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SUMMARIES

AKTepCKOe CTONKHOBEHHE C 3pHTeJeM——3puTenh Mediepxosbaa
Slcycu Harata

W3 pedopmaTpos TeaTpasbHOrO HCKyccTBa B XX BEKE OJHHM M3 TeX,
KTO CYMTAeT, YTO 3pHTEJb MrpaeT BaXXHYIO posib B TeaTpe, B. D. Meiie-
pxosmbA. Mellepxp/ibJ CUUTAeT, YTO M 3PUTENb CACTBJSET TEATP B TOM,
YTO OH TOXE CO3/aTe/NeM B IESITENbHOCTH Teapa. Meliepxosb MeuTaer,
KaK W pycckuii cumBosucT B. MpanoB m Hemeukuit Teopuct I. ¢yke,
COe/lUHEHHe CleHbl U 3puTenss. Ho craten u peun Meitepxonbaa, MHe
AyMaeTcs], IOKa3bIBAIOT, YTO Y €ro MBICJH HaJ 3DHTEJEM €eCTb Apyras
croposa. CueHa u 3puTesb He TOJbKO CORAMHSIOTCS B TeaTpe, HO {aKTep
CTAHOBHTCS JIHLIOM K JIHLY TIepej 3pHTeNeM) DTH MBICJH IIPOTHBOCTOSIT
Apyr apyra. Ho y Mefiepxonbaa T0, 4TO COGNMHSIOTCS! CLEHbl M 3pH-
Tessl, AYMaeTcsi B KauyeCTBe KOJUIEKTHBA, @ TO, YTO CTAHOBHTCS JIMLIOM K
JHLY, B YaCTHOM JHLE. ITO OTJIMYAETCS OT MBICJH APYTHX TEOPHCTOB.
971a MbiC/b (CTAHOBHTCS JIMLIOM K JIMILY) OTPaXaeT B €ro MBICJH aKTepCK-
Or0 HCKYCCTBa M (OpMa 3pHTEJBHOrO 3a/d. v Mediepxob a aKTep urpaer
YCJIOBHO, TI09TOMY NPHHHMAeT DACCTOSHHME CO 3puTeseM. M 3puTesbHbii
3an Mefiepxonba Meuraer Ge3 oiiHe. ITUMU MBICIAMH 3PHTENL HEIoCp-
€JICTBEHHO MOXKHO CTaHOBHTBCH JIMLOM K JIMLYY aKTepa, a HE COeIMH-
SIeTCH CO CLEHOH.

SCHELLINGS Von der Tragédie, eine Analyse
Toshinobu ICHIMURA

Schelling hat in seinen Vorlesungen iiber die Philosophie der
Kunst das Wesen der Tragddie, insbesondere die der Griechen,
behandelt. In diesem Aufsatz wird der intensive Diskurs Schellings
tiber die Griechische Tragddie, von seiner Definition ausgehend,
analysiert. Dabei wird beabsichtigt, den Kerngedanken der Trago-
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dientheorie Schellings durch einen eingehenden Vergleich mit
einigen Werken der griechischen Tragodie herauszuschilen. Es
zeigt sich, daB Schellings kontradiktorisch erscheinende Aussagen
liber Prometheus durch sein Entwicklungsschema von der epischen
Weltordnung zur dramatischen ganz klar aufgelost werden. Ich
zeige auch auf, daB die Odipus-tragédie sich sowohl als eine
Tragddie des Schicksals wie als eine der Freiheit betrachten
1a8t. SchlieBlich fithre ich das Problem der Schellingschen Ausle-
gung der Eumeniden des Aschylus an und stelle dar, daB Schellings
Tragoddientheorie mit seiner Identititsphilosophiekonstruktion
durchaus konform geht.

“Fugaku Sanjurokkei Kanagawa-Oki Namiura”
by Katsushika Hokusai
Masae YASUI

“Kanagawa-Oki Namiura” is one of the most outstanding works
in the series of “Fugaku-Sanjurokkei”. Nevertheless there are
few papers discussing sufficiently the manner of depicting the
waves in it. The main purpose of this paper is to consider the
manner of depicting the waves in detail. And many people pay
attension to Hokusai’s eccentric sense seen in “Namiura”. But
I feel certain that his contemporaries were sympathetic with it.
Hence, I try to show what image people had of “Namiura”.

The shape of big waves is similar to the traditional waves
seen in works such as “Hatozu-Byobu” by Ogata Korin. And the
pointed crests are done in the manner that develops from the
way of drawing waves as designs on Chinese things in illustrated
books. The selection of this manner reflects Hokusai’s character-
istic mode of painting, that is his freedom from any fixed style
or idea.

Then, why did Hokusai select this manner? Some painters
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influenced by “Namiura” depicted the big waves as the tempestuous
sea turning into another world. For them that sea-image over-
lapped with “Namiura”. That image of “Namiura” was produced
by pilling up some images that the manner of “Namiura” produced.
That image that Hokusai held in common with his contemporaries
might flow into “Namiura”.

The No Tradition at Higashi-Honganji Temple
Eiichi KOBAYASHI

It has been assumed that the No play was a dramatic art
form patronized by the shogunate and that by the early Edo
period this genre had all but declined under pressure from the
flourishing Kabuki theater. However, recent research makes it
clear that the No play was not supported by only a single class
but rather was enjoyed by people from a much wider social
spectrum.

In the early Edo period No was frequently presented in Higashi-
Honganji Temple, an offshoot of Honganji Temple. While the
cast included professionals in the principal parts (for example,
one member, Konparu Ansho, was among the most famous actors
of his day), the troupe was rounded out by members of the
Miyatani clan, who played supporting roles from generation to
generation.

The Miyatanis appeared on stage for the Utaizome ritual on
New Year’s Day, the anniversary of the foundation of the Shinran
sect, as well as many other occasions. They were thoroughly
trained in the Konparu school of No acting and sometimes gave
command performances for the emperor.

The head priest of Higashi-Honganji Temple was a member
of the imperial family and attracted a great many followers

from all over Japan. Consequently quite a few No actors depended




4

on the financial power of this temple. After the Meiji restoration,
however, the popularity of No diminished, and the Miyatanis
came to abandon their tradition of No acting.




