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ABSTRACT

In this dissertation, I explore the "Malaysianness" of Malaysian comics, through a case
of manga-inspired works by Malaysian artists. Young Malaysian artists have been
inspired by Japanese manga after the 2000s anime and manga boom in Asia, which
contributed to the community of fan-turned-creators and the establishment of hybrid-
style Malaysian comics. Consequently, this event sparked discussions of identity
representations in comics among critics, such as “Malaysia Manga” being more
“Japanese”, and less “Malaysian”. To answer the question of who contributes to the
shaping of identity and how and which identity is highlighted in “Malaysian Manga” as
a form of hybrid comics, this dissertation implements a cultural studies perspective by
looking at three perspectives of identity constructions: the authorities, the publishers
and the artists.

This dissertation is written from an artist’s point of view, whose position and close
relation with the Malaysian comics industry helps to create an understanding of the
process of identity construction in manga-inspired comics. I include a critical analysis of
my own works which take into consideration the authorities and the publishers. I focus

on commercial works published by “Malaysian Manga” publishers (such as Komik-M and




Gempak Starz), as opposed to manga-inspired comics uploaded on the internet, although
Malaysian webcomics sites (such as Mat Komik) are also considered for comparative
purposes. To understand the impact of Japanese pop-culture on national identity, a
comparative study on the influence of Japanese anime on Chinese animation is also
included.

In the first chapter, I begin by introducing the emergence of “Malaysian Manga” and its
position in the Malaysian comics and cartoon industry and in the global comics and
manga discourse. The arguments in this thesis are explored through case studies of
artists from two commercial Chinese and Malay-owned publishers. The artists in these
case studies are selected based on their reputation as professionals within the
“Malaysian Manga” community. The studies take into account data gathered from
content analysis and interviews, as well as surveys and associated literature. This
chapter reveals the position of manga as a “global style”, which give way for Malaysian
artists to tell their stories through genre-specific target audience.

In the second chapter, I explore the “national style” through the retrospection
development of Malaysian comics industry. Here, comics from the pre and post-
independence eras are discussed as an example and the discourse it has on the
development of the “National identity” concept is analyzed. Malaysian Government
policies and laws are addressed in relation to its authority and role in shaping the
“National identity” concept in order to foster harmony among the members of the multi-
ethnic society and to prevent racial tension as seen in the May 13, 1969, incident in
Kuala Lumpur. The chapter uncover the rationality for ethnic specifications in the
“Malaysian local style” narrative which targets Malay readers where I propose to use the
term “Malay local style” rather than the aforementioned.

In the third chapter, I discuss the aesthetics and features of the “Malaysian Manga” style
through case studies of artists from Komik-M and Gempak Starz. These characteristics
are discussed in regards to the “Malaysianness” of “Malaysian Manga” and how it
compares to typical commercial Japanese manga. For Komik-M, the choice to highlight
the prevalent Islamic facets and local specifications in their works is as a result of their
specific target audience: the Malay-Muslim community. Gempak Starz publications, on
the other hand, feature an alternative representation of the Malaysian community
through non-specific ethnic attributes and manga references in their works. From this
analysis, I discovered that the stipulation towards a specific target audience in the
Malaysian comics industry is established through the introduction of “Malaysian
Manga”. While the Malaysian “National style” in comics and cartoons references cultural

representations in retrospection towards the construction of “National identity”,



“Malaysian Manga” provides a space for publishers and creators to exhibit their
interpretation of “National identity” through a multitude of characters, themes, and
narratives inspired by the manga style. From these case studies, “Malaysian Manga”
works specifications towards localities is determined by its target audience. Komik-M
targets its Malay and Malaysian audience and is exhibited through the use of ethnic-
specifications in the narrative. Gempak Starz, on the other hand, targets a larger
audience, where the localities is minimized as way for a straightforward process of
localization of their works to other countries.

The fourth chapter elaborates the role of hijab as a marker of personal identity in
“Malaysian Manga”. The Hijab, which is a religious signifier, has been a common symbol
of local representation drawn by Muslim-Malay “Malaysian Manga” artists. This is
exemplified by the works of hijab-clad, kawaii characters found in Komik-M and
webcomics such as Mat Komik. However, the decision to highlight the hijab-kawaii
characters by Muslim-Malay female creators, specifically, is seen as a personal choice,
rather than the publishers’ decision. However, a case study on hijab-kawaii characters
by Xanseviera’s Kisah Zulaika (Gempak Starz), is added as an example of the effects of
religious and personal identity being perceived as “local identity”; where the decision to
highlight the hijab-kawaii characters in comics can also function as a marketing strategy
to tap into the global Muslim-specific market. In light with the discussion of hijab kawaii
characters as “personal/cultural/religious identity”, I also analyze the creative process of
producing “Malaysian Manga” using my own works which feature hijab-clad characters
and is inspired by the manga style. The case studies reveals three outcome: the first is
the connection hijab-wearer female “Malaysian Manga” artists use as a representation
of the “Self” in hijab-kawaii characters. Secondly, the role hijab-kawaii plays in “local
identity” representation, as exhibited by Chinese-Malaysian artists working for Muslim-
specific narrative in Komik-M. And lastly, hijab-kawaii characters as a way to connect to
a global audience as exhibited by Xanseviera’s Kisah Zulaika through the use of hijab
icon and global manga. The globalization of “Malaysian Manga” has paved the way for
Malaysian comics to make connections not only in its domestic market but in the global
marketplace as well which ultimately, contributes to the discourse of manga’s role as a
medium for glocalization.

In the fifth chapter, I shift the focus on “identity in comics” to “identity in animation” as
a comparative look at how “local identity” is negotiated by the producers. I discuss the
development of animation in Malaysia, starting with Sang Kancil dan Buaya, the first
short animation of popular local folklore, to the more recent ones such as BoBoiBoy, an

internationally successful animated series about a superhero Malay boy. From the



historical perspective, culture-specific content has been a defining characteristic of
Malaysian animations. However, a critical case study of four manga/anime-inspired
animation series, namely Satria, BoBoiBoy Misi Ady and Hurairah reveals alternative
ways that “Malaysian-ness” are presented in these works. A comparative study of
“National identity” representation Malaysian animation is investigated by analyzing
Chinese “anime”: Leader, a Karl Marx adaptation which features anime-like proper.
The decision to compare Malaysian works to its Chinese counterparts is based on a few
important factors. First, both countries have experienced the transcultural effect of
Japanese manga and anime in their local art scene. Secondly, Malaysia and China both
have strict rules on media dissemination. Finally, the comparative analysis between
Malaysia and China provides another angle on identity-construction in regards to the
“local identity” proposed by the government and self-identity by producers.

The works and artists selected for the case studies in the 2nd and 3rd chapters are based
on their popularity in the commercial comics and cartoon industry, not within the fans
communities. For the discourse on Malaysian “local style”, case studies on Lat, Ujang
and Mimi Mashud’s works has been selected in relations to the cultural representations
in the visual and narrative aspects of their works. The choice to highlight these three
artists is owed to their use of the “local” narrative (such as the kampung (village) as a
setting) in their works and personal memoir in nature as way to understand example of
how local identity is presented in Malaysian works. For Chapter 3, the case studies of
“Malaysian Manga” artists helps to understand the departure from the “local style” to
manga-hybrid works. Here, the case studies are categorized into two: Muslim-Malay
(Komik-M) and Chinese-Malaysian (Gempak Starz). For Muslim-Malay “Malaysian
Manga” community, analysis on the works of Nazry and Afiq Salam and Ben Wong reveal
the specifications towards religious identity representation in their works through the
hijab-wearing kawaii characters. The Chinese-Malaysian (Gempak Starz) “Malaysian
Manga” community, on the other hand, represent a universal depictions of the Malaysian
society which features non-ethnic renderings. The analyses of their works reveals their
specific strengths as artists and their interpretation of “manga style” and “manga
narrative”; and the aspect of localities that they choose to highlight. Their experience as
artists are tied to the analysis of the findings I gathered from artists who features hijab-
clad kawaii characters in Chapter 4; on the discourse on identity representation as “Self’
through the hijab-clad kawaii characters by female Muslim artists in Komik-M and
Xanseviera from Gempak Starz. Similarly, commercial animations in Malaysia
experienced the same experience of “Malaysian Manga” artists. In Chapter 5, the case

studies of local animations companies: Animonsta Studios, Jakalll Studio and Funcel



reveals a similar situation of the representations of cultural reference and hijab-wearing
characters in their manga and anime-inspired works. In the case of Xanseviera, however,
the adaptation of hijab-clad characters in the “manga style” and “manga narrative”
comics were seen as a marketing strategy to connect to countries who shares similar
culture to Malaysia (of reading manga and Muslim identity). Ultimately, hijab-clad
kawaii characters represents multiple shared identities (personal, religious and cultural)
by connecting its roots to Malaysia and as well as being “global” through the
domestication of manga and anime medium.

This thesis will ultimately seeks to contribute to further understanding of manga
practices outside of Japan. By focusing on the manga fan-creator-industry relationships,
this study aims to contribute to the discourse on identity constructions in transcultural
products, which contributes to Cultural Studies, Malaysian Studies, Comics studies and
Manga/Anime Studies. As this thesis demonstrates, it is the nature of manga’s fluidity
as a medium which allows the works to make a connection to its source and as well as

globally.

Keyword: Malaysian Manga, National identity, religious identity, manga style, culture,

industry, Malaysian-ness, glocalization.
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ABSTRACT

This study introduces the neglected 60s shojo manga through the media of weekly
magazines, namely Weekly Margaret. I start the Introduction from the current situation
of 60s shojo manga both in relation to the general audience and shojo manga research.
Then I introduce the present research, and I position this thesis within the discourse.
Chapter 1 provides an overview of shojo manga discourse. First, I address the most
common definition of shojo manga, and I define my own position. Then, by providing an
overview of the critical and scholarly discourse on shojo manga, I examine how the
creators and works from the 60s ended up being obscured. Next, I shed light on
circumstances in publication history, because format and distribution contributed to 60s
shojo manga becoming obscured. To highlight the importance of magazine research, I
examine the relation between manga and publication format.

In Chapter 2 I introduce the data of Weekly Margaret I collected during my research,
attached to the appendix of this thesis. My analysis focuses on the materiality of the
magazine: I examine the structural changes of 60s Weekly Margaret. I also explore the

generational and gender shift of artists and the changes of subject matter interrelated
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with other non-graphic contents of the magazine as well as popular entertainment of the
time.

In Chapter 3 I address the possibilities and difficulties of re-introducing 60s shojo manga.
I'look into the situation of manga archiving in libraries, digitization and the necessity of
databases. At last I examine the problems of re-publishing old shojo manga, the new field
of preserving genga, the original manuscripts of manga, and to find a way to present
such works to the general public again, I look into illustrated books and manga
exhibitions.

In the Conclusion I consider possibilities for the future in relation to this project. I
suggest topics for further examination in relation to the material of Weekly Margaret,
and I suggest and expansion to other 60s magazines. I also suggest further research
regarding the materiality of manga, also in light of the recent changes in digital manga.

Introduction

At the beginning of this thesis I introduce the current situation of 1960s shojo manga.
Then I introduce the present research, and I position this thesis within the discourse.
Shojo manga of the 60s has been forgotten both by manga readers and the discourse. The
years between two commonly known historical cornerstones of shojo manga, Tezuka
Osamu’ s (FFi5H) Princess Knight (V 7R > ®E5 =+, Ribon no kishi, 1953-56) and Ikeda
Riyoko’ s (. FHEE{{¥-) The Rose of Versailles (-1 = DX 5, Versailles no bara, 1972-
1973) are unknown for the general audience. The 1960s has also been neglected in manga
criticism and research, which have centered on a specific, relatively thin segment of the
genre, mainly the 1970s, and dismissed the 60s as pre-history. But the prevalent shojo
manga discourse has been changing in recent years due to the work of young researchers,
and this thesis can be considered part of this trend.

I introduce the origins of this project, and I address the fact that, while this thesis is
written in English, it is rooted in Japanese discourse. I follow through the process of how
this research took form, how, regardless of many possible approaches the circumstances
of 60s shojo manga, the lack of information about the period and the difficulties of access,
determined what shape this project would take: magazine research. After revealing the
reasons for choosing Weekly Margaret as my subject of investigation, I recount the
difficulties during my research.

I defined thesis is a study of media history or historiography, and link it to the recent
trend of media archeology that aims to unearth obsolete, now forgotten media. However,
this thesis is not just a historical research, because I also pursue possibilities of re-

introduction. Furthermore, in relation to the materiality of manga, I reveal a connection
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to the recent shifting of manga market from print to digital, and a new type of manga,
webtoons.

Lastly, I provide and outline of this thesis.

Chapter 1: Shojo manga studies

Chapter 1 provides an overview of shojo manga discourse and publication history in
relation to 60s shojo manga. First I address the term shojo manga, I examine the
prevalent definition “about girls, for girls, by girls”, point to its limitations, then I define
my own position.

The definition “shojo manga is made by girls” excludes works created by men, and with
that the early decades of shojo manga history. This definition refers to the common belief
that only girls know what girls are like and girls like to read, but while this approach
might have been necessary to establish an independent genre, it has become restrictive.
The definition “shojo manga is about girls” suggests that shojo manga reflects the
thoughts and feelings of girls, and excludes works with male protagonists, for example.
It is, however, important to note, however, that girl readers do not necessarily read shojo
manga to see their lives reflected, but simply as entertainment.

The definition “shojo manga is for girls” excludes male readers. Shojo manga discourse
has been fundamentally shaped by male critics in the 70s, who praised works that
transcended the genre, but left shojo manga aside, when the genre changed. Shojo manga
has been hard to approach for men ever since, and this influenced the evaluation of the
genre, making the definition “shojo manga is for girls” a double-edged sword.

This thesis defines shojo manga based on the publishing media: shojo magazines.
Although this is an objective definition, I reveal that works outside of shojo (manga)
magazines have also been discussed as shojo manga, suggesting that shojo manga does
have universal genre defining characteristics, although based on the analysis of shojo
manga’s definition this is not the case.

Next, I attempt to find reasons in shojo manga discourse for how the creators of works
from the 60s ended up being obscured within the history of shojo manga. I provide an
overview of the critical and scholarly discourse on shojo manga, which came to focus on
the shojo manga of the 70s from different perspectives.

First I examine pre-70s criticism, when shojo manga was hardly considered by critics. I
cite instances from the magazine COM, where shojo manga was considered inferior to
shonen manga. Then I introduce the criticism of Ishiko Junzo, who found sociohistorical

relevance in mother-daughter narratives, and praised the “new” shojo manga of female
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artists in the 60s.

Next, I examine the birth of shojo manga criticism in the mid-70s and the way the Year
24 Group centric discourse took shape. Critics of the so-called Manga Generation
celebrated manga by the Year 24 Group as transcending the genre; they neglected
different types of manga of the same period, and dismissed pre-70s works as pre-history.
I also consider other reasons for the 70s/Year 24 Group centric shojo manga history: the
role of the artists themselves and the “revolutionary” activity of Masuyama Norie to
build the myth of the Year 24 Group. Furthermore, I point to the media attention on 70s
shojo manga as another reason why this period was elevated to be the golden age of the
genre.

Then, in relation to shojo manga criticism in the 90s, I investigate the focus on 70s shojo
manga from the perspective of visual style, interiority and gender. I examine
multilayered paneling and multilayered monologues that have been considered tools to
portray the inner world of girls. Although these have been considered inventions of the
70s, I offer potential ways of re-examination. Next, I take a look at female critics of the
90s, who approached the genre from the perspective of the girl reader, and established
the gender discourse of shojo manga.

Eventually, I introduce how the shojo manga discourse started to be re-examined in the
2000s, first by Miyamoto Hirohito, then by researchers, who examined previously
neglected aspects or artists of shojo manga history, and in the 2010s by the hands of
young researchers, who started a full-scale re-examination of shojo manga discourse.

In the next section I provide reasons from within publication history as to why 60s shojo
manga was obscured in manga history. Tankobon publishing under a specific label did
not start until late in the 60s, therefore most shojo manga of the decade have been
available in the magazines only. By the time manga criticism took off in the middle of
the 70s, aside from selected paperbacks 60s shojo manga was not readily available, and
since works of these period have not been discussed, reprints hardly happened,
completing a vicious circle. This problem effects research on shojo manga research up to
this day.

Magazine research is unavoidable if there are no paperbacks, but it is also important
with regard to the texts themselves, as manga serializations are edited for tankobon
publications. In the 60s, when regular paperback publishing started, advertisements
were replaced with flowers, a style picture of the protagonist or a new panel; episodes of
weekly serializations were merged, repeating content erased, and this often resulted in
incorrectly positioned pages and torn apart double-spreads in paperbacks.

The visuals of manga have been determined by the materiality of the medium, and the
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narrative by the practices of the media. In the 50-60s the panel structure of manga
changed according to the size and form of its publishing media, and the panel structure
of manga also adapted to later change of format. Furthermore, by examining manga
magazines a close interrelation of graphic narratives and other media can be traced,

especially in the case of the 60s.

Chapter 2: Case study of 1960s Weekly Margaret

In Chapter 2 I introduce the data of Weekly Margaret I collected during my research
from over 400 magazines released between 1963 and 1970. I examine the changes of
Weekly Margaret from the structure through the artists, and I take the shojo manga
content under the loop.

In the beginning I explain what kind of data I collected and how I organized them in the
appendix of this thesis. Aside from usual bibliographic information like publication date,
lengths I recorded the artists, work titles, starting and pages of individual works and
their lengths. I also included some keywords about the narratives; these can be useful
as a tag system in the case of a digital conversion of this database.

Before I analyze the collected data, I position Weekly Margaret by introducing the state
of the industry at the birth of the magazine, the transition from shojo monthlies to
weeklies. I also highlight the 60s as the time, when the segmentation of shojo magazines
and the genre as a whole began.

As a first step of my analysis I introduce the structural changes in Weekly Margaret
between 1963 and 1970. The number of pages increased: the around 180 in 1963
increased to over 240 by 1970. First only 30% of the magazine was occupied by manga,
but the ratio grew reaching over 50% of the magazine already by the end of 1963 and
around 75% with over 180 pages by 1970. Weekly Margaret shifted from a general
magazine to a manga magazine.

There was a major generational and gender shift in the 60s: young female manga artists
took over the genre from older male creators. The increasing ratio of manga magazines
and manga content brought upon an increased need for mangaka, and young female
artists were recruited who were believed to resonate with the needs of girls readers. In
the first issues of Weekly Margaret in 1963 the manga content drawn by women was
around 50% and it reached 90% by 1969, resulting in the birth of media for girls by girls.
New artists were recruited from rental manga, for example, but to satisfy the increasing
demand for artists manga awards and schools emerged as a new form of finding talent.

Weekly Margaret started the Margaret Manga Award in 1968 and chose winners twice
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a year, and this was complemented by the Margaret Manga Research Student initiative
in 1969, that was announced four times a year. Both were similar to the first
institutionalized system for raising new talent in a shojo magazine, Bessatsu Margaret’s
Shojo Manga School, that was inspired by the new talent column of the magazine COM.
In the 60s the thematic range of shojo manga expanded. In Weekly Margaret mother-
daughter narratives were complemented and soon replaced by romance narratives, first
Hollywood inspired romantic comedies, marked by Mizuno Hideko, but in the second half
of the decade Nishitani Yoshiko brought romances to Japan and to the school ground.
After the Tokyo Olympics in 1964 sports narratives became popular, but action, thriller
and horror narratives were also represented usually by one series every issue. The role
of male characters gradually grew, and by the end of the decade gender roles appeared
among the themes of shojo manga as well.

Manga was closely related to other contents released in the magazine. Articles and
reading materials displayed a shift from foreign princesses to Japanese stars, especially
on male idols, like the Vienna Boys’ Choir and so-called ‘group sounds’, and this was
reflected in manga. Manga also took hints from romance centric Hollywood and so-called
seishun movies as well as shojo novels, and a shift to romantic narratives and the
growing importance of boys was inevitable.

Weekly Margaret published many real life tragedies, wars, plane crashes, illnesses, and
similar narratives were published in manga form often with the label “true story”.
However, even though a narrative was inspired by real events, the main purpose was not
make political statements, but to gain the sympathy of the readers. A similar mechanism
might have worked in the tragic mother-daughter narratives of the rental manga era,
but rather than dismissing these as melodramas, they should be evaluated for their
affective potential.

The style of shojo manga also changed in the 60s. The female artists of Weekly Margaret
started to use bigger close-ups, more open spaces by adding frameless panels, and they
drew characters that occasionally broke through panel borders. The most popular
narrative of the decade, love comedy, however, required a more straightforward,
exaggerated, bouncy representation, and usually emotional, lyrical stories and scenes
strived to open up the space and illustrate the emotions of the characters. The utilization
of certain visual elements in shojo manga depended mostly on the narrative.

Lastly I examine romance in 60s shojo manga, because this was the birth period of the
currently most important theme of the genre. Through several examples I follow the shift
from movie-like love stories to school romances, and to the appearance of sexuality at

the end of the decade. While the theme of gender gained importance in shojo manga in
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the 70s, it did not appear out of nothing, but several 60s works paved the way already.
60s shojo manga might also be interesting for discussions about gender roles. Eventually
I also discuss whether romance in the 60s can be treated as romance, and I argue that
catchphrases used by the magazines to sell the works and the reading of these works

might not have been the same.

Chapter 3: Reintroducing 60s shojo manga

While one of the main purposes of this thesis is to investigate 60s shojo manga, I also
aim to introduce this period to the general audience. Therefore in Chapter 3 I address
the possibilities and difficulties of reintroduction.

First I look at the situation of manga archiving, a crucial field in for the preservation
and re-use of these materials. Manga archiving turned into an important topic in the
2000s, and since then several institutions have been established that participate in the
preservation of manga. After listing the most important manga archives and examining
whether they can support pre-70s inquiries, I elaborate upon the difficulties of collecting
manga at libraries in relation to: 1. Acquiring; 2. Preservation.

I place importance on the digital reformatting of materials, and I explore its possibilities
regarding preservation, storage, access and usage. Comparing the ideal to the reality of
the National Diet Library Digital Collection, however, I explain that most of the
potentials have not been realized.

To use old materials, suitable databases are necessary too. While there was no
comprehensive manga database, when I started this project, the Media Arts Database
took on this role in 2015. I examine the database in relation to 60s shojo manga, and I
suggest possibilities for improvement, for example, by adopting a tag system, similar to
the keywords in the appendix data of this thesis.

Next I examine the difficulties of re-publishing 60s shojo manga. Since most works of
this period were not published in tankobon, accessing original manuscripts, so-called
genga is necessary, but this is difficult due to lost or damaged materials. I examine how
genga has been treated in the past, the current situation of genga within publishers and
in the hands of the artists, and lastly I elaborate upon the new task of institutional genga
archiving.

In relation to re-publishing 60s shojo manga, not just the materials, but the lack of
interest might be an obstacle; therefore I examine two possibilities to promote these
works: books for the general public or manga exhibitions. I introduce colorful books

dedicated to 70s shojo manga in recent years and contrast these with books about the
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60s. Eventually I look into manga exhibitions, as these might be one of the few
opportunities to introduce pre-70s shojo manga to a wide range of audience— as seen
through the Genga’(Dash) project of the International Manga Research Center, for

example.

Conclusion: hopes for the future

In Conclusion I recount the findings of this thesis, and I consider possibilities for the
future in relation to this project.

Although in this thesis I uncovered why 60s shojo manga became obscured in shojo
manga history, and I investigated the magazine Weekly Margaret as a representative of
60s shojo manga, this period still holds topics that require further examination, like early
media mix and 60s emonogatari, picture stories. I also point to the necessity of research
on further shojo magazines of the 60s, since every magazine had different characteristics.
Yet, research on 60s shojo manga is still rare, therefore, in hopes to inspire such research,
I reflect on the bettering conditions of historical manga research, the focus of the Agency
of Cultural Affairs on manga preservation and the digitization project of the National
Diet Library.

I name the materiality of manga an unexpected discovery of this project; the way manga
adapted to the different sizes and format of media by flexibly changing, for example,
panel structure in the 60s. This revelation paints the current shift of manga media and
style in a completely different light: as a natural change that has always come with
different media. Digital manga and webtoons are new, relatively understudied fields in
Japan, and in future I plan to further elaborate upon these also in relation to 60s manga.
Lastly, I express my hopes for the re-introduction of 60s shojo manga, possibly also to a
general audience. Further research on various aspects of 60s shojo manga is definitely
necessary, but unless the general public is addressed, there are hardly any chances, for
example, for re-prints of these works. For that purpose, I highlight the necessity of
works and artists of 60s need to be brought to light, for instance, in exhibitions and

book publications.

HAGEEE

AARD I~ TIMEF 72T v v e LTHRP TR STV D2, ZOELOH T
ENONTE, EAINT IR0 ERHIR/EE MM B L H D, KimTld, £D X
IMBAIEETIZLALEENLNTET 1960 FRODLZ~ & [HFl~—H Ly ] L
IMEES LTI L., ~ v oYK, B 7 —~ICBAL T2 oRlickn s b~ o0

19



DEALEH S MNTT B,

JFPETIE, 60 FRODL~ L HOBURN BT L, Z ORI OO LEPEIZONWTE
B9 5, RFEOGRILNLE ST &R E O & ORREHIEICT 5, RBFZEN, 728
BHRTHL [HFl~—T Ly b 22T 4 THROBENPHLEBLEL T DIZONTRHAT
Do EHIT, BUEDOY U HROREZ 2SS, T LT, BEhb Tz 60 FRod
I~ T DWW FRDOERIZ OV TR 5,

F—E T, DL~ U TOFTHUCONTHRRTWL, T, D~ v DOEHRE R AE
T~ HTOERE L TROEHIND MDD, LHIZ LD, LM EDTDD AT 7|
EWVIERND L~ T DOEFEEERD TN D, TOEFRORAEZH LI L, Dilc~er HD
ZEMEE AT 4 T ORI D EFRT D, WIS, Ted 60 FROD L~ HREREHNT
WD EVHIWVZOWTELRT S, TOHBE LD~ TOSHN & S4B AR
WMARET NS, £, KITHFROEIZITV, RIZ 60 DD &~ o B O HRURBLIZ S
WTBRARTWS, T, SO BEENEICE L Ty U TOERIZ Lo TED > TV B
IZOWNWTERT D,

F_ETIT AT ~—H Ly ] OMEDOREROIHT 21T O, HAETIE L7z [HTF]~—
AL b iZ, 1963 4005 1970 EITMT TD 416 I TH Y, ~v HTar T ynF—4
EARGOMFICNER LT, AECTIXET ZOTF—F O B&FEMEHRT 5, I MEf~—AT L
v ] OFmEAWERBLEN O L, MEEOR S| MR EoZbEBRkT 5, RIZ, 60
FROBUECTAEZ DY = o F— L HROZRIZONTERTNL, TEFl~—HT L v M
THEE SNV L~ TOZE L T T—< BN L, v H LMD ETH Y
DEIEPEIZ DN THRET S,

F=F T 60 ROV L~ T OHFBIT DO AIREMEICHOWTELET 2, £7, 41 60 F
ROV~ HEBENT 22 EOEFOFRRIE, EORIMROKEMLE L CTHEET L~
YHT —HA T OBARIZ DN TR TN, MBHRTZ T TR TOFNT — DA TR~
HT =B _X=2DRBUT b ki D, D LT, FHRPEZIIR, BEDO~ o TZHONTD—
AT EEERLT VAR LDARBMEIZ OWTEZE L, HEICHBTO—2OFREMEE LT~
VHRESICOWTHETT 5,

BRI OEBLEL 5% F L ORPOLEBOWERLHBN ~DOREIZONTIHER TN,

i

60 4ERD DL~ U HOBURDBIF L, ZOMMOEOLEZ SN TEEL, A
DRGNS & ATEOTNE I BT %,

HARD D dr~ o A DBELDOHTHI L LTOFHIRMO [V A OB+ (1953-56) &
SR LSBT0 FRODL L HOREEO D WHMATO [ 20125
(1972-1978) DM THEES NP K~ W HEROZ L NERDRTE 2, PR~V HDEF

20



b 70 FAROIEZCME 2 BB S, IFEFMRE oMM AR 6, A E Z
DO L U TLER T 5,

W, MNEBEDERERNTHZLICE ST, EOXIITARENES>T=EHH L, BA
D~ AT EED L FEETENPNTRROMEIZOWVTHRETT 5, ZNERT, A%
IREHEEEL B L TT o 12z DWW TR %, 60 FERDOD I~ o T2 E+ 512 dHT-- T,
HEORERT Ta—F, FlX. V=X —in. E5 7J/l/9::-7/l/-257“4’**7<\
FEdH. RIBGR. WRBme ERH DD, 6O 0 ITARFFEIT D s 238 L C 60 4
RV~ o TOENZERL TN T & ZEIRT 5,

60 FEROEE DV LMFEDO NS —FFMTHD [HFl~—H L v b 2RISR E LT
IR L@ EZ#HEA L, TEAl~—0 Ly M OFREICH - > TRER LT R oV TE %
T5, ZHCEHLTUTOZ E&2BRFT 5, 1L.EOY U THEERT 7 2A LI WD &, 2.
BO~ U DHEREICOWTORBFEN DN & 3R T D XEREICB W T HHEREDO XK
WNDDHZ &, AHEEOLIENE LN &, D4 ETHD, RIC, TRFl~—FLy b @
A OB ZABNT 5,

ZDOXOBEEYE X T, WIC, KON G2 MIZT 5, A Ti60$ﬁ®9ﬁ?/
T AT 47 ROBRNPOMFTT 5, Do~ o TOBEFFEDRBMED AT 4 7 ThHDHI0
EREINC IR CETAT AT T Fad—D0RNY LEETERWEAS D, HiEk
REATI Z LI Lo TINETOHITARE G LIC LI~ TRRTHER L TE 7, RXxTZ
RIS TAEZRMEME RO T Z e KD TEA D,

BT AR ZBUED~ TR OBACOBLE N BREETT %, A~ ROBERRIZE T8
i~V HEB, U7 by = BiER 7 00— B, Py BRI AR WE IR O F
B ETH LWEEEASL LT DR, 20X BB bT~ U THREZRY VUL R T
MW EFRRTE D, AR THA L T < 1960 FEMRITEZHIRA T 4 T2 L » TFRRICED
STV = U ORI 72720, BAEDO~ 2 TOEEFE LT < 57202l ED
W Z WIS DR H D,

o ke A

KRETHH~ L TOFHICHONTHBESTNL,

1 EHTIID L~ T OERITOVWTEE \_MEfwyﬁvyﬁwﬁiwmﬁ%%ﬁﬁ
%~ B %%ﬁ@$f&ﬁ7/ﬁifﬁ$® LMIC kD, DD AT 4T
LLTEESINLTBY, = FITHEARRNE S 25, 20 70 06— KA > 7=

E%ﬁ\ﬁ%KEWTVV/W@@J_ﬁuloﬁ&wﬁﬂﬁ%%éﬁ\ﬁ@\ﬁﬁl@ﬁ
BICXoThI~o L L THESNIAELD 0N Vi~ o H ORI B S DR

21



nNbdH s,

(e~ U IS E D AT 4 7 Th D V) EFED 1960 4 LLFTO BIEEZFIC L D
Yl HaeBET L0, BIEICBWTH, BHERIC L 20k~ o TRHEICZ T AN
LNRNEWVIFREREZHS BN DD, D~ TIEMDAT 4T ThHD] L) EHR
TEHLMEOERMAZDONTOER L Wt~ & L TR LRV E W) AlREM: T
bD, TR, DI~ T DEERIREEA Bl AT T2 DOIREE L LT OHiA 0D OREET
IEBWBHEEANRADIEREGET HZ LI ORB 0 ik, W~ TItEol-o
DAT 4T ThHDH| EWVWI BRIV~ HaD i ORI L T L E W, 2O
SNTZA A=V B~ B =BT 7 BA LIS THD, L0V vy oA
A—URHRE B 2o T LE D, KiIb e~ v T aREOR, DickaEzim L CER
THN, ZHCHET S, SRETRLNDMERICOWNWTELET 5,

82 fiTix, e 60 BRODV L~ o TNBENELN TN E] LWV IWVIZ DN THEE
T 5, B—OEBIID L~ TOSHAENEST ONDT-D, BT L LV~ T D
SERHICONTEET S, 70 ERUFTO DI~ o HFDE~ L T LV 558D L LT,
FWHRMEFROWEIFHIAD Z LN ehhole, ZORELRFIT 2720, F7 60 FRDOICOM]
DOEFEMETE L, Do~ o TR L THEHIP R BB A & > T D ERRICOWTE LT 5,
WA FNBED D 2o~ 2 I, R 60 FARDLIRNER & B WESL & S D\ TE L
%,

WD~ » B OPFERARGENIEE - 72 70 ERIZONWTERT D, DA~ HBRER S
DXl DIiE, ~ v HEFATE o T2 BHEMEEZE N, [TED 24 40 OIERIZE
LIEO TLUBED Z L Th D, 70 FRFIXTAICEN A TIRELHZ D [~ T 0B
PRI L > Th L~ VIR ERT HMERHD DL LTRSS, Lo, HHN
R LDk, Y VO AEBZ D & SNTs, R ERE, Wb b 124 )
DIALBNESRTZ T & 0 | /RS AR S v, LR D 2o~ o 7IERE & U TACERHT b
Too [(72L) FBV ) 258 E T2 Z O ORE - biddb &~ v T OFBIN 258 % B
e Lo loid, 16 OERBAROMRIZ L ZITHAN T oz, AT, 1244 5
DVt~ o TR TORNIIRFRIZIT 2 10ROV A AT 4 7 DYt~ o H~OERIZD
WTEAL, 512, 124 4] OMEEOTERIC B\ CTEHEER&E 2 J7 L ILEES D
I~ v HFERAH DIEH OV THRFTT 5,

90 FRUIZA-ThH, 24 FfH) A0 & T HELBUIL D LT, 90 FEREUFEIZ~ > TFa
IZBWTERER-TERBEMZBWTH, FIZITEHBEZMCE->TI0FROD L~ T
DLJEN) 2~ REENER 2RO, S 51T, KREFEEEN 124 4 O a~voIMI@E» =%
JEHIDE ) v — T E b ORI ERT —BEERRILTE BN T2, S 512, 90 44K
DLMEREFEZENICEE T 5, BoOfRkERE i) O Nakie R L, b~ v %
L TR T2 & WEDEE HIZOWTE,R L, Vo v X —mOB b D~
TGO I ZE o T, LWHRETZE D B 3 O oD e~ o HIZER L, 8T 70 4R

22



ROEMZERY BTz,

DI~ U OEMNFERFTSND L HIZ72 57200, 2000 FERICAS>THLTHD,
2001 FIZEARRKAD 70 FRO~ A EHEBLEL, D~ TERORY O 58K %
B L7z, T2 BHFEORICOD L~y HREFRFLEL D LTI BRINLTND
W, Dt~ v HEOARKE IR FHRFNE 2010 R E TIfTb o7z, 2010 FRICA
D EBEVIREIZL > Th&e~ U TEROMRY BHEf v, 1B BERmIcofrsind &

o7,
ﬁ*3%Tiwﬁvyﬁﬁﬁﬁ%%ﬁbk%590®@m’%kéﬁﬁimowféﬁ?
5, FIUE. 60 FRLIFID VI~ o NIV LMEREZ B L T LR TE RN E NS T & T

b5, LinL, U THEENTHAETINDIAT 4T THDHIED, 60 FROD L~ T
BOTT 7 A LIZKWEWIBRDRH D, DI~ o HOFERMP AT S NIED =D
1967 HEEN L TH Y | 60 DD~ U HHIFE A ERITAMEIN T o lzizd, i
BERXMEHEDOHDHINOIHATLE Y, TDOEDIZ, Vr NV EZILx DBEHAT 47T
(RIFROLZAEFIHZEA T 4 7)) ZELTEXET Z &RV~ U HIFFRO K E 72518
Thd,
S 510, MEEERHFIEICIZMIC b ERDS D B, ~ L HIFERTHMIKIC L T, Z0OEN-b%
BEZTCWK AT 4T THLINOTHD, < DA, BITALIZ L > T U TOEERTD
o, MEEERRICBE SN TV AIREORDVIZH LN a~vSLA X A VESIEDA T A k
REMBAIN, Zihx 07T LIZ Lo THGBRRH b T UAHIBRS L, _X— Y O ENE
boaREE b Emn -T2, L, Y~ U MRS X - TRIA FEICE(L Lz, A5 D
AR~ U A OEE, B SN D ERIZZE O 2~ fERRD ZBHBIEIC 72 5 ORI 78, H8#
FEDS BS OMEEHERIC D & | %Mim&%L’ﬁbofwoto%Lf D A ROt
KTHEEND L) IR 86, v TERITHOCEOBENEZBELEIN T\ o7, S
DIz, HEREHAE 28 LTV/ﬁk%m_%ﬁéhkm®:/7//&@ﬁﬁﬁ%_wa
LEBETDHI LM TED,

B 60 HEMo [HEFl~—H L v b 2o\ T

ARET [AF~—H V> M OFREDOFKRO G 21T,

9 1EICHEICER L METl~—T Ly b O~ TNEORERA RN E1T 9, LT O
WAGER LTc c o5, Aff, =8 v U UEROBRM, KT, FFEL (m—<TFL
AAGE) . fEmd (m—<F L HAGR), ~—V8 ¥F—U—FK, Zofllic/— 1, Thod,
EERIESNDT —ZDOFTHNESHEDOEF—U—RKELTHY, I TEMONEIZ
WCTH T DEIBRENVEETHIRT 2, ZOXIRIATLANY = T AHROBEERD 7 1
NWEY U TIZBNTRIZNLDEZ 2 bIvd,

F2HI TR CTH L DET~—H Ly M AT SR RIZOWTRFT L, 51

23



60 FRNDHET A MESiLTWolo, Rk D LERTS O TONLHALEIZOWTE
BT D,

3T MATI~—HF Ly NN OFEE b L ICZOHENLRBILERNT 5, 60 FERD
BN HERE D A= U HMR 2 IZHEI L T o 72, 1963 4EAITFI O [HETF~—H L R JiEas 180
R—=UTE o723, 1970 HEFE TITAA— TN 240 L7720 FpllA X2 b BARBFRR S 78 &
TIE 800 R—YETHMLT, /o, vV HEMOEENERL DON— VN 2 7, 5]
X~ U ARREHE D 30% Lo Lo, —4HH TBEIC w%ifﬁML 1970 4
WZT5% E T ATz, ZOXIIC THEFI~—A Ly M I, 60 FERICITHREHESZ - i E
MEEEN~ V HHEREICE Dol b ) | Z QR O BLERZEIE &%%5 ENTE L ESE
HEtThD 2D,

% 48T 60 FRICZELTAMFERDO Y = v — L HROZRUT DN TR TN, 1963 F1
MET~—A vy M OLHEAEROBIGITBEC 50% % d5 6D T2y, 1969 12 90%IZF
ST, HLWHEERMZ 2~ o HarT oY ODIRILOH LWVER B LB 5 7-D T
bbb, TZTIORMICEAINT vV TEOY Y H AT — VD X ) 728 LTk E B
T 5, ZORICHE DD ZOLERUD LN —FLSEMTELLEWVWIEZEIGTNRERL, &
DBEVEAEZFE DL < WLt~ o HFRIZE > TR bivlz, 1970 FRICAD & Die~
> T BRI A ER ORI 7 o 72,

% 5 {iTlx 60 ROV L~ DL L T T—~ &N+ 5, 70 FERLFTOD L
< IR ERICKE SN E bR b, BTEEE EbIcHTE T —~ b %
SEAENTZ, BTWRENSHLL, Ny E—x v REERIET D HOTIERL otz N
7y RBRZ b MNMZa~vr T4y 7 ~axs g (avaRr) L) NKRT— <A LT
M, 60 RIS TN DR A ITHAERCHARDT 4 — 2« A V% — DY = A
T4 =R T~ LTz, ZOTDERNTOBMEX ¥ T 7 ¥ —DOHENRL T2, A
BRZEL L, 60 FRRITITBMEEANAE >V~ H B, S50, &yt £
=LY RNV F] LWIX Y TERIET Tho2, 60 FRCRICHED T —< b Eih
WO X, Ve X —DBLEN OO THIEHERTRETEAS,

% 6 HiTld~ v W L HEE DR FRLHAW O BIENEIC DWW TIRETT 5, 60 FFROD L~ 77
DT =< DEALPHEREDOMD 2T Y RAT 4 7 fER7e EOHKFEIC S BEAM T S
héo%ﬁ@%$ﬁﬁ%®%ﬁ%m%axmﬁi%mﬁ’%D BT 4 — L DAESIB M O
Wl &l L ChLmiE Db 2N E R mIT e, < o A EER 60 FRRICEEL M
BT 2F 0BG Lz, 612, LR LY Ice~va ANRMEOFETAEENT-D, [FFFH
m%®aﬁﬁﬁ%éﬁmﬂf®ﬁ%%%%iﬁbttw YU THARDOFEEZHERIC
LIFESCREWENSS Lz, RILL, AR—=VIZOWTORENE Bl S, #Hul S
NIEHEERE S, HRRELDE~ o HOT —<oWFEOEH L L TEL Ebh T,

%7 HITIE 60 FER OV~ v HORBOEAZBRT D, Wop oD~ ITAZ A VP
BEIZ 50 FACRICHINAED 7203, 60 FERORIC S BIZ#b LTz, 7 0 —XT7 v IR 7EZATE A

24



RELRD | ZEHRAENDOARED 7 L— L3 E K U, SRR3R, 72 8 b b
NDEITole, % T 7 2 —OMBEREHR 0 Dle~ T ORE RN S HIZBK
BN, 77y va UBNERESND X)o7, L L, EiiiN T he o~ El
D NRREMEVE LT OETIFEOYRE, AR—YRaXAT 4 —IRBE o), 20k
DIREAMMNE L ALY T RERRAFIFED TR S, [ U< EALONEH
BN RI~F v, WERZRERTEDIT,

% 8 HiCIIBAIED D L~y HTC—FBEERT —~ ., BELHEOEANZONTEEMICELE
T 5, FRZ, BIEETEREINTI N2 60 FEKD [NV UFT =L OlMhTODD
L~ T EVEITIRD N ERETT D, ORI AL FER L U TR B IER A
D 5 HEDESCHL I TZ 8, & IO EL SN b o b 8N, E5i12, &
PEBRIZOWTHIRET 5, &%IC, 60 FROBBERZ TN T 7 a X LIRS D
IZOWNWTEERT D,

FEMROEE

KL, BEAEDFIATT 2 [BFl~—F Ly ] OFFERRAEICES <, 1960 4D
D~ BT HFEERGER B TH Y . BURDO~ U B L O~ o THFRIRIIT T 5 RilRE
BETHhDH, ThbL, FEEEHBEOREN DL~ TIZBITS BAE) & G
) DAN=ALZFwm L, a7V ERXAT 4 T OMEN LI~ TEND Ty LD
FRECRBRA N T O AR Z PR A 9 & LTZRTEE N &0 1960 R0V~ AT Do v J7 25
FEICHEETHIEREIER LoD, = HOT —0A 7R1E4 72 £ % BARREF & LT
Sk 7n~ v RIS D RIER L 2 B s L2 500 b ST s, Wbk
T~ v TR AR TR TH Y | HFROT —~v B IO, FEORTH, f#
TF e L TR CE 2 6D TH 5,

LV DT, 1963 5 1970 FETO [HTFI~—H L M BT 237 B3EE Wz
FEOET A RX—RAEZNEIER LIEmBIZIE, T2 LRI SR H Y . Kia
T CENRPoBHRELED, 22D EHENI5BOMFTERIMIf NS, F
oo ZTDOT—ZN—=2ADOHERIZHTz>TE, KHEERE~ T 22— 27 L0 REF T
BMEADEREZIZICO LT D% CORMEENKICL > TWD120, #EoRER
FLOEITIE, FAL S ORI D2 5 A KIS UTc BRI DD R /e NRIZ 72> TV D
ZELRHMmTE %,

7272 L. ASCFRe BARME & LTI R, flxiX, BARRRICBT S i)
WZEDDDT 4 A7 — VDML, FFED A Y v — 72 HEEEICET H4a 8 « AT ¢ 7
WFE7R &L ORENABRTH Y | ~ TR LW I Ma A T-, XV IFEERZ LT 7
T OARGHILONESITLATRENEIC S WTIE, S B OMENED L ZATH D,

T, FEEFALD, APREEBRLEEZEI L THEOND, AR E L TORRMNT

25



SRHW, AT E OZEBIZONWTIE, L0 EEN ORI A RO b s & b
DERNBH T2 EE2MAFLTEEZL, WNICLT1960 EROD Lk~ HinshED
. TNE WD DFEMEFIETEIE L, ZORRNBAS% O~ eI T, 3k
e, AT« THEFER & O ANSCERIFEIRIC O NS E IR LIS 2 0, iEfmscs LToLk
DEEZE G- LHTAICH LT RETHY . ZOLOITFE L KEOINEL L OEMHRD
WEAAMHRIC, FESTIIRE T B Ll

B, RmSUIFEGEE TR SN b 01N, EHE R~ o TR OMENE T ETIAFE
DS ZONEPEETARINDBERIPIEFICKEWERbN D, R, AA
FECOARN S LI FRHEBICK T H2HEBEZ &L Z LITELR VR, ZOFEBLK
WZHIFFT 5 b O TH B,

UEORMEY ., BEETHHLI—m T ¢ v T - FA~KP L () OFPRSEE
ELTHAIET D Z R s,

26



