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ABSTRACT
THE FEMALE GAZE IN CONTEMPORARY JAPANESE LITERATURE
Kathryn Hemmann

Ayako Kano

The female gaze can be used by writers and readers to look at narratives from a
perspective that sees women as subjects instead of objects. Applying a female gaze to
discourses that have traditionally been rnrddeninated opens new avenues of
interpretation that are empowering from a feminist perspective. In this dissertation, | use
the murder mystery novels of the bestselling female author Kirino Natsuo and the graphic
novels of a prolific fommwoman artistic collective called CLAMP to demonstratev

writers are capable of applying a female gaze to the themes of their work and how readers
can and have read their work from the perspectives allowed by a female gaze.

Kirino Natsuo presents a female perspective on such issues as prostitutiorgenarrch

equal employment laws in her novels, which are often based on sensationalist news
stories. Meanwhile, CLAMP challenges the discourses surrounding the production and
consumption of fictional women, especially the young female charactessho@thad

have become iconic in Japanese popular culture. Likewise, the female consumers of
popular media are able to view and interpretypaptexts in such a way as to subjectify
female characters and emphasize feminist themes. In addition, the erotic glemant
female gaze may be used to apply a subversive intatiore of the overt or implicit
phallocentrism of mainstream media.

The male gaze should not be taken for granted in the study of literary texts and graphic
novels, and an awareness of an\eactiemale gaze can change the ways in which we
understand contemporary Japanese literature and popular culture. Female ardders
writers can findenjoyment andreatemessages of feminist empowerment even in works

with flawed and problematic representas of femininity. The female gaze thus acts as a
mode of resistant reading that allows alternate methods of reading, viewing, and
interpreting the female characters and the gendered themes and issues of a text, regardless
of the gender of the creatorstbe gender of the reader.
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NOTES ON JAPANESENAMES, TITLES, AND WORDS

The names of all Japanese writers, artists, directors, and creators who publish and release
their work in Japanese are written in Japanese ordlérthve surname first. For example,

in the case of Kirino Natsuo, the writer's family name is Kirino. The names of all writers
and artists who publish in English will be given in Western order, with the personal name
first.

When an author or artist pusthes under a pen name, such as in the case of the member
of the CLAMP member Mokona, she or he will be referred to by this name.

The names of fictional characters are given in Japanese order, regardless of how their
names are presented by English stations. These characters will be referred to by the
name most commonly used by the text in which they appear. For example, the
protagonist of xxxHolicc Watanuki Kimihiro, will be referred to by his surname,
Watanuki.

The first time the title of a workriginally published in Japanese appears, its romanized
Japanese title and original year of publication will be provided. After this first instance,
the work may be referred to by a common abbreviation. For example, the Bangat @
bi sh@j o wdlberéferrdditonasailor Moon If no official English translation of

a title exists, my personal translation of the title will be offered when the work is first
mentioned. The Japanese title will be used exclusively thereafter.

If no English translation foa title is provided, such as in the case of the migea ni

todoke this means that the official title of the Englisinguage release is the same as the
original Japanese title. If no Japanese version of a title is provided, such as in the case of
themangaTsubasa: Reservoir Chronicléhis means that the official Japanese title of the
work uses English words represented by Roman characters.

Japanese words that | have judged to have entered common English usage, such as
"anime," "manga," and "otai" will not be italicized. Other Japanese words that might be
familiar to a fan or specialist but not to a general reader, sushha® nsehn@fjjashi

andd @j i, wilbrétain their italics.



"There is no art in turning a goddess into a witch, a virgin into a whore,
but the opposite operation, to give dignity to what has been scorned, to
make the degraded desilapthat alls for art or for character.”

T Johann Wolfgang von Goethe



CHAPTER ONE

Interrogating the Text from the Wrong Perspective:
Female Writers and Female Gazes

The female gaze can be used by writers and redaddook at narratives from a
perspective that sees women as subjects instead of objects. Applying a female gaze to
discourses that have traditionally been nrddeninated opens new avenues of
interpretation that are empowering from a feminist perspedtivthis dissertation, | use
the murder mystery novels of the bestselling female author Kirino Natsuo and the graphic
novels of a prolific fomiwoman artistic collective called CLAMP to demonstrate how
writers are capable of applying a female gaze tahitbmes of their work and how readers
can and have read their work from the perspectives allowed by a female gaze. Kirino
Natsuo presents a female perspective on such issues as prostitution, marriage, and equal
employment laws in her novels, which are ofteased on sensationalist news stories.
CLAMP challenges discourses surrounding the production and consumption of fictional
women, especially the young female characterss or @fhai have become iconic in
Japanese popular culture. Likewise, the fematesemers of popular media are able to
view and interpret popular texts in such a way as to "subjectify" female characters and
emphasize feminist themes. In addition, the erotic elements of a female gaze may be used
to apply a subversive interpretation oétbvert or implicit phallocentrism of mainstream
media.

Even though this dissertation is about contemporary Japanese fiction and graphic
novels, | would like to introduce the concept of the female gaze with a brief discussion of

American fantasy literate. The title of this chapter, "Interrogating the Text from the
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Wrong Perspective," comes from a famous bit of fandom lore involving the American
writer Anne Rice, who is perhaps best known for her 1976 nioetview with the
Vampire In September of 2B, Rice's noveBlood Canticle the then newest book in her
Vampire Chroniclesseries, received a number of extremely critical reader reviews on
Amazon. Rice responded to these reviews by creating her own account on Amazon and
posting an unpunctuated il saying unkind things about her readers, whom she
apparently considered unable to appreciate her creative deBins. of the author's
comments that is still satirically bandied about on blogs and online messages boards is
the expression "You are integating the text from the wrong perspective." One of the
reasons why Rice's accusations of "interrogating the text from the wrong perspective" is
still current is because it is often conflated with the author's strong statements concerning
fan fiction. Forexample, in April of 2000, Rice posted the following admonition on the
front page of her personal website:

| do not allow fan fiction. The characters are copyrighted. It upsets me terribly to

even think about fan fiction with my characters. | advise mgaeato write your

own original stories with your own characters. It is absolutely essential that you

respect my wishes.
Rice subsequently took measures to ensure that all fan fiction based on her published

work was removed from fan fiction hosting sitesch as FanFiction.net and Archive of

Our Own. Other American fantasy writers, most notably George R.R. Martin and Diana

! The incident is summarized Barah Lyalk article "Fan Power Takes on New Meaning."
2 This statement, as well as its broader context, are archived on the "Anne Rice" pageanidhewiki,
which also containknks to Rice's posts on Amazon.
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Gabaldor® followed suit in taking action against allowing their readers to share any
interpretations of their texts that the writdiemselves did not consider to be canonical.

Readers of fantasy literature, who have in the past decade formed global networks
both deep and wide through online message boards and communities on sites such as
Livejournal and Dreamwidth, considered thisitatle of hermeneutic dogmatism to be
hubris of the highest order. Who is a writer, after all, to tell readers how his or her work
must be interpreted? Indeed, what can publishers do, and what can critics do, and what
can academics do, to force readers iatcertain canonical interpretation of a text? The
satirical use of the phrase "interrogating the text from the wrong perspective" is thus
often used to counter attempts to argue for a "correct” interpretation of a text based on
stated authorial intent @imply what is on the page. The expression has thus come to
playfully represent a practice known as "resistant reading," or interpreting a text in ways
that the text itself does not immediately suggest or for which the text does not provide
overt evidenceThis secalled resistant reading, or interpreting a text from the "wrong"
perspective, has implications for a gendered reading of literary texts that extend far
beyond any sort of Barthian "death of the author.” Specifically, it can be a way for female
readers to claim agency over texts and discourses that have traditionally excludéd them.

In the first half of this dissertation, | examine the murder mystery novels of the
bestselling Japanese author Kirino Natsuo and demonstrate how the writer uses her

fiction to provide alternate readings of sensationalist news stories by telling these stories

% Martin's statement may be found on his personal webpage. Gabaldon deleted her essays on fan fiction
from her webpage, but they have been archived by Kate Nepveu on her Livejournal posDidteal "
Gabaldon & fanfic flowup." See also theProfessional Author Fanfic Policiesn theFanlore wiki.

* For more on the necessity of resistant reading and its relation to feminist literary criticism, see Judith
Fetterly'sThe Resisting Reader: A Feminist Approach to Amerieation.
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from the viewpoints of the female victims and villains. | argue that Kirino contributes an
important female perspective to what are typically phallocentric disesusn gender
related issues such as sex work, sexual violence, equal employment, and Japan's falling
birthrate. What Kirino is doing is essentially interrogating these issues from the wrong
perspective, which is to say the perspective of what Japanesa@steleno Chizuko
calls "the people concernedt (3] )iirssteaal of the political and media agents who
usually have the privilege of telling stories about women in Japdthough Kirino's
novels do not offer feminist solutions to social problems, her novels allow the female
objects of political and ntka discourses the subjectivity necessary to unmask and
overturn the misogyny that underlies such discourses, thus leveling the playing field for a
re-evaluation of gendered social and political issues.

The second half of this dissertation deals \thign manga of a fomwvoman team of
writers and artists that call themselves CLAMRthaugh CLAMP's manga outwardly
conform to genre conventions, the group in fact subverts many genre tropes relating to
gender, thus offering a pointed feminist critique lbéde tropes. Female writers and
artists subverting gendeelated tropes is certainly nothing new, but what CLAMP is
doing is interesting and important because such tropes are so systematically entrenched
both in the way manga is published and in the waypga is read. This dissertation will
demonstrate how CLAMP uses the female gaze to interrogate common -geathst
genre tropes from the wrong perspective while simultaneously encouraging the female

gaze of its readers.

®See Ueno Chi zuko a-auhoréardiuen@ D5 tstuke8 h 3 i ''s co
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The way of looking and readinthat the work of Kirino Natsuo and CLAMP
allows may be termed "the female gaze" following Laura Mulvey's definition of the
"male gaze" as set forth in her classic 1975 essay "Visual Pleasure in Narrative Cinema."
Mulvey writes:

In a world ordered by sealli imbalance, pleasure in looking has been split

between active/male and passive/female. The determining male gaze projects its

phantasy on to the female form which is styled accordihgly.
Mulvey's concept of the male gaze is based on a phallocentcbgayalytic model, in
which the female is always lacking. This model has been roundly criticized by feminist
scholarship such as Luce Irigaraytsis Sex Which Is Not O1(#977) and Judith Butler's
Gender Troublg1990). Nevertheless, Mulvey's descriptminthe male gaze is useful in
that it may be used to define what it might mean to look at something from a female
perspective:

In a world ordered by sexual imbalance, pleasure in looking has been split

between active/female and passive/male. The detergniemale gaze projects its

phantasy on to the male form which is styled accordingly.
According to the principle of the female gaze, the female is a subject and the male is an
object. By granting narrative privilege to female characters and thus alldaeng to
become the heroines of their own stories, they no longer serve as passive victims or the
mere objects of legal and political discourse. Female characters exercising narrative
privilege, and the writers who write them, and the readers who readdaeralso turn a
female gaze on phallocentric discourses and economies of desire. The female gaze can

therefore operate at multiple levels of the text, with each level inspiring and adding

possibilities to diverse textual elements.

® Mulvey.



Constructing the Feminine in Japanese Literature

One of its primary tasks of feminist literary criticism, headed by studies such as
Kate Millet'sSexual Politic§1970), was to uncover the sexism and sexist representations
of women inherent in texts written by men. Anothéiite goals, undertaken by works
like Elaine Showalter's\ Literature of Their Owr{1977), was to discover and validate
texts that had been written by women and marginalized by a patriarchal system of
evaluation, criticism, and canonization. Other studsessh as Joanna Rus$®w to
Suppress Women's Writi{@983), demonstrated exactly how male dominated literary
establishments have repressed the writing of female authors. The feminist critical
movement quickly acquired seiflexivity, analyzing how bdt phallocentric modes of
thought, as well as resistance to them, surface in the works of female authors. For
example, Sandra Gilbert and Susan GubBns Madwoman in the Attic: The Woman
Writer and the Nineteent@entury Literary Imagination(1979) demortsates that the
insanity and violence of female characters that do not conform to bourgeois notions of
femininity are not only a way of punishing and othering these characters but also, in the
novels of Victorian writers such Jane Austen and Charlotte tBram cry of protest
against a society that confines powerful and creative women to its margins. In France, a
trend in feminist thought crystallized in Hélene CixoussRire de La Medusgl975)
demanded a#gcriture fémininea style of writing that wouldpring forth from the very
bodies of women and provide an alternative to the previously unrivaled male mode of
expression that had dominated the world of letters before the first wave of feminist

literary criticism in the 1970s.
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Western scholarshipnoJapanese female writers has followed the same patterns of
inquiry. Noting the failure of the first generation of American scholars to mention almost
any female authors, poets, or diarists after the close of the Heian period in literary
overviews like Doald Keene'dDawn to the West: Japanese Literature of the Modern
Era (1987), feminist scholars of Japanese literature have attempted to establish female
writers as equally deserving of translation and scholarly attention while criticizing the
sexist repreggations of women and femininity in the works of canonized writers such as
Kawabata Yasunar. and Tani zaki Daugmersohi r @.
the Moon: Wish, Will, and Social Constraint in Fiction by Modern Japanese Women
(1988) is an exapie of this type of reppropriation that has inspired many academic
essayists while also partially carving out a new canon ofypastlapanese writers. Nina
Cornyetz's studypangerous Women: Deadly Words: Phallic Fantasy and Modernity in
Three Japanese Nters (1999) expands on the project of examining sexist literary
representations of women, turning an equally critical eye on the fictions of both male and
female authors. Finally, scholars such as Sharalyn Orbaugh and Atsuko Sakaki have
delved into the female language" of contemporary writers like Kanai Mieko and
Kurahashi Yumiko, tracing themes of subversion and empowerment through depictions
of the body and antirealist writing styles. The positions of Vernon, Cornyetz, Orbaugh,
and Sakaki on female viers and female writing are an important and useful foundation
for any discussion of gender in Japanese women's literature.

Early feminist scholarship on Japanese women's writing sought to demonstrate

how feminist concerns are handled by female authidigecary fiction. For this purpose,
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Victoria Vernon'sdDaughters of the Moohocuses on t hree female w
Sata Ineko, and Kurahashi Yumiko. These three writers are fairly disparate in terms of
hi storical b ack gr otha dasingweats lof the nimeiegnt® ceataryt, i v e
Sata writing proletarian literature before the Pacific War and more personal short stories
through the rest of the twentieth century, and Kurahashi publishing experimental novels
and short fiction during thpostwar decades. Vernon justifies her choice of authors by
asserting that, although there is little stylistic common ground between the works of these
three women, each has experienced various social constraints that have accompanied
changing gender rolem Japan over the past hundred years. Vernon posits that the
limitations imposed on these women in the real world have motivated them to write in a
way that portrays their social and historical milieux through their fiction.

I n the case ,émoklprayides & brief éxpldnatigndot only of the
political modernization Meiji period but also of the drive to modernize literature, as well
as the repercussions that these modernizations had on the lives and writing of women.
Vernon is especiallyietr est ed in the idea that Il chiy@'s
fit into comfortable notions of literature as defined by men. She quotes Hiratsuka
Raich@' s derision of Ilchiy@ s work as bein
pitiful femade characters, who are hardly a model for the independent modern woman.
Whil e Vernon agrees that lchiy@' s stories
argues that works like "Takakurabe" (1896) clearly demonstrate an attitude that questions
these rées by showing the social and economic constraints they place on their female

characters. According to Vernon, it S [
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characters, equally tinged with romanticism and desperation, that give her writing a
uniquely feminine sensibility. Sata Ineko also demonstrates the experience of her
constraints as a woman with her proletarian stories, which suggest that the oppression of
the working class, especially its female contingent, is imposed both by the government
and bythe power structures implicit in family relations. Vernon argues that, even in her
later fiction, such as the sedately bourgeois short story "Yuki no mau yado" (1972), Sata
subtly exposes how women suffer from their economic dependence on men, thus
criticizing the modern institution of the family.

Despite the claims of many feminists that women's writing should find its place in
negativity and resistance, Rita Felski argues that the psgadmphical confession and
the realist novel of selfiscovery hae been crucial in the formation of female
subjectivity, as they explore questions of personal and gender identity while engaging
with a political movement and voicing a plurality of femininities. Felski references Toril
Moi's conclusion fronSexual/TextuaPolitics (1985) that writing by women should be
judged neither by its fidelity to a political stance nor by its commitment to a
revolutionary or deconstructive style of writing, but she concedes that an awareness of
women's interests in social and higtal context is one of the defining characteristics of
what might be considered feminist writing. Vernon's analysis by and large coincides with
this view of women's writing by concentrating on how metatextual context shapes textual
reality for women writes and their female characters. This dissertation follows the
models established by Felski and Vernon model in its discussion of the social and

political contexts within which Kirino Natsuo structures her novels. Although Kirino
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does not openly resist sot@é misogyny, the anger and frustration with which she
handles the topic through her descriptions of the lives of her female characters is a
feminist reaction analogous to those of earlier female writers who did not expressly
identify themselves as feminis

Another method by which feminism finds expression in literature is through the
critique of the portrayal of female characters authored by male writers. Nina Cornyetz
furthers the interrogation of female characters in the works of male author$evith
anal ysi s of DangewusiWorken Mkaaly Waondssing what she terms as a
"psychoanalytidoased materialideminist” style of analysis, Cornyetz argues that the
modern male subject in literature was created through the abjection and otfetieg
feminine and maternal, a process that can be traced through the trope of the "dangerous
woman." By her own admission, Cornyetz is reacting in part to the body of Japanese
scholarship on Ky@ka that does noomanpsiest i o
the essence of femininity, which thus perpetuates the stereotype without acknowledging
its constructedness. Thr ougk@yha r(t9eQeaadii n g s
"Kechg" (1897), Cornyetz demonsaredirecdys t hat
linked to a fantastical, erotic realm of imagined-predernity, which throws the shadow
that proves the existence of a rational and male modernity. This masculine modernity is
j ust as imaginary as the mag's ealers distatt@a n g e r «
themselves from the blatantly otherworldly feminine, they come to identify with the
conquering masculine, which seems infinitely more solid and plausible. Specific ways in

which Ky@ka renders his dan g elose associaiansne n a |
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with their bodies, which are never clean and whole but rather bestial and watery, and
through their association with a pmeodernity replete with sexual shamanesses and the
various monsters Ky@ka cul |iewbuldseemnrhatdhap anes
outwardly nurturing and alluring nature of these women privilegesmoaernity,
Cornyetz argues that they signify lossofselb nt r ol , a state of mind
male characters must free themselves at all costs. The lgiostacanny” embodied by
these female characters is an object of desire even as it is a site of the abject, an other that
must be perpetuated yet distanced in order for the modern, rational, masculine subject to
come into its own.

Likewise, MichaelBowd aghs' s study of Shimazaki T@:
female characters by male authors often carries ideological connotations. Bourdaghs
demonstrates that T@son in particular had
autobiographical noveland as the editor of a journal for women's literatureT he
Dawn That Never Comg2003), Bourdaghs argues that, in his santobiographical
novelsHaru (1908)andShinseil 1 918) , T@son used the femini
emerging Japanese natiofigdrature had to cast aside as other in order to more clearly
define and legitimate itself. Bourdaghs holds that "masculine literature, both as gender
and genre, could only aim at identity by distinguishing itself from its various others, so
that the grand of its identity lay outside itself.Not only was literature written by
women { or y 1 )omargigadidediin order to serve the center, which consisted of
national, masculine, pure literatujer{bungaky, but female characters and the themes

associated with them were downplayed at the expense of male characters and themes.

"Bourdaghs 117.
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Bourdagls describes this type of treatment as "a double economy of assimilation and
exclusion, one that situated women as both object and abjecother words, female
characters had to be included in novels so
havefelt that women had their own niche in the literary world that was subordinate to
that occupied by male writers, and he used the female characters of his fiction to define
that niche and to discourage women from venturing outside of it. He also apgapriat
female characters in order to use them to symbolize male fears and desires.

Susan Napier similarly argues that ma |
Tani zaki Junichir@ use female characters
cul tur al harbor of the past &mdnet (2908iat i on.
and Tanizaks novelYume no Ukihashil977), for example, "a woman who is explicitly
linked to a lost past of refinement and traditional artistic and erotic attainments beckons
to the male characters to forget the modern world around th&his' fictional trope is
not intended to be representative of "real" women but rather functions as a symbolic
embodiment of a wiskulfilling fantasy on the part of the male authors. Even further
distancing these female characters from mimetic reality is their association with "a
clearly prewar, indeed premodern ‘dream world™ within the fictional narrstBecause
the authors feel threatened by the dictates and demands of modern society, they envision
surreal, flowetlike women who can provide them with the regressive shelesr sbek.

In this way, these writers subvert "modernity both through presenting obvious

alternatives to it in the form of the garden enclosing a traditional woman, and also by

® Bourdaghs 121.
° Napier (1996) 38.
%1pbid. 41.
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contrasting the keepers of tradition with ordinary human beings who belong to the
mundane world outside the garden gafeédri their view, female characters are the
opposite of "ordinary human beings" and must be enclosed in a premodern world of
tradition.

According to Napier, if prewar Japanese male authors view female characters as
providing a refuge, then postwar male writers use them to symbolize that which they
wish to escape. Napier argues that, in the immediate period of Japanese literature,
"women in general are frequently seen as agents of entrapment or humiliation,” and
mothes in particular "are seen as emasculators, criticizing the male until he appears to
have no choice but to flee into madness or grotesque fantasy in order to escape the
demands of marriage and social responsibifityds in the case of prewar literature,
female characters are employed to symbolize an uncanny other against which the male
writer/protagonist can act out his desires. If these desires are reactionary and subtly erotic
in prewar literature, then they are assbcial and violent in postvar literature. In the
wor k of Kawabata Yasunari, Tsut sui Yasut ak
others, female characters are raped, murdered, beaten, and abandonned. Furthermore, in a
more sinister form of violence against women, male writers use femalactdra to
symbolize the inhumanity of modern society, as "all forms of love, from maternal to
sexual, seem to become grotesque parodies of themselves, emphasizing the lack of

connection between human being&Therefore, the female characters in the wofk

" Napier (1996) 45.
12 |pid. 56.
13 bid. 59.
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these writers are not embodiments of sensitive and conscientious gender performances
but merely tools used to satisfy the violent and reactionary urges of the male authors.

Enchi Fumiko's postwar fiction is perhaps not so concerned with the delineation
of the modern subject, but Cornyetz argues that she still employs the trope of the
"dangerous woman" as an attack on the modern myth of woman as loving mother. While
challenging the expected gender roles of her female characters, however, Enchi
simultaneasly subjects them to a process of abjection that solidifies their place as
outsiders in a phallocentric economy of sexual desire. In other words, Cornyetz argues
that, although Enchi attempts to deconstruct patriarchal myths and power systems, she
merely perpetuates them through the abject bodiesher older female characters.
Although Enchi, in what might be called a feminist gesture, seems to have unconsciously
sought to rebel against Japanese dominant restrictive notions of maternalized femaleness,
she nonetheless usually reproduced femaleness within the confines of an already
circulating, differently restrictive, trope of vengeful othernéd3espite the fact that the
protagonists of works likeDnnamen(1958) and "Hebi no koe" (1970) shatter the
steretype of a transcendent, unconditional love common to all mothers, they still resent
younger women for replacing them in the libidinal economy of desire. Furthermore,
Enchi forces her characters to act within the limited scope of phallocentric tropessuch a
the "dangerous woman," thus curtailing feminist empowerment through a repetition of
gendered imagery.

Rita Felski cites Julia Kristeval3esire in Languagé€1980) as making much the

same point as Cornyetz; namely, that language and the idioms ansl itrapeates are

4 Cornyetz 102.
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restrictive and socializing, two functions that complement each other. To write without
any consideration of the gendered aspects of established linguistic tradition, states
Kristeva, is naive. A writer like Enchi Fumiko may therefore see&hallenge a male
dominated linguistic and literary tradition; but, in confronting this tradition, the writer
must engage with it and reproduce many of its elements. Felski therefore muses that a
utopian attempt to forge a female language is doomediltdy its own terms, as an
attempt to establish female difference by opposing a male language reifies the concept of
male as central and female as other. Felski also points out that if the mark of a uniquely
female language is its deconstruction of lamgyawith nonlinear syntax, a loose
association between ideas, and a refusal to directly name things, then canonical male
writers like James Joyce and William Faulkner have become the primary arbiters of
female language. It is impossible, Felski arguesre@ate something so radically different
and so radically other that it completely excises all traces of existing cultural and literary
traditions, and the most vocal advocated'@driture féminineseem to be ignoring the
ways in which repetition offershé greatest possibilities for modification and lasting
change. Cornyetz's argument that Enchi's writing is somehow not sufficiently feminist in
a structuralist sense therefore fails to take into account the transgressive potential of the
re-appropriation bmasculine language, cultural tradition, and power structures.

In her essay "The Body in Contemporary Japanese Women's Fiction,” Sharalyn
Orbaugh interprets Kristeva's messag®esire in Languagén a much more open and
positive manner. Orbaugh undenstls that to be feminist in terms of one's writing is to

resist and defy patriarchal powers in any way; and, since the women living in many
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cultures have been discouraged from writing by these same power structures, any writing
composed by any woman whoshiased her life in a patriarchal society can be interpreted
as feminist writing. Two common methods that female writers employ as a means of
resistance are the description of current configurations of power and the inversion of
these configurations. Orbgln draws on the work of Foucault in stating that one of the
primary ways in which human beings experience social and cultural repression is through
their bodies, and she sees female writers as both describing and inverting this repression
through images ofthe bodies of their characters. Referencing a wide range of postwar
female authors such as K@no Taeko, &ba Min
Orbaugh describes the violence many of them have performed on or through the bodies
of their fictional claracters. Because psychosocial violence against bodies is performed in
the real world by moral, legal, and medical abstractions, Orbaugh views these writers as
reiterating the same violence with the bodies of their characters, thus transforming the
nebulos into the visceral to quite disturbing effect:

By taking the power paradigms that are abstract, and therefore difficult to see, and

returning them to the physical plane implicit in all of them, writers can expose the

violence of women's bodies and idées inherent in these paradiglfisé ] Thes e

stories do not emploghysical violence to advocate physical violence. Rather, the

graphic embodynent of selected elements of various power structures is a way of

revealing the gaps and absurdities that riddtesé structures, even though men

and women are still relentlessly trapped within tHém.
Orbaugh thus agrees with Felski that writing by women need not conform to a certain
political or linguistic ideologies in order to be feminist. Felski points out tagn

though scholars fully conversant in feminist theory may be dismissive of the expressions

of frustration and declarations of subjectivity found in the work of female authors, such

15 Orbaugh(1996) 153, 154.
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expressions will continue to be written as long as women continueltogpressed by
the cultures and societies in which they carry out their lives. Orbaugh therefore circles
back to Vernon's idea of a shared female experience that shapes the writing of women in
unique ways. Any sort of writing that resists patriarchal pow&uctures and
configurations of self can therefore be considered feminist writing, regardless of its
repetition of phallocentric language, imagery, or literary tropes. Representation is itself
an act of defiance as long as this representation is toblehallenged in some way.

In her various essays on Kurahashi Yumiko, Atsuko Sakaki addresses the issue of
whether the category of "women's writing" itself might be able to resist the paradigms of
power within the literary world or whether it is simpiyother limitation on the self
expression of female writers. Sakaki's 1999 essay "(Re)Canonizing Kurahashi Yumiko:
Toward Alternative Perspectives for 'Modern' ‘Japanese’ 'Literature,™ tackles the male
dominated literary establishment of the immediatstwar decades. By following the
public debates between Kurahashi and EtQ
category off or y I nas mepa lknited by romantic standards of realist literature;
namely, male critics defended the position thatm&o should write about their
experiences of being women, which are centered around their bodies and their families.
Kurahashi's antiealist fiction, which fulfill French ideals ofécriture féminineby
challenging the very standards to which the liteestablishment holds mimetic writing,
was not accepted by the male literary establishment because it did not conform to the

conventionsof or yT bungaku
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Kurahashi envisions herself writing about an -avirld (hanseka), a
postmodern discursive realm that encompasses notions of pastiche and metafiction.
Sakaki reads Kurahashi's amtorld as an analogy for both the social subordination of
women and for the performativity of fiction itself, with the writer's frequent female body
imagery closely connected to the act of writing fiction. In other words, Kurahashi's
writing lines up neatly with many of the new ideas emerging from critical yheathe
1960s, and Sakaki argues that her work could have easily become part of the Japanese
literary canon were it not for opposition from the male literary establishment. The idea of
feminist writing therefore engenders a curious paradox. As VernorOdoalgh have
demonstrated, female writers tend to express their experiences of sexism through their
fictional treatment of the body. However, to suppose or enforce a commonality between
women writers can be erroneous and harmful, as Felski and Sakaki Begnale re
inscription of the phallocentric tropes discussed by Bourdaghs and Napier, such as the
nostalgic uncanny and the monstrous woman, can be damaging to the possibility of
female empowerment, as mere textual aggression and violence devoid ofti@nsolu
seems bleak in terms of a feminist worldview.

The following chapters will attempt to address complaints regarding the
limitations female writers place on their own writing while seeking out positive and
empowering readings championing the creatibnam-phallocentric agency for both men
and women. The existence and validity of "women's literature™ as a category will be
challenged, along with the constructedness of "pure literature” itself. By including works

from different literary registers in itdiscussions, and by bringing readers and ways of
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reading into the equation, this dissertation aims to achieve a better understanding of the
creation of gendered subjectivity by examining the literary discourses on women's bodies,
women's social realitieand women's fantasies.

In Literature after FeminismmRita Felski muses that, despite the arguments
against authorship made by postmodern scholars such as Roland Barthes and Michel
Foucault, the gender of the author(s) of any given work still m&tt&f course," she
states, "any critic who sees the author's gender as the alpha and omega of literary
meaning does veer dangerously close to criticism as theology. But we can think of gender
as one important layer in a work rather than as a magical key thaeler the ultimate
truth and clear up all ambiguity”This project focuses on the work of the bestselling
novelist Kirino Natsuo and a fowwoman artistic team called CLAMP, as well as the
responses of female fans of the stories of these creatordeifilaée identities of these
writers and artists should most certainly not be taken as an "ultimate truth" that
guarantees any sort of "female authenticity,” but background information on both Kirino

and CLAMP is useful for understanding the context ofrtiveirk.

Kirino Natsuo

Kirino Natsuo is the pen name of Hashioka Mariko, who was born in in 1951 in
Kanagawa City. Her family moved frequently when she was a child but settled in Tokyo

when she was fourteen years old. She graduated with a law degneBeikei University,

® The two primary essays Felski references are Barthes's "The Death of the Author" (1977) and Foucault's
"What Is an Author?" (1977).
7 Felski (2003) 62.
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a private university in the suburban neigfl
her graduation, she worked at several marketing jobs. After she married and had children,
she began to write romance novels and won the Sann@aRwe Prize foAi no yukikata
(The Ways of Love) in 1984. By the early 1990s, however, Kirino had turned to crime
fiction. As she explains the transition, "As a romance novelist, | could not make a living
because there was no market for the genre in J#&gsm romance novels weren't really
what | wanted to do as a write®’Her 1993 debut mystery novel under her current pen
name,Kao ni furikakaru ameRain Falling on my Face), won the Edogawa Rampo
Award for mystery fiction, but it was her 1997 nov@UT that became a breakout
success, winning the Mystery Writers of Japan Award and being nominated for the 2004
Edgar Allen Poe Award of the Mystery Writers of America when it appeared in English
translation. Her novels have continued to be commerciallyessad while winning ever
more prestigious literary awards, such as the Tanizaki JulichihAwar d (for he
novel Tokyojimg and the Murasaki Shikibu Literary Award (for her nodeshinkj also
published in 2008)?

In Bodies of EvidengeAmanda Seaman connects Kirino's work with a larger
wave of women's mystery fiction that began to $wethe last decade of the twentieth
century. Seaman sees the rising tide of female crime writers as being fueled by a
concomitant increase in the number of women joining the workforce and other public

spheres. As Seaman explains, "Due in no small parthéo Equal Employment

% Duncan.

¥ Information on Kirino's life and literary career can be found on her web8téblonia
(<http:/Mmww.kirino-natsuo.com>), as well as in Seaman (2004), pp2Ql8Madison Davis's essay
"Unimaginable Things" also provides a short overview.
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Opportunity Law of 1985 and to Japan's booming economy until 1992, record numbers of
women entered all levels of the workforce. While the end of Japan's bubble economy
slowed (and even reversed) this progress, women are still warkaigsectors® In her
introduction toMurder Most ModernS a r i Kawana quotes Yumeno
that "detective fiction is like the serum for diphtheidKawana explains this statement
by commenting, "It was if the Japanese reading public wierisig from some kind of
diphtheria, and the patients sought out detective fiction as treatfidnost as crime and
mystery fiction was a way of combatting what were perceived as the social ills afflicting
Japanese society at the beginning of the twiéntentury, so too may detective fiction
act as a means of addressing the challenges faced by women in Japanese society at the
turn of the twentyirst century. Kirino herself is very concerned with double standards
relating to gender, especially the ecomo disparity in the earning power of women and
men. In an interview, Kirino stated that one of the biggest problems facing women in
Japan are economic. "l worry that a lot of women are just going to wind up enduring
poverty. [ .. . ] J aomenrtheis age as equafSdoendd the msoste  w
prominent themes in Kirino's work is the pain and frustration young women suffer on
account of societal double standards and misogyny, and her stories give voices to

marginalized women who would otherwise go waride

2 Seaman (2004) 62.
2 Kawana 1.

2 pid. 2.

Zyou.
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CLAMP

CLAMP has four member s ,b. BBB7) who adtkanthes e (
director of the group, writes theame (scenarios, scripts, and rough layouts) for the
majority of the group’'s manga, designs the opening splash pages of thezeskxatrk,
and works closely with editors and publis
name from Nanase to Ageha ( ) in 2004 but reverted to Nanase in 2008. Nekoi
Tsubaki ( , b. 1969), who is often described as thealzector of the group, assists
&kawa in story and character planning and
the series. In 2004, Nekoi changed her penname from Tsubaki to 4Mijcko() but had
reverted to Tsubaki by 2006. Mokonk ( o , b. 1968), sometimes known as Mokona
Apapa (L1 o Ney 4 ), is in charge of character design and coloring. She and Nekoi
switch off as lead artist, depending on the manga seriesxtdolic Mokona drew the
female characters, while Nekoi drew the male characters. Igarashi Sa¥saK (-

, b. 1969), whgermanently changed the characters used to write her name (from

t = %) in 2004, assists the rest of the group with artistic duties, has acted as the lead

character designer f@hobits and oversees the artistic design of the collectedn k @b o n
versions 6the group's work?
CLAMP began life as @ @ j circle, or amateur manga group creatth@j i n s h i

parodies of popular manga. The group coalesced under the name Clamp Cluster during

% The profiles of the group's members may be found ein thebsite, CLAMP Net, at ttp://www.clamp
-net.com/html/contents/profile/ Chih-Chieh Chang's"Interview with Agela Ohkawa and Mitsuhisa
Ishikawd gives more information on why the members of the group changed their pen names in 2006.
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the mid1980s with a membership of eleven women and several temporastyagtists.
Their d @ i weseHargely based on Kurumada Masarsi'h O rseriesSaint Seiya
(Knights of the Zodiac); but, by 1987, they had begun worlR@Veda(Seiden Rigu
V U 3 heir first original work. They submitted a sixtage draft of anotherriginal
story to thes h @jagazinewingsin 1989. This short story was rejected, but an editor of
the magazine was impressed with the group and invited them to submit again. They
submitted the opening chapterR®&G Vedawhich was quickly picked up for salization.
RG Vedawas serialized inVingsuntil 1996. During this serialization, CLAMP began
work on additional shorter series, suchNas j T Me n s @(Maniof Mamyéaces) ! !
and Tokyo Babylon(T 9k y @ B &b ther goup continued to produce wak a
professional studio, its members who wished to remain amateurs left; and, by the time the
group was solicited to serialize a story in 1993Nakayoshimagazine, a majs h @j o
magazine that was runnirf@pilor Moonat the time, the core members hadrbesluced
to four womerf>

These four women have since gone on to create multiple stories that have found
devoted audiences across the world. As of March 2013, CLAMP has serialized more than
thirty titles and published more than one hundred and thfty®@ b oseiumes of manga,
which together have sold more than one hundred millions copies worl&fide of the
reasons for CLAMP's success is that the group has serialized manga in magazines

targeted at different demographics, from teenage girls to adult?h@oncerning a

% Information dout the group's early history can be found in the interview published "North Side" volume
of CLAMP's 2002 art bookCLAMP no eshigotgop. 15458.
26 p;
Pink.
2" Most manga artists specialize in creating stories that clearly fit into a single demograpéic genr
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common association between female writers and genre fiction, Felski states that "one of
the tasks of feminist criticism has been to take seriously books that are aimed at female
readers. Such books have often been seen as less signiésantaluable, less geared to
the universal because of their concern with romantic love, female friendship, domestic
life, and other 'trivial' theme$®Although CLAMP has published stories clearly targeted
at male audiences, their body of work as a wistilesuffers from the stigma of being in
graphic form. Despite a growing appreciation for "classic" manga artists such as Tezuka
Osamu and Mizuki Shigeru, manga remain unanthologized and largely unacknowledged
by scholars of Japanese literature in Amerita fact, the editors of the Columbia
Anthology of Modern Japanese Literature write in their introduction, "Whatever the level
of young peopl eds i nterest i n manga |[.
entertainment, often remains the best wagrapple with the problems, and ironies, of
the present generation of JapanFar from being "simple entertainment,” however,
CLAMP's mangamaintain a high standard of artistic integrity, featuring complex
characters and thematically rich stories fillednwgymbolism and allusion. Furthermore,
the group does not merely recycle tropes in order to generate entertainment for an
unintelligent and uncritical audience but instead challenges gendered genre conventions,
as well as the gendeelated ideologies baid them, and engages withr@adership that

is perfectly willing to interrogate texts from multiple perspectives.

% Felski (2003) 48.
2 Rimer and Gessel, xvi.
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The first half of this dissertation examines how the work of Kirino Natsuo
responds to discourses on real women and social isseestemporary Japan. Chapter
Two shows how Kirino's novelReal Worldand Grotesquetell sensationalist news
stories from the perspectives of the women involved, thus linking crimes committed
against women and by women to societal misogyny. Chapter Thoege®on the theme
of financial and emotional precarity in Kirino's short st8abiru kokorqRusted Heart),
which demonstrates that the economic and social standing of housewives is not as stable
as voiced by public discourse on women and employmenpt@hkour shifts the topic
of the dissertation from crime fiction to fantasy manga and illustrates how the work of
female creators such as CLAMP contradicts the models of narrative production and
consumption proposed by male cultural theorists. Chaptergfiwides further examples
of how CLAMP is able to upset cycles of narrative production and consumption by
subverting gendered genre conventions and grastihgdgmale heroines the interiority
they often lack in malauthored media. Chapter Six detditsw female readers are able
to reframe narratives through @j i fanschmics, which decenter the primacy of the
male subject and queer many of the genre conventions associated with media targeted at a
male audience.

The central argument of ghdissertation is that the male gaze should not be taken
for granted in the study of literary texts and graphic novels, as an awareness of an active
female gaze can change the ways in which we understand contemporary Japanese
literature and popular cultur&emale readers and writers can find and create enjoyment

and messages of feminist empowerment even in works with flawed and problematic
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representations of femininity. The female gaze thus acts as a mode of resistant reading
that allows alternate methods$ reading, viewing, and interpreting the female characters
and the gendered themes and issues of a text, regardless of the gender of the creators or

the gender of the reader.
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CHAPTER TWO

Sexuality, Politics, and Misogyny in the Work ofKirino Natsuo

I n July of 2003, former Japanese pri me
without children should not receive welfare benefits. "It is truly strange that we have to
use tax money to take care of women who don't even give birth once, who grow old
living their lives selfishly and singing the praises of freedom," Mori explained in a speech
addressing Japan's falling birthrate, which had reached -imallow of 1.29 children
per womart? October of the same year saw the publication of the bMakeinum t @b o e
(Howl of the Loser Dogs), in which its 3#arold author, Sakai Junko, did in fact sing
the praises of the freedom of older unmarried women, or at least tried to dispel unpleasant
stereotypes of women who had left their twenties behind withoutyimgr Although
women who fail to breed might indeed be seen as "loser dogs" by politicians like Mori,
Sakai argues that the personal incomes that accompany greater access to the workplace
have supported a revolution in women's lives, as which women doager pushed into
undesirable marriages by economic necessity. Sakai's justifications for the pleasures of
the single lifestyle touched a nerve in Japan, and her book quickly sold hundreds of
thousands of copies.

Although it's true thatMakeinun o t € bfibked with sarcasm and self
deprecating humor and is far from a rallying cry for women of the twignstycentury,
what Sakai was able to do was to put an empowering feminist spin on Japanese social

issues, such as rising marriage ages afishgabirthrates, for which "selfish" women

% Faiola.
31 Yamaguchi 109.
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were generally regarded as being the cause. Although such positive messages of feminist
empowerment are a necessary remedy to Hcexdered discourse, anger at the sexist
discourse and double standards imposgddriety is also an acceptable response, and
the contemporary author Kirino Natsuo puts this sense of frustration to literary use in her
bestselling crime fiction. In Kirino's murder mystery novels, the real mystery is not who
committed a murder, but rahwhy the murder was committed. Brotesqueand Real
World, these murders revolve around female sexuality. In both novels, Kirino contrasts
the commodified sexuality of young women with the wasted sexuality of women in their
thirties and forties. ThrougBrotesqueandReal World which were originally published
in 2003, Kirino responds to several strands of discourse on women and public morality
that came to the fore in Japan at the turn of the century. Women were blamed for the low
birthrate that was comonly held to be a factor in the country's continuing economic
depression, while legislation that made provisions for equal employment policies was
accompanied by derision concerning career women who grew older without marrying.
Meanwhile, an increased pidb awareness of feminist issues was followed by a
conservative cultural backlash. At the center of these debates was women's sexuality,
which politicians and the media alternately worshipped and villainized depending on the
age of the woman. This chaptexamines how Kirino critiques the contradictions
inherent in these discourses by demonstrating their effect on women, who find
themselves trapped in a cycle of outwardly imposed misogyny and internalized self

hatred that they in turn direct toward othemaen.
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By allowing women to narrate their own lives, Kirino explores both the agency
and the deception involved in storytelling. The tradition of mystery and detective fiction
places great emphasis on the narrator, who controls what the reader knoveesundtd
know. This narrator is also able to guide the reader's interpretation of events and
influence the reader's perception of other characters. Describing the role of the narrator of
crime fiction, Rebecca Copeland writes, "Generally narrating his Btorya firstperson
perspective, the private eye decides what constitutes truth. He locates it, names it, orders
it, and acts on it* Such privileges are typically considered to be masculine, Copeland
argues, and in many of the detective stories of Wentieth century, the narrator is
indeed a man. IrDetective Agency: Women Rewriting the HBwiled Tradition
Priscilla Walton and Manina Jones illuminate an alternate tradition of mystery novels
with female detectives, and they demonstrate that "whenents detective fiction uses
the firstperson perspective [...] the gaze and the voice is ferfalhe narrators in
Kirino's Real Worldand Grotesqueare not detectives or private investigators, however,
but rather the accomplices and victims of the csrtiat form the cores of both novels.
Kirino thus ascribes narrative agency to characters who usually remain silent as merely
objects or plot devices in someone else's story. Since the stories these characters tell may
be their only way to achieve subjedty, the stakes are high. Both the teenage narrators
of Real Worldand the adult narrators Gfrotesqueseek to win the reader's sympathy and
understanding as they attempt to explain their anger and frustration with social structures

that confine them, @n as Kirino encourages the reader to criticize thedseléption and

32 Copeland (2004) 251.
33 Walton and Jones 14.
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internalized misogyny of her narrators. Therefore, in Kirino's mystery novels, the villains
are not individual women, but rather the widespread societal misogyny that drives these

womento crime.

Real Girls in Real World

Kirino Natsuo'sReal Worldhas five narrators: a high school senior who Kills his
mother and the four female high school students who become involved with him as he
flees from home immediately afterwards. Thesarfgoung women, Toshi, Yuzan,
Kirarin, and Terauchi, attend the same school and have been friends with each other for
years. They are drawn into the escape attempt of the boy, who attends a different high
school, after he steals the bike and cell phon&axthi, who lives next to him and
indirectly witnessed the murder. Each of the novel's eight chapters is narrated by one of
these girls or by the boy himself. At the end of the novel, Kirarin is killed in a car
accident resulting from the boy's failed planhijack a taxi, and Terauchi is driven to
commit suicide by the guilt she feels in the wake of the incident. The stress causes Yuzan
to run away from home without graduating from high school, and a bitter and dispirited
Toshi is left to pick up the piese

The male narrator dReal World whom Toshi has unflatteringly dubbed "Worm™
(Mimizu), is loosely based orS'a k aki bara Seit @, " tydaeoldpen neé
junior high school student who killed an elewaarold boy in Kobe in 1997. Three
days after the murder, Sakakibara impaled his victim's head on the front gate of the boy's

school along with a lettedeclaring his hatred of compulsory education. Sakakibara then
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sent a similar letter to th€obe Shinbumewspaper, taunting the police and justifying
himself with confused statements such as, "Maybe if | had been able to be myself since
birth, | wouldn'thave had to do things like leave the severed head in front of the junior
high school's main gaté™After being captured by the police, Sakakibara confessed to
four other attacks. The victims of these attacks were girls, one of whom was found
bludgeoned taleath. The violence of these crimes set off a debate in Japan concerning,
among other things, the vulnerability of girls and young women to male pretfaiiors.
Real World Kirino associates Worm, her Sakakibara stemtf with four girls, but each
of the® girls has her own story to tell about Worm. None of the four girls is particularly
frightened of him, and none of them considers herself his victim.

The narrator who opens the novel is Toshi, whose full name is Yamanaka Toshiko.
Toshi is the onlydaughter of a middle class family that lives in a newly developed
suburban area in the Suginami ward of West Tokyouring the summer break of her
senior year of high schodi Toshi commutes to an extracurricujaku cram school in
order to prepare for dr college entrance exams. Toshi is hypamscious of the
commodification of her status as a female high school student, and she's disillusioned
with the college entry process, which she sees as just another form of commaodification.
In order to protect heelf from the people who want to buy and sell her, Toshi has

created the pseudonym Hori Ninna, which she uses when she is asked for her personal

% Hurley 164.

% Leheny 5963.

% Like Sakakibara, whose real name has been withheld from the media according to child protection laws
Worm is not given a real name Real World Toshi's unflattering description of Worm is similar to
Sakakibara's photo, which was leaked to the press and easily accessible online, just as Terauchi's younger
brother is able to find a picture of Worm ordin

3" This is similar to the newly developed suburban area where Sakakibara's family lived.

3 The Japanese school year begins in April and ends in March of the following year.
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information by strangers such as the marketing survey agents who approach her outside
the train station. Althogh being treated as an abstract concept is bad, Toshi finds the
possibility of becoming the sort of adult who sees teenagers as nothing more than
statistics to be equally depressing.

Toshi's friend Kaibara Kiyomi, who goes by the nickname Y2éas he own
issues with adult authority and her status as a teenager. Yuzan's mother died of cancer
when she was still in middle school, and she lives with her father and grandparents.
While her mother was dying, Yuzan's father was almost never at home, and Waza
left to deal with her mom's deteriorating health and emotional instability. When she
entered high school, Yuzan realized that she was a lesbian; and, although she has become
a regular at a lesbian bar in Shinjuku and made friends with other gidsvheage there,
she has been unable to come out to her family and to her high school friends and
classmates. The mental stress of her dual identity has rendered her unable to even think of
applying to college, and she deeply resents the pressure putlmnhesrfather.

Higashiyama Kirari, who goes by the cutesy nickname "Kirarin," also lives a
double life related to her sexual identity. With her high school friends, Kirarin is positive
and cheerful, and she is characterized as being able to smootheweugh edges in her
friends’ personalities. After the school day ends, however, Kirarin travels to Tokyo in
order to go on dates with the men she meets on online dating sites, which she accesses
from her cell phone. When she was a sophomore, Kirartnhkrsvirginity to a college

student named Sakatani Wataru, who left her for another college student shortly

39 This nickname comes from the character Kaibara Yuzan, the demandingrandigeonly father figure
and antagonist of Kariya Tetsu's lenghning mang&ishinba
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thereafter. Heartbroken and overcome with a sense of inferiority in relation to Wataru,
Kirarin actively accumulates sexual experience in an effoprove to herself that she is
superior to her friends, as well as superior to the constraints and expectations that
accompany her status as a female high school student, which she outwardly embraces
through her artificially upbeat and bubbly persona.

Terauchi Kazuko, who goes by "Terauchi," is the most emotionally astute of the
four friends. She has already figured out the secret identities of Yuzan and Kirarin, but
she conceals her knowledge out of a sense of respect. Because of her keen insight and
sensitivity, Terauchi feels that she must conceal a great deal of what she knows, and she
admires Toshi for her ability to deal with the world around her with candid frankness.
When she was a child, Terauchi uncovered the fact that her mother is involaed in
ongoing extramarital affair. She is contemptuous of her father, but she can't bring herself
to resent her mother, whom she loves but also accepts as a human being. Like Toshi,
Terauchi distrusts most adults and sees college entrance exams as m&arnoglese
still plays by the rules of the system and conforms to expectations of correct social
behavior for a female high school student, even though she feels that this role is beneath
her.

These four young women, who distrust adults and resent fleetations of adult
society, thus see no reason not to help Worm flee from the police. After Worm Kills his
mother with a baseball bat one summer morning, he follows Toshi to the train station on
her way to her prep school and steals her bike from thierstaike lot, along with the

cell phone Toshi had forgotten in the bike's basket. As Worm rides the bike away from



34

the greater Tokyo area, he calls Toshi's friends Kirarin and Yuzan. Both end up talking to
him at length. When Toshi makes her displeasutenfriends’' nonchalance at the theft
of her bike and phone clear, Yuzan takes the train to give Worm her own bike and a cell
phone that she has brought especially for his use. Kirarin later takes a train to meet up
with him as well, and she ends up payifor his meals and a night in a hotel. While
Kirarin accompanies Worm, he uses her cell phone to call Terauchi, demanding that she
write a story from his perspective in order to properly convey his intellectual complexity
and heroic motives. Terauchi iead makes an anonymous call to the police alerting
them to Worm's present location. A surveillance ring is created around the area; and so,
when Worm and Kirarin enter a taxi with the intent of returning home, the taxi driver
tries to take them to a polistation. Worm threatens him with a knife, and he crashes the
car. Kirarin dies, and Worm is critically wounded. The four girls are thus guilty not only
of obstructing justice, but also of facilitating the circumstances that ultimately lead to the
death ofthe cab driver and one of their own.

The main action and driving suspenseR&al Worlddoes not concern Worm's
run from the law, however, but rather the motives Toshi and her three friends use to
justify aiding his escape. The novel is thus a charasttety examining the lives and
motivations of four unhappy high school girls and, as a juxtaposition, an extremely
unhappy high school boy. Worm's own motivation for killing his mother is a combination
of schoolinduced stress aggravated by an underlyirgtad imbalance, but the disgust
he felt towards his mother certainly plays a role as well. Each of the four girls helps

Worm, or at least does not immediately report him to the police, because of a
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dissatisfaction with her own life that inspires curiosftyot admiration for a teenager
who has acted on his desire to kill an annoying parent. It is significant that the parent who
dies is Worm's mother. Although the four girls are unhappy with much more in their lives
than their parents, each has a tendetacyroject her negative thoughts onto adults,
especially adult women. Both Worm and the four female narrators abject older women as
a means of expressing their own anxieties concerning their futures as adults. By tacitly
pardoning Worm for killing his maier, the four girls are also complicit in the enactment
of violence against their own future identities as older women.

For Worm in particular, the crime is directly related to misogyny. Worm attends
K High, a prestigious all boys school assodateith one of Japan's highest ranking
private universitie§’ hates his mother for hungering after status even though she herself
is all but worthless. Although she constantly monitors her son's behavior and scholastic
performance, Worm believes that sha In@ qualifications to do so. Regardless, she still
has the authority to move her family away from a neighborhood where Worm felt
comfortable in her blind hunger for elite social status. When he enters high school, Worm
thus loses the friends he grew upthwbecause of his mother's desire to compete in a
social hierarchy determined by the educational and professional qualifications of men.
Not understanding that his mother cannot personally compete on this gendered playing
field, Worm resents her deeply:

When | was in fifth grade, | started to have my doubts whether she'd cleared any

of the hurdles on the road to becoming outstanding. Let's face it, she wasn't

especially smart or pretty. She had zero sense of style. Zero athletic ability. And
making an effar? Forget about it. So where did she get off lecturing me? Finally,

9K High School is more than likely Keio Senior High Schoo ( Kei @ Gi j uku K@t1 Gakk@d)
selective high school with a student body of around 2,200 young men.
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though, | realized something. Mom was convinced she was an outstanding person.

She was convinced she was smart, pretty, from a good family. And besides, she

was married to a doctor, withsanart son, and worked hard every day. | was just a

kid, but | was shocked all the same. She's not playing with a full deck, this old

lady. (6768)
As Worm correctly perceives, any special status or "outstanding” qualities his mother
might have come frorher husband, who works as a doctor, and her son, who attends a
famous high school. Without her husband and son, Worm's mother has nothing of her
own with which to establish her social rank, and her ambitions make her even more
despicable to Worm, since slotaims the authority to lecture him based only on the
reflected achievements of the men in her life.

Worm views not just his mother as a lesser type of creature but all women. Girls
are "a different lifesform" entirely, and an inferior litdorm at that(72). Worm sees girls
and women as occupying an intellectual position below even that of himself, even though
he readily admits that he's "not the sharpest crayon in the box" (68). To be held in
contempt by such an degraded specimen of humanity as himstunbearable; and,
when he kills his mother, Worm feels "light and airy, like a balloon" (85). By killing his
mother, Worm feels as if he has released himself from the social pressures she represents,
such as the expectations that he be a model stashehmodel son. There is a sexual
element to the murder as well, since Worm's mother represents a constraint on his sexual
development in her insistence that he focus solely on his studies atraalelhigh

school. Since she had openly demonstrated dadrdisgust concerning Worm's sexual

development! Worm considers her almost pornographic; and, having killed her, he

“LWorm's mother insisted that the family move away from the housing complex where Worm grew up
because of her desire to live in a stahohe, sgle-family house, which she considered commensurate to
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declares it his intent to "mow down all the rest of the pornographic women in the world"
(114). Worm has thus transferred his hatred amdety regarding his mother, as well as
the sexual frustration he associated with her, to all women.

The female character closest to Worm in the second half of the novel is Kirarin,
who hates female sexuality just as much as Worm does, even thouglassiséyled
herself as a caricature of a sexually aggressive teenage girl. Although Kirarin initially
sympathizes with him and provides him with the money to continue his exodus from
Tokyo, Worm hates her just as much as he hates his mother. "l wantecetouwigll the
noisy women, all the sluts in the world," he says, "but now | had one right in front of me
who was a total pain in the ass" (127). Worm has convinced himself that he is a Japanese
soldier fighting a vaguely defined but righteous fight, orhpps the protagonist of a
suspense novel lik€he Running Maff and he is able to temporarily draw Kirarin into
his fantasy of acting according to a higher purpose and escaping from mundane reality.
Once Worm has convinced Kirarin to accompany him, howesbe proves her
incompatibility with Worm's fantasy of masculinity almost immediately. Worm is

contemptuous of the femininity she represents, observing that, "In her school uniform she

the status she imagined her family to have. The actual move, however, was precipitated by the adolescent
Worm's interest in the wife of a newlywed couple that had just moved in to the apartmesbareven

in their new house, once Worm's mother has caught her son trying to spy on the teenage girl next door
(Toshi), she still closely monitors his behavior. As Worm explains, "She was constantly smothering me.
When | was in the bath myself, for inste, she'd be hovering outside next to the sink and | couldn't even
come out when | finished" (83).

“2The Running Marfirst published in 1982 under one of King's pseudonyms, Richard Bachman, follows a
desperate game show participant who must sunavetHirty days despite being chased by a team of
hunters acting on tips called in by the show's viewers. The novella reflects fears of a society in which a
powerful and pervasive national media has led to increased desensitivity to both real and Victiemnee.

It is interesting to note thathe Running Mais frequently associated with another Bachman noviebae

a story of a teenage boy who holds the members of one of his high school classes hostage at gunpoint. After
the Heath High School shootiraf 1997, a tragedy in which the male teenage shooter was supposedly
influenced byRage King and his publisher allowed the book to go out of print, a position King explains in

his 2013 essay "Guns," which was published in the wake @ahdy Hook Elemédary School shooting
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looked even more like a 'li'l sis." Long hair, slightly droopy eyes, @ perplexed look.
Her lips pouty, pretending to be sweet and innocent. The exact kind of girl the perverts in
my class would drool over" (130). Far from being proud of possessing a girl his
classmates would be envious of, Worm resents Kirarin's femaleabty and what he
perceives as her feminine weakness and stupidity. When it turns out that Kirarin is
equally displeased with Worm during their unconsummated night at a love hotel, Worm
can do nothing but spew curses and ineffectually threaten herawkiiife. Through
Worm's narration, the reader is allowed to see teenage and adult women from a highly
misogynistic male perspective. Women are "pornographic” in the sense that there is an
element of shame and disgust projected onto their sexuality, asdfriistrating for
Worm that women are able to exert control over men despite being weak and
unintelligent. Worm's view of women could easily be dismissed as a symptom of the
mental anxiety plaguing an already disturbed teenage boy, but this extremenyigogy
also expressed by the female characteReail World

At first glance, Toshi seems to be the most normal and sociallyadgisted of
her friends. She lives with both of her parents, who for the most part treat her with love
ard respect. Unlike her three friends, she is not living a hidden life in Tokyo. She talks
with her peers on her cell phone, she has plans to take the entrance exam fioera top
private college, and she attends an extracurricular prep school in ordeseohes
already high scores in English. She cares for her friends and her parents, and she
understands the direction her life will take. Toshi also understands the consequences of

being noticeably different from her peers, and she understands that pduplarev
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unique are often the targets of school bullies and adult predators. "People won't stand for
others being different from them. Since I'm a little different from other people, | learned
this early on," she explains (22). Toshi has thus developedvalumiechanisms for
deflecting unwanted attention, such as maintaining the friend group she has formed and
developing a "nothing sort of look" that will allow her to escape the attention of male
strangers and the judgment of her female peers (9). Toshissttapped within the role
she is expected to play as a teenage girl by her understanding of the difficulties she will
face should she test its boundaries in any way.

Adequately conform to social expectations does not make Toshi's life any easier,
however; and, even though she takes care not to stand out, Toshi still feels herself the
target of unwanted attention. Her alias, Hori Ninna, is accompanied by a false cell phone
number, which she uses on unnecessary paperwork, such as store memberstipsard f
and usage agreements for karaoke rooms. "You have to be careful,” Toshi advises, "or
you'll wind up in some database. Then adults wdhtrol you" (11).* Toshi feels
threatened by the men and women who loiter outside train stations with the intd@ntion
snaring teenage girls into completing questionnaires and surveys, and she's even more
wary of "all the stalkers and perverts, all the horny men, both young and old,” who
proposition teenage girls in public places (12). Toshi understands that shetatgnn
danger of being on the receiving end of the unwelcome attention of strangers not because

she stands out but rather because she is an ordinary high school girl, a commodity that is

3 Toshi herself & given this advice by Terauchi, who, along with her little brother, is quite proficient in
combing online digital databases for personal informatiokithough the story touches on Terauchi's
younger brother ogl briefly, he represents the culture of online stalking and personal information sharing
that came to light in the wake of the Sakakibara incident.
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highly sought after and extremely profitable by both marketirgcetwves keen to tap
into the perceived purchasing power of young women and scouts for various shady
entertainment industries hoping to lure young women into exploitative contracts.

If being a teenage girl is bad, being an adult woman is worse, arEb#sibility
of graduating from high school and continuing to college, does not improve Toshi's
outlook on her life and her position in society. Toshi sees college entrance exams, as well
as the rhetoric and pressure surrounding college entrance exapuwiniéesss® If the
societal emphasis on scores and status is ridiculous, then the teachers and peer advisors at
her prep school, who seem to wholeheartedly embrace such inane goals, are even more so.
The prep school's peer advisors, former students wtaessfully passed the exams for
an elite university and have returned to the school in order to serve as cheerleaders,
"looked like Disney dolls, with toothy pasteth smiles" (13). The superficial exuberance
and manic positivity of the employees of Toshirep school have a corporate and
sinister undertone for her, as she understands that they are in no way sincere. "They smile
like mad but they couldn't care less about me. They're in it for the money,"” Toshi muses,
"or out to pick up somebody" (15). Ino3hi's eyes, the exam system that exerts such an
undue influence on high school students borders on absurd, and the motives of the people
involved in the industry catering to prospective exam takers are anything but pure.
Everyone from the government toghi school teachers to the peer advisors attached to

prep schools is out to take advantage of the naiveté and emotional vulnerability of high

“ Kirino takes care to justify Toshi's attitude to the reader. For exampleeiag told that she can sai her
English test score by ten points if she studies for twelve hours a day, Tashiplsissedy the idea that
anyone would spend so much time and effort on such a minisculachégvement and upset by the
expectation that she herself will do d€irino therefore presents Toshi's frustration with the Japanese
education system as rational and reasonable instead of the whining of a lazy teenager.
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school students. Worm characterizes the pressure to build academic credentials as a
burden specific to young menytbToshi's narration makes it clear that she suffers from
the weight of middle class educational expectations as well.

Although Toshi understands that the education system exploits high school
students, she still cannot extricate herself from thigesyswithout facing severe
consequences. Toshi therefore feels threatened on all sides, as most adults, from her
teachers to random strangers she meets outside the train station, want to profit from her or
use her in some way. Meanwhile, even within her geeup of other high school girls,
she and her close friends are "basically surrounded by enemies and have to make it on
our own" (22). Although her parents, and especially her mother, try to shield her from the
hostility confronting young women, Toshidis that the situation faced by her generation
is unique. "The sense of danger we all feel is something my mother can't comprehend,”
Toshi argues. "She has no idea of the threats that surround kids these days, how much
we're bullied, and how much this hslrt(15). Everyone in Toshi's group of friends has
some form of defense against bullying. Kirarin exerts sexual power over older men and
resists the value system that prizes the innocence of teenage girls by secretly going on
compensated dates in Tokyo, aridzan acts tough and manly as a way putting off the
crisis she believes she will cause when she finally comes out as a lesbian to her father and
grandparents. The defenses of both Kirarin and Yuzan are not a sufficient bulwark
against their own discontenhowever, and both ultimately flee from their friends and
families in order to escape the pressures they face from the gender norms of middle class

femininity.
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Toshi is similarly betrayed by her own defense, which she constructs through
hypercritical asssessments of the adults around her, especially adult women. She believes
that her mother is too innocent to be an effective ally, and she is convinced that her high
school teachers and the employees of her prep school have no concern for her welfare.
Whena female police detective visits her house after Worm murders his mother, Toshi
instinctually distrusts this woman as well. She resents the officer's comforting promise
that she can be trusted, and notices that "the color of her face and the skin efkher n
were five degrees off," as if the woman she is supposed to trust does not possess even the
degree of competency necessary to apply makeup correctly (31). For Toshi, the
detective's inexpertly applied makeup is a representation of the woman's ladkyéab
a professional. It is as if her failings as a woman are indicative of her failings as a human
being in general. Toshi's reaction towards the female police officer is representative of
her judgment of older woman by their conformity to femininedéads. For example, in
her annoyance with one of the people who approaches her at the train station, Toshi lists
all the negative aspects of the woman's appearance:

She had a mound of black hair, chopped off in a bowl cut, and no makeup. Her

upper lip wasdripping sweat. White sweat stains showed in the armpits of her

faded black blouse. It was steaming out, so | could hardly blame her for that, but

it was so hot and uncomfortable all | could think of was shoving her out of the

way. (11)
Toshi's feeings of being threatened by the people around her are thus crystallized in a
highly critical assessment of this woman's appearance and grooming. By projecting the

sexualizing gaze she feels coming from male strangers onto other women, Toshi

associates thenpleasant qualities of the adult women she encounters with their failures
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of femininity. Her naive mother is incapable of understanding her child, the awkward
detective cannot apply her makeup properly, and the solicitor who accosts her at the train
station is sweaty and wearing ugly clothing. Because Toshi has trained herself to judge
adult women so severely, she is incapable of treating them as allies, and her frustration
with older women extends to her classmates and friends as well. When she reflects on
Worm's matricide, Toshi confesses that "there are tons of people | hate so much that |
wouldn't mind taking them out. Even Terauchi and Yuzaometimes | hate them and
want to kill them" (30). The hatred Toshi feels towards her friends is a projeéttba o
compulsion she feels to act like a normal high school girl around them, even though she
is fully aware that they are suffering too.

Although Toshi is intensely critical of women, she barely notices men. As much
as Toshi has to say on the subjefcher mother, she barely comments on her father at all.
The female detective who annoys Toshi is accompanied by a male detective, but he is of
no interest to her, and she says nothing about him save that he is present. She is wary of
male strangers, bute never bothers to describe any interactions with them. The only
male Toshi discusses at any length is Worm, and even then her descriptions of him are
more limited than those of her friends. Since male role models are out of the question,
Toshi directs hesharp gaze exclusively toward women, and what she sees disappoints
her. Toshi hates adult society, and she is highly critical of the manner in which adult
women perpetuating the gender norms that guide social interactions.

Like Toshi, Terauchi distrustadults. Unlike Toshi, however, her distrust is based

on specific events instead of a vague sense of uneasiness. Whereas Toshi merely fears the
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attention of strangers on the train, for instance, Terauchi has actually fallen victim to
them. Since she was ielementary school, Terauchi has commuted to school by train.
Accompanied by neither of her parents, "a tiny girl lugging a heavy backpack on a
packed train,” Terauchi was directly accused of inconveniencing the other passengers
(149). As she grew olderhowever, the "unfair maliciousness” of the adults
inconvenienced by a small child on the commuter trains of the morning rush hour
lessened while "worse things began to happen” (149, 150). By the time she was in middle
school, Terauchi found herself surrolea by men who would "stroke my bare thighs" or
"press my breasts, which were just beginning to show" (150). Even more frustrating than
the perverts, however, were the rest of the adults on the train. Just as people had looked at
Terauchi with disgust wheshe was an elementary school student struggling to get off at
her stop, everyone ignored her when she shouted or otherwise tried to call attention to the
men who were molesting her. At the time, Terauchi was unable to tell her parents. She
confesses that worried about them finding out that they'd put me in a situation where |
had to suffer like this;" but, considering the unwillingness of either of her parents to make
the commute with her, Terauchi was probably more concerned about forestalling the
ange and disappointment she would feel if, having told her parents, they did nothing to
ameliorate her situation (151). Since Terauchi was a young child, sexual harassment has
been a fact of life, and neither her parents nor adult strangers are to be trusted.

Like Toshi, Terauchi has a complicated relationship with her mother. While Toshi
laments that her mother will never understand her, Terauchi actively tries to understand

her mother. What she understands, however, is that her mother wants very litile to d
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with her family. An active and caredriven woman, Terauchi's mother resented being
coerced by Terauchi's father to stay home in order to raise Terauchi and her brother. "I
sensed that when she was home, her mind was on some destination far away &rman us
it started to scare us" (154). Terauchi is proud of her mother's career, and she is
impressed by her mother's energy and assertiveness. "Foreilginty she was still young
and beautiful," Terauchi admits. "She was a forceful person, overflowitigemergy;
since she never hesitated to argue with Dad, it's no exaggeration to say that in our family
she was the one in charge” (152). Terauchi still resents her mother's affair and attempts to
internalize her bitterness so that it does not interferie 8t admiration and respect. Her
inner struggle to maintain a positive attitude despite her pain has shaken her perception of
her own identity, which is divided over her feelings for her mother and the adult
femininity her mother represents.

It is this &nsion between competing attitudiesespect and angdr that has
caused Terauchi to develop the psychological defense of hiding her real feelings,
especially her distrust of others. Terauchi has become so adept at manipulating her
emotional state that, wveim taking the psychological profiling test routinely offered to
seniors at her high school, she was able to play the test like a game. "I decided to see how
far | could fool people, so | deliberately made a total mess of it," she confesses (136). As
a reslit, she is called in to meet with the guidance counselor, before whom she also
performs the role of a normal high school student with normal concerns. While Terauchi
still loves her mother, she has no reason to feel any affection for the guidance counselor

"Each time | met her | became more and more frightened of adults. She just listened
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silently to my madaeup stories, smiling. | was frightened by the optimism of adults, their
stupid trust in science to treat a troubled heart,” she says (137). Althoughciiie
admires her mother's positive energy and professional enthusiasm, she finds the optimism
and "trust in science" of the sort of adult woman typified by the guidance counselor
repellant. Like Worm and Toshi, Terauchi's distrust of adults finds it$ spegific and
immediate expression in disgust directed towards adult women. When confronted with
the societal misogyny advocated by Worm, young women like the four female narrators
of Real Worldhate high school but still cling to their social identitees high school
girls.*

In Japan UnboungdJohn Nathan runs through a long list of social pressures facing
Japanese students. Like the four female protagonifReaif World many children grow
up in a nuclear family separated from the extended familytioéreparent. Mothers are
left at home all day by their husbands, who must socialize with theirockers after
working overtime at the office. The abandoned mothers vent their frustration on their
children; and, because, an increasing number of househaie only one child, the set
upon child usually does not have any siblings with whom she can talk. Nathan states that
"turmoil at home and pressure at school, which includes rampant bullying, has created
reclusive children who are unable to build frignigs with peers® Adding to this

situation is the fact that many students commute to school and therefore do not live close

> Discourses on fictional young women, srh @ ¢ommonly hold that that the h @i§ so appealing
because she exists in a liminal state on the cusp of sexuality and adult responsibility (such discourses will
be discussed in later chapters). The vehemence with which the four female narr&eak\Wbrld deny

adult female identity and juxtapose themselves against all adults suggests that they do not view themselves
as existing in a liminal state, but rather firmly to one side of the line dividing girlhood and adulthood. In
other words, whiles h @gtatus may be magical to outside observers, the young women themselves
absolutely do not perceive it as such.

*® Nathan43.
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to their classmates. Moreover, many students change schools between elementary school
and middle school, and then again betweenditaidschool and high school, thus
decreasing the likelihood that they can create the type of close, lasting friendships that
develop over years.

The employment statistics regarding the children of Baby Boomers in Japan have
many social critics and govanent officials worried that their attitudes and behavior will
result in societal change more serious than a temporary glitch in the status quo. Words
like "freeters” and "parasite singles" have been developed to describe the increasing
number of young pgae who, after graduating from high school or college, refuse to take
a full-time job or live apart from their parents. Even more alarming are the hundreds of
thousands of NEETs (Not in Education, Employment, or Training), who rely on the
goodwill of theirfamilies instead of working to earn money for themselves. Young men
and women are waiting much longer than their parents to get married, and they are
producing far fewer children, a demographic trend that has economists all over the world
worried about othe country's futuré’ Young men and women are aware the something
is seriously wrong with their society and the roles that they are expected to fill. In his
2003 novelin the Miso Soup Mur a k a mi Ryl clarifies this
of his youngfreeter protagonist: "We don't live the way you tell us to because we're

afraid that if we do we'll grow up to be like you, and the thought of that is unbearable. It's

" For example, seéWithout Babies, Can Japan Survive," "Gender Issues Key to Low Bite' Rnd
"TheDearth ofBirths."
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all right for you because you'll be dead soon anyway, but we've still got another fifty
sixty years to live in this stinking countr$?"

A commitment to girlishness, which is often typified by an adherence to cuteness,
allows young women to cope the harsh system of societal mores and expectations whose
foundations were set in placey lma generation that experienced radically different
economic and political circumstances. Cuteness can be used to criticize adulthood, and
high school girls engaging in cute culture have "created a visible, vocalowgiyls
culture that fetishized and eatured their weakness as a way to scorn supposed male
superiority,” says Emily Sekin&’ Kinsella adds that young women flaunt their
girlishness "almost as a means of taunting and ridiculing male condemnation and making
clear their stubborn refusal toogt playing, go home, and accept less from fifeAs
cuteness connotes "qualities associated with comfort and wathittstands in direct
contrast to the exawentered, highly competitive environment of school and the pressure
to succeed forced on studerby their families. Because neither home nor school can
provide students with "comfort and warmth,” young people must attempt to generate
these qualities on their own.

Regardless of the empowering aspects of girl cultures, the visible manifestations
of such subcultures have come under harsh scrutiny for being excessively commercial.
Numerous Japanese corporations have capitalized on the desire of Japanese consumers

for cuteness. In her essay on cell phone culture in Japan, Larissa Hjorth statdsethat "t

8 Murakami 200.

49 Sekine 152.
*Kinsella (1995) 250.
* Allison (2004) 40.
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use ofkawaii [cute] features to familiarize new commodities or technologies has been
common practice in the material culture of pasir Japan® For the Japanese market,
"cute style gives a warm, cheere-up atmosphere. What capitalist production peses
de-personalize, the cute goods desigmpeesonalizes™ The purchase of cute clothing
and the acquisition of cute goods forms the foundation of a girlish image, and younger
generations of women have been stereotyped as mindless material gitsegahaf the
1990s, for example, were perceived as caring for nothing except the newest Louis
Vuitton accessories, and the news media was filled with storideo@dl going on
"compensated dates" with older men in order to earn the money "to fulfill thigir o
desire, which was to own brand name gooddhe association between high school
girls and commercialism has become so strong in Japan that schoolgirls are taken as
direct symbols of commerce by many companies, who use images of high school girls to
sdl the physical manifestations of girl culture. The four young womeReztl Worldare
well aware of their status as commodities, and they find the commodification of their
status as female high school students extremely stressful as it plays outdaitiidives.

Feminist scholars have blamed cultures of girlishness and cuteness for
perpetuating and solidifying traditional patriarchal gender roles in the face of the
possibility of progressive social change. As Brian McVeigh states, "Images of cuteness

é connect u with normative rinc¥ples,
p p p

2 Hjorth, 51.

> Kinsella (1995)228.

* Kinsella(2002)229. This stereotype has been perpetuated into the pdeseby young female writers
suchSakurai Ami and Muroi Yuzuki, who take theaterialistic motives ofqung casual prostitutes as the
themeof their novels

5 McVeigh 308.
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Cuteness conveys messages of obedience, docility, and inferiority; and so, by
aggressively identifying themselves as "girls,” young women acquiesce to the
subordinate soal position to which Japanese society has relegated them. McVeigh
argues that young women performing girlishness project an image of powerlessness and
naiveté that functions as an invitation for those with power and knowledge (namely, older
men) to takecare of them and take advantage of them. A woman can use this position in
order to receive special favors from her superiors, whom she expects to give her "the
same lenience and indulgence accorded to an unschooled child," but it is demeaning that
she doeso by pandering to the sexist stereotype that women are "unsure, weak, or less
powerful."®®

In Think Global, Fear LocalDavid Leheny demonstrates that, although the 1999
Law for Punishing Acts Related to Child Prostitution and Child Pornography and for
Protecting ChildrenJ i d @ por uno | i 0 @as kasded gatiynbecktsenas h i
foreign criticism of Japanese sex tourism, it was also enacted in response to domestic
fears concerning n j o akddhe &reakdown of social order represented by the young
women engaging ipractices associated with "compensated dating." It was never entirely
clear what these practices, which ranged from phone calls conducted through "telephone
club” services to visits to love hotels, specifically entailed; but, as the legal age for sexual
consent in Japan is thirteen, it would have been difficult to classify them as strictly illegal.
Measures taken to prevesmnjo KJ s ,alich as increased police presence in youth centers
like the Ikebukuro neighborhood of Tokyo, were less concerned with law and order than

they were with protecting notions of childhood innocence associated with high school

% Miller (2004) 152.
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girls. As Leheny states, "@tren are seen not just as vulnerablend therefore in need
of protectioni because of their size and lack of experience, but also as innocent, and
therefore less deserving of the world's myriad cruelties than adllte4s regarding
innocence and fexlom from "the word's myriad cruelties" are associated much more
with young women than they are with young men, and the legislators who proposed and
passed the 1999 law were much less interested in protecting young women (who often
become victims of the ¥&@ than they were with protecting their own image of young
women as innocent and virginal.

In Real World Kirino deals with themes of youth vulnerability and innocence by
basing her story on the Kobe Child Murders. By giving the young male murderer four
female accomplices, the writer specifically challenges ideas concerning female
vulnerability and innocence, demonstrating that young women are not sweet and pure but
instead acutely conscious of social pressure and the disappointments of the adult world.
By banning together into an ajirl group and rejecting the adult world, the four female
narrators ofReal Worldare not retreating into a fantasy of cute girlishness but instead
expressing their frustration and disappointment at the fate that awaitsatheadult
women. Terauchi, the most sensitive of the four, commits suicide at the end of the novel
upon realizing that, as a woman, she will never able to live without compromising her
individual identity. In her suicide note to Toshi, she writes:

I'm living in the middle of an unfamiliar transformation, |1 guess you'd call it,

something mankind's never experienced before, with the role of family getting

more messed up than anybody imagines, changing day by day, growing more

complicated and individualisticomething nobody can really comprehend, and |
have to pretend to fill all these roles every day. Otherwise | can't survive. That

" Leheny 54.
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totally wears me out. In the reality of everyday occurrences I've had to submit to

people in order not to lose them. (183)
Toshi fully understands Terauchi's despair over the roles she must pretend to fill in order
to be considered normal. If the life of a student studying for exams is stressful, the
realization that the results of these exams are all but meaningless to youeg,wdm
are still defined by their roles as daughters, wives, and mothers, is even more stressful.
Toshi's anger, Terauchi's suicide, Kirarin's death, and Yuzan's escape into the Shinjuku
underworld are thus a literary form of revenge against culturalages that expect
young women to be innocent and misjudge girl cultures as nothing more than superficial,

commercial, and infantile.

Working Girls and Working Women in Grotesque

In GrotesqueKirino extends the female gaze from discourses ondtgbol girls
to discourses on career women. By turning her female characters into narrators instead of
victims or villains in someone else's story, Kirino frees them from the anonymity of
statistics and gives them agency as individuals while simultanedesionstrating their
lack of freedom within an overwhelming system of phallocentrism. Within this system,
women measure themselves by their value to men, either through their sexual desirability
or through their adherence to male standards of succesdbdlatan never meet because
they will never be considered the equals of men. Since women lose value as they get
older, young women hate older women while older women attempt to preserve their

youth for as long as possible. The narrative violence andr®@ts with which the lives
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of the female characters Girotesqueare portrayed betrays a blindness of the part of the
fictional narrators to outward systems of misogyny that are internalized dsaelf.
Like the teenagers iReal World the main narrar of Grotesquesees her mother as a
disappointment and a failure and views other older women with disdain. Also, like the
teenagers oReal World the narrator views high school life as vicious and dangerous, as
everyone struggles to meet an impossibleaidof beauty and desirability that, when
carried to its logical conclusion, prostitution, will only lead to failure and disappointment.
In Grotesque the system by which a woman's value is measured is revealed to be
fundamentally flawed.

The narrator bGrotesques an unmarried thirtpine-yearold woman who lives
with her elderly grandfather in his governmenbsidized apartment complex in the "P
Ward" in the eastern part of Tokyo. She works part time in the P Ward Office in the day
care section ofhie welfare division, where she investigates sied applicants for the
ward's fortyeight licensed day care facilities, which are all operating at full capacity. The
story is set in motion by the death of the narrator's sister Yuriko, a prostitutavagho
murdered by an illegal immigrant named Zhang -Zzheng. Zhang also killed the
narrator's former schoolmate Kazue, who, despite having graduated from a prestigious
university and working at a famous corporation, had been moonlighting as a freelance sex
worker. During Zhang's trial, the narrator is approached by another former schoolmate,
Mitsuru, who has just been released from prison after being involved with the terrorist

activities of a shady religious group. The lives of these four women were gethéo in
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high school, andGrotesquereveals how all of them have been betrayed by the
phallocentric ideologies they embraced when they were younger.

The novel opens with the narrator's portrait of her dysfunctional family. She and
her mother don'tet along well, and she blames this on her younger sister Yuriko, who is
so beautiful that the narrator calls her a monster. Neither the narrator nor the narrator's
mother knows how to handle Yuriko, and the interactions between the three are
characterizedby an awkwardness laced with hostility. The narrator's father is a Swiss
national; and, when his business fails and he decides to move his family to Switzerland,
the narrator escapes by applying to Q High School for Young Women, an elite private
preparatoy school associated with Q UniversiyThe narrator movies in with her
maternal grandfather, who is retired an receives a pension. For a short time she is happy,
comfortably surrounded by the slightly decrepit atmosphere of her grandfather's
subsidized hasing complex and the easygoing negligence of her grandfather himself.
Having been told that a large part of the ward used to be under the ocean by her
grandfather's probation officer shortly after she moved in with her grandfather, the
narrator muses:

And now at last | had found my release in this new life that | shared with my

grandfather, a life that was the sea itself. My decision to live with my grandfather

in his tiny pomadgermeated apartment, the fact that | had to listen to his
ceaseless chattand live in a room surrounded by bonsai, was for me the sea, the
very sea itself. This coincidental congruence made me happy, and that's what led

me to decide to stay in the area. (35)

In contrast to the wealthy expatriate community of her parentthanglite atmosphere of

her high school, the narrator finds her grandfather's low budget lifestyle open and

®'Q University" mor e GijukubDaidakukaeofiigr prisateluniversitg in Tokyo.K e i @
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embracing, like the sea. His impotent masculinity is a reprieve from the stern dominance
of her father, the neurotic dominance of her mother, aadrbnstrous sexuality of her
younger sister. Likewise, the decrepit atmosphere of the Shitamachi is a welcome
reprieve from the slick and polished environment of Q High School.

In the work of Kirino's contemporary, Miyabe Miyuki, the Shitamachi area of
eastern Tokyo is almost a nostalgic homeland, where family ties are strong and the social
and technological pressures of contemporary Tokyo are kept &t Amanda Seaman
describes the Shitamachi in Miyabe's 1992 ndvatha (All She Was Worth) as a
"working-class neighborhood circumscribed by the kinds of employment and lifestyle of
its inhabitants. [It is] not the world of brand name goods and foreign goods; rather, its
inhabitants are focused on the needs and demands of everyday exfteneeditionto
the comforting familiarity of the area, the narrator's grandfather's apartment is a
masculine but not sexualized space, so it is for the narrator comfortingly genderless. As
long as she does not have to worry about the role she occupies in relatesrgender,
she can float in the warm sea of uncommercialized and nonsexualized adolescence. If her
grandfather's run down, governmesuibsidized apartment is the sea, the narrator is like a
fish out of water at Q High School. Like the elite private highost attended by the four
female narrators oReal World Q High School is a battleground where students must
blend in and avoid unnecessary attention in order to survive. Although maintaining a
decent academic standing is part of the game, the majorasthtadwhich students are

held is appearance, which involves both personal grooming and uniform customization.

¥ This informaton, along with the narrator's description of P Ward as being right across the river from
Chiba Prefecture, suggests that the area is modeled after Edogawa Ward.
0 Seaman (2004) 31.
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The narrator views the two students closest to her, Mitsuru and Kazue, as perfect
examples of succeeding and failing to blend in, respecti¥diigough most of the elite
students of Q High School, "the most urbane, charming, and wealthy," have been in the
school system since elementary school, Mitsuru had entered in middle school (52).
Slender and attractive, Mitsuru is good at sports and hag friands, and her test scores
are always at the top of her grade. Although naturally talented, Mitsuru exerts herself in
private while maintaining an air of calm gentleness. Mitsuru, who lives in an apartment
rented by her bar hostess mother so thatlssmates will not know she comes from the
Shitamachi, understands that appearance is everything and that overt effort will be
ridiculed. "Here we have a clabased society in all its repugnant glory,” Mitsuru
explains to the narrator. ™It must be nse here than in anywhere else in Japan.
Appearance controls everything™ (54). Whereas men might be fooled by appearances,
women cannot fool other women, and thus women become the strictest enforcers of
classist notions of gender and femininity.

The narator, who cannot afford a separate apartment, understands that faking an
appearance will only go so far, especially with limited financial resources. Moreover, her
experience with her sister Yuriko has taught her that "brains and talent will never stand
up against a girl who is physically attractive” (46). Cynical and impatient with pretense,
she defends herself by simply not caring about the social hierarchy of Q High School.

She compares Mitsuru to a rouolkleeked, bushtailed squirrel who energetically
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gathers and stores nuts "to stave off winter" (58). Meanwhile, she compares herself to a
gymnospernf?

| would not be the kind of flowery tree that welcomes birds and insects to gather

in its branches like blossoms. | was a tree that simply existeds#df, ialone. |

was an old tree, thick and hard, and when the wind blew through my branches the

pollen stored up there scattered of its own accord. (58)
If Mitsuru is an adorable, energetic animal that works hard to prepare for the future, the
narrator ates herself as a more passive and less highly evolved organism of the high
school ecosystem. She compares herself to "an old tree, thick and hard" that does not
welcome anything into its branches with flowers or fruit but exists "for itself, alone.”
Like the spiked seed cones common to gymnosperms, the narrator armors herself in
hostility in order discourage unwanted attention. True to her analogy, the narrator does
nothing to make herself more physically attractive nor employs sexuality as a means to
makeherself stand out. Although she has a casual friendship with Mitsuru, she doesn't go
out of her way to be friendly or to excel in academics or sports. Like the teenagers in
Real World the narrator ofrotesquedevelops a strong defense mechanism in cxler
survive high school, and her selfiforced apathy to the value system guiding her school's
social structure is her defense, just as Mitsuru's tact and natural talent is hers.

Although the narrator never directly compares herself to her sister, dderre
suspects that she refuses to make herself pretty and cheerful partially because she knows

that she would only come off as a pale imitation of her beautiful sister. Likewise,

although the narrator never rates herself against Mitsuru, she feels thatteangt she

®L A gymnosperm(rashi shokubutsuis a type of tree whose seeds are "ddkia the sense of not being
enclosed in fruit. Gymnosperms evolved before angiosperms (flowering plants), and many evergreen trees
and palm trees belong to this group.
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might make to put forth effort in order to stand out could only be seen as artificial in light
of Mitsuru's performance, which is so studied that it appears artless. The narrator knows
that both physical beauty and girlish charm must appeapletely natural in a young
woman; so, by giving up on attaining these two "natural” attributes of a high school girl,
the narrator in effect gives up her identity as a female, which is absolutely not acceptable
at Q High School.

Knowing that she Wi always fail on some level if she tries to fit into a social
system that fundamentally rejects her, the narrator, like an ancient tree covered in thick
bark, exists for herself. As heartless as she resolves to be, however, the narrator is still
moved topity for Kazue. Although Kazue is not naturally pretty or exceptionally brilliant,
and although she does not possess the grace and cultural capital that comes from growing
up among the wealthy and privileged, Kazue is convinced that she will be able to
assmilate into the social milieu of an elite private high school for the daughters of rich
families if she tries hard enough. The harder she tries, however, the more ridiculous she
appears to the other students, who bully her. For example, when she ersbeoider
designer logo on her uniform socks in order to mimic the designer socks of the other
students, her socks are stolen from her gym locker and mocked. When she joins the ice
skating club, she is milked for club dues and made to carry around equipmesitwith
ever being given a chance to go out on the ice. Convinced that she will eventually be
accepted by the other girls if she simply keeps trying, Kazue fails to realize that it is her
very effort that makes her a target of ridicule. "Kazue had nothingiltovate,” the

narrator say$ neither beauty, nor intelligence, nor Mitsuru's sense of style and tact (60).
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She does not even possess the narrator's own ability to accurately perceive the social
hierarchy of high school. The narrator explains that "theas in Kazue a violent
insensitivity [...] there was something about her that was fundamentally weak" (60). This
insensitivity and weakness end up breaking Kazue, and she becomes more alienated and
even develops an eating disorder in her efforts to fileshdis and pursue a student from
the boy's school who is obviously out of her reach.

Kazue invites the narrator to her house, and the experience gives her insight into
her classmate's character. Seeing the deference Kazue's mother and sister demonstrate
towards her, the narrator quickly realizes that there is a clear pecking order in her
classmate's family. Kazue confirms this impression by bragging that her father attended
Tokyo University, while her mother went to a "really good” women's college (8&)e Si
her mother only graduated from a twear program, however, Kazue considers her to be
less intelligent and capable than her father. Also, since Kazue's younger sister isn't
enrolled in the Q School system, Kazue gloats that "'she's not as smart asdregats
her like a nuisance (83). Kazue explains that her "her greatest joy in life" is to improve
her test scores so as to maintain her father's love and her position of dominance over her
mother and sister in the household. "Mother and daughter liped competition with
each other. Wasn't that absurd? But Kazue was deadly serious," the narrator observes (85).
Just as in Worm's family iReal World competition outside of the home has seeped into
Kazue's family structure, and the family is no reférgen the pressure to pursue an ever

higher social position at the expense of others.
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When Kazue's father comes home later in the evening, however, the narrator is
not impressed. "Kazue's father leered at me" as he brags about his daughter, thre narrat
says, perceiving that he is sizing her up and ranking her family according to his own
hierarchy of status (92). Kazue's father explains to the narrator that she is "not an
appropriate friend for one of my daughters” (92) and that he never wants ter sedis
house again. The narrator is amused by the care Kazue's father thinks that he is putting
into his daughter's education, even though he does not seem to understand Kazue's social
position in the hierarchy of high school or what it means thatdh@tor, whom Kazue's
father has declared an inappropriate friend for his daughter, is the only person whom
Kazue has brought home to visit. Kazue's mother, who, as a graduate of a woman's
college, might be better able to understand what the narratotrmllmiternal affairs” of
Q High School, is treated disdainfully by her daughter. "She uses being a woman as an
excuse for not getting ahead in life,” Kazue tells the narrator, highly critical of her
mother's failure to pass the entrance exam for meddabol (85). Kazue seems to
believe that an innate intelligence, when tempered by relentless effort and the will to
succeed, will carry her through life, and that the meaiged hierarchical system that has
allowed her father to attend a prestigious ursitg and gain employment at a well
known architectural firm will also accommodate her even if it rejected her mother. The
narrator, who observes Kazue being mocked and bullied for her obsequious
demonstration of effort, understands that the hierarchysés and social expectations
that govern the lives of young women are different from the ones that apply to young

men. Even as the narrator is rejected by Kazue's father, she scoffs at his own lack of
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understanding and powerlessness over his daughfer'sHe was one selfentered son
of a bitch," she says (93). Kazue's family is characterized by the same hunger for elite
social status as Worm's family, and Kazue's father is similar to Worm in his estimation
that the only success that matters is suciceasman's world. Kazue has internalized this
attitude, which ultimately drives her to destroy herself.

The narrator is able to make clear assessments of the relationship between the
members of Kazue's family partially because they reflect the dyearhieer own family.
The narrator feels as if she has to compete for her mother's affection with her beautiful
younger sister, while her mother is subservient to her father. The narrator's father is a
Swiss national who, having failed to succeed in busiresl to integrate into Japanese
society, ignores his children and verbally attacks his wife for not meeting his standards.
"My father controlled my mother. If my mother ever talked back he would lash out at her
with a volley of words,"” the narrator say®).(According to the narrator, her mother thus
"worshipped her beautiful daughter" Yuriko, the only thing for which she is praised (18).
Although the narrator does not resent her mother as Kazue does, she is still not able to
communicate with her mother ¢muse, in her mind, her sister has clearly won the
competition for her mother's attention and affection. When the narrator's father's business
fails and he moves the family back to Switzerland, however, the narrator's mother
sacrifices the household budget that she will be able to pay for the narrator's tuition at
Q High School. In the letters she sends her daughter, the narrator's mother expresses her
love and pride. "l can't believe you made it into such an elite high school! | brag about

you whenevet run into another Japanese person here" (36). Picking up on the narrator's
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conflict with Yuriko, her mother describes her own awkwardness with Yuriko's beauty.
Unfortunately, it is too little too late, and the narrator's mother ends up killing herself out
of loneliness and desperation. "l never dreamed Mother had such a hidden store of pain,"
the narrator says (36). The narrator never knew because there was never any
communication between her and her mother, and this lack of communication was not just
the downfall for the mother, who was increasingly isolated even within her own family,
but the daughter as well, who has no close friends to speak of throughout her life.

Kazue, who looks down on her mother, and Mitsuru, who lives in a different part
of town so as to hide her relationship with her inconveniently located mother, also suffer
from this lack of communication, which is connected to the underlying theme of
competition between women i@rotesque Since young women competing with their
mothers, sistes, and classmates, they have no support or allies against the phallocentric
economy of desire that pits them against each other while denying them success on the
same level as their male peers. Far from preparing them for adult, this competition and
lack of friendship and communication cripples them; and, instead of giving them a
defense against a value system that favors men, it reinforces their inferior position.

These women are fully aware of their inferior positions in a +fdatainated
hierarchy. Thenarrator understands how patriarchal social values affect her life as a high
school student, and she continues to experience the disadvantages of her gender as she
grows older and enters the workplace. At her job in the P Ward Office, the narrator deals
with casual sexual harassment as a matter of course, even though she describes herself as

a "pudgy middleaged woman" who should fall outside the target range of such attention
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(10). Even though this harassment luckily consists of nothing more than a few
inappropriate comments from a senior colleague named Nonaka, it makes the narrator
extremely uncomfortable: "He has a greasy glint in his eye, and whenever he stares at me,
| can feel his black eyes scorching holes in me, just as if someone had pressacachot
against my skin" (11). The unwanted attention of this man is almost physically painful to
the narrator; yet, when she finally complains to her section chief about Nonaka's
lascivious behavior, he assures her that "Mr. Nonaka didn't mean anythingibywas
just trying to be friendly™ (12). After dismissing her instance of her own discomfort, the
narrator's boss then asks her personal questions about her sister, whose murder has
recently been reported in the newspapers. The narrator is disgystbd buperficial
show of sympathy he makes in order to satisfy his own curiosity. "lI've met his type any
number of time§ the kind of man who thinks he can get away with pretending to know
how | feel" (13). After denying the feelings she explains to hima,narrator's boss then
proceeds to ascribe feelings to her. Her female colleagues, who tease her about both her
boss and Nonaka, are no help to her either, and the narrator ends up avoiding places like
the office cafeteria where she would have to beralather people.

Even as she avoids human contact, the narrator fantasizes about children,
imagining what her offspring with various men would look like. She even admits to
imagining a child with Nonaka. She cannot stand actual men, however. Shetbhatsts
"I'm really proud to be a middlaged, partime, unattached freelancer,” but part of her
pride in her unattached status no doubt stems from her resentment of men (14). The only

man she can tolerate is her grandfather, "a senile old man who sledpsf nesday”



64
and must wear diapers because of his inability to take care of himself (35). Because she
can continue to live in her grandfather's governnfientled apartment as long as he is
alive, she is willing to take care of him as she would a childeWih comes to raising
children, the narrator also resents the women whom she encounters through her work
with statesponsored day care centers. "There are any number of unbelievable mothers in
this world of ours," she says, citing women who are too lazgise their children, or too
irresponsible to raise their children, or who simply feel entitled to have someone else
raise their children. the narrator's grandfather is neither a father nor a mother, and he
poses no threat to her as a man. This emptynaeimof the nuclear family is the only
familial relationship that the narrator can tolerate. For her, the family is broken, as she
feels that there can be no equal partnership between women and men or between women
and other women, who must compete witbreather for male attention.

The family is broken for Kazue as well. Like the narrator, she still lives in the
same place she did in high school. Her father has passed away, so she shares the house
with her mother and younger sister, whom she suppattsher job at G Architecture
and Engineering Corporation. She resents her family, since supporting them drains the
income that she imagines she could otherwise use to buy attractive clothing. She still
looks down on her sister and hates her mother. Simsvia be free of her family, but
people at her office say that she only got her job because of her father's connections to the
company. Furthermore, she is not as respected at work as a woman five years her junior
who graduated from Tokyo University, pags the only school more prestigious than her

own. Like the narrator, she suffers from sexual harassment, and she understands that the
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popularity and respect accorded to female employees is determined by their attractiveness.
Kazue doesn't like her familgnd she doesn't have any romantic partners. She has no
social skills, and she has no friends. Since her mother and sister both depend on her
income, she also has no financial safety net or accumulation of economic resources that
she can use to escape higuation.

The only way that she feels she can compete with the younger and more attractive
women in her office is through prostitution, and she is even competitive with the other
prostitutes, gloating that they are not as highly educated as she is. d&svahe
accumulates money, which is the ultimate quantitative sign of success for men, she also
obsessively loses weight, which she sees as the ultimate quantitative sign of success for
women. Her money brings her no happiness, however, and her eatirdgdisauses her
to lose her regular clients from her escort service as she grows more sickly. The
combination of overwork and starvation is an outgrowth of Kazue's obsession with effort
and success. Unfortunately, the standards she has set for sudoets anman's world
and a woman's world are impossible to for her meet as an older woman, she would have
killed herself had she not been murdered.

Kazue's murder parallels the "Tokyo Power OL Murder Incidefitdd e n OL
satsujin jiken of 1997, in which the body of a 3@arold woman employed at Tokyo
Power was found in an apartment i n Shibuy:
further investigation, the office worker, whad graduated from Ket®eniorGirls High
School (Kei @ Gijuku Joshi K@t@ Gakkgd), wa:

prostitute, and a thirtyearold Nepalese man, supposedly one of her clients, was
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charged with her murdéfAdr i enne Hur | ey (cTeikolkudo afsats t & Ch
(Empires and Assassinations) as demonstrating how the media was able to create a story
from the sparse facts concerning the case in order to entertain readers and*Vigarers.
exampl e, convenience store workers nn Mar:
telling police investigators that she would often buy low calorie foods and that she was
nothing but skin and bones. From these sedwrdl observations sprang lengthy
speculations of the victim's entire life history, and opinion magazines suBlrag
sh u n @nll Gendai devoted entire issues to the explication of the incident. Many
fictionalized versi ons, -vosmmecrhangaJsa N&anga b e Sh
guickly appeared on the shelves of booksto
many of these publications, both highbrow and lowbrow, express excessive prurient
interest in the love life of the victim, who is subjected to male fantasies of both the sexual
and the sociopolitical varieties.

Kirino challenges this system of matentere discourse inGrotesque by
allowing the women involved to tell their own stories. The narrative viewpoint is
fractured and more than likely edited by the main female narrator, thus disallowing for
any one definitive interpretation. In fact, Kikuchi Yumigaees that the entirety of
Kirino's novel functions as a conversation between the unnamed narrator and the writers
of the documents she presents to the reader, which often flatly contradict the information
the narrator has presented as fdtlthough thenarrator "asserts her subjectivity by

claiming the authority to interpret the pasts of other people,” she is clearly unreliable, as

82 After multiple hearings, Govinda Mainali was found innocent and released from jri20m2.
%3 Hurley 200.
®* Kikuchi 50.
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is any narrator who would attempt to appropriate the life of another for narrative purposes.
The firsthand accounts the mator offers the reader, such as journals supposedly written
by Kazue and Yuriko, are not any more trustworthy, however, as even the women
engaging in prostitution rely on misogynistic stereotypes to explain their behavior.

Kirino therefore deglamorizesprostitution by showing that, even as it functions
as a problematic means of sdétermination for Kazue, it ultimately fails the narrator's
sister Yuriko, for whom it was a means of income. By the end of the novel, the beautiful
Yuriko, who dropped ouof high school to become a model and hostess, trolls the same
street corner of Shibuya that Kazue, the graduate of one of the nation's top universities,
does. The two are equally unsuccessful as prostitutes, and they both compare themselves
to an old womancalled "the Marlboro Hag," whose territory they have taken. The
Marlboro Hag doesn't have a back story, and she doesn't need one; it is implied that,
without a stable man to support them, all women end up in the same situation: old, ugly,
and ignored. Jusas they are doomed to fail in a competition with men, women are also
doomed to fail in the competition with other women as well. According to the
phallocentric economies of desire that constrain Kazue and Yuriko, women who cannot
remain girls are doometb a disappointing and sordid fate. The narrator, who cares for
her elderly grandfather and assumes custody of Yuriko's illegitimate son, still has some
use as a caregiver. Still, she continues to compare herself to Kazue and Yuriko, blind to
the misery cased by patriarchal hierarchies and competition between women.

Instead of living glamorous lives as economically successhadkeinu

unconstrained by conservative gender roles as described by Sakai Junko, the narrator of
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Grotesque as well as Kazue and ¥ko, demonstrate that societal norms of femininity
and family can never be escaped. Therefore, not just single women but all adult women
are maneinuin a society that privileges female youth and beauty. The fate of the
narrator's high school classmate $ditu is an especially cogent illustration of the traps
set by gender roles for even the brightest and most promising women. After college,
Mitsuru completely dropped out of normal society and joined a religious cult with her
husband, thinking that she cdusomehow change an unfair and unjust world. In an
incident modeled on Aum $hnr i ky @' s 1995 Sarin gas attac
group with which Mitsuru became involved through her husband ultimately ended up
betraying her high ideals. When she is released from prison, Mitsuru confides to the
narrator that, while she was idved with the organization, she knew what she was doing
was wrong, but she lacked the willpower to question the male authority that controlled
the religious group. Shortly after speaking with the narrator, Mitsuru leaves Tokyo to live
with her old high scbol biology teacher, on whom she had a crush on him in high school,
thereby once again submitting herself to patriarchal ownership. Since being in a romantic
relationship with her teacher was Mitsuru's cherished fantasy in high school, it is as if she
is only able to find happiness by remaining a girl forever.

The narrator's own path to happiness resembles Mitsuru's return to her girlhood in
that she chooses to decry adulthood by remaining a virgin, forever unattached to any man.
Reflecting on her meetingith Mitsuru at the end of the novel, the narrator muses:

Once | graduated from college | took a completely different path from my model

turned prostitute younger sister. | chose to be inconspicuous. In my situation,

inconspicuousness meant living forewsra virgin, a woman who would have no
contact with men. [...] A permanent virgin. Do you know what this signifies? It
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may sound wholesome and pure to you, but that was not actually the case. Kazue

articulated it brilliantly in her journals, didn't she:miss the only chance one has

to have power over a man. Sex is the only way a woman has to control the world.

(460)
By renouncing her sexual identity as a woman, the narrator relinquishes her agency in a
maledominated world. Thus caught in a permanematesof stasis, she stays in her
grandfather's apartment and continues to wear her class ring from Q High School, thus
maintaining some remnant of her privileged status of "schoolgirl" even as she abjures
adult sexuality. The narrator, Kazue, Yuriko, andtsMru have all internalized
misogynistic phallocentric economies of desire that reward youthful beauty and
heterosexual attraction. Since all of these women understand that they will never be able
to compete on a level playing field with men, they compéth other women for the
attention of men, even within their own families. Since the female characters in
Grotesquecannot communicate or form alliances with each other the way that men do,
their ultimate fate is to either be dead or severely emotiowlidlyonnected from the
world. In the face of a maléominated, misogynistic society, even the small pleasures of
the makeinuare eclipsed by personal disappointment in the failure to live up to the
unrealistic standards by which women are measured.

Kirino Natsuo thus looks at politicized media depictions of women with a female
gaze that transforms female objects into subjectRdal Worldand Grotesque the
author critiques the contradictions inherent in phallocentric discourses on women in
Japan by demmstrating their effect on the women themselves, who find themselves

trapped in a cycle of outwardly imposed misogyny and internalizedhaetd that they

in turn direct toward other women. Kirino's novels have been received well by critics and
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have reackd a large and diverse audiefitdespite the dark tone of her writing and the
explosive volatility of the social and political topics she addresses from a feminist
perspective. Phyllis Betz claims that crime fiction is an essentially conservative genre, a
mystery novels upset the status quo only to reconstruct it. "In crime novels the social
order suffers temporary breakdown and is reclaimed at the end through the hero's
actions," Betz argues. "Crime challenges the societal norms that define the particula
community values described in such works. Order, conformity, and ordinariness
characterize the world restore¥f. The conclusions tdReal Worldand Grotesquedo
nothing to restore social order, however, thereby leading the reader to feel an even deeper
sense of malaise concerning the misogynistic elements of society that have resulted in
such unhappy endings. In a postmodern world dominated by powerful news media,
stories have incredible power to shape not just the lives of individuals but also the
trajecories of societies, and the brilliant and compelling crime fiction of Kirino Natsuo
demonstrates the ability of feminist stories to provide a necessary alternative and- counter

narrative to mainstream discourses on women and gendered political issues.

% Davis 10.
¢ Betz 86.
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CHAPTER THREE

Falling from Onna Tengoku The Precarity of the Housewife inSabiru kokoro

In The Medicalization of Society: On the Transformation of Human Conditions
into Treatable DisordersPeter Conrad describes how certain ptgisand behavioral
patterns ranging from alcoholism to erectile dysfunction have been increasingly
understood as into medical conditions with defining symptoms and methods of chemical
treatment. Biological and psychological processes that were once cedsidatural”
have thus become targets for the pharmaceutical and biotechnical industries. When
Conrad's book was first published in 2007, the author was responding to a conversation
that had followed in the wake of the popularization of medications sw&ch a
Methylphenidate (known more commonly by its brand name, Ritalin) to treat attention
deficit hyperactivity disorder (ADHD) in children. The outcry that arose over such
treatment sprang from concerns over prescribing methamphethased psychotropic
drugs to children still in elementary school, who are believed to possess natural
spontaneous energy and short attention spans. Other critics saw ADHD as nothing more
than a "luxury disease" that would ostensibly not be a concern in a society in which
people dd not have the leisure and resources to develop the disorder. The debate over
"luxury diseases" spread to include obesity and eating disorders such as anorexia, a wide
range of mental illnesses, and even diabetes. The preconception behind the idea of
luxury diseases is that those who suffer from them simply have too much free time and
not enough willpower; in other words, only those who live lives of luxury suffer from

such conditions.
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The idea of luxury diseases, bre i t g kxistb i @apan as well. Along with
gout ¢ s J, Which is often attributed to an excess of alcohol and fatty foods, menopause
(k @n ¢ s kalso considered to be a luxury disease resulting from the indolence of
housewives. As Margaret Lock eapis, "the experience &f @ n esnckniceptualized as
both a social and a biological process in which mind and body are inextricably linked. It
also has a moralistic component: certain women are assumed to be more 'at risk' for
distress because of theiridered lifestyle inonna tengokt®’ In onna tengoku or
"housewife heaven,” women are free from the stresses and pressures that assail men in
the workforce, such as a r @@ Heath from overwork. Safely ensconsed inoana
tengoky housewives collectivg occupy the most stable and comfortaplasition in
Japanese societWhile their husbands leave the home before the sun comes up and slave
away at their jobs to support their families, women go grocery shopping before meeting
their friends for lunch, ar which they might enjoy tennis lessons or cultural pursuits
such as classes on flower arranging. Housewives enjoy lives of leisure, pursuing their
hobbies and spending time with their children while their husbands are at work. Women
control not only the household budgets but also tbesukaiallowances their husbands
receive®® so they are free to invest in their own lifestyles. According to Lock,

Housewives have had their day sardonically describemshoku hiru nésuki

(three meals provided, viita nap thrown in). The rhetoric associated with them
implies that, in contrast to all other Japanese, many are selfish, idle, unsurpassed

" Lock (1996) 75.

% Brasor andTsubuku It should be noted that Japanese law states that only one hame can be on a bank
account, which means that Japanese banks cannot offer joint or fagolyné& An account is accessed

with a family's official seal or the account passbook, so whoever holds these items controls the account.
Some banks have recently offered separate bank ahras (r i n)fonfanilyChtembers that allow them

to access ATM machines, but there can still only be one account holder.



73

consumers who fill their endless empty hours with a life of luxury and ease
unknown in Japanese society before tinef®

If women experience any physical or psychological symptoms associated with
menopause, they are thus encouraged to be more active and give back to society by
engaging in volunteer activiti€& The assumption behind the classification of menopause
as a luxury disease is that the work performed by housewives, from managing the
household budget to childcare, is not actually works housewives do indeed work but
receive no money for their labor, their situation is in fact more precarious than tloé idea
theonna tengokuvould suggest.

Precarity is a term used in socialist discourse to describe a state of uncertainty
regarding job and income security, but it may also be used to describe a lack of other
resources, such physical safety and emotigtability. Both economic and emotional
precarity are capable of negatively affecting the lives of people alienated from society.
Because of the social stress the young women in Kirino NatRealsWorldexperience,
their emotional precarity leads themadssist in a crime that ends in the death of two of
their small group of friends. The two murdered prostitutesGintesque who have
rejected all female companionship as competition, have no social safety net to shield
them from extremely dangerous stioas on a regular basis as a result of their financial

precarity. Precarity is a common theme in Kirino's work, and Kristina iwata

9 Lock (1996) 82.

O'Lock (1996) 94.

™n his 1981 monograpBhadow Worklvan lllich discussed the housework done by women, bentec
studies have demonstrated that, even in the public labor market, women must bear an unfair burden of
shadow work. For information on shadow work and gendered labor practices in an American context, see
Alice KesslerHarris'sA Woman's Wage: Historicdfeanings and Social Consequenceéiki L. Ruiz's

From Out of the Shadow: Mexican American Women in Twent@ethtury AmericaandCameron Lynne
Macdonalds Shadow Mothers: Nannies, Au Pairs, and the Micropolitics of Mothering
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Weickgenannt demonstrates how the writer's 2007 nMaetiabolg which is based
partially on Kobayashi Takiji's 1929 socidlisovel K a n i k (@he eCannery Ship),
tackles issues relating to youth employment and unemployment in conteynjapan.
As lwataWeickgenanntstates, "What Kirino thus captures is the complete 'lack of
reserves' [...] a deficiency that is symptomaticafitemporary forms of poverty,” which
include a relative lack of "basic financial resources, close relationships and mental
stability.""?

While Metaboladeals with economic precarity from the perspective of young
men, Kirino's 1995 noveMizu no nemuri hiano yumegSleep in Water, Dream in Ashes)
addresses the precarity of young women who turn to prostitution in order to make ends
meet. In Mizu no nemuri Kirino responds directly to the scenario envisioned by
Kawabata Yasunari iNemureru bijo(House of tle Sleeping Beauties, 1969), in which
older men pay to share a bed with drugged young women. Kawabata focuses not on the
women but rather on the aesthetic impressions of the male narratddjando nemuri
examines the story from the perspective of aate attempting to find out more about
the young woman who possess no interiority for Kawabata's narrator. Miho Matsugu
argues that Kirino's novel is thus "a critical response to Kawabata's celebrated modernist
novel using the genre of detective fictianrestore female subjectivity to its story lifé."

As Matsugu demonstrates, "while Kawabata erects textual barriers to keep out any traces
of female interiority and subjectivity that could mar his metaphysical fantasy, Kirino

dismantles them by linking thglot to a specific historical context and laying bare the

2 |wata-Weickgenannt 150.
3 Matsugu 486.
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female experiences that form the plot's back stBrWhere Kawabata has transformed
women into abstract art, Kirino returns them to a socioeconomic context. In her 2000
short storySabiru kokoro(Rusted Heart, translated in Appendix A), Kirino similarly
exercises a female gaze in order to demonstrate how housewives, supposedly the
inhabitants of an idyllionna tengokuvhen seen from a male perspective, are revealed to
be in a precarious positionhen observed from the broader perspective of a larger

socioeconomic context.

Rusted Hearts and Rusting Families

Although Sabiru kokorois not expressly feminist, and although it offers its
readers no feminist solutions for the problems it raisesstiwy's housewiteentered
perspective pushes back against misogynistic discourses pertaining to housewives in two
ways. FirstSabiru kokorademonstrates that, even though housewives seem to live quite
comfortably, they are actually in a very precariotisagion, as they have no resources of
their own to rely on should they leave their families. Second, Kirino illustrates how, even
though housewives might seem to lead relaxed lives, they actually do real work that has
clearly discernible value outside thfe borders of home and family. Both of the messages
of Sabiru kokorofly directly in the face of the idea adnna tengokuand restore
subjectivity to the women targeted by discourses downplaying the social and economic
contributions of private and domestiabor markets. The formal aspects of the story

highlight a contrast between an appearance of stability and the reality of the precarity that

" Matsugu 487.
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governs the existence of housewives. Over the coursgabiru kokoro Kirino also
shows the reader that, althduthe line between the public sphere of the workplace and
the private sphere of the home may be blurry, it is difficult for women to truly escape the
economic and emotional appeal of the family.

Sabiru kokorointroduces Fujieda Kinuko with the bold satent that she's
decided to leave her husband Yoshiyuki. The reader's first impression of Kinuko is
therefore that she is willful and spiteful, especially since she intends to surprise
Yoshiyuki by leaving him on his birthday. This particular date alspéagto be the tre
year anniversary of Kinuko's brief departure from home after her extramarital affair with
a former ceworker came to light. Kinuko's name, which is reminiscent of soft fabric and
lavender flowers hanging from garden trellises, implied #ne lives a luxurious life as
an ungrateful housewife at the expense of her husband. Despite the malicious spite she
harbors towards her husband, she seems not mentally unhinged but rather completely in
control of herself and her situation, having pledirer flight from the home she shares
with her husband with such care and attention to detail.

The impression of Kinuko crafted by the story's introduction does not accurately
reflect the reality of Kinuko's life, however. Although her status as the wof a
university professor seems fairly stable and miailess, Kinuko's situation is in fact
precarious. Her social position, for example, is not derived from anything she herself has
accomplished but rather from her husband's status. Apart fromaierah her husband,
Kinuko has very little to call her own. For example, when Kinuko is confronted by the

wife of the man with whom she had an affair, she is overpowered by the woman's
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superior status as the legitimate wife of her sexual partner, and Kitegs from the
confrontation because, without the support of her husband's position, she has no social
assets of her own on which she can rely. When Aojima's wife manages to chase her out
of her own apartment, Kinuko's precarious status becomes reppdyest:

Kinuko looked into her purse for the first time after arriving at the train station.

There was nothing there except for her hgatwallet, a promotional packet of

tissues that she had picked up somewhere, and a single tube of lipstick. She only

had five thousand yen in her wallet. Her hair was messy, and she wasn't wearing
any makeup. Even worse, she had on jeans and a sweatshirt and socks covered
with fuzz, an outfit she wouldn't have worn even to thgh@rhood grocery

store. (193)

Not only is her wallet battered and almost empty, suggesting that she has no financial
resources, but her clothing is also disheveled, a reference to the fact that she has no social
or sexual power outside of her marriage. If she is not situated within her role as a
housewife, Kinuko is incapable of successfully presenting herself in society. When
Kinuko flees from the apartment where she lives with her husband, it is as if she has lost
her means of moving through the world freely.

Kinuko's escape from her husbaddes not remove her from his influence,
however. In fact, her temporary flight from the apartment she shares with Yoshiyuki
makes her dependence on him even more apparent. Kinuko seeks refuge at her friend
Chikako's house only to be made painfully awaretted difference between their
lifestyles and social positions. Even though Chikako went through a divorce herself and
is sympathetic to Kinuko's troubled situation, Chikako's current marriage is stable, and

she enjoys the social and material benefits jiediby her successful husband. In

contrast, Kinuko's husband Yoshiyuki cannot afford to take time off from work to travel
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to Tokyo immediately; and, when he does arrive, he presents Chikako with several
camera film cases filled with 56@n coins, which rgresent not only his unenviable
financial status (he may be giving Chikako the only money he has saved) but also his
gauche approach to conflict resolution. In other words, not only is Yoshiyuki poor, but
he's also boorish and insensitive. Both of thesalitigs reflect poorly on Kinuko,
especially when she compares herself to Chikako. This difference in status is all the more
frustrating to Kinuko because it is not she and Chikako who are different, but rather her
husband and Chikako's husband. When Kmblecomes aware of the irrationality of
such a social arrangement, she decides to leave a marriage that both is not only
emotionally unfulfilling but also socially and financially limiting.

After Yoshiyuki returns home with Kinuko, he comes into her aedight and
wraps his hands around her neck, threatening to strangle her. Although he desists in
harming her physically, he succeeds in strangling her financially, telling her that he will
limit her monthly budget to 100,000 yen and forcing her to sweaemto leave their
home in the suburbs of S Cify.As collateral, Yoshiyuki holds their daughter Aoi
hostage, knowing that Aoi will face severe discrimination at school should her parents
divorce. Kinuko is constrained not just by worry about her daudhieralso by the
knowledge that, as a 3/karold housewife, she has no marketable skills and would be at
a severe disadvantage in an open job market. Thus, Kinuko's supposedly stable identity as

a housewife has become a liability and a prison. She islg@ware of this contradiction

>3 City" more than likely refers to Saitama City, the capital of Saitama Prefecture, which is part of the
Greater Tokyo Metropolitan Areal{utokeh Saitama City is about a half hour away from Tokyo by train,
and it is knevn as being a bed town for commuting workers filled with relatively inexperdavehi
apartment complexes.
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and bitterly resents her position: "Kinuko hated the idea of spending her entire life as a
happy housewife. She couldn't stand the thought of ending up as a mindless slave who
was neither loved nor respected” (199). Althoggle has effectively been employed by
Yoshiyuki as a housewife for years, Kinuko feels neither respected for her contributions
to the household nor loved for the companionship she has provided. To Kinuko, a "happy
housewife" is nothing more than a "mindieslave” who labors endlessly and without
recompense, doomed to achieve no higher purpose than carrying out orders of her
husband. As Kinuko saves money in tiny increments and prepares to leave Yoshiyuki,
she slowly removes all traces of herself, such @&s ldooks and clothing, from the
apartment. Although "the interior of the apartment gradually lost its charm and
individuality,” her husband does not notice (201). This is partially because of his churlish
selfcenteredness, but his lack of sensitivity iIsoaconnected to the suggestion that
Kinuko's individual identity makes no difference to her role as a housewife.

When Kinuko leaves Yoshiyuki's house on the day she has appointed for herself,
she is once again thrust into an extremely precarious @usiiince again she goes to
Chikako's house; and, once again, she feels her own status contrasted against Chikako's.
Because of the difference in the men that the two women married, Chikako lives in a
trendy area of Tokyo, while Kinuko has lived far awayha suburbs. Chikako still looks
youthful, while Kinuko has aged visibly. In contrast to Kinuko's generic and charmless
apartment, Chikako's apartment is spacious and filled with beautiful furniture. Chikako's
daughter still lives with her mother aftervirag graduated from college, while Aoi

worked through high school for the sole purpose of being able to afford moving out of
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Kinuko's apartment as soon as she graduated. In other words, because of nothing more
than the luck of the draw concerning marriggetners, the lives of Kinuko and Chikako
are completely different. Nevertheless, although she was once jealous of Chikako,
Kinuko's attitude towards marriage has changed over the course of the ten years she was
unable to visit her friend. "Kinuko rememiledrthat she had been jealous of this lifestyle
when she was younger. Now she felt that Chikako was a queen confined within her own
house, and her jealousy had completely evaporated” (204). Chikako is an embodiment of
the ideal of theonna tengokuand Kinwko's impression of her friend is similar to the
impression that the reader was given of Kinuko at the beginning of istpgiled and
unaware of her privilege. Although the life Chikako leads, in which she gets to live in a
large and stylish apartment Trokyo without having to lift a finger, was once the envy of
Kinuko, both Kinuko and the reader now understand how swiftly a woman can fall from
onna tengokuFurthermore, without any resources of her own to rely on, even a wealthy
housewife is like "a queeconfined in her own house."

Once Kinuko is no longer sheltered by her status as a housewife and the income
of her husband, it does not take long for the negative effects of her economic precarity to
manifest. The amount of money Kinuko has saved hftdgeting "her life in units of ten
yen divided between grocery stores and greengrocers" is far from large, and the purchase
of a single suit in a department store is enough to deplete her savings significantly (211).
Furthermore, even though she wantsrake a difference outside of her family, where

she was "nothing more than a Hire maid,” she doesn't see herself as having any
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marketable skills, as nothing she had done as a housewife could be considered to be job
training (208).

For the past ten yearKinuko's only hobby and means of asserting her will had

been to apply herself diligently to housework. She had been a perfect housewife,

cleaning the house and devoting herself to cooking. There had been only one
thing missing ever since her daughter keftifor school in Tokyo. Even though

she wanted to work as hard as she could for someone else's sake, there was no one

who would benefit from her hard work. Yoshiyuki didn't count, of course. (205)

For Kinuko, housework is a calling, and she definesdieithrough her work. From
Kinuko's description of the jobs she does as a housewife, the reader gets the impression
that, were housework valued on the labor market, someone with Kinuko's dedication and
experience would be considered extremely valuable ebyloyers. In fact, the
employment ads Kinuko browses in the newspaper do list such skills, which include
cooking and childcare, as desirable. The main criteria of whether or not a housewife's
labor is considered work thus seems to be whether or noeg falce within the family.

Since Kinuko wants her labor to be acknowledged as valuable and productive, she is
therefore happy to abandon the confines of her own family even as she interviews for
live-in caregiver and housekeeper positions that will wtueer within other people's
families.

As Kinuko begins to visit other people's houses in order to interview fornlive
housekeeper and caregiver positions, the contrast between the appearance and the reality
of families becomes even more apparent.h&t houses Kinuko visits, the families must
cope with all manner of difficulties, from rowdy children who need constant feeding to

old people who need constant care. Even though these houses may look nice on the

outside, they're falling apart on the insittethe same vein, even though the families who
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live in large and luxurious houses may seem wealthy and stable, they are all on the verge
collapse due to a shortage of domestic labor. Although the housewives who live in these
houses may seem to occupy anfortable position from the outside, even the large
amount of labor they contribute to the management of their households does not suffice.
The Uchida residence, where Kinuko eventually ends up finding a job after more
than two weeks of searching, is afpet model of the disparity between a superficial
appearance of comfort and the dire need for labor in the management of a large
household. The Uchida family is related to a high ranking politician and lives in the
upscale Mejiro residential neighborhoaal West Tokyo. Their house is a spacious
Japanese mansion with a large lawn and a garden that reminds Kinuko of her childhood
home in Hokkaido. The centerpiece of the garden is a cherry tree that blooms beautifully
and extends over the wooden fence thatosunds the property. Since the job opening
that the Uchida family has posted appears to be a cushy position, many applicants are
drawn to the interview, only to be frightened off by the state of the house as it appears
from the inside.
Just as Chikako ldasuspected, the Uchida family that owned the house was
related to the famous member of parliament. It made sense that there were a lot of
applicants for the position, but the economic circumstances of the family were
unmistakably strained. Kinuko glancedout the musty old room. The sooty
ceiling. The children's graffiti on the post in ttekonoma The yellowings h G i
screens. The outdated television. It looked as if no one had laid a hand to this
house for several decades. (215)
The inside of the house is unkempt and dirty, and the state of the televisienra@tlj i

screens betrays the family's impoverished necaic circumstances. Although the

property itself is luxurious, Kinuko's impression that "no one had touched the house for



83

several decades" illustrates that luxury does not maintain itself but requires a significant
amount of upkeep. The other women whaeato the house to interview for the position
are further put off by the fact that the house is inhabited by two old women and a sick
man, and a professional caregiver with decades of experience confides to Kinuko that not
only are houses like this diffiiuto clean, but even one old or sick person requires an
extraordinary amount of attention. Instead of being driven away, however, the
circumstances of the house motivate Kinuko, as she sees them as an opportunity for her
to demonstrate her abilities ashausekeeper and to use her skills for the benefits of
others. During her interview, Umeko and Shigeko, the two elderly sisters who live in the
house, suggest that working for Uchida family will require no less effort and planning
than the sort of effort @hplanning necessary to leave one's husband. In a homosocial
sphere of women who understand the value of labor performed within the home,
Kinuko's abilities are properly appreciated, and she is given the job on the spot.

Kinuko, who has been engagingtime shadow work of household management
for years, is happy to have finally entered a more public sphere of labor, and she reflects
on the economic and ideological distance between her former home and the house of
another family through a fantasy of tréiag between countries.

Several days later, as she sat in a taxi with her futon and scant personal effects on

her way to the Uchida household, Kinuko entertained the fantasy that she was

entering a different country with a passport labeled "Housekeeplee.'had left

the country of Fujieda, to which she would never again return, and she was

headed to the country of Uchida by way of the country of Chikako. She felt less

like a traveler and more like an exile who had put her home country behind her
forever.(217-218)
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Her job is not just a job, but a visa recognized by political entities and a passport into a
wider world beyond the confining kingdom of her own household. Kinuko envisions
herself not as a carefree tourist or traveler, but rather as a vagadstratirift in a hostile
world with few resources and no one on whom she can rely. She understands the
precarity of her situation but is so happy to be away from the confines of the family that
she is energized instead of enervated. She handles hertjub @dthida household well
despite the family's poverty, and the author takes pains to demonstrate how Kinuko's job,
which involves careful planning and resource allocation, is strikingly similar to a "real"
job in corporate management. Kinuko is in factgamd at her job that "one almost
couldn't imagine how things were like without her," and she thus achieves her goal to be
useful to people who appreciate her (223). It is significant that, although Kinuko is
engaged in the same housework that filled fgisdvhen she lived with her husband, she
needed to "travel" beyond the boundaries of her own family to be able to find happiness
and existential meaning in her work.

Unfortunately, it is not so easy for Kinuko to removing herself from the social
structue of the family. Although Kinuko has escaped from her own family, she is not
able to escape the family model, and her workplace ends up becoming more of a family
than her own family.

There was not a bad or megpirited person there. Everyone lived tdgetand

helped each other, and Kinuko supported everyone. She gazed at the apron that

she had ironed with pride. The Uchida household was not what she thought it
would be, but it was an ideal world in its own way. It made Kinuko happy to see
the old housenanaged according to her plans. She was a perfect housewife who

was useful to everyone, and she felt that this was indeed her reason for living.
(224)
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The communality and friendliness are less professional than they are familial, and
Kinuko's management dfie Uchida household transforms it into a showplace model of a
happy family. Everyone helps everyone else, and everyone gets along with one another.
Umeko supports her sister Shigeko, who has a weak heart, and a young woman named
Midori has assumed the reaof Yasuo, who is bedridden with stomach cancer. On one
hand, it is possible to see this arrangement as "work," as Kinuko reflects that she is
"happy to see the old managed according to her plans.” On the other hand, it is easy to
view this arrangemensaimply a "family” taking care of one another, as "everyone lived
together and helped each other." Regardless of whether Kinuko's current situation is
"work" or "family," she feels that the atmosphere is completely different from her life
with Yoshiyuki. It is almost as if Kirino is suggesting that a household runs better if there
are no abldodied men present to create distinctions between "work™ and “"care" and
"public” and "private."

Kirino's blurring of the boundary between the private realm ofdhaly and the
public realm of the commercial labor market is reinforced by the juxtaposition of Aoi and
Midori. Aoi and Midori, whose names suggest different shades of the same color, are the
same age but in all other ways polar opposites. Because dfdhmeed atmosphere in her
home as she was growing up, Aoi is mature for her age, while Midori, who suffers from a
developmental disorder, remains childlike and emotionally open. Midori is friendly to
everyone, while Aoi is chilly to even her mother. Whem Aeets Kinuko on an outdoor
café patio in the ritzy Tokyo neighborhood of Aoyama, she obliquely criticizes her

mother for her rash behavior concerning her father, gently mocks her mother's pride
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concerning her first paycheck, and expresses open disdaicerming the work her
mother does. Aoi is presented to the reader as "calm and mature" instead of mean or
spoiled, but she has a certain coldness to her that makes her seem like a stranger to her
mother (230).

Kinuko looked into Aoi's cool eyes. Shadhthought that her daughter was on her

side, but she felt suffocated by the frank criticism of a fellow woman. Her

daughter had passed out of her hands a long time ago, and at some point she had
come to see her parents with the level gaze of an outKiterko almost couldn't

believe that just a year ago she and Aoi and Yoshiyuki had all lived together as a

family under the same roof. (232)

The sort of friendly familiarity Kinuko feels towards the members of the Uchida
household is absent in her interant with her daughter. The fluidity of family roles and
emotional attachments blurs the lines of the family; yet, in another sense, Aoi's chilliness
towards her mother suggests a clear differentiation between inside and outside the family.
Once Kinuko hasleclared herself to be outside the Fujieda family, her daughter treats her
in the same way that she would treat any other woman, namely, as competition for male
attention.

Midori, on the other hand, is associated with childish emotional warmth and
bright colors. When Kinuko first meets her, "Midori was wearing a startlingly bright red
turtleneck and yellow pants. Kinuko got the sense that she was the only spot of color in
this dim, dark house. Her round nose and slightly separated eyes made her tdidea bi
a lap dog" (218). Midori's youth stands in stark contrast to the decrepitude of the Uchida
household, and her puptiite energy invigorates the older people who live there. She is

playful like a child, and her body is "fleshy like a young girl's2R Because of

Midori's disability, Kinuko assumes that she is somehow related to the members of the
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household. Yasuo later reveals to Kinuko that Midori came to the family as an applicant
for the same position Kinuko now holds, however, and that he Himsisted that she be
hired. While Kinuko's own daughter is "like a stranger,” the truly rootless Midori is like
family, a situation that underscores the deeper confusion that the story develops over the
division between work and family. Although KinukeginsSabiru kokorowith a very
clear idea of the divide between "family" and "work," the elements of her life that fall to
either side of the division have been reversed by the end of the story.

By returning to the theme of appearance and reality cedjyewhen it pertains to
perceived stability as opposed to actual precarity, Kirino demonstrates that it is difficult
to draw bold lines demarcating the public workspace and the home. Because these
categories carry different economic weights and aretetledifferently by society,
however, they are perceived as real even by individuals whom they do not benefit, such
as Kinuko. The title of the Kirino's storabiru kokoro refers indirectly to the scratch
that the wife of Kinuko's lover left on the doof her apartment. The scratch gradually
rusted over the course of ten years; but, every time Kinuko saw it, she was reminded of
how she was trapped in her marriage. Before Kinuko leaves her home with Yoshiyuki, it
is the last thing she sees.

There was ainy rusted scratch on the gray steel door. It was the scratch that

Aojima’'s wife had made with her umbrella ten years ago. No one aside from

Kinuko had noticed it; it held meaning only for her. It was an emblem of shame

and defiance. Whenever she saw @ himeworn resolution to leave home flared

within her. Even though it had rusted over, the scratch still remained0@00

The rusted scratch, emblematic of the fault line between the appearance and the reality of

being a housewife, is permanently bonetd Kinuko's heart as well. The scar is a symbol
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of Kinuko's false consciousness regarding her subaltern economic position, the burden of
which she must bear even after her attempt to shrug it off by breaking away from the
ossified family structure repsented by her failed relationship with Yoshiyuki.

The title of Sabiru kokorohas another meaning, which becomes clear when
Kinuko is finally able to talk to the only other male character at the end of the story. After
Umeko rushes her sister Shigekohe hospital in the middle of the night, Kinuko is left
alone with Yasuo. She ends up helping Yasuo, who is too weak to move by himself,
downstairs and outside into the garden. Deep into the night and separated physically from
the house, both Kinuko and Yasfind themselves facing uncomfortable realities that go
unmentioned during safe household routines of daytime. Kinuko tells Yasuo about how
she left her marriage, and Yasuo reveals that he insisted on hiring Midori partly so that
his death would leave permanent scar on the heart of an innocent creature. When
Kinuko calls him cruel, he accuses of her doing something similar to her husband,
namely, wanting her departure from her marriage to come as such a shock that it would
leave a scar on Yoshiyuki's dre. Kinuko realizes that he is right. "She had wanted to
gouge an impression exactly like the rusted scratch on the foyer door into Yoshiyuki's
heart" (240). Yasuo muses that he and Kinuko are able to injure Midori and Yoshiyuki
because they are not famitanin), and that the appeal of leaving an impression on them
is strengthened precisely because they are able to exist outside of the family. Since the
housewife Kinuko and the invalid Yasuo have no other means of communicating their
anger and leavingmark on the larger world, each may at least affect the life of someone

outside of his or her family. The differentiation between family and outsider remains
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crucial to Kinuko and Yasuo, despite the lengths Kirino has gone to establish the
demarcation as hitrary, especially concerning Yoshiyuki, who is Kinuko's legal
husband, and Midori, who is like a surrogate daughter to Yasuo.

Sabiru kokorcends with Kinuko's acknowledgement that the distinction between
family and work is complicated, but it is ueer how this knowledge shapes Kinuko's life.
Yasuo does not have long to live; and, when he dies, Midori's fate is uncertain. Kinuko
might be retained as a housekeeper in order to help care for Shigeko; but, once Shigeko
dies, Kinuko will more than likelybe asked to seek employment elsewhere, as the
tattered bills she receives for her first month's salary indicate the Uchida household's
relative lack of financial stability. It is also not clear what will happen to Umeko when
she is left by herself in a hadiouse with no money. Who will take care of her when she
is no longer able to take care of herself? The appeal of the familial relationships Kinuko
develops with the members of the Uchida household resonates on an emotional level, but
this relationship islependent on Kinuko receiving a salary. If Kinuko loses her job, both
the perfectly functioning Uchida household and Kinuko's goal ofdegtfrmination fall
apart. Kirino thus endSabiru kokoran a manner that challenges the economic division
between wrk and family but also reinforces this division by calling the reader's attention
to just how close all of the characters are to an inevitable unhappy end that results
directly from the distinction that must be made between unpaid labor performed within
the family and paid labor performed outside the family. The family is therefore just as

much of an economic unit as it is a legal and cultural unit, 8abdiru kokoro
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demonstrates that the economic components of the family are perhaps the most difficult
for a housewife to escape.

In Sabiru kokorg Kirino illustrates the problems inherent in the division between
family and work when it comes to women's labor. The author also complicates this
problem by showing that, even if such a division is aabytrit is still very real in terms
of wages and employment. There are therefore no easy solutions to issues concerning the
labor of housewives, housekeepers, and caregivers, as neither temporary paid
employment nor the emotional bonds of female homostciate a defense against
economic precarity. Kirino's feminist project is not to suggest solutions, however, but
rather to demonstrate that the legal construction and the economic functions of the family
are difficult for women to escape altogether. AataWeickgenanntemarks concerning
the similarly ambiguous ending of Kirino's novdletabolg "Kirino makes clear that
crude binaries such as 'center' and 'periphery’ and 'exploiter' and ‘exploited’ are of little
use when faced with the complexly interveovand entangled power relationships of the

world we live in today.”®

Although phallocentric misconceptions concerniogna
tengokuare counterproductive to discussions of women's labor, the home in some sense
does provide a refuge for people who must @ati economic and emotional precarity;

and, as such, it is not easy for feminists to discard the concept of the family, especially

since the construction of any given family is so fluid.

% lwataWeickgenannt 154.
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What's Love Got to Do with It: Marriage, Employment, and Japaneg Law

There is still a societal disconnect between the economic potential of the family
and its legal reality in Japan. Lovesick JapanMark West draws from a body of 2,700
court cases in order to examine a distinct perspective on marriage in Japanwith
the caveat that the judges writing the court opinions associated with the cases are
overwhelmingly male and predominantly conservative, West remarks that the discourses
underlying these cases point to a clear divide in gender roles and genxggethtons
regarding marriagé€’ For example, a court precedent established in 1952 holds that there
is always an afault party responsible for the failure of the marriage (s e ki )hai gl s
and that the responsible party cannot be granted a divorce without the consent of the
"innocent” party. West identifies culpability as being almost synonymous with adultery.
What this means is that, is the spouse having an affair wages @ divorce, the court
will not grant it without the consent of the other spouse, no matter what the conditions of
the marriage or how abusive the naudpable spouse may be. "The-afault divorce
rule might have been intended to protect women frimantial abandonment. But it did
nothing to protect women if the ratfault husband does not seek a divorce, as the ability
to remain in a paper marriage helps wives very littfeTherefore, women are only
protected by the law if the husband is decldrgdhe court to be the party at fault; which,
as West demonstrates, is far from always the case.

Because a couple must cohabitate in order to remain legally married, the court's

refusal to grant a divorce can be particularly severe when one of the spewusearly

TWest 9.
8 bid. 197.
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unfit to remain in a marriage. The mistreatment of women in particular is overlooked by
the court, as Japanese women are regularly deemed to have too much time on their hands
and therefore too much space to construct phantoms out of thiest.quotes a judge
in Nagoya as stating as part of a ruling passed down in 1991
The housework done by housewives used to be quite difficult. But from the end of
the 1950s to the 1960s, washing machines, vacuum cleaner, and electric rice
cookers, the theesaecalled "sacred instruments,” proliferated, and it is said that
the housewife's job became easier. This free time gives women time to
contemplate. A woman looks back on her history with her husband and their
children, has regrets, and dreams of a wiorlethich she is freé’
Latelife affairs and divorce proceedings instigated by women are apparently a result of
housewives so spoiled by their tenure in ama tengokuhat they rail against the
intrusion of their husbands, who have supported thestexce financially. In contrast to
the supposition of the lazy and avaricious wife, the majority of the financial burdens
associated with divorce falls on the female spouses seeking to separate from their
husbands. According to Tsunoda Yukiko, an attoramegl activist, many women feel
compelled to stay in loveless and abusive marriages because all of their financial assets,
from their bank accounts to their houses, are registered under their husband$® names.
Divorce law and financial law thus render it fdifilt for women to leave marriages,
especially if they are fullime housewives. The type of "freelance housewife" job that
Kinuko pursues in order to imbue her life with a sense of meaning and fulfillment in
Sabiru kokorowould make perfect sense in aedr market that valued the labor

contributions of domestic assistants, but the legally monolithic nature of the family in

Japan makes such an arrangement difficult, thus relegating women's domestic labor to

®\West 195.
80 |pid. 179:80.
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unpaid shadow work. Because housewives are stiylegal economically dependent on
their husbands, thenna tengokuthey occupy is therefore extremely precarious, a
situation that Kirino describes in heavtenching detail irSabiru kokoro

Article 14 of the postwar Japanese constitution promisesadligi€ople are equal
under the law and there shall be no discrimination in political, economic or social
relations because of race, creed, sex, social status or family dfigihg Japanese
Ministry of Health, Labor, and Welfare contains an Equal Empleym&hildren, and
Families Bureau (Kp @ Kint @ Ji d@ Katei Kyoku), and
Cabinet al so contains a Gender Equal ity E
Kyoku), which was established in 2001. Furthermore, an Equal Employment Opportunity
Law (Danj o Koy @aspasked in 1985 and a@ended and strengthened in
1997. Nevertheless, the law has proved difficult to enféfread Japanese corporations
have responded by reinforcing a tivack employment system that, although gender
neutral in theory, tended to pushai@ hires into the managerial track while shunting
female hires into the lowaraying and less secure clerical tr&tlds a demographic
group, women were hired less frequently than men, and they also earned significantly
lower salarie$? At the turn of themillennium, ninety percent of patime workers were
female®*whi ch is troubling in that the Japanes

allows a wage difference of eighty percent betweentiiule and partime workers®

81 An English translation of the Japanese Constitution can be fatthé Prime Minister's Office website
at: http://www.kantei.go.jp/foreign/constitution_and_government_of japan/constitution_e.html

% Gelb 51.

% |bid. 52.

8 |bid. 53.

8 Kezuka, quoted Gelb 61.

% Gelb 62.
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Despite legal support for worlgnwomen, female workers in Japan still suffer from
gendered employment practices and salary s€ales.

In The New Paradox for Japanese Wome&achibanaki Toshiaki presents and
summarizes statistical data concerning women and employment in coraeynjpapan.
Tachibanaki notes that each successive decade since the end of the Pacific War has seen
more women employed outside of the sphere of home and family, and attitudes towards
working women have gradually become more accepting. For example, Tadtibtates
that, although "in 1979, roughly 70 percent of women supported the traditional view that
the husband should be the breadwinner and that women's place is in the home," by 2004,
"that figure had dropped to slightly over 40 percent,” meaning tloae rfinan half of
women support the idea of women working outside the HSrumfortunately, even
though there is greater societal tolerance for working women, the employment conditions
of these women are unequal to those of their male counterparts. $gciince
women as a demographic group still have less training and education than men, "there are
few women in higHevel jobs and many in work that involves simple routine tasks," such
as clerical positions with lower salarf€surthermore, the majayi of female workers
(55.6 percent) are what Tachibanaki refers to as "nonregular" workers, a category that
includes freelance workers, shoetm contract workers, patitne workers, and temp

workers; in short, the majority of working women occupy posgidghat are neither

87 As suggested by the plight of Kazue in KirsalovelGrotesque women hired in managerial positions
after theEqual Employment Opportunity Lawent into effect in 1986 also suffered from discrimination by
their male colleagues who held the attitude that they were only able to attain their pobittagh t
affirmative action.

8 Tachibanaki 256.

% bid. 257.
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skilled nor stabl&® Not only do these women lack job security and the guarantee of long
term employment, but they are also ineligible for many of the benefits enjoyed by regular
workers, such as bonuses, promotions, employee berafidls participation in social
insurance programs. Tachibanaki cites "the desire of companies to save on labor costs" as
a key factor in gendered employment practices, as nonregular workers are much cheaper
to maintain and dispose of than regular workers.

As the above data makes clear, it is difficult for women not only to leave their
families by suing for divorce but also to function economically without the support of a
male relative. Kirino illustrates the stresses and anxiety engendered at the |l of
individual in stories likeSabiru kokoraand longer novels such &@UT, which concerns
the economic precarity of married women who work in-paré jobs in the margins of
the service sector in order to make ends meet. Although the female charac&i$ of
band together and support one another in order to achieve immediate goals in a manner
similar to the female characters 8abiru kokoro the battle they wage against the
entrenched misogyny and sexist double standards of contemporary Japanesassociety
impossible to win; and, in the end, physical escape from Japan is the only viable option
available to them. Kirino's work is thus not feminist in the sense that she is able to
suggest solutions to the problems she describes or somehow change thesbedi@yg
bare before her reader, but her righteous feminist anger is powerful and palpable, and she
never allows the reader to walk away from her stories with a sense of comfort and ease

regarding the status quo.

% Tachibanaki 231. In contrast, roughly 20 percent of male workers are nonregular workers.
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CHAPTER FOUR

Short Skirts and Superpowers: The Evolution of theBeautiful Fighting Girl

On February 9, 2011, ti¢ew York Timepublished an article titled "In Tokyo, a
Crackdown on Sexual Images of Minof$Although the "sexual images" in question
come from a variety of media, sues adult films and rolplaying video games, the
Tokyo Metropolitan Ordinance Regarding the Healthy DevelopmeNtimbrs (T @ k-tp &
sei sh@nen no kenzen), orahe KTokyeYouthnOrdindneemAct,s ur u |
passed by the Tokyo Metropolitan Asddynon December 15 of 2010 specifically targets
manga featuring young female characters in what are deemed to be sexually
compromising poses or situations. The journalist who penned the article, Hiroko Tabuchi,
quotes Tokyo gover nyngoflthe mantaarr gaest®rhthan"these & a s
are for abnormal people, for perverts." The article sensationalizes the media that Ishihara
hopes to censor as child pornography by emphasizing the young ages and sexual
exploitation of its models without differeating between young women who exist in the
real world and those who exist solely on paper. It is only in the very last line of the article
that a seventeeyearold male manga reader is quoted as saying, "I don't even think
about how old these girls alés a completely imaginary world, separate from real life."

The style of illustration targeted by the Tokyo Youth Ordinance Act is known as
bi s kefjorobi s hs@ig."0Ab i s hsZhj female character in a manga, anime, video

game, or light novethat belongs to a genre generally regarded as targeted towards a male

I Tabuchi. Hiroko Tabuchi, a graduatelafindon School of Economics and Political Scierftas worked

as a foreign correspondent covering social issues in Japarhé&kVall Street Journand The New York
Times She a member of the NYT team awarded a Pulitzer Prize in 2013 for reporting on Apple's
manufacturing practices in China, and her work focuse®oalsand economic issues in Asia.
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audience, such as science fiction or adventure fantasy. Examples of such characters are
Nausicaa (fromNausicaé of the Valley of the WindNadia (fromNadia: The Secret of Blue
Watel), or Ayanami Rei (fromNeon Genesis EvangeliprB i s haé®j raoted firmly in
fantasy, whether that fantasy is a pagbcalyptic wasteland or a halcyon year of high school.
These characters need not be connected to an actual narrative, however, and can be depictec
in original stanellone artistic compatsons, such as those printed on the postcards and pin
up posters enclosed in monthly manga magazines. These illustrated girls are often
characterized as young and innocent; they are magical beings enmeshed in their respective
fantasy worlds, and there & Alice in Wonderlandjuality about them capable of evoking
fantasies regarding childhood and, more specifically, girli6od.

Problems in the interpretation and judgment of these images arise when young female
characters demonstrate hints of sexualitheW/combined with signifiers of youth and purity
(such as a school uniform or angel wings), the sexuality betrayed by a coy grin or a short
skirt clashes with cultural ideas of a feminine innocence that should be protected. Such
sexualized images of youngomen are not just drawn by men, however. Exposed breasts
and panties are also depicted in the work of female &ftist® combine large eyes, ornate
clothing, and angelic expressions with lush skin tones and compromising poses. Regardless

of the extent ointensity of the sexualization, however, the fantasy element of these pieces

92 Alice in Wonderlands not without sexual connotations and has been read as an exploration of adolescent
sexuality replete with Freudian symbolism. As an exemplar of the literary nonsense genre, however, the
work is enblematic of an equation of between young women and fantasy worlds that has been capitalized
on by storytellers, such as the directors of Disney Animation Productions.

% Two examples are Sakizdttp:/sakizo.jp) and Foo Midori kttp://www.geocities.jpomidori/). Any

art book collecting illustrations df i s hs@ch as th@ixiv Girls Collectionanthology published annually

by Pixiv (a Japanese social media site focusing on artwork), oif@h@noana Chroniclepublished
biannually by Toranoana (an arénand manga goods retailer), will feature the work of female artists
specializing inb i s Hkedgrtwork that is virtually indistinguishable from that of their male peers.
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remains strong, and the girls are generally more playful than pornograpttieyasmile
happily to themselves or each other while going about their dailydeesingly unawaref
their subjection to an outwardly imposed sexualizing gaze.

Explicit illustrated pornography does exist in Japan, and it quite clearly packaged as
pornography. This pornography is sold in venues such as specialty bookstores or separate
sections of miastream retail book sellers, and it is classified according to the imagined ages
of its imaginary protagonists. Media featuring underdgé s hisd pompornographic
situations are not grouped with or sold alongside pornography, and one might argueythat th
belong to a different artistic space altogetiigei. s hsi@plyoare not real. They are not real
because they are illustrated, but they are also not real because they are the embodied
representatives of pure fantasy. Their world is not the real wodidthay serve as a gateway
into the fantasy world they represent. People who draw and appiediate i&dso partially
because of the beautiful otherworld they channel and not merely because they might serve as
fodder for onanistic inclinations. One migttaw a parallel between tHei s hs@i¢ of
illustration and the hypesexualized men and women on the covers of American fantasy
novels, in which tight leather pants and clinging silk dresses are not so much signifiers of
pornographic intent as they amblems of a certain fantasy aesthetic reminiscent of the pulp
covers painted byrBnk Frazetta®

The fundamental idea behind the aforementioned manga censorship law is that men

are looking at women in a way that is degrading and psychologicallyaltimpe A

% Frazetta, who began his career as a comic artist and continued to illustratefoow®mic magazines
throughout his life, is perhaps best known for his work \ittgar Rice Burroughsovels, such as the
books in theTarzan and Barsoomseries, as well as his paintings depicting the world of Conan the
Barbarian. A collection of the tigt's work can be found at the webdgimnk Frazetta Art
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pornographic gaze is encouraged and exploited in many aspects of popular and commercial
art, but one could also posit the existence of a "fantasy gaze," which is less concerned with
the image itself than the story behind the image. Moreoverjzabls percentage of women
creating and consumin i s hifghjges and narratives complicates the idea of an all
powerful male gaze. One might argue that the women who enjoy media supposedly targeted
at men have adopted an hermaphroditic gaze internalinegrale gaze and therefore
identify with male characters and viewers when they look at sexualized images of women.
As a counterargument against this interpretation, | would like to raise the possibility of a
female gaze implicit in women portraying and kow at other women. By creating and
appreciating sexualized images of teenage girls, for example, women can embrace and
celebrate a sexuality that lies outside of virgin/mother/whore stereotypes. For women, then,
the appeal ob i s lis@@t merely the asexual appeal of the fantasy world they represent but
also the seffeflexive appeal of being young, beautiful, magical, and sexually aware. The
fictionalb i s Itad jalso serve as an empowering role model for readers, espabiatiythe
character type is used by female artists as a site of contention concerning discourse on female
agency and sexuality. In this chapter | will apply this concept of the female gaze to Takeuchi
Naoko's Sailor Moonand CLAMP'sMagic Knight Rayearthl will argue that both manga
recontextualize and reinterprieti s fciAjacier tropes common to illustrated and animated
narratives of the 1990s and thus disrupt the cycle of narrative consumption and reproduction
that drives mainstream media. Before | begin, however, I'd like to briefly outline the
positions of thee cultural theorists writing abohti s fthajaaters and patterns of narrative

consumption among their fans.
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ConsumingB i s h @jpsaming Narrative

Il n 1989, Japanese pop culture ethnograp
and Variation The Reproduction and Consumption of
illustrative example Bikkuriman Chocolates, or, more specifically, the trading cards
packaged with the chocolates. It was because of the trading cards that the chocolates were
suh a phenomenal hit with children around
the superhero character "Bikkuriman" had no television or manga pieoducts. According
to e&etsuka, the secret to Bi kkur idingecard, theres u c ¢
was a short paragraph of information about the character depicted on the front. If a child
collected enough cards, he or she would gradually be able to piece together a larger story and
gain a broader perspective on the Bikkuriman unive@et of many small narratives,
chil dren were able to create a grand nar
Bikkuriman Chocolates is that "child consumers were attracted by this grand narrative, and
tried to gain further access to it through thettwed purchase of chocolatésth other
words, "what is consumed first and foremost, and that which first gives these individual
commodities their very value, is the grand narrative or order that they hold in partial form
and as their background®'Although the children who bought the Bikkuriman Chocolates
were invested in the collection of cards, they were apparently not as concerned with
individual cards as they were about the larger story, the mythology, and the worldview of the
Bikkuriman universei wh a 't &t suka calls the "grand na

consumption of anime functions in much the same \Eagh episode of the anime franchise

®ot suka 106.
% |bid. 107.
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Mobile Suit Gundam for example, is a small narrative. The story of each individual
protagonist that jplys out across the episodes is a small narrative as well. The diagrams and
mechanical data included with the toy models of the robots may also be considered small
narratives. As these small narratives are accumulated, however, they begin to form the
conou s of an entire worl d. &t s wekhat makegylong s  t
running franchisesuch asGundam(and multimedia franchises suchRskémonandHarry
Potte) so popular and marketable.

According to &tsuka' s ptionp ghraall narmfives,nwditer at i
pleasing in and of themselves, also function as puzzle pieces that can be put together to form
a |l arger narrative. &t suka argues that, w I
one or two strands of small narrativegat distinguishes otaku is their interest in the grand
narrative. Otaku are characterized by their interest in gathering bits of information hidden in
the background, putting these bits of information together, and creating their own small
narratives bsed on their understanding of the grand narrative. Such a model of narrative
consumption goes a long way towards explainingneae narrative products such as fan
fiction andd @ ifansnhniga, since "if, at the end of the accumulated consumption of small
narratives, consumers get their hands on t
freely produce their own small narratives with their own haftterefore, otakare otaku
because they are invested in narrative consumption and reproduction at the level of the grand
narrative.

In Otaku: Japars Database AnimalsAzuma Hiroki proposes a different model of

narrative consumption. The Japanese title of Azuma's allstudy, D@but suka s

“#t suka 109.
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posutomodan: Otaku kara mita Nihon shaksirevealing. The first word of this title refers
to the concept of "animalization" proposed by Alexandre Kojévienhz Roots of Postmodern
Politics. This animalization involves the degradation ofifans, or independent subjects
capable of reasoning, directed action, and compassion, into animals, or mindless consumers
who act on instinctual impulses such as hunger and the drive for greater comfort. It is
Azuma'’s thesis that otaku and, by extensiba,dociety that has spawned them are becoming
increasingly animalized. Azuma describes the narrative and cultural consciousness
characteristic of otaku through what he calls the database model of narrative consumption.

This database model standsindirecc ont rast to the model p
he refers to as the "tree model" in his monoglshhn 0 g a t a r ,iwhich m@mideals n
with concepts relating to grand narratives and their postmodern decline as expressed in Jean
Baudrillard'sSymbolicExchange and Death Accor di ng t o &t suka, e
particular work functions as a gateway granting access to the grand narrative of that work,
with a grand narrative being synonymous with the work's setting and worldview. To give a
concree exampl e of how @&tsuka's model inter
character Ayanami Rei dfleon Genesis Evangelios adored by otaku because, for them,
she represents the tragedy, epic scale, and political allusiveness of the entire telexeson s
Ayanami Rei is not just a girl in a battle uniform; shé&leon Genesis Evangelidgiself. To
"consume” her is to emotionally insert oneself into the apocalyptic,-verausgod
atmosphere of the larger narrative.

Azuma directly contradicts this adel of understanding symbols and narrative with

his database theary Whi | e &t suka argues t haétvargdliien gr a
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are given weight by their relevance to nonfictional grand narratives (such the Pacific War and
the postwar history of Japan), Azuma believes otaku narratives are almost completely
removed from those of the real world. In the opening chaptétaky he states, "In otaku
culture ruled by narrative consumption, products have no independent value; they are judged
by the quality of the database in the backgroufiditus, although an otakmight be
familiar with Ayanami Rei's age and bust size, be able to quote her dialog, and expound on
the quality of various plastic models made in her likeness, he is not invested any larger
worldview or grand narratives that may be encompassefldpn Gemsis Evangelion
Instead, the otaku mines each episode of the television series for information to plug into a
mental database that also contains information on similar shows. Because of the absence of
the emotional pull of grand narratives, the otaku salostitute one element of his database
for another. The light blue hair of a young female character such as Hoshino Ruri from
Martian Successor Nadesioo Tsukishima Ruriko fronDropletinstantly calls up references
to the light blue hair of Ayanami ReFkurthermore, any sexual attraction and personal
attachment the viewer might have felt for Ayanami Rei is seamlessly transferred to the new
character, thus allowing shortcuts in characterization. For otaku, the appeal of any given
character lies in the ddtase of associations connected to the character, not in the story that
contains the character, and grand narratives are nothing compared to the "animalistic" appeal
of a character's defining physical characteristics. Tropes can therefore be transfenred fro
one story and character to another, along with an otaku's emotional investment.

Azuma <c¢l aims that, "Compared with the

model], those of the 1990s generally adhered to the data and facts of the fictional worlds and

% Azuma 33.
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were altogether unconcerned with a meaning and message that might have been
communicated® The otaku of the 1990s thus consumed only fragments, or small narratives.
These fragments, which could comfortably fit within the small square boxes of a database,
could then be easily croseferenced with other fragments. Because of the ease of
referencing these fragments, distinctions between an original and its copies (either through
officially licensed spiroff works or fan works) disintegrated. According to Amy there
was no longer any need to connect these fragments back to the grand narratives of either the
original work or the real world. An otaku could float unanchored through the database he
created through his consumption of undifferentiated narrathgesotaku, stories don't matter
T it's all about the cute female characters.

Azuma therefore views the otaku fascination with animated girls as deeply
pathological. Otaku have cut the cord tethering them to reality, thus severing the portion of
the narréive feedback loop that connects fictional stories back to the real world. If, for
example, the themes of war and masculine infantilization in a serieNéba Genesis
Evangelionare not associated with the historical and emotional weight of conflicts as
the Pacific War, then they become nothing more than a backdrop for the sexual titillation
provided by provocatively clad female characters. For Azuma, desire for fictional characters
cannot exist on the same psychological plane as an historicalipdgd awareness of the
real world, and the otaku's preference for historically and politically disembbdied thadj o
caused him to withdraw into his own world of erotic fantasy and the pointless acquisition of

useless trivia.

% Azuma 36.
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Bot h @&t s uka essrihe appealwhilze acquisition of narrative trivia and
the intense emotional Il nvest ment in fictio
that otaku collect the various paraphernalia related to their favorite media properties while
reading andereading the original texts in order to gain a better understanding of the fictional
world in which the story takes place. Once in possession of an adequate level of possession
of this worldview, otaku will then create their own spinoff stories, whethegately in their
heads or sempublicly through online message boards ahd?j i limsted irun print
publications Fictional grand narratives thus render a media franchise more marketable,
collectible, and ultimately more profitable. Azuma, on the other hand, denies the existence of
grand narratives, fictional or otherwise, metminds of otaku. For otaku, data collection is
not about delving deeper into grand narratives; instead, it revolves around the base
animalistic pleasure of acquisition, which is rendered all the more pleasurable when
combined with the polymorphously perge element of fictional women. According to both
theories of narrative consumption, the otaku is not capable of independent action; he may
only reproduce the narratives he consumes. Even if he is capable of selecting specific
elements from his own persairdatabase to combine into new stories, the sum narrative total
is still the same.

In this way, narrative tropes that have long since become stereotypes are not only
accepted by an otaku audience but welcomed and celebrated. As a result, an otakasfetish
developed for thé i s had@carring character in anime and manga since at least the mid

seventies® In his groundbreaking studgeautiful Fighting Gir] psychologist and cultural

% The character Mori Yuki, the only female member of the cast of the 1974 animated Syeaes
Battleship YamatQUu c h 1 s e n k)aisofteyi eitadaby Japanese media historians and tresetish as
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theorist Sait@ Tamaki anal yses the figure
gi rl i n order to shed | ight on otaku sexu
arguments concerning "the Japanese and thetaked Lolita complex" and then quickly
dismisses such arguments as intellectual laziness along the lines ofsi#nalte business of
repetitive theorizing about the uniqueness of the Japarlés8'ai t & | at er [
common assumptions regarding otaku, such as the misconception that "otaku are immature
human beings who have grown up without being able to lef gdantile transitional objects
such as anime and monster$? Rejecting such notions of immaturity and arrested
psychol ogi cal devel opment , Sait@ argues th
rather possess a unique capacity to accept figkiovorlds as a separate but equal form of
reality. Otaku, states Sait@, "are unintet
other. If anything they are able to find realitya(iti) equally in both fiction and reality
(genjuts)."*®®S a i t Aliffaremtiates between the reality of the phenomenal world and the
perceived reality of the fictional narrative by referring to the former by the Japanese world
for "reality,” genjitsy and to the latter by the English wortdhriti . For the otaku whaves
in both genjitsuand riariti , "real (iaru) fictions do not necessarily requitiee security of
reality (genjitsy. There is absolutely no need in this space for fiction to imitate reality.

Fiction is able to clear a space around itself for its owfitye(r i ar i ). kT k an

Azuma and Sait@ as bos &hiaderstatheugmimerican pnangausthalars such as
Frederick Schodt and Jason Thompson generally consider the prototypetoi thetodhe the heroine of
Tezuka PBraeass Kdigh{Ribon no kishj manga, which completed its original run in 1956.
Yisait@d 6, 7.

1921pid. 9.

193 pid. 24.

1%% |pid. 156.
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Sait@ believes t hiait is stiudtusally ersated byothrem enairt o f
factors: atemporality, mul tiple personalit
means that anime and manga downplay the progress$ichronological timé characters do
not age ordonotactinanagep pr opri ate manner . By "mul ti
means that various aspects of one personality (presumably that of the artist or director) are
often distributed across multgcharacters in the same anime or manga. By "high context,"
Sait®@ seems to mean that a narrative <can
from manga to anime) and that the level of visual representation in these narratives is highly
stylized aad symbolic. Such abbreviations in time, characterization, and visual exposition
place anime and manga narratives deeper into the realm of the symbolic. This in turn allows
viewers and readers to enter the narratives more fully.

The key to making this ftonal world "real" is desire. "For the world to be real
(aru),"Sai t @ explains, "it must Dbe suf fdegh ent |
by desire, no matter how exactingly it is drawn, will always be flat and impersonal, like a
backdrop in the theater. But once that world takes on a sexual chardgkeaitan a level of
reality (iariti) no matter how shoddily it is drawh?® Because the stylization of anime and
manga is so adept at creating shared codes of imagery, elements of polymorphous perversity
began to be introduced into the two mediums. Addom g t o Sai t @, such s
to explode across illustrated and animated narratives beginning in the early eighties. The goal
of the otaku creators and consumers was "an autonomous object of desire" that did not

belong to any reality outside ahime and mang®® Therefore, anime characters were never

Wsaityg 162.
108 |pid. 151.
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supposed to stand in for realwonieh or ot aku, their appeal is
ultimate argument, however, is that the attachment of an adult male to the figure of the
beautiful fghting girl is in no way psychologically unhealthy, and that an immersion in the
fictional riatriti of b i s Mé&fjatives is not an escape from the real world, but rather an
supplement and alternative to conventional sexual expression that can easiyoexjside
genijitsu

The primary weakness of Sait@'s ar gume
women into account. Although mabyi s a@ firawn and animated by men and situated in
stories marketed to appeal to a primarily male audience, theuhtetily have female fans
as well. Moreover, men are not the only people who draws lthaijaaers, and manga for
boys and men are not the only narratives in which such characters appear. In fact, the most
famous and higiprofile b i s tofZtheopast twadecades was created by a woman for an
audience of teenage girls. Thisi s lis@ailor Moon, and she is the star of her own manga,
Sent @ @ightng @j o Y Sgilas Moon Despite Saibidskedsi msi s
in their own reality and hawveothing to do with real flesandblood women, female fans of
the b i s hhé&gines ofSailor Moonhave claimed that these characters have exerted an
overwhelmingly positive influence on their perceptions of other female characters and of

themselves as yoig women.



109

Fighting for Love and Justice: The Female Fans dbailor Moon

To celebrate the rerelease of the origiBallor Moonmanga in English translation by
Kodansha International, a Tunmiblosted blog by the name of "Fighting Evil By
Moonlight"**” which specializes in commentary on magical ginlal h & )sahingej began
its tribute to the work with these comments on its international reception:

Sailor Moonis not only the magical girl gerisemost seminal work; its influence

reaches to the remotest genres and trends in anirdermfarAnyone involvd with

animei hentathoarding otaku, overseas translators/marketers, shatgtsaseinen

artists, everyoné hasSailor Moonto thank for the medium being what it is today. It

is hard to overstate the way that this one series revolutionized animeaage’*ff
Although artist Takeuchi Naoko did not create the "magical girl* genreS#iler Moon
series, collected in eighteen volumes over the course of the five year span between 1992 and
1997, was extremely influential in the development of the protiteraf magical girl stories,
from Cardcaptor Sakurato Pretty Cureto Puella Magi Madoka Magicasince it first
appeared in print. This is in part due to the efforts of its editaxakayoshimagazine, who
had already planned a multimedia marketing caigipincorporating an animated series and
accompanying merchandise. The true secret to the succ8sslmf Moon however, lay in
the strength of its appealing and engaging character designs.

As has been noted elsewhétethe five "Sailor Scouts"s(Ur U ) sverendedigned
according to the conventions of the "super fighting squad" @ U )genre bfdiveaction

children's television, which generally feature a fpa¥son team of colezoded warriors,

each with his or her own special power andirglian spirit. Each of the five core Sailor

97 This title is taken from the opening line of the Englishguage theme song of the North American
release ofhe first season of th®ailor Moonanimated series.

198 http://henshins.tumblr.com/post/1018019664bht write-muchaboutsailormoon-199-for

109 Allison (2006) 128, for example.
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Scouts is similarly associated with her own color and celestial body. Sailor Mars, for
example, is clothed in a uniform with red and purple accents and is able to attack using her
fire-based magical powers. Tipersonalities of the five girls are similarly encoded. Sailor
Mars has a fiery temper to match her pyroclastic fighting style; and, given the association of
fire with ritual purification, she also works asrakoat her family's Shinto shrine when she's
not attending classes or fighting evil.

Because the personalities of the Sailor Scouts were designed to be as easily
identifiable as their colecoded uniforms, they tend to fall into predictable patterns. Sailor
Mercury, for example, is "the girl with glaes" (heganekkp whose defining characteristics
are her gentle speech, intelligence, and propensity to respond to situations with slightly off
kilter remarks. Sailor Venus is a "well brougipg young lady" ¢ j @)swho is slender,
beautiful, elegant, articulate, and used to getting her way. Tall, athletic, and earnest Sailor
Jupiter could be the heroine of any number of sports manga for girls, while Sailor Moon
herself is the archetypal heroine of the geofes h @rprnoance that fills the pages of
Nakayoshiand its spinoff magazin€s?® Although her heart is in the right place, she is
scatterbrained and ditzy, often running late to school and forgetting her homé&uganie ().

She would rather play video gam#éman study, and her two primary concerns seem to be
desserts and romance. Once she transforms into her Sailor Scout alter ego, however, Sailor
Moon ceases to be the stereotypical -bmazy heroine of & h @rpneance and instead

becomes the iconic embodinteof theb i s hSfg i® strong, competent, and a good leader.

10g5ych asBessatsu FriendNakayoshi Lovelyand RunRun in which TakeuchiNaoko serialized the

manga that would become the prequeb#ilor Moon Codename Sailor VThe spinoff magazines are used

their parent company, K@dansha, to develop new ta
market fors h @pnucs.



111
She will sacrifice herself for her team and always achieves strategic insight into the
motivations of her enemies. Her magical power and her ability to win every battle stem from
her innocentspirit and her purity of heart, which makes her heir to the longHdines h @j o
characters appearing in narratives targeted at a male audience, such as the titular heroine of
Miyazaki Hayao'sNausicasof the Valley of the Wintd*

Many North American readgrof the Sailor Moonmanga have found the work to
contain themes of female empowerment expressed through its cast of mainly female
characters, its sympathetic male hero who acknowledges the strength of the female warriors,
and its narrative focus on the rmts between women. An eightegmarold blogger on
Livejournal who writes feminist commentary on popular culture under the name "Comic
Book Girl" has expressed her admiratiorSafilor Moonby stating that, not only did it serve
as her induction into theavid of manga and comic book fandom, but it also convinced her
that, even though she was playing in a cultural realm dominated by men, it was okay to be a
girl:

[Sailor Moorj is a world where femininity is not something to be ashamed of, it's the

source ofPOWER. The girls don't use their pretty clothes and jewels and compacts as

playthings to impress menthese things are all weapons against evil, and powerful
ones. They declare themSELVES pretty, needing approval from no one. Our hero
possesses all thepical "chick” attributesi emotional, tearful, forgiving, loving,
nurturing’ and she uses these attribute to triumph and kick ass. She burns monsters
alive with the purity of her love, sends out supersonic waves that shake the villains
down when she buis into tears, and her friendship and forgiveness is the most
effective superpower one could ask for. The "girly" emotions and affectations are not
something to be ashamed of or suppressed, but the source of the power these girls

wield. They don't have tamitate guy heroes at all or act "masculine” to be taken
seriouslyi girliness is just as powerfdt?

Msait@ lists a numlbeé s Hnghs difé xhaptep, I'AeGenealdgy of thec Beiul
Fighting Girl."
12 Comic Book Girl.
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For a young female reader in the ntodlate nineties, Sailor Moon and her fellow Sailor
Scouts were positive feminist role models. In a wastelandisiiey princesses concerned
only for their fathers and boyfriends, tBailor Moonmanga and anime series were a rare
oasis of female characters not defined by their attachment to men or involvement in romance.
Even after the television series was takentb& air and the otaf-print manga volumes
became almost impossible to find, knowledge of the series passed from fan to fan. As the
internet became from freely accessible to high school and college students, unofficial
“fansubs" and "scanlation§*® proliferated, andSailor Moon achieved almost mythical
quality in the annals of North American and European anime fandom.

Although the fandom reception @ailor Moonwas generally positivé** North
American academic critics found the franchise troubling.aBublapier, for instance,
observed that the Sailor Scouts were somewhat "lacking in psychological depth,” and
claimed that, "to an adult reader/viewer the girls' lack of appreciation for their marvelous
powers can be frustrating,” which suggests "a losgtetior complexity” on the part of
female characters who are otherwise more active and dyrf&hiNepier points out that
young female characters representing "wish fulfilling fantasies of empowerment,” such as the
female protagonists dfampire Princess Mu andNausicaé of the Valley of the Winglther

"lack any dark side which might make [their] personalities more interesting to older readers”

13 A “fansub” is a pirated Japandsmguage video subtitled by a nprofessional volunteer team of

translators. Fansubs are distributed through unsearchable online torrenting sites whose addresses are passed
from fan to fan at events like college anime club meetings. A "scanlation" is a scan of a Japanese manga
which is translated, edited, and lettered by a group of fans. Beforedststligital manga became widely

available on geaders like the iPad and the Kiedscanlations were hosted by publically searchable sites

such as One Manga and Manga Fox.

Al though Sait@, in his chapter detailing response
male anime fans as ridiculir®ailor Moonfor being dildish, formulaic, and boring.

115 Napier (1998) 103, 104.
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or are caught in a double bind in which their powers are dangerous to both themselves and
others'*®In fact, femée characters who are too powerful or who do possess psychological
complexity are often cast as the evil villains whomghie @hpraines must battle and defeat.
Since the magical powers of thei s Ist@m foom her innocence, purity, and unwillingness
to use her abilities for personal gain, she is thus prevented from entering the realm of adult
maturity if she wishes to renrabne of the good guys. Even if a girl is omnipotent, she must
still know her place and behave accordingly.

Kotani Mari thus understands the conceptbof s hagpetnging to "the female
culture' imagined by patriarchal society’In her essay "Aén Spaces and Alien Bodies in
Japanese Women's Science Fiction," Kotani argues that it is difficult to find feminist agendas
in contemporary Japanese science fiction. Male writers often characterize the feminine
sphere as an abject other by rendering iteiiser subhuman or uncannily superhuman.
Female writers of science fiction, on the other hand, "tend to focus on vivid ralatighter
conflicts,” with the mother being as monstrous as anything taken from-auiilered
narratives of combat and violent& Although the work of writers such as Hikawa Reiko
and Matsuo Yumi reflect an expanded range of social roles for women, Kotani still sees an
emphasis on the role of woman as mother in the science fiction of female writers in the
seventies and eighties. Fdhese writers, motherhood provides possibilities for the
exploration of shared homosocial experience, but Kotani contends that, as empowering as
female homosociality can be, the focus on motherhood still confines an understanding of

femininity within the Imits of patriarchal expectations. By the ninetissh #hpod had

M1 Napier (1998) 99.
117K otani (2007) 54.
118 bid. 48.
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joined motherhood as a discursive space for exploring female identity, but Kotani finds the
s h Qouliire represented by writers and artists such as Arai Mokoto and Hagio Moto as
confiningas the literary culture of motherhood. The very concept bf@dg defined through
patriarchal constructs such as female virginity and the inevitability of heterosexual marriage;
and, as a result of its patriarchal origins, the concept lof@dg oftenconnected to the trope
of the monstrous feminine common in maléhored science fiction, even in the work of
female writers. In manga especially, Kotani argues, the recurring conflict between older and
younger often renders the older woman, who is sexuatperienced but not sexually
available, as monstrous. Meanwhile, the younger woman, who is sexually inexperienced,
matures from an innocesst h @yho needs to be protected by a father figure into a more
matures h @p the cusp of sexual availability. Ifsah @jows too powerful, however, and
if her magical or psychic powers are too obviously "a conduit for anger and oppressed female
sexualty [...] the more she is hunted" as a monstrous abnorm&liBuen in the most radical
of science fiction narratives in literature and manga, then, the two most dominant roles, the
mother and the h Qgreostill governed by their relation to male sexyalit

Anne Allison views theb i s hof Badlor Moon as conforming to patriarchal
expressions on a visual level as well. Unlike she dbhtaiteams on which they are based,
"who don similar unisex uniforms when morphed [into superhergatheroes tend to strip
down in the course of empowerment, becoming more, rather than less, identified by their
flesh."*?° Allison also references the long legs and miniskirts of the transformed warriors

when she mentions that, among certain circles mdden, Sailor Moon"is also read as a sex

19K otani (2007) 58.
120 Allison (2006) 129.
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symboli one that feeds and is fed by a general trend in Japan toward the infantilization of
sex objects*®! Indeed, the sailor costumes of the original marfgigufe 2 have been
transmogrified into fetish fueFgure 3 for male fans, who have portrayed the Sailor Scouts
in every sexual situation imaginabledn@j i amdsdm online image boards such as Futaba
Channef-*

Shallow characterization and short skirts alone do not make a work inherently sexist,
howewer. As demonstrated above, female fahef the series found the costumes of its
heroines an appealing and empowering symbol of youthful femininity. Furthermore, as both
the manga and the anime series progress past the first plot arc, Sailor Moon and her fo
friends are allowed to develop their individual talents, personalities, and bonds between each
other. An openly lesbian couple joins the team in the form of Sailor Neptune and Sailor
Uranus, and a transgendered trio of celestial warriors known as tloe S@rlights aid
Sailor Moon during her final battles. Nomrmative sexual identities aboundSailor Moon
as demonstrated by the loving and affectionate gay couple who serve as generals in an evil
army, as well as supporting characters who falbiwelacross species boundaries. Although
such relationships were narormative in the Japan of the nineties, both the anime and the
manga versions dbailor Moontreat these relationships and the characters involved in them
in a naturalized manner. In thisay, Takeuchi Naoko, managed to subvert the conventions of

the s h @mamga that runs iNakayoshi which features heteronormative high school

2L Allison (2006) 133.

122 http://www.2chan.net/

123 And more than a few male fans as welleteransh? j manga translator Matt Thorn calls the series a
"miraculous asset" to the development of a manga readership in North America (Thorn 2011).
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romance, as well as the conventionddf s Ha@tasy stories, which tends to focus a single
female character witno strong relationships to other women.

Sailor Moonthus challenges Azuma's "database model" of narrative consumption
while severely problematizing bfaickifaoters. und
Although fans of the series continue to ceedan works and collect all manner of
merchandiseSailor Moon conforms to the conventions of genre only to later turn them
upside down and does not allow its fans to become comfortable in a cocoon of recycled
narrative and character tropes. Also, althoughous fanworks have demonstrated that male
fans (and more than a few female fans) have been sexually titillated by the long legs and
short skirts of the Sailor Scouts, fans of both sexes have engaged with the work and
transformed its characters from@mh e obj ects of pol ymorphous
of riariti to role models for fans and creators on both sides of the Pacific. As Brigid Alverson,
a professional editor of Japanese and American graphic novels writes on the cultural and
artistic influence of the series, "Today, there are more female comics creators, working in
more different styles, than ever before, and many of those creators got their start reading
manga- and drawing their own. Sailor Moon not only saved the world, it seems, eshieatr
a new one*

For many of these new creators, however, the anxiety of influence generated by
Sailor Moonwas a heavy burden to bear. Althoughilor Moonoverturned the tropes of
s h @gmance andb i s Ha@tasy, it popularized the tropes of thex h @ gehrél jindhe
wake of a truly transformative work likeailor Moon the effects of Azuma's database model

went into overdrive as merchandisearding otaku, inspired female atf, and anime studio

124 Alverson.
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executives started mixing and matching the elemenBaibddr Moonand the various magical

girl titles that had preceded it. Derivative manga, such as Yazawa\Neaedding Peacland
Tanemura Arins Ka mi k az e K,asprang@ upJinmediatelye while popular anime
franchises likeT e n ¢ h i quitkly yiedeloped magical girl spoif series. Most of these
new magical girl series merely regurgitated different aspecaitdr Moonin an endlessly
looping cycle of character tropes and pletvices. ThankfullyMagic Knight Rayearthone

of the very few magical girl series from this period to survive without ever going out of print
in Japan or North America, effectively broke the cycle of narrative consumption and

reproduction, both for itsreators and for its audience.

It Can't End Like This: Breaking the B i s hM@lp in Magic Knight Rayearth

The serialized fantasy mandgéagic Knight Rayeartt{Figure 4 ran in Nakakyoshi
from November 1993 to February 1995. In order to capitalize on the success of the magical
girl seriesSailor Moon the magazine's edit® hired the fledgling creative team CLAMP,
whose debut serieRG Vedawas enjoying a successful run in a monthly Shinshokan
publication calledwings which also targeted an audience of teenage Girlske Sailor
Moon, Magic Knight Rayearthis as h @hjama featuring many conventions of the magical
girl genre. Its three heroines are garbed in fantastic school uniforms that undergo a series of
transformations as the girls become more powerful. Also, like Sailor Moon and her friends,

the heroines oMagic Kright Rayearthare able to attack their enemies and heal their injuries

125 For information on CLAMP's debut, s@dl About CLAMP205, 219. Darkhorse Comics editor Carl
Hom's essay "Swords and Sorcerghojo Style" has more information on how CLAMP was scouted by
Kddansha editor Ilrie Yoshio, who alakaywshir ecruited Tak
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with flashy elemental magic spells. The work draws clear influences from other genres as
well, such asmecha(giant robot) action and fantasy adventure. Over the course of their
adventues in the fantasy world of Cephiro, the three girls must revive three giant robots
calledmashin which will aid them in their final battle against thashinof their enemies.
The swordandsorcery elements of the title seem to be borrowed directly Ssom@n e n
adventure series such 8aint SeiyaandThe Slayersand the manner in which the weapons,
armor, and magic of the three heroines "level up" (in power) through the accumulation of
battle experience is drawn from rgdaying video games such Bsal FantasyandDragon
Quest AlthoughMagic Knight Rayeartlseems to have been shaped from a combination of
elements drawn from genres targeted at B&iss ornate artistic style and narrative focus on
the friendship of three adolescent girls places theionly in the realm ok h @hjammga.

The character tropes represented by the three heroines of the series also resonate with
the traditions o6 h @hjamga. Hikaru, the leader of the team of fourtgearold warriors, is
characterized as puteearted and innocent. She neveritiagss to help her friends despite the
danger to herself, and she trusts others implicitly. No matter what the perilous circumstances
the girls find themselves in, Hikaru's hope, trust, and naivety are unflinchingly portrayed in a
positive light, just asisnilar qualities are irSailor Moon Umi, a longhaired beauty, is an
0 j @ $ramna rich family. As such, she is used to getting her way and more willing to

guestion her circumstances and the motivations of others. Instead of being portrayed as

126 At least, such genres tended to be targeted at boys before th@netiés. Due to the widespread
popularity ofb i s hptdpedies likeSailor Moonand Magic Knight Rayeartramong a young female
audience, however, such genres came to be marketed towards girls as well. This demographic marketing
trend can be seen in tipervasiveness of the androgynous and kangeds h @ajt style, the proliferation

of attractive male characters, and an increase in prominent female characters in the anime, manga, video
games, and light novels of the late nineties.
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experienced and savvy, however, Umi's skepticism comes off as foolish and &inatty;
endangers her two friends and must be gently put back into line by Hikaru's emotional
gener osi tmeganekkinf the group. Mesuch, she is demure in her interactions with
other characters and speaks in an unusually formal and polite mahneriFs enr ol | e
prestigious middle school in Tokyo, and the other characters comment on how intelligent she
is. Although FI does indeed manage to solv
Cephiro, her common sense and deductive skills amatch for the pure heart and magical
intuition of Hikaru. Like Sailor Moon Magic Knight Rayearttvalorizes girlish innocence,
trust, and emotional openness. All obstacles may be overcome by the power of the friendship
between a small team of teenage neas, whose battle prowess derives not from training or
innate skill but rather from the purity of their hearts.

Hi kar i, Umi , and FI are summoned from T
fellow s h @Princess Emeraude. The opening page of the manga presents the reader with a
single glowing flower suspended in space. At the heart of this flower is a youngitbir
long, flowing robes and hair. The following page reveals that she is crying. "Save us"
(tasuketg are her first words; and, as she summons the Magic Knights, a beam of light
emerges from an enormous glowing jewel that ornaments the circlet she weadsamatic
two-page spreadr{gure 5, the girl looks directly at the reader, still entreating someone to
"save us." This girl is Princess Emeraude, the "Pillaashirg of Cephiro who supports the
world with the strength of her will. In Cephiro, ®is able to magically transform the world
according to the power of one's will. Emeraude, who possesses the strongest will in Cephiro,

maintains peace and stability through her prayers. Unfortunately, since she has become the
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captive of her high priesthamposing man in black armor named Zagato, Emeraude is no
longer able act as the pillar of Cephiro, and the world is crumbling. She thus summons the
three Magic Knights to save her and, by extension, Cephiro.

Princess Emeraude is a quintessesstil @$he is delicate, fragile, and beautiful, just
like the flower in which she is imprisoned. She is gentle and kind, yet possesses a great
strength of will. Her undulating robes and hair associate her with water, and it is suggested
that she is impristed beneath the sea. Like water (which is often associated with femininity
in anime and manga), Emeraude is outwardly weak and attempts to exert her will through
nonviolent methods. Her wide eyes, which are often brimming with tears, reflect the open
and wguarded state of her interior world, and she innocently trusts the Magic Knights while
still attempting to see the goodness within the man who has supposedly imprisoned her.
Princess Emeraude is similar in both appearance and disposit®ailéo Moors Princess
Serenity Figure 6, who also embodies tiseh @deal of gentle compassion.

On the opposite end of the spectrum from the childlike Princess Serenity is her arch
nemesis, Queen Beryl. While Princess Serenity rules passively, inspirirsgilfjects with
her compassion and virtue, Queen Beryl is hungry for power and has wrested control over
Princess Serenity's Moon Kingdom through political machinations, deceit, and powerful
magic. By the opening d@ailor Moon Beryl has focused her attesris on the neighboring
planet of Earth, where she sends her generals to subdue the populace and gather energy tha
she will use to awake an even greater source of magical power. The first time the reader sees
Queen Beryl in the second chapter of ®a&lor Moon manga Figure 7), she is in her

audience chamber disciplining the general who had previously been defeated by Sailor Moon.
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Unlike Sailor Moon, who is later revealed to be a reincarnation of Princess Serenity, Queen
Beryl is in no way girlish. She & mature woman, and her flbdied figure is wrapped in a
seductively alluring dress. In either hand she wields a phallic symbol of power, and her male
general bows before her. In direct contrast to the enormous eyes of Sailor Moon and her
teammates, QueeBeryl's eyes are narrow and shaded. It is Queen Beryl's lack of innocence
that marks her as evil just as much as her adult sexuality and aggressive wielding of political
and military power. The value systems represented by Queen Beryl and Sailor Moon can
exist in the same universe; and, in thé @Agntasy ofSailor Moon the universe belongs to
the woman with unguarded eyes and a pure heart.

In the last chapter deautiful Fighting Girj] Sai t @ Tamak.i expl ai
forms [...] seduce and bewitch us with their uncompromisingréiggality. They may not be
able to portray ‘complex personalities,' but they certainly do produce 'fascinating types.' The
beautiful fighting girl, of course, is none other than one of those typeariother primary
type is the demonic older woman, tHeadow cast by the unrelenting purity of thé s h @j o
As a psychoanal yst, Sait@ identifies this
"used to describe a woman who behaves authoritatively. The phallic mother symbolizes a
kind of omnipotence and perfectiolf*Words like "omnipotence” antperfection" just as
easily describd i s fci@jaders such as Sailor Moon; but, in the realm bf Znjanga,
these qualities become signifiers of danger and villainy when applied to adult women. The
concept of "phallic” is of course threatening, buttso is the concept of "mother." In her

discussion o h Zhormr manga, Hiromi Tsuchiya Dollase notes a clear trend concerning

2saityg 146.
128 | pid. 159.
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the abjection of the mother, especially through the narrative eyes of daughters, who "have
seen the struggle of their mothersdathe tragedy that they endured in patriarchal
domesticity.*?° For a teenage female audience, an adult woman is both a frightening and
pathetic creature. Her adult body is useless in the heterosexual economy of desire, her anger
and frustration can changeothing, and any power she wields is unreliable and often
misdirected. For such a woman, who has lost both her innocence and emotional clarity,
"phallic" power is a dangerous thing that dooms her to the almost certain status of
villainhood.

The three heroies ofMagic Knight Rayeartimust fight two such women in order to
save Cephiro. The first of these women, AlcyoRr&yre 8, is a twisted perversion of
Princess Emeraude. Like Emeraude, Alcyone is associated with water, and the reader first
sees her emging from under a waterfall. Her long hair and cape cascade around her body as
Emeraude's do. Alcyone has a large circular jewel ornamenting her forehead as Emeraude
does; and, like Emeraude, she possesses and strong will and is skilled in the use.of magic
Unlike Emeraude, however, Alcyone is evil and must be defeated by the Magic Knights. The
primary difference between Alcyone and Emeraude is that, while Emeraude is portrayed as
an innocent child, Alcyone radiates adult sexuality, which is apparent inmekealing
costume and condescending flirtation. Alcyone attacks the Magic Knights on the orders of
Zagato; and, after the Magic Knights vanquish her, they learn that she has done everything
from developing her power to aiding the downfall of Cephiro bseeahe is in love with him.
Alcyone, a sexually and emotionally mature woman, is thus characterized as evil simply

because she is in love with a man despite the fact that she is no longer an innocent and

129Dollase (2010) 65.
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virginal s h @The long, jewetipped staff that Atyone carries and the ornamentation on her
armor mark the character as a phallic mother, or a powerful woman who is ultimately
rendered pathetic because of her inability to successfully wield her power and attract the
attention of the man she desires.

In the final pages ofMagic Knight Rayearth Hi k au, Umi , and
Emeraude herself, for Emeraude is also in love with Zagato. Because she has fallen in love,
Emeraude's purity of heart and strength of will are compromised, and she can no longer act
as the Pillar of Cephiro. Since no onedephiro can kill her, and since she cannot kill herself,
she has imprisoned herself and summoned the Magic Knights so that they may save Cephiro
by destroying her and thereby releasing her from her responsibilities, for it is only with her
death that a ve Pillar can support Cephiro. By falling in love with a man, Emeraude has
renounced her sexually untaintech @jatos. When the Magic Knights finally find her, the
princess no longer appears as a child but instead displays the body of an adult woman
(Figure 9. Emeraude's adult body represents both her personal selfishness as expressed by
her wish to devotedrself just as much to her personal desires as to the welfare of the wider
world and her willingness to use her immense power in order to achieve her "selfish" goals.
The twopage spread in which the reader first encounters Emeraude as an adult mirrors the
scene in which Emeraude first appears as a child. Emeraude still floats in a watery space, and
she completes her first phrase, "Please save us" with the target of her plea, "Magic Knights."
Instead of appearing metaphorically as a flower, however, Emssaiudl body is displayed,
and her white robes are encased in black armor. Emeraude has thus been transformed into a

phallic mother like Queen Beryl and Alcyone, and the tears in her eyes represent her anger,
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an impure emotion that is ineffectual agaitis¢ combined powers of the Magic Knights,
who are doomed to succeed in carrying out their mission.

The demonic phallic mother is thus defeated by the -paegtedb i s h @ o
outcome that would never be in doubt to a gesarevy reader. IlMagic Knight Rayearth
however, a happy ending is not forthcoming
have done, and the manga ends abruptly with their realizatiohe Inlosing pages of the
story, Princess Emeraude dissolves into light, and the three Magic Knight are suddenly back
in Tokyo, crying in each other's arms. The manga closes with Hikaru screaming, "It can't end
like this!" (Figure 10, and yet it does endkk this. Youth and innocence have defeated
maturity and adult sexuity, as per the conventions bf @gmance andb i s Ha@tasy, but
no one is happy. In fact, this outcome is quite traumatic for both the victors and the reader
who has witnessed their victory. By upsetting the reader, CLAMP also upsets the narrative
cycle in which character tropesdstory patterns are endlessly recycled. In its antagonistic
and confrontational dynamic between virgisalh Zgna sexually mature womeivagic
Knight Rayearthmimics thes h @gnmnce and i s Hadtpsy that has come before it in
series such aSailor Moon However, by representing this character dynamic as tragic,
CLAMP critiques the misogynistic tendency in anime and manga to villainize older women
who possess both sexual maturity and political power.

Just as female fans o®ailor Moon are able to ihd messages of feminist
empowerment in the series instead of polymorphously perverse possibilities for sexual
titillation, female creators like CLAMP are able to stage feminist critiques ofwesddl

sexual economies of desire within their applicatiogefdered narrative tropes. Therefore,
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when cul tur al theorists such as &t suka,
themselves in fantasies that have nothing to do with the real world, they acknolwledgeh @) o
series likeSailor MoonandMagic Knight Rwyearthbut fail to take into account the female
viewers, readers, and creators for whom fictional female characterotaremoved from
social and political realities. Such theorists take the male gaze for granted, and their readings
of anime, manga, vi&b games, and light novels, as well as their opinions concerning the
communities of fans that consume them, are therefore phallocentric. The ideology supporting
the passagefdhe Tokyo Youth Ordinance Adiscussed at the beginning of this chapter also
sufers from the same paradigm of "men as consumers, women as consumed" that severely
limits the narrative theories of phallocentric observers. Within the communities of women
who consume and produce popular narratives, however, the female gaze is akvelland
This female gaze not only allows female readers to see celebrations of empowered female
homosociality in works that would otherwise be dismissed as misogynistic, but it also serves
as a critical tool for female creators such as Takeuchi Naoko andM@LAvho seek to
overturn clichéd tropes and narrative patterns both as a means of telling stories that will

appeal to an audience of women and as a means of feminist critique.
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Figure 1

The introductiorof the fourteeryearold Tsukno Usagi, who will soon becongailor

Moon. Usagi is running late to school, and stinigs that's she's "a bit ofcay baby."
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Figure 2

The costumes of the teenage Sailor Scoutdeamated with bows and jewelrgind the
school uniform themed outfit comes equipped with a short skirt.
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Figure 4

The cover of K@dansha

of Magic Knight Rayeartin

separate volumes (a n k)@ b o n
The covers of these three volumes
don't display the Magic Knights with
their weapons and armor but rather
depict them as schoolgirls surrounded
by fantastic creatures suchpsies

and mermaids.
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Figure 3

Ad @j ifeatsiring three of the Sailor
Scouts (Moon, Jupiter, and Venus) in
explicitly pornographic situations. In
such fanworks, the Sailor Scout
uniforms become a means of fetishizing
the bodies of the female characters.
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Figure 5(top) andFigure 9(bottom)

Princess Emeraude in the opening and closing paddagit Knight Rayearth
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Figure 6

The angelic and pethearteds h @jjieen Serenity frorBailor Moon
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Figure 7

Queen Beryl prepares
to punish one of her
generals for his failure
to defeat the Sailor
Scouts. Telling him
that he has failed twice,
she informs him that
he must "face the
cons@uences."

Figure 8

The sorceress Alcyone responds to

Zagato's command to hunt down the
1 TR IR Magic Knights with a selassured

Ll f b o "As you wish."

)
i
M
ty

v
e

4

;"‘M; I ;‘ “B’



132

Ay RS> (LES

7%
= T

M"f N A 7%

il
£\DD (1 A8
‘”{:,1; i“‘,f‘v

’!I” "\'llll‘l'.,

‘\"\ \':"' \ \\*. ey
Al { ‘\\1'&\‘&_\ AN :

®eEND @

lf
I
Figure 10

The final page oMagic Knight RayearthAfter finding herself and her friendsck in
Tokyo after defeating Princess Emeraudiéaru screams, "It can't ediéte this!"
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CHAPTER FIVE

The Maiden and the Witchh CLAM P's Subversion of Female Character Tropes

The four main publishing genres of manga are defined by the demographics
their readership. The two most popular gensesg nanas h Jgreotargeted at boys and
girls respectivelyJoseimanga is written foolder teenage girls and adult women, while
seinen manga is designed to appeal to men. Each broad demographic genre has
subcategories further tailored to more specific ages and interests of its readership, and a
certain amount of manga published by bottgéaand small presses falls outside of
conventional demographic genré®) Nevertheless, demographic genre influences
everything from advertising to bookstore layout to editorial policy, not to mention
narrative pattern, character development, and reliamgeendered genre tropes.

Although many manga artists specialize in one particular genre, CLAMP is
remarkable in that the group has serialized manga in magaangesed at all four of the
major demographic genres. Regardless of genre, howbearwok is characterized by
its prominent female chacters. Two of theiseries, Tsubasa: Reservoir Chronicla
s h @ manga,and xxxHolic a seinenmanga, feature an innocent teenage girl and a
jaded adult witchas their respective main characters. Thege series, which were
serializedsimultaneouslyduring the first decade of the twefigst century incorporag

intersecting plots and numerous crossover elements. The two manga are closely related

WExamples of such manga woul d Shl kiahne Kagezihéemsd ser i al
S h @ g a k Gekkam IKKdmagazine, although such series can be considered to be categoseineas

manga (as demonstrated byithJapanese Wikipedia pages). Another large body of manga that does not

fall into the four main demographic genres is childrelklém@ manga, which includes titles such as the

perennially populaDoraemon Frederick Schodt'®reamland Japarhas more iformation on manga

magazines, demographic genres, and publishing categories.
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on a thematic level as well, #& younger woman and the older wonsanve as foils to
each other not simply throughanga's storiebut also through thenarrative nodes of
storytelling. This chapter will examine tlobaracter tropes associated viitle young girl
and the older woman within the two manga through a reading of the stories and images
used to portray thenBy subverting these tropeSLAMP transcends migynistic genre
stereotypes in these two series while offering an alternative avenue for female
empowerment. In a broader context, the group queers the very notion of demographic
genre by casting the representativessoh @ nmanga andseinenmangaas femad
charactersin order to provide context for a reading of these manga, it is important to
discuss thes h @Gtjaditions regarding female characters that CLAMP incorporates into
theirs h @ mred seinenseries, along with the larger narrative patterns framchvthese

gendered tropes originate.

Pure Hearts and Sparkling Eyes The Rise of theS h @] o

The first wave ofs h @manga was heralded lifle emergence of the weekly
magazineMargaret in 1963. Although manga featuring prominent female protagonists
hadappeared befor€’ they were largely the province of male artists. The editorial staff
of Margaret, however, cultivated the talent of female artists, which resulted in the rise of
a generation of talented women such as lkeda Riyidikgio Moto, and TakemayKeiko
in the early seventies. The manga created by these ,astists ad/ersailles no bargThe

Rose of Versailles)T @nmao s [ThenHeaft of Thomas), arithze to ki no utdThe

131 One of the most famous of these pretd @n’a[ugais Tezuka OsamuRibon no kish{Princess Knight),
which was original |Sh @jeamaGdtinethetvden 1953 akdA856.n s ha' s
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Song of Wind and Trees)eaturedwillowy and ornately costumed young women (and
effeminate young méff) searching for love and purpose. These characters were visually
characterized by theilound faces and their enormous, sparkling eyes, so much so that
Kanako Shiokawa writes, "if one was uncertain as to who the main character was, the
ground rule dictated that she was the possessor of the largest and the starrié&tlayes."
s h ¢haoga, larg eyes g connected to notions of innocence and vulnerability, traits
reflected in the dress of these characters, which strategically covered-angllasized
their breasts and higé’ The love pursued by theseh Z@nd their male counterparts)
was "pue” in the sense of not being tainteddmertsexuality or selfish motivesuch as
political or economic gaih® Since the seventie)edemographigenre ofs h Ghjamga
has emerged as a major publishing category, with numerous magazindsKikgoshi
Ciao, andRiboncontinuing to market love stories to an eager audieh¢eenage (and
"tween" age) girls

During the late seventies and eighties, male manga artists and animation directors
began to incorporatthe trope of the puteearted andnnocent yaing woman into their
own work, and the magica h Zheaame a staple of Japanese popular culture in the
nineties. Susan Napier cites therceived liminalityof these young female characters as

adding to their appeal, part of which is "the fact that many Japanese are able to project

132 Such young men are stylized ash @ikeothrough artistic conventions common to the visual
charactezation ofs h @thavacters, such as large eyes, ornately styled hair, and a more "girlistd-face
body ratio. Watanuki, the male protagoniskrkHolic, is a contemporary incarnation of such a character.

133 Shiokawa 101.

134 Frenchy Lunning unpacks thgendered implication of this clothing style in her essay "Under the
Ruf fl es: Sh@jo and the Morphology of Power , " in
vulnerability characterizes such outfits as feminine.

135 This literary construct, knowrs jun ai (pure love), saw a recent revival with the publication of
Kat ayama's 2801 GaveS ke k a i no c hdkebitiamslatddeas Soerdtes in Lose).

w
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issues of identityconstruction onto the attractive and unthreatening figure of the
s h @3t the unstable social and economic climate of jodtble Japan, "the iconic
figure of a vulnerable young girl, either fighting back or internalizing various dark
psychological prolems, may have had particular cultural resonariteNapier thus
identifies the trope of thénnocents h @gs a central figure in manga and anime,
representing freedom, growth, and change in the face of rigid adult masciifighe
states that, "in contgmorary Japanese society, girls, with their seeminglyatibrphous
identities, seem to embody the potential for unfettered change and excitement that is far
less available to Japanese males, who are caught in a network of demanding workforce
responsibiliies."**° It is therefore not surprising, continues Napier, that writers and
animators usehis character to represeissues surrounding the cangtion of personal
identity. Although manyg h @hgraines find themselves facing seemingly insurmountable
conflicts in confusing and unstableorlds, they are always able to find a way to grow,
progress, and achieve some sort of victory. Furthermore, many heroines, most notably
those of director Miazaki Hayao, possessharacteristics commonly associated with
masculinity, such physical strength, a mastery of technokyy astute political acumen,
which allov them to negotiate the boundaribstween male and female identities
According to Napierthe fluidity of the adolescents h @kjody is more open to the

projection of identity than the perceived rigidity of the male body, and |&lhidity

136 Napier (2005) 150.

137 Napier (2006) 297.

138 Thes h @9 adlifferent character typeah theb i s Hdigtjussed in the previous chapter, although there
is significant overlap. In terms of visual characterizatios, la @5 nwre childlike, while & i s tis@hpre
overtly sexualized.

139 Napier (2005) 149.
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renders it amore appropriate vehicle for the formation of male subjggtiwithin
contemporaryarratives.

Sharalyn Orbaugh draws ondeo game theory to make a similar argument in
"Busty Battlii Babes: The Evolution of th& h @if ©990s \isual Culture." Orbaugh
states that, although the audience that enjoys the-gfuging, swordwielding adult
women of manyaction narratives can benderstood to be primarily male, this male
audience is encouragéldrough a subjective narrative viewpototenter the bodies and
identify with the gendered physical experiences of female protagonists. Orbaugh cites
several Japanese social critics as riigy the postmodern experience as essentially
feminine, and she calls this trend "cognitive transvestism,” or "a -geosger
identification or disguise for the purpose of exemplifying or thinking through a social
conundrum.**®Orbaugh connects this procesith Carol Clove's central thesis iMen,
Women, and Chainsawwhich is that horror films "reveal in unmistakable terms that
men are quite capable of feeling not ordy but alsothrough female figures, the
implication being that they have always dowe although the traditional disposition of
sex roles on screen has allowed the male spectator simultaneously to steal and deny the
theft."'*! Like Clover, Orbaudy concludes thaan audiene figured as male can only
identify with a female chacter so long ashe remains a phallic virgin, or a girl still
untainted by the physical aspects of heterosexual love and thus still open as an object of
male identity projectionAccording to this line of thinking, the h @ess ofs h dhus

presumably serves the ingsts of male creators and audiences, not actual women.

140 Orbaugh (2003) 206.
11 1bid. 235.
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Moved by a Male Hand:Bish @ jn dapanese Animation

S h @g¢haracterstend to operate within a patriarchal frame of referetics
locatesthem squarely within eminine ealm of "dreams” or "thpast associated with a
liminal and virginal identity on the cusp of sexual availabilithgomas Lamarre takes this
association one step farther by demonstrating how anime directors such as Miyazaki
Hayao associate feminine bodies with the -@amtesian ath pretechnological. In his
preface toThe Anime Machine: A Media Theory of Animatiblamarre argueshat,
althoughthe vast majority of anime scholarship in the West has found its purpose in
explicating the cultural aspects of Japanese animatioroacer philosophcal dimension
may be added to thiapanese animatidoy drawing on the work of cinema thest Paul
Virilio . Virilio sees the ballistic perspective of cinema as representing a view of modern
technology that encompasses concepts of dominanastery, and destruction. For
Virilio, the cinematic camera puts the vievgeeyes into the speeding train, bullet, or
bomb, thus forcing an audience to adapt a perspective of hyperspeed and
hyperinstrumentalization far removed from the human level. Bedheseel layers of
traditional animation make this sort of viewpoint difficult to express, however, Lamarre
posits anime not asmematic but rather as animatio. other words, animation directors
can usethe animetic intervalor the movement of charactebetween different the
surfaces of cel layers (as opposed to movement through deptbppose the sort of
modernisticcinematism described by Virilio.

Even as Western animation studios have developed techniques such as closed

compositing (moving albf the layers of an image at the same time), which help to create
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the illusion of speeding into the depth of an image, Lamarre argues that many Japanese
anime directors have resisted them in favor of open compositing, wheskerpes the
animetic intervaby not hiding the gp between the different lay&tsand encourages a
degree of crative play with the camera ithe perspective expressed through the
drawings Lamarre'sdescription of aniration technology circles sicentral argument:
Because anime opeeat (and thinks) at the level of the moving image, we need to
understand how its themes and stories operate from the level of the moving image.
It is here that we can begin to understand how anime might enableiraatic
critigue of the modern technologitaondition through its negotiations with and
struggle against the ballistic logistics of perception (cinematism or hyper
Cartesianismj*?
Therefore, by understanding the physical technology of animation and the formal artistic
and cinematic devices gendered by this technology, we can understand how animation
directors use (or do not use) this technology to stage a philosophical and ideological
critigue of technology at both a diegetic and an ediegetic level. In the work of the
directors Lamarraliscusses inmrhe Anime Machinesuch a critique is often expressed
through the treatment of female characters and female bodies.
Lamarre tests this argument with a visual reading of the films of Miyazaki Hayao,
whom Lamarre quotes as stridently ist81g cinematism, which the directassociates
with war and violence. Althougltwo of Miyazakis early films,Kaze no Tani no
Nausica&(Nausicazof the Valley of the Wind1984) andT e n k1 no s@asteo Lap.!
in the Sky,1986), feature many scenes afaracters flying or falling through the air,

Lamarre argues that the viewer never shares their point of vidveyagoomn towards a

destinationthe viewereither glides along beside them or watches them fall or run from a

1425ee Lamarre p. 362 for illustrations of what open compositing is and what it looks like on screen.
143 Lamarre 11.
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set perspective. Instead afentifying with flying machinesthe audience is encouraged
to identify with the human beings operating the machines, a perspective that Lamarre
views as demonstrating a distinctively humanistic relationship to technology. Miyazaki is
not so naive as to jext technology completely, argues Lamarre, but the director does
enmurage his audience taew it in a different waythrough his manipulation of the
animatic camera

One of the moreinteresting aspestof this line of inquiry is Lamarie
examination © Miyazakis use ofbodies, espeally in their relation totechnology.
Lamarre discusses the use of the technique of rotoscoping (thelyeirane tracing of
images of liveaction actors) in Western animation, as well as the decision of many
Japanese ictors of animation to instead employ limitednation, which isprimarily
characterizedy a lower framegpers econd rate of movement. Lan
ani mator &t suka Yasuo as expressing how
expression ovehow the body moves, allowing them to exaggerate itstriess or
solidnessAlthough limited animation may risk appearing cartoonish, Lamarre associates
full animation with themodernisticevils of cinematism, stating that "full animation
promises to foldhe animetic interval back on itself, making for a substantial body with a
substantial relation to the world* The heavier bodies of characters represented by full
animation appear to transcend their world and are able to move easily through it while
freely manipulating everything within it. On the other hand, Lamarre believes that the

bodies of characters represented by limited animation seem to float weightlessly between

144 amarre 73.
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the layers of the frame and are therefore more responsive to their environmembria a
humanistic relation to their worfd?

The relationship between animated body and animated environment is not equal
for male and female characters, however. Lamarre references Miyazaki in arguing that,
because the desires of male characters areetenand goabriented, they interact with
their environment by exerting their bodily strength on physical objects. Male characters
therefore act directly, whereas female characters tend to affect their world indirectly,
through telepathy or magic. Regaseof whether girls are ndaechnological (through
their use of magic) or hypdgechnological (through their use of technologyt thppears
to be magical), Lamarre believes that, for female characters, technology is more of a
physical condition than it ian ability, as it is for boysin other words, this animetic
discourse of technology echoes the phallocentric idea the males are physical and rational
while females are emotional and mystidadmarre concludes that Miyazakiemphasis
on female charactemositions technology outside of the "modern” paradigm of problems
and solutionsrepresented by male charactarsd orients it instead towards @anate
condition, which must then be cured by the female:

She embodies the technological conditi@ifords sévation or releaseand

appears as the new god or new paradigm to give constancy to a new

understanding, a new way of living with technology, a new rootedness. This

places quite a burden on the young girl, who must become akin to a god or savior
of animatbn technologie$?°

145 amarre uses the character Sheeta fraputato demonstrate how the girl, who has the ability to float
weightlessly througlhe air, provides a juxtaposition against the awkward and bulky airships and war
planes piloted by the film's male characters. Lamarre discusses Sheeta's movement through her animated
environment in depth in Chapters 7 and 8.

146 amarre 84.
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Lamarre states that this gendered arrangement of animated physicality repeats the
common duality of female as passive and physical and male as active and intellectual; but,
as the female characters form the center of the delight annaedderives from the
movement portrayed in animation, they also represent the humanistic hope and possibility
expressed by animetism and limited animation, which transcend the Cartesian
perspectivism inherent in more cinematic visual narratives.

In the third and final section ofhe Anime Machine"Girl Computerized,”
Lamarreanalyzes the 200tlevision serie€hobits an animation based on a manga by
CLAMP that was serialized in thgeinenmanga periodical¥oung Magazindetween
2001 and Q02. Lamarresees the gynoid protagonist of the series, Chii, as reminiscent of
the main female characterskashigi no umi no Nadi@Nadia: The Secret of Blue Water,
1992) andLaputg asher innocence contains a mysterious power of potentially world
destoying proportions. While both Nadia and Sheeta have kgotinological pendants,
however, Chis entirebody is hypeitechnological, so she cannot remove herself from the
possibility of a mechanized worldy simply taking off her necklace #ise two huma
girls can Lamarre argues thah gynoid narratives lik€hobits thes h Zhasathus gone
from controlling great power to becoming a weapon of mass destruction herself. The
responsibility for this power therefore rests in the hands of Hideki, the nmakgpnist
of Chobits who effectively owns Chii. Lamarre connects this story to a broader pattern of

"boy lives with gynoid" narrative&?’ which he sees as normalizing solipsistic male

147 Such narraties includeDen'ei §1 @j(1892),Bann @ lekomusemd1898), Hando meido Mei
(2000), andviahoromaclikku (2001-2003). Many of these animated series are based on manga, although a
significant number are based bri s lyaresoin which the player's objeetiis to court one or more of the
attractive young women who surround the male playaracter.
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mechaphilia through sentimentalism. Referring to Lacanian theoriesexafalgy,
Lamarre readshis scenario as an onanisperversion of endless substitution for an
actual woman. The result of this perversion for Chii, thewoman, is that her reality is
entirely malecenteredasvarious visual devicegure the nmale assubjective while Chii
is figured as an eteal object throughout the animeheaeforg if subjectivity in the films
of Miyazaki is posiCartesian, then that a@hobitsis postLacanian, a "perversion of
male perversioni*® Lamarre's readingighlights thelimitations and inconsistencies of
female characters without unquestioningly valorizing them as paragons of female
strength and empowermerdyt it fails to take into account a female view or feminist
interpretation of these characte®eholars suclbonnaHaraway and Livia Monnet have
suggested numerous mphallocentric readings of ndmman wome,**° but Lamarre
marginalizesfeminist posthumanism, as well #% possibiliy that afemale character
might possess her own subjectivity separate from that pfoarthe male characters.
Although Lamarre reads the female protagonist of the anime versidhabfitsas being
configured as being an inhuman object of male desire, CLAMP's orggianmanga
turns the male protagonist into an object of desire foi @mi, by subjectivizing its
gynoid characters, severely problematizes notions the dualistic ontology of human and
inhuman. Since the h @hpsoacted as both an object of desire and an object of discourse

in manys h @ arelseinennarratives, it is temptinto read female characters and female

181 amarre 298.

1499 See Harraway'sA Cyborg Manifesto: Science, Technology, and Socidiminisn in the Late
Twentieth Centuryand Monnet's "Invasion of the @han Snatchers," which explore the possibilities of a
postgender world in both fiction and reality. In "Sex and the Single Cyborg," Sharalyn Orbaugh
demonstrates how female cyborg bodies in Japanese animation are positioned to serve the interests of male
characters and male viewers, this adding a critical feministic perspective on the tendency of male anime
directors to objectify female characters in order to make philosophical statements concerning technology.
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bodies as eternal objects, but the work of female creators like CLAMP demonstrates that

s h @je perfectly capable of achieving their own subjectivity.

Taking Back the S h @ jnmocence and Experience irTsubasaand xxxHolic

Female creatorsmploy thes h @qgr themselvesind their own pleasur€LAMP
in particularhaspenned a number of magical young girls who were not content to merely
chase after love and allow themselves tebehanted and protected by m#mnys acting
as the active protagonists of their own storiesMagic Knight Rayearththree high
school girlsembark on & h @st@enquest offighting powerful enemies and finding
friendship in a parallel worldilled with danger As discussed in ther@vious chapter,
their objective is to save a crumbling nation by rescuing a childlike princess held captive
by her dark and handsome chief prigdtthe end of the mangéahe threes h @hjardors
fight thes h prinzess in an epic conflagration of fised swordplay and giant robots.
This female comingf-age story came sea as a developmemtf the s h Zthavacter
itself, in that it problematizes olds h @gteceotypeswhile allowing its three young
heroinesthe type of agency thdtad thus far only beeavailable tos h @ reraes.
Lamarre argues that, in many works of Japanese animation, "the girl is associated with a
power of great magnitude with potentially weddstructive capacities” and that she, "in
all her innocence, is the site for activatidraamystery that can lead to world salvation or
annihilation," especially in the works of madaithors, artists, andirectors'® In the

hands of female manga artists, however,she Agams to wielcher power not rarely

150 amarre 231.
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as a "site for activationbut asan agent capable gfining skill and competenan her
own terms

Nevertheless, many of CLAM&charactergetain qualitiesgenerally associated
with s h dirppes, sich as widesyed innocence amulirity of heart. The character Sakura
from CLAMP's Tsulasa: ReservoiChronicle a20032009) is a perfect example of this
type ofs h @Tsubas®s Sakura is based on the title character of CLAM#Rrlier work
Cardcaptor Sakura(19962000), which has become a classic of the magichl @) o
genre'®! Tsubasaakesthe iconic young heroine, whoseheerful motto is “eerything is
goingto be okay"'d et t ai ni ) and plagds ber witkirsam altgroate universe
and storylinen Tsubasa Sakura is the princess of Clow Country, a magical kingdom
whose vast dests hide mysterious ruins. She befriends Syaoran, the adopted son of an
archeologist, and the two grow up together as friends, gradually falling in love. On the
day of Sakura comingof-age ceremony, she accompanies Syaoran to a newly unearthed
excavatio site in the desert, where she demonstrates a strange power in a flash of wings
and light. The awakening of this power causes her to lose her memories, which are
scattered throughout multiple dimensions in the form of feathers. Syaoran therefore sets
off on a journey with the abutlifeless Sakura in order to recover the printess
memories. As Syaoran restores her memories, Sakura regains her bright and cheerful
disposition and is universally adored by everyone she encounters.

Because of her innoceand trusting personality, Sakura can do no wrong. Firmly

believing that everything will be okay if only she tries hard enough, she manages to solve

51 Cardcaptor Sakuravas adapi@ into an anime series (192®00) and two featurkength films (1999
and 2000). Along with Sailor Moon, Sakura was one of the most visible magicalthaoacters of the
1990s.
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problems facing the group of adventurersy virtue of her pure heart and the
encouragement she provides tile men who protect heids a s h @ [Sakura is
characterized bgnormous eyes that occupy almost a third of her. f&tgure 11) Her
pupils and irises are represented as one enormous black circle, which suggests
friendliness and affability, and the bordeof her eyes are not sharply delineated, which
suggests openness and vulnerability. Her hair and clothing are flecked with white dots, as
if she were sparkling with cleanness and goodness, and her weightless hair always seems
to fly around her head, tolesl by a magical wind that does not affect the other characters.
Despite her girlishness, Sakura possesses great power, although she has no control over it
T it merely flows through her, as if she were an empty ve¢Bejure 12) When it
emerges, her eydgcome vacant, her facial expression slack. The wings that sprout from
her back further emphasize her pure and angelic character. After she has lost her
memories she remainemotionallyempty for the majority of the opening volumes of the
series, doing athing morethansleeping and apologizing to the male characters when she
wakes up ér a few moments. In the opening volumes of the mathgess h CSakura is
thus identified by her purity and emptine€8ecause of the associations that ttleer
characters project onto heahemust be defended and kept sdfégure 13). During the
first half of the mangaSakura almost never appears alone ipaael, constantly
accompanied by or held by another character, whose arms and hands seefd teshie
from the reader. The h @g less of her own being and more of a conduit for magical
power and the feelings of the men who surround her at all tim&lng and transporting

her beautiful yet fragile body.
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The innocence and openness of sha Zajcloetype is not limited to girls within
the universe of CLAMP, however? The teenage male character Watanuki from
xxxHolic also has many traits commonly asated with the femals h @Hioeyes can
see spirits, a magical power which is associated with his physicalibddg same way
that Sakura's power is tied to her corporal foBpirits can sense Wataniskuniqueness
and areattracted to him, which hasused him no small amount of trouble. Like Sakura,
Watanuki both embodies and is threatened by powers beyond his undiegstarability
to control; andJike Sakura, Watanuki has a round, childish face with large eyes and
pupils. (Figure 14) Unlike Sakua, Watanuki is anything but bright and cheerful, but he is
still a decentperson who will do anything to help someone who seems to be in distress.
Watanukis innocence and defenselessness make him an easy target for the spirits that
plague him, soheisrpot ect ed by a c¢cl assmate named D@r
his family, which runs a Buddhist temple, to ward off spirits, even though he cannot see
t hem. D@meK i is taller and more masculine
and more elongeed body proportions(Figure 15) The juxtaposition betweethe two
emphasizes Watanukirelative s h @hess. The relationship between Watanuki and
D @ medchoes many characteristics osah @rjoomant i ¢ rel ati'snship,
constant teasing to Wataki's insistence that he does not enjoy his fremompany>?

Even though Watanuki is male, he possesses the small, frail body, wide eyes, and

152 Nor is this innocence and "girlishness" restricted to female characters in the broader gerreZgf o
manga. One of the defining works of the genre, Hagio M@t@ma  n o(The Hdamaf Thomas, 1974
1975), is centeredround two young male characters, Thomas Ernd who are almost stereotypically

s h @ their characterization.

13The pseuds o mance between Watanuki and D@meki, a relat
works of CLAMP, is widely discussed aratcepted by Japanese fans of the series, who have drawn
countlesd gj ifrashhimanga that i magine this relationship as

manga will be discussed in greater detail in the next chapter.
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innocence of & h @asowell as a mysterious magical power and the protection of a
strong and highly skilled ate friend.

In a moment of intense desire to ride himself of his unwelcome ability, Watanuki
stumbles across a strange house overshadowed by three enormous skyscrapers in the
middle of Tokyo. He is drawn inside, where he is confronted with an eerie wuenal
Yi ko, who longues in a state of dishabill e
(Figure 16) Her narrow eyes, with small irises and even smaller pupils, are in direct
contrast to Watanuls large eyes, making her appear ineffable and somewhaesinis
and her thick black hair is haphazardly spread across her clothing like assgelerThe
crescent moons that adorn her thrdike chair and the choker around her neck associate
her with darkness and with magic, and in fact she is the powerfulélidional Witch"

(Jigen no Myjo), capable of granting any wish. Her services must be paid with a price
equivalent to the value of the wislhaika), which is often terrible and mercilessly
extracted. The price she charges Watanuki is his servitude to reer fledefinite period

of time, after which she will grant his wish for eyes that no lopgssess the ability to

seethe supernaturalWhen she agrees to grant Watafauki wi s h, Yi ko is s
sinister (Figure 17) Her smiling face is full of shadowsna the black of her hair blends

into the shadows on her body. Her pupils are tiny, suggesting impenetrability. The smoke

from her pipe twists across the panel like a snake or a ghost. Thislk@temokeis one

of Ysipnmry visual motifé>* making he seem dangerous and literally shrouded in
mystery.Thereader ishusl ed t o believe that both YTko

that her wishgranting is not entirely altruistic.

1% The other is the butterfly, whc h, wi th its connection to dreams, pl



149

Yiko is not solely sinister, Jouswsigeyer, b
although this aspect of her personality is not innocently playful, often tending towards
selfishness and manipulation. Her visual portrayal is far from displeasing, hoasuer,
sexinessia maj or f a's dharacter idesignYWitk ber gledy figure, long,
slender limbs, heavy eyelashes, and frequently exposed skin and undergarments. This
sexiness is not necessarily a positive aspect of the character, however. Shiokawa writes
that, according to the conventionssoh @maiga in particulareaders "know that upon
seeing very tall and beautiful women drippingastult sexuality, one should run like hell
because these characters are invariably deadly and*®lde overt sexuality of an
adult womaris thus contrasted agairibe nascent arslbtly implied sexuality ofa h @j o
Y I ksadulthood is referenced not only by her sexuality but also by her smoking and
drinking habits, as well as her connection to the world of exchange and commerce. She
constantly references the concept of "inevitabilityitquzen, primarily asan explanation
for what other characters see as bad luck. Although this concept often walks-hand
hand with callousness and even cruelty in
notions of r e s 8 aduls woldi, hothihgyis givéfor fre¥,lakdoevery
accident and misfortune is tied to a sin
representative of a harsh adult world directly in contrast to the weightless and carefree
fantasy of thes h @ip which "everything is going to be ak"

The character YT ko has numerous iprecede
Japan The visual style okxxHolicis reminiscent of the art deco movement popular in

Japan in the early Sh@wa period, and YIilko

155 Shiokawa 119.
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girl," the "glittering, decadent, middigass consumer who, through her clothing,
smoking, and drinking, flaunts tradition in the urban playgrounds of the late 1§20s."
Even earlier were the "poison womerdokufy, criminal media figures who were
"emblenatic of the dangers of female freedom, transgression, and sexuality” in the late
nineteenth century, whose vices and disrespect for convention are clearly echoed in
Y1 ksdorazen behavid?’YT ko is not merely a devdiant,
castingwitch, a trope familiar to readerst only from manga such &ailor Moonbut
alsofrom the wide range of fairy tales that have been popularized by Disney movies and
childrers books. Psychoanalyst Sheldon Cashdan labels the witch as "a major player in
these dr amas | ébBlackneared dueen, ansl bvé sorceress, or a vindictive
stepmother, she is easily identified by the lethal threat she poses to the hero or
heroine.™® Although the witch is "blackearted," "evil," "vindictive," and "a letha
threat,” she is also "the diva of the piece," and "few figures in a fairy tale are as powerful
or commanding as the witch™® Cashden interprets the witch as the figurative
embodiment of negative personality traissich as vanity, jealousy, and gre&dich
must be overcome by the ptnearted protagonist of the story. Thus, the telling and
retelling of fairy tales is both a symbolic purging of these negative traits and a
reassurance that they can, in fact, be overcome. The bad matteeasedlydefeaed by
her children, who willostensiblygrow up outside of the shadow of her pernicious

psychic influence.

10 sjlverberg 51.
57 Marran xxiv.
158 Cashdan 17.
19 bid. 30.
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Jane Caputi sees the witicha more positive light, howeverhe witch is not an
abject interloper whshould killed and overcome, but instead emblem of feminist
empowerment who should be celebrated and embraced. Gagess that "the femme
fatale, witch, or vamp represents an outlawed form of female divinity, potency, genius,
sexual agency, independence, vengeance, and death power," whergasehearted
"niceness" of the young men and women who restorgdlréarchalorder by killing the
witch are "toothless" and "impoterif® The witch character is typicallgepresented as
insane or evil, and quite often as visually hideous or inhustthat the actions of the
young men and women who kill her can be easily interpreted as objectively good and
desirableThe abjection of the witch also ensures that the feminine power that needs to be
vanquished can beasily understood asadgerous andisgusting. The deatbf the witch
thereforeseems only natural, and the innocence of the young men and women who Kill
her becomes their weakness. Because they are innocent, they do not or cannot question
their actionsThe reader is also complicit in theme of failingto understand whdtas
been repressed whehe motheris killed in order to restore the rule of the father, who
continues to justify this murder.

Even though CLAN portrays Yi ko as a witch in
personality, YT ko i s prapbnsndof @ugmlove. inwaddgionto or a
thes h @jiok e Watanuki, YI ko c osnte@kedonngwomenont ac't
who bring tleir probemst o her . Yi ko is not a fairy god
grant their wishes without a price. Her encounters with her clients are often presented as

horror stories in which the young women W

180 Caputi 328.
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miserable than they we before they met her, but a close reading of these incidents
reveals that the price YT ko asks the wome
reflection. Yiko refuses to distinguish be
and right and wrong, and shrarely sees the perceived misfortune of the women who
come to her as such. Instead, she forces them to question their own belie&havidr
in an attempt to forcéhem to understand what they are really wishing for. The price
these women musty is minful introspectiorand the loss of innocence that this entails.
In ot her wor dhe wom¥nltk abandon theirb @hss and enter the adult
world of responsibility by paying the price fthe power andigency that accompanies
maturity and adulthoad

Although her methods are indirect and occasionally callog$, k o IS not
uncompasionate. When she ask<leent of hers to choose between the life she is living
and the |ife that she feels she should be
(Figure 18) The background of the panel depicting the distraugitharis downcast face
is white, whereas the background of the pa
The figure of the innocent young worfman i S
contrast of colors thatuggest the temptatiorof a goodangel by an evil demoty T k® i
far from malicious,however, as she gently guides instead of manipulatively forces the
young woman to make a difficult decisiodVhen the woman continues to insist on
following the path society haset out for her by prioizing her husband and child over
her ownindividuali dent ity and desires, Yl ko appear s

the womars wish, the unhappy consequences of which she understands onligsafter
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realization. InxxxHolic, innocence andpureheartetiess are not virtues but rather
detriments to a clearer awareness of'®mself and orie surroundings. One particular
s h @ikeavoman who fails understand thgtie lies tcherselfwhen she lies to otheis
depicted as being surrounded by a filthy clafiebily black smoke(Figure 19) Despite
Y 1 ksdest efforts, this woman is so deluded by the imaginary world she has created for
herself that she cannot understand tsthw has been trappégt her own lies, a situation
that is blatantly clear to the reader The seemingly demonic YIk
protect the young women from their own innocence, or from their lack of insight into the
way that the adult world works.

The storylines offsubasa: Reservoir ChronicEndxxxHolic intersect at several
ponts in both manga, with Yliko acting as a
and her companions. Over the course of her journey to recover her memories, Sakura
realizes that the people she trusts are not the people she has been led to beliegg they ar
and that there are frighterg things in her background shever imagined. The pain
resulting from these realizations deeplyungs Sakura, and she is forced to abarttien
role of the innocens h @dughly halfway through the series. Sakura is cigapby her
fear, but YT ko helps her to understand tha
accept the unpleasant truths about herself, as well as the fact that she can never change
what has already happened. The title page of the second volurxxHolic displays
Sakura and YT ko together, with the ol der v
girl. (Figure 20) The complimenting patterns on their kimono suggest that they are

closely related, perhagstwo halves of the same whole; and, iethbac kgr ssund, Y
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watery smoke motif is overlaid with Sakigraherry blossom motif. Although the two
characters may seem diametrically opposed, CLAMP implies that they are in a beneficial
relationship, with the older woman guiding the younger throbghtriails of her coming
of age. Thes h @ikedNatanuki is also able to grow as a person through his interactions
wi t h YT dtthe endaohttle series bBads up taking on her job as a stylish, wish
granting witch, thus overcoming the gendered ks of the role as well. Therefore
in the fictional world created by CLAMP, tlee h @9 not purely good, and the witch is
not purely evil. Thes h @9 not required to fight or defeat the witch, and the witch is not
required to pander to unrealistic andbditating expectations ofemale purity and
innocence.

As Tsubasaand xxxHolic break down the boundaries of gender and age

steretypes, and they also challenge the conventions of demogadblishinggenres as

well. Tsubasaserialized inthes h T ISehri@n e n  Mia Grgeted at@n audienoé

older elementary school bay8 xxxHolic, serialized inYoung Magazineis aimed at an

older audence of male readers in high school or college. Both seriesshaide range of
reackrs, however, and the laviglublication ofxxxHolicint a n k @dokoform, as well

as the numerous fan works depicting the romantic relationship between various male
characters ifsubasasuggest a consideralilEmale audience. The maglef storytelling

of the two manga are notidag different, with an emphasis on actionTisubasaand an

emphasis on atmosphere kxxHolic At first glance, Tsubasaseems to be easily

®1The magazine's audience of boyiniicated by its emphasis on action anditiganareading guide
for all Chinese characters in the text
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identifiable ass h @ manga, whilexxxHolicis not out of place in aeinenmagazine for
older teenage and collegge male readers.

In the final chapters oThe Anime MachineLamarrecompares differences in
manga paneling to differences in the uses of animation technologies, aeftheaces
the layout of manga panels as one of the key factors in determi@rmgghre and overall
mood of a particular work. He referenceéBe stereotype that, "at moments of great
affective importance, some shojo manga tend to dispense with panels altogether, in favor
of sparkling collages and temporal whirlpools, while some shonanga draw lines of
force and splatter ink across the pages as their combat scenes sprawl over and finally
destroy the frames of actioi®? The visual style offsubasatends more toward that of
s h @ manga, with its heavy "lines of force" and its "spiiagl combat scenes, buts its
narrative emphasis seems to be more on romance and character development than the
typical series of battles. LikewisgxxHolic outwardly seems to fall more into teeh @ o
category, with its creative use of panels and "tempohatlpools,” but it features little
romance and no conventidlyaattractive male character$he genre categories of both
manga are thus indeterminate, which is appropt@te erasure of common gendered
stereotypes that occurs in both titles.

Both TsubasaandxxxHolic conform to many of the genre conventionsofi @ n e n
andseinenmanga aimed anale audience Both titles also have male protagonists who
serve as the point of view characters for the readers of their respective stories.
Nevertheless t he characters adorning theocovers

These two female characters also drive their respective stories forward while possessing a

162 amarre 289.
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degree of subjectivity, interiority, and agency only rarely seen in female characters in
s h Jramdseinenman g a . Even i f Sratkpointai-view chdractérs, k o  ar
they are the heroines of their respective stories. Furthermore, by casting these two women
into an apprentice/mentor relationship of the kind common in stories targeted at a male
audience, CLAMP is also positing Sakura asshe Grmennl Y 1 heseinenwith t
whom readers are expected to identify. CLAMP therefore subverts not only the gender
roles of its fictional characters but also the gendered nature of an audience presumably
determined by gendered publishing categories.

Although seemingly nenolithic demographic genres exam enormous degree of
influence over the way manga is edited, publishend marketed idapan, CLAMP's
subversion of standard gervased character dynamics challenges the validity and
necessity of thesdemographic gees. Thesuccess off subasaand xxxHolic in Japan
and in overseas marketshallenges the presumed profitability of these publishing
categories as wellCLAMP therefore demonstrates thanfale creatorare ableto use
gendered tropes in gendered media maaner that overturns artificial and sexist notions
of gender while still appealing to a broad and diverse audidiee.claim that media
targeted at males has a more general appeal and sells better than media targeted at
females is almost a truism in erteenment industries, but the bestselling manga of
CLAMP prove that gender tropes can serve as much more than narrative architecture,
and that readers of all genders can find a great deal of appeal both in stories that

transcend demographic genre categgand in a pointed critique of the limitations placed
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on stories by the narrative refusal to see female characters as nothing more than the

objects of male discourse and desire.
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Figure 11

Sakua says, "My older brother will definitely get mad if | go with you, Syaoran.
Even though youdre my very, very

I mport



Figure 13

Syaoran, holding Sakura, is

transported to YIf
recol

the means to
memories on the condition that that
she will never remember her
previous relationship with him.
Syaoran responds
| will never let Sakura die!"
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Figure 12

Sakura's mysterious power is
unsealed when shasits a
mysterious ruin in the desert
with Syaoran.
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Figure 15

D@meki (Il eft
(center) mee
their friend Himawari at

D@Omeki 6s f ami
order to &ll ghost stories.
Yi ko says,

pl ayers are
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Figure 14

Wat anuki t el |
name, "Watanuki Kimihiro."
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Figure 16

Wat anuki enters YT kods shop and meet s



Figure 17

Yi ko agrees t'so gr
wish to no longer see spirits on the
condition that he become her
manservant. YIko
your wish."

grant

Figure 18

Yi ko reasons with a ¢
she really wants her wish teb
granted. YT ko asks,

to be? What is important to you?

What will you allow yourself?"
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Figure 19

One of YTko's clients c asherself, symiobbizeddbyaand t h
thick black c¢cl oud, areparalyzing her.
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Figure 20

Yi ko and Sakura as presented i nxxHok openi n
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CHAPTER SIX

BetweenWomen: Erotic Fantasy and the Female Gaze ilvaoi Fan Comics

In the mangahxis PowerdHetalia(Ak us hi su P g 2006), World&\Varar i a
Il was a game played between two teams of handsomeThehletaliafranchise, which
began as an amateur webcomidtten by Himaruya Hidekgzanthropomorphizes the
major world powers of the early twentieth century as attractive young riguire 21)
America sports a bomber jacket and guzzles hamburgers, Germany enjoys making
cuckoo clocks and is serious to a fault dtaly, the namesake of the sertédis a pasta
loving coward who depends on Germany to protect him. Although the original webcomic
plays with national stereotypes and caricatured reenactments of historical events, later
incarnations of the franchise ($uas an animated series aihma CDsfeaturing the
voice actors of the animation) focus less on historical jokes and references and more on
the homoerotic tensions that arise between the masculine representations of countries in
heated competition with el other.

In Between MenEve Sedgwick demonstrates that the intense relationships of the
men involved in the creation and administration of the British Empire were characterized
by homosocial desire, a "pattern of male friendship, mentorship, entitierfaern]
rivalry” which is linked with both heteraand homosexualit}?* The female audient®

of Hetalia has interpreted the international homosocial rivalries and conflicts between the

183 The title is a portmanteau bktg a Japanese word meaning "incompetent,” and "ltali#etalia" also

plays on the wordhetare meaning "loser." This is appropriate, as the mamgtagys Italy and his buddies
Germany and Japan as being highly idiosyncratic.

184 Sedgwick 1.

1% Thereare a number of male fans in Japan and other countries who participate in the slash fan culture
associated witlidetalia. Further wok needs to be done atraight and queer mafansof yaoi narratives

andthe presentdliscussiorexcludes them.
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men of the twentieth century as overt homoeroticism between anthrgpamewatars
of national identity. Germany defends Italy like an senior student with a crush on a
incoming student in a boarding school novel. Britain, having introduced America to the
allure of international politics, is now frustrated to find himself position of
subordination to his younger charge, a situation that parallels a triangular relationships in
Victorian romances. In the eyes of fans, these character dynamics directly allude to
forbidden longings and stolen kisses behind closed doors.

Although Hetalia has come under criticism for reinforcing national and racial

stereotypes and turning a blind eye to wartime atrocities such as the Holocaust and the

Japanese occupation bfanking®®

the levity with which the major events of modern
history are pdrayed betrays a surprisingly liberal understanding of history. Not only
does it render the supposedly great deeds of men as trifling, but it also critiques the
ambitions of a homosocial modernity. By representing, for example, thel§pamese
Wars as garrels between two lovers who can't communicate properly, the female fans of
Hetalia are not engaging in a process of forgetting or downplaying the importance of
history, but rather of gently mocking the grave seriousness of masgeintkered

modernist prsuits such as colonization, war, and the formation of national identity. In

effect, by highlighting the homoeroticism that arises between the anthropomorphized

188 £or a concise summary of Englidnguage debates with links to discussion forums, se&ahtore

Wiki entry for Hetalia at <http://fanlore.org/wiki/Hetalia:_As_Powers. According to the comments
contained on these forums, there has also been a significant outcry against the franchise on Korean
language internet discussion boards, on which posters decry the treatment of Japan's colonial history as a
laughing mé#er. Critics were also offended by Korea's characterization as nursing-s@idedecrush on

China and Japan.
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nations ofHetalia, these fans are using the franchise as a vehicle for queering the notion
of history itself.

The fan response tbletalia calls to mind Henry Jenkins's assessment of the
"slash" subcultures of female fans in America who create homoerotic parodies of popular
television shows. According to Jenkins, "Slash coritfdhe most repressive forms of
sexual identity and provides utopian alternatives to current configurations of gender;
slash does not, however, provide a politically stable or even consistently coherent
response to these concerd® 'The artists drawing roances involving the countries
represented irHetalia, like the women publishing slash fiction in America, are not
attempting to make an overt political statement. However, by blithely disregarding both
heterosexuality and conventional masculinity (esplcasd it is represented by military
ideals) as the basis of normative identity, female fansHefalia challenge the
heteronormative phallocentrism underlying the construction of history as it is presented
in statesponsored narratives such as secondahpdactextbooks and period dramas
presented as televised serials on public television.

The Hetaliafranchise is far from the only set of texts subjected to such treatment
at the hands of female fans in Japan. In fact, manyigfie titles, fromMobile Suit
Gundam to Harry Pottehave been thoroughly queered in unofficial spinoff media such
as fan fiction, fan art, and fan comics. This fan work, which is often physically published
and sold at chain stores, subverts not only mainstream ideologgsndér but also
phallogocentric notions of text and subtext common in conventional literary studies, in

which the creator controls a singular and immutable set of textual meanings. The

187 Jenkins (1992) 190.
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relationship between manga and amateur parody comics is especiajyimgfy as the
fans who create them play not only with established plotlines and characters but also with
such extratextual features such as art style, font, and cover composition.

This chapter will examine amateur comics created by women who hedemne
been inspired by the work of CLAMP, specifically the manga sewxegBlolic | will first
introduce these amateur comics, which are callédj i. Invél thén discuss the genre of
the malemale romance fantasy often referred tyasi, and | will explain how this genre,
like English language slash fiction, is an expression of the erotic female gaze. | will then
read twoy a o i dbésedonmxsxHdlicin order to demonstrate how this erotic female
gaze is used to interrogate and reinterpret the original source text in a way that creatively
subverts the phallocentrism implicit in many manga narratives written for a male
audience. Finally, will suggest that CLAMP, which itself began as a group dedicated to
the publication ofd @ i, created its work in such a way as to encourage the female
gaze. The interactions between manga readers and source texts illustrates how cycles of
narrative production and consumption have changed in the face of active fan cultures. As
the contemprary manga industry in Japan is fueled by fan production, an understanding
of whatd @ i anesahdi how and why they are produced is necessary in order to fully

appreciate the underlying driving forces of Japanese popular and digital ctitures.

%8 1n Convergence Culture: Where Old and New Media Callildenry Jenkins makes a similar argument

in an American contd. As both laws and legal practices concerning fair use and copyright violations
related to popular media are different in Japan and America, however, an examination of how fan
production increasingly drives the creation of popular culture is necessadajmanese context as well.
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D@j ii,® & W\langa, and Erotic Gazes

Ad @] iisasphbbiication by and for fans. The Japanese wofj désignates a
group of likeminded people, or "fans,"” and the suféixiimplies a printed publication. A
possible translation might be "fanzin€™but the connotations of the word in North
American fan culturé€®fail to capture the professiorgtade production values of the
vast majority ofd @ i, which are printed in small batches by professional printing
companies and collectively financed by theoup of fans (known as a U k,uor u
“circles") who contributed to the work. Although tébdsed fan fiction is not rare, the
contents ofd @ i cansgerierally be classified as manga. Contempa@ry i arssts i
tend to use the same tools as professioraiga artists, such as specialty pens and screen
tones, as well as computgenerated effects like background fills and typed text.
Furthermored @] i ardeb divide artistic tasks so that each aspect of production is

handled by a specialist, and thexhnical aspects of the writing, drawing, inking, and

189 A common translation of the wordl @ i is1"sotelie magazine." This translation is more aptwiés

the broader history of the Japanese term, which is used to describe the literary magazineise by

small schols of writers and poets in modern Japan. -Balflished and privately distributed poetry
collections andurimonoprints were a major feature of Edo period print and literary culture as well. As the
introductions of many @ i "nosv kot guides, such @3 @j imSwitoil bent o kai sai d@jin
hau no subetand Mezase Komiketrace the origins of Japaneded|j i cnltsire to Americasstyle fan
conventions, od @ jitierig however, it is difficult to assume continuity between prewar litedgagfj i n s h

and postwar comid @j i, aitsohgh poetry circles and university literary clubs still refer to thefoimse

publications asd @j i. Ros mdre about the history of @j i im 3apan, se€&iko Ikegamis Bonds of

Civility: Aesthetic Networks and the Riwal Origins of Japanese Culturedn The Astro Boy Essays:

Osamu Tezuka, Mighty Atom, and the Manga/Anime RevaqlUf@uerik Schodttraces the history of

postwar manga through the lens of the career of Tezuka Osamu, who was extremely influentiaingpnce

the trajectory of manga publishing throughout the 1960s and 1970s. The means by which Tezuka and his
protégés scouted and fostered talent for the most part circumvented amateur production, andZpniicn s h i
events such as Comiket only began proliferating in the late 1970s as offshoots of science fiction
conventions. Comiket etounderYonezawa Yoshihiraletails the rise off @] i (espehially as a female

centric medium) and its relation to the inttlysrelated work of TezukaiSe ngo s h@j.o manga shi
170 These connotations stem from the fanzines distributed at science fiction and fantasy conventions during

the closing decades of the twentieth century. Such fanzines were usually composed of leastopped

pages stapled together and filled with masigiimargin handwritten texand low resolution images
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layout are artistically polished’ This high quality of production serves to blur the line
between the original text (known as tEnsakyiand its reproduction through@j i. n's h i

Any givend @] igererdily has a wide range of distribution. Most are debuted at
regional fan conventions (generally referred tabentg or "events")whose attendance
can range from several dozen to several hundred thousand péapmeending on the
fandom, the event, arttle whims of the creators, the print run of any gide@j i mmag h |
range from a dozen copies to several tens of thousands of copies; and, when the initial
print run is sold, creators may choose to issue second printings in smaller or larger
numbers. After being debuted at a conventiongti#j i mma be sal to specialty resale
shops such as Mandarake an@#&oks, which have branches in multiple locations across
the Japanese archipelago. Aftedadj i has made its debut, its creators may then
choose to publicize it on their websites or Tumblr pages dhd saline via sites like
Yahoo Auction or Alice Books’® From there, a small but significant percentage of
d @j imalehheir way overseas, where they are sold by specialty dealers on eBay and at
anime conventionY* This level of distribution suggesthatd@j i @mre hot merely a
small and isolated phenomenon but rather the basis of large andrgaiized

subcultures based in Japan but accessible to international fan communities.

1with the advent of digital publishing o j i n , & {hkepersan circles," have become much more
common, and howo guides such aBejitarud @j i ns hi n detait how tk landie lalbetememts of
d @ icreatibniand distribution entirely by personal computer.

2 The largest and best known of these events is the biannumicQdarket, or Comiket For more
information on this event anits attendance, see Fafi Lam's article "Comic Market: How the World's
Biggest Amateur Comic Fair Shaped Japares®j i Qukuhei"

3 The website for Alice Books can be found dittg://alicebooks.cont. Besides Yahoo Auction, there
are many Japanesenlme auction sites on whichd @ i, nssch ias Mobaku, or Mbok
(<http://lwww.mbok.jp#).

174 A search for the term "doujinshi" on eBay on May 20, 2013 returned more than 25,000 hits.
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At conventions and resale stores,@j i ares benerally divided intdwo
categoriesdanseimuke("for men") andjoseirmuke("for women").D @ i 'fios rhen"
tend to feature graphic heterosexual pornography, whifgj i “forsvonien” have often
been stereotyped as focusing on beautiful boys in love with each otheromhtsucted
division'”®suggests a perceived difference between the male and the female erotic gazes.
The male erotic gaze reflects a paradigm of male as subject, or that which looks, and
female as object, or that which is looked at. Japanese popular mediaiseption to
this paradigm, and many works of Japanese animation and manga actively cater to the
male gaze through thei s fchajaaer type and a related visual strategy known as "fan
service," which costumes and positions female characters in such as way as to emphasize
and display their sexualized bodieSigure 22) Female characters are there to be viewed,
and the vewer is assumed to be male. In the discursive spadarsieimuked @j i, n's h i
the pornographic elements of the male gaze are made explicit.
The male gaze is not the only gaze at play in Japanese popular media, however.
This chapter will demonstrate Wothe female gaze, and in particular the erotic female
gaze, creates its own interpretations of stories, characters, and relationships in narratives
targeted at a male demographic, as evinced by a readjogedmuked @ i.'1 Malmyi

of thesed @] i fall snto ia genre category often referred toyasi, a portmanteau of a

D @j i of dth categories (although more often those classifiebsesmuke are not necessarily
pornographicor even focused on romantic relationshipswever.They may be illustration collections,

four-panel gag manga, visual essays chronicling the circle's impressionsgeitbeky or retellings of the
gensakuArtists and writers hoping to become professionals also publish their original wbr@gsi. n s h i

178 Joseimu k e d &¢ riotmeckskarily modeled on manga for worseh @andjosei manga) and are

often based o8 h @ mrelseinenmanga. For example, tieh @ titlesnserializedish T kan s h,@nen j a
such aNarutoandBleach are commoly appropriated agensakuor joseimu k e  d.@j i ns hi
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Japanese expressidhused to label work that focuses on a romantic and/or physical
relationship between two male charactéfaoi or, as it is more commonly known in
Japan, BL (an abbvition of "boys love," an Aglicizationof the terms h @ n g is not i
necessarily pornographic; but, like its Western counterpart "slash,” the genre places a
narrative emphasis on the relationship between two male characters. No matter what the
source text from Lord of the Rings to Harry Pottéo popula animated TV shows for
boys likeNaruto and Bleachand Pokémorto webcomics likeHetalia - the female gaze
has created its own homoerotic interpretations of the relationships between male
characters.

Tomoko Aoyama sees one of the roots of the contemypselash fandom in Japan
in thes h @hjanga of the 1970s written by-NenGumi( " [ Born i n] Sh@wa
Group") female artists such as Hagio Moto and Takemiya K¥fkBrom the overt
homosexuality in Hagios @ ma n o(The Heam of ¥homasl9741975) and® & n o
ichizoku(The Poe @n, 19721976) to the homoerotic tension in Takemiy@® i ky 1 e
(To Terra, 19771980), beautiful boys locked in fatalistic embraces with each other are
one of the more distinctive traits of tseh Zhpjanga of the period. As in earlisrh @j o
manga, "beautgnd fantasy were emphasized over reality,” but the artists of the seventies

"sought new modes of romanticism through science fiction, historical sagas, and

" The expression iyama nashi ochi nashi imi nashivhich means something the effect of "no
development, no point, no meaning." In this sense, the waod mirrors the Englisktspeaking fandom
designdion of PWP, or "plot what pldt.Fan lore holds that the word is also an abbreviatiopaofiete,
oshiri ga itai, or "stop, my butt hurts."

178 Another prominentmemberof this group of female mangartists born in 1949 is lkeda Riko,
internationallyfamous for her worlBerusaiyu no bar§The Rose of Versailles). For a perspective on Ikeda
and the political and literary climate that influenced her and the other members ofMes&imi, see
Anne McKnight's essay "Frenchness and Transformation endspe Subculture, 192004."
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homosexuality.*”® Artists and readers were "no longer satisfied with the persistent
variations on th Cinderella theme," and homoeraich @jamga with male protagonists
arose from a "desire to explore masculinity or androgyny as opposed to th@wvorn
image of femininity.*® One of the primary motivating factors of the homoeroticism
found in classic h @hjamga, then, was a desire to radxeyond the restraints placed on
women and female characters by a heteronormative society.

The act of slashin§'two preexisting characters stems from a similar desire.
Mark McLelland argues that "slash can be understood as a response to the cultural log
of the cultural industries which offer, on the whole, '‘consensus narratives,” wherein
studios and producers aim to maximize profits by appealing to as broad a section of the
public as possible*®? Since the prejudice seems to be that men will only wanthread
stories dominated by male characters while women will watch and read stories not
specifically targeted at them, "appealing to as broad of a section of the public as possible”
often means "male dominated.” McLelland's argument is that, since tteastive and
interesting characters are men, shipping wedl-developedmale characters together is
more satisfying than shipping a central member of the cast with aldestoped,
secondary female character. Female fans who slash male characterspdyetating

popular media "intended for male consumption and rewriting them to embody their own

179 Aoyama(1988)188.

%0 |pid. 194.

181"To slash" refers to the act of envisioning two male characters together in a sexual or romantic
relationship. The female equivalent is "femme slash." The gemadral Japanese equieat is
kappuringu suruor "to couple." The gendereutral English term is "to ship," with "ship" being derived
from "relationship.”

182 McLelland (2007).



174
desires and interests" that fall outside of normative gender ¥3Iatt Thorn, who
interviewed several participants atda@j i eventhin Tokyo, found that @men who
draw yaoi stories do so partially because they find heterosexual romance "boring," or
because, in the words of one artist, "'a heterosexual romance is always limited by the fact
that the heroine and the hero, no matter what the circumstancesjraetely following
society's mainstream norm of mating®*Therefore, in the eyes of many fangoi
narratives are a means of resistance against societal and narrative heteronormativity.

Sharalyn Orbaugh also draws a connection between classi&jaaga and
amateurd @j i paredies, especially as the cultureidj i racsehtés "some long
standing tendencies i h Dlitesary activity in Japan, including the blurring of
boundaries between production vs. consumption, and professional veuat&
Instead of readers who passively submit to the phallogocentric authority génisaku
text, which privileges original production and authorial intent over derivative reader
interpretation and amateur reproductidng j i impsy Hmultiple readersctively seizing
the text and expanding its possibilities in incredibly diverse ways, each basing his/her
expanded text on his/her preferred reading of the sodfe®'@j i ars thérefore
readings of the source material, which is to say that they amiatations of textual
elements with which the reader feels unsatisfiédIthough artists are free not only to

interpret but also to create, it is worth remarking had j i usually iserve to mock,

183 McLelland (2007)

¥ Thorn 177.

185 Orbaugh(2010)176.

186 Orbaugh(2010) 178.

18" Henry Jenkins also emphasizes the appeal of filling in the textual gaps to fan cultures; and, in his online
essay "Transmedia Storytelling 101," he argues that media producers are increasingly structuring stories in
such a way as to emphasize these gapsrder to create properties that are able to sustain a large and
dedicated fanbase.
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explore, or intensify what is already present in dhiginal text. Just as the erotic male
gaze makes explicit that which is already thiereamely, the pornographic elements of
cinematography that cater to heterosexual male vieivastoo does the erotic female
gaze. In particular, aoi artists who drawhomoerotic love scenes are picking up on the
subtext of the strong bonds between men that often form the core of popular naffatives.
By actively reading this subtext, which tends to privilege the subjectivity, agency, and
interiority of male characters ev those of female characters, female fans are able to
subvert the original text by challenging and queering its phallocentrism.

To demonstrate how this process works, this chapter will examinelt®g i ns h i
based orxxxHolic. Despite the prominentrold o t he wi t ¢ hs hHakama, and t
the protagonist otxxHolicis a high school student named Watanuki, who cary $8és a i
or supernatural creatures that are invisible to normal humans. Becaissarnise that
Watanuki can see them, they harass hing #us he is driven to make a bargain with
Yi ko, who will eventually granty@a@Widnuki h
then, Watanuki must work in Yl koés shop as
various errands, he is accompanied bysh c|l assmate D@mek dk abD@dme k
but, as the heir to a Buddhist temple, he has a mystical ability to drive them away from
Watanuki. Watanuki has a crush on a female classmate named Himawari; and, convinced
t hat DOme Kk i i s ccoomsp Wdtanukigmaifitaons anhakenost carfstandy
antagonistic attitude towards D@meki. The

Watanuki's griping, although he occasionally gently teases his irascible friend. Although

188 1n Writing the Love of Boysleffrey Angles discusses these homosocial bonds, which may be covertly
homoerotic, in modern Japanese literature. In his Conclusion selsiademonstrates how contemporary
comicd @ iartistshhave the covert homoeroticism of such works openly explicit.
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Watanuki repeatedly attestsath he does not desire D@meki ' s
when the two are in the company of Hi maw
whenever Watanuki is in need of help or companionshkigu(e 23)

On the surfacexxxHolic conforms to many of the natihge conventions and
character tropes common to manga aimed at a male audience. The protagonist of the
story, Wat anuki , and his foil, DOmeki , ar e
the story, Yiko and Hi mawar Hi mhwaei @s mpuep
to provide an opportunity for the creation of a stronger bond between the two male
characters, and Yl ko, who lurks Ilike a s
villainous female other against which the heroism of the two madeacters may be
defined®®As neither Yl ko nor Himawari is gran
interiority to \Watolicposiksimenaandsubz&sremdk women as
objects. The role of Hi mawar. i nuspoa oft i cul a
homosociality; and, as Sedgwick reminds us, homosociality is only a few steps removed
from homosexuality. According to Sedgwick, homosociality is not synonymous with
homosexuality in British literature; and, similarly, CLAMP never openly stdtatits
male characters are in any way romantically interested in one anStRer. readers

looking for homoerotic undertones, the subtextofHolicis clear.

189 The character Sakura ixxxHolics sister mangaJsubasa: Reservoir Chronicleserves a similar
purpose in that she acts as an dabjeough which the male characters can indirectly form bonds with one
another and, later in the manga, a morally ambiguous character against which the male characters can
define their own characters and character development.

1901n fact, it is quite easto read the male characters in baixHolicand Tsubasaas completely straight,

as almost every male character is supplied with a female love interest. Many male and female characters in
the CLAMP universe are canonically gay (in the sense of being iy dasernible romantic relationships

with members of the same sex or being clearly romantically interested in members of the same sex), and
these characters generally appear in CLAMPs @apdgosei manga.
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Tentacle Porn for Women and theUke/SemeDynamic

Yaoi db@ged anexdirolic bring its homoerotic subtext to the surface and
adventurously explore its implications. Tthe? j i Kmchihaishi kaoru sono ude ¢in the
arms of a fragrant gardenia, 2006) is loosely based on an episode in the tenthofolume
the manga in which Watanuki is trapped by the spirit of a hydrangea plant and must be
rescued b yFigui2 @4) 6Skch .a scénario is not uncommon 3rxHolic
Watanuki 6s supernatur aly @kiagidnd ma®mesk ihi onf tve
at the last moment to rescue him. Female readers have seen in this character dynamic not
only the possibility for romandewhy does D@meKk.i careibBu much
also as fodder for the hurt/comfort scenario that Orbaugh has identified as one of the
most common narrative patterns in male/male fan fictioncaslj i.' s the case of
xxxHolic after Watanuki is harassed or threateneg & k fee ican then be comforted by
D@mek i i n an emotional exchange that deepe

In Kuchinashi kaoruthe fan artist Kuroimisa imagines that Watanuki is sexually

violated by a gardenia plant. When Wat anu
D@mek i urges him to ejaculate, since that
holdsWat anu ki as Watanuki suffers the attenti
sever al pages. Af ter the ordeal i's over,

somehow merged with the recently deceased spirit of a woman who had had a
miscarriageT he womanés husband was cheating on h

repair the relationship. After the woman was run down by a car after rushing out into the

191 Orbaugh(2010) 17980.
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road in pursuit of her husband, her last wish for a baby is received by one of the gardenia
pants | ining the road. DOmeki 6s explanati
perfectly mirrors the explanations of similar phenomena in the original manga.
Furthermore, the manner I n which Watanuki
d @ iisfaithfdl to their characterization in the manga. The art style and panel layout
are also fairly consistent with those of the original. The only element that is added is the
explicit sexuality, although one could argue that, since Watanuki is continugdlysea
byy @ ktradughoutxxxHolic this particular type of harassment is not thaffééched of
a possibility.

The device of Atentacle rapeodo (or fAtenc
and colorful history in Japanese illustrated and animated pornogtayiihese tentacles
are usually applied to solitary girls who are openly exposed to the gaze of the reader, not
to boys who are shielded by the arms of another man. On the cd¢ecluhashi kaoru
D@me ki I's shown as suppor fFigureg25) Whtanukii i1 c ap ac
posed in such as way as to suggest wvulner
him. Watanuki's line of sight is directed not towards the reader or obliquely away from
the reader but rather wwitneSsdonVeakamnuki's violaten, r e a d e
but many of the visual devices that allow the reader to project her or himself onto the
page in more conventional illustrated pornography, such as a faceless or invisible sexual
partner, are relatively absent fraguchinashi kaoru D@meK i appears in
the eight pages depicting Watanuki's tangles with the lustful gardenia, and his purpose is

to alleviate Watanuki's humiliation, not to exacerbate it. The erotic female gaze
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represented b¥uchinashi kaoruhus displays seeral deviations from the conventions
designed to appeal to the erotic male gaze. For example, comfort is emphasized over
humiliation, and partnership is preferable to anonymous rape. Although the graphic
depiction of sex is major component of thea o iinshdtigj feature it, the focus of the
female gaze is not necessarily on the sex between two men but rather on an exploration of
a relationship between two characters that is only hinted at in the text. Watanuki's rescue
at t he han dkuchimdhi kBogidiredtly parallels many scenes in the original
manga, the only difference being Watanuki's temporary lack of clothing.

An intriguing aspect of the sex in this@j i isithah the sexual aggressor, the
gardenia, is female. The plant acts underitfiluence of the spirit of a recently deceased
wo man. Since this woman had been mistreat
seems she had a touch of neurosis.” In her mind, the production of a child would end her
husband's extramarital affair, andr ltying wish combined with "the vegetable instinct
[s h o k ub u t] sfthe gamlenia'do create a strange hybrid of reproductive lust in a
flowering plant that is not just female by association but also female by spiritual
possession. On one hand, thigature is pathetic, as its actions are mindless and
catalyzed by the tragic death of a woman obsessed with a man. On the other hand, in
contrast to the passivity of both of its component parts, the hybrid woman/gardenia is
able to accost a passing stranged to take what it desires from him despite his protests.
The vines prying apart the male principal's limbs and exposing his body to the reader are
female, which suggests a connection between the female sexual aggressor #ijthe n s h i

and the presumably female reader ofdh@j i. n's h i
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A criticism of yaoi manga commonly found on online foruftfds that the tropes
of the genre reproduce heteronormative gender roles while simultaneously shutting out
actual women from the stor@ne of the mostvell-known yaoi tropes is the dichotomy
betweensemeanduke or between the "active" sexual partner (who penetrates) and the
"passive" sexual partner (who is penetrated). 3¢mels typically older and taller than
the uke with larger hads and a more angular fac&igure 26) The semewill also
generally be in a position of power relative to the For example, if thekeis a student,
the semewill be an upperclassman or a teacher. Besides being physically larger than the
uke thesene will perform masculinity by actively demonstrating his social dominance
over theukeor by concealing his feelings behind a facade of taciturn reticence. There are
variations on this dynamic, such as teendere uk&®who disguises his affection for the
semeby scolding him and bossing him around, but such variations are appealing
precisely because they deviate from the usual character dynamic in easily recognizable
ways. Therefore, iyaoi manga, the activeemepartner is coded as masculine, while the
passive uke character is coded as feminine. If the relationship between two men is
essentially between a strong masculine partner and a weak feminine partngadhen
manga merely exploits a harmless fantasy of homosexuality in order to appeal to the

hetegonormative desire of presumably heterosexual female readers.

92 One such forum  si the Livejournal community Fandom!Secrets

(<http://fandomsecrets.livejournal.cor)/ where members of multiple fandoms post anonymous
observations and opinions. Each secret has its own chain of comments, wherein the issue at hand is
discussed by both angmous and named users. Sexuality, especially as it is expressed in fan art and fan
fiction, is a common topic on the forum.

19 The word tsundereis a portmanteau ofsuntsun which expresses disgust, adéredere which
expresses adoration. Theunderecharacter type is borrowed from the culturenode fandom, whose
constituents are primarily male. The relationship between male and female fandom cultures in Japan is
complicated and requires further study, abi and moefan cultures are fully aware @fach other and

borrow character tropes and narrative patterns from each other even as they mock these tropes and patterns.
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The fact remains, however, that such constructions of masculinity and femininity
are still being performed by male charactersydoi narratives, a character is not passive
because the chatac is biologically female. Rather, the character is passive because that
is how the character's personality fits into a relationship. Although the masculine sex of
theukemay merely be an attractive window dressing on a character gendered as female,
the inscription of a stereotypically female character role onto a male character is still
subversive in its denial of biological determinism. In fact, the more passiukéhthe
more the association of femininity with romantic and sexual passivity is calted
guestion. The presumption that yaoi is gendered heterosexually is founded on the
supposition that there is by default a passive partner in a relationship, and that this
passive partner is always depicted and read as female. In order to discrdu#sthisis
necessary to understand how femininity is codeghinid @j i. Immdnyy aoi d @j i ns|
based ors h @ wreseginenmanga, the character traits that distinguish a certain character
as masculine in the original work are often retained in fan work that depicts the character
as aruke thus queering common tropesdsn manga to code characters as masculine or

feminine.

Femininity, Masculinity, S h @ and Uke

As femininity is often defined by its deviations from masculinity, it is difficult to
discuss the coding of femininity in male/male partnerships withedyitig on stereotypes.
INnYokub@ no k@do: Manga ni (Codes af DesiekThes huar i

Difference between Male and Female Sexuality as Seen in Manga), Hori Akiko argues
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that, when discussing gender codingy&oi manga, it is useful to compathe genre to
s h Zmanga. Whereas the covers of manga magazines and k #bhwmth gay and
straight men almost always feature a full body shot of a single pgwsaimanga covers,
like the covers o6 h ¢Zhjanga, tend to feature a couple posed immeathat illustrates
their relationship?* The connection between h Zandyaoi extends beyond the bodies
exposed to the readero6s gaze, as there is
the reader experiences the storyslh @amga, the stgris told from the perspective of
the female protagonist. lyaoi manga, the poirbf-view character is often theke who
supposedly occupies a feminized position in relation tosémae™® Therefore, when
analyzing the femininity of thakein yaoi mangathe construction of femininity is h @j o
manga serves as a convenient comparison.

There is an extraordinary range ef h @inamga in existence, and even
stereotypical portraits of passive femininity may be subverted within a certaigijlep
as the character development that is findey quality of thes h Zhenve ensures that a
characterds personality wil!/l not necessar.i

series to the next. Nevertheless, the female protagonists of a number of popular titles,

1% Hori 150-59. Hori displays tables of information on eighty contempomagss marketagazines. This
information includes the nuber of characters on the covers, the sight lines of these charactethdr
they are looking at the camera or at each other, for insjameel the clothing that the characters are
modeling. Reproductions of twentgur magazine covers are included akisirations. This data
demonstratesa correlation between the covers of pornographic magazines for men and manga magazines
for men. There is also a clear correlation between the covers of magazines for womé&manga
magazines, anglaoi manga magazinest should be noted, however, that not slh Zgncdyaoi manga
covers, and indeed not allh @ajdgaoi manga, feature a romantically intertwined couple.

% Hori 185.

19 Although this comparison is usefit js important to remember that correlation doesequal causality

S h @rnamga andyaoi manga are in fact marketed to two separate demographics,yagihbeing a
subcategory of the larger demographic genr®éi manga, which is targeted towardsmen of college
age or older. Like its male demographic equivaleeinenmangajoseimanga encompassasroad range
of subgenres, from mothén-law horror stories to workplace dragi® science fiction to abstract artistic
pieces. It ipartially this breadth of genre that makes compagagi manga to othejoseimanga difficult.
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such asSunadoki(Sand Chronids serialized irBetsucombetween 2003 and 2006) and
Bokura ga ita(We Were Thereserialized inBetsucomibetween 2002 and 2012), all
begin their respective stories with similar character tfaft&uronuma Sawako, the
protagoni st o f s&ibsKiminnatoddéka(whiclh lmegas sehalization in
Bessatsu Margareh 2005)%%is a representative example of thér Gheroine that stars
in the high school romance story typicaktdy @rjamga. Because of her resemblance to a
certain evil little girl from a popular horror film, Sawako is ostracized by her classmates
despite her best efforts to be friendly. Sawake tieerefore developed into a shy and
seltdeprecating young woman by the time she enters high school As she still wants to
reach out to the people who bully her, she
her class who is always surrounded by frietkszehaya is secretly in love with Sawako,
as he is kindhearted enough to be able to see past the rumors that surround and appreciate
her inner beauty. Over the course of the series, Kazahaya helps Sawako come out of her
shell and gradually become friendgth the other students in their class. Sawako
appreciates Kazahayad6s kindness but is wuna
her.

According to the character type modeled so aptly by Sawako, the personality

traits associated with the h @hemine of a romantic comedy are a lack of -self

confidence, a cheerful willingness to help and forgive others, and a charming ignorance

¥ This trend is partially a result of the effort of publishers to brand manga magazinésandk @b o n
publishing labels through house art styles and familiar narrative conventions. Although there will naturally
be a diversity of styles and stories represented by the different artists managed by a publisher, the editors
assigned to these artistsntdbute greatly to the finished produdievertheless, artists and especially
high-profile artists like CLAMPi still have a great deal of creative freeddfor more informatioron the

role of editors and magazine guidelines in the creation of marg&rederikS ¢ h o Dreéamland Japan

1% The manga seriesas adapteihto a light novel series in 2007, a televised anime in 2009, and-a live
action film in 2010.
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regarding romantic matters. The heroine channels the reader's wish to be emotionally
nourished and protected by attractive and fiercely monogamous partner who loves her
unconditionally despite her flaws (which are minor and in the end only serve to make her
more desirable), as well as the wish for this relationship to be acknowledged and
respected by her female peeThe romantis h Zheroine will gradually develop into a
more assertive and emotionally independent character over the course of the story, but the
catalyst for this development are more often than not her interactions with the male love
interest. The same pattern diacacter development through romance appliegatm
narratives as well.

Not alld @j i featuing male/male relationships are explicitly pornograpfiic,
and in fact many that do contain depictions of sex acts are far more concerned with
character developemt than erotic titillation. Thel @j i n s h (201K ¢ransiated as
"Smoke" in Appendix B), of which six out ofwentythree pages depict a bed scene,
attempts to explore how the relationship b
the end ofxxxHolic. At the denouement of thesubasa: Reservoir Chronicteanga, it is
revealed that Watanuki is not actually a human being but rather a copy Déubasa
protagonist Syaoran created to ensure Syaoran's continued existence across multiple
realities. At tle same time that Watanuki learns this in txgHolic manga series, it is

al so revealed that YT ko died long ago and

199 Although no statistics exist concerning the contertt € j i, inis nyiimpression that the percentage of
explicitly pornographicd @ i depehds on the fandom, or "genrgdnfu), to which thed @j iins hi
question belong. Younger fandoms tend to produce more pornogaghic i, whileholder fandoms tend

to produce fewer. Therefore, among tthed | i prosluted in a given year for a television show that
recently finished airing, perhaps eighty percent might be pornographic, whereas only twenty percent of a
similar set ofd @j i basett bn a television shothat finished airing several years prior might be
pornographic. There are many other factors at play, including, of course, how one wishes to define and
categorize "pornography."”
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reality occupied by her exti@dimensional shop, which she maintains in order to provide a
safe haven for Sakura, Syaoran, and Syaoran's clone. Watmuki finally understands
the nature of his existence and connecti or
Watanuki vows to take over her role as the master of her shop. Since the fragile
di mension that houses t he kohfMatanukowetedo di s a
physically leave it, Watanuki vows to remain there, never leaving and thus never aging.
Al though, D@meki graduates from high schoc
Watanuki. Since the original manga does not delve intal @etacerning how these plot
devel opments affect the r el aKemoripiskbkupphe bet we
pieces and fills in the gaps left open by the source text.

Kemurichroni cl es one of D@meki's visits
inhei t ed YT ko' s @ hWatanukilhas alsohinhesited the whispy strands of
smoke that are one of the pri marxxxHolic sual
manga. Figures 27 and28) Thisd @ | i illusirdtes the perspective of someone wike,

YT ko, has become i1isolated from the ebb of
Similar to the manner in which the smoke n
in the original manga, the author Kémuriuses it as a metaphor for Watanukesled
intentions regkemdii nywaD&meki . stnreptitiousl
aphrodisiac and then initiates a sexual encounter when his friend spends the night.
Watanuki's dialog with his companion Mokona after this encounter suggests theg he h
seduced D@meki i n order to create a physi

incentive to continue visiting Watanuki's storé/é tease each othebut I'm pretty bad
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natured,” Watanuki musesl wonder how long he'll be my partnéMWatanuki late
confesses and apologizes to D@Omeki, but D
suggests that he knew Watanuki's intentions all along.dTRE i emds lwith the pair
embracing. Figure 29) Wat anuki continues to antagon
obviowsly happy, and the strand of smoke on the right panel divides what Watanuki says
("Let me gd) from his true feelings (ust a little longé}.

In xxxHolic Wat anuki simply takes over Yiko'
the people and spirits who enteoping to have their wishes granted. Watanuki's main
concern seems to be accepting his Il oss of
return or that she has passed on safely. Watanuki no longer seems concerned with the
people with whom he had oncechstrong relationships, such as Himawari; he watches
their lives from afar with benevolent disinterest. As Watanuki matures, the rancor drains
from his relationship with D@meki . Li ke YI
with objects of traditionalapanese craftsmanship, Watanuki has removed himself from
the present and the real world, not only physically but emotionally as well. Since the flow
of time accelerates in the closing chapters of the manga, the shift in Watanuki's
personality seems abruphd leaves the reader with several unanswered questions. Is
Watanuki really okay with his decision? How does he feel about the sacrifices he made in
order to inherit Yilko's shop? How could he
friends he made ovehe course of the manga? Neitk@xHolic nor the anime based on

the manga answers these questions, so the reader who ¢featedattempts to address
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them through the medium of a sexual encou
forces Watanuki's hikdn f eel i ngs to the surface for th

Therefore, irKemuri as ins h @jamga, character development takes precedence
over action, and the romance between two characters provides the stage on which this
character developent unfolds. As the inner monolog Kemuri suggests, Watanuki is
the pointof-view character, but it is not necessarily the case that Watanuki is feminized
exactly like the heroine of & h @gmance. Some of the traits associated with Sawako,
the heroire of Kimi ni Todoke also apply to Watanuki as characterizedemuri For
example, although he is no longer insecure about his role as the master of the small world
created by Yl ko, Watanuki 'S nervous about
seemto understand why his friend continues to visit him. The overtly sexual elements of
thed @] ido sotrésonate with tonal gestaltsoh @gmance, however, and Watanuki's
calcul ated use of sex as a means tratesemoti o
him from the puréheartedness of & h @hroine. Moreover, Watanuki maintains the ill
temper and surliness that mark him as masculine (as opposed to a Siendhacacter
like Himawari) in the original manga. Thus, even though Watanuki is dhe pf view
character and thaekeof thed @ i, lmesishnbt characterized as "feminine" in the same
way that a female character would be.

The fact that Wat anuk KemartistaBsargn interestng r ap e
twist in theukdsemedynamic. As sen inKuchinashikaoru the ukeoften finds himself
in a position of sexual vulnerability vésvis the seme Even though theike is not

necessarily feminized, the dynamic of a more aggressive partner taking advantage of a
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more passive partner has causedne members ofaoi fandom to decry thekdseme
method of pairing as not only heteronormative but also misogynistic in its recapitulation
of rape trope$® In Kemuri however, Watanuki is not an innocent virgin who is
forcefully indicted into sexual matity by an uncontrollably virile partner, and it is not
i mmedi ately clear who is taking advantage
If anyone is taking advantage of these two young men, it is the female reader. At its core,
then, the debate oveeteronormativity, misogyny, and rape tropes/&oi narratives is
not about fictional men but rather about the agency of the women who read and write
them.

In his essay "A Japanese Electra and Her Queer Progeny,” Keith Vincent
describes how, in the 197G&dgling communities of female writers and artists creating
stories about men in love with men "wrote and circulated their work in virtual isolation
from Japan's gamale community,” whiclwas st beginning to organize itself into a
cohesive entity® Even after international awareness of male homosexual identities and
communities spread, however, the genrgawi supposedly remained detached from the
social and political concerns of gay men in the real world; and, in 1992, the gay activist
Sat @ Mgt &ik patiefice” with what he perceived as the appropriation and
misrepresentation of gay male identityyiaoi manga and published a letter in a small

feminist journal calledChoisir.?%? Since the male characters ymoi comics had no

20 Two blog posts critically discussing these tropes in relation to the asimnesSekaiichi hatsukoi
(World's Greatest First Love, 2011) can be found dittps//www.thatanimeblog.com/index.php/2011/
04/sekaiichi-hatsukoipostt and <http://gargarstegosaurus.wordpress.com/2011/05/01/waddstfirst-
lovel>.

21y/incent 69.

22 pid. 70.



189
trouble reconciing hei r sexwuality with the demands o
were detrimental to gay men seeking to better understand their homosexual identity. "The
more confused i mages of gay men <circul ate
harder it 8 for gay men to reconcile these images with their own lives and the more
extreme their oppression becomé¥Sat @ t hus accused the femal
by yaoi as pathological and antagonistic to the goals of gay rights, and the statements of
thewomen who responded to him via letters printe@hoisir also betray an internalized
distrust of heterosexual female sexuality. Takamatsu Hisako, whom Vincent identifies as
one of Sat @' s most voci ferous intey"l ocuto
which "made it impossible for her to imagine romance or sex from theegotinsp of a
biological woman.?** The writer Kurihara Chiyo claims that, "as soon as | realized my
interest in gays was a form of escapism my interest in gay novels burnedutsednul
that she was able to give up gay novels as soon as she found "a way to live and love as
the woman that | anf™Wh i | e Sat @ ar yqaifams aethbnaophobicettma | e
women themselves identifiegaoi as a form of escape from heteronormativity.
Furthermore, in order to apologize to the gay men whom they might have offended, both
Takamatsu and Kurihara statedattithey would do their best to abandon their queer
sexualities and return to a more heteronormative existence. Instead of embracing the
resistance to phallocentric heteronormativity expressegiami narratives, politically
aware female fanghus felt compelled to make the argument that they are not in fact

antisocial loners removed from reality as their male otaku counterparts supposedly were.

203v/incent 70.
204 1hid. 71.
2051hid. 72.
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In the latter half of the 2000s, however, femgd®i fans began to reclaim their identity

as consumers of fantaggy narratives.

Interr ogating the Text from a Different Perspective:
The Power of Female Fan Culture

In her monograplot aku | os hi k e n k y (A :Study ofjFenmlk | s hi
Otaku: Essays oftujosh) Sugiura Yumiko repeatedly assures her eeadhatfujoshi,
the “rotten girls" who create and consuga®i mangat®® are not poorly groomed anti
social misfits. "The majority ofujoshi" she writes, "are adult women. They live in the
real world, where things like 'true love' don't exist. These wofa# in love and get
married in the real world, where society necessitates compromise. When they get tired,
they take a break in a fantasy world, and then they go back to ré&figctording to
Sugiura, althoughfujoshi occasionally immerse themselvas fantasy, or "delusion”
(m @ 3, ey are far from delusionah(@ s @t aadkfar them the world ofaoiis a break
from reality @enijitsy, not the sort of separate realitya(iti) thatb i s hpdyide for
otaku.

Sugiura does not compaigoshito otaku, except to note that, in the wake of the
Densha otokdTrain Man) boom celebrating male otaku, female otaku were igrited.

Instead, she compares them with a tribe of adult women chlie#takei joshj or

208 The wordfujoshi( ) is a play on the synonymofigoshi( ), a word for wife. A male fan of
yaoiis referred to as &udanshi( ). While the termfujoshiis playful and tonguén-cheek, the term
mojo ( ), which is used to refer to a more antisocial and isolated female fan, is more clearly pejorative.
27 gygiura 42.

2% |bid 208.Train Manis a multimedia franchise that began with the publication of a novel in 2004. The
novel's story involves an Akibleei ("Akihabara type," i.e., interested primarily in anime and manga) otaku
who is rehabilitated into mainstream society over the course of his awkward attempts to dateakunon
woman. For further details, see Alisa Freedmafrain Manand the Politis of Japanes®taku Culture”
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"culture girls."” The distinguishing characteiasof bunkakei joshj according to Sugiura,
is effort and, in particular, wasted effomda na doryoku Bunkakei joshitake ikebana
lessons, spend their weekends at seminars on the tea ceremony, and attend kabuki
performances while earnestly muddlingeir way through librettos that cannot be
understood without a significant amount of study. Since these women occupy themselves
with cultural pursuits during time that might otherwise be spent with family or with a
boyfriend, Sugiura identifies them assabset ofmakeinu("loser dogs"), an expression
used by Sakai Junko in her boblakeinu no tobog€Howl of the loser dogs) to describe
successful career women who have exited their twenties without marrying. Sugiura scoffs
at the effortmakeinuexpend in ader tojustify their position in society.
Although somemakeinupossess a strong desire for wealth and cultural capital as
a means to render themselves more attractive to potential marriage partners, the
wasted effort they expend should notdmnfused with an acknowledgement of
reality. People who truly understand their positions don't direct their energy into
useless channels. After accomplishing what they need to do, they relax and enjoy
themselves. The time | spend wiflnjoshi is very rebxed. Because they
understand what they can accomplish in the real wéujdshiare able to enjoy
themselves in the fantasy worldyafoi and BL as a diversiof?’
Sugiura's assessment of the mental and emotional hedljosliiis therefore positie. It
is precisely because these women have a firm grasp on reality that they are able to enjoy

the fantasy offaoi, whi ch i s not a separate but equal

but rather a safe haven from the pressures of the real world.

29 gygiura 16465. The distinction that Sugiura makes betwegaol and "BL" is that the expression
"BL" is used to describe original work whilgdoi' refers to parodies. According to my own experience,
this distinction issomewhat artificial, and in fact Sugiura herself is not consistent in her use of the two
terms. She also uses several other expressiogaddBL, such as "801 a homophonous pun.
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Although she mentiondujoshi who create manga and @ i basehd ion
politics 2 Sugiura does not devote any space toudisingyaoi as a means to effect
social change. Instead, she treats the genre as a game played by women who are more or
less socially well adjustedrujoshi wear nice clothes and date nice men, and they
maintain closdujoshi peer groups while hiding thegeekiness from their families and
co-workers. The lifestyle guidebookujoshi no hinkaku(The Elegance ofujoshi),
displays the same attitude towarfdgshiidentity. How do you keep business meetings
and fan conventions straight? Buy a planner! Youalaa use it to keep track of manga
release dates. How do you remember the items in your company's product catalog?
Anthropomorphize the products and then imagine them in relationships with each other!
You can also use this strategy to remember the nafm#®e aepresentatives of other
companies. LikeBand @ Mar i ko' sJos@ 0d linkaku@re tEgance efr
Women)?*! Fujoshi no hinkakuargues that career women can have itiall job, a
boyfriend, and fantasies of beautiful men in love with each dthand even enjoy
themselves in the processdn if yaoi fandom is a means of successfully navigating and
coping with the real world, however, both the portrait painted by Sugiura and the
description of thefujoshi lifestyle offered by Fujoshi no hinkakumake female

participation inyaoi fandom seentike more of a soporific than an agent of social change.

201bid.7475. Apparently, for mer P rcommenlyMelievédsotbenuke Ko i z u mi
#1Joseinohinkakg al so transl ated as "the dignity of a womal
is a selfhelp guide for busy women who wish to balance their public and private lives successfully.
Band@' s aléswslggestions suchlasi"dress nicely," "apologize often," and "hire a maid." Although

Josei no hinkakwguickly became a bestseller, its author was criticized for conforming to, reinforcing, and

creating excuses for outdated notions of femininity.



193

According to this interpretatiorfujoshi are women who, while not completely
passive, make no effort to engage or change the media they consume. Even when Sugiura
discusses the women who reaglvspapers on their way to work in order to gather more
fodder for their delusions about political figufééshe does not attempt to argue that
they have any real interest in politics outsideyabi fantasies. As she states in her
conclusion,fujoshi hawe been largely ignored by the Japanese media because they are
remarkably adept at hiding their otakess. Sugiurargues that these women have been
ignored because they don't seem particularly unhappy or maladjusted and aren't
connected with any scandafouactivities, such as illustrated pornography depicting
minors?*® In other words, they do not change or challenge the status quo. As the
subcultures associated with@ j i dersohsirate, however, mafijoshi are not merely
consumers; these women are qaitdive as producers as well.fifjoshiare unsatisfied
with the phallocentrism and heteronormativity they see in mainstream media, they create
their own versions of official narratives in the formaf@j i, which imay depict the
homosexual escapadesméle leads or go into more detail regarding the background and
perspective of a female character who is shbanged in favor of male characters in the
original work. When female fans find themselves excluded from -g&l&ered stories
and discourse, thesimply create their own.

As the attendance for events like Comiket demonstradeg]j i ares hoi
representative of an isolated corner of an insular fandom. Hundreds of thousands of

people buy and sell these texts at enormous conventions sponsored and attended by

Z2ggiura 8889.
213 bid. 208.
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manga publishers and anime and video game producers. Despite the omlation of
intellectual property laws, the content industry allows@j i to sekist without
persecution because the culture surrounding their production and distribution allows the
content industry to flouristD@j i existhas part of an acknowledgtsdback loop of
production and consumption that fuels enthusiasm and ultimately results in the purchase
of officially licensed product®*D @j i events ialso provide tailenade opportunities
to scout talent in a manner that would prove difficult in maldistribution channefs?
Furthermore, ad @] i artistshare not fringe elements of fandom but primary shapers of
market opinion, the content industry has kept an eye on fan conventions for decades in
order to ascertain trends that may prove profitalSiEar from existing in a vacuum of
high-gravity geekiness, then, Japanese fan activities relating@g i ameschpiable of
changing the manner in which stories are written, edited, and produced for even a broad,
mainstream audience.

In particular,yaoi d @] i intergretations of mainstream works have alerted
editors and producers to the profitability of appealing to female consumers. This industry
awareness has led to sizable growth in the numbeseicomics for women and myriad
publishers, imprirg, and magazines devoted to homoerotic relationships between men

and between women. It has also led to a shift in narrative and character tropes in the

“This feedback |l oop is described by &tsuka Eiji in
previous chapter.

“>These channels include private webpages, Pixiv, and Tumblr. Fan artists operating online often do not
provide contact information,lthough they will advertise their appearance at fan events. It is possible for

the work of extraordinarily popular artists to be highlighted in publications sucuasgerly Pixiv (a

magazine released by the manga publisher Enterbrain), but publicaportwities attention stemming

from online activity are exception8xis Powers Hetaliawhich was hosted on its author's private webpage,

is one such exception.

#1® For more information on the relationship between the content industrydafid i, se® [Sharon
Kinsella'sAdult Manga: Culture and Power in Contemporary Japanese Society
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manga published for a more general audience. For instance, the populdrtite ®ne
Piece (serializel in Sh T kan s h @ince 1997) andspuli Eater(serialized in
Ge k k an s h @sineen2008)deatgra large casts of female characters who are not
sidekicks, love interests, or eye candy but fully realized protagonists with their own
agency, interidgty, and story arcs. In addition, mord & jmanga, such ager an K@k @
Hosuto KurabuOuran High School Host Clylserialized inLaLa from 2003 until 2010)
and Otomen(serialized inBessatsu hana to yunsence 2006), feature male protagonists
who are not snply love interests or stard characters for a female read&einen
franchises aimed at an older audience, sudbuaarara!!! (published as a series of light
novels by Dengeki Bunko since 2004 and animated in 2010) Tayet & Bunny
(broadcast in 2011not only avoid stereotypical portrayals of violent, stoic, and muscle
bound masculini§*’ but also include canonically gay characters who embrace realistic
queer identities instead of merely pandering to stereotypes of homoseXatitpther
words, thefannish activity involved in the production of @) i has fesulted in a
mainstream media that embraces a much wider range of gender identities, which in turn
has the potential to influence widespread societal perceptions of gender norms-and non
heteronomative sexuality.

In their original manga, CLAMP challenges the character and genre conventions
that function as walls dividing gendered publishing categories and gendered audiences.

CLAMP has also encouraged the application of a female erotic gazestories and to

27 As seen irseinenmanga such aSaint SeyaFirst of the North StarandGolgo 13

#8gych as the evaropular "I'm really straight, but I'm gay for youbpre and the "fabulous gay queen"
trope. More information and a plethora of examples can be found on the followifig/tWoopegages:
<http://tvtropes.org/pmwiki/pmwiki.php/Main/IfltsY oultsOkayand <ttp://tvtropes.org/pmwiki/
pmwiki.php/Main/CampGay.
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the male characters in many of its works, includwxgHolic As early as the fourth
volume of the manga, CLAMP strongly suggests a physical bond between Watanuki and
D @ me IEigure ) As the pair holds hands while walking through a twilight carnival
together, the female reader is free to imagine the two onea alatn a relationship in
which the pair is connected both emotionally and physically. There are many episodes in
xxxHolic that serve to deepen the bond between the two young men through physical
means, almost as if CLAMP were offering +smthidden cluedor fujoshiandfujoshtin-
training. Many of CLAMP's other titles, fro@ardcaptor Sakurdo Tsubasa: Reservoir
Chronicle also depict intense relationships between two ostensibly straight male
characters. Many of thd @j i thas ®LAMP created as an amateur ciralere yaoi
parodies of a spts manga for middlschoolboys calledCaptain Tsubasé#serialized in
ShT kan s h @omel@8l jo 498PAs formery a o i  dadlists, ihis éntirely
probable thathe woren of CLAMP knowexactly what's going on in the headstlogir
femalereaders and thus draws its manga to encourage homoerotic readings. Despite its
outward conformity to the conventions of genres targeted at a male audience, CLAMP
gueers its own texts thugh an awareness of a female readershiprested in
relationships that fall outside the boundaries of binary gender categories

As the interpretations expressed Kychinashi kaoruand Kemuri demonstrate,
CLAMP's female readers are perfectlypahle of translating homosociality into
homoeroticism, and they are able to refigure the elements on the printed page into a
narrative that suits their own interests and responds to issues not addressed by the original

text. As a team of creators, CLAMPtizely encourages the interrogation of their work
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from nonmainstream perspectives. Howeuejpshiand other readers creating fanworks
in a more global context are also able to apply different hermeneutic lenses to narratives
that seem to discourage felmanvolvement.Thus, the female erotic gaze activel
exposes the contradictions and possibiligegedded in the phallocentric homosociality
of the original work. By exercising the female erotic gaeaders who participate y@aoi
and slash fan cultusesubvert the concept of a masculinity that must continually assert its
heterosexuality in order to maintain its prominence in gebdesd power dynamics. By
conducting these activitiess members of a fandom comntynwhether that community
is an onlineforum hosting fan fiction or a circle that publishesd | i amdsdisiributes
themat conventions, female readers al@ymg subversive games withiginal texs that
establish an authority over thosexts as female and queer. Even though a text still
legally belongs to its author, and even though the highest grossing creators in the
entertainment industries of Japan, Europe, and North America atargglly male, there
are large socultures of people to whomhallogocentric power structure$ exclusve

ownership and authorized interpretati@asnot apply.
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Figure 21

The front cover of the first volume of
the print edition of théletalia

manga. Clockwise from the front, the
three characters are §alGermany,
and Japan.

Figure 22

An example of fan service from the first episod&eiken no burakkusumigine Sacred
Blacksmith 2009. In this sceenshot, the protagoniss costumed in armor that
accentuates hehest and caught in a pose that emphasizes her sexual vulnerability.



Figure 23

A chapter heading illustration from

the second volume adkxHolicfeaturing
Wat anuki (left) and
Although the two have their backs to

one another, each looks at the other out
of the corner of his eyes.

Figure 24

A scene from the tenth volume of
xxxHolic When he spirit of a
hydrangea traps Watanuki in a dream
world, D @ m eukes his spiritual
powers, which are augmented by his
attachment to his friend, to enter the
dream and save Watanuki. As
D@meki | ook snukiown
he says, "I made it."




Figure 26

The front cover of gaoimanga titledy ao
Zen The character on the right, Monji Tair
is shorter and younger than the character
the left, Hagiwara Kai. Compared to
Hagiwara, Taira's hair is longer, his face
is rounder, his eyes are larger, his skin to
is rosier, and his expssion is less guarded
A reader familiar with the conventions of
yaoiwould easily be able to tell that Taira
anukeand Hagiwara is aeme
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Figure 25

The front cover of
Kuchinashi kaoru
D@meki hol ds
incapacitated Watanuki.
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Figure 27 re——

The opening page of tte@j i ns h i
Kemuri The smokeindicated by the title
di vi des
top two panels and frames them as a

Wat anuki fr

couple in the third. The text reads:

Smoke hides.
Smoke covers.
Smoke obfuscates.
Smoke...

Figure 28

The cover othe nineteenth (and
final) volume ofxxxHolic Watanuki
now occupies the cover of the

t a n k,@paage formerly devoted
to portraits of
butterfly motifs associated with

Yi ko have now become
Watanuki. Besides delving intogh
relationship between Watanuki and

D @ m e lkemyrialso expands on the
meaning of this transfer of symbols.

YT ko.
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Figure 29

The final page of the manga portionkKégmuri
Watanuki saystet me go... You're holding med tight.

He thinks:But... Just a little longer.
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Figure 30

A two-page spread from the fourth volume ofxHolic Wat anuki and D@m
withnessehy a k ki ( nyiagghytd par ade of demons)o,musti | e r
both hold a special lantern that protects them from being revealed as humans.
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AFTERWORD

The Potential of Female Homotextuality

Many feminist bloggers, journalists, and scholars have chronicled the negative
impact of popular media onrtg and young women. I@inderella Ate My Daughteffor
instance, Peggy Orenstein connects the rising rates of depression and eating disorders in
pre-adolescent girls with gendered marketing and the associated conflation -of self
objectification with a pemived sense of empowerment. If emotional investment in media
and the resulting internalization of its underlying ideologies can have a negative impact
on the real lives of girls and the women they become, it also stands to reason that a
positive impact isalso possible, which is why feminists champion "strong female
characters" in popular media and more getiddanced literary and historical canons.

The real issue at stake in this dissertation is not whether bestselling fiction and
graphic novels affecthe psychology of their readers but whether they are capable of
social commentary and effective as catalysts for social change. It can be difficult to
compare a glamandglitter "monster of the week" story such as that which characterizes
the opening volungeof theSailor Moonmanga with massive, edefining novels such as
those written by internationally renowned
Haruki. That being said, mystery fiction and manga allow readers to experience social
and political issues from different ppesctives on both a visceral and an intellectual level.

For example, Unita Yumi's tewolume seriesUsagi croppu (Bunny Drop
chronicles the daily life of Kawachi Daikichi, a thirty year old single man, and Rin; a six

yearold girl he adopts.Kigure 31) The first four volumes in the series portray Daikichi's
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deepening bond with Rin as he deals with the challenges of raising her; and, in the last
five volumes, the focus of the story shifts to Rin as a-fiestr student in high school as

she learns to negjate the challenges of the adult world.

The manga opens with the funeral of D
introduction of a strange and sullengmaro | d gi r | |l ur ki ng around
chil d, Ri n, i s pur p ate taeghtertaod nb ene B ¢he tamily ' s i

wants to take her in. While complaining about the expense and trouble of taking care of a
child, Daikichi's relatives squabble over what is to be done with Rin until they can find an
institution to take her off theinands. When Daikichi suggests that his mom adopt the
child, she angrily retorts that he has no idea what sacrifices she had to make for the sake
of him and his sister. Having observed that Rin's silence is a result of her sensitivity and
increasingly frustated by his family, Daikichi suddenly proclaims that he will take Rin
home with him. The panel depicting Daikichi standing handsomely in a formal black suit
as Rin runs to him makes it seem as if everything will work out for the pair; but, on the
last pa@ of the first chapter, a decidedly-oaol Daikichi is woken by a sleeggced

little creature proclaiming, "Hey, hey, Mistarjisan], I'm hungry!" Daikichi snaps that

he's not anojisan (a term used to address a middlged man), and that such an
expresion would better suit Rin, who is technically his aunt. Along with this light humor,
however, comes Daikichi's sinking realization that he can no longer back out of the
responsibilities with which his spaf-theemoment decision to become Rin's guardian

has saddled him.
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Although Bunny Dropmaintains a fairly light tone, it deals with serious themes.
Daikichi's annoyance with having to glue name tags on every tiny piece of Rin's first
grade math set is amusing, but it also illustrates the tireless &dfoahese parents must
expend on their children's education, which has been cited as one of the reasons why
mothers drop out of the work force and limit themselves to only one ZAihikichi's
panic over the lack of suitable daycare in the area surrogindis suburban
neighborhood is presented as comic, but his exaggerated reactions mask a sense of unease
concerning the lack of choices available to parents. Over the course of Rin's childhood,
Daikichi makes friends with other parents, such as a workthgrfaa working mother, a
stayat-home dad, and a single mother struggling to raise her son while keeping both feet
on the corporate ladder. Daikichi, who requests a demotion in order to be able to pick up
Rin from daycare on time, swaps war stories, sahstrategies, and anecdotes of small
victories with these other parents.

The issuesBunny Droptackles are thus the issues the manga's readership,
presumably women in their twenti& must confront as they begin to make choices
about the directions tirelives will take concerning education, employment, marriage,
childbirth, and elder care. The social observation and comment&yrofy Dropdoes
not immediately engage the reader at the same level as the manga's characters and story,

but it stands out hen the manga is compared to other titles with similar premises, such

219 gee Allison (1996), especially the chapter "Japanese MothersOdne s: tTEe Lunch Box as
Ideological State Apparatus.” See also Amanda Seaman's"#aking and Marketing Mothers: Guides
to Pregnancy in Modern Japardiroko Tabuchi's 2013 articleDesperate Hunt for Day Care in Japan
provides an update on the stafelaycare in the greater Tokyo metropolitan area.

“2Bunny Dropwas seri al i zed i rFeelSrouighagaznk, ohesof teomost bdpular
magazines catering toj@seireadership.
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as Unita's earlierYonirgurashi (Family of Four 20032008. In the world of
Yoningurashi children are always adorable, and any problems their parents face are
easily resolved within #nspan of a few pages. In contr&innyDrop employs a degree
of realism that never allows the reader to escape into a comforting fantasy of carefree
adulthood that will disappear as soon as she closes the manga.

Likewise, Aihara Miki's mang&oji kara kuji made(From Five to Ning allows
its reader to explore different versions of adult femininity through its depiction of
professional and romantic relationships of working women in their twenfiggiré 32
Li ke Ai har ad&mm Ei ol Nheesra dramaticlexpesg of the love lives of
gorgeous young people in the trendy districts on the southwest side of Tokyo. The manga
is serialized inGekkan chiizy a magazine that serves as a bridge betweenha@j o
readership of tweens captivated by ®®rof pure love and @sei readership of young
women interested in the more physical aspects of romantic relationships. As a title
targeted at a relatively mature female readerdhipm Five to Ninein particular uses
common romance tropes to explores thonflicts between different gender roles and
expectations of femininity through the love affairs of its main protagonist.

Sakuraba Junko, the leading lady, teaches during the evenings at an English
language conversation school. Because of her friemdifggsionalism and almost native
fluency, sheds considered to be one of the
is to save up enough money to study abroad in America. Since Junko has yet to settle
down with a man, her grandmother has begunetoher up on dates with potential

marriage partners. To appease her grandmother, Junko spends herstventi
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birthday out on amiai date with a Buddhist monk named Hoshikawa Takane, who
graduated from Tokyo University with a major in Indian philosoplunko is put off by
what she sees as Hoshikawab6s snobbishness,;
Junko ends up spending the night with him on a lark.

Immediately after Junko gets back from her one night stand with Hoshikawa, she
realizes that the deadline to move out of her apartment, whose building is slated for
renewal, is fast approaching. When she goes to her grandmother for help, her
grandmother suggests that she take up temporary residence in a temple with connections
to the family. Uriortunately, this temple is headed by Hoshikawa, who now wants to
make Junko his wife. Becoming a temple wife is afiatle job that would require Junko
to give up her position at the English conversation school as well as her dream of
studying abroad. I6he were to marry Hoshikawa, Junko would also have to relinquish
the pleasures of her existence as an independent urbanite and spend her days cooking,
cleaning, dressing herself in traditional clothing, setting out flower arrangements, and
entertaining gasts. As Junko makes plans to extricate herself from the machinations of
her grandmother, who desires to see her married well in order to increase the social status
of the family, she surprises herself by becoming conflicted over walking out on
Hoshikawa ad the stable life he can offer her.

Junkods | ove | ife represents the push
Junko is faced with a choice between giving into social pressure and relinquishing her
independence and her dreams as she considers whathpossible for her to somehow

fend for herself without a social and economic safety net. Because of the romantic drama,
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the reader is able to experience the emotional attraction and anxiety of these possibilities.
For example, when Hoshikawa takes actio lock Junko into a traditional gender role,
the denial of agency that Junko suffers is viscerally upsetting to the reader. As it
gradually becomes clear that Hoshikawa genuinely cares for Junko, however, it also
becomes <cl ear t h stanceJdnighm keoables chageithe way dedsees the i
aspirations of the women of his generation. In this way, Hoshikawa serves as a
representative of a society that is still primarily dominated by phallocentric interests.

Hoshikawa is frightening, but Aiharsuggests that he can be persuaded to see
gender roles differently by someone like Junko, who is smart enough and tough enough
to challenge him, even i f sheds coming fro
of "he can change" mentality Junko contesembrace is presented as being just as
dangerous in the fictional world of the manga as it is in real life, but the alternative of "he
will never change" would be a bleak prognosis on the sort of patriarchal mentality
Hoshikawa represents. The posstithat Hoshikawa is able to change his own behavior
as he comes to see Junko as an individual instead of as a receptacle of his received
notions of gender is an element of social optimism that serves as an emollient to the
seemingly misogynistic sexualaina of the manga. In the world Bfom Nine to Five
gender equality and social change are not vague ideals but rather very personal goals
whose achievement directly affects the lives of the young female protagonists despite the
anxiety that arises in tHace of societal resistance.

Manga artists do not have the ability to shape legal and political discourses as

directly as lawyers, judges, politicians, bureaucrats, and the journalists and academics
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who publish in influential opinion magazines. Howevaerany of the social issues
currently being debated in Japan, such as a shrinking workforce, a low birthrate, and an
aging population, directly concern women and the choices they make in their lives.
Despite this, young women in the demographic representekdebreadership of manga
such aBunny DropandFrom Nine to Fivéhave relatively limited access to participation
in public realms of political and legal discourse. It is therefore not unreasonable to
assume that they are active in realms of discouraditch they do have access.

An individual's consciousness of social issues is shaped by many types of
discourse, and it young women are be more comfortable with discourses from which they
do not feel excluded. Manga likunny Dropand From Five to Ninewhich examine
issues that pertain directly to their readers, are therefore instrumental in shifting public
opinion and inspiring the critical attitudes necessary to inspire social change in women's
lives. Even if the texts discussed in this dissertatiamfcrime fiction to graphic novels
about magical schoolgirls, do not fit neatly within the categonumbungaky they still
perform many of the functions of serious literature. Manga and murder mystery novels
may not be written or read by adult maleifiabns, journalists, and university professors,
but they still serve as mirrors in which young women and men can scrutinize their lives,
the limitations imposed on them, the choices available to them, and the means by which

they can change the world teflect their own personal identities and desires.
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this world
ou expected?

[

Figure 31

Daikichi watches over his adopted daughter Rin as she heads off to school.
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Figure 32

Junko andHoshikawa represent the clash between "modern™ and "traditional."
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APPENDIX A

Sabiru kokoro(Rusted Heart)

Fujieda Kinuko had decided that if she were going to leave she'd leave on March 23,
which was her husband Yoshiyuki's birthday. There couldn'tizester present.

Marc 23 had another meaning as well. Yoshiyuki had probably forgotten the date, but, on

this exact day ten years ago, he had taken Kinuko from Tokyo and brought her back

home and, in a certain sense, handed down her sentence. On tKatukayfirmly made

up her mind to leave her husband in ten years. In other words, March 23 was the secret
anniversary of Kinuko's decision to leave her marriage.

*kkkk

It was a Saturday in March ten years ago. Spring break was coming up, and themornin
was warm and reaxed. Kinuko was living in an apartment in a university town called S
City in the suburbs of Tokyo. After her daughter left for elementary school and
Yoshiyuki set off for the university where he worked, Kinuko was doing laundry while
thinking over her plans for the afternoon when the intercom began ringing persistently.
Figuring that it must be a delivery, Kinuko rushed to the foyer.

"This is Mrs. Aojima!" a woman cried out in a shrill voice while knocking at the door.

"Is there a prolem?" Kinuko felt her voice tremble.

Kinuko was thunderstruck. Could this really be the wife of Aojima Hitoshi?

"This is Aojima's wife! Hurry up and get out here!"

The woman's voice pealed forth from the intercom exactly as if she were summoning a
criminal. There would be trouble with the neighbors if she continued to make a huge fuss
like this, so Kinuko hurriedly opened the door to the foyer. She found two women
standing outside. One of them, who was about Kinuko's age, seemed like she was about
to go off at any second. She was wearing voluminous black clothing that made her look
like a crow. This one was probably Aojima’'s wife. The other woman was slightly older,
and her face resembled that of the first woman. She wore teal clothing with a yellow hat
The older of the two women broke the ice.

"I'm this woman's sister. Who do you think you are?"

"What do you mean, who do | think | am...?" Kinuko was at a loss for words.
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"Don't try to play dumb with us,” she lashed out viciously. Aojima's witregl at
Kinuko silently.

When she noticed that this woman was clutching an umbrella despite the fair weather,
Kinuko backed away.

"What are you talking about, 'Don't play dumb,™ Kinuko mumbled in defense.
Suddenly the woman in black shouted, "Youléerous harlot!"

Without thinking, Kinuko darted her eyes toward the apartment door on the other side of
the hallway. She and Yoshiyuki lived in a faculty dorm. It was afiee complex of

three stories, and it didn't have an elevator. The apartmerg do each floor faced each
other. Across from Kinuko lived a woman married to someone who seemed to have been
an assistant professor since the dawn of time. In addition to having a big mouth, this
woman was the building's community watch officer and dessi snitch. Kinuko
definitely didn't want her to hear what was going on.

When Kinuko spat back "How rude!" in a tight voice, she was cut off by the older woman,
who countered with, "Which one of us is the rude one here?"

"You've come up with this accagon out of nowhere! You don't have the least shred of
evidence."

"My husband stated very clearly that you were his lover!" Aojima's wife screamed
hysterically.

Kinuko couldn't believe her ears. "That's a lie. There's not any sort of relationship
between me and Mr. Aojima.”

"It's a lie, is it? But he told me, he told me that he was having an affair with a certain
Fujieda Kinuko who lives in S City. He said that you had just been an acquaintance at
work, but then he got a phone call from you. He tokl timat you two always meet at a
place in Roppongi called Hotel Ibis."

Aojima's wife delivered these words with an unnecessary amount of force. Her eyes were
drawn together and slanted upwards in a caricature of outrage. If she kept shouting like
this, this encounter would never end.

Kinuko rushed to shut the door, but, before she could lock it, the two women forced it
back open.

"Please stop this."
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To Kinuko's entreaty, the older woman responded flatly, "You can't get away."

"If you won't come outwe'll just stand out here and make trouble for you. We'll keep
doing this until your husband isn't able to stay at the university any longer."

Aojima's wife emphatically thrust the tip of her umbrella against the reinforced steel door.
The sound reverbeted down the hallway. Kinuko resigned herself to the situation.

"Fine. I'm coming out now, so please hold on."

Thoroughly flustered, Kinuko went back into the apartment and picked up her bag and
keys. In the meantime, the two women had flung the doon ape were shamelessly
looking around the inside of the apartment. When she saw Kinuko come back out with
her purse, Aojima's wife screamed, "Where do you think you're going?!"

"What do you mean, where? We can't do this here. We can go to the park, or..."

"I'm not going anywhere. We can talk right here. You're not in a position to say what we
can and can't do!"

Realizing that the two women had come just to harass her, Kinuko stood in the foyer in a
daze. They didn't come to talk, but rather to get & ktothe face of the woman named
Kinuko and shame her by broadcasting the affair to her husband and the whole
neighborhood. Kinuko was shocked that Aojima could be married to this woman. She
was angry at Aojima for confessing his involvement with her,sdredwas disgusted with
herself for entering into a relationship with Aojima even though she didn't like him that
much. She was exhausted just by thinking about having to make an abject apology to
Yoshiyuki. She didn't want to imagine what would happematted, and she found that

she didn't care how this matter was settled. She could almost hear the sound of her last
thread of patience snapping. Kinuko stepped into the first pair of shoes she saw in the
vestibule, shoved past the two women, and fled fizerapartment.

Kinuko had nowhere to go but Mita Chikako's apartment in Tokyo. Chikako was a
classmate from her high school in Sendai, and for some time now Kinuko had been going
to Tokyo once a month and accumulating trysts with Aojima under the poétesiting
Chikako.

Kinuko looked into her purse for the first time after arriving at the train station. There
was nothing there except for her beatwallet, a promotional packet of tissues that she
had been given somewhere, and a single tube oickpshe only had five thousand yen

in her wallet. Her hair was messy, and she wasn't wearing any makeup. Even worse, she
had on jeans and a sweatshirt and socks covered with fuzz, an outfit she wouldn't have
worn even to the neighborhood grocery storee ®las dogged by the fear that the two
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women were chasing after her, so, without looking back, she bought a train ticket and
made her way to Tokyo.

When she called Chikako, Chikako told her to come to her apartment right away. She
more than likely felt reponsible for helping Kinuko fabricate an alibi. Chikako was the
daughter of a wealthy family, and an apartment had been bought for her in therttigh
Zeimusheura area of Tokyo's swanky Azabu district, where she lived happily with her
daughter and heresond husband. Chikako had been through some rough times during
her divorce, and she had handled it better than most. Still, even Chikako was flustered
when Kinuko told her what had happened.

"This must have been terrible for you,” Chikako said sympiatit when she saw
Kinuko's face in her foyer. "You look like you've seen a ghost."

Kinuko saw herself reflected in a large mirror hanging in the foyer. Kinuko was 37, and
her face looked terrible without makeup. She thought that the incident had tr be h
punishment for transgressing against her marriage, but she just couldn't handle any more
humiliation. She buried her shame deep within herself and sighed without saying
anything.

"Your husband called a while ago.”
"What did he say?"

"He said he's auning to pick you up in three days, and he wants me to keep you here until
then so he can come during spring break."

No, Kinuko thought, he's probably not coming now because he doesn't have the money.
The salary her husband received as an assistant moé¢ss public university was only

just enough to keep food on the table. Kinuko envisioned Yoshiyuki's bitter face. It
seemed that Aogjima’'s wife had somehow managed to contact Yoshiyuki at school and
inform him of the circumstances. Kinuko was worried wbehat would happen to her
daughter Aoi. She was certain that news of this business had already spread through the
neighborhood.

While waiting for Yoshiyuki, Kinuko tried repeatedly to contact Aojima, but it seemed
that he too was running away, and sloelldn't catch him. Kinuko passed the point of
anger and grew depressed.

Aojima had been her boss at the cosmetics company where she worked before she got
married. Her flirtation with Aojima had been enjoyable but noncommittal. After she
married Yoshiyuk however, she grew bitter as she nurtured the fantasy that she had been
forced to give up a chance at a romance with Aojima. She had the opportunity to go to
Tokyo once a month for a cooking class, and during one of these trips she took a chance
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and caled Aojima. He had said he wanted to see her too, and they quickly rekindled their
old relationship.

Lying to Yoshiyuki that she was staying over at Chikako's place, Kinuko would spend the
night at a hotel with Aojima. The affair continued for half a y€xmce she actually saw

him in person, Aojima had turned out to be a cheap and wimpy little man, but Kinuko
had more fun with him than she did spending time at home with her husband. By having
an affair, she got to feel like a woman again while gettind lzicher husband at the
same time.

Marrying Yoshiyuki had probably been a mistake from the very beginning. When she
was first presented with the opportunity to meet with him as a prospective marriage
partner, she learned that he was a lecturer at agoesst national university and felt like
marrying him on that alone. She had been young and foolish. Kinuko had enjoyed
studying, and her grades had been good, but, when she was in high school, her mother
had disclosed to her that she was adopted, andashgiven up on advancing to college.

She had a younger sister, and, ever since she was little, she had a habit of turning down
snacks and toys, saying "I'm fine" even if it was something she really wanted. Although
she wasn't consciously aware of it, aing point she had probably picked up on the fact
that she wasn't her parents' real child. Kinuko had talent, but she felt pressured into not
continuing her education. Her bitterness and feelings of deprivation engendered a sense
of inferiority, which in tun led to her stubborn desire for an elite marriage partner.

When she met Yoshiyuki in person for the first time, she thought he was boring and wore
frumpy clothes. When they went out to eat, he ordered only his own meal before handing
the menus back tihe waitress, and when they went on a walk he walked briskly in front

of her by himself. Kinuko sensed somewhere in her heart that he wascargelied,
childish man who only talked about himself, but she pushed the marriage forward
anyway. When she lateoverheard Yoshiyuki's relatives saying that Yoshiyuki had
wanted to marry a prettier woman with a better educational pedigree, Kinuko realized
how stupid she had been. Kinuko had turned a blind eye to Yoshiyuki's faults because of
his elite status, and oshiyuki had overlooked Kinuko's shortcomings because she was
meek and obedient. In a certain sense, they were a good match for each other.
Unfortunately, no love or affection was born from any sort of happiness accompanying
their wedding. The marriage wasfailure, and Kinuko realized that married life was
something she must simply endure. She thought that happiness was something not meant
for her.

Nothing came out of the affair with Aojima either. Instead, Kinuko's affair turned her
marriage into an en tighter cage.

Yoshiyuki came to get Kinuko three days after she left, on March 23. Wearing a worn
out gray suit and clutching his usual briefcase, Yoshiyuki bowed deeply to Chikako
without even glancing in Kinuko's direction.
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"I'm sorry that my we put you through so much trouble."

His words were polite, but his eyes were unmistakably filled with reproach. He blamed
Chikako for conspiring with Kinuko. Perhaps Chikako felt ashamed herself. She blushed
and lowered her head without saying anything.

"How is Aoi doing?"

Ignoring Kinuko's question, Yoshiyuki took two film cases out of his suitcase and placed
them on top of Chikako's luxurious living room table, which was made out of a single
slab of wood.

"This is for your trouble."

Both film cases were densely packed with 500 yen coins. If putting 500 yen coins into
film cases can be considered a hobby, then that was Yoshiyuki's only hobby. Kinuko had
always thought that it was humorous how Yoshiyuki changed paper money into coins and
fixated an finding ways to increase his supply of film cases. When Yoshiyuki handed the
two cases to Chikako, Kinuko glanced at her, and Chikako silently signaled what a pain
Yoshiyuki was being.

"Your husband sure is strange," her laughing eyes seemed to bg sayin

Kinuko was embarrassed at how clueless her husband was. At the thought of returning to
this strange man's apartment as his wife, Kinuko experienced the sudden anxiety of being
trapped once again, and her knees trembled slightly.

"Since my wife willno longer be coming to Tokyo, | request your understanding that
your association with her ends here," Yoshiyuki said without emotion as he gripped
Kinuko's arm tightly. After that, Kinuko didn't see Chikako for another ten years.

*kkkk

That night, Yokiyuki slipped into Kinuko's bed. When Kinuko rolled away from him, he
put his hands around her neck. Kinuko closed her eyes, thinking that there wasn't much
she could do if he had decided to kill her. Feeling the strength drain from her body,
Yoshiyuki quckly relaxed the pressure in his fingers and whispered into Kinuko's ear.

"I will forgive you this time. In return, | won't give you one yen more than necessary for
your personal use. You'll get 100,000 yen a month for food. If that's not enough, that's
still all you get. From now on, | won't let you work or take lessons. | won't let you take
more than one step outside S City. | won't let you see Chikako. That woman was
corrupted by her divorce, and she had a bad influence on you. If you don't likeahes,
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your daughter and get out of the apartment immediately. Still, even if you leave, | will
absolutely not divorce you. | cannot tolerate any stains on my record. Do you get it, do
you understand? Nod if you understand.”

In other words, Yoshiyuki hadrdered her to do nothing less than stay at home and
devote herself to being a ftiime maid. There was no other choice, Kinuko thought. She
would have to compromiséhis is what she gdbr having married for selfish reasons.
Her daughter was still yogin and she was at the disadvantage of having brought this on
herself by having an affair. To make matters worse, she had no money of her own.

Still, Kinuko hated the idea of spending her entire life as Yoshiyuki's maid. She couldn't
stand the thought oénding up as a mindless slave of someone she neither loved nor
respected.

| can put up with this for ten years until Aoi grows up, and | can somehow manage to
save money. Then | can leave.

Having thought that far, Kinuko finally nodded.

"l understandl apologize."

"Fine."

Seemingly put at ease, Yoshiyuki returned to his own bed.

*kkkk

After that, the days passed peacefully, at least outwardly, but thorns of bitterness grew
around the part of Kinuko's heart that suffered from being constrainege@enexactly.

When ten years had passed, she would leave the apartment without warning. It would not
be an exaggeration to say that Kinuko was only able to continue living by imagining how
surprised Yoshiyuki would be when she disappeared.

Aoi finally entered middle school and graduated. After she had taken her high school
entrance exams, she spent her free time working at diparjob to help pay for the
expenses of high school life. When Aoi was eventually accepted into a university in
Tokyo, Kinuko was relieved and opened her heart to her daughter.

"I'm going to leave home next March. You absolutely must not tell your father."

"What will you do after you leave?"

"I'll work as a domestic assistant. Your mother can't do anything besides housework
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Perhaps because she had noticed the tension between her parents while she was growing
up, Aoi, who had always been taciturn and never caused any trouble, didn't ask any
guestions or make any objections. Gaining momentum from her daughter's consent,
Kinuko steadily prepared to leave home.

Kinuko had completed every single one of her preparations a week before she carried out
her plan. Starting a year before she planned to leave, she had liberally gifted her friends
with her favorite tableware, which sthad somehow collected with the small amount of
money she was able to budget out of her living allowance. She dispensed with her
clothing in the same way. She resolutely burned anything and everything that bore any
traces of herself, such as her diaried personal letters. She settled all of her debts so as
not to incur any trouble in the future, and she even allowed her friends in the
neighborhood to hold a going away party for her. She capped off her preparations by
having a futon sent to Chikako's apaent, where she would stay for the time being.

*kkkk

March 23 was sunny. There wasn't a cloud in the sky. Kinuko saw Yoshiyuki off to the
university in the foyer.

"Take care!"

Yoshiyuki turned and looked at Kinuko, who seemed more cheerful thah wath a
perplexed face. Kinuko looked away, avoiding his eyes. Since this would be the last time
she saw his back walking away from her, Kinuko went out into the hallway to see him off.
Only when he had disappeared completely did she turn around tatgaeedoor leading

to the foyer. There was a tiny rusted scratch on the gray steel door. It was the scratch that
Aojima’'s wife had made with her umbrella ten years ago. No one besides Kinuko had
noticed it; it held meaning only for her. It was an emblefnshame and defiance.
Whenever she saw it, her timeworn resolution to leave home was revived. Even though it
had rusted over, the scratch still remained.

Before she left home, Kinuko cleaned the house until it sparkled, took out a letter she had
written several days ago, and placed it on top of the kitchen table.

Thank you for your consideration for so many years.
Since | have no intention of coming back, please don't try to find me.

I'm fine with leaving the family registry as it is, but of couradll be happy to consent to
a divorce if you decide to get remarried.

If that happens, please let Aoi know. | intend to communicate with her periodically.
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Farewell,
Kinuko

The only things left in the kitchen cabinets were the generic plates asggkast she

got from the liquor store. As a result of Kinuko's efforts to erase herself from the
apartment, her clothes and shoes had disappeared, and the interior of the house gradually
lost its charm and individuality. Yoshiyuki, who was oblivious te surroundings, had
completely failed to notice. He was a boring man who looked down on movies and
novels and thought that university professors were the most important people in the world.
He must have thought that | was under his control and stoppedgpattention. This is
goodbye.Without looking back, Kinuko closed the door and shoved her house key
through the newspaper slot. She automatically glanced at the scar on the foyer door when
she heard the keys clink against the mé&talally, she thought.

There were several women around the same age as Kinuko waiting for her downstairs in
front of the shrubbery. They were all housewives from the neighborhood who had grown
close to Kinuko over the past ten years.

"So you're really leaving. Please oadl when things settle down."

"I will. But please don't tell my husband anything if he asks," Kinuko said empathetically.

"We won't say anything at all.”

"l wonder what will become of your husband,” one woman laughed, almost as if she were
gloating.

"Yeah, he'll be shocked. He'll start crying for youpleeeasecome home," another
woman said, and everyone broke into laughter. The excitement of her friends gave
Kinuko the impression that they were enjoying her rebellion as if it were they themselves
tha were leaving. What Kinuko was doing was something that none of these women
would be able to carry out in reality, even if she secretly wanted to. It was exactly as if
Kinuko were fighting a symbolic battle for the other housewives.

"All right, I'm off."”

"Stay healthy."

"Take care of yourself."

"Will we ever see you again?"

Someone had started crying, but Kinuko smiled and waved and walked leisurely along
the path to the station. Everything was completely different from when she had blindly
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fled from Aojima's wife to the station ten years ago. Her makeup was perfect, and she
carried a million yen in cash, which she had painstakingly accumulated from her monthly
allowance of one hundred thousand yen. She had spent a certain amount of money on
tablewareand food she liked, but she had managed to build up her secret stash by not
buying any clothing or makeup or books. She wondered how much her husband, who
handed her a scant ten thousand yen for food, had been able tdlsase.were truly
terrible days Kinuko thought as she bought a ticket. Still, she was able to fully
experience this feeling of freedom because of the hardship she had endured.

*kkkk

Ten years has passed since she last visited Chikako's house.

Although her husband had forbidden arpntact with Chikako, Kinuko could still call
her as often as she liked, and the two talked on the phone once a month. Kinuko had of
course gone over her plan to leave home with Chikako.

"It's been a while."

Chikako saw Kinuko's face and smiled hdyppbut she seemed to be truly bewildered to
see Kinuko actually standing in front of her. With a sidelong look she glanced at
Kinuko's attire from top to bottom. Perhaps, in the ten years that they had only spoken
over the phone, Chikako's friendship hembled off a little. Kinuko, a bit perplexed,
looked down at her own skirt and sweater.

"l look like a middleaged woman."
"So what if you do?" Chikako laughed.

The years had done nothing to Chikako's pale and handsome face. Unlike Kinuko,
Chikako's narried life had been free from incident.

"You probably thought | wasn't serious,” Kinuko said, looking at the table where
Yoshiyuki had once laid his two film cases packed full of 500 yen coins.

"l suppose you're right. | was surprised when the futas delivered. | didn't know you
hated your husband that much.”

"I don't really hate him," Kinuko said, not meeting Chikako's eyes. She didn't really know
what had acted as the seed that grew into her desire to leave home. "If | had to put it into
words, Iget the feeling that maybe | wanted to become a traveler out on my own. When |
stop to think about it, | guess I've felt this way for a long time, ever since | learned | was
adopted. When | was trapped at home like that, | felt like | was going to die.”
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Chikako raised her eyebrows and exhaled a stream of cigarette smoke as if she suspected
such an answer was only an affectation. Although Chikako's husband had been assigned
to a temporary post in a regional capital, she lived an easy life here withughtela

who had just graduated from college and started work at a company. Even though she
lived right in Tokyo, she had a spacious and luxurious apartment that was so clean it
hardly looked lived in at all. Kinuko remembered that she had been jealodssof t
lifestyle when she was younger. Now she felt that Chikako was a queen confined within
her own house, and her jealousy had completely evaporated.

"| feel like I'm becoming a vagrant. | wonder if it has to do with not having a set day
when I'll go homeor anywhere to go home to. | don't have anywhere else to go either. |
haven't been able to stop myself from thinking about it."

"Hmm," Chikako said with an expression that made it clear she didn't really understand.
"What are you going to do now?" shekad in a worried tone of voice.

"I'll look for a position as a linen domestic assistant. | can't do anything else besides
housework."

"It's not easy to be a livim maid. Why don't you rent an apartment and then look for a
job?"

"What sort of jobsare there for a 4yearold woman who hasn't done anything besides
being a housewife?"

"“I'm sure you'll find something once you start looking."

"Even if | did find something, | wouldn't want it. It's because | don't have anywhere to
call home that | wanto dig my heels into someone else's house. I'm really good with
housework."

For the past ten years, Kinuko's only hobby and means of asserting her will had been to
diligently apply herself to housework. She had been a perfect housewife, cleaning the
house and devoting herself to cooking. There had been just one thing missing ever since
her daughter had left for school in Tokyo. Even though she wanted to work as hard as she
could for someone else's sake, there was no one who would benefit from her fkard wo
Yoshiyuki didn't count, of course.

"l want to help out a family that's in trouble, like a family with a sick person or an old
person."

"How gallant,” Chikako said with a slightly sour expression. "I'm not sure how you
thought up something like thdiut still."
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At that moment, Chikako's daughter, who was a&@&rold office lady, returned home
from work. She greeted Kinuko politely.

"Good afternoon, ma'am. It's been a long time."

"l apologize for staying over like this."

"No, not at all. Plase stay as long as you like."

As she said this, a glint of annoyance flashed in her downcast eyes.

She couldn't be happy about having her mother's friend colonize the living room. Kinuko
couldn't stay here long. For the first time since leaving homeuKk¢ experienced
loneliness, and she felt even more like a vagrant.

*kkkk

The next morning, Kinuko began her first day of calling people who had posted "seeking
live-in domestic assistant” ads in the work wanted section of the newspaper.

Kinuko fourd three positions, but one of the positions had already been filled. Kinuko
decided to give up on another position because she got a bad feeling from dealing with
the woman who answered the phone. When she called the last position, Kinuko was told
that sheshould come as soon as possible for an interview, and she rushed out of
Chikako's house enthusiastically. She was confident that they would like her immediately.
With her hair in a clean short cut, she looked as professional as anyone else. Although her
clothes were plain, her fashion sense wasn't bad, and she imagined that she gave the
impression of a reliable married woman. She wanted to make herself useful by doing
housework, and she was good at it. Kinuko was filled with hopeful expectations.

Kinuko arrived at a large and luxurious house in Suginami, but she was surprised when
the door to the foyer opened. The traditional dirt floor in the vestibule was almost
completely covered in shoes, and Kinuko wondered how many dozens of people lived in
the howse. All of the shoes were large men's work boots caked with dirt.

"You're here for the livén domestic assistant position? Come in."

A fat woman in a tracksuit who didn't look like she was wearing makeup came out and
made a brusque gesture with hendhaSince she could think of nothing else to do,
Kinuko took off her shoes in front of the door and, trying not to tread on the work boots
in her bare feet, stepped up into the house. The rooms were luxurious but slightly dirty,
and the unpleasant smell cdw garbage wafted through the air. The cheap industrial
carpet rolled out in the hallway was covered in black stains from spilled food.
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Three middle school or high school boys were slouched on the couch in the living room,
absorbed in a video gamBags of chips were littered on top of the table, along with
several plastic soda bottles that the boys were drinking from. None of the boys turned to
look at Kinuko. While glancing over Kinuko's resume, the woman in the tracksuit said
"Sit over there" witout looking up at her.

Setting aside a dirty-ghirt, Kinuko sat on a corner of the sofa. She saw a mountain of
dirty bowls and dishes piled in the sink when she glanced into the kitchen.

"As you can see, we have only boys here. They're always hurtais why I'm looking

for someone who's good at cooking. We've had several people work for us already, but
none of them has stayed on for long. You'll need to wake up at 5:00 in the morning and
make three box lunches as well as breakfast.”

"Is there anyting else?"

"You'll need to make dinner too, and something light for a late afternoon snack. On
weekends and holidays you'll need to make lunch. Are you good at cooking?"

"Yes, but I've never prepared meals for a large number of people.”
"That's fine, i doesn't have to be anything special.”

Kinuko made various excuses and left the house. She knew that saying she wanted to do
her best for other people sounded silly, but she meant what she said. If she didn't, then
this house probably would have beenef Still, she was wanted to be careful about
where she chose to work. She was worried that most households who employed domestic
assistants were just using money to buy labor.

I'm not a machine, and it's not worth it if | don't have the right motimatiovant to do a
job where | feel appreciated as an individual.

A chill ran down Kinuko's spine when she realized that this is how she would have
described her relationship with Yoshiyuki. If Aoi hadn't been there, Kinuko would have
been nothing more thaa livein maid in her apartment in S City.

When she returned to Chikako's house and confessed what had happened, Chikako
nodded with a sel$atisfied look on her face.

"That sounds about right. It's not so easy, trying to make your own way in tlte"wor

Somewhat annoyed, Kinuko didn't respond. She didn't want to hear something like that
from Chikako, who had everything given to her.
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Kinuko went out for interviews the next day, and then the day after that. Unfortunately,
no one told her that shgas needed immediately to help save a family from miserable
conditions. Kinuko couldn't help but think that the housewives were lazy and wanted to
solve their problems with money, just like the first woman who interviewed her. This was
how capitalism wor&d. Kinuko could understand it intellectually, but she didn't feel like
she would be able to deal with living in a house for such a reason. No, more than not
being able to tolerate a certain capitalistic mindset, she didn't want to be reminded of the
sterie relationship between Yoshiyuki and herself. Kinuko kept going to interviews, but
it didn't seem that she would be able to find a family that needed her as an individual.

She was moved for the first ti me by a f
confined to a wheelchair due to a stroke, and the unmarried second son, a company
worker approaching his forties, still lived in the house. The young woman who came to
pick Kinuko up at the station tearfully asked her for her help with the housework and the
mother's care. Kinuko got a good feeling from the mother, who seemed to like her as well.

The house was an old Japanegde mansion, and the rooms were connected by sliding
fusumascreens, so there weren't individual rooms. Kinuko was on the vergeab¥ing

to take responsibility for the poor old woman, who was inconvenienced by the house's
lack of access for her wheelchair, when a timaking man in his fifties entered the room.
Upon learning that this man was the oldest son who had come baekditan getting
divorced, Kinuko declined the offer of employment. Since there were no private rooms,
she felt uncomfortable about living in a house a fgegrold man and a fiftyyearold

man, both of whom were unmarried.

In the end, a liven domestt assistant isn't a member of the family. She would still be
her own person even if she were living sideside with the family, and she didn't want

to constantly share the same space with everyone. Realizing that this was yet another
thing that she couldt compromise, Kinuko became depressed. She must have been naive
to think that she could devote herself to an ailing family and assuage her loneliness by
living with them. Kinuko was exhausted, and she was losing hecaafidence.

Five days had alrely passed since she left home. Kinuko tried calling her daughter.
"Mom, have you finally left the house?"

"l left just as | planned. Right now I'm staying at Chikako's house. Have you heard
anything from your father?"

"No, that's the weird thing," A@aid in a strange voice. "l don't think he's worried about
you at all."

Kinuko was surprised. She decided to call a close friend from the neighborhood and ask
about how things were going at her old apartment.

a |
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"Hey, how are you doing? Everyone has beemriwd about you. What have you been
doing since you left?"

Kinuko told her that she was staying with a friend and looking for a job, and then she
asked about Yoshiyuki.

"How is Fujieda doing? Have you heard anything?"

"Well, about him," Kinuko's friendowered her voice, "Apparently nothing has changed,
and he's carrying on as usual. Everyone has been watching him like a hawk. He leaves for
work like he always does, and | hear there's nothing different about him while he's at the
university. Everyone ages that he's handling it better than expected.”

After putting the receiver down, Kinuko thought that her husband probably found her just
as depressing as she found him. Something might have snapped within her husband as
well after that incident ten yemaago. She had never thought about it like this. Maybe the
person most pleased that Kinuko had left was Yoshiyuki himself. If that were the case,
then she had given him the best possible birthday present. Kinuko was assailed by despair.
Suddenly, finding gob 1 or doing anything at all felt meaningless.

To console herself, Kinuko went to a department store. She hadn't visited a department
store in Tokyo in years, and she was dazzled by all the things she wanted. Kinuko ended
up buying a spring coat aradknit suit for interviews, and before she knew it 70,000 yen
had flown away. Her paltry sum of one million yen would soon be gone. She had lived
her life in units of ten yen divided between grocery stores and greengrocers, and a million
yen was a largeusn of money to her. If she didn't keep track of her money, however, it
would disappear like smoke. Kinuko was struck by how precarious her situation was. It
was as if the ground she was standing on could disappear at any second.

While thinking about otér things, Kinuko had wandered into the department store's
basement gourmet food market. Kinuko saw rare ingredients and foods she liked
everywhere, and she couldn't stop herself from buying what she wanted. Finding some
balsamic vinegar, she bought it gaut thinking. She also bought some Kyoto style
pickles from a famous store to bring back to Chikako. It delighted her to buy these two
things, since she hadn't been able to find either when she lived in S City.

"I'm back. | got these for you."

Chikako made a strange face when Kinuko gave her balsamic vinegar and the Kyoto
style pickles.

"What's this?"
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"It's called balsamic vinegar. It's good for when you're making Italian food. | noticed that
you don't have any, so | thought you should try it. Andkiieto pickles from this place
are famous."
Chikako said nothing. Her silence was unpleasant, as if she were suggesting that she
didn't need such things. Kinuko's gifts had probably hurt Chikako's pride as a wealthy
and knowledgeable Tokyo housewife.

"Kinu. Haven't you ever thought that your love of cooking is compensating for
something?"

Kinuko was struck dumb by the harsh words that finally emerged from Chikako's mouth.
"What would | be compensating for?"
"You're unsatisfied with your life."

Chikako understood her better than she understood herself. Kinuko figured Chikako was
probably right, and she fell silent.

Spotting Kinuko's new clothes out of the corner of her eye, Chikako continued her tirade.
"Kinu. If you spend money like this it will bgone before you know it. You need to get a
job instead of going shopping.”

Kinuko wondered if Chikako was telling her to get out of her apartment. Things weren't

supposed to be like this, she thought as she remembered Chikako's pained expression
when hetusband came to her house to retrieve her ten years ago.

*kkkk

Kinuko finally found a place that met her criteria after she had been staying with Chikako
for more than two weeks.

Chikako had begun to get irritated with Kinuko, who looked as if stre wet going to
leave at all, and Chikako herself had found this job posting.

"Kinu, you don't seem like you really want to do this, but what do you think of this place?
Doesn't it look like this would be good for you? Do you want me to have my husband
write you a letter of recommendation?”

Chikako's leading questions seemed tailored to force Kinuko to make a decision.

"It's not that | don't want to do this, but it just seems so meaningless."
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"You shouldn't say things like that."

The money she had s away had been whittled away to 850,000 yen. Kinuko took the
job posting and looked it over.

Caregiver

Live-in position, up to sixty years old

Private room, starting at 230,000 yen a month
Someone skilled at cooking preferred

More detailsat interview

Home located in Mejiro

Uchida

"This Uchida family, maybe they're connected to the Uchida who's in the parliament.
That part of Mejiro is filled with huge old houses, and this place has got to be a
mansion."

Chikako was excited, as if shwould be working there herself. Driven by Chikako's
enthusiasm, Kinuko had no choice but to try to call the place. Although she wasn't
expecting anything, the woman who answered the phone was the most courteous and
pleasant person she had spoken to thusShe said that she was very sorry, but since
there had been a large number of applicants she would like to interview everyone in
person and decide the matter as fairly as she could. Even though her chances probably
weren't great, Kinuko felt like goingst to see what it the house was like.

Far from being a luxurious mansion, the Uchida residence was-dowm and dirty

house. In a residential neighborhood of beautiful hedge fences, the Uchida house was the
only lot where the garden shrubs were gvewn and neglected. The place had a lonely

air about it, as if it were abandoned. However, a single cherry tree had been planted in the
spacious garden, and it was perfectly in full bloom. An ornamental pond that looked like

it had been carefully constrigd by hand was surrounded by round stones in a corner of
the garden. Kinuko was reminded of her old farm house in Sendai. She had once tried to
build a pond with her younger sister, and they had even released a few goldfish there.
Kinuko became nostalgi&ven though she had yet to meet the owner of the house, she
thought to herself that she wouldn't mind being employed here.

Once she entered the living room, however, Kinuko was overwhelmed with surprise. At
least thirty women were gathered there. Thaged from women about twenty years old

to women so old that Kinuko had misgivings about whether they could do housework at
all. There obviously weren't enough chairs, so everyone sat on the disheveled tatami mats
and impatiently waited her turn.

"Hey, do you know anything about this Uchida family?" a woman around sixty years old
whispered. Kinuko shook her head.
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"This is the house of the brothierlaw of the Uchida in parliament. | hear that he passed
away a long time ago, but I didn't know that thenfly had declined this badly. | came
here thinking that | might be able to get something out of being employed here, but now |
wonder."

Just as Chikako had suspected, the Uchida family that owned this house was related to
the famous member of parliamehtmade sense that there were a lot of applicants for the
position, but the economic circumstances of the family were unmistakably strained.
Kinuko looked around the musty old room. The sooty ceiling. The children's graffiti on
the post in théokonoma The yellowings h @greiens. The outdated television. It looked

as if no one had laid a hand to this house for several decades.

The woman who had whispered to Kinuko earlier grumbled that she had a twenty year
history of working as a domestic assistant, but thatsrged to quit at her current house
because caring for the elderly people there had gotten too difficult. She had applied to
this house thinking that it might be a little more comfortable. If things were this bad here,
though, then she would rather staytee place she was working now.

"You know, it's really hard to clean an old house like this. It gets cold in the winter. Also,
it seems that there are two old women here."

"Old women?"

"That's right." The woman furrowed her eyebrows as if to suggestbibth of these
women were already wearing adult diapers.

Kinuko heard a faint voice call her name from the neighboring tatami room. Her turn had
come.

Two slightly chubby women who were well suited to the shabby room sat with their
backs to the hangg scroll in thetokonoma They were both past their late sixties, and
they resembled each other. Both of them wore drab old people clothing that looked like it
had been bought in the supermarket. The old woman wearing a brown cardigan and grey
trousers spke first.

"Hello, my name is Uchida Umeko. This is my older sister Shigeko."

Shigeko lowered her head deeply with her mouth clamped shut. Umeko's white hair was
cut short and parted to the side. Shigeko wore her hair up in a bun fastened in the back.
Even though their hairstyles were different, they resembled each other. Umeko looked at
Kinuko's resume, and her face took on a doubtful expression.

"It says here that you're married. Why do you want to be arliveusekeeper?"
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Kinuko explained that shhad left home, thinking that it wouldn't do any good to hide
her circumstances. As she was speaking, Shigeko, who had been silent up until then,
looked at Kinuko's face and said, "Well, you would have to have that sort of iron will in
order to work heré.

"That's true," Umeko said in response.

Kinuko, surprised, looked at Shigeko, but Shigeko had finished talking. At all the houses
she had visited until now, Kinuko's potential employers had been shocked or frightened
when they heard about her situati@as if her husband would inevitably leave a bloody
trail behind him when he showed up to bring her back. Umeko, chewing on her pencil
stub, asked, "Ms. Fujieda, why would someone as wonderful as you want to become a
caregiver?"

"Yes, you're really wonetful,” Shigeko interrupted, apropos of nothing.

"l want to do something for other people. | want to make myself useful to people who are
in a difficult situation. Isn't that what being a housewife is about? It was painful for me to
want to be helpful kiuto have no one to help.”

The two women looked at each other.

"To tell you the truth, we have a very sick person here. He's my son, but he's not doing
too well. Can you handle that? Do you still want to help us?"

Shigeko looked at Kinuko as if she iehrowing herself at Kinuko's mercy.
Kinuko nodded.

"If you will have me, I will do my utmost to take care of you."

The two looked at each other again, relieved, and then nodded in return.
"Also, we have a girl here named Midori."

With a decisiveexpression, Umeko folded Kinuko's resume neatly.

*kkkk

Several days later, as she sat in a taxi with her futon and scant personal effects on her
way to the Uchida household, Kinuko entertained the fantasy that she was entering a
different country wth a passport labeled "Housekeeper." She had left the country of

Fujieda, to which she would never again return, and she was headed to the country of
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Uchida by way of the country of Chikako. She felt less like a traveler and more like an
exile who had pubher home country behind her forever.

When Kinuko got out of the taxi in front of the Uchida house, cherry petals fell lazily
over the weathered fence made of wooden planks, and a pleasant fragrance filled the air.
Kinuko's grim feelings of exile fadedsathey were replaced by a mellow sense of
expectation.

"Excuse me. I'm the new housekeeper, Fujieda Kinuko."

There was a loud sound on the other side of the intercom, and a young woman appeared
in the foyer. It seemed that this was Midori. Midori wasaviugg a startlingly bright red
turtleneck and yellovgreen pants. Kinuko got the sense that she was the only spot of
color in this dim, dark house. Her round nose and slightly separated eyes made her look a
bit like a lap dog.

"Umm... What do you want?"

"My name is Fujieda Kinuko. I'm the new housekeeper who's supposed to start work
today."

"You want to see Umeko? I'll go get her,"” Midori yelled, running off. Kinuko could hear
the sound her slippered feet pounding on the floor inside the house.

Evenually she came back to the foyer. "Umeko isn't here,” she said, looking up into
Kinuko's face for guidance about what she should do now. Although Midori was already
in her twenties, her mannerisms were almost like a child's.

"Well then, would it be all ght if | waited right here?"

Kinuko thought Midori would try to find Shigeko, but she just nodded back ran up the
staircase. Kinuko was a little annoyed at Midori's lack of tact. It seemed that Umeko was
running the house by herself.

Kinuko stood whershe was for twenty minutes in the lower area of the foyer, which was
covered in black stones. Since there was nothing else to do, she gazed at the cherry
branches arranged in the large vase on top of the shoe rack.

"Oh, what are you doing here?" Shigedeentually walked down the hallway in her bed
clothes with her hand on the wall. She seemed to be on her way to the bathroom and had
noticed Kinuko standing in the foyer. There was a wauhexpression on her face and

dark circles under her eyes. "You shibbe Kinuko."

"That's right. | spoke to a young woman a moment ago, but..."
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"I'm sorry, Midori can be so careless sometimes," Shigeko apologized, and, turning to the
second floor, yelled, "Midori!"
Midori bounced loudly down the stairs. Her eyesre big and round.
"You should have shown her inside! This person is Fujieda Kinuko."
"Hello!"
It seemed that Midori had forgotten their meeting earlier, but Kinuko couldn't help
returning Midori's cherubic smile. Midori might be a bit childish, Bbhe was cute.
Shigeko placed a hand on Midori's shoulder.
"How is Yasuo? Do you think he will be able to say hello?"
Midori jumped up and down in the hallway.
"Today should be okay. He's doing fine."
"Good. Well, let's go."
Shigeko climbed the stamse one step at a time. Her breathing was heavy, and the
staircase creaked under her weight. At the top of the stairs was a hallway connecting
three doors. Shigeko knocked on the door at the end.
Kinuko could hear someone saying "come in" from inside.
A man in pajamas was lying in a bed next to a window. An I.V. stand and a table with a
wash basin on it were arranged next to the bed. The sick man's face was pallid, and his
body was emaciated. Kinuko could tell that his illness was serious just bydaakrm.
"This is Fujieda Kinuko. Starting today she is going to be ouritideousekeeper.”
Yasuo raised his thin arm to Kinuko, who had lowered her head to him. His face bore a
close resemblance to Shigeko's. Since Yasuo was so skinny, his hiedelssanade him
look like an old person. Perhaps he had already made peace with his own condition, as
his eyes were calm and surprisingly clear. Midori stood at his bedside and stroked his hair.
When Umeko finally returned, she was holding several lahggpping bags. Although

she was no longer young, Umeko really seemed to be running this house by herself after
all. Kinuko could feel Shigeko's relief as soon as Umeko came inside.
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"I'll show you to your room. After all, it doesn't look like anyone te®h you there yet.
I'm sorry about that. My older sister has heart problems. Midori isn't very sensible, and
Yasuo is how he is." Umeko frowned.

"I don't mind at all," Kinuko said.

Umeko led Kinuko to a skmat room in a corner of the first floor. Theom was dark
and damp; but, on the bright side, it was right by the cherry tree.

"It smells a little moldy, but | hope you can put up with it."
"It's not a problem."

After Kinuko laid out her futon and arranged her things in tiny space that had déeom
room, Umeko came back in.

"Kinuko, | know this is sudden, but could you make lunch? | have to clean my sister's
room."

After taking the meat and vegetables Umeko had bought out of the bag and arranging
them on the kitchen table, Kinuko asked, "Wslaould | make?"

"Could you make udon?"

"Just udon?" Kinuko asked, thinking it was strange, but Umeko, with a serious expression,
said, "We only have five hundred yen per person to spend on meals. I'll leave it up to you.
Starting today, please make adiget and do the shopping yourself."

Umeko left the kitchen as if shrugging off a burden. Kinuko, facing Umeko's retreating
back, asked, "Do you mean five hundred yen per meal?"

While running her hand through her white hair, Umeko turned and answerm@dfivé
hundred yen per day."

Suddenly realizing the difficulty of her situation, Kinuko reflected that this would be a
chance for her to demonstrate her true ability. She quickly friekiagenoodle topping
out of the vegetables on hand, put ithe udon, and brought it out.

"I'm so happy that someone like you came to work for us,"” Umeko said, smiling, when
she saw theakiage Taking the bowl, Umeko ladled out a portion for herself and
Shigeko. "We'll have ours in the living room."

"Okay. I'll take Yasuo's up to him, then."
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"Take some for Midori too. Those two always eat together."

As the housekeeper, Kinuko ended up being the only one to eat in the kitchen. Kinuko
was struck by another wave of loneliness. Umeko passed by with the laursiry asis
washing the dishes after lunch. Since she was slightly chubby, her knees were bad, and
she stopped to rub them.

"Um, Umeko," Kinuko spoke up. "l can bathe Yasuo and help take care of him. Please
don't hesitate to ask me."

"Midori does that, so@h't worry about it. She adores him like an older brother and won't
let anyone else care for him."

"l see."
"By the way, Kinuko, is there arigakiageleft?"
"No, it's all gone. Why do you ask?"

"When you make it, you should make extra so that you carnt mn top of rice in the
evening. You'll conserve more oil that way, and you can save time cooking. You'll wear
yourself out if you're always so enthusiastic. Please take it easy." Using the same
ingredients for lunch and dinner was a disgrace to aedvates Kinuko thought, smiling
bitterly, but then she wondered if shvastrying too hard. Still, it was a pleasant feeling

to finally be in control for the first time in years.

*kkkk

Kinuko gradually got used to life at the Uchida house, and befogedoe had the place
running according to her housework schedule. Three weeks had passed since she came,
and leaves had begun to sprout on the cherry tree in the garden.

Kinuko's existence had become so necessary to the Uchida house that one almdst couldn
imagine how things were like without her. She made a schedule for housework and took
over the meal planning duties from Umeko, who seemed exhausted and took frequent
breaks. She did her shopping at cheap stores that she found in the neighborhoed, ran th
kitchen, and gave detailed directions to Umeko and Midori when they helped her.

Kinuko decided to concentrate on cleaning separate areas of the house on different days.
Monday was the first floor, Tuesday was the second floor, Wednesday was the gntrywa
and garden, Thursday was the bath and kitchen, and Friday was what was everything else.
Kinuko cleaned and polished everything carefully. Despite the age of the house and
furniture, everything gradually became so clean it looked almost new. As thetbokise

on a different air, its inhabitants became more energetic. Yasuo often came downstairs to
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laze around while watching television. Kinuko created arrangements from the plants in
the garden, and Midori, mimicking her, adorned the house with flowersk&imho

was talented at cooking, came to oversee all of the meal preparations. She bought cheap,
good ingredients and planned out meals for everyone in the house. For Yasuo, who had
almost no appetite, Kinuko made nutritious, hagtlorie meals. For Shigekwho had a

bad heart and moved sluggishly from day to day because of her depression concerning
Yasuo and all the sleeping pills she used, Kinuko made meals that appealed to the palate
of an elderly person. For Midori, who had boundless energy, shecieatenu fit for a

young person. Kinuko and Umeko diligently ate whatever was left over.

Umeko was responsible for caring for Shigeko. Shigeko depended on Umeko for
everything, and she couldn't make it through the day if Umeko wasn't there. Midori spent
almost all her time on the second floor. When she came downstairs she camped out in
front of the television and laughed, but she applied herself earnestly to the difficult labor
of caring for Yasuo, and the household couldn't manage without her.

There wa not a bad or measpirited person there. Everyone lived together and helped
each other, and Kinuko supported everyone. She gazed at the apron that she had ironed
with pride. The Uchida household was not what she thought it would be, but it was an
ideal world in its own way. It made Kinuko happy to see this old house managed
according to her plans. She was a perfect housewife who was useful to everyone, and she
felt that this was indeed her reason for living. Kinuko brooded on the thought that the
days shénad spent with Yoshiyuki had been a waste of her time and talents. Every once
in a while, she was overwhelmed by the urge to check in on how Yoshiyuki was living in
the apartment that she, the perfect housewife, and poor Aoi had left, but she stifled that
urge by engrossing herself in housework at the Uchida residence.

*kkkk

Midori energetically pulled the weeds sprouting on the lawn as a refreshing May wind
blew around her. Along with taking care of Yasuo, yard work was a job that Midori
enjoyed. Sheauld be in the garden all day, even forgetting Yasuo. On a day with good
weather like today, Midori was absorbing in weeding. The white tips of her fingers were
stained black with the soil of the garden, and she hugged her knees comfortably as she
watchedthe confused bustling of the bugs that crawled out of the ground.

"Midori, it's time for lunch,” Kinuko called out to her.

Midori turned happily. She was wearing the old straw hat that she used for garden work,
a white shirt that looked like it belongi¢o Yasuo, red shorts, and socks with blue and
yellow stripes. The hat looked like something that Shigeko's deceased husband might
have once worn.

"What are we having today?"
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"Pilaf."
"What is pilaf again?"
"It's when rice is soaked in broth and cedk

"Okay," Midori smiled. "I like that. | like it even better when there is-cetbred meat
inside."

"Red-colored meat? | wonder what that could be."

Kinuko knelt down beside Midori. The weeds that Midori had pulled were lined up neatly
one by one, lafacing the same direction on top of a newspaper.

"It's red with white stripes."”

"Ah, you're talking about shrimp. You like shrimp, don't you?"

The wind had blown Midori's hat off of her head. Kinuko strok®dori's short hair. She

had already noticed that this young woman was a bit slow. She couldn't do math, and she
could hardly read any Chinese characters. Still, as long as Midori, who was kind and
lovely, stayed in the house, she didn't inconveniencerayUmeko, Shigeko, and
Yasuo all adored Midori from the bottom of their hearts. Kinuko once witnessed Yasuo
frailly swat at Midori. Seeing Midori cower like a puppy, Yasuo had apologized
immediately.

"We don't have any today, but I'll put cook someimgaon."

"Will you do it tomorrow?" Midori was always saying "tomorrow."

"Will do. Let's go inside."

Kinuko took Midori's arm, which was fleshy like a young girl's. Midori looked up and
waved her hand.

"Big brother! It's time for lunch!”
Kinuko looked up to the window of the second floor and saw Yasuo, who had been
gazing down at the garden from a chair by the window, wave his thin arm in return.

Looking up at him like this, Kinuko was finally able to perceive just how ill he looked.

Yasuo's condiion was visibly getting worse with each passing day. It was like a dark
cloud hanging over the Uchida household. Up until a month ago, he would come
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downstairs and relax in the living room or walk around in the garden holding Midori's
hand, but lately itvas if he were strapped to his bed. Kinuko finally approached Umeko
after seeing his meal dishes return untouched.

"I'm sorry to ask, but what exactly is wrong with Yasuo?"

Umeko, who was wearing an old fashioned pair of reading glasses and sittirguatth

good posture that she looked like an elderly teacher grading tests, was shelling fava beans.
Although Kinuko hadn't heard anything specific, she guessed that Umeko had probably
been single all her life and moved in with her older sister when shieefsielf growing

older. Umeko pushed up her glasses and looked Kinuko straight in the eye.

"He has stomach cancer. It's a really bad case.”

Judging from his extreme emaciation, Kinuko had thought that was probably the case, but
she was still shocked wheshe heard it put into words. She couldn't find anything to say.

"It was already too late when they discovered the cancer, and we were told that he only
had half a year left. It's been almost a year since then, but it's still a shame. He was doing
well & work, and he had finally started thinking about getting married. Shigeko took it
hard when she saw how quickly he aged, but of course the most sorry of any of us is
Yasuo himself.

"How old is Yasuo?"

"He just turned forty this year."

Kinuko emptied e colander full of shelled fava beans. The water for the stew had
already started to boil. Kinuko added a pinch of salt.

"What was his job?"

"He was an elementary school teacher.”

That makes sensKinuko thought, recalling the hand gestures he maate fhis bed and

how he had waved to Midori from the second floor window. Yasuo fully understood how
to convey a message without talking. He seemed like he would be perfectly able to stand
at a blackboard and write in large characters that children caddeaesily. She had even
seen him teaching division to Midori on one of his good days.

"What about Shigeko's husband?"

"He taught at a university. It's already been fifteen years since he passed away."
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Remembering Yoshiyuki, Kinuko fell silent. Withouioticing, Umeko, rolled up the
empty fava bean shells into an advertising leaflet.

"This is just between us. Please don't tell anyone else."
"What is it?" Kinuko looked at Umeko nervously.

"The last time we took Yasuo to the doctor, he took meeaaid told me that Yasuo only
has about a month at most."

Umeko kept her voice low, but she sounded almost detached. She had started taking
Yasuo to the doctor every week.

"Does Shigeko know this?"

"Don't tell her." Umeko shook her head. "She's alradslyastated by Yasuo's cancer, and
we can't say anything to her now. That's why the two of us have to keep it together. I'm
really grateful that you came to stay with us."

"Thank you. It's a good thing Midori is so nice to Yasuo."

"Yes," Umeko said, wipig the table down with a kitchen towel. "That child is like an
angel. It's just that..."

Kinuko watched Umeko as she inserted her finger under a corner of her reading glasses
and wiped some dirt out of her eye.

"It's just that it's sad that Midori doeésknow anything."

Kinuko sighed along with Umeko, sympathizing with the anxiety she must feel.

*kkkk

The next Sunday, Kinuko found herself waiting for her daughter Aoi at a café in Aoyama.
The café was open to the street, and its tables faced thvealid&inuko looked around

at the scenery outside. The plants in the garden were budding, and the fresh green was
beautiful. Kinuko patted the bag at her side fondly. Inside, the first month's wages that
Umeko had given her lay untouched. Her pay was 23i0Cash. The bills may have

been covered in folds and wrinkles, and they may have been scavenged from savings
stashed in various places inside the house, but that didn't matter to her. Kinuko was filled
with the happiness of having earned this moneyetfers

"This is your first paycheck, isn't it?"
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It was a little after the New Year. Aoi, whom she was seeing for the first time in six
months, was calm and adlike. Kinuko suspected that she herself had had a hand in
shaping her daughter's attitude wighe left home.
"How have you been?"
"I've been okay. What about you?"
"How do | look?"
"You look like you've gotten younger since the last time | saw you."
Aoi had dyed her short hair orange, and her lipstick was brown. She wore blue pants
under adark navy dress. As she took in her daughter's striking appearance, Kinuko was
reminded of Midori's random sense of color. Midori would more than likely be at Yasuo's
bedside right now, since he always came down with a high fever just after noon.

"I'm having so much fun working that | can't help it."

"Why? | just don't get it." Aoi shrugged her shoulders. "Don't you hate washing other
people's clothes and cleaning up other people's messes?"

"There are times when | hate it, but usually it's okay. Thegteelated to me."

"Mom, you really had a tough time with Dad, didn't you?"

Aoi cast her eyes downward. She had done her best never to fight with Yoshiyuki in front
of Aoi, but her daughter had still picked up on the coldness in their relationshimoko

a cigarette out of her bag. She turned to the side and lit it as if fleeing from Kinuko's

difficulty in answering her.

"Dad came over to my place recently,” she said, blowing out her words along with the
cigarette smoke.

"He came to your aparent?" Kinuko asked, surprised.

"That's right,” Aoi said curtly, turning her eyes to the couple at the next table. Their
hands were clasped together tightly on the tabletop, and they were both gazing at the sky
as if their future were written on it. "H&ewed up out of nowhere. | was really surprised.

He ended up talking about you."

"What did he say?" Kinuko asked nervously.
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"That he couldn't do anything about you leaving. That he wouldn't go looking for you,
and that he would just keep living as hasmow. If you didn't want to get divorced, then
he would be happy if the two of you were still connected on paper."

"He said he would be happy?"
"That's what he said. He is who he is, but don't you think he loves you?"

Aoi looked off to the side, embassed. Kinuko, thinking of how Yoshiyuki had lived

with her without noticing that her things were gradually disappearing from inside the
apartment, was seized by an awareness of what she had done. Until this moment, she had
simply resented Yoshiyuki's iassitivity without reading too much into it.

"We can't go back to the way things were before," Kinuko asserted.
"l know that. It's the same for Dad as well."
"It's the same for him?" Kinuko was taken aback by Aoi's bluntness.

"Of course. Since you ent out of your way to do something like that to him, it's not like
it could be the same as it was before. People can't just forgive things like that."

Kinuko looked into Aoi's cool eyes. She had thought that her daughter was on her side,
but she felt sibcated by the frank criticism of a fellow woman. Her daughter had passed
out of her hands a long time ago, and at some point she had come to see her parents with
the level gaze of an outsider. Kinuko almost couldn't believe that just a year ago she and
Aoi and Yoshiyuki had all lived together as a family under the same roof. Kinuko was
overcome by loneliness. She felt as if a soft, amorphous feeling in her heart had hardened
into a sharp point.

As she walked back to the Uchida residence after parting Aoi, Kinuko could see the

cherry tree leaning out over the wooden fence into the street. The evening wind tossed its
abundant leaves back and forth. Kinuko stopped walking and relaxed for a moment,
thinking of how Yoshiyuki said that he wanted to reme@mnected to her on paper.
Perhaps what she had done had been a mistake. She was suddenly full of regret, but such
thoughts faded away as darkness gradually settled into the evening air. Kinuko was much
happier living at the Uchida residence than she legoh lluring the years she had passed

with Yoshiyuki.

*kkkk

Several days later, Kinuko was shaken awake by Umeko in the middle of the night.

"Kinuko, we're in trouble, please wake up."
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The light from the hallway shone from behind Umeko. Kinuko aotldee the
expression on her face, but she appeared to be flustered. Although Umeko was wearing
the clothes she slept in, she had put on an apron over them. Kinuko leapt up and buttoned
a cardigan over her pajamas.

"What happened?"

"Shigeko has fallennto some sort of coma. She startled me awake because she was
snoring so loudly. No matter what | did, | couldn't get her to wake up. She must have
overdosed on her sleeping medicine. Ah, what should I do..."

Kinuko soothed Umeko and then ran down theglballway, her footsteps pounding on

the floor. She dashed into Shigeko's room, which was all the way at the east end of the
house. Two futon mattresses were laid out beside each other. Kinuko realized that Umeko,
who was worried about Shigeko's medicatisiept beside her older sister. Shigeko was
snoring away on one of the futons. Her loud snores, which were clearly abnormal,
continued at regular intervals.

"I think we should call an ambulance."

Umeko, who had calmed down a bit, nodded and picketiaifetephone. Kinuko quietly
packed a change of clothes for Shigeko into a bag as Umeko changed into gray slacks.
Meanwhile, Shigeko, who was laid out vertically on her futon, kept snoring so loudly she
didn't sound like an old person at all. Umeko toak llag Kinuko had packed and said,

"I'm going with her, so I'll leave everything here up to you."

"l understand."

Yasuo, who was critically ill, couldn't leave the second floor, and Kinuko understood that
Midori wouldn't be at all useful at a time likeig.

The ambulance arrived within five minutes, and Shigeko was quickly borne out on a
stretcher. After Umeko climbed into the ambulance after her, the house returned to
silence so deep that it seemed as if the previous bustle had all been a hallucination
Kinuko had returned to Shigeko's bedroom and was tidying up the futons when a call
came from Umeko.

"Hey. Everything is all right. It looks like she took too much sleeping medicine after all,
and there's nothing out of the ordinary with her heart,kfdlg. They're pumping her
stomach right now, and they say we'll be able to come home in two or three days."

Kinuko sat down on the floor by the telephone and looked up at the clock. It was three in
the morning. She knew she should go back to bed sabrshle was so excited that she
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didn't feel like she could possibly go back sleep. Yasuo and Midori had probably woken
up during all of the commotion, and they were probably worried. Like a nurse making her
rounds, Kinuko took a flashlight in one hand afichbed the stairs to Yasuo's room. As
soon as she opened the door, a quiet voice called out from the middle of the darkness.
"Kinuko?" Yasuo was awake.
"It's me. I'm sorry about all the noise. Did we wake you up?"

"No, I'm always awake at this time oight."

The voice that came out of the darkness sounded lonely. Kinuko was struck by the
thought of how isolated and worried Yasuo must be.

"What happened to my mother?"

Yasuo spoke slowly, perhaps because it was difficult for him to breatliehStivoice

was clearer now than it was in the daytime. Kinuko pointed the flashlight downwards.
The wood grain of the old floorboards shone starkly in the light.

"She took too much sleeping medicine and had to go to the hospital.”

"Will she be okay?'Yasuo asked anxiously.

"Yes. Umeko just called to say that they're pumping her stomach. She'll be able to come
home in a few days."

"That's good."

"Would you like me to bring you something warm to drink?"

Yasuo laughed softly. "Could you do sometheise for me instead?" he asked.

"What is it?"

Kinuko lifted her flashlight and was surprised to find that Midori, who was wearing pink
pajamas, was sleeping in Yasuo's bed. She felt as if she had seen something she wasn't
supposed to see, and she aserher eyes. Yasuo, who was wrapped in a quilt, didn't
appear particularly concerned, however. Unfortunately, Midori's fat thighs were on top of
his slender torso, and it seemed that he was too weak to push her away.

"That looks like it hurts," Kinuko $d, rushing to his side.

"l can't breathe. She's heavy."
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Grasping Midori's fleshy thighs, Kinuko was eventually able to lift her away from Yasuo.
Midori continued to sleep deeply, like a child. She mumbled in her sleep and turned away.

"Thank you," Yasuo said in relief. He smiled. "She's a healthy one, this girl."

Kinuko, flustered, silently stood up and was about to leave the room when Yasuo
reluctantly added, "Kinuko, could you do something for me?"

"What is it?"

"There's something I've always mtad to do but haven't been able to. I'm asking because
tonight is as good a chance as any."

"Certainly, go ahead.”

"l want to go out into the garden at night and walk around. | want to sleep on top of the
lawn in the night air, look up at the stars, &edsurrounded by the smell of grass."

Kinuko started to say that she would call someone, but then she remembered that Umeko
was at the hospital. Midori was fast asleep, and Kinuko worried that she wouldn't be able
to carry Yasuo downstairs by herself.tidog Kinuko's concern, Yasuo said, "I'll be able

to walk downstairs if you help me. I'm a little stronger at night."

Kinuko felt uneasy, but she recalled what Umeko had told her a few days ago about
Yasuo having less than a month to live. She wantegtant his wish while he still had
energy. Kinuko wrapped her arms around Yasuo and raised him out of bed. She placed
both of his feet on the floor and supported him from the side as he stood up. Yasuo was
as slender as a withered tree, and the edges dfoniss dug into her so much that it
almost hurt. Kinuko supported Yasuo with her shoulder, and together they slowly started
walking.

"Will you be able to go down the stairs?"

"Yes."

Taking their time, they walked down the staircase one step at altimas difficult for

Yasuo to breathe, so they rested several times on the way. Kinuko, who had gone ahead
to open the sliding doors in the hallway facing the garden, returned to Yasuo and carried
him out onto the lawn. He weighed less than forty kilografmsuko hurried back inside

to get a blanket and she wrapped him up tightly.

"Thank you, Kinuko, thank you."
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"Won't the night dew be bad for you?"

"No, the night dew is like medicine, at least for people who are dying," Yasuo said while
gazing at thesky. Kinuko sat on the lawn by his side. It was a warm night in June, and
the plants were wet with dew. The night air was heavy with the fragrance of fresh
greenery. Kinuko looked up at the cherry tree, which was covered in leaves.

"I wonder how long tht tree has been here."”

"That cherry tree? My father planted it as a memorial when | entered elementary school.
It's strange that the tree is still alive even though... Well, everyone planted it together."

Kinuko had never really talked to Yasuo befdwdori was always stuck to him as if
defending him from invaders, and besides, Kinuko didn't know what to say to someone
who was so gravely ill. At some point Yasuo had become friendly towards her, and she
attentively listened to his words as if she werseting him for the first time.

"When Midori came to live with us, everyone thought she was useless, but | ended up
taking a shine to her. | had just been informed that | have cancer the day before, and that's
probably why | was able to see Midorgsodness. | was the only one who understood
her."

"Midori isn't your sister?" Kinuko asked, expressing a doubt she had held for a long time.
"No, she isn't. Did my mother tell you that?"

"Yes." Kinuko nodded her head. "Well, no, | guess | just made ahsumption on my
own."

"She came here as a housekeeper, just like you." Yasuo closed his eyes and took a deep
breath, taking in the smell of grass. "My mother realized that circumstances would be
difficult after | came here to recover, so she put oudd for a livein caregiver. That was

when Midori came. My aunt and mother said that she couldn't possibly do anything to
help them, but | asked them to hire her for me."

"Is that what happened?”

"So why did | want Midori?" Yasuo's eyes sparkled s ¢runt face. "She's innocent and
cute, but it would be depressing if it were just that,” Yasuo said.

"It would also be cruel.”

"That's true,” Yasuo agreed flatly. "I think | probably wanted to teach her something."






