
問題[A]

2022年度
【博士後期課程】

早稲田大学大学院文学研究科
専門科目 表象・メディア論コース

資料解読

入学試験問題
※解答は別紙湘横・縦書）
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以下のフランス語の文章を日本語に全訳しなさい。

Ces vingt dernieres annees ont ete marquees par la critique f eministe de la 

tradition theorique et metaphysique occidentale qui s'est vue rapidement traversee 

） 1 par un courant post-feministe (Butler, Haraway) tres inspire des lectures americaines 

de la deconstruction (Derrida) et de la notion de censure productive elaboree par 

Foucault. Largement tributaire de la conception du pouvoir foucaldienne et des 

propositions qui en decoulent en matiere de critique locale des regimes de savoir-

pouvoir, la critique du sujet moderne feministe pr6nee par les post-feministes a 

consiste, entre autres choses, a ebranler les fondements (et la notion merne de 

fondement) de la theorie et de la politique des corps et a promouvoir des conceptions 
de la resistance aux normes non essentialisantes, moins excluantes, deconnectees de 

toute vision sociale totalisante, rearticulees a partir de la difference et non du 
meme. La necessite se faisait sentir de concevoir le sujet, 1'agent ou mieux encore 

son site comme une possibilite ouverte et non comme un sujet fraichement construit 

mais toujours aussi postcolonial et sensible a la tentation de re-naturaliser une 
identite homogene de reference Le feminine, bourgeoise et blanche. 

Tout ce debat houleux sur le sujet a pu faciliter de rapides amalgames entre post-

feminisme et post-modernisme, post-feminisme et deconstruction. On pourrai t etre 

tente d'inscrire la production phi losophique de Beatriz Preciado dans cette zone 

post-moderne ou post-feministe si 1'opposition pre/post en elle-meme n'etait pas 

justement un de ces binarismes trompeurs et lourds d'un potentiel explicatif 

louche : comprendre les evolutions de la critique de maniere generationnelle et 

temporelle voire evolutive. 
En fait post n'est pas contra. Le travail de deconstruction contra-sexuelle qui 

se manifeste ici, et avec une puissance toute Spinozienne, rompt avec toute une 

serie de reflexes critiques par rapport aux couples oppositionnels 

homosexualite/heterosexualite, homme/femme, masculin/feminin, nature/technologie 

qui sont les cibles des theories feministes mais aussi des theories gaies, lesbiennes 

et queers. Contra n'est pas contre en ce que l'espace critique contra-sexue 1 ne 

depend pas d'une vision constructiviste ou naturaliste duelle au sens polemique du 

terme : 1'objectif n'est pas de remplir le terme pauvre du couple homme/femme non 

plus que d'en faire le binarisme de reference ou des'appliquer a deconstruire la 
construction d'un terme par un autre (de 1'homosexual i te par 1'heterosexual i te 

par exemple). 
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※WEB喝霰に際し、以下のとおり出典を追記しております。

c Paul B. Preciado, 2000. 



［問題B]

これは、チェルフィッチュという劇団について、また別の演出家が書いた批評の一部です。それまでの演劇とは異なる

アプローチをするチェルフィッチュを主宰する岡田利規の演出方法、あるいは演劇観について 『現在地』という岡田の

作品を考えることで語っています。以下の英文を日本語に翻訳してください。

※この問題は、著作権の関係により掲載ができません。
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［問題CJ

設問 1 Human-Computer Interaction (HCI)と人文知の関係について書かれた以下の文章を読み、下線部を訳しなさい。

設問 2 現代のICT設計においてなぜ人文知が重要なのか、資料に即して述べなさい。

※この問題は、著作権の関係により掲載ができません。
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［問題DJ

設問 1 以下の英文資料を和訳せよ。

設問 2 現代の cinemaの役割や意義について、資料に即して述べよ。

In the late 1990s and early 2000s, sweeping claims were made for animation subsuming cinema, due to the expanded 

use of digital technologies in film production. In 2004, Oshii Mamoru provocatively declared,'All cinema is becoming 

anime.'Likewise, in 1999, in the context of new media studies, Lev Manovich announced a reversal: animation, once 

subsumed by cinema, was now subsuming it. Such pronouncements situated animation (or anime) at the centre of a 

crisis, at a moment of historical overturning of'old'media paradigms or topologies associated with cinema. Around 

the same time, film studies began to reconsider the historical scope of cinema, drawing connections between'early 

cinema'and'late cinema'(ranging across expanded cinema, digital cinema, new media). Gradually, this sense of 

crisis around the'death of cinema'bas been shunted into an emphasis on the numerous historical transformations 

within the medium. Animation has thus come to afford a new perspective on cinema, and maybe a renewal and enlargement 

of film studies, rather than presenting an all-out crisis in which animation subsumes cinema in the era of new 

computational or digital media. 

Considering historical transformations of animation in Japan -from artwork, to cinema, to television, to new 

media -allows us to avoid positing a stark opposition between cinema and (new) media. Instead, we see how broadcast 

television and then'expanded'television (with its peripherals) have historically operated between cinema and 

digital or computational media. Interesting enough, debates on new media in Japan arose in the 1980s in the context 

of expanded television; expanded in terms of infrastructure (cable and satellite), platform (peripherals) and the 

density of information (multiple tracks within the signal). What is more, a genealogical view of anime reminds us 

that the forms or formal features of animation arise within a broader apparatus or social technology. Simply put, 

anime is not one thing, precisely because it has always historically been a site for assembling polarised tendencies 

related to production, distribution, consumption and exchange. 

※WEB掲栽に際し、以下のとおり出典を追記しております。

c Edited by Hidaki Fujiki,Alastair Phillips, 2020, 22. 
Anime Compositing and Switching: An Intermedial History of Japanese Amme 
Thomas Lamarre (McGill University, Canada), British Film Institute, used by permission of Bloomsbury Publishing Pie. 
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［問題E]

下記の文章 1と2を日本語に訳しなさい。 3は参考までに付しておきますが、訳出する必要はあり ません。

I. The play within a play boasts a long and notable tradition in European theatre and dramatic literature: it is a dramaturgical strategy 

that playwrights from紅 istophanesto Heiner Muller have put to a wide range of purposes. However, scholarly perspectives on the 

play within the play do not need to be limited to European theatre. Indeed, the anthropological ubiquitousness of both play and 

performance as social action as well as aesthetic experience testify to the international and multicultural dimensions of the play 

within the play and its function as a motif in dramatic literatures around the world. Furthermore, the play within the play also presents 

an ideal agency for shifting between different media, as well as for expressing notions and experiences involving cultural exchange or 

cultural conflict. 

2. The play within the play is manifest in a multitude of forms and constellations, and it fulfils an equally diverse variery of tasks and 

functions within the perfonning arts. Systematically, these can be grouped in four distinct categories. One can consider the play 

within the play primarily (1) as an artistic agency of self-reference and self-reflection, i.e. as imaginative play that refers back to itself. 

It thus appears as a meta-theatrical mode of aesthetic expression, in terms of its own specific nature as play and representation as well 

as with regard to the function of the stage-audience relationship and in view of the self-reflection of its acting protagonists. It may 

also be thought of (2) as a special mode of perception that allows for different ways of presenting perspectives of appropriating and 

placing itself in relation to the world at large. 

3. Likewise, it is (3) a particularly suitable aesthetic agency for the exploration of fields of social and historical interaction or 

exchange, with a special dimension in the area of intercultural and/or intracultural contact or conflict. Lastly, the play within the play 

can be seen (4) as an artistic agency of mediation between conventional genres, or of generic transformation, permitting shifts from 

one genre to another. The play within the play is thus by no means limited to theatre, whether it be dramatic text or performance; it 

enjoys a wide popularity also in film, opera and musical theatre, and it frequently appears as a device in narrative fiction as well. 

※WEB掲載に際し、以下のとおり出典を追記しております。

Brill, from The Play within the Play: The Performance of Meta-Theatre and Self Reflection, 
Gerhard Fischer, Bernhard Greiner, 2007; permission conveyed through Copyright Clearance Center, Inc. 
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［問題 F]

【設問］以下の英文を読み、 ド線部(1) 、（2)、（3) を flhil~ しなさし＼， ただし、 I‘'線部l)、1でカ

ッコにくくられて＼ヽる語句ー一例 えば、 (Gr(TI)20(）7)など・・ーは訳さなし、こ と。

The global beauty economy provides the tools and technologies for 

beautification, but it does not necessarily impose a singular and hegemonic 

beauty standard, as Claudia Liebelt (2018) points out. Instead, aesthetic 

nom1s circulate in ways that produce unexpected, uncanny effects on the 

populations they encounter. Global notions of beauty intersect with local 

aesthetic hierarchies, producing new norms (.Jafar and Casanova 2013). (I) 

Those who possess non-normative bodies sometime廷 ubmittheir bodies lo 

these biopoliticaI norms, avidly consuming the plastic surgeries, honnones" 

pharmaceulicals, prosthetics, skin-lightening creams, or other bodily 

enhancemenls that promise them social inclusionり upward mobilitv, 

citizenship, and well-being. At other times, however, people resist those 

biopolitical norms and craft止血 ownaestheti込旦駆tive,andlor political 

rcsponses that denaturalize, queer, 0r hack bodily idcals and the very idea of 

a model citizen. Frequently直旦sdift1cul旦匹恥血嬰辿血11plianceh:om 

Iesistance because both旱 r坐辿reand agenev ar叫迫嗅幽 Oneanother, 

~As l3egonya Enguix Grau argues in this volume, "bodies 

are a battleground and a playground." The personal is always all'eady 

political as we all strive to remake the human through the myriad 

technologies at our disposal. 

It is impo1i:ant to resist the impulse to romanticize unaltered bodies, as 

if we could return to a time when our biology was not irrevocably intertwined 

with technology. As Lenore Manderson points out, (2) ~ 

nan•a-tives demonstrate thatw.gg且：simuItaneousしg迎笠g.!19-fearfUIofwl皿

- -- -『vborgtuture wtll bring 

possible nowadaYS to grow oId WIthoutsubmIttIng 

y to any 

it• t½ni1ritf P<:<: n11mhPr<: nf people live their daily lives thanks to pacemakers, 

,, intraocular lenses, heart stents, prosthetics, and 

;on 2011). Most women know intimately how 

their reproduction, and almost everyone with the 

coverage will make use of common medical 

,d tests, echocardiograms、andother 

dia8nostic t.cchml(1gics. 1'（ヽ qu(．lIし?kathcrincl,lay1cs (l ()99)，we.贔.h心 amc

l‘̀‘sihuman `＇ ‘‘ithoul C¥iml lllヽtkingii. and till~ t'vcryday ubiquity ol 

lechnologk•s that 1vmak1..・ the hunum is what rcnd~rs thl..'m so commonplace, 

normahl;ed. and d心 irahlc. （3) ．＼ ·ゞ••一il.!．． 上こJ羮」-.iI_ll虹，し辿d,..,..tll幽l~1r..ら．．．ぐ..i_n

hypothcticaI' discussions about ------L、勺z・・・•_：•：吟！込t)g., ．拉！ー9-igざこしQ匹l 2(．）（）7),”h皿皿

叫．1＼lllccmCIli
., 

..．，ー・<̀.．． …叫9 砂 9 ,、m・・.1.／＼込；・じ、：0．0.4)，·ヽ•9 (.！世．．． i` l閑I,l．屯．il． ．ゞm•AK,¥ ll”!,＼＼＇ci l •• ̀.l.，99_(りェ＿．一皿．g！胆：

心虹皿虹厨l叫年l.li恥n.IL.心ELimlE四直．饂皿ng[1！皿饂皿旦f.~)虚
i I nslea¥ OIl praCI ICCS 

．． ． ・．•. ． pー・~-、ー・‘→,．． ．，-•ャ•~ •ヘ・9••••••..;. chat arl..'alrl..'ad •ヽ widdY
•999~ ＂`  - • --. t l一^ツ3¥t.!．i!ahlg,＿＿hut whic l].I）.t1LenJし

饂 1皿S.！皿：皐 幽呻平止直 ．H.且s叫SI叫．1＿J迅‘虹li母 ，一岱 U.,・tli碑 ．L_I吐吟叫，

直恥·I..,1llly、ghlqi,,．1叫；し且in品屈dips,•• I_n淫 lu.ir．涅叫謳叫皿．且幽幽血

凶．；lさ gllQukl.sh;．u:）．S.、しi,i\y,!his叫A.iさ§駆．giし•!Il_SA.)、l`ヽヽhaIyi llい9Ighouk1.！］CS・リLin.！，h.g

l u t u rc. 
ー• ..．•▼•-』·

※WEB掲栽に際し、以下のとおり出典を追記しております。

~-e-~~ki?P _th_e rjufl}~~: Cos:netic Tec~nologies of Bo~y Repair, Reshaping, and Replacement (Politics of Repair, 2). 

Jarrfn、Alvaro,and Chlara Pussett1, edItors. 1st ed., Berghahn Books, 2021. Permlssion gwen by Berghahn Books. 

6 I 9 



［問題G]
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※WEB掲載に際し、 以下のとおり出典を追記しております。
cThe Museum of Modern Art, 2010. 



［問題HJ

次の文章は映l!hi()）音に関する映lil潤！i愉家たちの、は見を対liiしたも(/)です。令文

を[1本語に限しなさい`）

Whul is th(.、relalionshipbc{ween u s(）Imd rccordi11g und lltC S(）1.III(l il pl9rports k) （lepicl? 

lうしlaBaUn:、s,for inst;lllCC、1cli.̀ llS Iluli “IllCl.c is no di l̀ICrellし≫cm dimulsi(J11 i91ul rcaliIy 

between the original sound and IIヽcrecorded a叫 I.cpl‘(）(|llmlS(）t11)（．l.”S1an1cy (＇avcll (dis 

us lirst that叶11a pholograph, lhc original is as prc8c1―11 as i1 ever was," i叫 IIlC!1(lcri vcs 

the claim that ・・sound can be pcrl`叫lycopied... 1lw record reproduces lhcゞ(1"＂d.そ` JCiln-‘ 

|、ouisBaudry !ells us thatいonedocs not hear an image(）「 IIlCS(）lII}（凡 lnIlthe Si)lliltIs 

themselves.．會 llleyarc mproduccd aI9d 1)ot copic(1," ；lll(1 (＇hriヽ1ia11M叩 lhal..i叫 iwry

aspCCIS̀ provided llKIl !he rcC(9rdillg is well d(）Ill¥ undcrg{) Il(） apprccialぅleloヽヽ i』Ircluli011 

lo the corresponding sound in lhc real,vorld: in principle. nolhing disliug血 lu:sa gulliiil(II 

hcnrd in.i nlm lh1m a gunshol heard in thじsirccl.”Iヽ‘inaily,（icrakl Maヽtasscrls thul‘‘ihcrc 

is 11(） （）11lological di ilbrencc l)e1Wccn hcarIng u vioImiIl ;I COIlCCI•I hall aIld hcamlg ll on u 

sound lrnck in a movie theater.←ヽ

More recently there has emerged mi opposed group. all convi need. like Alan Wil liaius, 

that“i l is ncvcr the lilcral, （）riginaI •S( ) Und * Ihat is rcproducC(．I j,} l hc rm)nl ing l・llIl (）1ll・ 

perspective on it u sample, a reading 1ヽI'il.^`R iL•K AllmaII Iclls us I Imt,じC(lrdiIlgshavc 

"only partial correspondence lo the original event.り‘andthal "rccordC(1 smm(l crcatc!； illl 

illusion of presence while constituting a new version of theヽoundlha1.iclually Iranヽpircd

M(）Sl i如）rccf'ully,Thomas I,cvin asserts that"「iuniliarilyI with rccor如 lv)l.Ill(l l has dIIIlcd 
the capacity lo reじognL1.cthe vioknじcdonc l(） S(）l111(i hy rcC(mling,f l)cspilc mim)I. 

d i v e rge n c e s , :.d i t h r e e i n s i 員ヽI o n t h じ fu n d a m m t a l i m p o n a 1 1 C じ o l . p i ' じs mn i n g n o n i d <: n t i t y 

between original.md c.・.opy. 

Lasl ra, J a m cs、 (2000) ''Sound Tedinology .ind ti}（、 /¥nwrica11 Cincn1a: Iり・r(（*1..）l i 9) I1, 

RcprcS(9Tl la I,ion,Modcm i ty" （F il m a ml Cul l u I1 • S(： r i rヽ） ． （~olurnh i a U11ivcr•;ity I》r('‘‘. I)1)・ 37() 

より，） ・{11｛改変，

※WEB掲載に際し、以下のとおり出典を追記しております。

Columbia University Press, from Sound Technology and the American Cinema: Perception, Representation, Modernity, 
Rastra James, 2000; permission conveyed through Copyright Clearance Center、Inc.
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［問題 I]

以下の英文資料をFl本Whにllししなさ"‘9)

A photograph enjoys an unusually dose rclarionship wits referent) according ma widespre叫

t.hmry aI)（）1.lt~ 如 nmIlm(，}fphotngmphy. As lhi5 thmry would havc it, （he kq momem in 

phm(）8raphy {・)（;mrs wh叩~ 如 r;huneropens, allows lighr imo the dark chamber within,皿 d
• I • • I • •,• 

g心 lastingrepresentation ro whatever b in front of i[s lens. This viev;, of photography, 

imw¢vcr, dmrau..cri.）［k:allyignoro aIU)rllcr, cqually imponam moment: the moment of 

identification. So1m:011c: nrnst identir}'phorographic images, group chem a.ccording to 
．． ． her in phorographic albums or an books. various criteria, and place them together in ゎ

The m(）m¢!.J ! ofi(.l¢:nlilica(i() 1~1, 11 IIlil<t: rha l nf ill umi nadon, does nor d '. 
四 nguish

phomgraphy ii•om mllcr vi9,uul i mng心， ort:ven from encoumers in rhe,vodd :n large. Ac work 

in any pmmml ml:,taIIBC, Klcm.ific.l[！Oll playヽanintegral role in the formation of groups. 

MormvClマ．＂iS 1t(n j91SI kkmihcation oji :;ul•)jC(:t thar is at itake but,・ ot.ten, idcntilication 

wil·I~1t.”[ h,`~' l')¢r50m l~ ;．Ind social pt)ヽ，irionthrough which rhe beholdピrls looking can bring 

wlrn1 she or lie secs rnm focus, or dbrort ir beyond rl:'.cognition. lhe encounter wirh an image 

migh1 1;ecrn mo,℃ (II¥t-sid叫 I.h;ma n Iming with A l)Cl'5(m, bm iti [00, is 5uscepribje tG th,e 

slippagc berw¢C91 (）Ilc kind (｝fidcntiiicmion and如 （．J[加・,\X/l1erht•r scholars si:ek ro avoid 

such slippa炉 "TI,hcir w() 1•K, （9)r IO COn{mlli (）r ex pl呻如m,th<:y disturb the simple relation 

恥「weenn~presemarions and subjects, ber:wcen imagぶいdpeople, bピ[Weenphotographs 

叩d 山cil~. rcltrcms" Somahinぶhadml、t.、i.nfront of the camera. Does it matter'iVhat? 

Rola nd Ban lw:S's l,9,̀t hook, (;;（／i/t'It:｛ lJic•i(：I、1,• A A[?t'ぐ(）flPhot(J忍「¢pl!!ipublished in l 979, 

is groumb.l, o平叩i.bly,in a slan:m(;;nr of faith ln a phorograph's rdation to its 1℃ferenL 

"＼¢ inseparabdity (．、｛＇rel、.ercntand image 1hat it seems w assume explains如 extraordinary

soit•s of slippagtヽ twtwa:npa.）pl(;・ and imag1ぶ；m（il1cnveen modo of idcmi6catinn thaf 

l l1 99l f1 11,＂ t~ its cxpns i i it曹In.、theR、、)1・tl i l(l Ba n l・lCりLinraC1 c r i n th is 6o o k,';ls I、;vil!叫 lhis「ii‘̀，r・・ 

l?t⑱‘り" (•xposhi{)9 1, lay& （)ll l i n [Wi) l la rtゞ・・lt11ピt¥ry (．II‘lヽh(.li嗅 l・a phiC 1℃ception on如 悩 i3

oi, th~e· adh¢rcncc {)f rlw phmograph m i tS rcf⑯ Ilt. BmllCS (fh¢.lmhor as (JP訳泣dm如

呵raml‘ し~f (；,""tm imi加） haddcvdopcd a rheory of photography based on its i叫C:xi叫

nan.re in his l 96'1 css,ty "Rht・rork of the Im.,gc." That theory built on earlier writings abom: 

如~mmrcりftirmodefn'‘mytl('ilt which Banhes examincd mi(:ryday m叫15that support 
, ~.. 

commtmily idenrlty: the n:nn d~、̀恥mCぐ， IIw li飯l'l̀i:1wer,rhe French menu. "Rhetoric 

Qfthe Image"' 
． 

｀ examined photography's r~nurkahlぐ S19inbili[、forrnythmaking rhrough an y 

packa炉~匹I:itS 叫Iml 5itu心

olin, 1、ouchingPho1暉 raphs:Roland Barthぶs"Mistaken" ldenlityより ）

※WEB掲栽（こ際し以下のとおり出典を追記しております。
Republished with permission of University of California press -Journals, 
from Touching Photographs: Roland Barthes's "Mistaken" [dent伯cation,Olin Margaret, 2002; 
permission conveyed through Copyright Clearance Center, Inc. 
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