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<Layer by layver - The survived Korean women whe had been left in Ching - Japanese military sexual slavery>
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Korean photographer, AHN Sehon found 12 Korean women, who were victims of the Japanese military sexual
slavery who had been left in China after Japan’s defeat in the war, and photographed them over five years
since 2001. The monochrome photographs printed on Korean traditional Hansfsipaper have a unigue nuance
of shadow and texture. Presented without any captions, the photographs allow viewers to carefully examine
their expressions, deeply chiseled wrinkles, gestures of hands, and even ways of existence, and make us
delicately listen to the voices of their hearts. These photographs, which even seem to connote the sound of
their breaths, were taken through the special relationship AHN had built with the women through her multiple
visits where she laughed, cried, held many conversations, helped them with their daily errands, and promised
that she would only photograph them at the very end of her visit.

In 2012, these photographs were to be exhibited as a solo exhibition titled AU JUat Shinjuku Nikon Salon, a
venue run by the world-widely renowned camera manufacturer Nikon. However, a month before the opening,
Nikon unilaterally announced the cancellation of the exhibition due to “various factors.” The exhibition
ultimately was presented after AHN had applied for a provisional disposition, and counted a total of 7900
visitors, which became the highest record of the venue.

Later on, the trial that had taken three years revealed the excessive “self-restriction” by the major company
Nikon in reaction to the protests towards the exhibition by right wings. In late 2015, the court admitted Nikon’s
illegal behavior and AHN won the case. It became a noteworthy decision defining that activities of expressions
should not be easily cancelled due to protests, even if a private company runs the facility. AHN has found over
140 victims living in six nations, and still photographs them teday. (OKAMOTO Yuka}
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The work was produced while the artist was based in New York for a decade since 1975, and was exhibited in &6
Toyvama no bijutsu organized by The Museum of Modern Art, Tavama, in 1886, In 1993, OURA commented on why he
created the work as follows:

“The imagination that diffuses further and further out, which is probably a portrayal of myself, and the cavity that
represents the emperor and innerly and centripetally converges. In other words, the imagination of the diffusing self
together with the emperor, and the centripetally conversing imagination of the emperor. thought such solitary space
may appear through the conflict between the artificially created imagination of the emperor, and the diffusing self. |
helieved | could distil something unigue to myself on the screen by outputting those elements as was. [OURA
Nobuyuki, Jibun-jishin no shouzauga to shite—sakka no tachiba kara (&8s a portrait of myself: from the artist’s
perspective], June 6th, 1993, a comment made at Toyama ken kindal bijutsukan mondai wo kangaeru simpojiumu

{the symposium to recansider the incident of The Museum of Madern Art, Toyama),

After the exhibition had finished, the work was criticised as being “unpleasant” at a prefectural assembly, and local
newspapers reported how it was “unpleasant, making fun of the emperor.” Right-wing parties made protasts, and the
work and catalogue hecame undisclosed. In 1993, the museum sold the work, and incinerated all 470 copies of the
catalogue. Over six years, OURA fought for the artwork to bhe shown in public and the catalogue to be reprinted in
court, however, lost the case. The work was also rejected to be exhibited in the exhibition Into the Atomic Sunshine in
Okinawa, in Okinawa Prefectural Museum and Art Museum in 2009.

OURA has repeateadly used images of Holding Perspective in his video works since the incident. Holding Perspective
Part Il is a new work he created for this exhibition, which features a story related to the memory of war. Within the
story, a scene of burning an artwork is inserted, which once again questions the viewers what it means to “hold a
perspective” within onessif,

(DGURA Toshimaru)
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“Wo-who works inthe kitchen- gave this candy to the Japanese manager of 3 Hong Kong stvle Chiness restaurant
where [work, who gave it to me sayving "1 don't eat Chinese anyway™.”, Text, Fgg Yolk Pastry, Plastic Bag (Japansse

Supermarket AEON), 2018
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This work with & very long title has a doubled structure. It has its original structure that was ought to be exhibited as
is, as well as its transformed structure after censorship.

The censorship occurred at the Godidal-ten (joint exhibition by five art universities) at National Art Center, Tokyo, in
2018. The candy inside a box was rejected to be exhibited as the organizer was concerned they may decay, however,
was proved that their anxiety were excessive since the individually packed candies did not change at all after a year
had passed. Instead, it triggered a speculation that ethnic issues could have been in the root of the rejection.

In the expression of art, there is a methodology of presenting archives of activities and/ar traces of involvement of the
artistin order to express their daily life. This method is practically real, as it can objectively present the social
environment as is by excluding the subjective perspective of the artist. OHASHI also has a video work titled
Birdwatciiing in which documents the everyday [ife of the US air-force daily flying above her,

The manager of the restaurant is Japanese, and his rejection of kindness by his Hong Kong staff might be showcasing
his perspective towards different ethnics. However, this is probably only one way of seeing it, and there are many
other ways of seeing as well. This is where the virtue of equivocality lies in this work, in how it guides the viewer to
proactively think about discrimination from what they saw.

In the same way, the artist presents the process of censorship along with archives of the actions she had taken, and
discloses the stagnated society we currently live in.

The answer lays in what we see. (ARAl Hiroyuki}
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To stir up the existing orders in the society, and to uncover the traps hidden in common sense. Without any
straightforward criticism or analysis, OKAMOTO raises guestions towards the way of being in the society with the
power of humer,

The social systemn is supported by commen beliefs, or in other words, an agreement by the citizens who acknowledge
that “ this is legitimate.” However, this s often sasily controlled by authorities and media in the way they want to.
OKRAMOTO s approach is to play this image management power against them.

One of CKAMOTO s representative series is titled B4774 mon, which sarcastically sativizes luxury brands supported by
the common belief that they have high values, This work, titled Warning: Falling the United States, presents a
pictorial diagram of the current social reality of continuous blindness and agreement of “not touching.”

The title of this workis a pun of the read sign “falling rock.” With a histery of more than seven decades, the US military
basas in Okinawa has become an everyday affair. However, a crashing of the US air-force is different from a falling
rock, and is a man-caused accident. By making a comparison with a natural phenomenon and by presenting the work
as a graffitl drew on a shutter, the work questions what the accident means as a public message.

This work was selected as part of the fchdnariart project in 2017, which is a regional art exhibition in Uruma, Okinawa.
The leader of the community association commented however that “the work is inappropriate for the exhibition,” and
could not be exhibited. Later on, as a response to newspaper reportages and protests by the local artists, the work
was returned on view for only the final day of the exhibition at a different location. This work currently on exhibitis the
piece that was cut off from the storefront shutter on that occasion, (ARAT Hiroyulki)
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The title of this work is Statwe of Peace {formal name is Monument of Peace,not Statue of Comfart Women). The
Korean sculptor couple, KIM Seogyeong-KiM Unseong, who were part of the cultural movement Minjung art {Peaple
art), created the statue. Minjung art occurred uniguely in Korea as the artistic response towards the dictatorship in the
19805, and its spirit to stand against injustice has been inherited over generations. Commemorating the 1000th
Wednesday demonstration that had been taking place for 20 years in front of the Embassy of Japan in Secul to
retrieve the human rights and honor of the victims of the lapanese military sexual slavery, this work was erected as &
memorial monument to henor and inherit the fight for human rights of the women with its plan proposed by a
citizens’ group and the funds raised by the citizens.

lts largest feature is that the statue is designed so that the viewer can communicate with it, With the pedestal kept
low, the viewer’s eyesight comes at the same height as the girl when the viewer is on the chair. The artwork achieved
exceptional success and made itself a public art that continues to move people’s haarts. Sfafue of Feacehas now
become the symbol of the “struggle over memories” to eradicate war and sex crimes, and has spread over Korea as
well as the world, On the other hand, the Japanese government has been announcing that the statute infringes the
Vienna Convention and that the statue should be removed and relocated from the front of the Embassy of Japanin
Seoul. However, objections against it have been raised based on global precedents and aspects from International
Human Rights Law, and have caused a larger dispute.

In 2012, a miniature of the statue was exhibited at the JAALA fnfernational Exchange Exhibitionheld at the Tokyo
Metropolitan Art Museum, however, was demolished on the fourth day of the exhibition without informing the artist,
as the museum claimed it infringed the museum’s operation outline,

Details depicted in this sculpture, such as the shadow of a halmeoni {old woman} indicating the life-long pain of the
victims who had suffered for such a long time since wartime till today, a5 well as the heavily injured feet floating In air
indicating how they could not return to their hometowns, or even if they did, how insecure their lives had been there
{reflecting the Korean socisty as well}, are truly significant as well. (OKAMOTO Yuka)
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Japaresa Haiku 1s the world’s shortest poetic form, consisted of 17 on (also known as maorae though often loosely
iranslzted as “syliables™, inthree phrases of 5, 7, 2nd & on, respectively.

This poem was made by a citizen who was chosen as the first prize in a haiku association in Mihashi community
cerder, Umiya, Saitama, located north of Tekyo, It was going to be published on the monthly newsletter of July, 2014,
however, was rejected by the community center, The reason for rejection was that handiing Article 9 of the Japanese
Censtitution, which declares the disclaim of war, is currently an ongoing dispute and the community center cannet
stand en one side. The author of the poem sued the case. A supporting team was formed by citizens, as they saw this
incident symbolic of over-reguiation and forced surmise by the politicat administration of the locat municipal. In
Cecember 2018, the author of the poam won the case. (NAGATA Koze)
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KOIZUMI Meiro, who also participates in the main exhibition of Aichi Triennale 2019, is renowned for his video
expressions that feature theatrical methodologies to distill contradictions and deepened layers in the seciety. Among
Ris various motifs, he has also featured the war by Japan. Although the medium differentiates from his video worl, he

had further pursued the coherent theme in this work.

Through the physical intervention of adding pigment to a photograph, which portrays a landscape In reality, KOIZUMI
distills the issues in which are hidden there. The transparent image added to the reality as anather layer is the invisible
system of Japan itself. Besides 448, the serial work by KOIZUMI that features the Imperial system, he also has a series
titted The Symbofwhere he scratched the image of the Japanese emperor.

This work was cught to be exhibited at MOT Anaual 2016 Loose Lips Save Ships (Museum of Contemporary Art,
Tokya), however, was forced to refrain from exhibiting due to a negotiation with clase by the museum. Right after the
museurn exhibition started, the work was displayed at a gallery close by, One of the museum’s concerns was that “the
work may infringe the sincere religious beliefs of many cthers.”Itis true that there are people who worship the
emperor. However, the state-sanctioned Shinto is completely separated from other religions for citizen’s life, and had
been praised as the “national ritual” while it reigned in wartime Japan, and then been inherited to the emperor of
today after the war, where they cantinue to worship the Kososhin {mperial ancestor pod). How are we ought to
confront a public existence which has a religicus background. This is where the difficulty lies within the ripples that
KOIZUMD's expressions have created. (ARAI Hiroyuki)
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This work was created in response to the incident in which OURA Nobuyuki’s Helding Perspectivehad become
subject to censorship. A Picture to be Burnfis an etching work that has a conjugated structure with a part that s
“unharmed” and the other part that had been halfly burnt and gone. The work is presented as a total of these
elements, as it connotes the act of protesting against The Museum of Modern Art, Toyama. In this exhibition, the work
would also he presented together with photographs of the burning procedure, its ashes, the letter and envelope that
were sent to the mussum, as well as their reply.

In contemporary art, works with political messages such as multiculturalism {i.e., ethnic issues) and gender related
matters {l.e., sexual discrimination) have accelerated since the cold war. SHIMADA Yoshiko has beean one of the
pioneers of this trend in Japan, and among them, she has powerfully featured the negative history of Japan and
critisized it through her work.

The motif of this work may not be easily recognized at first sight because of its missing face, however, is presumed the
emperor of Showa in his Generalissimo uniform who remained raised to the purple for a long period; from before,
during, and after the war. Despite voices of pointing him as a war eriminal, he avoided bacoming so. Because of its
missing face, the image gains an ananomity of baing a no one. This makes the issue of wartime responsibility subject
to not just one particular person named the emperor, but instead all Japanese citizens. As it is a print, the “image of
the emperor” could possibly be numerously multiplied, making it a metaphor of spreading the wartime responsibility
to the general Japanese citizens. (ARAI Hiroyuki)
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There is a meonument titled &loke, faased, soshite yeko (memaries, regrets, and friendshipj to commemoerate
Koreans who passed away during the forced displacement in Guima no Moid (Forest in Gunma), the prefectural park
in Takasakl, Gunima. The Gunma prefecture netified remioval of this monument, and is currently on trial against the
Tnstallation perserinel. SHIRAKAWA referred to this monument and incident as the motif of his work.

The work is sbout the same size of the monument itself, however, has a white cover ¢n top and does not allow the
viewsr To see inside. This evokes how people had forgetion the victims from their minds, and how the social system
hiad compietely erased them from histery. Just the tower partis covered in yellow, which is the same color as the
ariginal monument. This gives the viewer a cue to imagine the monument standing inside the park. Instead of being
confined Tnside the concept of suppression, the monument arises in the viewers” minds as an actual existence within

the community.

Instead of the confined way of presenting art only for the art, SHIRAKAWA has bheen actively opening up his
exaressions to the public and the sodlety. He has reguestioned the history of the Japanese avant-parde expressions;
fie has distributed warks by using a regional currency; and he has created a new festival for 2 regional community,
Among them, activities in Macbashi where he curently resides in are specifically important, which includes this work,

where he had transferred the political scene of the region to the work.

The work was first exhibited at Omaotesando Gallery in Tokyo in 2015, and then at Tottori Prefectural Museum in 2017,
Right after Tattori, the work was plannad to he an exhibit at Confempoerasy Artin Gunmain The Museum of Modern
Art, Gunma (in the same park as the monument], however, was refected for being related to a pending controversy.

Although in a different prefecture, the work had already been exhibited in public, and demonstrates s failure of
openness of g public organization. (ARAI Hiroyuki)
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Ahigh school student eard the news of the so-called Japan-Horea "Agreerent "and “felt anger against the ignorance
af the dignity of the victims” of the Japanese millitary sexual slavery, and drew a painting. Largely distarted faces,
crying eyes melting together with endiess teardrops, mouths that make us hear the torment from the bottom of their
heart, and women withoeut mouths who were possibly forced siience: - they were all viclims who had been laken away
their dignity. Behind them were the countless Japanese armies, portraved with only their helmets and eyves. CHG
Intarpretad them as those who were taken away their humian rights as well, and depicted the “war”

In Aprit 2017, KUMAGA! Tashihito, the mayor of Chiba city, announced the cancelation of the confirmed subsidy of
500,000 yen for Uritfrakkye fo cfifba no tomodachi Fen (exnibition of our sehool and our friends in Chiba) {December,
201, Chiba City Museum of Art) which included this artwork, KUMAGAI stated there was a content epposing to the
Eapan Korea “Agraament,” and that is was “inadeguate to advecate political criticism at an event aiming community
interactions,” and to this day, has not redeemed the subsidy.

Chiba Korean Primary and Junior High School, whe have been curating group axhibltions with rieighboring primary
and funiar high schools along with the traveling exhibition of 4s¢€ Exfilbition of Korean students in Japan, continue
to protest with the citizens stating that “cross cultural exchanges cen only be made by acknowledging and respecting
each othar’s differences and tinding ways of co-living (KIM Yusep, scheol principal). (OKAMOTO Yuka)
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Enduring the Unendurable Ki-Al 104
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Although this work has been shown in 20 countries, the Japan Foundation of the organizer rejected it when a curator
offered us exhibiting at a biennale in a certain country. We are so sorry for showing this work including the details of
the reason that the staff told us secretly, but In short, “ since the Abe Administration took the reins of government, the
governiment checks business for overseas strictly. They don’ tsend any naotification in paper, but there are ferbidden
words, like radioactive, Fukushima, sex slaves, north Korea ete, and if we use those words, a man from a department
close 1o Abe sends us complaints about it directly.” Although we suggested re-editing 1o beep those words, we agreed
to exhibit something else after all. This time we are showing the suggested version. We felt a nostalgic ring like the
times before war in the words of a staff whoe said disappeintedly, “We just have to grin and bear it”,

@Chim T Pom, Courtesy of the artist
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NAKAGAKI Katasunisa
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“Portrait of the Period -~ Endangared Species idiot JAPOMICA ~ Round barrow-", bamboo, paper, 2014, Murata &

Friends
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There are two different types in the expression of art. One is a work that speaks to others, and the
otheris a work that speaks of the others. Which of the two does NAKAGAKI belong to.

Portraft of the Periodis one of the representative works by NAKAGAKI. There are words respecting
the Article 9 of the Japanese Constitution, criticizing the Yasukuni Shrine visits, and raising alarms
to the rightward tilt of the ABE administration, written on the wall of & kamakura (snow dome)
shape sculpture. On the top there is a national flag of Japan, and at the bottom a flag of Stars and
Stripes. The work could be interpreted as diagram of criticizing the US follow-up attitude and
military expansion with a social message.

On the other side, NAKAGAK! also has works that have matifs on native folk beliefs. Themes of those
works are Yobutsu shinko (phallic worship) in which positively praises sexuality, or Fudarakutokai
which is a dedicated practice in Buddhism to sacrifice ene’s life. In these, the works speak of the

others in which appear in the form of beliet.

In that sense, with its exterior depicting the shape of a traditional folk custom, perhaps Poritrait of
the Periodis a vessel that contains the deeply rooted minds of the others. Not just articulating their

own minds, and depicting the mind of the majority, is also the role of an artist.

This work became subject to censorship on the occasion it was exhibited in the Tth edition of
Gendai nihon cho-koku sakka ten{Contemporary Sculpture Exhibition) at the Tokyo Metropolitan
Art Museum in 2014, and was forced to be demolishshed. The deeper mind the artist finds, the
stronger it becomes denied by the “system.” This is the current status of the Japanese art scene
today. (ARAI Hiroyuki}
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“Fukushima Soundscape” NTSC (voler), stereo, 2011-2018

F-



137084 Fh, BEEHNS,
BEAFEHELRTFLETISSE #Hig

BTRTHA2 e TeELVERNYE, (BEYIRFRs—70 . [H) TEBOERE®EEI T aAi

AEE0IIELDABETCL>THRH SN 7HST I FT BERMO Y22 bRy —71 282 LEITTWVWS,
BORMES L. FOERTEF - I OBROEES 250 UM T, BgEL bl

B b2y —URERTSE EEE RV~ LT rp—OREBELAHST SEBL TR HEFEOD
DESELIDFICHIDZEATEZ L L. IRFEMELIIN .

3110 1FE, SEICAFRRADHRIEEEL Ut E. HHEYEORLOBIRESHICIEAL ERIED SV
T EhEV. RMEPHESHITIEEORERRER]
EEMSGEC LT KRz~ T r—OBEICNR 3.

AIEE20135E 0 ME0ER1 BTRERIUFEMEICHEI NN FREZORPEHERR - BEohik. BEXE
DE R EFITH ORISR TREANOMPEFROER TS, REOFRELEALIAL (7302 %)



What is 2 truth that we cannot visually see with ocur eyes. Fukushima Soundscapeis an attempt to present the reality
of Fukushima with “sounds.”

The project was launched by NAGAHATA In 2011, where he has continuously researched the “Soundscapes” of various
locations in Fukushima, The work on exhibit is a videolized work, which is an extraction of the project with locations
and photographs of where the sounds were collected added as slides.

Seundscape is literally "The landscape of sound.”The term was pepularised by R. Murray SCHAFER, who established a
research methodology aliowing a deepened perception of culture and sccial systems possible through focusing on
acoustic environment.

One year after the March 11th accident, human voices had come back in parks, however, the forests were yet to
remain silent. The sounds of decontamination of radicactive materials were much louder in areas in which have
higher commercial values compared to residential areas. These were realities of Fukushima that had been disclosed
thraugh the work.

SCHAFER s Ideology had been kept at a distance in Japan, with its utopian point of view of criticizing civilization.
NAGAHATA responded to SCHAFER's ideology by deciphering Fukushima from a social perspective.

The work was exhibited at @fo ne fked {landscape of the sound) at Natural History Museum Institute, Chiba, in 2013,
however, was subject to censorship where the artist accused the principle and administration of Fukushima
University of their indefinite decontamination activity In the explanation text of the work, This part of the text was
deleted by the arganizer, Alternatively, the case became an example of showcasing the diversity of censorship. (ARAI
Hiroyuki)
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FUJIE Tami

Tami Fujie 1986 work
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FUMNE was one of the invited artists of 86 Toyama no bijutsu, organized by The Museum of Modern Art, Toyama. Data
related to FUJIE's work were demolished forever as well, due to the undisclosure and Incineration of the catalogue.
The work in this exhibition features the image of FUJIE's work shown on the relevant catalogue, and straightforwardly
criticizes the fact that the catalogue became subject to biblicclasm. While FUJIE is renowned for abstraction in her
works, this work unexpectedly carries a strong message. The work was exhibited in the exhibition ART EDGE ‘94

organized by the City of Toyama, despite the pressures from the organizer who attempted to reject the work.

FUJIE also organized the exhibition Hyougen no jiyuu wo kangaeru yuushi ten (coalition exhibition towards freedom
of expression} in 1991, despite the opposing claims to cancel the show by the exhibition venue, Toyama Shimin Plaza.
FUJIE, QURA and cthers also organized Toyama ken kindal bijutsukan mondai wo kangaeru simpojiumu (the
symposium to reconsider the incident of The Museum of Madern Art, Toyama) in Toyama and Tokyo in 1893, In 1996,
FUJE donated her copy of the catalogue to the prefectural library, which the library rejected and did not receive.
FUJMNE's activities do not only provoke awareness of freedom in expression, but also other essential matters in art
including the importance of archives such as catalogues.

The activities by FUJIE and others came to fruition to launch Bijutsu to bijutsukan no aida wo kangaeru kai (the
organization to consider the relationship between art and the museum} formed by artists and critics, The magazine
Aida (in between) (editor in chief, FUKUZUMI Haruo] started as the official publication of the organization, and still
continues to be published while the organization itself is no longer in function. FUJIE still continues pursuing her

activities as an artist in Toyama today.

{OGURA Toshimaru}
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Manneguin Flash Mob
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Manneguin Flash Mob is & performance inwhich the members appear in public and pause for several minutes as
though & marninequin. The silent action is made by members in similar clothing, holding boards with comments
written as “WAR IS OVER," or “ABE IS OVER.”

in 20198, Ebina City warned the Mol members that the “Mob” performance that had been taking place in the corrider in
frant of Ebina station were infringing the regulations of the lecal government, and issued an injunclion stating &
penalty up to 50,000 ven will be impused for the next occasion. The members of the mob filed the case against Ebina
City as an infringement of the *lreedom of expression.”In 2017, Yokohame District Ceurl ordered disaifirmarnice of the
injunction, and the mob members won the case. The seguence of events revealed that the activity restrictions seen in
various regions do not have any legal validity of justification.

(NAGATA Kozo)
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YOKOO Tadsnori

The fifth proposal of train car decoration "Tarzan and others, Photos, 2011
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YOKOO Tadancri has two projects associated with censorship.

The first case was the train car decoration he had designed from the first proposal Mire miru havai{means speedy in
Japanese expression) in 2004, however, was rejected the fifth proposal titled Tarzan by West Japan Raitway Company
in 2011. In concern of the derailment accident that occurred in Amagasaki in 2005, the company worried “the image of
the loudly shouting Tarzan may invoke the victims of the deraliment accident.”

YOKOO is renowned for his pop and colorful style incorporating pop culture and consumer-driven culture in his works.
Itis questionable whether the lord of the jungle as the classic movie icon would really hurt everyone’s heart.

The second case occurred at the exhibition Fokyo 1855-1870: A New Avanit-Garde at The Museurn of Modern Art,
New York, in 2013, The graphics he designed for theater and film posters featuring the “rising sun” were claimed by
Korean citizen organizations in America to resemble kyolujitsuki{Rising Sun Flag), used by the Imperial Japanese
Army (currently used by the Japanese Seilf-Defence Forces) and evoke militarism. YOKOO started featuring the design
in a picture book published in 1964 titled Nihon minwa graphic{Japanese Folldale graphic art), inspired from the
graphic design of Asaht's packing of Mamif af asafi{rising sun and waves}. The rising sun motifs have been repeatedly
featured In ukivoe (Japanese wood block print rooted in pre-modern age) as weall, The complexity lies in the fact that
among the many usages of the traditional design, the Japanese military flag has become one of them.

Works of art are not always fully understood by citizens, as they are supposed to embody bizarre inspirations and
connote stupendous accumulations of knowledge. Those who stand on the side to deliver the art are obliged to fill in
these gaps betweean the viewer and the creator. &s for the farmar example, West Japan Railway Company were ought
to not worry too much of risks, and were supposed to show the attitude of fully communicating with the citizens in
case anything would have happened. In the latter case, MoMA should have adequately explained the background of
the Japanese culture and YOKOO's works {and not make a tangent reply that the artist had no intentions of
militarism). Those are the responsibilities of sacuring the dignitiy of the works. {ARAI Hiroyuki)
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