo manga due to its serialisation in Square Enix-owned Monthly G-Fantasy
magazine that has a more shonen or seinen target audience; though in reality, like
most manga magazines, the audiences can be broader. The connotations here show
that the aesthetics of 1970’s shojo manga has continued and permeated all forms of
Japanese popular print media for all ‘genders’, as Toku began to outline from her
research (2015, p.19). The male-coded beauty ideals that Loh began to analyse
through fashions, is continued within this thesis but from an explicitly gendered
perspective using art historical methods as examined in the following chapter.
However, despite ‘types’ of gender-coding in the characters throughout Black Butler
intending to appeal to and titillate the assumed primarily female audience (Loh,
2012; 2019), the representations of gender and sexuality are stereotyped with the
‘gender bending’ or cross-gender performative characters illustrated as sexually
predatory towards the ‘lead’ beautiful male character. These types of harmful
stereotypes can be found from a variety of perspectives throughout Japanese culture,
but in relation to male homosexuality specifically, as Mark McLelland (2000; 2005)

and Thomas Baudinette (2021) examine.

88 Set in Victorian England the series follows the life of the young head of the Phantomhive family,
Ciel, and his butler, Sebastian.
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First, McLelland examined the ways in which male homosexuality was portrayed in
popular entertainment and observed that it was tolerated within these very specific
media, but in reality, and for the everyday, the expectation is still heteronormativity.
This has then been expanded by Baudinette (2021), with examinations of male
homosexual realities and media in Shinjuku Ni-chome,?’ the ‘gay district’ of Tokyo.
The realities of the lives of these homosexual males is very different from those
portrayed in the now ‘mainstream’ BL media narratives. As discussed, these visual
narratives in shojo BL manga established new masculinised ideals, in quasi-queer
relations that were primarily aimed at women (Fujimoto, 2015a). For gay men,
however, the imagery they sought after, or that was created by and for them
specifically, is (often) very different. Hypermasculinity is key in this realm, as a
rejection of “effeminate” representations, as Baudinette has re-asserted (2016; 2021,
p-19), and the imagery produced for gay men in magazines was imitated in the
manga and dojinshi®® works of artists. Anne Ishii, Graham Kolbeins and Chip Kidd,
in their 2014 and 2016 publications, brought gay manga artists’ work to wider
audiences through interviews and translations.’! The hypermasculine was key to
these depictions to differentiate them from the ‘effeminate’-as-negative connotations
of ‘homosexuality’ that shojo manga was communicating — though not necessarily
intentionally or advertently. This is because shojo manga were creating feminine

ideals using masculinities, whilst gay manga was expressing particular homosexual

8 Often referred to as simply Ni-chome.

% [&] A5 Dajinshi self or fan published magazines/ manga i.e. non-commercial works.

! Gengoroh Tagame is one of the leading gay manga artists known outside of Japan. Tagame’s work
has also entered the ‘mainstream’ with his Ototo no Otto (My Brother’s Husband; 2014-2017) in
which his artistic style of hypermasculine, ‘bear’-like men remains, but the subject matter tackles
homophobia in Japan, and is not graphically pornographic unlike his previous works. Tagame also
created a three-volume bi-lingual art historical series (2003; 2006; 2018) examining the history of gay
art in Japan, which explored the themes and styles of the art, as well as the reactions from audiences
and fellow artists.
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fantasy ideals (Ishii, et all, 2014; 2016).°?> These negative connotations also relate to
body image, “a beautiful young man is often described as if (he) popped out from
pages in shojo manga’ ... a slender and smooth male body has dominated as an
aesthetically pleasing example” (Monden, 2020, p.272). These examples are
discussed in this thesis to illustrate the different ways in which gender and sexuality
have been represented and portrayed in contemporary imagery to bridge the gap in

the current discourses that have so far kept these areas separate.

Sexuality and sex, as represented in visual arts, also has a precedent in Tokugawa
period Japan, with hetero- and homo-representations, as we would class them today,
being portrayed. However, it would be incorrect to apply certain contemporary terms
to historical incidents of non-normative (by western standards) representation, as the
terms did not exist in the culture or time (Pflugfelder, 1999, pp.5-6).°® The erotic
works, in particular, both implicit and explicit, included a variety of imagined
partnered situations in a single set or collection of prints (Screech, 2009, loc.4380). **
These collections would include homo- and hetero- depictions together, suggesting a
different ‘normative’ culture and that, “Such combinations assume that a reader is
not intended to be aroused by some images and displeased by others “(Screech,

2009, loc.4380). This shows a ‘normative’ approach to sexual partners in some

%2 However, it would also be incorrect to state that the bishonen ideal that has been created by shojo
manga is the only masculine representation in mainstream manga, as Shamoon (2018) discusses in
relation to Ooku (Ooku. The Inner Chambers; 2004 — 2020) and is extended in Chapter Five and
Chapter Ten of this thesis.

%3 That being said, in order to provide context and examine the portrayal in a nuanced way, at times
terminology, such as ‘bisexual’ and ‘homosexual’ is required. For instance, Mostow (2016) includes
bisexual and pansexual in his discussions of wakashu as these youths featured in art relating to sexual
relations with men and women.

% For the purpose of providing context, Screech makes reference to European ideas of gender and
sexuality when referring to ‘gendering’ in sexual relations of the Tokugawa period.** For example
19% century homosexual men in relationships are referred to as having a ‘male’ and ‘female’ persona;
the ‘female’ man in the relationship — i.e. the one being penetrated — would take on a ‘name’ such as
“Molly” and the two would carry on as if “married.” (2009, loc.1380).
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respects that would not be considered the ‘norm’ now. This acknowledgement of
different normative ideas when considering gender and sexuality is crucial to the
analysis in this thesis, as Barker states, “... we don’t have any kind of fixed, stable
identity that we are...We come to occupy these identities through our relationships
with the world in which we reside (which offers us different identity possibilities in
different times and places)” (Barker, 2016, p.57). This again illustrates the modes
and codes of culture as having an impact on the formation and performance of self,
as examined by Butler (2006; 2004) and Rippon (2019). Mizoguchi’s doctoral thesis
also supports Barker’s points about not having a fixed identity so much as being and
becoming, as she examines from her own personal perspective: “becoming” lesbian
via “reception” to BL-styled works in the 1970s, and also the application of a
“lesbian identity” due to the “clear-cut convictions” of others that a woman in a

relationship with another women meant lesbian (2008, p.vi & p.8).

Screech’s research was innovative in its approach and subject matter when first
published in 1999, as until very recently shunga and sexually explicit works could
not be displayed in Japan®® (Screech, 2009, loc.30; Ishigami, 2013, p.288).
Correspondingly, cultural and historical differences in normativity- i.e. what was
normative in the Tokugawa period- is different from what is normative in the Reiwa
period, and therefore, the kind of ‘identities’ discussed will be vastly different. This

idea is crucial to some of the gendered representations, but also as a contextual

% It was only between 1989 and 1991 that books about shunga without censorship of the imagery and
redacted text were published without interference from laws (Ishigami, 2013, p.286). In fact, one of
the first displays of shunga in a public exhibition in Japan took place in 2015 at the Eisei-Bunko
Museum, following the success of the 2013 exhibition Shunga: Sex and Pleasure in Japanese Art at
the British Museum (Pronko, 2015).
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explanation for some of the cultural differences of gender in Japan during the

Tokugawa period specifically.

Regardless, western ideologies began to permeate Japan, as Sabine Friihstiick (2003;
2022) Gregory M Pflugfelder (1999) explore. The introduction of sexology, and the
like, from European academics of the late 19" and early 20" centuries impacted on
the normative culture of the preceding feudal culture by establishing the
heteronormative relations of ‘man and wife’ as the ideal (Furukawa, 2004; Winston,
2009). Pflugfelder (1999) examines the popular, legal and medical discourses from
the Tokugawa period to the mid 20" century relating to male sexual relations
specifically. Within this he defines the various terms used throughout the period to
communicate specific types of relations, such as nanshoku®®, shudo®’, and joshoku®®
(1999, p.30), however, he specifically outlines the reasons why homosexual/ity are
terms he chooses to avoid when referring to historical periods, “as they would not
have been understood in the same sense that they are currently understood, if indeed
at all” (Pflugfelder, 1999, p. 5). Mizoguchi furthers this by stating that sexual
practices were not considered a “defining essence of personality” (2008, p.29) as a
means of differentiating homosexuality from the likes of nanshoku or joshoku. As
earlier discussed, in order to communicate some ideas, other scholars (such as
Mostow 2003; 2016) have labelled practices such as this as pansexual or bisexual,
although there is the acknowledgement that the practices do involve very different

ideologies to sexuality in general today.

% B8 nanshoku ‘male colours’ term used for male-male love/ male homosexuality, can also be read
or pronounced as danshoku (Appx. Four, Davies, 2020d).

97 1 shuds “way of youths”: pederasty; ‘male homosexuality’. Occasionally &€& wakashudo.
% 428 joshoku ‘female colour’ i.e. love of women; not related to female-female relations.
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Continuing from Pflugfelder’s discussions of sex in the transitioning periods of
feudal and modern, Friihstiick (2003) concentrates on modern Japan specifically,
with examinations of women’s, men’s and children’s sexual health and sexuality as
changes in governmental structures, education and medical influences developed
after the fall of feudal systems of governance. These changes, and the impacts of
sexologists’ works gaining prominence in Japan, also impacted on the role of
women, and the “Good Wife, Wise Mother” mantra became a core element of
feminine ideals. These continued and then overtook the “Three Obediences” and
filial piety ideologies to some extent (Kano, 2001; 2011). The 2022 publication by
Friihstiick develops these ideas further by concentrating on gender and sexuality in
modern Japan, thereby applying some of the ‘sex’ discussions previously examined
into wider social and visual contexts. The treatment of women in the Meiji and
Taisho periods have led to a number of feminist studies (Kano, 2001; 2016) and the
development of the ‘New Woman’ in Japan. These women were considered to
challenge and reject the ‘good wife wise mother’ as the “definition of womanhood”
(Kano, 2001, p.128). However, they created a paradox in that: “the New Woman also
reinforced the prevailing definition of womanhood as biological essence, rooted in
the woman’s body. To put it differently, New Woman is a sexual subject” (Kano,
2001, p.128). This can also be connected to representations of women within ukiyo-
e, however, the sexual subject that Kano is referring to here is in relation to the
feminine communication by the women, as opposed to by the audience and
circumstances of the sex-workers in the pleasure quarters. Again, this brings the
importance of ‘gaze’ to the fore in interpretations of imagery. Kano also discusses

female actors (2001), and the changing representations of women in performance:
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women performed by women as opposed to cross-gendered acts. This again is
reminiscent of the theories around performativity — but specifically the
performativity of femininity by women, and how this change was perceived by the
society and culture as both innovative and ‘disreputable’ — as it went against the
‘good wife, wise mother’ ideal: much like the sex-workers of the Tokugawa period
rejected the moral ideals of the time by remaining (unless bought out of their
contracts) unwed. Yet, this is a paradox, as by entering the service of the pleasure

quarters, these women were the epitome of filial piety (Weidner, 1990).

These complexities and paradoxes of gender and sexuality representations in history
and culture then extend to representations in graphic arts. The links between
different perceived gender or sexuality representations are vital to interpreting
imagery. However, the gaps that have been perceived throughout relate to how these
theories of performativity, safety and reception can be interpreted within imagery of
ukiyo-e and manga; and in the fact that many of these representations are kept
separate in the discourses to maintain what is “real” and what is “fantastical.”
Therefore, using art historical methods, as now discussed, these gaps can be bridged
between gendered representations in the texts to illustrate how these discourses in

fact impact on the different visual portrayals.
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Chapter Two:
Research Methodologies

To achieve the aims of this research and answer the questions outlined in the
Introduction, qualitative research methods have been employed for the purpose of
analysing visual materials and interpret how the subjects within have been
represented. Qualitative or interpretivist methods, according to Gary Thomas (2017),
requires the researcher to be involved as part of their observations; subjective as
opposed to objective (Thomas, 2017, pp.43-44). However, Thomas’ definition
(2017, p.44) relies on the assumption of ethnographic research where the researcher
is literally involved in the observations they are conducting with participants, as
opposed to art historical or visual cultural research which this study employs.
Therefore, qualitative research methods as they relate to this study, involves the
analysis of imagery and the interpretations and reflections of the researcher in

relation to these analyses.

Due to the focus on visual analysis of Japanese graphic arts, secondary sources are
the focus throughout. Therefore, the primary and original research elements are
established through the combination and application of methodologies to these
works and the analysis conducted. Art historical and visual methodologies,
particularly compositional interpretation, iconography and semiotics are used in
combination to ‘read’ and ‘understand’ the works in terms of their content and
context. Visual methodologies, as outlined by Gillian Rose (2001; 2012; 2017),
encompass a range of visual material from paintings and photographs to
advertisements and television programmes. As such, different methods are more

appropriate for different types of visual material, but also for the questions and
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answers one wants to achieve through the analysis. From an art historical point of
view, the most appropriate methods for this research includes iconography, semiotics
and compositional interpretation. However, methods such as discourse analysis and
intertextuality are also discussed and linked to visual methodologies later in this
chapter. Subsequently, the image analysis within this thesis benefits from different
methodological processes. This then means that further frameworks are needed to
explore imagery that requires a more detailed approach; this is achieved through the
use of case studies alongside the visual analysis. Thus, an examination of case
studies as a methodology is first required to outline how visual methodologies and

case studies collaborate.

Case Studies as a Methodology

As stated in the introductory paragraphs of The Routledge Companion to Gender and
Japanese Culture, case studies are a means of “demonstrating the application of the
knowledge presented earlier in the volume” (Coates et al. 2020, p.5). The case
studies within this thesis are employed to allow the visual methodologies, outlined
below, to be applied. These applications include detailed visual analytical processes,
which encompass compositional interpretation to semiotics, at the end of each
chapter, as well as shorter visual analyses within the main chapter themes, for
example the analysis of femme fatale in Chapter Five, or visual codes in singular

characters in Chapter Eight.

Case studies, as outlined by Robert Yin (2014), and Gary Thomas and Kevin Myers
(2015) are a means of analysing data and are most often used in social sciences. A

definition of case study research by Helen Simons states: “Case study is an in-depth
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exploration from multiple perspectives of the complexity and uniqueness of a
particular project, policy, institution, program or system in a ‘real life’ context,”
(2009, p.21). Thomas continues this definition by placing case studies within a wider
range of methodological use, as case studies “should not be seen as a method in and
of itself... Choice of method, then, does not define case study: analytical eclecticism
is the key” (Thomas & Myers, 2015, pp.5-6). Analytical eclecticism as a key element
of utilising case studies shows that this is an appropriate methodological framework
to use for visual methodological research. This is because the method of case study
examinations creates a space that has specificity and detail in mind (Thomas and
Myers, 2015, pp.7-8). This research requires intricate study so that the wider context
and understanding of gender and sexuality as represented in these works can be
explored. Each case study in this thesis begins with specific visual methodological
applications, such as compositional interpretation or pre-iconography, before taking
into account the contexts and symbolisms of the illustration, then finally discussing
the piece in relation to the societal and cultural significance as discovered through

‘decoding’ and reception theory.

The visual imagery that is explored in the case studies has been selected by
examining a variety of Japanese graphic arts, such as prints, manga and digitally
created pieces. The chosen works reflect immediately different elements of visual
portrayals relating to gender and sexuality. As interpretation of these representations
1s an important part of this thesis, the immediate connections of the researcher when
‘looking’ at these pieces formed the basis of the individual images inclusion. As
such, the following methodologies outline #ow the research has been conducted in

relation to the visual analysis of these works, whilst the literature review and
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preceding chapter sections to the visual analysis indicate why the images have been

included.

Compositional Interpretation

Compositional interpretation (Rose, 2001 & 2012), sometimes referred to as form or
formalism in art historical contexts (Pooke & Newall, 2008, pp.33-36), is the initial
method used within this thesis. This method takes into account aspects of the image
such as colour, lighting, perspective, texture, line and size; essentially it is concerned
with the formal content not context. As this method has a focus entirely on what can
be seen with no other influencing factors, it allows for all elements of an image to be
described, therefore, smaller details that may otherwise be overlooked are included
and analysed. Compositional interpretation is a vital first step for this research,

because the initial act of looking is itself essential to visual analysis.

This has many similarities to Kawamura Yuniya’s object-based research description
which includes the investigation of colour, shape, silhouettes and construction, but
concludes “the downside of object-centered methodologies is that they may be
restricted by too close a focus on aesthetic or physical considerations™ (2020,
p.93).%” In relation to this thesis, object-based analysis is also an important method as
the imagery discussed are both tangible and virtual objects. Therefore, whilst the
works used in this research are secondary sources in the sense that they were created

by others, the engagement with them in exhibition or archival spaces blurs the lines

9 Whilst in reference to fashion specifically, Kawamura’s discussion relate directly to art historical
methodologies as well.
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between secondary and primary research, and by extension the object-based analysis

can be influenced by the setting or display of the object in question.'?

The composition of a print or painting can provide inference of gender
representation, however, without other contexts the truth of the representation cannot
be verified because what we see in an image is very subjective and reliant on the
individual’s opinions and understanding of what they see. For example, an
‘experiment’ was conducted in relation to this method as part of a paper presentation
in 2015 (Appx. Five) using three ukiyo-e prints that appear to show a man and two
women. The presentation began with a compositional interpretative analysis to
describe the images and discuss the subject of the prints in relation to only what
could be seen. However, in order to understand the images in relation to the
historical, cultural and societal relevance this method provides no information
outside of the image itself. Therefore, upon revealing that one of the three images

101 it became apparent that imagery

was in fact a male actor in the role of a woman,
can be misleading. This also indicates the importance of the learned codes involved
in the formation and interpretation of gender. The image in question clearly indicated
to people during this presentation that it was feminine in its portrayal; whereas for
others a different conclusion may have been reached. Therefore, cultural impacts can
also be a subconscious factor in the reading of imagery. Without the social and

historical knowledge behind this image it could be unknown to viewers that this was

in fact an onnagata print. Even the title of the image, Actor Nakamura Tomijiro I as

190 The works analysed in this thesis have been examined through both physical and digital means
including: attending exhibitions; exhibition catalogues; viewing physical copies of manga; digital
exhibitions; online collection databases; digital manga; and viewing personal online galleries of
contemporary artists and illustrators.

101 The print used for this presentation and point relating to visual methodologies was: Torii Kiyohiro,
Actor Nakamura Tomijiro I as Izumo no Okuni, 1754, Museum of Fine Arts Boston.
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Izumo no Okuni (1754), would not communicate that this is a cross-gendered
performance representation. It is only with the historical and cultural knowledge that
women were not allowed to perform publicly in this way after 1629 in Japan that a
print with the title of ‘actor’ would indicate the person in the print was actually a
male-in-female role performance. Consequently, the act of looking that dictates the
compositional interpretation stage needs to be paired with other methodological

practices relating to cultural, historical or social implications of the piece.

As a method compositional interpretation is very useful for focusing on the
aesthetics of an illustration or art work, but this preoccupation with only the content
and composition can lead to misunderstandings and misinterpretations of imagery as
could be the case with ‘mistaking’ an onnagata for a ‘woman’. Thus, compositional
interpretation must be combined with other visual methodologies that are
commensurate with art historical analyses for the purpose of illustrating the varying

gender and sexuality interpretations found within.

Discourse Analysis & Illustrative Research Methods
As demonstrated, context is important when interpreting imagery, as graphic arts are
not created in a vacuum. Therefore, methods that take into account historical,
cultural and societal impacts are needed in conjunction with compositional
interpretation. One such method is discourse analysis. Rose defines discourse as:
... a particular knowledge about the world which shapes how the world is
understood and how things are done in it... ‘art’ becomes not certain kinds of
visual images but the knowledges, institutions, subjects and practices which

work to define certain images as art and others as not art.

(Rose, 2001, p.136)
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This is a complex and, in some instances, seemingly contradictory method due to the
huge variations in resources to which it can be applied, which include but are not
limited to: text, books, paintings, newspaper articles, posters and maps. This wide
range of sources means that intertextuality is key to this style of method i.e. the way
similar or related sources influence, reflect or differ from each other. Anne D’Alleva
states that, “... the concept of intertextuality reminds us that each text exists in
relation to other texts, to other cultural expressions — texts owe more to other texts
than to their own makers.” (2005, p.136). In other words, it is important to take
information from various sources relating to the period of research in order to
explore the social implications of these sources, and ‘understand’ the era on which
the research is focused. Rose states the method, “pays careful attention to images,
and to their social production and effect” (Rose, 2001, p.142). This relates to other
methodological and theoretical discussions of reception theory and decoding, which

are directly linked to illustrative research methods. %>

For example, in Susan Doyle, Jaleen Grove and Whitney Sherman text, The History
of lllustration (2019), illustrative research methodologies are placed under four
headings of context, encoders, code and decoders. According to these categorisations
the context takes into account the research, often historical, surrounding an
illustration; encoders relates to the illustrator and/or publishers (clients) of the
illustration; the code refers to the message being communicated which can then be
split into three subheadings of form, iconography and format; and decoders are the

audience both intended or otherwise which also takes into account the use of the

192 Which can be considered a separate field of study to art history.
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illustrations (Doyle et.al, 2019, pp. xviii-xix).'®® The approach displayed here,
emphasises the differences between visual disciplines in regards to research and
methodologies. The imagery examined within this thesis can fall under the banner of
illustration by some!** and therefore, illustrative specific methods have been

consulted as well as art historical and visual cultural methods to examine the works.

Iconography & Iconology

Whilst linked to code in illustrative conventions, Rose includes iconography in her
discussions of discourse analysis as it relies heavily on historical and social context.
This is because iconography and code are both concerned with the meaning or
message of the image in question (Doyle et.al, 2019; Fernie, 1995, p.345). D’ Alleva
defines iconography in practice as: “identifying motifs and images in works of art”
(2005, p.20) and was developed specifically by art historians as a means of art
analysis (2005, p.20). Elements of the iconographical method as it is known and
used today have a history spanning centuries, however, the development of the
method is attributed to Edwin Panofsky, because he wanted to distance himself from
methods that primarily focused on how an image looks (Rose, 2001). Panofsky
stated that: “Iconography is that branch of the history of art which concerns itself
with the subject matter or meaning of the works of art, as opposed to their form.”
(1939, p.26). This takes the act of looking beyond the, potentially, initial passive
phase of description, into the realms of examination. Iconography, therefore, can

only be successful as a method if it has the ‘correct’ historical and social contexts. In

103 This description and categorisation of illustrative research methodologies establishes a combined
visual methodological approach immediately; unlike art historical or visual methodologies which are
presented initially as individual methods to be explored and then used in collaboration with other
methods as and when appropriate.

104 Ukiyo-e is included within Doyle et al’s history, and manga in Male’s illustration-focused
publications (2007; 2019).
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order to understand these contexts, there are two important factors to iconography
according to Rose: first a deep familiarity with the sources being used and second
“synthetic intuition” (Rose, 2001, p.147). Synthetic intuition, or common sense, was
considered to be a very important aspect of this method by Panofsky (1939, pp.38-
40). Rose summarised this by stating texts: “could never provide full explanations
for a particular image, and their relevance thus had to be judged by the critic on the

basis of his or her intuition.” (Rose, 2001, p.147).1%°

Panofsky outlined three stages of iconography and iconology: “primary or natural
subject matter”, “secondary or conventional subject matter” and finally “intrinsic
meaning or content” (1939, pp.28-31; Pooke & Newall, 2008, pp.68-70). These
levels are known as pre-iconographical, iconographic and iconological (Panofsky,
1939, p.33). The first level is concerned with compositional interpretation, the
second with identification of motifs or characters, and the final with deciphering the
meaning. Despite the intention to complete this analysis following these levels, the
notion of the “innocent eye” that is essential to pre-iconographical analysis has been
“challenged” by art historians because: “viewers come to art as individuals shaped
by their experiences, values, and historical and cultural knowledge” (D’Alleva, 2005,
p-22). This presents another issue with compositional interpretation, as pre-
iconographical analysis involves the same method of analysis, but one that is a direct

opposite of the problem already discussed. Here a researcher undertaking

compositional interpretation despite, in theory, not taking into account the context of

105 Rose also states that iconography was beginning to be used “in a loose sense to refer to the kind of
approach to images that I am calling discourse analysis I’ (Rose, 2001, p.147) thereby highlighting
the different theories and methods that can be used under an overarching method of discourse
analysis. Rose also outlines a discourse analysis II (2012, pp.227-260) which focuses on museums
and galleries in relation to visual methodologies.
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an image, cannot help but be informed by their own contexts and world views upon
initially engaging it. This is reminiscent of semiotics and the understanding of signs
as is discussed momentarily, because we inherently ‘decode’ imagery as a means of
processing what we are seeing and place it in our own cultural or societal

understandings.

This also relates to the discussions of gender performativity in Chapter One, as that
is also affected by the learned cultural codes encountered in every-day life. It is vital
then, that the positionality of the researcher is outlined ahead of these discussions
given the subjective nature of art. As a white British woman, western influences
have impacted upon the understandings and formations of reference points
throughout my life; as Faure stated: “my own Western standpoint, as well as Western
references or counterpoints, are constantly at work behind the scenes.” (1998, p.12)
As such, this positionality may impact upon the “innocent eye” in the initial steps of

the visual analysis, despite the best intentions to ignore personal experiences.

The final stage of Panofsky’s theory is the interpretational iconological stage:
“Iconology, then, is a method of interpretation that arises from synthesis rather than
analysis.” (Panofsky, 1939, p.32). This is because iconology utilises the
identification of the symbols established by iconography in “attempts to explain how
and why such imagery was chosen in terms of the broader cultural background of the
image. The idea is to explain why we can see these images as “symptomatic” or
characteristic of a particular culture.” (D’ Alleva, 2005, p.21). In regard to this thesis,
these understandings and interpretations rely on the synthesis of research conducted

through the cross-disciplinarity of the literature consulted (Chapter One).
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This stage of the analysis was influenced by the theory of significant or symbolic
form that Ernst Cassirer, a German philosopher, championed and established (Wood,
2019, p.324 & D’Alleva, 2005, p.23). This theory gives precedent to the cultural
aspects of imagery that formalism removes:
Cassirer... argued that images represent fundamental principles or ideas
(symbolic values) in a given culture, so that we can see works of art as
“documents” of an artist, religion, philosophy, or even an entire
civilisation... Cassirer noted that the researcher’s own personal psychology,
experience, and philosophy will shape her interpretation — an interesting
precursor to ideas of reception and identity politics...
(D’Alleva, 2005, p.23)

2999

Due to the focus on cultural ideas and “works of art as “documents””, textual as well
as visual analysis is needed for iconographical/iconological methodologies. Rose
(2012) discusses iconography as an intertextual method within her Discourse
Analysis I examinations and states that a “thorough grounding in historical context”

(2012, p.204) is needed for successful iconographical interpretations alongside the

previously mentioned ‘synthetic intuition’ (Rose, 2001, p147; 2012, p.204).

Rose continues to discuss the ‘looser’ use of iconography as a methodological term
in relation to intertextuality and her use of Discourse Analysis I, by using Mary
Cowling’s work regarding Victorian art and ‘representation of type and character’
(1989) as an example (2012, pp.205-208). Here Rose describes Cowling’s use of
textual and visual analysis to examine how audiences of the time and place (1800’s
East End of London) would ‘read’ and ‘decode’ imagery to understand the type of
character(s) they were seeing. It is the wide use of sources that Cowling utilised that
is key to Rose’s discussion that the discourse analysis she is examining is related to

iconographical methods (2012, p.208). Though the research within this thesis does
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not examine historical, or classical, Japanese language written texts directly, the
range of sources from multiple disciplines and translations, as Chapter One shows,

does establish methodological links to Rose’s Discourse Analysis I.

Iconographical methods of visual analysis became an important aspect of art
historical research as it was a method developed specifically by and for art
historians, or the analysis of art, in comparison to other methods previously used in
the field that had been adapted from other disciplines (D’Alleva, 2005, p.21).
However, as art history developed further throughout the 20" century, other forms of
critical theory impacted upon the way in which art history was viewed (Pooke &
Newall, 2008, p.29). This also relates to the discourse around developing visual
cultures (Jones 2003 and Fernie, 1995, pp.248-253). The art historians of the mid
20" century began to question “assumptions, methods and aims of art history” by
emphasising social contexts and the viewer of the role of the artist: “the work of art
wasn’t a neatly packaged message delivered by the artist to the viewer, but a
complex text that could be read (or misread) in any number of ways.” (D’ Alleva,
2005, p.25). Part of this argument was centred on the time that Panofksy had
developed the method, with the focus on the analysis of Renaissance painting, and
that to apply this method, “indiscriminately was to suggest, falsely, that Renaissance
art — especially Italian Renaissance art — provided a universal model of image-

making.” (D’Alleva, 2005, p.25).

However, the basic principles of examining the imagery in terms of the cultural and
historical relevance and importance has remained essential to many art historical

discussions. Therefore, iconographical means of analysis is an essential starting point
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to this research in order to analyse images both as a separate entity but also as one
that is influenced by the culture in which it is created. However, when considering
the use of iconography within illustrative research fields, code is essential: “An
illustration is a “code” because it uses recognizable visual conventions such as
mimicry, composition, style, and other attributes to convey meaning.” (Doyle et.al.,
2019, p.xviii). Another method concerned with the reading of symbols and signs that
is prevalent within arts, illustrative and advertisement focused imagery is that of

semiotics, which is now considered.

Semiotics and Reception Theory

Semiotics, or semiology, is concerned with signs and meanings and developed from
linguistical studies (Pooke & Newall, 2008, pp.90-95). The signs as understood
through semiotics also have three separate categories, as explained by Eric Fernie.
The first is called the iconic which means the sign “resembles what it stands for”
(1995, p.359); the second is the indexical, “where the sign is related to what it stands
for by association, as with lightning and speed” (1995, p.359); and the final category
is symbolic representation, although as D’ Alleva states, signs are not exclusive to
each category and can in fact have characteristics that represent multiple categories
(2005, p.31). Due to this semiotics can be more about zow these signs are understood
and interpreted on a wider social or cultural level as, according to D’ Alleva, signs
can only work as signs if they are able to be interpreted as such (2005, p.29).
D’Alleva also states that, in comparison to iconography, semiotics provide a “more
precise” framework for “understanding not only what works of art mean but zow the
artist, viewer, and culture at large go about creating those meanings.” (2005, p.29).

This has clear links to the encoders and decoders that Doyle, Grove and Sherman
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reference, but also the reception theory that is linked with decoders, i.e. the audience.
Audiences or viewers of imagery may see something within the art work that was not
intended by the creator: “When the unintended reading is provocative (sexual, rude,
political, or funny, for instance), it can subvert the aims of the illustrator or client,”
(Doyle et.al, 2019, p.xviii) as the intended meaning by the illustrator or client has
been denied, ignored or twisted to reflect the audiences preferred meaning. This
relates again to the changing role of art history in the 20" century as a move away

from the artist to the viewer for interpretative analysis, and also to reception theory.

Reception theory is concerned with how audiences “decode media messages” (Doyle
et.al, 2019, p.xviii). This correlates to Rose’s discussions in relating Cowling’s study
within her discourse analysis examinations, but also to Cassirer’s significant form as
a “precursor,” as D’Alleva noted. Although separate from semiotics, it has some

clear links in terms of how signs are interpreted, as unintended ‘decoding’ could then

lead to a new meaning and sign across further images.

Fernie (1995) discussed reception theory as being developed by Hans Robert Jauss
in response to the “death of the author” concept proposed by Roland Barthes.
D’Alleva discusses the ‘death of the author’ and intertextuality together (2005,
pp-134-136), and examines these ideas within structuralism and post-structuralism
and the similarities to reception theory:
...for the artist her intention to communicate and what she intends to
communicate may be important to her as an individual; however, meaning, in
a larger cultural sense, cannot be reduced to her intentions. An artist may, for

instance, communicate things without intending to do so.

(2005, p.135)
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This unintentional communication relates back to Doyle, Grove and Sherman’s
discussions of decoding and the ways in which a ‘reader’ or audience can imbue
works with differing meaning or ‘misread’ the original intentions of an image. This
is also important when examining works in an iconographical and iconological
respect; Panofsky’s assertion of the appropriate knowledge and common sense is
key, as without it mis-readings or misinterpretations also happen with this method.
However, who is to say if something is misread or misinterpreted just because it goes
against or differs from the artist’s intention? As outlined in this chapter as well as the
Introduction and Chapter One, advancements in the field of art history in the 1960’s
and 1970’s led to a change of focus away from the artist to the social. The re-
examination of the reception of art proposes:

...that there is a ‘question’ implicit in the work which is what first awakens

our interest, and that we also see the work of art as a kind of answer. Being in

the present, within a changed horizon of aesthetic experience, the question no

longer is asked as it was when the text was new.

(Fernie, 1995, pp.357-358)
This different aesthetic experience is vital to many of the discussions and analysis
throughout this thesis, as the images are from both a different culture and, for some,
period in time. Therefore, elements of reception theory are needed in collaboration
with semiological or “decoding” forms of methodological analysis in order to
investigate and comprehend the wider context of the imagery. Following Barthes’
declaration of the ‘death of the author,” there became an emphasis that the art or
literature in question is “an artifact that brings together any number of codes
available in the artist’s or author’s culture.” (D’Alleva, 2005, p.136). This extends to
all imagery we encounter, as Sandra Weber states: “In our everyday lives, we

interpret, create, and use images as a matter of course, often without much conscious

attention and using whatever social codes and conventions we've picked up along the

74



way.” (2008, p.42). Although this is a general statement about the impacts and
abundance of imagery in everyday lives, Weber here has encapsulated what
semiotics and reception theory emphasise: the understanding and reinterpretation of
images as signs and social codes. The social codes in terms of this research relate to
the context and understanding of historical and cultural society alongside the

meanings and expressions of gender and sexuality.

Rosemary Betterton also emphasised that different readings of images “proceed from
different positionings and knowledges... opens up a productive space in which to
explore questions of Zow meanings are made and for whom” (2003, p.13). Therefore,
what was understood and accepted as a signifier in ukiyo-e created in the 18" century
may not be understood or recognised in the same way today, or outside of Japan at
any time, because the set of social codes has changed as society has developed. The
reinterpretation of imagery is a factor in the understanding of signs and symbols, but
also in how society has evolved. Betterton’s discussion is in relation to feminist art
historical and visual cultural readings specifically, and how these differing readings
could be used as a means of furthering theoretical analyses by moving away from the
“traditional concerns of art history with producers and texts towards a model of
reading in which greater attention would be paid to the multiple inscriptions of
women in and through visuality,” (2003, p.13). She also emphasises the importance
of feminist readings on the creation and interpretation of imagery to then allow for
the understanding of, “how these texts are mobilized and made meaningful in
different ways” (Betterton, 2003, p.13). This focus then, though primarily concerned
with feminist visual culture readings, emphasises the points raised in semiotics and

reception theory but applied to art historical approaches; thus, the need for visual
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cultural methodological processes is paramount when analysing imagery which is

considered to be “high” or “low” culture.

As outlined throughout this chapter, a visual analytical approach for this research is
the most appropriate way to explore graphic arts, print media, illustration and art
more generally to achieve an original contribution to research. These methods in
collaboration with the case study elements of the thesis, and in combination with the
textual research, allows for the analysis and interpretation of these images which
illustrates the representations of gender and sexuality. The images used and
evaluated throughout this thesis each contain their own messages, codes, symbols
and signs that have different meanings when taking into consideration
contemporaneous context and cultural influence on the creation and the audience
interpretation of the works. The range of methods outlined here ensure that the
analysis of graphic arts in combination with textual evidence are explored in ways

that have not yet been conducted in a single thesis.
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Part One:
The Female Body in Japanese Visual Art

Part One of this thesis examines the ways in which femininity has been represented
across prints, manga and digitally created illustration since the 17" century, with
particular focus on 18" and 20" century works. Some key themes that emerge in
relation to feminine representation include passivity and sexualisation, illustrating
that whilst there are aesthetic shifts and differences, the overall subject matter has
remained popular, to some extent. However, as with every culture there are
juxtapositions and ‘exceptions to the rule’ in terms of representation and there are
many examples of active female representations that are also examined, particularly

in respect to the evolving medium of manga from the mid 20" to 21% centuries.

Japanese history has many examples of strong and influential women, however, the
relationships between Japanese society and the binary female gender have been
contradictory and complex (Leupp & Tao, 2022, pp.36-37). Whilst in neo-Confucian
and Buddhist doctrine women were considered inferior and associated with lust, “in
practice, women could lead households, serve as co-partners with men in businesses,
join literary circles, and travel independently.” (Leupp & Tao, 2022, p.37).!% The

three chapters in Part One examine these complexities by exploring the ‘place’ of

196 An example of these contradictions since the beginning of the modern period relates to the
Imperial line. Initially women were able to reign as Empress, as opposed to just consort, whereas
today the Imperial Crown cannot pass on to a woman to ‘rule’ but must go to a man from the paternal
line. Officially, this as a policy was only instated in 1947, but the final female Empress in their own
right was in 1771. This policy has been recently debated as Emperor Naruhito who ascended to the
Chrysanthemum Throne in 2019 only has a daughter. However, as of November 8 2020, Prince
Fumihito, younger brother of the Emperor, was declared heir, meaning his son, Prince Hisahito, will
follow in the line of Succession (BBC, 2020). This is despite the mythology surrounding the birth of
the Imperial family, and Japan itself, as eulogised in Shintd, the indigenous religion of Japan. Shintd
is based within nature and is not a monotheistic religion; as such, there are many Gods and Goddess
within the Shinto belief system, the most important of which is the Goddess Amaterasu, daughter of
the creation Gods, Goddess of the sun and founder of the Imperial line.
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women within Japanese society, historically and contemporarily, for the purpose of

analysing the artistic representations that took women as their subject. '’

As religion within Japan evolved and gained influence from Chinese ideologies
throughout the early pre-modern eras, so too did the way women were viewed in
Japan. Buddhism became an integral part of Tokugawa period Japan, and later
Confucian philosophies began to be adapted:

While schools of Buddhism dominated thought in the medieval period,

Confucianism — with its ethical and civic preoccupations, and stress on the

maintenance of fixed class categories — dominated ruling-class thought from

the seventeenth century.

(Leupp & Tao, 2022, pp.37-38)
A core point that these philosophies enforced was that women were inferior to men:
“... as religions became more sophisticated and more politicised the simple focus on
fertility, and hence on women, generally weakened....Some Buddhist sects even
considered women to be fundamentally evil and incapable of salvation.” (Henshall,
1999, pp.9-11). Due to the continued emphasis from religious sects, intellectuals and
those in political power from the Tokugawa through to the Taishd period, restrictions
of women’s rights began to be implemented, and therefore, the precedent for

gendered stereotypes of women as passive and less capable was set.!%®

107 As graphic arts are the focus of this thesis visual analyses, the subjects often do not represent the
‘normative’ lives of the audience. ‘Normative’ in this respect relates to the mainstream societal
expectations, not gender or sexuality-related ‘heteronormativity.’

108 More contemporary examples can be found in the 2020 World Economic Forum’s Global Gender
Gap Report, in which Japan ranked 121% of 153 countries, compared to 110% in 2018 (World
Economic Forum, 2019). However, the 2022 report shows Japan has risen to 116" (World Economic
Forum, 2022).
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Regardless of the argued inferiority of women through Buddhist doctrines, women
remained key subjects of Japanese arts for centuries - although their inclusion in the

creation was often overlooked.'?’

It should be emphasised that women from various social groups had different
expectations upon them throughout the Tokugawa period.'!? For instance, ‘samurai’
women, despite being in a ‘higher class’, were much more restricted, as they could
be used as political assets to bring peace between families, or for power and financial
gain, through marriage (Fister, 1988, p.10).'!! Otherwise, they were required to
remain apart from other men and largely within the household (Stanley, 2022,
p-322). In terms of the aristocratic families of previous periods, on the other hand,

the duties required of women within the samurai level of the hierarchy shifted the

109 This is despite one of the most celebrated works of literature in Japanese history, but also globally
as the first novel to have ever been written, which has led to the creation of thousands of visual artistic
representations, is Genji Monogatari or The Tale of Genji R ER¥DEE Genji Monogatari The Tale of
Genji ¢.1000-1021by Murasaki Shikibu, a lady-in-waiting at the Imperial court, around the year 1000.
During the Heian period, when this monumental work was created, many female courtiers were
involved in the creation of literature and published diaries, including one of the most famous by Sei
Shonagon, Makura no Soshi (The Pillow Book), \REF Makura no Soshi The Pillow Book ¢.1002.
Interestingly Joshua Dale discussing an excerpt in this book relating to ‘adorable things’ (1979, Folio
Society edition, p.162) as the potential beginnings of kawaii culture in Japan (Japan Foundation New
York, 2022c) a ‘rival’ to Murasaki Shikibu. The story goes that the rivalry was ‘manufactured’ as Sei
Shonagon was deliberately appointed as a means to rival Murasaki Shikibu in order to elevate the
reputation of the opposing court. Although the texts themselves do not necessarily portray women in a
favourable light, and at times could be seen as glorifying dubious male morals, they are important in
highlighting the status of women during the Heian period, and how the place of women in creative
pursuits, and indeed Japanese society more widely, shifted in the coming centuries; which is explored
in Chapters Three and Four.

119 As Amy Stanley outlines, it was status and household which dictated many of the rules for
everyday life. For instance, a peasant woman marrying into a samurai family would “shed her former
status and became samurai herself” (2022, p.322). Her previous life as a farmer or peasant class
women would mean that she would assist her husband in his work. Likewise, merchant class women
assisted in the family businesses and had an impact on the progression of said business (Leupp & Tao,
2022, p.37). Though again contradictions abounded as Stanley states: “women were assets — units of
value — that could be liquidated or exchanged by their husband or male household head.” (2022,
p.319)

I Arranged marriages were the norm during this period, and still take place in Japan to some extent
today. Although Fister notes that, as the Tokugawa period progressed, some women disobeyed family
wishes and married who they wished, this would not have been in the upper classes such as samurai
but lower classes such as merchants (1988, p.11)
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paradigms of their places in society as they no longer enjoyed “the independ