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‘“NOSTALGIA FOR ‘ASIAN’ TRADITIONS AND ENERGY — ENCQNTERS WITH
CHINESE AND KOREANS IN JAPANESE TV DRAMAS”

HILARIA GOSSMANN, GRISELDIS KIRSCH

INTRODUCTION—TELEVISION DRAMAS AND THE MYTH OF JAPAESE
HOMOGENEITY

Since 1953, when Japanese television went onraihéofirst time, television dramas have
played a central role in affecting and reflectimgJapanese society, its identity, and its
relationship with other§Japanese television drama traditionally concestran the

everyday life of “everyday” (urban) middle classiidies, Japanese minorities and foreigners
remaining very much outside its focus. This latkogus on the diversity inherent within
Japanese society can, in turn, be seen to havelzdet to a variety of other reflections on
the nature of Japanese society as a homogenedusatabne. Indeed, it could be suggested
that Japanese television dramas have helped topindad reinforce a ‘myth of
homogeneity’ of the Japanese people—a myth alspagated by thaihonjinrorf (theories

on the uniqueness of the Japanese) writing of Gsearid 80s.

The 1990s, however, saw an increase in foreigmens dther Asian countries entering
Japart. Other events, such as the end of the Cold Wae karved to change the nature of
the three-way inter-dependant relationship betwlegran, the West and Japan’s Asian
neighbors. With the West ceasing to be the maint pd reference for Japan’s self-image,
Japan’s Asian neighbours have expanded their edoraomd political relevance, potentially
challenging the ‘self-reference other’ positionJapan in the world. With ‘Asiahartefacts

and travel destinations becoming gradually moreufgapJapan can now be seen to have

! Although initially American series were broadcastdue course, Japanese productions came to be moieh
popular and successful than their American couatésp On the early history of Japanese televidimma see
especially Hirahara (1991).

% On a critical discussion @fihonjinronand the ‘myth of homogeneity’ see Befu (2001).

3 According to the Statistical Yearbook of Japara{eble online), the number of foreigner in Japas more
than doubled between 1980 and 2002. Even thoughuiméer of foreigners in general has increased, the
figures for other Asian countries are especiallg-egtching. For example, in 1980 about 53,000viddals
from the People’s Republic of China were registénedhpan, in 2002 the number had risen to abdbi08D.
For further reference see <http://www.stat.go.jgflism/data/nenkan./>, accessed October 8, 2004.

* To simplify the reading of this paper, we have ugeia’ or ‘Asian’ in reference to all other Asiaegions
except Japan.
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entered an ‘Asia boom’ era in terms of its popelalture® This reorientation of the ‘Asian
Other’ has, we will argue here, begun to challeihgeconstruction of Japan as a
homogeneous country. This trend is perhaps fiséibie in Japanese cinema which has, since
the late 1980s, featured growing numbers of ‘As@rdracters, taking up the problems of a
more regionally relativized societyJapanese television drarfiase subject of this chapter,
followed suit approximately a decade later. Thgragative effect of such changes in the
reflections on the nature of Japanese society filpo culture, may, we argue, present a
possible future where this notion of homogeneitydmees not merely questioned, but
potentially almost completely overthrown.

Japanese television dramas are often praiseddor(fierceived) closeness to reality—they
are seen to be much more than just mere ‘proddi@stertainment’ within Japanese society.
As Penfi points out: “TV dramas provide a window into Jagse society that can be more
revealing than a sociology textbook” (Penn 2003). IThus, as Japanese television dramas
began to show more characters from other Asiantdesnand a more heterogeneous image
of society seems to have come gradually acceptiinvthat genre, the appeal for
acknowledgement and acceptance of such an imaggohasout to the very ‘grass roots’ of

Japanese society.

While from 1954 until 1994 only five television series featureddtters from other Asian
countries in leading roled,between 2000 and 2002 it took only two years toee the
same number of television seffesvhile at the same time, many television filmslihggawith
‘Asian’ encounters were broadcast. The rise imilv@ber of foreign, especially ‘Asian’,
characters is therefore highly visible, powerfuldjlecting the entry into the recent ‘Asia

boom’. The Football World Championship co-hostgdlapan and South Korea in 2002

> This ‘Asia boom’ within Japanese media is one eftthpics of a research project sponsored by thésblee
Forschungsgemeinschaft (German Research Foundatititigd “Japan’s Turn toward Asia in Japanese
Literature, Media and Popular Culture. A Factothia Creation of an ‘Asian ldentity’?” conductedta
Department of Japanese Studies at the Universityief.

® On the ‘Asia boom’ in Japanese cinema see Yon2fia1) and Schilling (1999: p. 43-50).

" Japanese television dramas are commonly dividedétevision films fanpatsu dorampgand television series
(renzoku dorama

8Wm. (Wilhelmina) Penn is the pen name of Dailymfori columnist Kathleen Morikawa.

° The year 1954 is commonly given as the adventpddese television drama as it is known until todaythe
first year of Japanese television, the dramas weialy drama-like life broadcasts.

° These data are based on the statistical analy$isrebi dorama zenshi954-1994 (A Complete History of
Japanese Television Drama 1954-1994) (Tokyo News MedR (1994)). This book lists every drama aired i
the history of Japanese television drama, alonly avghort overview of the contents.

" These data are based on our own research condnatedjunction with the above-mentioned research
project. For the contents of the dramas analysedtse appendix.
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furthered the interest in South Korea, a region gl®wing in popularity in (Japanese) TV
dramas. In 2003, the Korean TV drama “Winter Sahaine of the first ever on Japanese
small screens, became enormously successful arkkespaf a ‘Korea Boom’Kanliu)*? in

Japanese popular culture which continues tdday.

As the ‘Asia boom’ in Japanese television dramasiyaoncentrates on characters from
‘China’** and South Korea, the focus of this article willdsedramas featuring characters
from these two countries/regions. Before analysingral television dramas depicting
encounters with Korean or Chinese characters, Weyiwve a short overview of common
patterns used in the creation of the imagery cde¢hevo other Asian countries. We will hope
to illustrate how the way in which ‘Asian’ characte@re constructed and given meaning
within these dramas reveals a great deal abouh3apeesent and possible future cultural,
national and regional identities. More specificallye shall be analysing the way in which
these small screen encounters with other Asiarackers illustrate how ideas of Japanese
culture, identity, and self-image are in a phassigiiificant renegotiation, and again may

come to help re-define immediate and long-termiptessSapanese futurés.

ASIAN ESSENTIALISMS: CONTEMPORARY JAPAN'S SEARCH HO'SALVATION”

According to the analysis of media researcher WdFfaelstich, the ‘Other’ in international
film is constructed around notions of “exoticisrfgalvation” and “horror”.*® While

exoticismrepresents “the unknown to be discovered” (Fauhistf96: 414)salvation

2 The ‘Korea Boom’, or ‘Korean Wave' is not just daese phenomenon, but also visible across theavaifiol
Asia and it is often referred to by its Chinesertésee also Lee Eun-Jeung (2004)).

13 While in 2001 and 2002, only Korean women playesirnain parts in Japanese characters, three Japanes
Korean co-productions in 2002 featured Korean nsee Lee Dong-Hoo (2004)). But only in 2003, the
broadcasting of “Winter Sonata” brought a breaktigitofor Korean male actors in Japan (on this dgreént
and its gender implications see Géssmann (2008g. faidom for male Korean actors is mainly carrietiy
women and has lead to an increased interest indkarelture among these fans (On these fandom ankidtea
boom in Japan, seedvl (ed.) (2004) as well as Hayashi (2005)). IneJ@A05, one of the major Japanese
newspapers, the Asahi Shinbun ran an issue abwwaChina boom’ljualiu) in Japanese popular culture,
while also stating that the ‘Korea boom’ has bynmeans diminished (see “'Taiwan dorama’ shizuka n&ihi
2005).

% In this paper the term ‘China’ represents Gre@tdna, that is the People’s Republic of China,Riepublic of
China on Taiwan and the SAA of Hong Kong.

15 The notion that television dramas can in fact lael @snihonjinronis also conveyed by Matsuskhi who
entitled his book: “Terebi dorama o yomu. &im naka no nihonjinron” (Reading Television Dramas.
Nihonjinronwithin Visual Media) (Matsuo 2002).

18 Faulstich illustrates his analysis with examptesrf German, Hollywood and Hong Kong cinema from the
1950s up to the late 1980s.
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positions the ‘Other’ as something to be desiratitarseek out for salvation of the self
(Faulstich 1996: 417). Lastlidorror literally portrays the other as “sinister, threuie,

even frightening” (Faulstich 1996: 418, Englishnslations by the authors). These patterns
of appropriation and othering are very much in&xise in portrayals of Asians in Japanese
television dramas as well as in other popular genkowever, the degree to which
“exoticism” “salvation” and “horror” are respectiyeemployed has changed over time.
While in earlier television dramas the patternsxafticismandhorror prevailed:’ in more
recent productions the patternsaflvationhas gradually become more dominant—often
assuming the shape of Japanese ‘nostalgia for Astalernising energy’ (see Gatzen and
Gossmann 2003: 247).

“Nostalgia for Asia [...] was now an attempt to regtie energy and vitality Japan had lost
by identifying itself with the promising land of %™ (lwabuchi 2002: 176). This theme of
salvation becomes most salient in the notion thpad must save itséhom losing precious
cultural traditions, attitudes to life, and spigtwesources (energy)—elements that Asia is
seen to embody. So, for example, Japanese televdsamas involving only Japanese
characters often revolve around a common themelidfihg a life dream or ambition.
Japanese dramas involving other Asian charactevgeVer, apply this genre convention to
the ‘Asian’ characters, while the Japanese charaate portrayed as ‘aimless’. We see this
construction of Japanese salvation through thenAsiler as revolving around three key

paradigms of struggle:

1. Modern individual vs. Traditional familialJapanese are constructed as individualist
and ‘modern’ in contrast to family-oriented andghaditional’ ‘Asian’ characters.

2. Displaced unmotivated vs. Grounded empoweréd.‘Asian’ characters are
constructed as pursuing their (often creative)difeams, whereas the Japanese seem
to have few goals. In the course of cross-cultenaglounters, the Japanese are shown
to be inspired to define a goal in life as well.

3. Metaphysically and emotionally under-resourcedSgritually endowedThe ‘Asian’
characters — with an energy and vitality to overedtifficulties and achieve life

success — serve as role models, even saviourgpamdse presented as lethargic and

" For instance, in the 2000 drama “Nisennen no Kaite in the Year 2000), terrorists from a fictit®Asian
nation were planning a terrorist attack on a Japatigeme park, therefore killing many innocent feofsee
Fujimoto, Asano et al. (2000).
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unmotivated. They are thus being utilised in otdgorovide a vital impulse for the

development of the Japanese characfers.

We would now like to analyse the small screen ent®g with Korean and Chinese
characters, illustrating how these constructiong\sfan’ characters represents an attempt to
overcome, or to speak about, struggle in each garadThe most predominant struggle,
which weaves its way through many of the portragald storylines, is the first in the list
above—the need to portray ‘Asian traditions’ anahifg values in Korea/China in a particular
way in order to illuminate the need for Japan’'satbn in this area. Analysis of tineodern
individual vs. traditional familialvill thus take up the majority of our discussiofhe second
two paradigms, one involving the degree to whiahviduals are able to find a sense of place
and motivation in society, the other gesturing 8paitual and emotional capacity to face-up
to and overcome problems, have obvious overlaps.th&refore propose to deal with these
two points of struggle under one heading: “Nostafgr Asian Energy”.

Modern individual vs. Traditional familial

The notion of Asia as sharing common ‘traditiorssbne popularised by several Asian
politicians and controversially discussed by sctsothroughout the past decade. Be it
Ishihara Shinta or Mohamad Mahathit, these so-called ‘Asian values’ have frequently
been referred to in order to distinguish Asia frafiundamentally different West. In this
context, ‘Asian values’ are often reduced to ‘Caidin values’ which in turn are understood
as placing greater value on the benefit of the giauhe family than on that of the
individual. This is perceived as the main distimetbetween a homogenized Asia and its
(equally homogenized) ‘Other—a degenerating Wdste construction of this clear-cut
opposition sparked a lengthy debate and fuelleghtbduction of countless publications in

the fields of journalism and scholarship—both iriaksand Western countrie®

18 0On these patterns see also Gatzen, Goéssmann (2G@8smann, Kirsch (2003), as well as Iwata-
Weickgenannt (2008).

19 |shihara Shintar, governor of Tokyo since 1999, is (in)famous fir fight-wing populist exclamations, in
which he mostly praises Japan’s qualities, sometim@ccordance with ‘Asian values’. Mohamad Mhhat

was between 1981 and 2003 prime minister of Madaged one of the key figures within the ‘Asian esu
debate’.

2 See e.g. Ishihara, Mahathir (1994) and for augision concerning these widely debated books, seeni
(2003).
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Although it can be said that contemporary Japatedseision dramas do raise socially

relevant questions, they in fact tend to avoid politically controveastopics—the ‘Asian

values’ debate is therefore not referred to exficiln the this section, however, we intend to
illustrate that the portrayal of ‘Asian’ charactassfamily-oriented can in fact be regarded as

a contribution to this debate. As we will hopedueal, the Japanese and other Asian
characters are constructed in deliberate oppoditi@ame another for the purposes of
contributing to the themes of this debate. Indeedopften see that the Japanese assume a part
hitherto reserved for ‘individualist Westernershpglicating Japanese society in a Westerner-
like devaluation of the family (the frequent oceurce of divorce being one of the signifiers).

In contrast, non-Japanese Asian characters armaesalithout exemption — constructed as

clearly family-oriented and presented as livingaadang to the so-called ‘Asian traditions’.

Indeed, nowhere does the representation of fanailyes find greater issue within Japanese
television dramas than the small-screen encouniginskKorean characters. This attitude
might not seem surprising when one considers thaman stereotype that it is in Korea,
rather than China, that Confucianism still playsraportant role in structuring familial
relations?’ However, it is also obvious in these dramas thaicomparison with Korea
underscores the construction of Japan as beinigylarty ‘modern’ and therefore ‘Western’
in its emphasis on individual freedom and choidd.dramas portraying Korean characters
are characterised by the Japanese side consistimpadern’ families with an independent

and successful working mother.

The two hour television film “Kankoku no obachan &rai” (Korean Aunties Are Wonderful,
No. 3) broadcast on New Year 2002 also by NHKtresnaround one such ‘modern’
Japanese family. The story starts with Rie, adag@mwoman, who, with her Japanese
family, move to Seoul because her husband is &earesi there from Japan by his company.

In Seoul, Rie intends to continue her work as lastilator on a freelance basis. However, her
professional ambitions are countered by a lackndieustanding that she, as a woman and
mother, intends to continue working. This notisrespecially expressed by an elderly
Korean lady called “Omonf® who constantly insists on Rie taking her dutiemasher and

L For example, on the constructions of gender imdege television dramas see Muramatsu (1979, 1886),
of disabled persons in relation to their gender&tdehe (2004).

22 An opinion poll conducted in 2000 within Japany&and the People’s Republic of China on the imdge
people in these three countries have about eaeh wittlded, that 40% of all Japanese intervieweesidered
Korea to be ‘traditional’ and another 26% considdtéo be conservative. (Hara, Shioda 2000: 14),
23:‘Omoni’ is the Japanese transcription of the Kareard Smoni’ which means ‘mother’.
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wife more seriously. Rie suffers because she f&edss only perceived as wife and mother

and not as a working woman. Thus, she concludgsitorea is a country of Confucianism.”

As a result of these reprimands, Rie withdrawséiefiiom her Korean surroundings, which
in turn becomes one of the main sources of cnitiad Omoni and other Korean neighbours.
They claim that she “does not open her heart te&bfkokoro o hiraiteinal. From a gender
point of view her withdrawal can be seen as a kih@onscious or unconscious) self-
protection of her identity as a working wonfdnTo continue working, she guards herself
against the country which seems to threaten hersalfsfulfilment—important for her, but
seemingly worthless in Korea. Gender issues tlkasre a central pivot on which the

intercultural encounter between Korea and Japarpkred and commented upon.

After professional failure — one of her sketchejected — Rie’s role as wife and mother is
brought entirely to the foreground. Likewise, whear mother visits her in Seoul, Rie
becomes aware of her duties as a daughter andegdtiat she has neglected her mother —

and her own family — for a long time.

In addition to its emphasis on gender roles andlyamlues across cultures, “Kankoku no
obachan wa erai” is one of only a very few dranasdsroach the issue of the Japanese
colonisation of Korea. When Rie’s mother bringsthig subject in a conversation with
Omoni by saying: “Japan once did bad things tog&tyr Omoni who is fluent in Japanese
due to her education during the colonial time,ie=pl “It is difficult between nations. But

you cannot hate people you know and cherish sircane all like a family2®

The construction of a dichotomy of Japan and Kagecerning gender and family roles is
complimented by a subsequent presentation of geetitht inter-generational conflict can
unite the generations across cultural borders:siRietherand Omoni understand each
other’s values and worldviews well, and Rie and @rsadaughter — both of about the same
age — are united by their wish for professiondt&afiiment. However, even though these
changes within the younger generation in Koreaoaserved — personified by Omoni’s

daughter — Korea is presented as a country in whi@hen have to dedicate themselves first

4 On a more detailed account of the gender aspetiisi drama see Géssmann (2008).

5 This argument bears allusions to Japan’s policinduthe colonial time. Korea was constructed ashttide
for the Japanese bridegroom, thus the symbol offfagaining relevance on another, politically more
controversial base.
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and foremost to their families. Significantly, twely woman with professional ambitions is
Omoni’s daughter who is divorced and without chelt+a source of constant reproach from

Omoni who can be seen as a representative of dee géneration.

The Japanese-Korean television film “Frierfd¢ih two episode$’ TBS 2002, No. )4

despite being a co-production, also draws heavilthe stereotype of Korea as a Confucian
country by emphasising the same (perceived) difigzen family values. Here, the emphasis
of family values in Korea can be seen as not ordgrestruct of the Japanese producers, but
can also be seen to have become part of Kored:sysage. “Friends” is a love story
between the male Korean character Jihun and thaeléedapanese character Tomoko.
According to the producer at the Japanese pritat®os TBS, the Japanese production team
aimed to “emphasise the difference between Japameskorean families?® For this reason,
the Japanese and Korean characters were provide@mtirely different backgrounds: the
Korean, Jihun, has been born and raised in a pooaince which is — even in Korea —
considered to be exceptionally ‘traditional’; whitee Japanese, Tomoko, is the daughter of a
single mother from the Tokyo megalopolis. Therefdny juxtaposing the heir of a
‘traditional’ Korean family with a girl from Tokyahe perceived distinction is much more

obvious than if the two main characters were chésen a similar environment.

This difference in backgrounds and upbringing ewelty lead to a clash between the two
main characters. Although Jihun dreams of makingsf his father wants him to take over
the family business. Tomoko, on the other hand,rftaconcept of obligation to the family in
terms of her career directions. Her mother has lbeastantly concerned whether Tomoko
had dreams or ambitions she wanted to fulfil tletrhother could help her accomplish. As
she always had to reply that she did not haveeafdr for herself, Tomoko puts high esteem
in people that, in contrast to herself, do haveuwh®in life. When she urges Jihun not to
deny his film-making dream for the sake of his figraibusiness, Jihun defends his father’s
position. Nevertheless, it is important to notatfilomoko’s Japaneseness plays a part here—
in identifying Korean culture as an underdog toiapanese, Jihun seeks to defend and
uphold his own country’s culture in the face of dag@anese other. Towards his Korean

friends, however, Jihun is much more critical of father and the family traditions. Such

%6 On this drama see also lwata-Weickgenannt (2008).

" This drama is the first and only real Japanese-#om-production. Unlike other co-productions all
important positions had a Japanese and a Koregmeaige, i.e. there were Japanese and Korean aaerera
scriptwriters, directors and producers.

28 Statement during an interview with Hilaria GéssmamAugust 2002.
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intimate disagreements thus represent the negwtiafipower balance on large cultural and

national canvases (Iwata-Weickgenannt 2008).

Although they remain together, Tomoko withdraws gamally from Jihun who eventually
continues to realise his dream to work in film.“Fmiends” the common patterns are
reversed—even though the Japanese character itdiid a new job in which she can be
more at ease with herself, it is not she who i9araged to live her own dreams, but the
Korean character. When Jihun wins a prize forafas films, his father finally accepts his
professional ambitions. When his father then gwe® give him permission to marry
Tomoko, the film is brought to a happy ending. ,Xsten though differences between the
younger and the older generation are emphasissdnich more important for Jihun than for

Tomoko to live in accordance with his family’s wesh

Like in “Kankoku no obachan wa erai”, the worldwief the younger generation differs from
that of the elder. However, in the argument witdmbko, the Korean character describes it
as given that he should seek to fulfil his fathexpectations. Even though — encouraged by
Tomoko — he decides in favour of his own professianeams, the harmony with his family
is vital for him. By contrast, Tomoko’s relatiomglwith her mother is based on friendship
rather than obligation. Her mother even encourageso find and eventually realise her own
dreams. Thus, the contrast between Jihun and Tos&kmilial worlds is a powerful

signifier for the construction of Japanese and Koreultural difference and identity within

the drama.

The television series “Faitinguigi”®® (Fighting Girl, Fuji TV 2001, No.5\vhich consists of
eleven episodes, portrays a friendship betweetQhgear old Japanese Sayoko and the 24-
year old Korean Ami whose attitudes differ dianezgtlly. Ami’s moral concepts match those
of Sayoko’s father who owns a small manual workstwg thus personifies a more
‘traditional’ Japan. When Sayoko for a short tiemters the fashion business, her father
strictly opposes her plans to work in such a fastimg branch. His own small family
business, however, seems to be associated withi-gtite-as-modern’ Japan. Therefore,
through this representative of the elder generatianore critical stance toward Japan’s

modernity is put forward. Due to her friendshigiwhmi, Sayoko eventually realises that the

29 On this drama see also Gatzen, Géssmann (2003).
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‘traditions’ upheld through her father’'s small mess are in fact something valuable to be

respected.

Japanese and Korean families in Japanese televdsimmas are almost always constructed
along the ‘tradition versus modernity’ dichotomyea when internal inter-generational
differences and cross-cultural generational symyren be detected and convincingly
rendered. The comparison with Korea serves asaa$ie present the situation in Japan as
being far from any Confucian, shared Asian, fartiiditions. Even though it is made clear
that the younger generation in Korea seem to siriben the limits set by these traditions,
family values in general are presented as somepiosgive, something that relate to Japan’s
own ‘traditions’—traditions diluted or even destealin part by the effects of

‘modernisation®°

As the previous focus on Korean characters malkees,dKoreans are nearly almost presented
as upholding a ‘traditional’ lifestyle by placinghehasis on family values. Unlike those
dramas portraying Japanese-Korean encounters, leoytbe dichotomy of ‘traditional’

versus ‘modern family life’ seems to be of lesseportance for the construction of ‘Japan’
and ‘China’. Although only two dramas deal witle tissue of tradition and modernity
between China and Japan, this dichotomy is conveyad/ery fascinating and revealing

way.

In Sakuranbo no minoru taniThe Valley where the Cherries Bear Fruit, NHK 2080. 6),

a young Japanese salary man encounters life imarityi village in a remote Chinese
province. This particular minority, especially ttaenily he befriends, is presented as having
led a life far from the benefits and losses of ‘malty’ which is posed as spreading
throughout China and about to reach the secludidygi This ‘modernity’ is represented by
two Japanese characters who are planning to umgsts into this area and therefore need to
prepare the village according to the needs ofansitrom a ‘modern’ society while at the

same time trying to preserve the village’s ‘primieier’.

The drama sets out to convey the notion that théaco with this kind of ‘modernity’ will

slowly degenerate the ‘original traditions’ of thidagers. This is personified in the character

% Ironically, in condemning the ‘effects’ of modesation, these dramas assume quite a ‘modern’ positi
themselves by taking the existence of so-calleigiioal cultures’ for granted.
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of one of the Chinese family’s sons who works rapanese company. Even though the
‘traditional’ codes of honour demand that all faymhembers stand together in a moment of
desperate need, he refuses to help his family yipga “There’s no need for traditions. We
live in modern times now.” His sister, on the othand, sees the necessity to preserve the
minority’s lifestyle. She considers it her dutyremain in the village and teach the children
the true value of ‘traditions” Through her efforts, her brother is eventuallyeabol

reconsider the significance of these ‘traditionsd dinally even turns to help his family.

Interestingly, in “Sakuranbo no minoru tani”, theumdaries between a supposed ‘original
tradition’ and a ‘newly intruding modernity’ are tndrawn exactly along the lines of
‘traditional Chinese’ versus ‘modern Japanese’ oddrnity’ rather seems to be something
‘infectious’ and threatening for, (although somewhastalgically distorted and woolly
defined), ‘traditions’ in general. Whereas the Bwilage in the mountains is presented as
having preserved its ‘traditions’ and continualiguggling to uphold its codes of honour, the
two Japanese businessmen and the son of the Cliame#g apparently represent (Western)
‘modernity’ in the sense of thinking only about firand themselves. Nevertheless, the
message of the drama seems to be that this develdman be stopped if the ‘modernizers’,
be they Chinese or Japanese, are able to find daakyto their own ‘traditions’ again. This
is also illustrated by the Japanese main charaatatharsis: The high esteem given to family
values within this minority group leads this chaeado a healing experience such that he is

even able to forgive a grudge against his fathechvhas thwarted him throughout his life.

Here the approach of the Japanese characters taveatition’ is clearly visible. Whereas

the two Japanese businessmen seek to exploit theiyed ‘traditional’ lifestyle of the

minority (economically), the Japanese main charagh® belongs to the younger generation
is able to turn his positive experiences into priofi his personal development, profit on a
monetary base becomes unimportant for him. Theadrhus conveys the notion that Japan’s
younger generation is, or at least should be abledmmunicate with China and its
inhabitants on a more personal basis, without¢bertipting’ influence of economic greed or
betterment.

31 Again, like in the dramas depicting Korean encetsjtithe Chinese assume ‘modern’ positions in
acknowledging and preserving these alleged ‘orignaalitions.’
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“Sakuranbo no minoru tani” can be read as a plegptwld and cherish a ‘nostalgic-
traditional’ lifestyle within a strongly tied fanyilbound by codes of honour as well as by
affection. The Chinese characters portrayed agybaditionally-oriented’ serve as role
models for the ‘modern’ characters, regardlesseif origin®? Referring back to the ‘Asian
values debate’, Japan thus takes on the part afdngdualised and modern West, whereas
rural China is — uncritically — connoted with ‘Agiavalues. “Sakuranbo no minoru tani” thus
sports a very essentialist argumentation, as tresté/n’ qualities of Japan — individualism
and a profit-oriented way of thinking — are presenas something acquired (from outside?)
and thus easily disposed of in the same stroke.

Unlike “Sakuranbo no minoru tani” which shows a sioaction of China along the
conventional pattern of ‘tradition versus moderitlye ten episode television series “Honke
no yome®? (Nihon Terebi 2001, No. Bjired by the private broadcasting station Nihon
Terebi, however, takes on a different stance withis dichotomy** Whereas the other
examples we have mentioned have portrayed ‘Asithe@4draditional’ other to Japan’s
modernity, in “Honke no yome” this pattern is reseat by constructing a ‘traditional’ Japan

in contrast to a ‘modern’ and international Taiwdrhe young female main character of
“Honke no yome” — Nozomi — is of Japanese and Taesa descent, but was raised in the
USA. She thus seems to embody ‘Asian’ as welWdsstern’ values which are presented in a

more positive way than in “Sakuranbo no minoru’tani

So far, Nozomi has led a ‘modern’ lifestyle purguancareer as a journalist. Her husband is
Japanese and the second sontwdrake When the actual heir leaves the family, her husb
is asked to fill the role and Nozomi is put undeggsure to divorce, because as a working

woman she does not fit in the pattern of a uboake no yomelnstead of submitting to his

32 However, this positive image is blurred by soméhefcharacters representing ‘modernity,” who obsip
cannot be turned back to ‘tradition’ as they seetlet already too much infected by the ‘errors’ oidernity. A
possible healing thus seems to depend on the e=sdin open oneself for ‘traditions’ rather thapleiting

them.

% The homepage of the producing station translatesitth of the drama as “The Family Bride”. Thisnist

only a very clumsy translation, but rather mis$gsdonnotations innate to the original. The titlehowever,

not easily translated into English, so instead wingi a (probably quite as clumsy) literal translatia short
explanation of the meaning seems to be more appteprAhonkeis a so-called main family, and is usually
referred to as being a traditional Japanese famoihsisting of several generations living under mud.

Although it is often compared to European nobitity19" century gentry, it is a much more symbolic tet@ne
of the tasks of suchl@onkeis, however, to uphold the family name. Thus aenhedir is absolutely necessary.
The term yome’'refers to the bride entering her husband’s familyhonke no yome’ thus is a bride of the heir
of a ‘honke; who is mostly expected to live according to tiadial gender roles within the household. For more
information on the Japanese family system see NakE®85) and for a critical discussion see Ocl2@a00).

34 On this drama see also Kirsch (2008).
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family’s wishes, however, she decides to stay ayit for her place in theonke When she
discovers that the traditional lifestyle of her basd’s family deprives the members of the

family of their innermost wishes, she decides tbglittle ‘fresh air’ into the old ways of life.

Unlike ‘tradition’ in “Sakuranbo no minoru tanitradition’ here is somehow jammed,
preventing people from realising their own drearftdonke no yome” thus explicitly refers to
Japan’s own ‘traditions’ and even though their &sibackground is never mentioned, they
are presented along the usual patterns of ‘Asiamlitrism’—therefore implicitly portraying
Japan as being part of Asia or at least havinganee background. In stark contrast to the
dramas featuring Korea, it seems that in “Honkgomme”, ‘Japan’ is constructed as needing

an impulse from outside to make its own ‘traditidhgable again

This central point is played out through the rdi¢ghe Japanese-Taiwanese-American
character in contrast to that of her Japanese equart—the family matriarch whose task it is
to “protect the house’id o mamorlt Both are functionalised according to the pattar
‘tradition versus modernity’. However, as these tmomen develop deep bonds despite their
different attitudes, the ‘traditional’ lifestyle tiie husband’s family is gradually changed,
allowing the members of the family to experiencaenmersonal freedom and the advantages
of an extended family at the same tifi¢lnlike other dramas, here both sides profit fromn t
changes: whereas the family matriarch acknowletlgggounger character’s wish to
modernise the family traditions and gradually fireds for herself, that “protecting a house”
does include the (emotional) welfare of those whe in it, the protagonist comes to respect a

traditional way of living.

Yet, however progressive this drama may seem megeesentation of ‘China’, it is important
that the main character is of Japanese descemrtis$herefore ‘close’ enough to Japan to at
least understand these ‘traditions’, but also etduacim the West, thus individualistic enough
to question the perceived ‘errors’ of these ‘tradis’ more directly’® The message of the

series thus seems obvious: By inverting the compadterns, it is not a yearning for ‘Asian

% The protagonist prevents her husband’s eldest $iste an undesired arranged marriage. She algs e
actual heir to fulfil his dream of becoming a pss®nal boxer. Most importantly, she is even ébleonsole
the family matriarch with her twin sister who hadt the family to live her own life.

% The protagonist was actually played by the Taiwaaesress Vivian Xu, who has, except from beingrftiia
Japanese, no roots in Japan. Although her chaiagtart Japanese, due to her popularity in Jaganso-
called ‘Asian Star’, she gives the character a nalien’ or ‘Chinese’ flair than a Japanese actwesld have
done, thus moving her character into a more dethphsition from these Japanese ‘traditions’. Qs th
tendency see also Kirsch (2002).
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traditions’ that is expressed here, but much raghsrsh to cherish Japarosvntraditions
(again). Yet it remains significant that commoaorggions of ‘tradition’ and ‘modernity’ are
guestioned, and an amalgam between ‘old’ and ‘ngwhown as the most appropriate way of

life.

Family values, be they ‘traditionally Chinese/Asian‘originally Japanese’ are in both cases
presented as holding relevant ideals and are tirerefrengthened as legitimate models.
However, the messages are achieved under diffprelminaries: Whereas in “Sakuranbo
no minoru tani” specifically ‘Asian’ values are paryed and utilised for the Japanese, the
family system presented in “Honke no yome” is etyidapanese—therefore, a ‘healing

process’ can be also found within Japan itsetkibiwn ‘traditions’ are ‘readjusted’.

In the genre of Japanese television drama, a ngdadency to describe or construct Chinese
as not entirely ‘traditional’ can be observBdRather, they seem to oscillate between
tradition and modernity. Even in “Sakuranbo no onintani”, the ascriptions of ‘tradition
versus modernity’ are not drawn along the linesaifonalities. In “Honke no yome”,
eventually, this pattern is entirely dissolved.reason for these divergent representations of
‘China’ may be found in its intense economic divgrs-it might be difficult to ascribe
‘tradition’ to the ‘modern’ parts of the People’gpublic — such as Shanghai — as well as to

Taiwan which has one of the highest standarddefriiAsia.

NOSTALGIA FOR ‘ASIAN ENERGY’

In most dramas depicting encounters between Japhother Asian countries, the Japanese
are portrayed as lethargic and unable to find them way in life, whereas the ‘Asian’
characters are energetic and full of determinatibimey usually have a certain dream they
aim to fulfil, whereas the Japanese charactersesm to aimlessly wander through their
lives. The contact with this ‘Asian energy’ alwagsults in a positive experience for the
Japanese, who then are able to define a drearhdorselves and consequently become more

fulfilled in their new vigor.

37 In other popular genres, the ascription of Chimbeing a ‘traditional’ country seems to be a muncite
relevant pattern than in television dramas. Orréjpeesentations of China in Japanese televisidreBa
Goéssmann (2003) and on documentaries see Gatz@n)(20
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This *Asian energy’ can be seen to manifest itsetfifferent ways. It can either be a
determination to work for the betterment of therdoy or, on a more individual basis, to

fulfil one’s personal dreams. This ‘Asian fortitidtcan also be extended to the well-being of
the characters’ — mostly Japanese — social/envieotethsurroundings, therefore obtaining a
more altruistic connotation. The pattern of ‘Asemergy and determination’, therefore,
illustrates a wide divergence of struggle and aapilbn which is best analyzed by looking , in
turn, at how ‘dreams of Asian modernisation’, ‘flliig personal dreams’, and ‘altruism’ are

key sub-themes of this portrayals of energy, matweand salvation.

“Asia’s Dream Will Surely Come True” — Dreams of tnisation and Industrialisation

In the television drama “Doku” aired in 1996, thaimcharacter, a Viethamese exchange
student named Doku, comes to Japan in order tib iidfdream of studying architecture.
However, Doku’s own dream was not only to becomarahitect to have a better life for
himself, but to help his own country in its modeation. The catchphrase of this drama —
Asia’s dream will surely come trudjfa no yume wa kanarazu kanau hints that ‘Asia’s’
dream supposedly is one of modernisation and indlisation, which is reflected in the
Viethamese main character’'s own dream. In accamlahe Vietnamese are constructed as
more energetic and vigorous than the Japanesefmio their already-modernised position,
are fascinated by this pow&For the first time, in 1996, the notion that othsians were
more energetic than the Japanese was expressedteia pehich came to be used more often
in the future. It is perhaps important to note thaconstructing the ‘Asian Dream’ narrative,
it is the progress of a whole state or even thelevtegion that is emphasised. This is in
contrast to the ‘American Dream’ narrative, whicually implies a rise ‘from rags to riches’
focusing on the rise of individuals, and thus iis tistinction the ‘Asian values debate’ is

again highlighted.

In “Sakuranbo no minoru tani” (No. 6), China apygeas a country on the verge of
modernisation and industrialisation. But unlikéDoku”, ‘modernity’ is constructed as
something that cannot be helped, not necessargpmagthing desirable. Yet all characters
accept the necessity of modernisation by not opgatsie intention of the Japanese

businessmen to bring in tourists. The most impdrééance — not raised in “Doku” — is how

3 On this drama see also Géssmann, Jaschke and IMr(208) as well as Iwabuchi (2002): pp. 17817



' PAGE 16

modernity can be admitted without destroying 'ttiadfial’ values at the same time. Even
though the drama focuses on the hazards of a shoaranodernisation, it acknowledges at the

same time China’s ‘energy’ which is described a@adéhat of a ‘modernising country’.

The approach towards China in the television fildotikonmyjomei” (Fan of a Hong Kong
Star, No. 8¥ also conveys an image of a ‘modernising Chinaugh only implicitly. The
female Japanese main character works as the Asigketing director of the Japanese branch
of a French shoe brand. Her dream is, howeveetaoid of the Western fashion dictate and
create something ‘exquisitely Asian’ by establigham Asian label. The creative energy for
this she finds in the works of a young female Cbéndesigner. In this, both the Japanese and
the Chinese represent certain abilities: whefdeahinese assumes the creative part, the
Japanese possesses the international competeneataspreneurial skills necessary to make
the product a success. Although this drama neestions a ‘modernisation’ of China, the
‘Asian Dream’ is extended to the co-operation betw€hina and Japan within Asia—

therefore representing a more thorough emancipafitims region.

Energy to Fulfil Personal Dreams

These ‘dreams’ and the ‘energy’ necessary to ftiiéln cannot only be found on the national
level, as has been briefly highlighted above, led an a personal level by presenting
seemingly lethargic and aimless Japanese charactepposition to their more vigorous
‘Asian’ counterparts. This is especially visibetelevision dramas dealing with Korea.
These dramas usually contrast a lethargic Japahesacter with an energetic Korean
determinately working to fulfil his or her drearklere, the dramas “Michido kisu” (No. 1)
and “Faitingu gru” (No. 5) and the Japanese-Korean co-productoends” (No. 4) may
serve to illustrate this notion well. Each of thesamas features Japanese characters who at
the beginning do not know what to do with theiebv In both “M ichido kisu” and

“Faitingu garu” the Japanese main characters have left untydssfore graduating, whereas
in “Friends” the main character is unsatisfied withr job as a shop assistant.

39 0On this drama see also Géssmann, Kirsch (2008)fara detailed analysis of gender relations is thama
see Kirsch (2008).
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In all three cases, the encounter with Korean cbars give the Japanese the energy to
develop an individual dream or to at least reorggtheir lives: through the contact with the
Korean pop singer, the male Japanese main chamc¢tdic ichido kisu” is indirectly
encouraged to write songs by himself instead otmpothers. The Japanese girl in
“Faitingu garu” discovers her talent in fashion design, whetbaslapanese character in
“Friends” starts learning Korean, quits her job atatts organising trips to Korea instead:
“the passive administrator of consumption thus bezoan active administrator of culture”
(Iwata-Weickgenannt 2008, translation by the awgholt is, however, important to note, that
in this particular drama the Japanese is as attlé¢ Korean as vice versa. Only through her
doing, the male Korean main character is encourtmeehlise his own dream—therefore her

‘female’ energy seems to be as important for hirhiasKorean’ energy for hef’

A special form of ‘give and take’ is also visiblethe triangular love story “Uso koi” (False
Love, No. 9)* a series in eleven episodes evolving around tles bf two Japanese and one
Chinese character. The young Chinese designee-tirdams of becoming one of the pupils
of a renowned Japanese designer. For this, slis medsa, which she obtains by secretly
entering the family register of the male Japanesi iwharacter as his wife. Although the
Chinese character at first glance seems to bdishsahd egocentric person for whom the end
seems to justify the means, she is not presentadsgsnpathetic, but rather as being in a

powerless position, a victim of a rigorous Japameseigration law.

The Japanese main character — a photographercresive person himself, and thus
understands the Chinese’s motives better than lddveatually admit. He gradually gets to
admire her determination and begins to supportiream while at the same time receiving
inspiration from her. Here, although the Chindsaracter seems to be the more determined,
her Japanese counterpart(s) are by no means leth&igof the characters possess a certain
creative energy through which they are ultimatddiedo articulate through encountering each

other. In the end, all main characters have faungy to live their own dreants.

Altruistic ‘Asian’ Characters

0 For a more detailed analysis of this aspect satahWeickgenannt (2008).

*1 0On this drama see Géssmann, Gatzen (2003) asisv€lbssmann, Kirsch (2003).

“2|n course of the series, the dream of every parseems to be threatened once in a while in oodevdke
suspense.
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Within this overall category of ‘nostalgia for Asi&nergy’, a certain kind of determination to
improve a (seemingly hopeless) situation appeasscasnmon sub-theme. Whereas the
Japanese characters presented in these dramasoseemethargic and submissive in
situations they feel unable to change themselhesAsian’ characters seem to possess the
vitality necessary to initiate change. Stronghated to the sub-theme of fulfilling personal
dreams described above, the ‘Asian’ charactersdfarther in the pursuit of dreams—not
just pursuing individual dreams but dreams whicly head to a better life for all. Again, the
main arguments of the ‘Asian values debate’ cafobed here, as this pattern depends on a
more group-oriented, selfless behaviour of theaAscharacters. In most cases, however,
this kind of energy is transmitted to the Japambseacters, whom, after this outside impulse,

become more energetic and vigorous themselves.

One of the most prominent examples is the mainadtar of the series “Honke no yome”.

As already noted, the Japanese-Taiwanese-Ameriaamcgharacter is functionalised
according to the dichotomy of ‘tradition versus raodty’. She therefore does not only
represent modernity, but a certain kind of modengispirit within the traditionahonke
Corresponding to her telling name ‘Nozomi’ (litdyalwish’ or ‘hope’), she strives to help
others realise their deepest wishes. In thisgsles not seem to have a dream for herself —
having realised most of them already — but conlstamtcourages the Japanese characters to
believe and stand for their dreams. Her vitaliys seems infectious, as through her doing,
the situation of the family does in fact improv&he becomes the driving force within the
household, characterised as altruistic and helpFak truly idealised character of Nozomi is

therefore utilised according to the pattern of'@#hers’ being ‘saviours’ for the Japanese.

Again, however, it is important that she is of Jegse descent, thus rendering the energy not
as something exquisitely ‘Asian’ or ‘Western’. $hs also underlined by the fact that her
Japanese husband in fact shares her determinatike.in “Kankoku no obachan wa erai”,
however, the generation gap gains importance, tishazomi and her husband symbolise
the younger generation, whereas the family matniafacourse represents the values of the
elder generation. Though the two worldviews camibgaclash, these differences can be

consoled by Nozomi’'s determination.
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Another purely altruistic character can be founthm Japanese-Korean co-production
“Sonagi—Ameagari no satsui” (Son&gi-Murderous Intentions after the Rain, No. 10).
The Korean main character is a CID officer who m@lt$is energy in investigating a case
which actually has already been closed. A Japdmesieessman in Seoul has apparently
committed suicide, yet his sister insists that &g leen murdered. Becoming witness to her
pleading, he decides to believe her rather thasuperiors and starts investigating. Owing to

his determination, the truth finally comes to light

The Korean officer is portrayed as a ‘lonesome appybwho neither respects traditions nor
superior officers. Although he gives “promotiordaambition” as the main reasons for his
actions, it becomes clear throughout the dramahthatctually helps the Japanese because of
her assurance that her brother is the only fanhié/lgas — their parents died in an accident
when they were still young — and that he promiseeento leave her alone. Even though he
is by far the most individualist ‘Asian’ charactére Korean seems to have at least a certain
understanding of family values. In this drama,diseussion of ‘family’ concerning

encounters with Koreans is only implicitly presantl strongly reduced in its dominance.

“Sonagi” probably goes furthest into the realm ofifcal debate by explicitly mentioning
problems between South Korea and Japan. Howevemlso made clear that other
possibilities for communication beyond politics aassible. In a moment of conflict, the
Korean main character states: “The elder generates right, you cannot trust the
Japanese.” In due course however, it is elucidabed the elder generation was wrong and
consequently, the younger generation should ablederstand each other on a different

level.

The Chinese and Korean characters are in most passsnted as the more energetic,
determinate part within the plot, although in “Usm” — and, to a lesser extent, in “Friends” —
the Japanese seem equally energetic. Howeverpttiact with the ‘Asian’ characters is in

all cases vital to the development of the Japackeaeacter(s). The other Asians are therefore
being utilised according to their relevance for dapanese. Here, it becomes obvious that
portrayals of Asian characters do not show Japdri/Asia’ as assuming an equal position.

Nevertheless, despite the continuance of notiomardded economic or cultural power, the

“3The Korean word ‘sonagi’ (literally: cloudburséfers to the title of a Korean short story, whisttommonly
read in Korean schools. This short story is imparteithin the plot, as the plot carries allusioagtie actual
short story.
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‘Asian’ characters remain as role models for thgadase. Through a nostalgia for ‘Asian
energy’, problems in the Japanese society are ssielleand the audiences therefore

encouraged to define for themselves goals in life.

CONCLUSION—YOUTH, POPULAR CULTURE, AND A COMING A3IN AGE?

The Japanese construction of the Asian ‘other'ldeses through some important changes.
While established patterns and stereotypes do reriesre are efforts at wholly new
representations which tap into highly contemporpargstions of regional and world place and
internal struggles and identities. The abilityptend tradition and modernity, to approach and
live life and to embody positivism and energy ire@pursuit of happiness and success—
these are the qualities offered by the Asian charatoday.

As we have mentioned in various examples, theralaeimportant generational factors at
work here too. By conveying closeness betweennJapd ‘Asia’ through the relationships of
the characters, the ‘rediscovering’ of Japan’st*ltvaditions and qualities is ‘pitched’ to a
younger generation. Indeed, almost all ‘Asian’meharacters are young people who
represent a young and vigorous ‘Asia’ that has vaious degrees — managed to hold on to
its traditions. These young people are carefudlystructed and presented as role models for
the younger generation in Japan who are seenatidgreed with ‘the West'—their
individualism and disregard for ‘family values’ axg as markers for this. Picking up on the
antithesis of these Western qualities, elementeegicp from thenihonjinronliterature and
wider ‘Asian values debate’ are utilised to chastisis younger ‘Westernised and passite’
Japanese generation, presenting alternative wesdvand identities, seemingly valued as
superior by the older producers. As one produtartelevision drama featuring a Korean

character put it: the ‘Asian’ characters are thertell the younger generation off®.

If this strategy should work and the younger geti@man Japan is indeed encouraged to be
‘saved’ in the ways that the producers intend; ibteresting to note that their ‘lost qualities’

are also being simultaneously ‘rediscovered’ inythenger generation of their Asian

4 On the perceived passiveness of the Japanese semitotani (2004).

> This statement was made during a discussion attiational conference “Feeling Asian Modernitigs/
Drama Consumption on East / Southeast Asia” atrttegriational Christian University in Tokyo in Novber
2001 in response to a question by Hilaria Gossnifamra protocol of the discussion st 2004: 79-86).
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neighbors. This is because these dramas are vwaly part of a region-wide popular culture,
increasingly shared among Korea (since liftingnoport controls on Japanese popular culture
in 1998), Taiwan, Singapore and Hong Kong (Konddo4£@®39), to name only the largest
markets of Japan-produce popular culture. Theabpopular culture itself thus also
contributes to this kind of interregional and iggemerational understanding. The younger
generation within Asia is presented as consumirsichfly the same popular culture, one
‘different’ from ‘Western’ and/or American populaulture. The popularity of Korean
productions in Japan since the year 2003 underlimesas Korean dramas and actors seem to
have become an inseparable part of Japanese papiilae.

While most dramas achieve a happy ending for thea@ese) characters, the understanding
between ‘Japan’ and ‘Asia’ grows in importance.e&vhough the ‘Asian’ characters are
highly idealised personae within these dramas aobl@ms arising in the region because of
Japan’s dealing with its wartime past are almosteady left out, it is the younger generation
that is presented as being able to communicatediega of differences, boundaries, or even
politics. Thus, a ‘brighter’ and less troubledui is painted through these dramas—one
where shared values to configuring identity anthgMife override national borders in favour
of a shared sense of regional belonging.

To what extent will these dramas’ ‘vision’ of a dapas an integral part of Asia with the
region’s youth generation sharing the same valeesine a reality? There are opposing
forces which we see as directing the vision towartts away from influencing the direction
of Japan’s possible future. On the one hand, tager generation is shown as being able to
communicate with each other beyond political protdeand this is clearly a model being
presented to the very grass roots of Japanesdysoda the other hand, however, it remains
highly questionable whether a profound understapdan really be achieved by attributing
special qualities to ‘Asians’ while offering no séntial treatment of the political differences
and nationalist rhetoric that still haunts thisioeg Ultimately, the vision of the dramas may
only succeed if the viewers can look beyond theattars within them to the expanded
opportunities they provide for the younger generain Japan and the wider Asia to engage

in meaningful relationships and dialogue with onether.



' PAGE 22

REFERENCES

Antoni, Klaus (2003): “Wir Asiaten’ (Ware ware ®jin). Ishihara Shintarund die
Ideologie des Asianismus.” (We Asians. Ishihanée® and the Ideology of Asianism) In:
Amelung, Iwo, Matthias Koch et al. (eds3elbstbehauptungsdiskurse in Asien. China —
Japan — Korea (Discourses of Self-Sustainment in Asia. Chinlapan — Korea) Munchen:
ludicium, pp. 159-180.

Befu Harumi (2001):Hegemony of HomogeneitjMelbourne: Trans Pacific Press.

Faulstich, Werner (1996): “Zwischen Exotik, HeilduHorror. Das Fremdartige als
Dramaturgie von Kultur.” (Between Exoticism, Sdlea and Horror. Otherness as
Dramaturgy of Culture) In: Hess-Llttich, ErnestBA (ed.): Fremdverstehen in Sprache,
Literatur und Medien (Understanding the ‘Other’ in Linguistics, Liteure and Media)
Cross-Cultural Communications, Vol. 4. FrankfrtM. (et al.): Peter Lang, pp. 413-427.

Fujimoto Yuki, Asano Taeko et al. (2000)tissenen no koi(Love in the Year 2000)
Tokyo: Kadokawa Shoten.

Gatzen, Barbara (2002): “NHK’s Visions of Asidrhages of Asia in Japanese Mass Media,
Popular Culture and Literature. Papers preseritdte& International Convention of Asian
Scholars (ICAS 2) in Berlin, Germany, August 9-2@01. In: Electronic Journal of
Contemporary Japanese Stud{€nline), World Wide Web, URL:
<http://www.japanesestudies.org.uk/ICAS2/Gatzerrpdtiblished March 25, 2002.

Gatzen, Barbara und Hilaria Géssmann (2003): “$&dran als Spiegel und Motor des
Wandels? Zur Konstruktion von China und Koreaajgjnischen Dokumentarsendungen und
Serien.” (Television as Mirror and Driving Force@hange? On the Construction of China
and Korea in Japanese Documentaries and Serieggdasmann, Hilaria und Franz
Waldenberger (eds.Medien in Japan Gesellschafts- und kulturwissenschatftliche
Perspektiven. (Media in Japan. Social and Culeceentist Perspectives) Hamburg:

Institut fur Asienkunde, pp. 244-280.

Gossmann, Hilaria (2008): “Terebi dorama ga tsulfendh to esunishit Nikkan no
meguriai o chishin ni.” (Gender and Ethnicity as Constructedétevision Dramas.
Focussing on Japanese-Korean Encounters) In: héoKaiko, lwami Teruyo and Hilaria
Go6ssmann:Josei to ibunka sesshak@Wwomen and Intercultural Encounters) Kashiwa:
Reitaku Daigaku Shuppansha. (forthcoming)

Go6ssmann, Hilaria and Griseldis Kirsch (2003): éjDonstructing Identities? Encounters
with ‘China’ in Popular Japanese Television Drarhaapers of the International
Conference Media in Transition 3: Television a Massachusetts Institute of Technology
World Wide Web, URL: http://cms.mit.edu/mit3/papiggoessmann.pdf, published May
2003.

Go6ssmann, Hilaria, Renate Jaschke and Andreas Mayd898): “Fremdheit oder

Vertrautheit? Die Begegnung zwischen Japan ungesasiatischen Nachbarn im Spiegel
des Fernsehdram@woku” (Strangeness or Familiarity? The Encountemi®en Japan and
Its Asian Neighbours as Mirrored in the TV Drabeku) In: Japanstudien. Jahrbuch des



' PAGE 23

Deutschen Instituts fur Japanstudien der Philipufz-von-Siebold-Stiftunt, pp. 335-
368.

Harvey, Paul A.S. (1995): “Interpreting Oshin.akVHistory and Women in Modern Japan.”
In: Moeran, Brian and Lise Skov (eds\YWomen, Media and Consumption in Japan
ConsumAsian Book Series. Honolulu: UniversityHaiwaii Press, pp. 75-110.

Hirahara Hideo (1991): “Television Drama in therlibs of the Shwa Era (1955-1965).”
In: Sata Masunori and Hirahara Hideo (ed# )History of Japanese Television Drama.
Modern Japan and the Japaneskokyo: The Japan Association of Broadcastinty pyp.
19-71.

Ishihara Shintdr, Mohamad Mahathir (1994)YN¢’ to ieru Ajia. Tai O-bei e no kdo. (Asia
that Can Say ‘No’. Its Cards against Europe anctAca) Tokyo: Kbunsha.

Hara Yumiko and Shioda Takehiro (2000): “AitekakEji to media. Nihon, kankoku
chigoku seronchésa kara.” (Images of the Othen@pand the Media. From the Public
Opinion Survey Conducted in Japan, Korea and China)The NHK Monthly Report on
Broadcast Researdiarch 2000, pp. 2-23.

Hayashi Kaori (2005): “Dorama ‘Fuyu no sonata'sagjiteki narumono. Assessing the
Popularity pf the South Korean drama ‘Winter Sohiatdapan. With Perspectives of
Women’s Emotions, Everyday Life and Their Politi€altential.” In: Toékyo Daigaku
Daigakuin pho gakkan kig joho kenkyi No. 69 (March 2005): pp. 55-81.

Hisashi Kondo (2004): “Interview. Koichi lwabuchn: Asia Pacific Perspectives — Japan
Plus2:2 (June 2004), pp. 36-39.

Iwabuchi Koichi (2002): Recentering Globalization. Popular Culture and dapse
Transnationalism Durham, London: Duke UP.

Iwata-Weickgenannt, Kristina (2008): “Nah und feuygleich? Koreanische und
japankoreanische Figuren in japanischen Fernselsiraer Jahre 2001 und 2002.” (Close
and Yet Far Away? Korean and Korean-Japanese €kesan Japanese Television Dramas
of 2001 and 2002) In: G6ssmann, Hilaria (ednterkulturelle Begegnungen in Literatur,
Fernsehen und Film. Ein japanisch-deutscher Veécgle(Intercultural Encounters in
Literature, Television and Film. A Japanese-Ger@amparison) Minchen: ludicium.
(forthcoming)

Kirsch, Griseldis (2002): “Die Darstellung niclatganischer asiatischer Figuren in der
japanischen Fernsehwerbung.” (The ConstructiamoafJapanese Asian Characters in
Japanese Television CommercialBgitrag der 4. Briuhler Tagung junger Ostasienexgrer
2002. (Paper presented at th8 @onference of young experts of East Asian Studi@&shl,
Germany in May 2002). World Wide Web, URL:
http://www.asienkunde.de/nachwuchs/noah2002/Kimtfh published October 2002.

Kirsch, Griseldis (2008): “Jiyno stocho toshite no Ajia? Terebi dorama ni okeru josei no
ibunka sesshoku o g@bkhin ni.” (Asia as a Vision of Freedom? InterctedltEncounters of
Women in Television Dramas) In: Yonaha Keiko, & eruyo and Hilaria Géssmann:



' PAGE 24

Josei to ibunka sesshak@wWomen and Intercultural Encounters) Kashiwaitéku Daigaku
Shuppansha. (forthcoming)

Kotani Satoshi (2004): “Why Are Japanese Youthayoso Passive?” In: Mathews, Gordon
and Bruce White (eds.Japan’s Changing Generations. Are Young Peoplatirg a New
Society?London, New York: Routledge, pp. 41-45.

Lee Dong-Hoo (2004): “Transnational Imaginatiddo-Produced Dramas and National
Identity.” In: Kim Shin-Dong (ed.)Culture Industry and Cultural Capital. Transnatain
Media Consumption and the Korean Wave in East ASianference Proceeding$Seoul:
Institute for Communication Arts and Technology Iia University, pp.77-89.

Lee Eun-Jeung (2004): “Korean Wave (Hallyu). Koats neue Kulturmacht in Asien?
(Korean Wave (Hallyu): Korea as a New Cultural Bowm Asia?) In:Bochumer Jahrbuch
fur Ostasienforschung8 (2004), pp. 225-251.

Matsuo, Yoichi (2002): Terebi dorama o yomu. Bino naka no nihonjinrofReading
Television Drama. Nihonjinron within Visual Medid)okyo: Metropolitan.

Moeran, Brian (2000): “Commodities, Cultures aagdah’s Corollanization of Asia.” In:
Marie Soderberg and lan Reader (eddgpanese Influences and Presences in.Asia
Richmond/Surrey: Curzon Press, pp. 25-50.

Mari Yoshitaka (ed.) (2004)Nisshiki Hanliu. ‘Fuyu no sonata’ to nikkan taigdunka no
genzai (Korean Wave Japanese Style. ‘Winter Sonatd'the Present Situation of
Japanese-Korean Popular Culture) Tokyo: Serikd®h

Muramatsu Yasuko (1979)ferebi dorama no joseigakuNomen’s Studies and Television
Drama) Dkyo: Sotakusha.

Muramatsu Yasuko (1986): “For Wives on Friday. ém’s Roles in TV Dramas.” In:
Japan Quarterly33:2, pp. 159-163.

Nakane Chie (1985)Die Struktur der japanischen Gesellschaftanslated by Jobst-Mathias
Spannagel and Heide Gunther-Spannagel. Frankfrt &suhrkamp.

Ochiai Emiko (2000): “Debates over the le and3$iem Family. Orientalism East and
West.” In: Japan Reviewt2 (2000), pp. 105-128.

Ota Toru (2004): “Producing (Post-)Trendy Japanese T®nas.” In: lwabuchi Kichi
(ed.): Feeling Asian Modernities. Transnational Consumpif Japanese TV Dramas
Hong Kong: Hong Kong UP, pp. 69-86.

Penn, Wm. (2003)A The Couch Potato’s Guide to Japan. Inside theld\af Japanese TV
N.p.: Forest River Press.

Schilling, Mark (1999).Contemporary Japanese FilniNew York (et al.): Weatherhill.
Shioya Chieko (1998a): “Die Familienbeziehungeden Fernsehdramen. Eine Analyse der

Sendungen vom Oktober 1994." (Family Relation§\VhDramas. An Analysis of all
Programmes Broadcast in October 1994) Translatdiemate Jaschke. In: Géssmann,



' PAGE 25

Hilaria (Hg.): Das Bild der Familie in den japanischen MedigiThe Image of the Family in
the Japanese Media) Minchen, ludicium, pp. 1282-14

Shioya Chieko (1998b): “Terebi dorama ni miru Nikei kazokua.” (The Image of the
Japanese Family as Represented in TV Dramas)stissmann, Hilaria, Muramatsu Yasuko
(Hg.): Media ga tsukuru jead Nichidoku no danjo, kazok@&p yomitoku. Das Geschlecht
als Konstrukt der Medien(Gender Constructions in the Media. A Japari@senan
Comparative Analysis on the Image of Men, Women Ranahily.) Tokyo: Shinyssha, pp.
78-103.

Stibbe, Arran (2004): “Disability, Gender and PoweJapanese Television Drama.” In:
Japan Foruml6:1 (January 2004), pp. 21-36.

“Taiwan dorama’ shizuka na ninki.” (The SilentfRdarity of Taiwanese Dramas) In:
Asahi ShinbunMai 25, 2005, p. 29.

Tokyo News Mook (ed.) (1994)Terebi dorama zenshi 1954-199¢A Complete History of
Japanese Television Drama 1954-1994kyb: Tokyo News Tashinsha.

Yomota Inuhiko (2001):Ajia no naka no Nihon eiga(Japanese Film in Asia)oKyo:
Iwanami Shoten.

On the World Wide Web:

The Statistical Yearbook of Japan 2004: <http:Mnstat.go.jp/English/data/nenkan.htm>,
accessed October 8, 2004.

Appendix: Contents of television dramas analysed

No. 1 “Ma ichido kisu” (One More Kiss, NHK 2001)

Male Japanese main character (20): breaks offthdies, looks for a goal in his life, finally
starts working as a composer

Female Korean main character (24): professionplgager, dreams of spending her life with

the man of her dreams

No. 2 “Shijo no koi” (Highest Love, NHK 2001)
Male Japanese main character (in his 40s): sufifeder his divorce, gains a more positive
worldview due to the encounter with the Korean ahtar

Female Korean main character (in her 20s): cotigthalieves in the good of the world,
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sacrifices herself to safe the life of the Japamesi® character’'s

daughter

No. 3 “Kankoku no obachan wa erai” (Korean AuntiesAre Wonderful, NHK 2002)

Female Japanese main character (in her 30s): \asrikgelance illustrator, rethinks her
position within her family

Female Korean main character (in her 50s): corsiflamily first' as basic duty for

women

No. 4 “Friends” (TBS, KBS 2002)

Female Japanese main character (in her 20s): isfiestvith her job, starts learning Korean
and finds a dream for herself

Male Korean main character (in his 20s): dreamwsaiing films, wants to fulfil the
expectations of his father, finally able to fulils dreams

No. 5 “Faitingu garu” (Fighting Girl, Fuji TV 2002)
Female Japanese main character (19): breaks iwHrgity, starts as fashion designer
Female Korean main character (24): flees from aiage of convenience in Korea, wants to

work in Japan

No. 6 “Sakuranbo no minoru tani” (The Valley Wherethe Cherries Bear Fruit, NHK

2000)

Male Japanese main character (about 35): is #aesfto China, encounters the traditions of
a minority, rethinks and consequently changesifas |

Female Chinese main character (about 25): wargeeterve the traditions of the minority

group she belongs to

No. 7 “Honke no yome” (Nihon terebi 2001)

Female Japanese-Taiwanese main character (2®8)arfce journalist, wants to change the
traditional lifestyle of her husband’s family, learto cherish
traditions
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Female Japanese main character (in her 50s): sblesrfamily traditions, learns to appreciate

a more modern lifestyle

No. 8 “Honkonmysjomei” (Fan of a Hong Kong Star, TV Tokyo 2002)
Female Japanese main character (in her late 8@sms of establishing an Asian shoe label,

able to fulfil her dream

No. 9 “Uso koi” (False Love, Fuji TV 2001)
Male Japanese main character (38): photographsmit creative camerawork, dreams of
working more creatively again

Female Chinese main character (27): dreams ofnhiagoa fashion designer

No. 10 “Sonagi — Ameagari no satsui” (Sonagi — Mdkerous Intentions after the Rain,

Fuji TV, MBC 2002)

Female Japanese main character (27): brother maatd® Seoul, urges for solution of the
case

Male Korean main character (27): Police officetyes the cases despite his superior's
objections



