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Abstract

This dissertation investigates how Japanese expositions held from the 1890s to
the 1940s, both abroad and at home, represented Japan itself as a ‘guardian of
Asian culture’ while promoting the expansion of its empire. Japan’s governing
stance over other Asian nations at expositions during the prewar period appeared
to imitate the imperial exhibitions of its Western counterparts, and yet the
Japanese engagement of Asia in these exhibitions was portrayed as “almost the
same, but not quite” the same empire. This study thus proposes to interpret
Japan’s exhibitionary practices toward other Asian nations as “mimicry,”
borrowing Homi K. Bhabha’s conception, in order to challenge the totalizing
vision of the West that was commonplace at exposition sites.

I argue that the preoccupation with exhibitionary techniques provided Japan
with a cultural, aesthetic, and ethnic claim over other Asian nations in terms of
time and space. Further to this point, I argue that the importance of the visual
technologies used by Japan in their expositions — technologies that were
mimicked from Western empires — lies in their spatialization of time and temporal
re-organization. This study thus aims to investigate the processes whereby
Japanese expositions re-contextualized the aesthetic, cultural, and racial and
ethnic identities of other Asian nations in terms of time and space.

This dissertation investigates multiple sites of Japan’s expositions, as well as
numerous major figures who were involved in these exhibition practices. Each
chapter deals with multiple exposition sites with a consideration of the visual

technologies they employed, in tandem with the expansion of Japanese
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imperialism and its engagement with Asian nations. Each chapter of this study
therefore concerns specific exhibitionary techniques, such as re-territorialization
and panoramas, which were used in the representation of other Asian nations —
and their temporality in particular — at multiple exposition sites. Chapter 2
concerns three (pre-)exhibitionary sites where Japanese traditional art and its art
history were reorganized by modern art programmers such as Okakura Tenshin
and Ernest Fenollosa: national treasure survey sites, the National Pavilion at the
1893 Chicago Exposition and the Official Catalogue for the 1900 Paris Exposition
Universelle (Histoire de [’Art du Japon). More specifically, I argue that these
three exhibitionary sites were specific instances where Japanese traditional art and
Asian art became “de-territorialized and re-territorialized” through the techniques
of preservation, presentation and cataloguing. Chapter 3 examines the Japanese
pavilion at the 1910 Japan-British Exhibition in terms of the visual technique of
panoramas. The Japanese pavilion in this show self-adjusted to the panorama
technique using a Western perspective, wherein Britain emerged as the temporal
norm to be emulated in the logic of imperialism while Japan was relatively
viewed as a “different” empire. Yet Japan, by mimicking the temporal logic of the
Western empire, re-enacted its own temporal operations toward other Asian
nations. While chapter 2 and 3 discuss the sites of international fairs in relation to
Japan-West dynamics, chapter 4 and 5 shift attention to Japan itself and the
colonies that it held within the frame of multi-ethnicism. Chapter 4 explores the
ways in which anthropological exhibitions rearticulated the racial and ethnic

identities of Asian nations under the name of a multi-ethnic empire. The Tokyo
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Anthropological Association and its leader, Tsuboi Shogord, made extensive use
of visual technologies, like Western anthropologists, such as composite
photography and anthropological expositions, and I thus investigate how they
attempted to redefine racial and ethnic identities by way of these modern visual
technologies. Chapter 5 considers the climax of Pan-Asianist expansion at the
1940 Choson Great Exposition, held in Seoul, in the middle of Asia-Pacific War.
This chapter examines how the visual practice of panoramas incorporated people
of different ethnic and cultural backgrounds under the inclusive umbrella of a
multi-cultural East Asian empire, to encourage their participation in the war. I
further contend that the performance of these panoramic imageries displayed both
the inclusiveness and yet the simultaneous contradictions of multi-cultural
empires. In each of these chapters I analyze how these multiplex exposition sites
spatialized the temporality of Asian nations through the visual technologies of

expositions.



World Display, Imperial Time Kang, 7

Résumé

Cette these explore comment les expositions japonaises de type universel,
tenues entre les années 1890 et 1940, au pays comme a 1’étranger, représentaient
le Japon lui-méme comme étant « gardiennes de la culture asiatique » alors
qu’elles promouvaient du méme coup I’expansion de 1’empire japonais. Le point
de vue japonais sur les autres nations asiatiques lors de ces expositions impériales
d’avant-guerre semblait imiter celui de ses homologues occidentaux, a la nuance
pres, qu’il a été dépeignait comme étant « semblables, mais pas tout a fait
pareilles » a son empire. Cette étude propose en ce sens d’interpréter les pratiques
japonaises d’exposition en ce qui concerne les autres nations asiatiques, selon
I’angle du « mimétisme » — pour emprunter le terme a Homi K. Bhabha — de
fagon a remettre en question la vision totalisante a I’occidentale, qui était monnaie
courante dans ce type d’expositions.

Cela m’améne a postuler que c’est précisément cet intérét hatif pour ces
techniques qui a permis au Japon de prétendre avoir une mainmise culturelle,
esthétique et éthique sur les autres nations asiatiques. J’avance dans cette veine
que I'importance des technologies visuelles utilisées par le Japon au sein de ces
expositions — technologies en grande partie empruntées, par « mimétismes », aux
empires occidentaux — reposait sur leur déploiement et leur réorganisation
spatiotemporels. Mon étude souhaite, en ce sens, investiguer les processus a
travers lesquels les expositions japonaises décontextualisaient et recadraient les
identités esthétiques, culturelles, raciales et ethniques des autres nations asiatiques

en lien avec I’espace et le temps.
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Cette theése se penche sur plusieurs expositions menées par le Japon et
s’intéresse a D’implication de différentes personnalités influentes en ce qui
concerne les pratiques d’exposition. Ayant pour toile de fond I’expansion
impériale japonaise et ses liens avec les autres nations asiatiques, tous les
chapitres prennent plusieurs expositions en exemples afin d’évaluer les différentes
techniques de présentation visuelles employées — comme la reterritorialisation et
les panoramas — pour représenter les autres nations asiatiques. Chapitre 2
s’intéresse a trois cas de figure ou 1’art japonais traditionnel et son histoire furent
revisités par des commissaires d’art moderne comme Okakura Tenshin et Ernest
Fenollosa, notamment avec les études menées sur 1’héritage national du Japon,
avec le Pavillon national japonais de 1I’exposition lors de Chicago de 1893 et avec
le catalogue officiel de 1I’exposition universelle de Paris de 1900 (Histoire de I’art
du Japon). Plus précisément, je postule que ces trois cas ont été¢ des moments ou
I’art japonais traditionnel et 1’art asiatique furent « déterritorialisé et
reterritorialisé » a travers des techniques de préservation, de présentation et de
catalogage. Chapitre 3 se penche le pavillon du Japon lors de I’exposition Japon-
Grande-Bretagne (Japan-Britain Exhibition) de 1910 en ce qui a trait a la
technique visuelle du panorama. Lors de cette exposition, le pavillon japonais
s’est inspiré de la technique occidentale du panorama, alors que la Grande-
Bretagne, avec sa perspective impériale, semblait étre I’exemple a suivre. En
« imitant » de la sorte la logique temporelle de I’Empire britannique, le Japon
recréait les mémes types d’opérations temporelles par rapport aux autres nations

asiatiques. Tandis que les chapitres 2 et 3 abordent la place des foires
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internationales en ce qui concerne la relation entre le Japon et 1’Occident, les
chapitres 4 et 5 se concentrent principalement sur le Japon et sur sa fagon de
représenter ses colonies a travers un point de vue pluriethnique. Chapitre 4
explore comment les expositions anthropologiques réarticulaient les identités
raciales et ethniques des autres nations asiatiques au nom d’un empire
multiethnique. L’Association anthropologique de Tokyo, sous I’influence de son
directeur Tsuboi Shogord, a fait un usage important des techniques visuelles telles
que les photographies composites et les expositions anthropologiques (employées
notamment par les anthropologues occidentaux), je m’intéresse a cet égard sur la
maniére dont I'usage de techniques modernes de visualisation a tenté de redéfinir
les identités raciales et ethniques des autres nations asiatiques. Chapitre 5 traite de
I’apogée du panasianism lors de la Grande exposition Choson (Choson Great
Exposition) qui s’est tenue a Séoul au milieu de la guerre en Asie et dans le
Pacifique. Ce chapitre examine comment la pratique visuelle du panorama, en
incorporant des personnes de différentes ethnies et cultures sous 1’étiquette
multiculturelle de I’empire de 1’Asie de 1’est, tentait d’encourager leur
participation a la guerre. J'affirme a cet effet que le déploiement de ces
représentations panoramiques affichait une forme d’inclusion des empires
multiculturels qui comportait néanmoins diverses contradictions. Enfin, dans
chacun de ces chapitres, j'analyse comment ces différents lieux d’exposition ont
mis en scene la temporalité des nations asiatiques a travers des les technologies

visuelles d'expositions.
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National Industrial Exposition: from 76yo gakuho (April, 3, 1903), reprinted in
Engeki “Jinruikan” Joen o Jitsugensasetaikai, Jinruikan: fiiinsareta tobira (Osaka-
shi: Atto Wakusu, 2005).

Figure 56. Minami Jird giving his speech to the public: from Keijo Nippo (Keijo
Newspaper) (Sept. 1, 1940).

Figure 57. A scene of Nomohan parade: from Chosen dai hakurankai no gaikan
(Seoul: Keijo Nipponsha, 1940).

Figure 58. Holy War Square and displays of warships: from Chéosen dai
hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 59. Bird’s Eye view of the 1940 Choson Great Exposition: from Chosen
dai hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 60. The Guiding Map of the 1940 Choson Great Exposition: from Son
Chong-mok, llje Kangjomgi Tosisahoesang yon'gu (Seoul: Iljisa, 1996), p. 208.

Figure 61a. Postcard image of the 1915 Colonial Exposition: from Minjok Munje
Yon’guso, Singminji Choson kwa chonjaeng misul: chonsi ch ‘eje wa Choson
minjung i sam (Seoul: Minjok Munje Yon‘guso, 2004), p. 35.

Figure 61b. View of Taiwan and Kyoto pavilion of the 1915 Colonial Exposition:
from Minjok Munje Yonguso, Singminji Choson kwa chonjaeng misul: chonsi
ch ‘eje wa Choson minjung i sam (Seoul: Minjok Munje Yonguso, 2004), p. 36.

Figure 62a. modern-box-like buildings at the 1940 Choson Great Exposition: from
Chosen dai hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 62b. A square at the 1940 Choson Great Exposition: from Chosen dai
hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 63. 1940 Choson Great Exposition poster: from Yamaji Katsuhiko, Kindai
Nihon no shokuminchi hakurankai (Tokyo: Fukyosha, 2008), p. 1.

Figure 64. A scene of Amaterasu coming out of the rock cave at the Imperial
History Pavilion: from Chosen dai hakurankai no gaikan (Seoul: Keijo
Nipponsha, 1940).

Figure 65. Jimmu's Enthronement at Kashihara at the Imperial History Pavilion:
from Chosen dai hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).
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Figure 66: Mongolian Invasion scene at the Imperial History Pavilion: from
Chosen dai hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 67: Hakko Ichiu Tower: from Chosen dai hakurankai no gaikan (Seoul:
Keijo Nipponsha, 1940).

Figure 68: Chosen jingii Diorama at Commemoration Pavilion of the Colonial
Administration: from Chosen dai hakurankai no gaikan (Seoul: Keijo Nipponsha,
1940).

Figure 69: Panorama of Governors-General in Korea at Commemoration Pavilion
of the Colonial Administration: from Chéosen dai hakurankai no gaikan (Seoul:
Keijo Nipponsha, 1940).

Figure 70: Diorama image of the future of Korea at Commemoration Pavilion of
the Colonial Administration: from Chosen dai hakurankai no gaikan (Seoul:
Keijo Nipponsha, 1940).

Figure 71: Honore Daumier, Nadar Elevating Photography to the Height of Art,
1862. Print; Lithograph. Printed on chine collé.

Figure 72: Caspar David Friedrich, Traveler Looking over a Sea of Fog, 1818.
Oil-on-canvas; 98.4 cm x 74.8 cm (37.3 in x 29.4 in). Kunsthalle Hamburg,
Hamburg, Germany.

Figure 73.1 Entrance to the Exposition: from Chaosen dai hakurankai no gaikan
(Seoul: Keijo Nipponsha, 1940).

Figure 74.2 Holy War Pavilion and the Streets of Holy War: from Chésen dai
hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 75. Exhibit for the Seiju Lieutenant: from Chésen dai hakurankai no
gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 76. War Deeds Pavilion: from Keijo Nippo (Keijo Newspaper) (Sept. 1,
1940).

Figure77. Exhibits at the War Deeds Pavilion: from Chaosen dai hakurankai no
gaikan (Seoul: Keijo Nipponsha, 1940).

Figure 78. Tower devoted to the War Souls at the War Deeds Pavilion: from
Chosen dai hakurankai no gaikan (Seoul: Keijo Nipponsha, 1940).
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Chapter 1: Introduction

The temporal scope covered by this study coincides with the expansion and
climax of the Japanese empire. Since this study moves from international
exhibitions to domestic expositions held in Japan and other parts of Asia, this
dissertation may appear to explore how the Japanese empire learned to use the
exhibitionary technologies of Western empires and then used them to represent
other Asian nations. However, my aim is neither to study how Japanese
expositions were influenced by their Western counterparts, nor to regard the
Japanese displays as derivative, secondary or imitative practice. This study does
not intend to naturalize this directionalism; rather, by analyzing how the
directionalism functioned, I attend to the way in which exhibitionary practices
constructed a privileged space. I then attempt to challenge the assumption that the
Western production of knowledge was the model for all the exhibitions that
followed, making them mere copycat attempts. Japan’s display of its governing
stance over other Asian nations appeared to imitate the displays of colonial
domination that were put on by Western empires, and yet Japanese exhibitions
displayed the other Asian nations under its influence as “almost the same, but not
quite” the same empire. This study thus proposes to interpret Japan’s
exhibitionary practices toward other Asian nations as “mimicry,” borrowing Homi

K. Bhabha’s conception.'

' See Homi K. Bhabha, “Of Mimicry and Man: The Ambivalence of Colonial Discourse,” in The
Location of Culture (London: Routledge, 1994.
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According to Thomas LaMarre, “Mimicry is not like imitation.” If
imitation is based upon the relationship between original and copy, then labelling
something as an imitation invariably presumes the original as a reference to which
all the qualities of its copies need to be evaluated. Within the imperialist practices,
use of the word imitation thus cannot help but to bring in a certain lag; the West
emerges as the advanced nation and reference point while Japan is the follower
and the secondary example.’ To avoid the perception that Japanese colonial
practices are tacitly copying and captured by the panoptic vision of the West, this
study investigates certain aspects of mimicry in the examination of expositions.

Throughout this study, I argue that the importance of visual exhibitionary
technologies, which Japan mimicked from the Western empires earlier than other
Asian nations, lies in their spatialization of time and temporal re-organization.
This study thus focuses its attention on the shared logic between the visual
technologies of exhibitions and Japan’s imperial policy — that is on their temporal
re-organization. It further investigates how these temporal operations were
captured earlier than others and enacted toward the culture, race and ethnicity of
other Asian nations. This dissertation therefore does not aim to trace the history of
expositions in Japan per se; rather it aims to explore a variety of expositions from
the views of visual exhibitionary technologies along with the expansion of

Japanese imperialism.

* Thomas LaMarre, “Introduction,” in Impacts of Modernities, ed. Thomas Lamarre and Kang
Nae-hui (Hong Kong: Hong Kong University Press, 2004), 25.

? Ibid; As for this temporal sturcture, Dipesh Chakrabarty states "first in the West, and then
elsewhere.":Dipesh Chakrabarty. Provincializing Europe: Postcolonial Thought and Historical
Difference (Princeton, N.J.: Princeton University Press, 2000), 6.
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1) Hakurankai (Exposition), Bankoku hakurankai
(International Exposition) and Shokuminchi hakurankai

(Colonial Exposition)

The moment when a Japanese section was first introduced into an
international exposition goes back to the 1862 London International Exhibition.
The Japanese exhibit in the 1862 Exhibition was, in actuality, a showcase of a
private collection of Japanese handicrafts gathered by Sir Rutherford Alcock, a
British diplomat stationed in Yokohama. Though it was a relatively small
showcase of Japanese objects in London, this display soon led to the country’s
active participation in a variety of international fairs. Between 1862 and 1910
alone, the Japanese government — either as Tokugawa shogunate or as the modern
government — participated in 36 out of the 88 exhibitions held across the globe.*
Subsequently, the period covering the late nineteenth and early twentieth centuries
in Japan is often called as “Age of Exposition” (hakurankai no jidai).” Japan’s
various experiences at world fairs during this time produced the term hakurankai,
the Japanese translation of the word “exposition.” As Douglas Howland suggested

in his study of the importation of Western concepts during Japan’s Westernization

* Ellen P. Conant, “Refractions of the Rising Sun: Japan’s Participation in International
Exhibitions 1862-1910,” in Japan and Britain: An Aesthetic Dialogue 1850-1930, ed. Tomoko
Sato and Toshio Watanabe (London: Lund Humphries in association with Barbican Art Gallery
and Setagaya Art Museum, 1991), 79. See also Yamamoto Mitsuo, Nikon hakurankai shi (Tokyo:
Risdsha, 1970), 199-205.

> Kuni Takeyuki, Hakurankai no jidai: Meiji seifu no hakurankai seisaku (Tokyo: Iwata Shoin,
2005). A great amount of literature on Japanese expositions equally reflects the wealth of Japan’s
experiences with expositions during this time. For example, see Kuni Takeyuki, Hakurankai to
Meiji no Nihon (Tokyd: Yoshikawa Kobunkan, 2010); Ikeguchi Kotard, Nihon no bankoku
hakurankai (Tokyo: Toyd Keizai Shimpo, 1968); Yoshida Mitsukuni, ed., Bankoku hakurankai no
kenkyu (Kyoto-shi: Shibunkaku Shuppan, 2004); Mamiko Itd, Meiji Nihon to bankoku hakurankai
(Tokyd: Yoshikawa Kobunkan, 2008); Siina Noritaka, Nifion hakubutsukan seiritsushi:
hakurankai kara hakubutsukan e (Tokyd: Yuzankaku, 2005); Shunya Yoshimi, Hakurankai no
seijigaku: manazashi no kindai (Tokyo: Chuo Koronsha, 1992).
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process, the translation of Western terms into Japanese was not simply a
transferring of ideas from one culture to another; the terms underwent many
recreations and alterations in the course of their usage and circulation.’
Hakurankai literally means an event where things are widely viewed and
experienced. It is believed that the word hakurankai was used for the first time by
Kurimoto Joun, then a bakufu officer, when he was told by the French diplomat
Leon Roches about the plan for the Paris Exposition Universelle of 1867.” The
term, however, came into wider use thanks to Fukuzawa Yukichi, who described
the word hakurankai as referring mostly to utilitarian practices happening in the
West:

In the metropolises of the West a great meeting for products is held every

few years at which are brought together, by appealing to the world, noted

products, useful devices, antiques, and unusual objects from various

countries so that they can be shown to the peoples of all nations. This is

called an exposition [hakurankai]. As the intent of expositions is equally

to teach and to learn, one takes the merit of the others and turns it into

one’s own profit. To use a metaphor, this is like conducting a trade of

ideas and inventions.®
This passage is from Fukuzawa’s three-volume work Seiyé jijo (Conditions in the

West, 1866), which was a report on his observations during his visits to the United

States between 1860 and 1862. That Fukuzawa’s account of the term “exposition”

% See Douglas Howland, Translating the West: Language and Political Reason in Nineteenth-
Century Japan (Honolulu: University of Hawaii Press, 2002). See also, Alice Y. Tseng, The
Imperial Museums of Meiji Japan: Architecture and the Art of the Nation (Seattle: University of
Washington Press, 2008), 21.

" Doshin Satd, Modern Japanese Art and the Meiji State: The Politics of Beauty (Los Angeles:
Getty Research Institute, 2011), 103.

¥ Fukuzawa Yukichi, Fukuzawa Yukichi zenshu (Collected works of Fukuzawa Yukichi), Vol.1
(Tokyo: Iwanami Shoten, 1958), 312; this translation is from Kentaro Tomio, “Visions of Modern
Space: Expositions and Museums in Meiji Japan” in New Directions in the Study of Meiji Japan,
ed. Helen Hardacre and Adam L. Kern (Leiden & New York: Brill, 1997), 723.
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appears right next to a section on the term “museum” demonstrates that these
institutions were considered to be inseparable during this time. Importantly, both
were deemed to be sources of teaching and learning, not simply sites of spectacle
and entertainment. This intention of teaching and learning clearly marks the
difference between hakurankai and the traditional exhibitionary practices in
Japan.

The act of putting things on display was by no means new to Japan. As Peter
Kornicki described, the rapid urbanization of Edo produced many sites for public
and private displays, such as pictorial art exhibitions (shogakai), exhibitions for
natural produce (bussankai) and the unveiling of temples (kaicho). Furthermore,
much of the literature on Japanese expositions attempted to frame its modern
exhibitionary practices as a continuation of these displaying activities, which were
commonplace in the Tokugawa and early Meiji periods.” The recent studies on
misemono (side shows or street spectacles), in particular, have identified many
spectacles of the Tokugawa period — including living dolls (iki ningyo) and oil
painting exhibitions at tea houses (abura-e chaya) — as the domestic precursors to
modern exhibition activities.'’ These so-called misemono studies are telling in the
history of Japanese expositions; they explore the early history of visual activities

starting from a moment when the notions of fine arts and crafts and decorative

? See Edo Historical Museum, Hakuran Toshi Edo Toko — Hito wa nani o mita ka? Kicho,
Sakariba, soshite bussankai kara hakurankai e (Edo Tokyo: Rekishi Zaida, 1993), cited in Angus
Lockyer, “Japan at the Exhibition, 1867-1970” (PhD diss., Stanford University, 2000), 82.

' See Kinoshita Naoyuki, Bijutsu to iu misemono: aburae chaya no jidai (Tokyo: Heibonsha,
1993); and Kawazoe Yu, Kinoshita Naoyuki and Hashizume Shin'ya, Misemono wa omoshiroi
(Tokyo: Heibonsha, 2003). For English materials, see Andrew L. Markus, “The Carnival of Edo:
Misemono Spectacles from Contemporary Accounts,” Harvard Journal of Asiatic Studies 45.2
(December 1985); and for shogakai in particular, see Andrew Markus, “Shogakai: Celebrity
Banquets of the Late Edo Period,” Harvard Journal of Asiatic Studies 53.1 (June 1993).
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arts were not yet distinct. And yet, as these misemono studies note, it is equally
important to attend to how these indigenous visual activities shifted after Japan’s
exposure to Western exhibitionary experiences.

One of the major changes to note was that the exhibitions after Japan’s
exposure to Western influences — for instance, the Meiji government’s
participation in the Vienna Fair of 1873 — were suddenly being held as national
events from the initiative of the nation-state, whereas the pre-Meiji exhibitions
were primarily held as local events. Another impact was the shift from displays
showing a mere disarray of antiques and curiosities (either from bussankai or
kaicho, as Peter Kornicki suggests) into a sorted and categorized collection in
accordance with the more sophisticated classificatory systems found at world
fairs. Simply put, if the precursors to the Meiji exhibition practices were cabinets
of curiosities, the exhibitions held after Japan’s Western experiences emerged as
much more organized, systemized and classified practices. The aim of this study
is to examine these exhibitionary practices in terms of the new visual technology
with which modern Japan came to be preoccupied — in advance of other Asian
nations — in the course of its contact with the Western world. I will begin by
linking international fairs to domestic expositions in terms of three aspects: the
shaping of the national identity, visual training, and imperial practices.

First, the story of the country’s participation in the international exhibitions
matches the history of the shaping of its national formation on the international

scene. Indeed, one of Japan’s overriding aims in its participation in international

expositions was to present its national identity to the world. As Saté Doshin
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pointed out, the initial intention of the Meiji government in its engagement with
world’s fairs was to promote its industry and manufacturing, (Shokusan kogyo
policy), particularly under the Ministry of the Interior. As a result of this policy,
the Japanese sections of international expositions — and particularly at the 1873
Vienna and 1876 Philadelphia exhibitions — were concentrated on its decorative
arts and craftworks, catering to the tastes of the Western audience and thereby
promoting its exports.'! This desire to simultaneously enhance its exports and
industry came from Japan’s consciousness about its position on the international
political scene as well as the world economy. Accordingly, after its first
participation in an international exhibition in 1862, the country invested a great
deal of resources in the practice, since international expositions were perceived as
important sites for staging the country’s national identity.

As argued by many scholars, international fairs were special stages on which
each participating country could present the image of itself as a civilized nation.
The fair sites, in this sense, functioned as a mirror — in the Lacanian sense — in
which the self-image of modern Japan could be formulated.'* Therefore, the self-
imaging of modern Japan was in part a product of its contact with the many
international and domestic exhibitions that saw its participation. For example, at

the Vienna Exposition, one of the first international fairs in which the Meiji

' Dgshin Satd, Modern Japanese Art, 103-15.

12 The term “mirror” here refers to the Mirror-phase in Lacanian conception. Lacan explains that
the Mirror-phase takes place between the age of 6 months and up to the age of 18 months during
childhood. This phase is often understood as “identification,” a time when the baby can recognize
the unified self, rather than just a fragmented body, through image. See Jacques Lacan, “The
Mirror-Phase as Formative of the Function of the I,” in Ecrits, trans. Alan Sheridan (London:
Tavistock, 1977), 1-6. If it is through the outside image, not through one’s inner self, that the
notion of the unified self is formulated — despite this being something of a misrecognition — then
Japan’s self-imaging as a modern nation was similarly a product of its interaction with many
expositions.
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government officially participated, the country exhibited books such as
Introduction to Japan, which included its history, geographyi, its current state
system and the like."® This was a direct example of Japan’s formulation of its own
self-image in accordance with how its outside image was reflected. Not only was
the national image shaped through its active participation in the exhibitions, but a
part of its political status was also reconstituted through the fair sites.'* Given the
fact that Japan was suffering from the 1858 unequal treaties imposed by the
Western empires during this time period, the country felt an urgent need to
demonstrate that it was as civilized as the Western powers. For instance, Tateno
Gozo, a Japanese minister to the United States by the time of the 1893 Chicago
Exposition, in his hope for the removal of the treaties wrote in the North
American Review that the Columbian Exposition might prove that Japan had
achieved “a position worthy of the respect and confidence of other nations.”'> As
a result of its investment in various international fairs, the transformation of
Japan’s national image seems stunning: if the Paris and the Vienna expositions
presented Japan as a small island country from the Far East that could be best
represented by its exotic craftworks, the displays of Japan by 1910 showed it
standing on par as a colonial power with the British empire, the two countries
holding the joint exhibition of the 1910 Japan-British Exhibition.'® The sites of

international fairs were, indeed, spaces for self-imaging and self-promotion.

1 Ellen Conant, “Refractions,” 84-6; Mamiko Itd, Meiji Nihon, 15.

' See Lisa Kaye Langlois, “Exhibiting Japan: Gender and National Identity at the World's
Columbian Exposition of 1893” (Ph.D. diss., University of Michigan, 2004), chapter 2.

" Tateno Gozo, “Foreign Nations at the Fair,” North American Review 15 (January 1893): 33-43.
'® Ellen P. Conant, “Refractions,” 79.
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However, as Harry Harootunian suggested in his discussion of the
comparative method in area studies, it is important to recognize that the systems
of classification and categorical organization that Japan needed to follow at
international fairs were in accordance with “criteria based on geopolitical
privilege.”'” Rather than being blank and flat spaces whereby national image can
be formulated, world’s fairs were in fact the spaces where “societies were
invariably ranked according to their spatial distance from an empowering model
... —namely the countries of Euro-America.” This system of classification at
expositions, due to the “inevitable impulse to compare,”'® functioned as a self-
monitoring system in which the members of all the other nations could come to
regulate themselves in accordance with the ideal model — i.e., the Western notion
of modernity. Given the fact that most of the imperial (international) expositions
in the West were centred around this notion of modernization and its ideals of
progress, the fair site was the space where all the other nations’ modernities and
social developments could be compared and measured from the point of view of
the Euro-American model. The temporality — in terms of modernization and
civilization level — of each nation was spatialized within these world’s fairs, and
thus the distances between the model country and other nations came to naturalize
the understanding of these nations as different, reinforcing their hierarchical

relations."” Put simply, while taking part in international exhibitions, the

' Harry Harootunian, “Ghostly Comparisons,” Impacts of Modernities, ed. Thomas Lamarre and
Kang Nae-hui (Hong Kong: Hong Kong University Press, 2004), 40.

'8 Ibid., 40.

" Ibid., 41-3
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transformation of Japan’s image from the exotic to the civilized was the result of
Japan’s self-regulation in accordance with a particular temporality.

Second, another impact of modern Japan’s experiences in international
exhibitions lay in the notion of a “visual lesson or visual training,” which could be
found throughout nineteenth-century European visual culture. In his report on the
museums and expositions of Europe after a trip to Vienna, Sano Tsunetami
stressed one of the effects of having expositions as “training the eye (ganmoku no
ky)” and so developing people’s “technical knowledge and skill.”** In a list of

the ten advantages of holding exhibitions, Sano included the following:

1. All the products of the realm will be gathered in a single place. 2. When
the people of the country hear about the plan for the exhibition, they will
exert themselves furiously to broadcast their reputation and win prizes,
and so will refine and improve their skill. ... 4. By comparing domestic
and foreign goods, and observing their strengths and weaknesses,
craftsmen will see how they measure up. They will strive to discard their
shortcomings, build on their strengths, change the old, move toward the
new, leave behind the ugly and approach the beautiful. And by polishing
their craft and refining their manufacture they will contribute to the
wealth of the nation. ... 10. We will be able to observe the standards of
morals [fuzoku] and the degree of enlightenment.”!

Put simply, expositions were no longer being seen as simple spectacles, as in
misemono; instead, Sano recognized that the importance of expositions included
the ability to teach its audience how to see. The first National Industrial

Exposition (Naikoku kangyo hakurankai ) in 1877, one of the first domestic shows

*% This idea comes from Sano Tsunetami and his visit to the Vienna Exhibition. For Sano’s report
on museums and expositions after his return from the Vienna Exhibition, see Yoshio Tanaka and
Shigenobu Hirayama, Okoku Hakurankai sandé kiyo (Tokyo: Meiji Bunken Shiryo Kankokai,
1896; repr. 1964); see also Lockyer, “Japan at the Exhibition,” chapter 2.

*! Sano’s discussion on the ten advantages of exhibitions appears in Yoshimi Shunya,
Pangnamhoe: Kiindaeii sison, trans. Yi Tae-mun (Seoul: Nonhydng, 2004), 139; this translation
of Yoshimi’s passage is from Lockyer, “Japan at the Exhibition,” 93-4.
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after Japan’s early experiences at world’s fairs, used display techniques in an
attempt to help the audience compare and distinguish the “good” from the “bad”
objects on display. So, where the first national exposition simply divided the
displays into six sections of mining, metallurgy, manufacturing, arts, machinery,
agriculture and horticulture, the second national exposition in 1881 improved its
display formats and focused more intently on managing the audience’s
perceptions as they walked through the sections.”” The development of these
exhibitionary techniques and the concerns about how to choreograph the
audience’s attention showed that expositions were emerging as spaces for civic
lessons aimed to train people’s minds via vision in the aftermath of Japan’s
experiences at the world’s exhibitions.

Third, the story of Japan’s international fairs does not end here, however;
its lessons of imperial exhibitions came to be applied toward other Asian nations —
“Japan’s Orient” so to speak.”® One of the most important aspects of international
fairs lies in their representation of imperialism, or what Yoshimi Shunya called
the “imperialist gaze” (teikoku no manazahi).** According to Shunya, along with
the development of international fairs, what became reinforced at the fair sites
was Japan’s imperialist gaze toward its colonies. Inclusions of colonial pavilions
became the most popular activities in these fairs, and expositions were also held

on colonial soil, often for the purpose of mobilizing people and legitimizing

22 Y oshimi Shunya, Pangnamhoe, 144-5; for the Japanese text, see Yoshimi Shunya, Hakurankai
no seijigaku: Manazashi no kindai (Tokyo: Chuo Koronsha, 1992); for the way Japan
domesticated Western display techniques in the first National Industrial Exposition in 1877, see
Lockyer, “Japan at the Exhibition,” chapter 2.

* For more about the construction of Japan’s Orient in its study of China and other Asian nations,
see Stefan Tanaka, Japan's Orient: Rendering pasts into history (Berkeley: University of
California Press, 1993).

* See Yoshimi Shunya, Pangnamhoe, chapter 5.
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political dominance. I argue, however, that the imperialist gaze was used as a
staged universal norm to measure the degree of civilization and temporality of
other nations. This imperialist gaze was not only reflected in the colonial villages
constructed for the exhibitions, but was also incorporated into the entire fair site.
As in the case of the Midway Plaisance at the 1893 Chicago fair, exposition
spaces were often imagined as a showcase for the demonstration of an
evolutionary “sliding scale of humanity,”* from the highest Western civilization
down to the most primitive, and this became a justifying logic of imperialism.
Exhibitionary sites functioned as a space where all “human progress” could be
measured and compared by a specific temporal norm.

These practices of measuring and comparing other nations by a particular
temporality were exactly emulated by the Japanese empire when they brought
aboriginal people to their expositions. In the wake of the 1894 Sino-Japan war,
Japan began to incorporate this imperialist practice into its displays. The 5t
National Industrial Exposition, held in Osaka in 1903, was one of the first
examples of Japan’s inclusion of anthropological others, such as Ainu, Taiwanese
aborigines, Okinawans, Chinese and Koreans, in their exhibits. Native villages for
these groups were built, as they had been at European international fairs, and they
were then staged as living “in a different temporality.” In the national expositions
that followed, including the 1914 Tokyo Taisho exposition and the 1922 Peace
Commemorating Exposition, constructing native villages and showcasing living

humans became an expected part of the exposition culture.

* See Robert W. Rydell, All the World's a Fair: Visions of Empire at American International
Expositions, 1876-1916 (Chicago: University of Chicago Press, 1984), chapter 2
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However, it would be misleading to argue that Japan simply copied and
imported these imperialist practices and their visual techniques from European
expositions. My aim is neither to study how Japanese colonial expositions were
influenced by their Western counterparts, nor to regard the Japanese case as
derivative and secondary. Unlike European empires, which colonized a variety of
different people from places far away from their homelands, Japan colonized the
neighbouring people with whom they had long been historically connected. It is
thus only in the Japanese empire that both racial hierarchy and regional solidarity
were simultaneously invoked. To put it differently, it was only through the
mobilization of these other Asian nations that the modern Japanese empire could
be staged. The Japanese empire invariably called for regional cooperation from
other Asian nations in order to stand up against the Western powers, and yet it
claimed leadership over them on the basis of its level of wealth and
modernization. Expositions were great opportunities for the Japanese empire to
demonstrate, via visual technologies, the commonality of culture and race along
with its seemingly contradictory self-claimed hierarchy among the other Asian
nations. [ henceforth argue that Japan’s early adoption of exhibitionary techniques
— not as imitation, but as mimicry of Western practices — provided the nation with
a cultural, aesthetic and ethnic claim. This study thus aims to investigate the
processes whereby Japanese expositions decontextualized and reframed the
aesthetic, cultural, and racial and ethnic identities of other Asian nations in terms

of time and space, thus presenting its self-imaging of the Asian empire.
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2) Review of Exhibition/Museum Studies

Within the discipline of museum studies, there have mainly been two different
poles in regards to how to read exhibitionary representations and their displays. At
one end of the spectrum, exhibitions are frequently deemed as a disciplinary
machine controlled by exhibition organizers and display planners. The other end,
however, pays more attention to the visitors and their receptions, rather than the
show designers. The former view is largely influenced by Foucauldian
disciplinary power and panopticism. Tony Bennett's influential article, “The
Exhibitionary Complex,” for instance, by drawing on Foucault’s discussion of the
panopticon, analyzes the exhibitionary complex as the co-existence of “spectacle
and surveillance.” Bennett writes:

One of the architectural innovations of the Crystal Palace consisted in the
arrangement of relations between the public and exhibit so that, while
everyone could see, there were also vantage points from which everyone
could be seen, thus combining the functions of spectacle and surveillance.
... The nineteenth century was quite unprecedented in the social effort it
devoted to the organization of spectacles arranged for increasingly large
and undifferentiated publics.”®
In this interpretation, the exhibition is seen both as spectacle and surveillance as it
is considered from both sides of the panopticon-inspired machinery. The effect of
exhibitionary spectacle was not only to render the whole world visible but also to
put the mass itself on display, subordinate to the totalizing vision of the spectator.

The aim behind the exhibitionary machine’s encouragement for visitors to accept

the order of things along with civic lessons via looking was “namely, that of

*% Tony Bennett, “The Exhibitionary Complex,” in Grasping the World: the Idea of the Museum,
ed. Donald Preziosi and Claire Farago (Aldershot, Hants, England & Burlington, VT: Ashgate,
2004), 418
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making large and diverse populations governable.””’ The advantage of reading
these exhibitions as disciplinary machines is that it lets us challenge the neutrality
and authoritative claims of the displays, and thus examine exhibitions as matters
of knowledge production and power. The problem with this reading, however, lies
in the fact that it sees exhibitionary practices as a simple binary between the
observer and the observed through dominance of spectacle. Bennett does not only
render the whole world subordinate to a visual dominance, but also attends to how
the specular dominance became accessible to the multitude — and yet he still
identifies in the mechanism of exhibition the binary tension between the seer and
the seen surrounding this visual dominance. This view of the exhibitionary
mechanism as being dominated by one controlling eye has also persisted in most
of the available analyses of expositions.

Robert Rydell, one of the seminal figures in the studies of world’s fairs,
specifically examines how to transform the exposition site into object lessons of
evolutionary theory. The aforementioned Midways Plaisance at the 1893 Chicago
Columbian Exposition was transformed by exhibition designers into a showcase
that could teach the evolution of man by arranging native villages into “the sliding
scale of humanity,” from its “highest phases down almost to its animalistic
origins.””® Figure 1, for instance, demonstrates a typically panoptic perspective

toward the fairground, taken from the exhibition’s Ferris wheel and looking down

%7 Donald Preziosi, “Introduction: Observing Subjects/Disciplining Practices,” Grasping the
World: the Idea of the Museum, ed. Donald Preziosi and Claire Farago (Aldershot, Hants, England
& Burlington, VT: Ashgate, 2004), 366.

¥ See Robert W. Rydell, A/l the World's a Fair, chapter 2.



World Display, Imperial Time Kang, 35

the street of the Midway at the 1893 Chicago Columbian Exposition.” This is, as
Curtis M. Hinsley suggested, a “pictorial representation of the fairground [that]

stressed the static and formal,”*°

where everything is placed in its own position
within a grid-like exhibition panopticism. The exhibitionary complexes at the
nineteenth-century world’s fairs, especially when seen from the above, tended to
stress what is called “human progress.”

While these analyses pay particular attention to the ways in which the
relations between knowledge and power were invested in these exhibitionary
displays, they often disregard visitors’ perceptions completely, treating the viewer
merely as passive consumer. In contrast, the other dominant view in exhibition
analysis attempts to highlight the visual mobility of visitors. Curtis Hinsley’s
article, entitled “The World as Marketplace: Commodification of the Exotic at the
Worlds’ Columbian Exposition, Chicago, 1893,” for instance, shows how the
same Chicago Columbian Exposition was differently interpreted by the exhibition
planners and by its viewers, especially from the notion of “flaneur.” His citation
from Julian Ralph’s review of the Midway demonstrates how the planners’
intentions can be differently received:

It will be a jumble of foreignness — a bit of Fez and Nuremberg, of Sahara
and Dahomey and Holland, Japan and Rome and Coney Island. It will be

% For the phenomenon that a variety of world’s temporalities are seen through panoptic eye at
world’s fairs, Anne McClintock described it as panoptical time. “By Panoptical time,” McClintock
states, “I mean the image of glabal history consumed — at a glance — in a single spectacle from a
point of privilieged invisibility.” See, Anne McClintock. Imperial Leather: Race, Gender and
Sexuality in the Colonial Contest (New York : Routledge, 1995), 36-37.

%% Curtis M. Hinsley, “The World as Marketplace: Commodification of the Exotic at the World’s
Columbian Exposition, Chicago, 1893,” in Exhibiting Cultures: the Poetics and Politics of
Museum display, ed. Ivan Karp and Steven D. Lavine (Washington: Smithsonian Institution Press,
1991), 356.



World Display, Imperial Time Kang, 36

gorgeous with color, pulsating with excitement, riotous with the strivings

of a battalion of bands, and peculiar to the last degree.’’
Here, what was intended to be well-organized scenes of human progress are read
with a strikingly different account — a jumbled portrayal of the same Midway.
According to Hinsley, Ralph’s choice of adjectives — “jumble,” “bit,” “pulsating,”
for example —especially presents “sensual energies loosened, defying
categorization or even pause for analysis. There is barely time to take it all in,

none to reflect.”?

Hence, the experiences of the visitors to these fair sites, rather
than being simply a passive acceptance of the imposed human classifications, are
those of the flaneur who strolls through the streets of the fairground. The exotic
cultural exhibits are not seen as a display of the anthropological order, but as an
experience of simply passing and strolling around.”

Anne Friedberg’s “The Mobilized and Virtual Gaze in Modernity:
Flaneur/Flaneuse” similarly describes this possible virtual gaze at exhibitions as
that of the flaneur, and reads it as having the potential to overcome the panoptic
apparatus.”® These readings are of significance to this study, since they provide
alternative views from those describing the totalizing dominance of vision at

exhibitions. Yet, by focusing simply on the viewer’s interaction with the

authoritative exhibitionary complex, these latter readings often leave the actual

3! Julian Ralph, Harper’s Chicago and the Word’s Fair (New York: Harper and Brothers, 1893),
cited in Curtis M. Hinsley, “The World as Marketplace: Commodification of the Exotic at the
World’s Columbian Exposition, Chicago, 1893, in Exhibiting Cultures: the Poetics and Politics
of Museum display, ed. Ivan Karp and Steven D. Lavine (Washington: Smithsonian Institution
Press, 1991), 351.

*? Hinsley, “The World,” 352.

> Hinsely, “The World,” 356.

** See Anne Friedberg, Window Shopping: Cinema and the Postmodern (Berkeley: University of
California Press, 1993), chapter 2.
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mechanism of the exhibitions’ engagement with viewers untouched. Like much of
the criticism against Foucauldian ideas, these two different views on exhibitions
tend to produce the binary of the observer and the observed.

This same binary tended to persist in the studies of colonial exhibitions, in
part due to the influence of Edward Said. Thanks to the wide scholarship on the
social and ideological contexts of exhibitions and museums, which has developed
over the last two decades,” research into colonial expositions has further
questioned how the cultural politics of imperialist power is represented at world
fairs. However, in these colonial perspectives there persists the binary view of the
displayer as colonizer and the displayed as colonized. This outlook has failed to
see the dynamic process of exhibition practices, focusing instead on how imperial
powers merely (mis)represented their colonies.*® Put another way, regardless of
whether these images of the Other were produced by the colonial exhibitions or
re-conceptualized from the viewer’s position, both viewpoints presuppose the
binary relations between the displayer as the colonizer and the displayed as the
colonized. Recent research in the field of colonial expositions, however, has
shifted the focus away from the oppositional relations to a more dynamic

interplay between the imperial displayer and the colonized Other. Historian Carol

% See Ivan Karp and Steven D. Lavine, eds., Exhibiting Cultures: the Poetics and Politics of
Museum Display (Washington: Smithsonian Institution Press, 1991); Tony Bennett, The Birth of
the Museum: History, Theory, Politics (London & New York: Routledge, 1995).

3% See Paul Greenhalg, Ephemeral Vistas: the Expositions Universelles, Great Exhibitions, and
World's Fairs, 1851-1939 (Manchester, UK: Manchester University Press, 1988); Robert W.
Rydell and Nancy E. Gwinn et al., Fair Representations: World's Fairs and the Modern World
(Amsterdam: VU University Press, 1994); Robert W. Rydell, World of Fairs: The Century-of-
Progress Expositions (Chicago: University of Chicago Press, 1993), especially chapter 3,
“Coloniale Moderne”; Zeynep Celik, Displaying the Orient: Architecture of Islam at Nineteenth-
Century World's Fairs (Berkeley: University of California Press, 1992); Patricia A. Morton,
Hybrid Modernities: Architecture and Representation at the 1931 Colonial Exposition, Paris
(Cambridge, MA: MIT Press, 2000).
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Breckenridge, for instance, brought the question of the relationship between
metropole and colony to the fore. While her investigation of international
exhibitions underscored the ways in which transnational cultural flows served the
aim of the imperial culture,’” Saloni Mathur pushes this focus on
interconnectedness further and highlights the exhibitions’ “reconstructing the
multiple and intersecting contexts, the competing fields of power, and the
complex acts of social management.”® She thus focuses more on the multiple
interplaying elements between the metropole and colonies by looking at multiple
sites of colonial visual productions such as department stores, international
exhibitions and postcard images.*” However, these readings still fail to observe
the dynamic process of exhibition practices; they end up representing exhibition
sites as passive repositories, either of the displayer’s intention or of the visitor’s
perception.

What, then, is the advantage of seeing the exhibition process as a dynamic
experience, moving beyond the totalizing vision of the static machinery of the
exhibition? According to a survey that investigated the experiences of visitors to
museums, contrary to the general perception that the museum experience is one of
aesthetic contemplation, the average visitors tend to look at each piece in passing,
rather than focusing at length on individual works — in fact, “One curator

estimated that the average visitor devotes 1.6 seconds to each of the works he or

*7 Carol Breckenridge, “The Aesthetics and Politics of Colonial Collecting: India at World’s
Fairs,” Comparative Studies of Society and History 31 (1989): 195-216.

*¥ Saloni Mathur, India by Design: Colonial History and Cultural Display (Berkeley: University of
California Press, 2007), 54.

* Ibid., 54-5.
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she looks at.”*

This factor indicates that the museum experience can be neither
the passive contemplation of the ordered and classified spaces organized by the
singular scopic viewer nor the free-holding experience solely dependent upon the
viewer, regardless of what is shown. As Arjun Appadurai and Carol A.
Breckenridge rightly pointed out, “museums and exhibitions are frequently
characterized not by silent observation and internal reflection, but by a good deal
of dialogue and interaction among the viewers, as well as between them and
whoever is playing the role of guide. Here the museum experience is not only
visual and interactional, it is also profoundly dialogic.”*' Appadurai and
Breckenridge go on to argue that “viewers do not come to these museums as

cultural blanks.”*

People come to museums and exhibitions along with their own
visual and verbal literacy, and thus museum experiences should be deemed as
complex dialectics, constituted through a variety of sites.

Michel de Certeau’s book, The Practice of Everyday Life, suggests
alternative views on the totalizing discourse of the exhibitionary complex, away
from the idea of a static panoptic power, by focusing on the mobility and
instantaneous movement of walkers in their everyday encounters with the site. De

Certeau seeks to turn away from the “geometrical or geographical space of visual,

panoptic or theoretical constructions,” and rather attends to “the microbe-like,

0 Michael Compton, ‘Validating Modern Art,” Art forum (Jan. 1977): 52; cited in Carol Duncan
and Alan Wallach, “The Universal Survey Museum,” 4Art History, Vol. 3, no. 4 (Dec., 1980): 448.
Although the aim of Duncan and Wallach’s article was to show the totality of museum experience,
rather than reducing it to one of contemplation; or, in their words, “to show the way the museum's
ensemble of art, architecture and installations shapes the average visitor's experience.” I am citing
this passage to demonstrate how the museum experience can happen on the move.

*! Arjun Appadurai and Carol A. Breckenridge, “Museums are Good to Think: Heritage on View
in India,” in Preziosi and Farago, eds., Grasping the World, 695.

* Ibid., 694.
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singular and plural practices which an urbanistic system was supposed to
administer or suppress, but which have outlived its decay.”* Among other things,
in studying the practitioners’ pathways, De Certeau reads not only a consequence
of panoptic constructions, but also “the reciprocal, of Foucault’s analysis of the
structures of power.”**

In contrast to other exhibition studies literature, Timothy Mitchell’s
discussion of the exhibition seeks to move beyond the totalizing narrative of how
exhibitions are classified and organized — the understanding of exhibitions as pre-
determined experiences. Where much of the literature in the field of colonial
expositions has been concerned with the way that colonized people have been
“misrepresented” or “distorted,” Mitchell’s discussion shifts focus to the
mediating and performative functions of the exposition sites themselves. In other
words, Mitchell focuses his analysis on the mechanisms and techniques of
exhibitions themselves rather than a predetermined panoptic exhibition. He

maintains that,

The problem [...] was that, in revealing power, to work through
misrepresentation, it left representation itself unquestioned. It accepted
absolutely the distinction between a realm of representations and the
“external reality” which such representations promise, rather than
examining the novelty of continuously creating the effect of an “external
reality” as itself a mechanism of power.*

* Michel de Certeau, The Practice of Everyday Life, trans. Steven Rendall (Berkeley: University
of California Press, 1984), 96.

“Ibid., 96.

* Timothy Mitchell, “The Stage of Modernity,” in Questions of Modernity, ed. Timothy Mitchell
(Minneapolis: University of Minnesota Press, 2000), 18-19. See also Timothy Mitchell,
Colonising Egypt (Berkeley: University of California Press, 1988)18-19.
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Therefore, rather than either unveiling a false representation or correcting
the misunderstanding of the exhibited, Mitchell focuses on the ways the
exhibitionary order (re)created its reality as external: in particular, the temporal
and spatial order was recreated in the exhibition of colonized people, to borrow
his words, the way that colonial modernity was staged. He focuses on the effects
and process of representation itself, which can be understood only through both
the organizers’ vision and the viewing experience, rather than the pre-calculated
outcome of the exhibition. What is crucial for Mitchell is that time and space in
colonial modernity are not experienced as an immediate phenomenology, but
occur only through the machinery called “representation.”*® When Mitchell states
that the world and everything in it can be rendered up as an exhibition, “the
world-as-exhibition,” it is not that he is concerned with “image-making,” but
more with the way that exhibitions “creat[e] an effect we recognize as reality, by
organizing the world endlessly to represent it.”*’ In other words, via the study of
representation at exhibitions, Mitchell attempts to explore the exhibition not as a
place of reflecting and representing reality but as a novel method of mediating
time and space — “colonial modernity’s distinctive apprehensions of space and
time.”*

The representation of time and space at expositions can be characterized —

borrowing Walter Benjamin’s term from his study of the experience of modern

* Mitchell, “The Stage,” 6.
" 1bid., 17.
* Ibid., 22.
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2549

time — as “homogenous empty time.”" If modern social practices such as

calendars, clocks and timetables re-codified the experience of our heterogeneous
temporality into “homogenous time only by laying out in a spatial sequence,””
exposition spaces similarly impose a homogenous system on all the different
temporalities of the nations on display for the viewer’s comparison. Most world’s
fairs applied a unified classification system (as in Benjamin’s “homogenous
empty time”) when exhibiting items, rather than showing them as a disarray of
collected objects. For instance, “Draft for a System of Classification for the
World’s Columbian Exposition ” announces that all the items are arranged in
accordance with specific departments — for example, Agriculture, Viticulture,
Fish, Mines, Machinery, Transportation, Manufacturing, Electricity, Fine Arts,
Education and Ethnology. Within each department, all the items are once again
classified into several groups and classes.’' In doing so, the fair aimed to represent

32 This means that each exhibit was

“an Illustrated Encyclopedia of Civilization.
to be displayed in the same format, along with a unified presentation of labels and
glass boxes, under universally understandable categories. As mentioned earlier,

when comparing all the exhibits in terms of temporality and spatiality, “one must

assume an underlying or overarching simultaneity or synchronicity, a time frame

4 Walter Benjamin, I/luminations, ed. Hannah Arendt, trans. Harry Zohn (New York: Schocken
Books, 1968), 263.

>0 Mitchell discusses Benjamin’s “homogenous empty time” in relation to Bergson; see Henri
Bergson, Time and Free Will: An Essay on the Immediate Data of Consciousness, trans. F. L.
Pogson (London: George Allen and Unwin, 1910): cited in Mitchell, “The Stage,” 14.

> G Brown Goode, First Draft of a System of Classification for the World's Columbian Exposition
(Washington: Gov't Print. Off., 1893), 645

>2 Robert W. Rydell, “All the World’s a Fair,” 45.
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in which all these different identities exist at once, somehow equally and
evenly.”?

This overarching synchronicity in exhibitions tends to show a specific
orientation in temporality and spatiality.”* We can see examples of this in specific
sections of expositions; in the machinery department, for instance, once varied
tools and instruments were categorized as “machinery,” they were then all
displayed in the same formats and arranged in a sequence, thus producing a
certain spatial arrangement. And the spatially arranged sequence tends to give the
sense of a certain developmental movement, in part because its similar items get
continuously compared within the same frame. For example, the sequence tends
to begin with simple tools and gadgets and then move toward more advanced and
sophisticated machines, producing a specific spatio-temporal orientation. A
particular orientation in time and space is often led to the spatialized time zone.
Put another way, from the view of the categories most often used in the displays
at world’s fairs, the Western world is often seen as the most modern due to its
advanced technology and sophisticated social system. By contrast, the Other
countries are seen as temporarily “behind” and often uncivilized. Therefore, the
fact that each nation and culture is allocated to a particular time zone is in part
because of the effects of exhibitionary techniques, since the exhibiting country

imposes the self-claimed universal category and display formats on all other

nations. What is crucial to note about this exposition practice is that it eventually

>3 LaMarre, “Introduction,” 7.

>* This also applied in other creative disciplines. For the way in which the continuity of style in
screenplays gave a certain time and space orientation in modern Japanese cinema, see Thomas
LaMarre, Shadows on the Screen: Tanizaki Jun'ichiré on Cinema and “Oriental” Aesthetics (Ann
Arbor, MI: Center for Japanese Studies, University of Michigan, 2005), chapter 16.
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led to the “spatialization of time,” whereby “the Modern” and “the West” were
frequently deemed to be equivalent.

Johannes Fabian argued that “there would be no raison d’étre for the
comparative method, if it was not the classification of entities or traits which first
have to be separate and distinct before their similarities can be used to establish
taxonomies and developmental sequences.” This distancing practice is necessary
in order to register a different temporality between us (exhibiting countries in
general) and other cultures. In other words, the spatialization of time and the
framing of certain other places as living in “another time” are premised upon the
concepts of distancing and separation. This study proposes this “distancing” and
the simultaneous effect of what Johannes Fabian called “allochronism” as the
elements that the visual technologies of exhibitions share in common with
imperialist policies. The technologies of exhibitions first distanced their exhibited
items, including everyday objects, from their surrounding contexts, and then
rearranged them within a different temporality. In this way, exhibition practices
hold something in common with the discipline of anthropology; although those
who are exhibited might live contemporaneously with the exhibitors, the time of
the exhibitor’s present “must be distinguished from the time of the observed.”
This is what Johannes Fabian called the “denial of the coevalness.”’ Fabian
defines the denial of the coevalness as “a persistent and systematic tendency to

place the referent(s) of anthropology in a Time other than the present of the

> Johannes Fabian, Time and the Other: How Anthropology Makes Its Object (New York:
Columbia University Press, 1983), 27; cited from Harootunian, “Ghostly Comparisons,” 41.

*% Harootunian, “Ghostly Comparisons,” 41.
>’ Fabian, Time and the Other, 11-32.
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producer of anthropological discourse.”® Similarly, the imperialist practices of
this time aimed first to distance the colonized, and then to present them as living
in “another time,” which became the justification for their colonial dominance.
When discussing the displaying practices of expositions, Curtis M. Hinsley also
correctly discusses the underlying logic of the exposition in terms of the concepts
of “distancing” and “separation.” While illuminating a cartoon in the Chicago
Sunday Herald [figure 2], Hinsley contends that the cartoon has “one central
element: a horizontal fence dividing the fairgoers from the dusky female
subjects.” He goes on to describe that “lines must be drawn, and they are drawn in
telling ways. On the simplest level, frequently a fence, chain, rope, bench row, or
other physical boundary demarcated visitor and performer spaces.”” Imperialist
policies equally tended to set up a certain distance through which a hierarchical
relationship could be established. In particular, the Japanese empire — unlike
European empires during the same time period — set up colonial relations with its
neighbouring people from nations that had long shared the same history and
culture, and thus it needed to establish a certain (temporal) distance before
achieving full dominance. Through this distancing practice and the de-
territorialization of temporality, the Japanese empire could display other Asian
nations as “living in different time,” and their coevalness was thus ambivalently

denied.

BE abian, Time and the Other, 31: According to Fabian, the noun coevalness covers both
synchroneity and contemporaneity. In other words, coevalness means the sharing or occupying of
the same temporal scheme. Fabian goes on to illuminate that although the discipline of
anthropology is premised upon the researchers’ coevalness with the things they observe, evidence
of the coevalness tends to be disavowed by the time of presenting their research: see Fabian, Time
and the Other, 31-32.

* Hinsley, “The World as Marketplace,” 358.
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The goal of this study is to move beyond these investigations into the way
things were organized and how they were viewed — the idea of panopticism within
the exhibitionary complex — and to focus instead on the exhibition technologies
and techniques used to organize temporality and spatiality. This dissertation aims
to examine how Asian nations were distanced and de-territorialized through
exhibitionary technologies, and how their temporalities were re-enacted within a
“different timeframe” than that of the Japanese empire. As Harrotunian pointed
out, “this denial of coevalness implies a refusal to acknowledge that all temporal
relations (including contemporaneity) are embedded in socially-economically —
and culturally- organized practices.”® By exploring the underlying common logic
between imperial policies and the visual technologies used at exhibitions, this
study seeks to investigate how expositions staged the Japanese empire, rather than

the ways they (mis)represented or deceived other nations.

3) Expositions as Visual Technology

“You will not gain anything but mere exchange of glances wandering through
the exposition ground even for tens of days if you were to look past things idly,”
advised the “Instructions for the Fairgoer” from Japan’s second National
Exposition in 1881.°" This was a part of the impact that Japan’s experiences at
Western world’s fairs had on its subsequent displays: as mentioned above, if

exhibitions were previously regarded as sites of spectacle and cabinet curiosities,

% Harootunian, “Ghostly Comparisons,” 42.
6! Cited in Kentaro Tomio, “Visions of Modern Space,” 728.
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here they were beginning to be deemed as a means of “training the eye (ganmoku
no kyo), the idea learned from international fairs.”®* Indeed, the idea of
expositions as visual training was not restricted to Japan. The emergence of
museums and expositions as visual apparatuses coincided with the development
of a new visual regime in nineteenth-century Europe. It is thus reasonable to say
that the evolution of those museums and expositions was inseparably entwined
with what Jonathan Crary regarded as those “new [visual] forms by which vision
itself became a kind of discipline or mode of work.”® The new practices of
museums and expositions were a part of the overall development of visual
technologies at that time, which was mainly targeted toward the managing of
viewer attention either for satisfying visual pleasure or for giving visual lessons. It
was G. Brown Goode, the Assistant Secretary of the Smithsonian Institution, who
regarded the displaying methods of expositions as “visual lessons.” Goode had
much interest in the techniques of visual order and visual training. For instance, in
his 1889 article, entitled “The Museums of the Future,” Goode mentions, “There
is an Oriental saying that the distance between ear and eye is small, but the
difference between hearing and seeing very great.” He continues by saying that
“more terse and not less forcible is our own proverb, ‘To see is to know,” which
expresses a growing tendency in the human mind.” His belief in the eye and

learning via looking goes on as follows:

%2 The main members who organized the first Domestic Exposition in 1877 consisted mostly of
those experts who participated in the 1873 Vienna World’s Fair. According to Tomio, in the
aftermath of Japan’s participation in the Vienna fair, expositions became understood as the
“promotion of competition, mutual learning and business, all for production.” See ibid., 726.

% Jonathan Crary, Techniques of the Observer: On Vision and Modernity in the Nineteenth
Century (Cambridge, Massachusetts and London: MIT Press & October Books, 1990), 18; cited in
John Tagg, “A Discourse (with Shape of Reason Missing),” Art History 5, no. 3 (Sept. 1992): 365.
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In this busy, critical, and skeptical age each man is seeking to know all
things, and life is too short for many words. The eye is used more and
more, the ear less and less, and in the use of the eye, descriptive writing is
set aside for pictures, and pictures in their turn are replaced by actual
objects. In the schoolroom the diagram, the blackboard, and the object
lesson, unknown thirty years ago, are universally employed. The public
lecturer uses the stereopticon to reinforce his words, the editor illustrates
his journals and magazines with engravings a hundredfold more numerous
and elaborate than his predecessor thought needful, and the merchant and
manufacturer recommend their wares by means of vivid pictographs. The
local fair of old has grown into the great exposition, often international
and always under some governmental patronage, and thousands of such
have taken place within forty years, from Japan to Tasmania, and from
Norway to Brazil. ... The museum of the past must be set aside,
reconstructed, transformed from a cemetery of bric-a-brac into a nursery
of living thoughts.**

In other words, Goode’s ideas are premised upon his belief that museums and
expositions are not simply spaces for visual pleasure, but also places for
knowledge production and visual civic lessons. To do so, Goode encouraged
curators to actively utilize the visual technology of exhibitions, such as displaying
and labelling. With regard to labelling in particular, he claimed that “the ideas
which a museum is intended to teach can only be conveyed by means of labels.”
He further insisted that “labels describing the specimens in a collection are
intended to take the place of the curator of the collection when it is impossible for
him personally to exhibit the objects and explain their meaning.”®> In other words,
where the museum and expositions of the previous era (or “cabinet of curiosity
episteme”) were considered to be spaces for amusement, modern museums

became sites that would provide visual instructions as well as control over the

% G. B. Goode, “The Museums of the Future,” in 4 Memorial of George Brown Goode, Together
with a Selection of his Papers on Museums and on the History of Science in America (Washington,
DC: Government Printing Office, 1901), 243; cited in Robert W. Rydell, “World Fairs and
Museums,” 4 Companion to Museum Studies (Malden, MA: Blackwell Publishing, 2006), 139.

65 Goode, “The Museums,” 1901; cited in Rydell, “World Fairs,” 140.
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visual movement of the audience.® In addition to labelling, as John Tagg pointed
out, other new techniques — such as “managing attention, partitioning and
cellularizing vision, fixing and isolating the observer and imposing homogeneity
on visual experience” — ought to be situated within the development of visual and
optical devices that emerged in the nineteenth century, including photography,
diorama and stereoscope.®’ To put this another way, the practices of knowledge
production and visual training that were used within exhibitions and museums
were bound up with the emergence of new visual technologies and the
transformation of older practices. Just as new visual devices were concerned with
ways of shaping perception and managing attention, exhibition technologies were
equally concerned with how to organize the attention and choreography of their
spectators. The changes in exhibition spaces during this time were thus a part of
the emergence of a new visual regime or the restructuring of the existing fields of
vision. And “this was the condition for their reframing or, as Deleuze and Guattari
would say, their ‘re-territorialization’ into new institutions, new hierarchies and
new forms of exchange.”®®

Japan’s engagement with expositions was also part of this re-
territorialization. The introduction of new exhibitionary practices became possible
during the country’s national transformation project, intended to help Japanese
society keep up with the modern systems of the West. As mentioned above,

exhibition practices had existed in Japan for a long time in more traditional artistic

% Tbid.

%7 Tagg, “A Discourse,” 365.

% See Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia,
trans. Brian Massumi (London: Athlone Press, 1987); cited in Tagg, “A Discourse,” 365.
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and religious activities such as shogakai and kaicho. However, it was only during
the Meiji period that Japan encountered modern types of exhibition practices such
as labelling and partitioning. Like other social systems, exhibitions also needed to
speak in a modern language, as well as to adopt new ways of arranging objects
and developing new relationships with their audience. Indeed, most of the
National Industrial Expositions held after the country’s participation in the Vienna
and Philadelphia exhibitions employed the same display formats as those used in
Western examples. Satd thus deftly pointed out that “all display formats had to be
Western, in essence, and even traditional Japanese paintings had to be mounted in
Western frames for display.”® What I intend to argue is that exposition practices
in Japan were bound up with Japan’s recognition of new institutions and new
techniques of reframing and reorganizing activities — that is, innovative ways of
displaying, labelling and rearranging. It is problematic to read the emergence of
these practices as merely a transmission of Western exhibitionary techniques to
Japan, with Japanese expositions copying Western techniques in the display of its
colonies; in this view, Japan’s colonies are trapped by a double imperialism. To
move beyond the view of exhibitions as the totalizing eye, this dissertation rather
focuses on exhibition technology itself and its unique mechanisms. Thus, I argue
that Japanese exposition practices mimicked the Western exhibitionary techniques
of managing and choreographing the spectator’s vision in partiality toward other
Asian nations. In doing so, the following chapters will examine the ways in which

exhibition technology reoriented what was envisaged as Asian art (£0yo bijutsu),

% Satd, Modern Japanese Art, 111
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Asian culture (t0yo bunka) and Asian race (toyojin), with a consideration of
multiple exposition sites.

In the field of Japanese studies, despite a growing interest in Japanese
colonialism, there is scant literature on Japan’s expositions and their
representation of its colonies. Much of the existing scholarship on Japan’s
expositions follows a few set paths of inquiry: the collection and display of
traditional Japanese art; the portrayal of Japan as an exotic “Oriental”’’; or the
documentary and historiographical account of Japan’s participation in world’s
fairs. The social and political issues behind the Japanese expositions — and
specifically their colonial relations — have been largely ignored despite the recent
attention on the role of expositions in the construction of imperial power. While
the problem with the majority of these existing studies lies in their reading of
expositions as mere reflections of reality, neglecting the dynamic relationship
between exhibitions and the world, recent scholarship on exhibitions has sought to
suggest new angles such as the dynamic relationship between the West and
Japan.”' However, this more recent research has merely concentrated on the ways
in which Japan’s exhibition practices can be read in terms of the relationship
between Japan and West, while the roles played by the colonies, including Korea,
at these expositions are not highlighted — and are often dismissed completely. In
pointing out the importance of colonial relations, however, my aim is neither to
speak for the suppressed voice of the exhibited subjects, nor to discuss how Japan

misrepresented its colonies. Instead, my project examines how the temporal,

" See Conant, “Refractions.”
"' See Lockyer, “Japan at the Exhibition”; Langlois, “Exhibiting Japan.”
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spatial and ethnic identities of Asian nations were redefined through the visual
technologies of exhibitions in order to shape Japan’s self-claimed identity as an
Asian Empire.

From the perspective of the Korean studies field, the topic of the colonial
exposition has received a great deal of attention due to the issues of modernity.
The sites of expositions have been largely discussed as embodying a core part of
modern and urban cultures, similar to visual spectacle and the experience of the
urban crowd. However, the existing research on colonial expositions in Seoul has
in large part focused on the influence of Japan, while the larger contexts of how
Western visual culture was acquired by Japan and used to enact Japan’s Asian
empire have been mostly overlooked. The 1940 Chdson Great Exposition in
Seoul, the focus of the last chapter of this dissertation, needs to be rethought in
terms of exhibition technology’s role in mobilizing people. This study thus
endeavours to shed light on how these visual techniques were used in
reorganizing the temporal-ethno relations of Japan’s colonies in the face of the

war.

4) Re-articulation of Asian Nations: Ambivalence of the

Japanese Empire

“The Japanese now become the sole guardians
of the art inheritance of Asia.”

- Okakura Tenshin
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The temporal scope covered by this study, 1890s-1940s, signifies the broader
history of Japan’s engagement with Asia, ranging from Okakura Tenshin’s Pan-
Asian aesthetics to the 1940 exposition featuring the Greater East Asian Empire
during the wartime period. As Carol Christ argued, it is largely true that Japan
tried to take a colonizer’s stance toward other Asian nations through its displays at
international fairs, even though Japan was not quite an empire during this time.”
Japan’s attempts to demonstrate its governing stance over other Asian nations
appear to imitate the displays of colonial domination by Western empires, and yet
Japanese engagements of Asia are “almost the same, but not quite,” to borrow
Homi K. Bhabha’s conception. As I mentioned above, if Japan’s colonial
expositions are taken as imitative of Western practices, Japan’s colonies are
simultaneously trapped by the double negatives of both Western and Japanese
imperialism. In order to avoid the totalizing vision of exposition sites in which the
West is frequently taken as universal norm to be copied and as the tacit standard
for comparison, this dissertation interprets Japan’s relation to Western
imperialism in its position toward other Asian nations to be what Bhabha defined
as “mimicry.”

In Bhabha’s concept, mimicry indicates an image of colonized people who
desired to mimic practices of the colonials but in a flawed form.”” However,
Bhabha’s idea does not simply imply the incapability of the colonized but also

disclose the failure of colonial discourse. As Anne McClintock pointed out, in its

7 See Carol Ann Christ, ““The Sole Guardians of the Art Inheritance of Asia”: Japan at the 1904
St. Louis World's Fair," Positions. Vol. 8, No. 3 (Winter, 2000): 693-4.

”* Homi K. Bhabha, “Of Mimicry and Man: The Ambivalence of Colonial Discourse,” in The
Location of Culture (London: Routledge, 1994).
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ambivalence and double vision, “the normalizing authority of colonial discourse is

4 ..
™ Mimicry thus becomes “at once resemblance and

thrown into question.
menace.”” In the schema of Japan’s mimicry of Western practices, the concept is
of importance since it does not simply assume the limitation of mimicking, but
challenges the logic of the West as universal and the other as particular. Thomas
LaMarre explains further in his account of Bhabha’s idea in Japan’s context:
Mimicry, on the contrary, entails a mode of relation in which Japan may act as
if it were the West. Its operations are analogous to the simultaneous
production and repression of Asia. The operative logic of mimicry allowed
Japan to be as the modern West toward Asia — before the fact, so to speak.
Mimicry does not involve a studious, step-by-step reproduction of Western

institutions and paradigms but rather captures the temporal anomaly at the
heart of Western modernity in order to act ahead of time.”®

By seeing Japanese pavilions side by side with those of other Asian nations,
rather than comparing the universal Western models to Japan in particular, this
study shows how the Japanese empire’s double vision and ambivalences
challenge the Western commanding view due to partial resemblance and partial
difference. According to Bhabha,

Mimicry must continually produce its slippage, its excess, its difference ...

Mimicry is thus the sign of a double articulation; a complex strategy of

reform, regulation and discipline, which “appropriates” the Other as it

visualizes power. Mimicry is also the sign of the inappropriate, however, a

difference or recalcitrance which coheres the dominant strategic function of

colonial power, intensifies surveillance, and poses an imminent threat to both

“normalized” knowledges and disciplinary powers.”’

Furthermore, rather than silently being seen by the totalizing Western gaze,

the Japanese empire’s use of mimicry enacted its own temporality and colonial

™ McClintock. Imperial Leather, 63.
7> Bhabha, “Of Mimicry and Man,” 88.
® LaMarre, “Introduction,”25

77 Bhabha, “Of Mimicry and Man,” 86.
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practices in relation to other Asian nations, thus making the Western observer
itself into an object. In arguing for the mimicry strategy of the Japanese empire,
this study does not intend to justify Japanese colonialism or portray it in a positive
light; rather, the same theory of mimicry can also be applied to the relations
between the Japanese empire and its colonies, complicating the totalizing vision
of Japan toward the rest of Asia. Through a returning gaze from the disciplined,
according to Bhabha, “the observer becomes the observed, and ‘partial’
representation rearticulates the whole notion of identity and alienates it from
essence.”’® Importantly, Japan’s ability to stage itself as an empire at expositions
was possible only through the mobilization of other Asian nations.

This study argues that the significance of Japan’s use of mimicry lies in the
way it captured, to borrow Thomas LaMarre’s words, “the temporal anomaly at
the heart of Western modernity” before other Asian nations and re-enacted its
own temporal reality toward them.” Following Timothy Mitchell’s discussion,
this study analyzes how specific exhibitionary techniques re-enacted this
temporality in displaying other Asian nations at expositions. Japan’s
representations of Asian art, race and ethnicity in the exhibitionary sphere were
staged within a specific time frame. This study, rather than being attentive to the
way in which the exhibitionary complex mistreated other Asian nations, focuses
instead on what kinds of exhibitionary mechanisms were used to recreate

temporal and spatial order when exhibiting colonized peoples.

"8 1bid., 88-9.
” See LaMarre, “Introduction,” 25.



World Display, Imperial Time Kang, 56

Moreover, as Yoshimi Shunya pointed out, in its displays at Western
international fairs, Japan reversed the Western gaze onto itself, and thus displayed
many exhibits that catered to the Western desire for an exotic Japan. Japanese
pavilions that were modelled after traditional Japanese temples or tea houses and
Japanese gardens — seen, for example, in the 1876 Philadelphia Centennial
Exposition or the 1900 Paris Exposition Universelle — were all arranged precisely
to fit the totalizing view of the West. To put it differently, they reversely applied
the temporal norm of the West onto themselves — assuming the role of the exotic,
unchanging Other in opposition to the modern Western civilization.™

Yet, to borrow Yoshimi’s term, this imperialist vision turned into a “refracting
gaze” in the Japanese exhibition. In an attempt not to be labelled as the Other of
Western powers, many Japanese exhibition organizers at world’s fairs positioned
their country vis-a-via the rest of Asia as an emerging modern empire in the Far
East. The Japanese pavilion at the 1893 Chicago Columbian Exposition,
according to Yoshimi, was located in a symbolic site in terms of the structure of
human progress. It was situated in between the Midway, which featured a jumble
of other cultures, and the White city, where Western civilization was prevalently
exhibited; the Japanese display thus seemed appropriate, but did not quite fit the
human classification system suggested by the exposition — that it turned out as
“refracting gaze.”™'

By the time of these exhibitions, Japanese art historians, including Okakura,

had already been claiming for years that Japan had became the most capable

%Y oshimi Shunya, Pangnamhoe, 236-7.
81'Y oshimiShunyalbid., 240.
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conservator of Asian Art — a sentiment that is well known in his phrase, “Japan as
the museum of Asiatic civilization.”* Beginning with the 1893 Chicago
Exposition, Okakura presented specific narratives on the history of Japanese art,
which usually proclaimed that Japanese art had originated in China, India and
Korea, and yet had continued to progress since then while other Asian arts all
remained the same.® In the 1900 Paris Exposition Universalle, the Official
Catalogue for the national pavilion (in which Okakura was involved) specifically
reinforced this view:

It was under the dynasties of Sui and Tang that our country came to build, for

the first time, the relations with China. ... However, it would be in vain, if we

seek the same wonders in China and India today. It is only with us ... This is
only by Japan that the scholar can find enough materials and recover the
general characteristics of the artworks, whereas China and India have poor
understanding of the history.™

In other words, the temporality of other Asian nations is here described as
being the past of Japanese art and culture in order to stage Japanese art with an
imperialist account.

Japan’s attempt to take advantage of other Asian nations’ vulnerability was
not solely applied to the areas of art and aesthetics. Japanese exhibitions
frequently brought in a variety of races and ethnicities from other Asian nations,
including Ainu, Taiwanese, Chinese, Korean and Okinawans, among others, and

furthermore attempted to redefine their ethnic identities. Under the sway of

European imperialism as explained above, the Japanese empire, beginning with

%2 This well-known phrase is from Okakura Tenshin, The Ideals of the East (London: John
Murray, 1903).

%3 See chapter 1 of this dissertation.

$ Kuki, “Preface,” in Histoire de L’Art du Japon, by Tokyo Teishitsu Hakubutsukan (Paris: M. de
Brunoff, 1900), xiii.
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the 1903 Osaka National Industrial Exposition, employed the same colonialist
exhibition strategy of showing native people and their villages. The gesture of
presenting native people seems to be imitative of the Western imperialist
exhibition, and yet it would be better understood as mimicry since it bears only
partial resemblance. Japanese exhibitions brought these races in to represent their
Others, much like the Western exhibitions did, and yet in the Japanese displays
these Other groups were often presented as the Japanese past or even prehistoric
ancestors. The Japanese empire, to put it another way, acted the operation of the
Western temporality earlier than others,, and further recreated the temporal sphere
in exhibiting Asian nations.

This dissertation investigates multiple sites of Japan’s expositions both at
home and abroad, as well as a variety of major figures who were involved in these
exhibition practices. However, this project does not aim to trace the history of
expositions in Japan per se; rather, each chapter deals with multiple exposition
sites, viewing the visual technologies of the exhibitions in tandem with the
expansion of Japanese imperialism and its engagement with Asian nations.
Therefore each chapter of this study concerns specific exhibitionary techniques,
such as re-territorialization and panoramas, which were used to represent Asian
nations — and their temporality in particular — at multiple exposition sites. The
first two chapters deal with Japanese pavilions at world’s fairs and the way that
they represented other Asian nations to the international scene in order to take an
imperialist stance. Chapter 2 concerns three (pre)exhibitionary sites where

Japanese traditional art and art history were reorganized: domestic treasure survey
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sites, the National Pavilion at the 1893 Chicago Exposition and the Official
Catalogue for the 1900 Paris Exposition Universelle (Histoire de [’Art du Japon).
More specifically, I will argue that these three exhibitionary sites were specific
locations where Japanese traditional art and Asian art became “de-territorialized
and re-territorialized” — to use the Deleuzian concept — through the techniques of
preservation, presentation and cataloguing. As a result I will discover — along with
the sites where Japan increased its self-perception as the conservator of other
Asian cultures — the ways that Japan’s exhibitionary technologies rearranged
Asian nations within each time frame of art history. Modern museological and
exhibitionary technologies thus removed Chinese and Korean culture from their
prior contexts, and re-oriented them in relation to a Pan-Asian aesthetic in the
service of the Japanese empire.

Chapter 3 examines the Japanese pavilion at the 1910 Japan-British Exhibition
in terms of the visual technique of the panorama. The 1910 Japan-British
Exhibition was Japan’s first joint exhibition with a Western empire, and yet it was
less a display of a reciprocal relationship than it was an event to exhibit every
aspect of Japan for European audiences. The Japanese pavilion in this show self-
adjusted to the panorama technique using a Western perspective, wherein Britain
emerged as the temporal norm to be emulated in the logic of imperialism while
Japan was relatively viewed as a “different” nation than the “Western empires in
the early twentieth century.” Yet Japan, by mimicking the temporal logic of the
Western empire, re-enacted its own temporal operations toward other Asian

nations. Through the mimicry, not imitation, of Western temporality in its
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framing of Asia, Japan only demonstrated the fact that the Western self-claimed
universalism staged through panoramas at world’s fairs was merely contingent
and subject to be re-hegemonized by different contents.

While chapter 2 and 3 discuss the sites of international fairs in relation to
Japan-West dynamics, the chapter 4 and 5 shift attention to Japan itself — and to
the colonies that it held within the frame of a multi-ethnic empire. Furthermore,
an investigation of these multiple exhibition sites embodies the process whereby
the imperialist identity of the Japanese empire was constituted and transformed
through the representation of other Asian nations. Chapter 4 explores the ways in
which anthropological exhibitions rearticulated the racial and ethnic identities of
Asian nations under the name of a multi-ethnic empire. The Tokyo
Anthropological Association and its leader, Tsuboi Shogord, made extensive use
of visual technologies such as composite photography and anthropological
expositions; | investigate how they attempted to redefine racial and ethnic
identities by way of these visual technologies. This chapter specifically concerns
how the anthropological exhibitions endeavoured to mediate the temporality of
each Asian race within the frame of a multi-ethnicism. By displaying the artifacts
left from the ancient Japanese people in direct comparison with current artifacts
from other Asian ethnicities, such as Ainu and Taiwan, these anthropological
events recreated a spatio-temporal sphere within the exhibitions.

Chapter 5 considers the climax of Pan-Asianist expansion at the 1940 Choson
Great Exposition, held in Seoul amidst the Asia-Pacific War. The event site was

replete with panoramic images; this chapter thus examines how the visual practice
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of panoramas incorporated people of different ethnic and cultural backgrounds
under the inclusive umbrella of a multi-cultural East Asian empire to encourage
their participation in the war. More specifically, through the layout and
arrangement of its exhibits, this event did not simply portray the Korean nation as
an exotic colony but also attempted to incorporate it as a member of the multi-
ethnic empire alongside Japan. Yet equality and brotherhood between the
Japanese and the Koreans could only be promised through the (self)negation of
Korea, in the form of a will to die for the Japanese empire. I contend that the
panoramic imageries at the exposition were used to perform both the
inclusiveness and yet the simultaneous contradictions of a multi-cultural empire.
In each of these chapters I analyze how these multiplex exposition sites
spatialized the temporality of Asian nations through the technologies of re-
territorialization and panorama techniques.

Thoughts and discourse on Asia nations have been omnipresent throughout
the existence of the Japanese empire. Indeed, the conception of Asia was not
organized as a coherent ideology, but was rather expressed through a wide variety
of arguments and tendencies surrounding Japan and Asia as a whole. In this
regard, Sato rightfully questioned whether the notion of t6yo — referring to Asia in
Japanese, consisting of two Chinese characters of “East” and “Sea” — is meant to
refer to the “Orient,” the “East” or the “Far East.” While explaining a public
contest in the Yomiuri Newspaper called “Painting Themes on East Asian
History,” which was advertised on New Year’s Day of 1899, Sato goes on to

explain that the term ¢6y0 in this context specifically indicated “Japan, China,



World Display, Imperial Time Kang, 62

Korea, India, et cetera.” However, in Okakura’s account, f0yo extends its limit so
far as to “include India, Assyria, Babylonia, Persia, and such, in addition to these
main areas.” In other words, Okakura’s f0y6 was more of an exact translation of
“Orient,” which specifically refers to the land east of the dividing line of the Ural
and Altai mountains, which form the boundary between the East and the West.®
Hence toyo is a discursive sphere, conceptualized as opposed to the West. The
Japanese empire thus regarded the category of “Asia” more as a trope whose race,
culture and geography could be seen as similar, but simultaneously differentiated
from those of Japan.

Thanks to this ambivalence and polysemy, the representation of Asian
nations at expositions emerged as a useful tool for the Japanese empire; it could
easily be mobilized for a variety of intentions and political purposes. Kevin Doak
rightfully pointed out that “the most important contribution to regionalism [of
Asia] made by this approach to ethnic national theory was the notion that there
must be a hierarchical ordering of nationalities.”*® To put this differently, by using
Asia as a category, the Japanese empire wanted “simultaneously to assert a
common sense of Asian difference from the West, while maintaining distinctive
identities among Asians, particularly between Japanese and the rest of the peoples
of Asia.”®” In a particular example, Okakura proclaimed that Asia ought to be
united in order to restore Asian values, envisaged as an antithesis against the

Western invasion; and yet his respect of Asian civilization was deeply rooted in

% Sato, Modern Japanese Art, 176-1.

% Kevin Doak, “Ethnic nationality and Pan-Asianism in Imperial Japan,” in Pan-Asianism in
Modern Japanese History: Colonialism, Regionalism and Borders. ed. Sven Saaler and J. Victor
Koschmann (London: Routledge, 2007), 173.

¥ Ibid., 169.
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his ethnocentrism — namely, the idea that Japan was the most advanced nation
while other Asian nations still remained in the past. Due to this hierarchical time
frame, his self-promoted ideals of Asia were often used to promote the leadership
of Japanese culture. Okakura stated that “it was Japan’s privilege that it can unite
Asia amidst of the historic complexities.” Further, he considered Japan to be the
only “museum of Asiatic civilization” which could truly store the culture and
thoughts of Asia.® By taking this ambivalent stance toward Asia — situating itself
both as Asia’s colonizer and as its brother of the same race — Japan’s
representation of Asia at expositions can thus be seen as “mimicry,” rather than an
imitation of the displays put on by Western powers. At the same time, the Asian
nations who were addressed both as brothers and as followers of Japan may return
the gaze of otherness with their “double vision,” according to Bhabha. This
double vision, the result of the ambivalence of colonial discourse where Asian
nations were recognized as the same race as those in Japan, yet never fully seen as
equal citizens in the Japanese empire, had the profound effect of disrupting

Japan’s colonial authority.

% Tessa Morris-Suzuki, “Asia Is One: Visions of Asian Community in Twenty-First Century
Japan,” in Okakura Tenshin and Pan-Asianism: Shadows of the Past, ed. Brij Tankha (Folkestone:
Global Oriental, 2009), 58-9.
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Chapter 2: Exhibitionary Sites: Re-territorializing Asian Art
A Shoégoin, a Nara, a Kdyasan dans la province de Kii, a
Toji et a Daigoji a Kyoto et dans d'autres temples célébres,
vous découvrirez, admirablement conservés, presque tous
ces chefs-d'ceuvre dont la perfection et la noblesse nous
ravissent. De tout temps, le Japon les a estimés a leur prix.
... Sans entamer en rien le caracteére particulier, national,
des artistes qui ont travaillé, depuis douze siécles et plus, a
la constitution de notre patrimoine artistique, ils ont guidé
pendant de longues périodes leur effort, stimulé leur
activité, soutenu leur génie naissant et leur z¢le.
- Kuki Rytichi®

1) Exhibitionary Technologies and De-territorialization
Okakura Tenshin begins his The Ideals of the East with one of his most

famous passages:

Asia is one. The Himalayas divide, only to accentuate, two mighty
civilizations, the Chinese with its communism of Confucius, and the
Indian with its individualism of the Vedas. But not even the snowy
barriers can interrupt for one moment that broad expanse of love for
the Ultimate and Universal, which is the common thought-inheritance
of every Asiatic race, enabling them to produce all the great religions
of the world, and distinguishing them from those maritime peoples of
the Mediterranean and the Baltic, who love to dwell on the Particular,
and to search out the means, not the end, of life.”

The idea that “Asia is one,” according to Noriko Murai, probably came to
Okakura’s mind during a conversation he had with Henry James in London, on

May 19, 1908, while surveying the East Asian Art collection at major European

museums for the Museum of Fine Art in Boston. In the conversation, Okakura

% Kuki Rytiichi, “Preface,” in Histoire de L’Art du Japon, ed. Tokyo Teishitsu Hakubutsukan
(Paris: M. de Brunoft, 1900), xiii.

% Okakura Tenshin, “The Ideals of the East,” in Okakura Kakuzo: Collected English Writings
(hereafter CEW) (Tokyo: Heibonsha, 1984), Vol. 1, 13.
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was told by Henry James that “England is a second-rate nation in a first-class
position. No great originality.” Okakura agreed with this opinion and
simultaneously reflected the situation on that of Japan, writing in his diary: “The
same relationship exists between Japan and China.” He went on to state that Japan
will equally need the “backbone of the continent” to nourish a “great originality.”
To put this differently, he sensed a need to bring Japan’s continental heritage into
its artistic endeavours in order to stand up face to face with the Western culture.’’
Noriko Murai swiftly pointed out that “[Okakura] believed that Japan alone was
not adequate to be presented as an alternative mode of civilization to that of the
West, a geocultural construct that was also supranational.”*
Yet Okakura’s Pan-Asianist thought quickly moves to the claim that Japan
is the only place to actualize the ideals of the pan-Asian culture as follows:
It has been, however, the great privilege of Japan to realise this unity-in-
complexity with a special clearness. ... The unique blessing of unbroken
sovereignty, the proud self-reliance of an unconquered race, and the
insular isolation which protected ancestral ideas and instincts at the cost of
expansion, made Japan the real repository of the trust of Asiatic thought
and culture.”
This vision is similarly reflected in Kuki Rytiichi’s introduction to K6hon Nihon
Teikoku bijutsu ryakushi (A draft of the brief history of the art of the empire of
Japan, 1901; hereafter Kohon), the Japanese version of the catalogue for the 1900

Paris Exposition, which will be further explained later in this chapter. Kuki’s

introduction clearly declares Japan’s role toward other Asian nations:

*! Noriko Murai, “Authoring the East: Okakura Kakuzo and the Representations of East Asian Art
in the Early Twentieth Century” (PhD diss., Harvard University, 2003), 33.
92 1.
Ibid.
** Okakura, “The Ideals of the East,” 13-14.
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By compiling the great art history, this will raise Asian art history; and

furthermore, by adding materials from Asian history, this project aims at a

larger benefit. Certainly, we should not hope for this project from India

and China. This can begin with and be accomplished though Japan, the

museum of Asiatic civilization.”*
The perception of Japan as the “museum of Asiatic civilization,” which
symbolizes both the influence Japan took from other Asian nations and its
perceived dominance over them, was probably born during Kuki’s domestic
treasure surveys with Okakura. The accounts by both Okakura and Kuki contend
that Japanese history and civilization is not merely Japan’s own, and attempt to
claim that Japanese art and culture need to take a leading role toward other Asian
nations, making Japan the “guardian of Asian art.”

What is essential to note in these two accounts is that the aesthetics of pan-
Asianism emerge while they rethink traditional Japanese art through their contact
with the new, modern visual museological technologies. Where Okakura
rearticulated the notion of traditional Japanese art through the conception of
modern art history, Kuki was, along with Okakura, re-examining and
documenting traditional art through his use of modern cataloguing techniques.

It is important to recognize that the pan-Asian aesthetic was fostered when
Japanese art was introduced to the international scene. In other words, in a process
of self-definition while presenting its art and culture to the Western world,
Japanese art programmers rearticulated Japan’s cultural and aesthetic identities to

present a specific relation to other Asian nations. This chapter explores three

(pre)exhibitionary sites where Japanese traditional art and its art history were re-

* “Introduction,” in K6hon Nihon Teikoku bijutsu ryakushi, ed. Tokyd Teishitsu Hakubutsukan
onzoban (Tokyd: Nihon Bijutsusha, 1908), 1-2.
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organized with specific relation to the international scene: treasure investigation
sites, the national pavilion at 1893 Chicago Exposition and the Official Catalogue
for the 1900 Paris Exposition Universelle (Histoire de I’Art du Japon; hereafter
Histoire). These three sites are particularly salient examples of the rearticulation
of ancient objects through the new, modern exhibitionary techniques of the time —
preservation, museological and curatorial presentation, and cataloguing,
respectively. Where treasure investigation survey sites re-oriented the notion of
traditional art through the techniques of preservation, the national pavilion at the
Chicago Exposition and Histoire both made use of curatorial presentation and
cataloguing techniques. This mimicry of Western exhibitionary practices — not as
imitation — provided Japan with a cultural and aesthetic claim over other Asian
nations in a temporal scheme. The exhibitionary enterprise, as Alice Tseng
suggested in her study of the formation of museums in modern Japan, was almost
entirely conducted “during a juncture of radical political and social change.””
These three exhibitionary sites symbolize the process whereby Japanese art and
culture became a leading imperial player in Asia. These exhibitionary practices
were initially derived from the immediate need to protect ancient objects; and yet,
while investigating these objects and presenting their findings to the international
stage, these exhibitionary practices came to embody a process of self-definition
and self-staging of the “guardian of Asian art” in relation to the cultures of other
Asian nations. This chapter endeavours to investigate the process whereby these
exhibitionary technologies redefined Japan’s national art and culture by working

to present the nation as the “guardian of Asian art” to international audiences.

% Tseng, The Imperial Museums, 4.
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Central to these exhibitionary sites were the major art administrators of
exhibitionary enterprise — Ernest Fenollosa, Okakura Tenshin and Kuki Rytichi.
These three figures, according to Alice Tseng, played major roles in “the
orchestration of a comprehensive national system linking the enterprises of
preservation, presentation, and production of art.”*® By looking at the practices
used by these art programmers, I will investigate how the exhibitionary sites
employed the techniques of preservation, presentation and cataloguing in order to
“de-territorialize and re-territorialize™ traditional Japanese and Asian art — using
the Deleuzian concept of territorialization.

Deleuze and Guattari trace the ways in which the flows of various codes
are decoded into the abstract and into privatization when entering into the
capitalist socius from the previous socius. These decoded materials are then
immediately re-territorialized into the exchange of relations within the state-
capitalist society.”” Drawing upon the notion of recodification and the effect of an
encounter with a different social system, this chapter seeks to investigate how
traditional objects, when entering into the scene of international fairs, were de-
territorialized into an abstract image of visual currency and then re-territorialized
into the global art scheme, using such techniques as category, classification and
value system. First, by examining the national treasure investigation project (with
a focus on the work of Fenollosa), I will discuss the way that ancient objects, as
pre-exposition sites, were decoded into abstract visual images through the

technology of preservation; and secondly, by exploring the national pavilion at the

% Tseng, The Imperial Museums, 85.
*7 Gilles Deleuze and Felix Guattari, Anti-Oedipus: Capitalism and Schizophrenia, trans. Robert
Hurley, Mark Seem, and Helen R. Lane (London: Continuum, 2003).
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1893 Chicago Exposition and the Official Catalogue for the 1900 Paris Exposition
Universelle (the Histoire), I will demonstrate how these decoded visual
currencies were then reframed into national art, especially in relation to the global
art network.

The latter two exhibitionary sites — the national pavilion at the 1893
Chicago Exposition and the Histoire for the 1900 Paris Exposition — can be
thought of as what Deleuze terms “the surface.” According to Deleuze, “It is the
surface on which the whole process of production is inscribed, on which the
forces and means of labor are recorded, and the agents and the products
distributed.””® In this sense, I propose to consider these sites/instance as
“territorial machines” through which the abstract visual images of ancient art are
re-inscribed.

At the heart of these exhibitionary techniques is the mediation of
temporality — the freezing of time, and the simultaneous (re)creation of the
temporal reality. The technique of preservation tends to freeze a particular
temporal moment and then attempts to conserve this frozen time. Once the time
has been frozen, its temporality becomes manageable. The temporality in
exhibitions, for instance, is largely modelled after the Hegelian historical
framework in which respective regions are seen through particular time frames. I
will thus investigate how Okakura’s exhibitionary practices and the Histoire’s
cataloguing techniques contributed not only to the promotion of Japanese art, but
also to the recreation of the temporality of Asian art, including Chinese and

Korean art. It is true that the new, modern exhibitionary technologies — and

% Deleuze and Guattari, Anti-Oedipus, 141.
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particularly those learned from the West — helped Japan to conceptualize its
imperialist stance over other Asian nations, and yet these Western visual
technologies were captured and mimicked only in partiality. Japanese culture not
only claimed the same hierarchical rank as that occupied by Western nations, but

also presented itself as the conservator of Asian civilization.

2) Fenollosa and the Technology of Preservation

The 1893 Chicago and 1900 Paris Expositions employed the concept of
“tradition” as a nation-building tool vis-a-vis the West on the international stage.
The idea of tradition here, however, does not simply mean a simple collection of
ancient practices, but rather a rearticulated notion within a very specific agenda.
In discussing the promotion of Japanese traditional art, Fenollosa’s influence is
vital to consider. Specifically, Fenollosa’s process of decontextualizing Japan’s
cultural and religious objects was a crucial strategy in the use of traditional art at
the national pavilions of world’s fairs. By exploring the domestic treasures
investigation process, in which Fenollosa took part to survey traditional works, I
will discuss how he de-territorialized old artifacts from their original sites and
surrounding contexts. The aim of this section is to explore the (pre)exhibitionary
technology that Fenollosa employed — that is, the technique of preservation — with
special attention to the way in which he intervened in the objects’ temporality.
The decoded images that were created by Fenollosa are not simply abstract

images, ready for any classification, categorization and display; they also
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symbolize the violence of exhibitionary technologies due to their intervening
nature.

Fenollosa and Okakura, two leading art programmers during the Meiji
period, were both involved in two special commissions — the Fine Art
Commission and the Temporary National Treasures Investigation Bureau (Rinji
zenkoku homotsu chosa; hereafter Rinji) — as preparatory work for drafting
provisions for the Imperial Museum. While the Fine Arts Commission was
created to investigate the foreign models for art schools and museums used in
Europe and the United States from 1886 to 1887, the Rinji was meant to survey
ancient domestic objects. These two tasks, however, were not directly linked or
conceived of as a single project; they were rather a part of the process of
reorganizing the national art system. The national pavilions at the 1893 Chicago
Exposition and the 1900 Paris Exposition are inseparable from these two
commissions in the sense that both Okakura and Kuki were involved in designing
the pavilions, which were based upon the findings and the basic conceptions of
the commissions.”” Since it was Fenollosa who was the leading figure in the
survey project (while Okakura was rather assisting him) — and since Fenollosa’s
practices, recorded mostly through his personal notes and letters,'* were more
closely related to the notions of preservation and intervention, — this section will

focus on the activities of Fenollosa. Among other things, his personal records

% Kuki also played his role in supervising the two commissions as a head of imperial museum.
1% Okakura’s field notes can be found in his Okakura’s zenshii and Fenollosa’s personal notes on
the treasure investigation are contained in the Fenollosa collection of documents; the latter is
available at Harvard’s Houghton Library.
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allow us to understand the extent to which the treasure investigation process was
decided by individual practices.

The surveys of Japan’s cultural heritage, which all of three researchers
(Fenollosa, Okakura and Kuki) took part in, either through government funding or
for personal interests, are some of the most exemplary cases for illustrating the
de-territorialization process. Importantly, the Chicago Columbian Exposition and
the Paris Exposition were held while Japan’s domestic treasure survey was in
progress under the tutelage of Kuki, and thus the survey sites became the pre-
stage for the objects discovered before they made their way to the international
fairs. The following will explore the ways that Fenollosa, as a main member of
the survey project, de-territorialized and intervened in the ancient cultural
materials that were discovered, and then how he compiled and edited them — the
practice of preservation. As Satd deftly pointed out, these national investigations
were initiated as a part of the Ministry of the Imperial Household’s policies of
protecting old Japanese art from religious politics, but while preparing for the
international exhibition, the sources and the history of these objects became
closely intertwined with the national and imperial identity of Japan.'"'

Fenollosa began his career in Japan, as many of other foreigners in the
country did, as a foreign expert at Tokyo University.'"> After graduating from

Harvard University, he taught philosophy and political economy at Tokyo

"l Doshin Satd, Modern Japanese Art and The Meiji State: The Politics of Beauty (Los Angeles:

Getty Research Institute, 2011), 155. See also Takagi Hiroshi, “Nihon bijutsushi no seiritsu shiron
— kodai bijutsushi no jidai kubun no seiritsu,” Nikhonshi kenkyii, no. 400 (1995): 74-98.

192 For more information about Fenollosa’s life and his career, see Lawrence Chisholm, Fenollosa:
The Far East and American Culture (New Haven: Yale University, 1963); Van Wyck Brooks,
Fenollosa and His Circle (New York: E.P. Dutton and Co., 1962); and Yamaguchi Seiichi,
Fenorosa: Nihon no Bunka no Senyo ni Sasageta Issei (Tokyo: Sanseido, 1982).
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University and became the University's first chair in philosophy in 1878. As is
well known, his teaching of Hegelian philosophy and Spencerian conceptions of
evolution influenced Okakura’s later thoughts and work in the field of art history.
Using his background in philosophy and his short study at the art school of the
Boston Museum of Fine Arts, Fenollosa soon emerged as an “authority” on
Japanese art.'” Later, he changed his role from that of art expert to a government
service and art educator while working for the Ministry of Education’s Art
Bureau. Among other things, it was his interests in the traditional Japanese art and
his private collecting that made him an art expert. In 1884, Fenollosa
“discovered” the Guze kannon during his personal research along with Okakura
and his friends. He also participated in the domestic treasure investigations of
1886 and 1888,'** and then left Japan in 1890 to take the position of curator for
Japanese art at the Museum of Fine Arts, Boston.

During the Meiji period, from 1872 to 1897, there were as many as six
different national projects to investigate Japan’s national treasures, which were
later designated as kokuho (national treasure). Fenollosa and Okakura’s
participation in these investigations was mostly concentrated in the 1880s under
the direction of the Rinji, which was established under the Imperial Household

Ministry with the lead of Kuki Ryiichi.'” Fenollosa, however, was occupied with

19 Victoria Weston, Japanese Painting and National Identity: Okakura Tenshin and His Circle
(Ann Arbor, MI: Center for Japanese Studies, University of Michigan, 2004), 5-6.

1% After his death, his wife compiled the two-volume Epochs of Chinese and Japanese Art from
his personal notes, most of which were based on the findings of these investigations.

19 The Rinji surveys of the Kyoto/Nara area began in the summer of 1884 and lasted for about
three months. Participating members included Fenollosa, Okakura, William Sturgis Bigelow and
the painter Kand Tessai. This survey is particularly famous for its discovery of the Guze kannon
(also known as Yumedono kannon). Another brief investigation was carried out in Nara area in
April and May of 1886; this was conducted by Fenollosa, Okakura, Kand Tessai, Kand Hogai and
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surveying even before his involvement in the governmental investigation project;
he began his personal surveys as early as 1879, either for his personal collection
or for the preparation of a survey book on Japanese art history.'*®

Significantly, in the course of his fieldworks, Fenollosa continuously
photographed and sketched ancient relics of Nara and Kyoto [figure 3]. He began
to photograph ancient materials along with William S. Bigelow as early as 1882.
Later, in the Kinai'®’ survey — which included Ogawa Kazumasa as the
government’s official photographer — Fenollosa actively utilized photographic
techniques to record objects and artifacts. The processes of photographing and
sketching in themselves transformed the ancient artifacts into abstract visual
images; this chapter investigates these visual recordings as disruptions and
displacements both from surrounding contexts and from the flow of time —

reflecting the Deleuzian notion of de-territorialization. As one of obvious

instances of this de-territorialization process, when Fenollosa documented the

the sculptor Fujita Bunzd. A more comprehensive and nationwide survey called the Kinai survey
began in April of 1888. The Kinai involved various government groups, ranging from The

Imperial Household Ministry (=A%) to the Ministry of Home Affairs (Fd# &) and the Ministry

of Education and Culture (X &$4&). Participating members included: Kuki Rytichi (U8 [& —,
from the Household Ministry), Maruoka Kanji (AL 3£, from Home Affairs), Hamao Arata (
JXE %7, from Education and Culture), Fenollosa (Tokyo Fine Arts Academy), Okakura Kakuzo

(Okakura Tenshin:[7& &=, Tokyo Fine Arts Academy), Imaizumi Yusaku (5 &  Ifi{E,

Tokyo Fine Arts Academy), Yamagata Tokuzou (IR EJ&, from the Household Ministry) and

Bigelow (Household). Officially headed by Kuki, the survey’s agenda was to conduct a
nationwide investigation and then register and evaluate the material holdings of temples and
shrines: see Julie Christ Oakes, “Contestation and the Japanese National Treasure System” (PhD
diss., University of Chicago, 2009), 17-20; for Fenollosa’s participation, see Yamaguchi Seiichi,
Fenorosa: Nihon bunka no senyo ni sasageta issho, vol. 1(Tokyo: Sanseidd, 1982), 197-207; and
see also Takagi Hiroshi, “Nihon bijutsushi,” 82

1% See Yamaguchi, Fenorosa, vol. 1, 188-97.

"7 Kinai (or Kinki) refers to the national survey which began in April of 1888. This survey’s
investigation was more focused on the Nara, Kyoto, Osaka, Wakayama and Shiga prefectures, and
it was known as a more comprehensive and systemic survey system among the government’s
treasure investigation master plan. See Oakes, “Contestation.”
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Bronze Trinity (a bronze Amida Triad), at Horyizji Golden Hall, he described how
he physically detached the circular halo from the Trinity and then photographed it

to show the details of its style [figure 4, 5]:

But to realize what is the true scale of remove here from decorative
weakness, rather, what is its supreme vitality and power, in a formal
aesthetic of which elsewhere Greek art is the typical example, we must
refer to the detached circular halo, which I photographed separately in
1882. This consists of a single flat disc, which has not only been
perforated in the Corean manner, but had every one of its thin surfaces
undercut, so that not a single member of this narrow scale that does not
pulsate with finely modeled surfaces in space of three dimensions.'®

This actual displacement from the object’s original setting, along with the photo’s
plain background and mild lighting, had the effect of stressing only the stylistic
and formal aspects of the sculpture, away from any other contexts. In this process,
Fenollosa not only separated the halo from its original context as part of the
Trinity sculpture, but also displaced it from its religious and functional
circumstances, thereby making it ready for any stylistic and aesthetic analysis.
These detached images are simultaneously re-mapped and compared via
Fenollosa’s art historical knowledge. He went on to describe the situation before
his intervention:

As the reign passes towards its close, these forms grow stouter and

heavier, a proportion that, for male figures especially, is not without its

dignity. These are found everywhere in temples throughout Yamato

province ... As temples fell or were burned, those statues, or parts of them,

which could be saved were transferred to neighboring sites. In this way

we find some splendid heavy, semi-Greek male figures in Todaji, Shodaiji,
Yakushiji, and Akishino. The Kondo of Shodaiji is almost filled with them

1% Ernest Francisco Fenollosa, Epochs of Chinese & Japanese Art, an Outline History of East
Asiatic Design (London: Heinemann, 1921) vol.1, 71; see also Seichi Yamaguchi, Fenorosa, vol.
1, 197.
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-knights, Indras, and Buddhas. The sweetly stooping Bodhisattwa of Art
at Akishino is a specially well-preserved example. But to get a conception
of the masses of remains of such statues, it is necessary to see the
photograph which I took in 1882 of the rubbish heaps at the back of the
Chukondo altar, and the Tokondo also, at Kofukuji. Here the broken
“bones” of composition statues mingle with splendid contours of Buddha
torsoro or the armour of knights. It is possible that what remains to us to-
day is only a very small percentage of what once existed.'®”

If these religious artifacts had existed as a total mass for a long time, Fenollosa,
thanks to his photographic techniques, appears as one who can rearrange these
“broken bones” with the arms of his historical knowledge.

The episode of Fenollosa’s discovery of Guze kannon at Horyiji, as
eloquently illuminated by Stefan Tanaka, captures the moment of his intervention
and disturbance. The moment is narrated in his Epochs of Chinese and Japanese

Art as follows:

Buddha, or possibly Bodhisattva, or the Yumedono pavilion at
Horyidji. This most beautiful statue, a little larger than life, was
discovered by me and a Japanese colleague in the summer of 1884. |
had credentials from the central government which enabled me to
requisition the opening of godowns and shrines. The central space of
the octagonal Yumedono was occupied by a great closed shrine,
which ascended like a pillar towards the apex. The priests of Horyiiji
confessed that tradition ascribed the contents of the shrine to Corean
work of the days of Suiko, but that it had not been opened for more
than two hundred years. On fire with the prospect of such a unique
treasure, we urged the priests to open it by every argument at our
command. They resisted long, alleging that in punishment for the
sacrilege an earthquake might well destroy the temple. Finally we
prevailed, and I shall never forget our feelings as the long disused
key rattled in the rusty lock. Within the shrine appeared a tall mass
closely wrapped about in swathing bands of cotton cloth, upon
which the dust of ages had gathered. ... But at last the final folds of
the covering fell away, and this marvelous statue, unique in the
world, came forth to human sight for the first time in centuries. ...
But it was the aesthetic wonders of this work that attracted us most.

109 Fenollosa, Epochs, vol. 1, 106; see also Yamaguchi, Fenorosa, vol. 1, 197.
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From the front the figure is not quite so noble; but seen in profile it

seemed to rise to the height of archaic Greek art. ... But the finest

feature was the profile view of the head, with its sharp Han nose, its

straight clear forehead, and its rather large — almost negroid — lips,

on which a quite mysterious smile played, not unlike Da Vinci’s

Mona Lisa’s. Recalling the archaic stiffness of Egyptian Art at its

finest, it appeared still finer in the sharpness and individuality of the

cutting.''*
Clearly, the discovery of the kannon, as described by Fenollosa, was full of
contrast between the rational governmental investigation group vs. the backward
Buddhist practices they encountered. Fenollosa, as a representative of the
governmental sector, capable of systematically comparing and exploring artistic
development, stood in drastic contrast to the more primitive religious sector who
simply gathered things as “a tall mass.” Stefan Tanaka swiftly diagnoses
Fenollosa’s account as “indicative of a reconceptualization of society and the
world in which elements of the past, indeed, the past itself, gain new meaning.” In
other words, by connecting the kannon with “Greek aesthetics, with Da Vinci’s
Mona Lisa and Egyptian art,” suggests Tanaka, Fenollosa was able to save Japan’s
ignored past from the dust and the hand of superstitious priests and also to discuss
Japan’s particularity within universal world history.''' At the same time, this
incident epitomizes Fenollosa’s interruption. The group’s investigation clearly

disturbed the social, religious and historical contexts it encountered, and moreover

it removed age-old objects from the superstitious world, preserving them in

"% Fenollosa, Epochs, vol. 1, 67-9; see also Stefan Tanaka, “Imaging History: Inscribing Belief in
the Nation,” The Journal of Asian Studies Vol. 53, No. 1 (Feb. 1994): 24-44.

" Stefan Tanaka, New Times in Modern Japan (Princeton, NJ: Princeton University Press, 2004),
104-6; Stefan Tanaka, “Discoveries of the Horytji,” in Constructing Nationhood in Modern East
Asia, ed. Kai-wing Chow, Kevin M. Doak, and Poshek Fu (Ann Arbor: The

University of Michigan Press, 2001), 117-47.
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Fenollosa’s own visual documentations and writings. What is important to note
about this national treasure survey, however, is that the group’s probing into
ancient objects was not an act of saving or recovering the past, but that of
discontinuity and rupture. In the process of treasure investigation, Fenollosa de-
territorialized ancient objects into visual currency images in such forms as
sketches and photographs. In other words, while encountering the international
scene and the world economy, the aged materials were decoded into visual
currencies that could be communicated and exchanged universally across the
globe.'"?

One of the major purposes of Fenollosa’s treasure surveys, either those that
were government-sponsored or those meant for his personal research, was to
protect and preserve the ancient materials from potential decay. In other words,
Fenollosa survey’s goal was, by disrupting the flows of time and other contexts, to
conserve these archaic objects — “the preservation.” Murakata Akiko deftly
pointed out that Fenollosa’s basic approach toward the relics he discovered, such
as the practices of sketching and taking pictures of objects, is differentiated from
the previous techniques of investigating artifacts in its use of the modern visual
technology, and it embodies the very methods that were used to construct art

113

history and museum displays. -~ [See figure 3] Fenollosa’s treasure investigation

therefore needs to be seen as a museological technology of preservation.

"2 See Julie Christ Oakes, “Japan’s National Treasure System and the Commodification of Art,”
in Looking modern: East Asian Visual Culture from Treaty Ports to World War I1. ed. by Jennifer
Purtle and Hans Bjarne Thomsen (Chicago: Center for the Art of East Asia, Dept. of Art History,
University of Chicago : Art Media Resources, 2009), 220-242; As for the relations between
currency of photography and money, see John Tagg, The Burden of Representation: Essays on
Photographies and Histories (Amherst: University of Massachusetts Press, 1988).

'3 Murakata Akiko, “Fenorosa no homotsu chosa to teikoku hakubutsukan no koso,” Museum, no.
347 (Feb. 1980): 26.
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Fenollosa himself continually expressed his concerns about preservation
throughout these investigations. For instance, he was concerned about the age-old
objects disappearing and claimed to protect these cultural relics from

mismanagement, hardship and commercial trafficking.'"

While investigating
Nara temples, Fenollosa spelled out the problems with the management of cultural
relics as follows: the failure of “thorough and systematic exploration of treasure”;
the private ownership of many items, which may lead to “selling things on their
official list” or leave objects “in danger of being sold secretly”; and the “dispersal
of temple and shrine property from the Yamato region.”' "> Furthermore, his note
in 1887, entitled “On Preventing the Sale by Priests of Rare Japanese Temple Art,”
continues to depict this situation of decay: “Since we visited Koyasan two years
ago, we know that many things have been sold. We have also yet before us the
whole question of examining the many private collections in all these places. ...
The importance of haste in collecting rests upon the danger of future sales, fires,
and careless treatment by priests.”''® More important is that, in order to prevent
these objects from degeneration, he actively intervened in their physical and
social contexts; and the visual imageries that he created in his sketches and
photographs embody the disruption and de-territorialization of these objects.

With regard to the interruption and disruption that characterized

Fenollosa’s surveys, this chapter aims to stress two aspects of the preservation

"% Fenollosa, “Configuration of Imperial Museum,” Ernest Fenollosa Papers (hereafter EFP),
n.d., bMS Am 1759.2 (63) (Houghton Library, Harvard University). Most of EFP are preserved in
Houghton Library.

"% Fenollosa, “Nara Imperial Museum — Report on the Results of the Examination of the Temple
of Nara,” EFP, n.d., bMs Am 1759.2 (62) 1-6.

"% Fenollosa, “On Preventing the Sales by Priests of Rare Japanese Temple Art,” A.MS. [n. p.
1887], bMS Am 1759.2 (70).
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technique: (1) his act of freezing and subsequently preserving the past was clearly
selective intervention; (2) as Susan A. Crane noted, “preservation deliberately
interrupts time’s natural order.”'"’

First, the sketches and photographs taken by Fenollosa and his colleagues
functioned as a visual currency that could be listed, classified, exchanged and
compared in any part of world. However, it is significant to note that these visual
documentations were never original recordings or facsimiles of the past, but rather
the very selective freezing of history.''® Just as in the moment of the encounter
with the Guze kannon, when he associated the statue with “Greek aesthetics, with
Da Vinci’s Mona Lisa and Egyptian art,” Fenollosa continued to compare ancient
Japanese art to that of the West, which suggests that he probably searched for
specific objects with his knowledge of world art history in mind."" Not
surprisingly, the efforts to reorganize the relics and objects of Japan’s past into
more classified, cultural, “national” treasures were the result of Japan’s

consciousness of its image on the international stage and its attempts to enter the

world system. For instance, the 1873 Jinshin survey,'*° one of the earliest national

"7 Susan A. Crane, “The Conundrum of Ephemerality: Time, Memory, and Museums,” in 4
Companion to Museum Studies. edited by Sharon Macdonald (Malden, MA: Blackwell Pub.,
2006), 100.

'"® In regards to the selectiveness of preservation practices, Donna Hararway demonstrated how
the seemingly factual copying of nature in late nineteenth-century German and American natural
history museums was shaped less by “natural” conservation of timeless nature than it was by
bourgeois ideologies. See Donna Haraway, “Teddy Bear Patriarchy: Taxidermy in the Garden of
Eden, New York City, 1908-1936,” in The Haraway Reader (New York: Routledge, 2004), 151-
98.

9 See Tanaka, New Times, 104-6; and Tanaka, “Discoveries of the Horytji,”, 117-47.

120 After the Meiji Restoration, many of ancient artifacts and treasures of temples became ruined or
literally destroyed. To protect these cultural assets, in 1871 the Meiji government issued “The Plan
for the Preservation of Ancient Artifacts,” the very first law in relation to the preservation of
cultural treasures in Japan. The passing of this law was followed by the investigations project for
cultural assets, which mostly focused on shrines and temples in Nara, Kyoto, Shiga and Mie in
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treasure investigation projects, had two main intentions: “to discover and protect a
variety of religious and secular items listed in the declaration from ‘loss and

destruction’ and to find suitable artifacts to display at the upcoming Vienna

9121

exposition.” " This means that the international expositions provided Japan with

a sort of displaying platform where things and objects could be categorized and
classified according to a universally communicable language. Once traditional
objects had been de-territorialized, they would be ready to become more (self-

claimed) universally recognizable objects such as paintings, crafts and sculptures,

122

so-called bijutsu (fine arts), via the language of Western art. “~ In his letter to

bh

Morse, Fenollosa once boasted that he, “for the first time,” had made an “accurate

list of the treasures in Japan:

We have been through all the principal temples in Yamashiro and Yamato
armed with government letters and orders, have ransacked godowns, and
brought to light pieces of statue from the lowest stratum of debris in the
top stories of pagodas 1300 years old. We may say in brief that we have
made the first accurate list of the great art treasures kept in the central
temples of Japan, we have overturned the traditional criticism attached to
these individual specimens for ages, the Dr. [William Sturgis Bigelow] has
taken 200 photographs and I innumerable sketches of art objects (paintings
and statues); and, more than all, I have recovered the history of Japanese
art from the 6™ to the 9™ centuries A. D. which has been completely lost.
... I have found Chinese things called Japanese, and vice versa, many
Japanese called Corean, new things called old, and even some old ones
called new; and as to names of individual artists hopelessly mixed up. Yet
this is the result of native criticism for centuries.'*

1872. The survey project was called the “Jinshin Survey,” named after the oriental zodiac sign of
that year.

2! Oakes, “Contestation,” 18.

'22 The term bijutsu is believed to have been coined just before the Vienna World Exposition. See
Yokomizo Hiroko, “Wien bankoku hakurankai shushin mokuroku sokd —bijutsu kogei hen (1),”
Bijutsu kenkyii (July, 1993): 260.

' Ernest Fenollosa’s Letter to Morse, Sept. 27, 1884, Phillips Library, Peabody Museum of
Salem. The same passage appears in Lawrence W. Chisolm, Fenollosa: The Far East and
American Culture (New Haven and London: Yale University Press, 1963), 53.
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In other words, the use of photographs and drawings de-territorialized these
ancient relics into currency images, which were thus ready for any documentation.

Indeed, based on the findings from the Rinji survey and from Fenollosa’s
personal surveys, Okakura classified the examined objects into five categories:
old documents (kobunsho), paintings (kaiga), statues (chokoku), decorative arts
(bijutsu kogei) and calligraphy (shoseki).'** These findings were categorized again
in 1897, which saw the reporting of the results of the ten-year nationwide survey,
along with eight ranking systems for the cultural relics. However, these rankings
and levels of categorization, far from being objective standards, were rather
arbitrary creations. As Julie Oakes has pointed out, the problem with ranking
systems of this kind lies in the fact that the evaluation and the judgment of rank
are very much subjective and inconsistent. Oakes goes on to explain:

For example, the only distinction between [rank] one and [rank] two is the word
“essential” (yoyo, % /i), between two and three the term “sign” (chokyo, {##iL),
between four and five the reference to yohin (%ifi1), or a “necessary item.”
However, when it comes to substantive clarity, there is a much room for
interpretation in these categories. What makes one ancient treasure “essential” as
a sign of history or model of art and another merely acceptable?'*

To put it differently, these ancient objects were decoded into abstract visual
equivalencies that seemed to represent objective facts of history; and yet the

processes of freezing time and of de-territorialization cannot avoid containing a

12 For the list of cultural material examined, see Tokyd Kokuritsu Hakubutsukan, Tokyé kokuritsu
hakubutsukan hyakunenshi 35 [ENT )i 15 -5 vol. 2 (Tokyd: Shirydhen, 1973), 298; cited
in Christine M.E. Guth, “Kokuhd: From Dynastic to Artistic Treasure,” Cahiers d’Extréme-Asie
vol. 9 (1996-7): 318.

12 Oakes, “Contestation,” 37; the eight categories include the following: (1) Objects that are
essential as signs of history as well as models of art, artistic handicraft or architecture; (2) Objects
that show signs of history and are models of art, artistic handicraft, or architecture ... (4) Objects
necessary as reference sources of history, art, artistic handicraft and architecture. See 76kyo
kokuritsu hakubutsukan hyakunenshi, 298; the translation is cited from Oakes, “Contestation,” 36-
7.
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selective intervention and some amount of personal taste.

Another important point is that the result of the nationwide survey and of
Fenollosa’s efforts to preserve ancient materials was the disruption of the flows of
time and the objects’ other contexts. According to Susan A. Crane, “The irony lies
in the fact that the preservation is the antithesis of progress. Change occurs as a
phenomenal aspect of the immutability of time, within which progress occurs.”'?
Crane goes on to contend that, in preservation, by way of its deliberate
interruption of time’s natural order, “collected or conserved objects are frozen in
the moment of their most emblematic value — of singularity, of implementation, or
representativeness — and denied their natural, or intended, decadent lifespan.”127
Just as I described the practices of Fenollosa as “de-territorialization,” his surveys
of traditional artifacts resulted in the freezing and preserving of the very specific
value and temporality of those objects.

In the many descriptions of “discovery” in Fenollosa’s personal notes, we
can see how during his surveys he never stopped searching for a certain
“emblematic value” of ancient objects. For instance, about a portrait of the
Standing Kwannon, [figure 6] which is a copy of a Godoshi (Wu Tao-tzu)
painting that was presumably done by some great Sung Master,'** Fenollosa

freezes and extracts the object’s historical and artistic awareness.

The superlative grandeur, however — far beyond ordinary Sung reach and
clearly Tang in flavour — proves that the main elements of the design
must have belonged to Godoshi. ... Here is where I think I detect a trace
of Sung imagination. The Sung Kwannon with a fish is dressed as a

126 Crane, “The Conundrum,” 99.

"7 Tbid.

' The Standing Kwannon was brought to America from Japan in 1904, and now belongs to the
collection of Mr. Charles L. Freer: see Fenollosa, Epochs, vol. 1, 132.
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fisherman's daughter. The tai here is too large, too much in evidence, and
its somewhat coarse symbolism is not in harmony with that treatment
which only suggested a dragon in the green cold.'*’

Fenollosa searched this portrait for such emblematic values as its time frame —
“a trace of Sung imagination” — and the creator’s style — “belonged to
Godoshi.” By using his expertise in old Asian artwork, he captured specific
values from the object’s surroundings and then attempted to freeze and
preserve them. This was, in other words, the denial of the work’s natural flow
of time and lifespan. As the process of the separation and freezing of particular
time indicates, the practices of preservation embody the violence of
intervening in the natural order.

One of the significant results of the violent intervention of preservation
was the object’s subsequent readiness for entering into any archive, collection,
history or museum. Once the emblematic value of an object — such as its
temporality, rarity or patronage relationship — can be fixed, it can be placed in
multiple contexts. As a result of the national treasure survey projects, as many as
215,000 cultural objects were surveyed between 1888 and 1898, and they were all
registered and ranked within more systematic classifications. In the following
section, I will discuss the sites of the national pavilions at the Chicago Exposition
and the 1900 Paris Exposition as one instance where these frozen and preserved
objects can be rearticulated.

It is not the case that art historical writings were non-existent before

Fenollosa, Okakura and their influences invented the entire history of art in

129 Ibid., 132-3.



World Display, Imperial Time Kang, 85

Japan from scratch. Even before Western impacts on Japanese art history, there
existed so-called art historical archives in Japan. Takagi Hiroshi, for instance,
located Shitko Jisshu (%15 1) — where many famous works in temples,

shrines and private collections were examined and recorded by nativist
scholars as a part of a kokugaku (National Learning) movement — as one of the

130 . . .
3% Takagi, however, while comparing

first attempts to catalogue works of art.
Shiiko Jisshu to the list from Rinji, dismissed it as no more than a simple
enumeration of biographies of the artists and descriptions of each piece. In the
time between Shitko Jisshu and Rinji, as well as Okakura and Fenollosa’s art
histories, according to Takagi, there had been important alterations in the
process. Okakura, in particular, attempted to see artworks from the larger
vision of the spirit of the period — the Zeitgeist — associating visual arts with
literature, religion and the impacts of art from neighbouring countries. Each
period, Takagi suggests, was then placed within the context of its larger social
upheavals and socio-political situations.'’' Whereas the Shitko Jisshu was a

simplistic list of works, Okakura and Fenollosa’s stories of art, which were

based on the findings from Rinji, attempt to place each piece within a particular

130 Takagi Hiroshi, “Nihon bijutsushi,” 74-98. See also Guth, “Kokuho,” 318-19. While comparing
the recordings by Kokugaku with that of the classifying system of kokuhd, Guth discusses them as
follows: “The Kokugaku movement was also the impetus for a national survey of antiquities
conducted in 1895-6 by Tani Buchd and others under the auspices of Matsudaira Sadanobu, chief
councilor to the shogun. Many of these works are reproduced in Shitko Jisshu (% & + &), a wood
block printed compendium of antiquities compiled by Sadanobu. Both the selection and
organization of works reveal a strong art historical consciousness foreshadowing that of the Meiji
era. The opening volume, for instance, is devoted to paintings and statues of Japanese emperors,
distinguished courtiers, and other national luminaries arranged in roughly chronological order.
[...] Like the selection of mirrors, arms and armour, and other artifacts, they are included in this
publication as valuable and informative relics of the past and are organized in such a way that they
can be studied and contrasted with other objects of the same genre. Just as Sadanobu published
Shitko Jisshu to provide useful data for artists and scholars of his generation, so too did the Meiji
%(l)vernment classify as kokuho exemplary works that could serve as models for theirs.”

Ibid., 87.
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temporal paradigm — and, among other things, within a Spencerian and
Hegelian temporality. It is important to recognize that it was only after the
freezing of a specific temporality, such as the production time of the piece, that
they were able to reorganize time into particular temporal paradigms. As
Foucault claimed in his book The Order of Things, “it is in this classified time,
in this squared and spatialized development, that the historians of the
nineteenth century were to undertake the creation of a history that could at last
be ‘true’ — in other words, liberated from Classical rationality, from its
ordering and theodicy: a history restored to the irruptive violence of time.”'*?
In other words, it was on the basis of “the irruptive violence of time” that
Okakura and Fenollosa established the modern discipline of art history.

Once objects are interrupted from their surroundings and frozen in time,
they embody a “non-place,” representing no place of binding.">* Yet these

decoded non-places tend to entail museological impulses. While complaining of

the lack of a full list of traditional artworks in Japan, Fenollosa’s report describes:

The Osaka Fu office has only a very incomplete list of the treasures kept in
old temples and on this list, even, the things are so inadequately described
as to be incapable of identification. For instance, in many cases the list has
mention only of the ... although twenty other important statues may be
kept in the same temple. This list was made out many years ago, under the
old Nara Ken, from hasty notes of a few private investigators; and no
thorough exploration was even attempted by Ken, Sankai Ken, or Osaka
Fu. As soon as the priest found out what was being done, they shut up all
their best things from view, and only a very small portion of things, which
they could not hide, were recorded on this list."**

12 Michel Foucault, The Order of Things (New York: Vintage, 1973), 12; cited in Crane,
“Conundrum,” 100-1.

13 1 am grateful to Professor LaMarre for this suggestion.

1% Fenollosa, “Nara Imperial Museum,” n.p.
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About these problems Fenollosa concluded that “these things can be done only by
constituting museums.”'* So, if he intervened in these traditional objects and
decoded them into abstract visual currency, the next logical step would be, as he
anticipated, the relocation of the objects within a national place such as a museum
or an exhibition. As Alice Y. Tseng suggests, “Less than one year into the survey
work,” the treasures from local temples and shrines were placed within the
Imperial Museums “as centralized, regulatory places for objects, both secular and
religious, that were representative of the nation.”'>°

These decoded visual images from the domestic treasure surveys were
simultaneously restructured at national pavilions and in the exhibition catalogues
of international fairs in order to symbolize the nation state: its architectural styles,
paintings, furniture and cultural objects were removed from their original contexts
and re-inscribed within the field of world fair to present their national culture. The
following section will examine national pavilions of world’s expositions as
instances of re-territorialization where traditional artifacts are rearticulated in
accordance with the global system. This does not necessarily mean that the
national pavilions literally displayed the national treasured objects discovered by
Fenollosa and Okakura; and yet, since Okakura did participate in both the treasure
survey projects and the designing of the national pavilion at the Chicago
exposition, there seems to be a connection between them. Moreover, both sites
were a part of the process whereby the field of Japanese art history became

reconstituted in tandem with the national building project.

1% Fenollosa, “Configuration of Imperial Museum,” n.p.
138 Tseng, The Imperial Museums, 141-9.
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3) Spatialization of Hegelian Time: Okakura and Ho-0-den
at the 1893 Chicago Exposition

Working at the heart of the de-territorialization and preservation of
Japanese traditional art, along with Fenollosa, was Okakura Tenshin. Though
Okakura and Fenollosa together contributed to the research and preservation of
Japanese art, Okakura furthermore attempted to promote traditional Japanese art
through his curatorial works. In presenting Japanese art to the international scene,
as Victoria Weston rightfully pointed out, one of Okakura’s “most sustained
arguments,” which persistently appeared in his English writings, was his

137 With consideration of the fact that, in

proclamations of “pan-Asian ideals.
confronting the Western imperialist cultures, he sought to mobilize Asian cultures
either through a racial, communal or spiritual bond, the following will examine
how Okakura presented Japanese art at international fairs in relation to the
cultures of other Asian nations by way of exhibitionary technology.

Okakura'*® was born to a low-ranking samurai family from the Fukui
domain in northern central Japan and raised in Yokohama. In the hopes that
education in English would further his son’s opportunities in Japan, his father
decided to give Okakura a Western-style education which was conducted almost

entirely in English. As Fred Notehelfer and other scholars have pointed out, the

English capability that Okakura received through his early education helped him

7 Victoria Weston, Japanese Painting and National Identity, 4. See also Fred Notehelfer, “On
Idealism and Realism in the Thought of Okakura Tenshin,” Journal of Japanese Studies, Vol. 16,
No. 2 (Summer 1990).

18 He is also known as Okakura Kakuzo, his name by birth.
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to engage with international art scene.'*” At the age of fifteen, Okakura was able
to attend the Tokyo Imperial University— one of the best elite schools at the time —
as part of the first entering class. There, he met Fenollosa who came to Japan in
1878 to teach philosophy and political economy. '*° It was Fenollosa who
introduced Okakura to Hegelian philosophy and Spencerian ideas of evolution.
Under Fenollosa’s sway, his historical writings were largely based upon the
Hegelian model.

In this section, I will investigate the Japanese national pavilion at the 1893
Chicago Columbian Exposition, in which Okakura was involved, as a site of re-
territorializing Japanese art history. I will focus my attention on the exhibitionary
technology — museological and curatorial technology in particular — through
which he rearticulated Japanese art history. As mentioned above, while the
decoded visual currencies from the treasure surveys embodied a “non-place,” or
no place of being fixed, the national pavilion at the Chicago Exposition provided
one instance where Okakura could reorganize Japanese art history through the use
of curatorial technology. As mentioned in the introduction to this dissertation, the
significance of exhibitionary technology lies in its novel effect of “(re)creating the
reality as external” in terms of time and space. More importantly, once the
temporality of Japanese traditional art became frozen and preserved by Fenollosa
and Okakura’s survey project, the time and history of that art become manageable.
If Okakura purported Japanese art to be the conservator and museum of Asian

cultures, the national pavilion at the international fair became a site where he

13 See Notehelfer, “On Idealism.”
149 Okakura entered the university in 1877 and Fenollosa became a faculty member in 1878, as one
of many foreign employees hired at the university.
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could reorganize the temporality of Asian art through specific time frames. I will
focus this particular investigation on the curatorial and museological techniques

of the Japanese pavilion at the Chicago Exposition, called Ho-0-den, where
Okakura participated as a main planner. The Japanese national pavilion, H5-0-den,
[figure 7] consisted of objects that were copied from those of particular historical
periods, and thus the pavilion did not directly display the findings from domestic
treasure survey; and yet Okakura’s involvement in those surveys with Fenollosa
influenced his historical framework, especially in terms of his reorganization of
Japanese art into a museologically and chronologically organized sphere.

At the 1893 Chicago World’s Exposition, Okakura was invited to
participate as one of the council members tasked with advising on the style and
planning for the construction of the national pavilion.'*' The architectural
structure of the Ho-0-den was designed by government architect Kuru Masamichi,
and its rooms were decorated and designed by students of the Tokyo Fine Arts
Academy under the direction of Okakura, who also explicated the design and
purpose of the Ho-0-den in the catalogue. The Ho-0-den therefore needs to be
read largely from Okakura’s vision of national art, in association with Asian art in
general, both of which are made clear in his other essays, The Ideals of the East

(1903), The Awakening of Japan (1903-4) and The Book of Tea (1906).

! Mishima Masahiro, “1893 nen Shikago bankokuhaku ni okeru H-6-den no kensetsu keii ni
tsuite,” Nihon Kenchiku Gakkai keikakukei ronbun hokoku shu (Journal of architecture, planning
and environmental engineering) (Nov., 1991): 153-4.
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In the history of Japanese art, the Ho-6-den had not yet received any proper
attention,'** but it should be reconsidered as an important constitutive moment,
after the domestic treasure surveys and before the Histoire, in the constitution of
pan-Asiatic aesthetics. The following will attend to the museological structure of
the H5-0-den in terms of how it attempted to present the aesthetics of pan-
Asianism through a specific time frame. Importantly, the Ho-0-den was structured
as a museum space, as if anticipating the concept of “the museum of Asiatic
civilization” that would come to be propagated by Okakura and Kuki. In a sense,
the idea of the museum of Asiatic civilization is key to understanding Japan’s
national image in relation to the West and other Asian countries. Accordingly, I
will focus below on how the H6-0-den was constituted as a museum space in
presenting Japan’s relation to Asian culture in general.

The architectural and design styles of the H5-0-den were intended to represent
this art historical periodization as if it were being presented in a museum space.
While the exterior design was based on the Fujiwara period, specifically styled
after the eleventh century Ho-0-do (Phoenix Hall) in Uji, each interior room
reflected the style of a particular period, and each was modelled after a famous
architectural site. For example, the left wing of the building was constructed in
accordance with the features of the Fujiwara era; the right wing was based on the

style of the Ashikaga period; and the central hall represented the style of the

"2 See Ellen P. Conant, “Japan ‘Abroad’ at the Chicago Exposition, 1893,” in Challenging Past
and Present: The Metamorphosis of Nineteenth-Century, edited by Ellen P. Conant (Honolulu:
University of Hawaii Press, 2006.), 254-280.
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Tokugawa dynasty.'** More specifically, the Fujiwara room was styled after the
Imperial Palace in Kyoto, reflecting the Fujiwara style; the Ashikaga rooms were
based on rooms in Jishgji’s Silver Pavilion (Ginkaku); and the Tokugawa suite
followed the Old Edo Castle in Tokyo. Each room held architectural features such
as furniture, musical instruments and utensils, which also followed the style of
each period.'** For instance, the Fujiwara room was designed by Kose Shoseki,
who decorated the fixed and sliding shdji panels with yamato-e style paintings. In
the Ashikaga room, fusama wall panels and hanging scrolls were painted in
“sesshii” style by Kawabato Gyokusho'* [figures 8, 9, and 10].

In actuality, Ho-0-den’s architectural program itself was constructed
according to the chronology of Japanese art, from the Fujiwara period to the
Tokugawa period, and set up like a museum space [figure 11]. The Shikago
Hakurankai Jimukyoku Hokoku (Official Report for Chicago Columbian
Exposition; hereafter Shikago Hakurankai) spells out that it was initially the
Muromachi period alone that was considered in the planning stage. According to
the Shikago Hakurankai, this was mainly because the Chicago Exposition was a
celebration of the discovery of the American continent by Columbus, and Japan’s
Muromachi period temporally corresponds to this event. As discussion over the
construction of the building progressed, however, the Edo period was also brought

up, since it was during that period when the U.S. first signed a treaty with Japan,

' Okakura, “The Ho-6-den (Phoenix Hall), An Illustrated Description of the Buildings Erected by
the Japanese Government at the World's Columbian Exposition, Jackson Park, Chicago,” reprinted
as “The Ho-0-den,” CEW, vol. 2, 5-29.

4 Ibid., 5-29.

%5 Ibid., 20-6; cited in Weston, Japanese Painting, 112-14.
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establishing a connection between the two countries.'*® On the other hand,
Mishima Masahiro contends that the Fujiwara period was chosen for its particular
artistic importance, according to Okakura, in the development of a “pure”
Japanese style. As is seen in Kuru’s original plan, the Fujiwara period was
initially considered to be more important than the others, which makes us assume
that the selection of the periods for this building was heavily influenced by
Okakura’s notions of Japanese art history.'*’ [See figure 12].

However, the presentation of the history of Japanese art was not merely to
show its stylistic development; Okakura in fact reconstructed it in order to elevate
the status of Japanese art and culture. Indeed, at world’s fairs throughout the
nineteenth century, Japanese artwork had often been enjoyed merely as exotic
objects, and Okakura sought to revise this outlook by rearranging geographic,
religious and historical relations. He thus paid special attention to the way that
Japanese visual art could be displayed within a “fine arts museum” in order to be
deemed as “high art,” not as the so-called “applied arts.” Okakura stated that
Japanese arts, since the Vienna Exposition of 1873, had been exhibited as
“applied” or “industrial” arts, and were considered to be incapable of being
displayed at a fine art museum. In this regard, Okakura stated that Japan should
take advantage of the Chicago Exposition as a chance to elevate Japanese art to

the level of “fine arts.”

Today we should no longer be satisfied with the display of Japanese art as
applied arts [at the Universal Expositions]. Nations such as England and

'4® Mishima, “1893 nen Shikago,” 113. See also Rinji Hakurankai Jimukyoku , Shikago
Hakurankai Jimukyoku Hokoku (Tokyo: Rinji Hakurankai Jimukyoku, 1895), 503-509.
'*7 Mishima, ibid, 109-13.
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France possess their own unique art, and it may not be easy to persuade
these nations to understand the true meaning of Japanese art. The United
States, on the other hand, alone does not have a fixed national art ideal,
which I believe will be advantageous to our efforts.'**
Okakura went on to argue that the saturated distinction, made primarily in the
West, between “fine arts” and “applied arts” could not be applied to Japanese art
in part because the ways in which Japanese visual arts were produced and
consumed were in vastly different contexts from those of the West. What Okakura
sought to display within the H5-6-den’s museological structure was not the
conventional displaying method in which objects are presented simply according
to their media and uses, but special curatorial techniques where they are on
exhibit within a specific and synthetic context.'*” Okakura wished for the
exhibition to be understood and consumed as a whole environmental setting, not
merely as a display of exotic curiosities. In Chicago, in order to avoid
representing Japanese art as that of an Oriental country, Okakura attempted to
reconfigure its spatial and temporal network by using museological techniques,
moving beyond the linear narrative of stylistic changes. It is important to note that
the modern museological and exhibitionary systems that Okakura used were, as is
well known, invested with Hegelian theory in which the progressive temporality

is spatially arranged. I will thus explore how Okakura, through his use of

"% Okakura Tenshin, “Shikago hakurankai shuppinga ni nozomu,” Okakura Tenshin zenshu, Vol.
3 (Tokyo: Heibon Sha, 1980-1981), 188; translation cited in Murai, “Authoring,” 133
' Murai, “Authoring.” 132-134.
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exhibitionary techniques, sought to re-territorialize Asian art within a specific

time frame. ">’

As many scholars have pointed out, the history of Japanese art as it was
conceived by Okakura Tenshin was established within a Hegelian framework
largely under the influences of Ernest Fenollosa. This Hegelian influence is more

clearly pronounced in Okakura’s The Ideals of the East:

The East has had its own form of that period called Symbolic, or
better still, perhaps, Formalistic, when matter, or the law of material
form, dominates the spiritual in art. The Egyptian and Assyrian
sought by immense stones to express grandeur, as the Indian worker
by his innumerable repetitions to utter forth infinity in his creations.
Similarly, the Chinese mind of the Shii [Chou] and Han dynasties
pursued sublime effects in their long walls, and in the intricately
subtle lines which they produced in bronze. The first period of
Japanese art, from its birth to the beginning of the Nara era, however,
imbued with the purest ideal of the first Northern development of
Buddhism, still falls into this group, by making form and formalistic
beauty the foundation of Artistic excellence. Next comes the so-
called Classic period when beauty is sought as the union of spirit and
matter. To this impulse, Greek Pantheistic philosophy in all its phases
devotes itself, and the works of the Parthenon, with the immortal
stones of Phidias and Praxiteles, are its purest expression. ...
Japanese art ever since the days of the Ashikaga masters, though
subjected to slight degeneration in the Toyotomi and Tokugawa
periods, has held steadily to the Oriental Romantistic ideal — that is to
say, the expression of the Spirit as the highest efforts in art."”’

In other words, Okakura, taking guidance from Hegalian ideas, perceived the
unfolding of Japanese art history as a dialectic movement between “matter” and

“spirit.” For Okakura, the Nara period was considered as the Classic period,

comparable to the ideal of Greek art; “[Buddhist] sculpture [in Nara] is, par

1% See Stefan Tanaka, “Imaging History: Inscribing Belief in the Nation,” The Journal of Asian
Studies, Vol. 53, no. 1 (Feb. 1994): 24-44.
151 Okakura, “The Ideals of the East,” in CEW, Vol. 1, 93-5.
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excellence, the form best adapted to this conception [of Classic].”'** Furthermore,
the Ashikaga period was discussed as the time when art gained self-consciousness
(jikaku). To put it differently, in The Ideals of the East, Okakura discusses the
way in which the East reached the stage of self-consciousness with the conquering
of Matter by Spirit in the Romantic age, especially with the influence of Neo-
Confucianism in Sung China and later in Ashikaga Japan.'*® All in all, on the
basis of the Hegelian framework of the dynamics between matter and spirit,

Okakura’s Japanese Art History (Nihon bijutsushi) divides Japanese art history

into three periods: Ancient (_£ &), Medieval (f &7) and Modern (i tt). Each

period is then respectively described as follows: “In terms of the spirit of the
period, the Nara period represents ‘idealism,’ the Heian period ‘emotionalism,’
and the Ashikaga period ‘self-consciousness.””'**

Of central importance to understanding Hegelian history is that it is a
universalization of European history. Hegel, in his Lectures on the Philosophy of
World History, stated that there exists a “temperate zone” within the theatre of
world history, where Asia is the beginning and Europe is the absolute end of
history.'> In other words, as explained by Edward Said, for Hegel, Asia and

Africa were “static, despotic, and irrelevant to world history.”'*® What is

problematic about the incorporation of Hegelian historicity into museums lies in

2 “ibid., 68.

133 Okakura, “Nihon bijutsushi,” in Okakura Tenshin zenshii (hereafter OTZ), Vol. 4, 109-11. See
also Murai, “Authoring,” 39.

1** Okakura, “Nihon Bijutsushi,” 159-66.

"> Georg Wilhelm Friedrich Hegel, Lectures on the Philosophy of World History, translated from
the German ed. of Johannes Hoffmeister by H. B. Nisbet (Cambridge, England: Cambridge
University Press, 1975), 155-60.

18 Edward W. Said, Culture and Imperialism (New York: Knopf, 1993). 1st ed., 168.
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the fact that the specificity of the European schema has now become a universal
framework that is applied to museums across the globe. Okakura’s museological
point of view and his vision of art history are not very different. Under the
influence of Hegelian time and history, Okakura posits that Japanese art is the
absolute end in Asian art history. And Okakura’s Japanese art history is thus not a
mere unfolding of the Japanese spirit through the dialectics between matter and
spirit, but the actualization of “the ideals of the East” through the dialectic
movement between Japan and foreign impulses. It is important to recognize,
however, that each period of Japanese art that was represented at the Chicago
Exposition was viewed in such a way that revealed the dynamic movement
toward Japanese cultural authenticity, with specific relations to foreign nations
presented as its antithesis. In other words, the museological techniques of Ho-0-
den spatialized the Hegelian temporal movement from the Symbolic to the
Classic, and finally to the Romantic Stage. What is critical to note, however, is
that in the course of actualizing the Japanese spirit, the entire field of Asian art
was de-territorialized and redrawn within a specific temporal scope. In this
context, I will now explore how Ho-0-den spatialized this Hegelian temporality
by investigating Okakura’s curatorial techniques.

In his catalogue for the Columbian Exposition, Okakura explains that the
Japanese art of the ancient period demonstrates the influence of Chinese art, as
well as Indian, Greek and other Western schools, which affected the purity and
simplicity of the art’s Japanese-ness. However, these foreign influences were

eliminated in the Fujiwara period, when Japanese art achieved “a renaissance of
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pure Japanese taste.”"”’ This point is also illuminated in Okakura’s The Ideals of
the East, written in 1903, where he examines Japanese art in terms of the nation’s
interactions with China, India and other parts of the world:
“[During the Heian period], the Japanese, by their greater Indian affinity,
enjoyed an advantage over the Chinese ... Those disturbances in China ...
prevented the exchange of diplomatic amenities between the two
countries, and the conscious dependence which Japan began to place on
her own power, induced the statesmen of the time ... to resolve on sending
no more embassies to Choan, and to cease borrowing further from Chinese
institutions. A new era began, in which Japan strove to create a system of
her own, based on the revival of purely Yamato ideals, for the
administration of civil and religious affairs.”"*®
To put it more concretely, Okakura considered the Fujiwara period to be the peak
moment in the development of pure Japanese ideals, which became possible with
the nation’s overcoming of China’s influences.

The Ashikaga period, in the catalogue for the Ho-0-den, is spelled out as
follows: “Once more the influence of the Chinese school made its appearance, an
influence which has not been eradicated to this day.”'*” Again, Okakura speaks of
Japanese art in relation to Chinese art and external influence. On the whole, he
perceived Japanese art history as the realization and development of a pure
Japanese spirit, which was accomplished through the dialectical relationship
between Japan and Asia.

Indeed, Okakura was one of the first people who understood Japanese art
history within the context of international relations, especially with regard to the

network of Asian countries. His vision of Japanese art history within the global

network was explored not only in the national pavilion but also in other essays, in

157 Okakura, “The Ho-6-den,” in CEW, Vol. 2, 8-9.
18 Okakura, “The Ideals of the East,” in CEW, Vol. 2, 82.
1% Okakura, “The Ho-0-den,” 9.
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which he usually mentioned that Japanese art originated in China, Korea and
India,'® who shared what became known as the “aesthetics of pan-Asianism.”"®"
In Japan’s national pavilion, Okakura, through his pan-Asian aesthetics, called for
the unification of Asia in order to counter the Western powers at the heart of the
Euro-American imperialist site, but in this view of unification the cultures of
Asian nations were still seen through a particularly Japanese lens. For example, in
his writing for the Chicago Fair, Okakura discussed Chinese and other Asian art
only as an “origin” or “source,” which means that he saw them as never-changing
territories that functioned only as an inspiration for Japanese art. By contrast, he
emphasized the historical progress of Japanese art. For instance, he describes the
Central Hall at Ho-6-den and its representation of the Tokugawa era as follows:
“The art of that time did not differ materially from that which flourished in the
days of the Ashikagas. It shows, however, decided progress in many respects,
owing to the peace and general prosperity enjoyed by the country for nearly three

hundred years.”'*

To put it differently, from Okakura’s perspective, Ho-0-den
therefore spatialized the temporality of Asian art: Chinese and Korean art were
seen as the origins and the beginnings, or irrelevant to the overall course of world
history, while Japanese art was seen to represent the contemporary and
progressive aspects of Asian art — and yet its progress and prosperity was due to

its conservation of the heritage of other Asian cultures. This implies that Japan is

situated within the broader Asian network, and yet Japan is distinctive from other

10 Okakura, “Nihon Bijutsu,” OTZ, Vol. 4, 15.

"l See Aida Yuen Wong, “Okakura Kakuzo: Aesthetic Pan-Asianism,” in Sources of Japanese
Tradition: 1600-2000 (New York: Columbia University Press, 2006), 139-40.

162 Okakura, “The H6-0-den,” 16.
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Asian nations due to its power, knowledge and progress. Japan is therefore able to
function as “a museum” where it can treasure all the artifacts from Asia,
simultaneously protecting them from the West and unifying the civilization of
Asian nations. In other words, to Okakura, the museological displays of the Ho-6-
den were not only presenting re-territorializing moments of Japanese art history,
but also the key moments to be preserved, permanently frozen, as the apex of
Japanese art history with its current power and technology. As Okakura goes on to
say: “Thus Japan is a museum of Asiatic civilization; and yet more than a
museum, because the singular genius of the race leads it to dwell on all phases of
the ideal of the past...”'® By building the Japanese pavilion as a museological
space, he was acknowledging Japan’s debt to Asia’s artistic achievements from
the ancient eras, but at the same time pronouncing Japan as the ultimate
culmination of the spirit of Asia. The following section will investigate how the
idea of Japan as a museum of Asian art and culture was pushed to the forefront in
Histoire; and how Histoire thus tried to document and rearticulate the notion of

Asian art through the techniques of cataloguing.

4) The Histoire de L’Art du Japor*®* and Cataloguing
It was through the Histoire [figure 13] that the task of documenting

Japanese traditional art and the writing of Japanese art history were officially

195 Okakura, “Ideals of the East,”15-16.

1% For more about Histoire and Kahon, see Takagi Hiroshi, “Nihon bijutsushi no seiritsu shiron —
kodai bijutsushi no jidai kubun no seiritsu,”; and Mabuchi Akiko, “1900 Pari bankoku hokurankai
to Histoire de I'Art du Japon wo megutte,” in Kataru genzai katarareru kako: Nihon no
bijutsushigaku 100-nen (Tokyo: Kokuritsu Bunkazai Kenkyujo,1999); and see also Satd Dashin,
“Nihon bijutsu” tanjo: kindai Nihon no “kotoba” to senryaku (Tokyd : Kddansha, 1996).; and
Doshin, Modern Japanese Art and The Meiji State.
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achieved. The importance of Histoire lies in the fact that it was one of the first
inclusive projects to chronologically order the history of traditional Japanese art
on the basis of the nation’s various treasure survey projects. Julie Christ Oakes
claims that,

What primarily sets Histoire apart is that most of the objects selected for

inclusion were Japan’s first actual “national treasures,” the designation

having been officially inaugurated in the 1897 Ancient Shrines and

Temples protection law. For the first time, and in one place, the

international community was introduced to a “Japan” made possible by the

existence of this formally (and imperially) designated cultural
patrimony.'®’

Although there were many other efforts to document and historically
organize these artifacts, the most final list of Japanese national treasures,
especially in terms of those entered into the international scene, became officially
determined through the Histoire. This section investigates the Histoire for the
1900 Paris Exposition from the lens of another exhibitionary technology — that of
cataloguing. The process of selection, chronologically reordering and adding
captions and explanations are all technologies of cataloguing.

The Histoire, one of the most important art historical publications in Japan,
was planned as a guidebook for the Japanese pavilion at the Exposition
Universelle of 1900, with the aim of introducing the history of Japanese art to the
international scene. Despite being targeted toward a French audience, it became
the first official Japanese art history to be published in Japan. It was soon
followed by the publication of Kohon Nihon Teikoku bijutsu ryakushi (A draft of

the brief history of the art of the empire of Japan, 1901; hereafter Kohon), which

was the Japanese version of the Histoire. The fact that the first Japanese art

165 Oakes, “Contestation,” 147-8.
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history was inseparable from the presentation of art at international fairs
demonstrates that the writing of Japanese art history itself was, as Takagi Hiroshi
argued, “that of self-portrait.”'®® After its completion, a total of 1000 copies were
printed and 279 of them were distributed to the world, including the European
powers, the U. S. and China via their respective embassies. It was originally
intended to be used as a guidebook for Japanese art, but it was published right
before the closing date of the exposition. It is notable that the Histoire, unlike the
previous writings for the Japanese national pavilions, was based upon highly
scrutinized field research and a systemized chronological scheme.

It was Okakura and Kuki who took the main responsibility for
cataloguing the Histoire, since Okakura was the chief editor until he was ousted in
1898 while Kuki supervised the entire cataloguing project as a head of the
imperial museum — and also wrote the foreword. I will discuss this exhibitionary
or cataloguing technology from the views and writings of both Okakura and Kuki.
Despite the fact that Okakura was expelled in the middle of the Histoire’s
completion due to his personal affair, he was probably the only person who could
connect the results of the Rinji survey to the writing of national art history. Also,
most of the Histoire reflects Okakura’s influences in terms of the selection of
pieces and the overall historical vision. For example, the list of works that he

created while participating in the domestic treasure investigation and a great

1% Takagi, “Nihon bijutsushi,” 74. The same article can be found in Takagi Hiroshi, Kindai
tennosei no bunkashi-teki kenkyii (Tokyo: Azekura Shobo, 1997): 345-81.
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number of pieces he discussed his Nikon bijutsushi (Japanese Art history)'®” were

equally included in the Histoire."®®

Kuki was one of the most influential art administrators of his time; he
became the head of the Rinji survey in 1888 and the head of the three imperial
museums in 1889. It is not an exaggeration to say that most of the cultural
property protection policies from this time were influenced by him. This section
seeks to examine the Histoire as another re-territorializing instance where the
visual images that were decoded through the Rinji project were redrawn into
national art history though the Histoire’s exhibitionary technology. I especially
attend how the Histoire presented Japanese art history as a museum wherein other
Asian art is preserved and presented through a particular time frame.

The importance of publishing an art historical text during the exhibition
was explained by Pari Bankoku Hakurankai Rinji Hakurankai Jimukyoku hokoku
(The Official Reports on the 1900 Exposition; hereafter Pari Hokoku) as follows:

By explaining the fluctuation and principles of Japanese art, this
publication aims to show that there is a difference between Western and
Asian art, and that Japanese art has Asia’s own authenticity; and therefore,
we can argue that our art has its own values to be viewed ... The fact that
Japanese art has originated from India via China and Korea indicates that
it has the long history from the Nara, Heian, Kamakura, through the
Asikaga, Toyotomi, and to the Tokugawa period. This not only means that
its history is as long as that of Western art, but also that its techniques are
by no means inferior to its Western counterpart. The techniques are often

more advanced. Henceforth, by letting artists explain the detailed
principles and history of our nation, it is necessary to make the Western

' This book is based on a lecture that Okakura delivered at the Tokyo School of Fine Arts in
1891, but it was published in this format much later; see Okakura Kakuzo, “Nihon bijutsushi,”
OTZ, vol. 4 (Tokyo: Heibon Sha, 1980-1).

'8 Takagi, “Nihon bijutsushi,”., 94.



World Display, Imperial Time Kang, 104

- . 169
world recognize our national art.

As the Pari Hokoku contended, the Histoire had the intention, out of a sense of
nationalistic desire, of demonstrating its long national heritage on par with the
Western tradition. And yet, as Satd Doshin deftly pointed out, the construction
of “Japanese art history” should be considered not only in terms of its aim of
shaping the country’s national identity, but also in terms of its goal of
restructuring global relations at that time. Given the presentation of the larger
East Asian context within the Histoire, the staging of Japanese art history in
Paris equally implied Japan’s self-perception as Asia’s leader in the wake of
Sino-Japanese war.'” It is important to note that the Japanese pavilion at the
1900 Paris Exposition included and presented more artwork from other Asian
nations than was ever done before within the Japanese sphere; I argue that this
was part of Japan’s efforts to present itself as the guardian of Asian art and
cultures within the Asian empire.

Significantly, the Histoire employs the framework of the universal, so-
called Western art historical schema. Among other things, the larger structure of
the Histoire consisted of three main epochs — Ancient, Medieval and Modern.'”
Also, the collected cultural objects from the treasure surveys were here
reclassified in accordance with the very Western concept of arts categories such as

painting, sculpture, applied art and architecture. Under the Histoire’s

19 Nohomushd, Sen-kyihyakunen Pari Bankoku Hakurankai hokoku (Tokyo, Noshomushd, 1902),
10-11.

' Satd Doshin, Bijutsu no aidentiti: dare no tame ni, nan no tame ni (Tokyd: Yoshikawa
Kobunkan, 2007), 41.

! K&hon consists of three major sections, and Histoire of five main sections, but Histoire’s five
sections can largely be divided into three parts.
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chronological structure, each period began with its own social milieu followed by
the characteristics of visual arts in each period, much like the presentation
structure of any museum or art history book in the West. Moreover, the prefaces
for the Histoire and Kohon both contained an explanation of the geologic, climatic
and psychological attributes of the nation, from which Japanese arts were
produced. That these publications also put a significant emphasis on religious art
and royal heritage in the Ancient period also reflects a Western type of art history
writing.'”* In sum, it was through the international stage and the use of
cataloguing techniques that these Japanese traditional objects were translated into
the Histoire de I’Art du Japon, a general survey of Japanese art.

According to Takagi Hiroshi, the Histoire mostly employed the results
from the Rinji survey due to financial restrictions.'” Indeed, the preface of the
Histoire states that, thanks to the Rinji’s “careful and assiduous examination of
the treasures contained in the various temples of the empire ... the detailed,
accurate and scrupulous surveys” were made possible, especially in terms of
indicating the names, dates, forms and qualities of the artworks.!” One of the
major tasks of the Rinji was to collect cultural treasures and then gather
information on the objects’ manufacturing years, the genealogical connection
among them and the creator of each piece; this information became the basic

foundation for the Histoire.'”

172 Satd, Bijutsu no aidentiti, 43-4.

' Takagi, “Nihon bijutsushi,” 91-93.

174 Kuki, “Preface,” in Histoire de L ’Art du Japon, by Tokyo Teishitsu Hakubutsukan (Paris, M.
de Brunoff, 1900), xiv.

'3 Takagi, “Nihon bijutsushi,” 81.
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One of the main functions of cataloguing is to select and organize
artworks. It should be recognized that the Histoire incorporated and presented
more Chinese and Korean art to the forefront than had ever been done before
within the Japanese boundary, and it self-promoted the exhibit as a museum
wherein this art could all be conserved and protected. With its political and
militaristic power, as well as the fact of its heritage coming from ancient Chinese
and Korean culture, Japanese art seemed to reach its climax moment in the Meiji
period; a preservation of this moment was attempted through these cataloguing
and museological techniques. Among other things, it was only after Japan’s
ancient visual materials were decoded and preserved as abstract visual currency,
as in Rinji, that the cataloguing and reorganization of Japanese art history became
possible.

Kuki’s introduction for the Histoire begins with a melancholic feeling

regarding China and India as the source of Japanese culture:

In effect, Japan sees China and India. These are some of the oldest
empires on earth. What impression do they leave you? Considering them
from their current conditions, a melancholic feeling penetrates us deeply.
Once they both have reached the highest degree of prosperity, and their
civilization was extremely refined; and yet nothing today can attest to
their ancient splendor other than their ruins. And nothing that is left to the
present there can be compared to the energetic and sustained efforts of our

1
race. 76

It is noteworthy that Kuki smoothly compared the regrettable situations of China
and India to the energy and desire of Japan. This first Japanese art history book is

now connected to the global context, not simply the Japanese history of art.

1 . o ..
7 Kuki, “Preface,” Histoire, xii.
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Almost all of the early objects included in Histoire and presented in Paris
— especially those of the periods from Empress Suiko (554-628) to Emperor
Shomu (701-756) — cannot be discussed without reference to the art of China and
Korea. Due to the presence of Chinese and Korean art in Japanese art history,
Japanese culture was thus presented as the “museum of Asiatic civilization,”
whose concept Kuki probably developed in collaboration with Okakura. The
Histoire describes the early stage of Japanese art as follows:
From the reign of Emperor Kimmei (509-71), Korea has been an
intermediate role of Chinese arts and has transmitted the time of six
dynasties. ... Since Empress Suiko supported Buddhism, temples and
pagodas, Buddhist statues and many religious objects were created so that
the architecture and sculpture began to develop and more adequate and
delicate forms were introduced. But many works during those times were
done by the naturalized Koreans, and are, therefore, stamped with purely
Korean characteristics.'”’
The Histoire therefore explains that the culture and society of ancient Japan
demonstrated Chinese and Korean influences. For example, the account of the
Suiko period (from the late 6™ century to the early 7™ century) states that Japanese
art in this era was still struggling with the new technologies from the continent, so
that “all of visual arts, including painting, temples, sculpture, and architects had to

borrow the hands of the Koreans and the Chinese.”'”®

It goes on to describe that
during this period, new thoughts, literature and beliefs (specifically the
Confucianism of China) came to be passed on to Japan, and most of these
transmissions impacted on every aspect of Japanese society.

For instance, a number of objects from Horyiji temple, which were mostly

made under Empress Suiko’s reign, were influenced by or often had been made

177 Histoire, 11.

18 Ibid., 36.
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by the Koreans. The bronze Buddhist statue called Kwanzeon Bosatsu, which had
originally been situated in the Horyiji but was now placed at the Imperial
Museum, was also displayed at the national pavilion of the 1900 exposition and
shows the hint of Korean influence. [figure 14] The Histoire specifically
discussed the statue as an example of the impacts of Korean techniques —
specifically a process in which two thin metal sheets are made separately, then
later assembled and riveted together by the edges. The catalogue goes on to state,
“In fact, a great number of ancient Buddhist sculptures that remained in Korea
were manufactured in this technology, so we can assume that this country is the
birthplace of this technique.”'”

Hundreds of Miroku Bosatsu bronze statues, in particular, were imported
from Korea, and these were often copied by Japanese artisans. Hence, the styles
of Japanese Miroku Basatsu statues were mainly under the sway of Korean
models. The Histoire, in fact, discusses many Miroku Bosatsu statues made under
the Suiko reign at Horyiji, judging from the statue’s hands and feet that their
construction held strong connections to the Korean school.'™ Moreover, in case of
the Yakushi Butsu from the 7" century, it is discussed with consideration of the

181
81 In

influence of Indo-Greek style, which came to Japan via Chinese imports.
sum, the national pavilion of the 1900 exposition tried to cover and present the
spectrum of East Asian art within the cultural domain of the Japanese empire.

What is most important to note in the presentation of Chinese and Korean art

within the Japanese cultural boundary is that Chinese and Korean art forms are

17 Ibid., 42.
180 Ibid., 43.
81 Ibid., 59.
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considered to be both cultural sources and early stages of East Asian art, imposing
a specific time frame upon them.
Almost half of Kuki’s “preface” discusses the relation of Japanese art to

that of China:

It was under the dynasties of Sui and Tang that our country came to build,
for the first time, the relations with China, and afterward, the regency
became prosperous particularly in the Asuka period in connection to India.
These relationships became more frequent, more intimate, and then
settled; and those of who visited in China and India, either for the purpose
of consolidation, or to learn the religious doctrines, in turn brought the
wonders of Chinese and Hindu arts. And they awakened our art and
culture, and we are still today surrounded by these works in temples and
in our museums.'**

Kuki went on to describe this further:

However, it would be in vain, if we were to seek the same wonders in
China and India today. It is only with us ... It is only by Japan that the
scholar can find enough materials and recover the general characteristics
of the a}’gvorks, whereas China and India have poor understandings of the
history.

These cultural treasures, despite having been transferred from China and India, to

this day can be viewed within Japan, at Shosoin in Nara and at Daigo-ji in

184

Kyoto. ™ Kuki demonstrates that the ancient masterpieces have been beautifully

182 K uki, “Preface,” Histoire, xii-xiii.

*** Ibid., xiii.

"% The Shosoin (1IE A BT) is an imperial treasures house located within Todai-ji, Nara. The Todai-ji
Shosoin began when Empress Komyd donated over 600 items to the Todai-ji, and it further
expanded later in Heian period when a great number of treasures were transferred from a different
warehouse in Todai-ji. Therefore, much of the collection originated in the 8th century and came
mostly from Japan, and yet there are also a great number of materials that came from Tang China.
Some other items are from Korea, India, Greece, Rome and Egypt. Fenollosa depicts Shasdin in
his book Epochs as follows: “the first impression one gets is of being in a second resurrected
Rome, of the continental scale of an Asia. Apparently the whole range of the massive continent
had poured its treasures into the lap of Nara: Babylon and the Persia of the Sassanids, and India
and Ghandara, and Annam, and the Amoor, and of course China and Corea, all contributing
substantial quota”; see Fenollosa, Epochs, 112.
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preserved since Japan has historically appreciated these cultural heritages. Thanks

to these well-kept “artistic patrimonies,” Japan, according to Kuki’s preface, now

continues to stimulate artistic activity and support artistic passion.'®* Histoire

henceforth shows off Japanese culture’s capability to function as a museum

and moreover presents it as the conservator of Asian art.'*® A passage from

Okakura’s The Ideals of the East states:
It is in Japan alone that the historic wealth of Asiatic culture can be
consecutively studied through its treasured specimens. ... The treasure-
stores of the daimyos, again, abound in works of art and manuscripts
belonging to the Sung and Mongol dynasties, and as in China itself the
former were lost during the Mongol conquest ... some Chinese scholars of
the present day to seek in Japan the fountain-head of their own ancient
knowledge.'®’

This implies that Japanese culture was now functioning as “a museum” where it

could treasure all the artifacts from other Asian nations, simultaneously protecting

them from the West and using them to represent Asiatic civilization. As

mentioned above, Okakura goes on to conclude: “Thus Japan is a museum of

Asiatic civilization; and yet more than a museum, because the singular genius of

185 Kuki, “Preface,” Histoire, Xiii.

1% Kuki’s views of Japan as the museum of Asia are also illuminated in his preface for Shinbi
taikan's inaugural issue: “The Japanese people, who possessed an inborn idea of the beautiful,
obtained abundant materials for expressing it in concrete forms, when Buddhism was brought into
them. ... That Buddhism was at once accepted by the Imperial family as soon as it was brought in
and for thirteen hundred years continued and still continues to hold the belief of the Japanese
people, when it has almost disappeared in its native land, India, has degenerated into mere
superstition in Tibet and Mongolia, and is believed only by the low and ignorant classes of people
in China and Korea, is in a large measure attributable to the help of the fine art which it called
forth.” Kuki Rytiichi, “Preface,” Shinbi taikan, 1899: cited by Oakes, “Contestation,” 109.

87 Okakura, The Ideals of the East, 7; the same logic is also repeated in his The Book of Tea
(Tokyo: Heibonsha Ltd., 1983), which was originally published in 1906 in New York: “It is in the
Japanese tea ceremony that we see the culmination of tea-ideals. Our successful resistance of the
Mongol invasion in 1281 had enabled us to carry on the Sung movement so disastrously cut off in
China itself through the nomadic inroad. Tea with us became more than an idealisation of the form
of drinking; it is a religion of the art of life,” 7-8. See also Tsuruma Kazuyuki, “Tenshin to
Chiigoku,” in Okakura Tenshin to Izura, ed. Morita Yoshiyuki and Koizumi Shin’ya (Toky®:
Chuo Koron Bijutsu Shuppan, 1998), 330-1.
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the race leads it to dwell on all phases of the ideal of the past, in that spirit of
living Advaitism which welcomes the new without losing the old.”'®®
Significantly, as this passage indicates, both Okakura and Kuki regarded
contemporary Japanese art as the apex of its historical development, and believed
that it must be preserved and sustained as such. It is upon the consideration of this
culmination that the cataloguing technology was able to present the idea of Japan
as the conservator and museum of Asian art.

This framework of Asian art history in terms of its temporal-geographic
relation to Japan was, in fact, more clearly materialized in Okakura’s curatorial
activities in the U.S. By examining his curatorial designs in the displays of Asian
art, we can draw conclusions about the way in which his notion of the “museum
of Asiatic civilization” was actually realized. And this will also help us to guess at
how the actual objects from the Histoire were displayed within a specific
temporal scheme. Okakura worked as an expert and a curator of the Asian Art
collection at the Museum of Fine Arts, Boston (hereafter MFA) from 1904 until
his death. The recreation of the Asian Art collection at the Museum was largely
associated with the spatial organization of the Japanese pavilion at the 1900
Exposition as well as Okakura’s book, The Ideals of the East. Around the 1890s —
thanks to the donations from three Bostonian collectors, Bigelow, Fenollosa and
Morse — the MFA emerged as one of the most significant museum spaces in North
America, preserving a number of Japanese and Chinese artworks. Despite its
expansive collection of Japanese art, the museum did not have an expert to

classify and organize them on the basis of historical knowledge, particularly after

'8 Okakura, The Ideals of the East, 7
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Fenollosa’s departure from the museum. Around 1904, Okakura was first hired as
an “Asian art expert” through his connection to the collectors, and then was
appointed as an advisor to the Department of Chinese and Japanese art in 1905.
According to Noriko Murai, Okakura’s primary contributions to the museum
collection were first the expansion of the Chinese collection, and second his
reframing of the Asian collection and its exhibitions. Accordingly, after his
arrival, “the method of display changed from a crowded, comprehensive
presentation of the collection to an anthological show of select works.”'® More
specifically, where the previous displaying method was organized based on the
collectors or the media of each piece, the East Asian art collection was
restructured by Okakura primarily in accordance with chronological order. This
change occurred in part because the MFA was following the new museological
trend of the time that emphasized the “aesthetic nature of the museum
experience,” and moreover because it was equally Okakura’s lifetime goal to
reframe Japanese art in line with the universal art historical schema.'*’

The displays of the Department of Chinese and Japanese art, staged in the
new building of the MFA on Huntington Avenue, were significant examples of
the new curatorial techniques that Okakura employed. For instance, the Japanese
and Chinese art collections had previously been exhibited depending either on

their media — such as ceramics, sculpture or hanging scrolls — and often alongside

1% Murai, “Authoring,” 135.

" According to Anne Nishimura Morse, this was in part because the MFA rejected the old South
Kensington model in displaying methods, instead following new methods of arranging items by
culture and date. See Anne Nishmura Morse, “Promoting Authenticity: Okakura Kakuzo and the
Japanese Collection of Museum of Fine Arts, Boston,” in Okakura Tenshin and the Museum of
Fine Arts, Boston (Nagoya and Boston: Museum of Fine Arts, Boston, 1999), 145-6.
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European artwork; or else they were organized by their collectors, such as the

191

Morse collection or the Fenollosa collection. " Once Okakura was involved, he

reorganized the East Asian section, beginning with Chinese objects and moving
toward Japanese art, in a combined method of an ethno-historical manner.'*?
While rearranging the collection, Okakura’s own temporal-geographical vision of
Asia emerges, equally reflecting that expressed in the Histoire. One of his goals in
reframing the Asian art collection lay in his building of a “representative
collection of Oriental art,” not solely based on Japanese art, through a “systematic
strengthening of the collection.” Notably, his vision of the overarching pan-Asian
art collection and its chronological reorganization, which was realized in the MFA
collection, had already been anticipated in Histoire and The Ideals of the East."”
Such a pan-Asian history of art tends to begin with Indian and Chinese art, with a
trajectory toward Japan. For instance, displays for the Chinese and Japanese art
collection in the new building on Huntington Avenue “follow[ed] chronological
sequence as far as possible, beginning the circuit with the parent art of China, and

thence proceeding to Japan.”'*

Upon entering the East Asian galleries, visitors
would face a long corridor in which ceramics from China and Korea were

arranged in chronological order. This corridor led to the two Chinese rooms where

! This is described by Nishimura as follows: “In Boston, plaster casts of celebrated classical and

Renaissance sculptures dominated the lower floor, and in the European galleries on the second
floor were densely hung groups of paintings. Turn-of-the-century photographs of the Japanese
galleries reveal cramped arrangements of objects with example after example of lacquerware or
metalwork arranged side by side.” Morse, “Promoting Authenticity,” 145.

192 “The Department of Chinese and Japanese Art,” Museum of Fine Arts Bulletin, vol. 7, nos. 40-2
(December, 1909): 56-8.

13 Kuze Kanako, “Okakura Kakuzo (1862-1913) to Boston Bijutsukan,” Bijutsushi, vol. 159, no.1
(Oct., 2005): 5; see also Okakura, “Conversation with Mr. Okakura,” November 27 (1904), in
CEW, Vol. 3, 352.

194 «“The Department of Chinese and Japanese Art,” 56.
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early Buddhist arts and stone sculptures were displayed as along with bronze
vessels and jade works. These were followed by a number of Japanese rooms
where objects were arranged historically. So, the first two Japanese rooms were
devoted to Buddhists arts and porcelains from the Heian and Kamakura periods,
while the next room displayed ink paintings from the Muromachi period. The
third and fourth rooms were then devoted to the Momoyama and Edo periods,
showing scrolls and screen paintings.'” [see figure 15] In other words, the East
Asian art collection at the MFA was primarily focused on Japanese art, and yet
Chinese art and Korean art were considered to be historical resources and a
beginning point for East Asian art, fixing specific time frames to each region."”
In regard to these museological methods, Sato Doshin argues that “the history of
Asian art was conceived on the basis of works of Chinese art in Japan that had
already gone through the filter of Japanese taste; therefore, we may say this
situation resembles the view of the history of Japanese art constructed by
Japonisme in accordance with Western taste.”"®’ Specifically, the studies of
Indian art and Chinese art that were done within the discipline of Japanese art
history concentrated on the very particular periods that had the greatest impacts
on Japanese art, and therefore the conception of Asian art that was represented by
Okakura was filtered through his own perspectives.'”® Through the process of

being reframed through the lens of a particular chronological structure toward

%5 Ibid., 56-8.

196 K anako, “Okakura Kakuzo,” 8.

Y7 Satd, Modern Japanese Art and The Meiji State, 175-6.

"% Satd adds to this: “the problem of studies on Asian arts in Japan lies in the fact that they were
focused on the works residing within Japan, without any field research in their original countries.”
Sato, Bijutsu no aidentiti, 44.
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Asia, and through the use of new curatorial techniques, Chinese and Korean art is
shown to remain static in the Ancient period, whereas Japanese art is shown to
progress toward the present.

Using this museological schema, what the 1893 Chicago Exposition
project and Histoire from the 1900 Paris Exposition both set out to reframe was
the temporal map of Asian culture. As described above, though the Chinese and
Indian cultures were highlighted as the sources of Asian civilization, Japan was
singled out as the current leader of Asia thanks to its sufficient preservation of the
cultural heritage that it benefitted from China and India. By spatially distributing
this particular time frame across the Asian continent, what emerged was the
perception of contemporary Japanese art as the culmination of Asian art and
culture — a culmination which needed to be conserved as it was for Japan. The
way in which these exhibitionary techniques featured each region in a specific
temporal frame is equally reflected in Okakura’s description of Chinese history.
In his “Shina nanboku no kubtsu (Distinction between the South and North of
China),” written right after his visit to China in 1894, Okakura questions whether
China is really one nation. While rejecting the general assumption of China as one
unified entity, he suggests that China is culturally and ethnically divided into a
Southern region and a Northern region on the basis of the Yangtze and Yellow
rivers. This spatial distinction and disconnection similarly led to a sense of spatial
temporalization. In his account of the history of Chinese art and culture, Okakura
describes “the spirit of the Yellow River area during the late Zhou period, the

purity of the Yangtze River in the Sung periods, and the simultaneous prosperity
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in the Yangtze River and Yellow River area in Tang period reach[ing] its peak in
Chinese cultural history.”'*’ In other words, the fact that Okakura assigned each
region its distinctive time zone in the historical development of China — which is
seen here through contemporary eyes — demonstrates his understanding of spatial-
temporal distribution.

In line with his vision of the spatialization of time within history, Okakura
similarly saw the region of Asia as having a varied spatial arrangement of its
temporal zone, as clearly illustrated in his curatorial works and the cataloguing
technology of the Histoire. Japan, within this logic, surfaces as an important
cultural hub which contains all the different stages of history, a so-called
“museum of Asiatic civilization.” However, it should not be forgotten that this
conception of Asia’s temporality and time zone was derived from the specific
point of view of contemporary Japan, which itself was revealed by Okakura and
Fenollosa. Throughout the national treasure survey project, cultural objects —
including even Chinese and Korean materials — were removed from their original
sites and reframed through new exhibitionary technology, which was based upon
the Western art schemata, using categories such as painting, sculpture and
industrial art as well as an ancient-medieval-present time frame. It was only after
these traditional objects were decoded from their original contexts that they were

put into a particular time zone, providing a constant comparison between them

1% Okakura Tenshin, “Shina nanboku no kubtsu,” in OTZ, vol. 3 (Tokyo: Heibon Sha, 1980-1981),
97-101. See also Kazuyuki, “Tenshin to Chiigoku,” 323-8.
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290 The practices around the decoding of cultural

and Japanese contemporary art.
artifacts, however, are not acts of making things neutral, but in themselves involve
a number of historical and political contexts. The objects that were preserved
through Fenollosa’s projects, and their rearrangement within specific time frames
in Chicago Exposition and the Histoire, were absolutely made from the point of
view of contemporary Japan. This means that the spatialized time frames used in
these museo-exhibition techniques are extremely contingent upon the current
situation, and are subject to change along with any historical context. Seen in this
light, Okakura’s discussion of Japanese culture as a “museum” is probably not
derived from any reference to the actual condition at the time, but rather from his
desire to permanently preserve the current situation of Japanese culture.

This chapter examined three exhibitionary sites from the Deleuzian notion
of “de-territorialization and re-territorialization.” The traditional artifacts on
display at these (pre)exposition sites were de-territorialized through a number of
new modern exhibitionary technologies — preservation, musicological and
cataloguing techniques. These exhibitionary sites embody the process whereby
Japan’s imperialist identity, in its encounter with the international scene, was self-
defined through the mobilization of other Asian nations. What is crucial to note is
the way that the temporality of these nations was rearticulated through the
exhibitionary technologies. In other words, the temporality of these display

objects was frozen through the techniques of preservation, and then spatialized

2% This art history, written from a particularly Japanese point of view, also influenced Korea’s art
history through the work of Sekino Dadashi. About the comparison between Japanese art history
by Okakura and Korean art history by Sekino, see: Takagi Hiroshi, “Ilbon misulsa wa Choson
misulsa 0 songnip,” in Kuksa iii sinhwa riill nomoso, ed. Im Chi-hyon and Yi Song-si (Seoul:
Humanist, 2004), 167-96.
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according to their specific regions. These modern exhibitionary technologies were
first learned from the West, but were mimicked only in partiality; and they
captured ambivalently toward Asia, which subverted the dominant conception of

the West as universal and all other parts of the world as particular.
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Chapter 3: Panorama of the ‘Oriental’: the 1910 Japan-British

Exhibition

1) Panoramas and the World’s Fairs

In his account of the Japanese Pavilions at the 1876 Philadelphia Exposition
and the 1893 Chicago World’s Fair, Neil Harris evaluates Japan’s image-making
at world’s fairs in general as a success, in comparison with China’s. He goes on to
state that “the energy put by Japan into the fair argued that it was demanding more

9201

respect than the world had paid it previously, and this is because:

The Japanese were the bearers of the new order and stood confronting
the Chinese, representing the old. We are, therefore, inclined to read in
this attempt of Japan the effort to put itself into line with the world-
historical movement of the Occident. It allies itself with the nations of
the West, especially does it appeal to the United States.*"*

He goes on to quote Denton Snider’s argument, explaining that “one cannot help
noticing here the care with which the Japanese man explains that he is not
Chinaman.”** The reason he appreciates Japan’s success at the world’s fairs lies
in the nation’s ability to demonstrate modernization, unlike China. While

describing Japan’s manufacturing and educational sections at the 1893 Chicago

! Neil Harris, “All the World a Melting Pot? Japan at American Fairs, 1876-1904.” In Mutual
Images: Essays in American-Japanese Relations, edited by Akira likura (Cambridge: Harvard
University Press, 1975), 44.

22 1bid., 45.

2% Denton Snider, World’s Fair Studies (Chicago, 1895), 229-30; cited in Harris, “Melting Pot,”
44-45.
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Exposition, Harris portrays the modernized aspects of those sections from the

perspective of how Japan has caught up with the West:

There were 72 exhibits of rice, 215 exhibits of tea and tobacco,
specimens of vermicelli, hemp, mineral waters, umbrella handles,
artificial fruits, photographs of railroad lines and telegraph systems,
surgical instruments, textbooks, statistics of life insurance [...] in short,
everything that any Western nation was producing could be found in the
Japanese display.”"*

Harris therefore considers the modernization of Japan in terms of its
Westernization. Consequently, he concludes that the Japanese message [at the
exposition] was “I am one of you. Japan will remain Japan, but it had nonetheless
joined the march of Western civilization.”**

In this analysis, Neil Harris anticipates the problem of modernity at
expositions; for Japan, the problem of modernity was simply to join and ally with
powerful nations (the West), and also to break with its past (i.e., China). Within
this context, the problem of modernity at international fairs shifted from a
temporal rupture to a geopolitical rupture. As Sakai points out, the question of
whether Japan was modernized can be comprehended only with reference to
existing spatial categories such as climate, geography, race, nation, culture, and so
on. The problem of modernity at expositions thus becomes not a temporal or

chronological problem, but a spatial and relational one.>*® Following this logic,

the West at international fairs became a universal reference against which all the

% Harris, “Melting Pot,” 40-41.

2% 1bid., 45.

2% Naoki Sakai, “Modernity and Its Critique: The Problem of Universalism and Particularism.” In
Translation and Subjectivity: On “Japan” and Cultural Nationalism (Minneapolis, London:
University of Minnesota Press), 164.
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other nations’ modernity was to be measured; in turn, the West emerged as a
universal point and horizon to which all the other societies were destined to refer.
This situation is best illuminated in the phenomenon of the panorama, where the
horizon of synchronously encompassing all the possible objects came into being.

However, as Sakai points out, universalism is merely a sort of
particularism that thinks of itself as universal, and thus universalism as
utopianism can never exist.”’” In his account of the Western search for
universalism, Sakai continues: the West is

always urged to approach the other in order to ceaselessly transform its
self-image; it continually seeks itself in the midst of interaction with the
Other ... In short, the West must represent the moment of the universal
under which particulars are subsumed. Indeed, the West is particular in
itself, but it also constitutes the universal point of reference in relation to
which others recognize themselves as particularities.””®

This suggests that the situation wherein the West is self-claimed as a
universal reference point is merely contingent upon a particular historical
moment. Given this contingency, the West needs to constantly stage itself as the
universal; and the Japanese pavilions at world’s fairs in the nineteenth century
were, in fact, particular instances of Japan endeavouring to adjust itself within
what Slavoj Zizek calls a “concrete universal.”*” Considering the fact that the
concept of the universal which engulfs all the particularities never exists in reality,

Zizek explains the Hegelian notion of concrete universality as follows: “a process

7 Ibid., 157.

2% bid., 154-55.

% Following Hegel, Zizek refers to the concretely particularized instance of the universal as the
“concrete universal.” Universality of this kind is not determinant, but merely temporarily achieved
and subject to change. Zizek thus accounts for it as a “battleground on which the multitude of
particular contents fight for hegemony.” See, Slavoj Zizek, The Ticklish Subject: the Absent
Centre of Political Ontology (New York: Verso, 1999), 100-101.
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or a sequence of particular attempts that do not simply exemplify the neutral
universal notion but struggle with it, give a specific twist to it — the Universal is
thus fully engaged in the process of its particular exemplification; that is to say,
these particular cases in a way, decide the fate of the universal notion itself.”*'°
Where most of readings of Japan’s pavilion at world’s fairs focus on how Japan
attempted to self-monitored in accordance with the universalistic reference of the
West, this chapter attempts to read the 1910 exhibition, for Japan, as a particular
instance of the struggle for the universal. Japan used this exhibition to adjust itself
to this particular situation of universality wherein the West, not China, emerged as
hegemony in East Asia, and simultaneously mimicked the operative logic of the
Western empire toward Asia.

It is not a surprise that almost all of the Western (imperial) expositions
during this time set up panoramas where they could stage themselves as the locus
of universality. Panorama techniques were especially used to serve as the
universal point against which all other exhibits could be measured, particularly in
terms of temporality. Paul Greenhalph compared international exhibitions to the
notion of the encyclopedia in terms of their “attempt to present a vision of total

211 3 total display of encompassing and comparing all things and all

knowledge,
people. And yet, to compare them all, there must be an overarching synchronicity

through which all different contents can exist at once and be evaluated

210 7izek, Ticklish, 102.

' Reports on the Paris Universal Exhibition, 3 Vols (London, 1867), Vol. I; cited in Paul
Greenhalgh, Ephemeral Vistas: The Expositions Universelles, Great Exhibitons and World’s
Fairs, 1851-1939 (Manchester, Manchester University Press, 1988), 18-19.
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simultaneously.”'? In this sense, the total display — panorama technique — is not a
mere space of putting everything together, but a particular instance of situating
and measuring things simultaneously from a specific point of view — the
temporality in this particular sense. In relation to the panoramas at world’s fairs,

Tony Bennett explains it further:

This was also true of museums and department stores, which, like
many of the main exhibition halls of expositions, frequently
contained galleries affording a superior vantage point from which the
layout of the whole and the activities of other visitors could also be
observed. It was, however, expositions that developed this
characteristic furthest in constructing viewing positions from which

they could be surveyed as totalities: the function of the Eiffel Tower

at the 1889 Paris exposition, for example.?"

The Eiffel Tower at the 1889 Paris exposition embodies the peak moment of the
panoramic technique where the whole world across the globe and time was
subordinate to a privileged reference point.”'* What is at issue in international
expositions is that the panoramic technique functions as ““a self-monitoring system
of looks” in which the crowd and members of all the other nations come to
regulate themselves through “interiorizing the ideal moment,” or the ideals of
progress.215 If most of the imperial (international) expositions in the West were
premised upon the ideals of progress, their horizontal point of view embodied the
situation against which all the other nations’ development and social temporality

was meant to be measured, thus allowing those nations to educate themselves. To

*12 See, Thomas LaMarre, “Introduction,” Impacts of Modernities, ed. Thomas Lamarre and Kang
Nae-hui (Hong Kong: Hong Kong University Press, 2004), 6-7.

13 Tony Bennett, The Birth of the Museum: History, Theory, Politics (London; New York:
Routledge, 1995), 69.

214 bid., 84.

*"* Ibid., 69.
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put it differently, the staging of panoramas at these expositions played an
important role in normalizing the Western time by casting other peoples as
existing in a “different time,” and subsequently confirming their own “imperial
superiority.”*!®

This chapter explores Japan’s pavilion at the 1910 Exhibition with a focus
on the technique of panorama; a form in which all nations are seen from the
viewpoint of a particular temporality — or degree of modernity. In the 1910 show,
Japan particularly self-adjusted their display to the panorama technique through
which Britain and its temporality was staged as a ‘concrete universality’ at that
particular historical moment. The presentation of Japan’s exotic traditional
cultures and its age-old garden and tea cultures seemed to exactly fit the
commanding Western view of Japan from that time, wherein Britain emerged as
the temporal norm to be emulated in the logic of imperialism while Japan was
viewed as relatively “different” than the “Western empires in the early twentieth
century.” Yet, as I mentioned in my introduction, by capturing “the temporal
anomaly at the heart of Western modernity,” Japan was able to re-enact its own
temporal logic toward other Asian nations. Through the mimicry of temporality,
rather than its imitation, it is probable that Japanese expositions had the effect of
suspending the logic of the West as the universal and Japan as the particular.”"’
That Japan at least partially captured and mimicked the operative logic of the
Western empire toward Asia demonstrated the fact that Western self-claimed

universalism, staged through panoramas at world’s fairs, was merely contingent

218 bid., 79.
27 bid., 25.
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and subject to be re-hegemonized by different contents. To be accepted as
member of the colonial powers and as an emerging empire, Japan also brought its
colonies into these expositions; and yet it did so by enacting its own temporal
realm wherein its colonies could be compared and measured. This was not an
imitative operation since Japan’s colonies were displayed both as ‘temporal
others’ and as culturally related Asian nations. This partial resemblance, as a
consequence, overturns the totalizing vision of the West. The aim of this chapter
is thus to examine both Japanese pavilions’ self-adjustments to the panorama
technique of the West and their simultaneous mimicry of temporal logic toward
its colonies.

One commentary on Japan from the British side, made during the 1910
Japan-British Exhibition, seems interesting in terms of the West’s claim of itself
as the leader of imperialism and Japan as the follower:

One curious similarity runs through the whole, that is the striking
similitude between Japs and our people. This resemblance manifests
itself in manner, physical stamp and share of head. To anyone
acquainted with the principles of phrenology the resemblance is
very marked. This last point is indicated by the large proportion of
the brain in front and above the ear. The structural conditions are
distinctive indications of considerable mental power, and are
emphasized by the portraits of some of the most highly placed
representatives. Taken as a whole, they constitute a good augury for
the growth of sympathy between east and west.>®

These anthropological and phrenological assumptions, despite seemingly being

based in scientific judgment, signal the situation wherein the West staged itself as

1% John MacKenzie, Propaganda and Empire: The Manipulation of British Public Opinion 1880-
1960 (Manchester University Press, 1985); quoted from Paul Greenhalgh, Ephemera Vistas, 96-
97.
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the universal reference point from which every aspect of other cultures needed to
be emulated, including even physical traits. However, the same logic is
simultaneously applied to Asian other nations in partiality, and the self-claimed
logic of the universality of Britain and the Japanese empire as particularity was

subsequently subverted.

2) The 1910 Japan-British Exhibition

The 1910 Japan-British exhibition was held at the White City in Shepherd’s
Bush, London, from 14 May to 29 October, 1910. [figure 16] It is reported that
the event attracted over 8,000,000 visitors during its six months of existence. The
exhibition marked a milestone in the history of Japan’s participation in
international exhibitions since, as the first joint exhibition with a European
country, it presented visitors in London with an up-to-date picture of Japan. Seen
from the other side of the coin, for Britain, the exhibition was a part of a series of
imperial exhibitions; these included the 1908 Franco-British Exhibition, the 1909
Imperial Exhibition, the 1912 Latin-British Exhibition, and the 1914 Anglo-
American Exhibition. Notably, all of these exhibitions were held at the White
City, an exhibition complex operated by the Shepherd’s Bush Exhibition
company. Despite the general assumption that the Japan-British Exhibition was
initiated by the two representative governments, it was in fact Imre Kiralfy [see

figure 17] who initiated the organization.”'’ Kiralfy was an international figure

*!% The idea of holding an Anglo-Japanese exhibition had actually been proposed by Kiralfy to the
Japanese twice before, in 1902 and in 1906. At first, Japan rejected the idea since the time was not
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known as an exhibition organizer and famous for planning various extravagant
exhibitions, most of whose themes were related to the spectacle of empires, such
as the ‘Empire of India Exhibition’ at Earl’s Court (1895) and the ‘Greater Britain
Exhibition’ (1899).?%° Given his enthusiasm for eye-catching shows, it can be
presumed that this time, too, he envisioned a show that could exploit the
Orientalist spectacle of Japan — a culture that was seen as living in a different time
than the British Empire.

From this context, Angus Lockyer analyzes the Exhibition as being “riven
with conflicting interests,” partly because it was a private entrepreneur with
whom the Japanese government cooperated to produce the show. Due to Kiralfy’s
position in Britain as a top exhibition organizer, a great deal of criticism on the
show arose in Japan. For instance, a few Japanese politicians who visited the
Exhibition criticized exhibition commissioners for its making their contract with
“a businessman who had a bad reputation as an entertainment entrepreneur.” And
the fact that the British side displayed only a few cultural sectors, compared to the
Japanese side where the whole aspects of the country were on display, received
much criticism from Japanese politicians.”*' While the Japanese government

wished to take the exhibition as an opportunity to demonstrate its national image

yet considered ripe for such a display; and moreover, Japan was more occupied with much bigger
plan of having a Nippon Dai-Hakurankai (The Grand Japanese Exhibition) in Tokyo in 1912. But
in 1908, when the 1912 Nippon Dai-Hakurankai in Tokyo was postponed, Komura Jutaro, the
ambassador to Great Britain at the time, met Kiralfy and strongly supported his plan of holding a
joint exhibition. See Angus Lockyer, “Japan at the Exhibition, 1867-1970,” (PhD. diss., Stanford
University, 2000), 125-127; and Ayako Hotta-Lister, The Japan-British Exhibition of 1910:
Gateway to the Island Empire of the East (Richmond, Surrey: Japan Library, 1999).

% Hotta-Lister, Japan-British Exhibition, 39. He even registered a company called London
Exhibition Ltd. to successfully manage these exhibitions, and the White City in west London
became its own exhibition ground. “His taste in orientalism was reflected in the white stuccoed
oriental-style buildings on this new site, which formed enormous stage sets catering to the
Edwardian taste for spectacle.”

22! 1t6 Mamiko, Meiji Nihon to Bankoku hakurankai (Tokyd: Yoshikawa Kobunkan, 2008), 195.
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as a modern empire on the international stage, Kiralfy was more interested in
Japan’s traditional aesthetics as spectacle.”** To put it differently, whereas Japan
considered the exhibition to be a diplomatic matter between the two countries, the
British side considered the show through a more commercial lens.

Both Hotta-Lister’s book and Angus Lockyer’s dissertation have paid a
great deal of attention to this exhibition.” Whereas Hotta-Lister’s The Japan-
British Exhibition of 1910: Gateway to the Island Empire of the East focuses on
the political and diplomatic intentions of the exhibition, Lockyer’s dissertation
explores how the exhibition put Japan on display as an Oriental empire from the
Far East. In a chapter of his dissertation called “The Note of Orientalism, London,
1910,” Lockyer pays particular attention to how the show was primarily
commissioned by a private entrepreneur and how he attempted to organize the
show replete with Orientalist themes. But while these two studies concentrated
just on the relationship between Japan and the West, this chapter moves beyond
this bilateral relationship and explores further, comparing the Japanese and its
colonial pavilion side by side in order to challenge the logic of the Western
empire as universal and the Japanese one as particular.

Around this time, Japan was planning to hold an international exhibition to
celebrate its victory in the Russo-Japanese war. This was to be known as Nippon
Dai-Hakurankai (The Grand Japanese Exhibition) and was planned to be held in

1912, but due to the financial constraints caused by the war, the dream of holding

2 Angus Lockyer, “Japan,” 125-127.

*¥ For more literature on the 1910 Exhibition, see also Olive Checkland, Japan and Britain after
1859: Creating Cultural Bridges (London & New York: Routledge, 2003); and Tomoko Sato and
Toshio Watanabe, eds., Japan and Britain: An Aesthetic Dialogue, 1850-1930 (London: Lund
Humphries, 1991).
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the international event in Japan was replaced with the Japan-British show. It can
thus be assumed that Japan might have had political, diplomatic, and economic
concerns when organizing the 1910 show: for instance, while the exhibition was
actively espoused by Komura Jutard, the ambassador to Great Britain at the time,
he also had his concerns with anti-Japanese sentiment in the Western world in
mind. After the Russo-Japanese war, while serving as ambassador, Komura
witnessed increasing antagonism against Japan surging in Britain and thus sensed
the need to improve Japan’s image among the British public.?**

As mentioned above, the Japan-British Exhibition was held a mere two years
after the 1908 Franco-British Exhibition. However, it would be wrong to say that
the Japanese-British show was as reciprocal as the Franco-British Exhibition; the
former was aimed more at exhibiting Japan for European audiences. Olive
Checkland suggests that putting Japan first in the official name of the Exhibition,
rather that the host country, declared that “in reality, this was a Japan Show,” not
a joint show.** Japanese preoccupation with Britain’s perception of their culture
can be found in most official publications relating to the exhibition. Japan To-
day, an official souvenir book, explains that the intention of the exhibition was to
make the real Japan known: “Europeans and Americans have come to take the
keenest interest in the institutions, civilization, industry, customs and manners and
general characteristics of our people, but it appears that as yet, the real Japan is

not sufficiently known.”**® As was underscored by Japan To-day, the problems

% Ayako Hotta-Lister, Japan-British Exhibition, 74.

> Olive Checkland, Japan and Britain, 172.

26 «preface.” In Japan To-Day: A Souvenir of the Anglo-Japanese Exhibition held in London 1910
(Tokyo: Liberal News Agency, 1910).
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thus lay in how properly Japan was understood by the West, and how Japan was
to be properly visualized from the Western point of view.

Therefore, despite being held as a joint exhibition, by inviting Japanese
exhibits and placing them in London for European visitors, the exhibition became,
in effect, Japan’s introduction to the West. This perspective was obviously
confirmed by Kiralfy. In his letter to Mutsu Hirokichi — Japanese diplomat and the
main supporter of the exhibition — at the Japanese Embassy, sent on September 5,

1909, he expressed his views on the event:

The ignorant public will expect concerts by Japanese Bands daily, ... the
ignorant form, I am sorry to say, a large portion of the public! Nothing
should be left undone to make the Exhibition as Japanese as possible, the
public won’t care for the British Exhibits, which are no novelty to them.
.... I therefore cannot too strongly urge you the necessity of looking at the
Exhibition with European eyes and from the standpoint of the British

public which we shall have to attract.**’

Accordingly, this exhibition intended to show all aspects of Japan in a
comprehensive manner, forming a total vision for the Western observer; this was
similar to the goal of the panoramas, which encapsulated the desire to be viewed
and understood by the Western observer. This outlook was readily admitted to by

the Japanese themselves in The Graphic magazine:

The Japanese and things Japanese will become not only the cynosure of
British eyes, but indeed the centre of interest for visitors pouring from the
countries of Europe and the two continents of America. No event in days
of peace and tranquility has yet contributed so greatly towards advertising
Japan as the Anglo-Japanese Exhibition will do. Japan will arrest the

27 The letter is preserved in Gaikd Shiryd kan Shozd, Eikyé Rondon ni okeru Nichi-Ei hakurankai
kaisetsu no ikken, vol. 2 (hereafter, Eikyo).
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attention of the whole world; she will have no choice but to yield to the

demand, and must advertise herself in the most thorough and effective

manner.zzg

The magazine’s special issue on the exhibition clearly observes the schema of the
show as Japan observed by Western eyes, not only by British visitors.

A careful examination of the list of exhibited articles would further reveal
this point. The Japanese section, which was organized by the government
commissioner, sought to exhibit a comprehensive view of Japan, ranging from
finance and government to fine art and gardens; by contrast, the British section
was primarily focused on visual art and the military, with displays of such things
as oil paintings and battleships. It is thus natural that Mochizuki Kotaro spelled
out in his souvenir book that Japan at the Exhibition was presented to European

9229

audiences in the form of “true panoramic view of Japan To-day. It is not an

exaggeration to say that the intention of the event was to construct a miniature of

230 yet the construction of the West as the universal standard for

Japan in London.
referral meant that Japan self-reflectively projected this ‘concrete universal’ onto
itself within the display. In other words, the panoramas of Japan at the 1910
Exhibition were visualized from a particular Western viewpoint (at the historic
moment).

Japan’s visualization as a panorama by the Western audience was

exemplified all over the exhibition grounds. A variety of aspects of Japanese lives

was on display in the form of toy-sized miniatures, including models of Tokyo

2% published in a special issue of The Graphic (May, 1910), a photo magazine in Japan; cited in
Olive Checkland, Japan and Britain, 172.

*** Japan To-Day, n.p.

20 «“Njchi-Ei hakurankai senki,” Taiyo, vol. 16, no. 9 (1910).
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and the Shogun Mausoleum at Shiba temple; the small scale enabled Japan to
present more accurate and all-encompassing panoramas.”' The Japanese Garden
[figures 18, 19], in this regard, was one of the most important displays,
interiorizing the British taste. The Official Report of the Japan British Exhibition
1910 at the Great White City (Hereafter Official Report) pays particular attention
to the ways in which the panoramas were presented as “authentically Japanese.” It
states that “hills were created with characteristic Japanese shrines on the top, half
hidden in trees, and goldfish, brought from all over Japan, added life to the lake.
... To make it more Japanese there were also Japanese tea-houses in the
garden.”®? Official Report goes on to confirm the authenticity of the Garden:
“Designed in Tokyo, the garden was brought into actual existence here by one of
the most skillful and artistic of Nippon’s many artist-gardeners; and those who
have been in the Far East and have felt, perhaps without understanding, the
wonderful significance of such a scene, might well imagine themselves carried
away over side oceans and resting once more in the heart of Romantic Japan.”***
Other descriptions of the gardens further underscore its romantic mood, especially
in association with Orientalist ideas: “The whole scene was suggestive of peace.
The tiny goldfish swimming lazily in the waters ...;the quaint little shrines
suggestive of prayer and meditation; the placid surface of the lake repeating with

strange mystery the beauty of all around, impressed the mind with a sense of

2! Checkland, Japan and Britain, 174.

2 “Japanese Gardens,” Official Report of the Japan British Exhibition 1910 at the Great White
City, Shepherd's Bush, London (London: Unwin Bros., Ltd, 1911), 242-8.

233 Official Report, 101
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»24 Importantly, the Japanese side of this exhibition

blissful rest and quietude.
self-staged this representation, projecting the Western temporal norm — Japan as
an exotic and unchanging culture — and this particular panoramic gaze inversely
onto itself. The gardens, in miniaturized form, provided the British viewer with a
vantage point from which everything could be seen, thus rendering the whole of
Japan consumable. This relation between the Western observer and the Japanese
side as the observed was, however, displaced and rearticulated through the
Japanese empire’s ambivalent stance toward representation of its other Asian
nations.

Henceforth, this chapter will take a step further and focus on Japan’s
colonial relations and its desire for recognition as an Asian empire, away from the
bilateral relationship between Japan and Britain. As Paul Greenhalgh pointed out,
it should be noted that Japan’s ambition to present itself as an empire was first
expressed at the 1910 Japan-British Exhibition, in the aftermath of its victory over
Russia.”> Indeed, the year of 1910 was a critical turning point for Japan because
after the Sino-Japanese and Russo-Japanese wars, along with its colonization of
Taiwan, Japan began to expand its influence into East Asia and emerged as a
continental power. Given the Western powers’ concern over Japan’s expansion
into the Asian continent, Japan wished to self-stage its identity as a strictly Asian
empire. By having a joint show with one of the major European nations and
adjusting itself to the particular logic of Western empires, Japan hoped to join

them in the league of world powers. Yet the Japanese pavilion at the 1910 show

>*ibid., 101.
3 Greenhalgh, Ephemera Vistas, 74.
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simultaneously acted as if it were the West toward other Asian nations — in partial
resemblance.”*® This interplay between ambivalence and partial resemblance
creates a certain tension where “the observer becomes the observed and ‘partial’
representation rearticulates the whole notion of identity and alienates it from

essence.”?’

3) Historic Palace: A Temporal Panorama

Japan’s attempts to present itself panoramically under the commanding
Western view are clearly illustrated in the “Historic Palace” at the 1910
exhibition. Specifically designed as a temporal panorama of Japan, the palace was
an effort to put all the periods of Japan together on one site. The purpose of the
palace is explained in the report as follows: “To show to Japan’s Western ally that
Japan’s civilization has not been of modern acquisition, as is often believed in the
West, but that she has had long and varied history of progress. The Imperial
Japanese Commission provided a series of twelve tableaux representing the
manners, customs, and attainments of different periods in Japan’s history of more
than 2500 years.”**® It Mamiko also pointed out that if this exhibition intended to
help the ordinary British audience to better understand Japanese culture, the
Historic Palace equally attempted to show that present-day Japan had not been

established all of a sudden, but developed throughout the historic “evolutionary”

3% These terms of ‘partial resemblance’ and ‘ambivalence’ were borrowed from Homi K. Bhabha.
See, Homi K. Bhabha, “Of Mimicry and Man: The Ambivalence of Colonial Discourse,” The
Location of Culture (London: Routledge, 1994)

7 Bhabha, “Of Mimicry and Man,” 89.

238 «Japanese Historical Palace,” Official Report, 199.
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process.*” To put it another way, the Historic pavilion, by representing all of its
times within the frame of Western history — or by self-adjusting to the Western
temporal norm — allowed the British audience to understand the evolutionary pace
of Japan in familiar terms.

When visiting the Exhibition site, the Historic Palace could be approached
through the exhibition complex’s Wood Lane entrance, where “there stood a large
temple gateway, an exact replica of the red gateway to the Kasuga shrine at Nara,
the ancient capital of Japan.” [figures 20, 21] Moreover, on either side of the
approach to this gateway were “rows of artificial cryptomeria trees and stone
lanterns, with a group of deer reposing or disporting themselves, in order to give
an appropriate setting to the edifice as it actually stands in its original place.”**’
Passing through these mock-ancient trees and lanterns and the temple gateway
itself, visitors got the impression that they had journeyed to another country or
travelled back to ancient times. It is important to recognize that the Historic
Palace, with its ancient contents, had put a vast array of traditional cultures on
display, such as tea ceremony culture, traditional poems and old musical
instruments. The Official Report thus describes the Japanese section as follows:
“with their native attendants and their charming display of Japanese goods, [the

Japanese] formed a fascinating and true picture of Orient.”**!

Moreover, the very
entrance to “the fair Japan™ itself was a huge, lifelike model of Torii (shrine gate)

in Miyajima, which was one of Japan’s most famous tourist destinations. This

% 1t6 Mamiko, Meiji Nihon to Bankoku hakurankai (Tokyd: Yoshikawa Kobunkan, 2008),178.
* Official Report, 199-200.
1 Official Report, 91.
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image reinforced the impression that visitors had indeed travelled to another
country. [figure 22]

The historic tableaux consisted of twelve historical settings, arranged
consecutively from the time of Emperor Jimmu to that of modern Japan,
providing a comprehensive history of the country.*** [figures 23, 24] The report
goes on to explain that “the Imperial Japanese Commission has striven to give a
comprehensive survey of the whole history of Japan, bringing into prominence the
characteristics of different periods and illustrating the progress of the people.”***
By the means of the tableaux and also by showing the historic development at one
site, the history of Japan had now been visualized as a totality, a temporal
panorama that metonymically encompassed people and things from Japan through
time.

Another important point in the Historic Palace is the fact that each period,
the people’s lives and their customs were represented in the form of ‘life groups,’
a popular display method in nineteenth-century natural history museums. Official
Report describes that each historic tableau was composed of human figures
dressed in traditional clothes against backdrops representing each period.
According to Nichi-Ei Hakurankai jimu hokoku (the Japanese version of the
Official Report hereafter Nichi-Ei hokoku), the clothes, musical instruments and
other stage props had been borrowed either from the Tokyo Imperial Museum or
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the Tokyo School of Fine Arts.”™ This means that the 3-dimensional setting in the

Historic Palace had been built not simply as an imagined reality, but as the staging

*2 Official Report, 199-202.
* Official Report, 202.
* Noshomuchd, Nichi-Ei Hakurankai jimu hokoku (Tokyo, 1912), 431-2.
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of a historic reality on the basis of these academic materials. In regards to the use
of human figures, Allison Griffiths characterizes scenery composed of life groups
as a ‘panoramic one’ — a sort of prototypical ethnographic film, based on the
mobility of the viewer’s gaze and the illusionistic aspects of the scene.** Due to
the stage-like setting, narrative movement, and the trompe-1’oeil technique, these
living pictures of life groups were often compared to panoramas and Daguerrean
dioramas. Indeed, Japan’s Historic Palace, based upon the scenes and materials it
drew from history museums, allowed viewers to feel as though they were in the
middle of history.

Panorama in general refers to a circular vista, an overview of a real
landscape; in other words, panorama means an enlarged form of pictorial
representation that often encircles viewers. While panorama aims at offering a
view at a glance by using a circular — often a full 360-degree — representation of
its subject, Daguerrean diorama tends to provide more of theatricality and
illusions.**® Griffiths explains that dioramas, mostly by using semi-transparent
illusionistic paintings, “were subjected to dramatic lighting effects that would
create the illusion of movement and different times of day.”**’ Importantly, most
of these nineteenth-century illusionistic techniques were dependent upon what

Anne Friedberg has called “a mobilized virtual gaze,” where the viewer’s

5 Allison Griffiths, Wondrous Difference: Cinema, Anthropology, and Turn-of-the-Century
Visual Culture (New York: Columbia University Press, 2002), 17-41.

46 panorama is known to be invented by Robert Barker and his panorama structure was built in
1793. Daguerre’s Diorama is believed to first open in Paris 1822. Both panorama and Diorama at
the time required a special built space, mostly closer to a conventional theatre. Where panorama
aims at providing all-emracing, limitless overview, Diorama was to offer the illusion of three-
dimensional space. However, both were the products of the nineteenth-century visual spectacle
culture: see Sophie Thomas, Romanticism and Visuality: Fragments, History, Spectacle (New
York: Routledge, 2008).

27 Griffiths, 19.
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mobility was in stark contrast to the motionlessness of the objects on display.
Because of the mobility of the viewer’s gaze, Griffiths states that “the
representational technologies of the life group hailed the museum goer a member
of a civilized race who was a privileged spectator, as opposed to the passive
object of a scrutinizing gaze.”*** Thus, if the exhibition of life groups relied on the
relationship between mobile viewers and passive objects, the palace invited the
Western audience to view docile historic exhibits with their privileged gaze. To
put it differently, the Japanese side here unabashedly attempted to fit within the
panorama technique, situating itself as a docile, disciplined body. It should be
remembered that in order to put the entire temporal scope of Japan under the
panoramic eye of the West, Japan’s own history needed to be structured within
the framework of Western historiography. Indeed, like the Japanese art history
discussed in chapter 2, the panoramic displays rearticulated the chronology of
Japanese history to correspond with those progressive temporal categories of the
West: the ancient, the medieval and the modern.

The Japanese notion of the Middle Ages, among other Western time
periods, was fabricated in order to establish comparability with the West. It is
generally known that the term Middle Ages (chusei) was used for the first time by
Hara Katsuro, a professor at Kyoto Imperial University whose work on the
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Japanese Middle Ages came out in 1906.”" According to Pierre Frangois Souyri,

*¥ Ibid., 11; see Anne Friedberg, Window Shopping: Cinema and the Postmodern (Berkeley:
University of California Press, 1993)

% Pierre Frangois Souyri, The World Turned Upside Down: Medieval Japanese Society, trans. by
Kithe Roth (New York: Columbia University Press, 2001), 2; see also Thomas LaMarre, Shadows
on the Screen: Tanizaki Jun'ichiré on Cinema and "Oriental” Aesthetics (Ann Arbor, MI: Center
for Japanese Studies, University of Michigan, 2005), chapter 2.
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by applying the notion of the Middle Ages to Japan, Hara “tried to establish
correspondence between the major periods in Western history — antiquity, the
Middle Ages, the modern period, and the contemporary period — and those in
Japanese history.”*>° The Middle Ages was an intermediate period, symbolizing
Western civilization’s break with the ancient and its preparation for modern
society. More importantly, with the hybrid aspect of the Middle Ages as a time in
which contact with foreign elements took place, a similar notion of progress can
be established in Japan, unlike other static Asian nations.”' Put another way, the
notion of the Japanese Middle Ages became proof that Japanese society was
dynamic, as opposed to stagnant other Asian societies, finally enabling Japan to
follow the path of Western European societies. Souyri went on to argue that,
thanks to the “invented” Middle Ages, “Japan gradually distanced itself from the
Asian — especially Chinese — social models, becoming less ‘Asiatic’ and more
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‘European.””®

In general, the Heian period in Japan became comparable to the
Western classical period; the Kamakura period to the medieval period; and the
Tokugawa period to the early modern period.”>® In the wake of the Japanese
military victory in the Russo-Japanese War, Hara probably sensed the necessity

for Japan to self-modify its historical development according to the temporal

frame of Western Societies, and to differentiate itself from the enervated Asian

2% Souyri, The World, 2.

2! For the “evolution-by-hybridization” scenario, see Thomas LaMarre, Shadows on the Screen,
31-2.

2 Souryi, The World, 3.

23 Thomas Lamarre, Shadows on the Screen, 31.
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nations.>* By capturing the operative paradigm of Western time, in other words,
Japan situated itself as a ‘concrete universal’ within the panorama technique.

In a similar way to Souyri’s argument, the Historical Palace at the 1910
exhibition presented a comparison with the West in relation to the foreign impulse
— such as influences from China and Korea — and its dialectic progress, staging
displays from a number of different time periods in Japanese history. First, the
Heian (784-986 A.D.) period, this is largely deemed to be comparable to the
Western classical period. [figure 25] In the Heian tableau, Otenmon Gate is seen
in the background, and there are a couple of man-pulled carriages as well,
showing viewers the palace’s architecture and the means of transportation at that
time. In the foreground, civil service officers and military officers are seen. The
period is compared to the Western classical period because it is seen to
demonstrate Japan’s own development and its moving away from the foreign
influences of China and Korea. And the tableau thereby “also showed the style of
architecture [from that time period], which lost in a way some traces of the
Chinese influence.”*® Next, the Gempei and Kamakura periods are now seen to
correspond with the Western medieval time, the age of warriors and
militarization. The tableau for the Gempei period (1159-1219 A.D.) shows armed
warriors advancing toward the warfront. [figure 26] A warrior holds a bow in one

hand and a golden fan in the other. This period is described as the time when

>4 Katsurd Hara, Histoire du Japon: Des Origines a Nos Jours (Paris: Payot, 1926). The notion of
Middle Ages was significant in Japanese history because of its ‘revolutionary’ aspects, which
cannot be found in Asian history. Hara explains that “La féodalité [...] est une phase nécessaire
dans I’évolution historique d’un people. C’est une phase part laquelle toute nation est obligée de
passer avant de devenir homogene.”

35 Official Report, 200.
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“there arose in Japan what may be likened to the English Wars of the Roses. Civil
war broke out between the rival houses of Taira and Minamoto during the years
when Japanese chivalry was at its height.”*>® Next, the tableau for the Kamakura
period (1186-1333 A.D.) shows a hunting scene with Mt. Fuji in the background.
[figure 27] In the foreground, a couple of horse-riding warriors are seen
participating in the hunt. According to Official Report, “the different forms of
sport” of the Samurai can be compared to those of the Western knight.**” This
representation of the Japanese “age of the warrior,” like that of the West,
demonstrates the medieval militarization in Japan during this time, as well as the
powerful break from the Ancient society — unlike the static models in other Asian
countries.

This new chronology of Japanese history was, in fact, developed alongside
the construction of Japan as a modern nation-state. At this time, the Meiji
government put a great deal of effort into writing its national history. According
to Stefan Tanaka, since the Meiji reform, Japan’s past had been turned into a strict
chronology in accor