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INTRODUCTION: Ways of Seeing

Her subjects see, of course, but they are much seme, captured by the gaze. Often, in the film
stills and the centerfolds, this gaze seems to doone another subject, with whom the viewer
may be implicated; sometimes...it seems to come fraspectacle of the world; yet
sometimes, too, it seems to come from within.

--Hal Foster, “Obscene, Abject, Traumatic”
Oh traveler, go to Lacedaemon and say that in tin@m
Graveyard of smiles, there is a single gravestone
Painted white, thick with makeup

Where the wind blows alone.
--Tada Chimako, “Mirrors”

This is a study of ways of seeing in contemporapahese women'’s fiction: it is a study of how
literary characters are seen, how they see theesednd how they see the world. Feminism’s
concern with “the gaze” has demonstrated that tgsvin which men look at women influences
the ways in which women look at themselves—as th@ghantasmic male figure is always
watching and scrutinizing, whose point of view seggty represents that of the world at large.
The political edge of the gaze has invited academétintellectual recapitulations of its power
over women. Hal Foster’s work on the obscene, tijecs and the traumatic, for example, is a
theoretical exploration of how contemporary fenmadists wrestle with the notion of women’s
status as sex(ual) objects. Some feminists hal@xfet suit, arguing for a new politics of
liberalized sexuality that rearticulates being ledlat as an empowering rather than anxiety-
inducing experience. This study contributes to amg@cademic and intellectual intrigue into
women’s place in the visual economy of sexual maliand the current state of feminism. We
could argue that as feminism makes headway intoahsling and revisioning ways of seeing
and being seen, women remain at the epicentewigibaous and unrelenting visual culture and

meat market. This can be partially explained byetimergence of pro-sex feminism which, as



explained in Chapter Two, has wanted to neutraheepolitical and systemic threat of female
objectification by saying that sexual objectificatican work to women’s advantage and
advancement; it can also be attributed to the latimn of women’s bodies as commodities and
cash, as things to be bought and sold as welliagshthat are used to procure other things: sex
continues to sell and be sold. The Japanese fiamatyzed in this dissertation emerges from an
awareness of and disappointment with the statkeofamale body as an object of visual pleasure
and cultural fascination. This dissertation is esgly interested in how female characters deal
with the visual terrain of contemporary Japan dmairtplace within it; how they deal with being
looked at all the time and how their experienceslkgscts of sexual consumption inform largely
pessimistic worldviews.

It is not only sex that shapes the ways in whingsé characters see the world. As
explained in Chapter One, Japanese fiction of #s geveral decades is foregrounded by a
constellation of financial, natural, and socioctdfudisasters that occurred in the early 1990s,
what scholars called “the lost decade.” Young pegobwing up in the years that followed have
been labeled Japan’s “lost generation” and are sggyrrepresentative of a post-Japan Japan,
one that is lacking the qualities of “Japan Inc.”etonly the prominence of industry, but also
and more importantly the personal sacrifice andragdment of the populace to a version of
economic nationalism. During the period of highremmic growth of the 1980 and early 90s,
“the Japan Problem” was an external problem, padity for the US government which saw its
status as the world’s number one economy threateyddpan’s thriving postwar economy; one
could argue that after economic collapse and theltiag social anxiety, the Japan Problem
became Japan’s problem—which remains unsolved tadagst residual economic stagnation

and an uncommitted and uncaring youth culture.fidtien presented in this dissertation is



occupied by protagonists whose lives have beeneshlap the economic and social unrest of
“the lost decade.” They seem lazy, self-indulgamless. Some, like Moriko, the protagonist of
Hasegawa Junko’s (b. 1966) “Museiran” lose thdisjoOthers, like the protagonists of Sakurai
Ami's (b. 1972)innosento warudand Kanehara Hitomi's (b. 198Blebi ni piasudo not really
have jobs to los®.

The protagonists are all young women primarilyheit late-teens to mid-thirties whose
collective life experiences belie any significagear generational gap. Tanaka Yayoi suggests
that young women writing today, such as Kanehahmse works are discussed in chapters Two
and Four, have grown up in “a new society” thdarsremoved from the gender inequalities that
hounded women writers of previous generations—dubé passage of laws forbidding gender
discrimination® Tanaka argues that their fiction reflects thisngeal landscape. Perhaps it does
in some ways; but it also reminds us that fortedl legal trailblazing, residual sociocultural
mandates and expectations remain firm, particutadge that fixate on women’s experiences of
their bodies. As demonstrated in Chapter Four, woate still expected to become mothers,
which validates their worths womenn the popular consciousness. Indeed, motherheod |
presumably the apex of a life that follows a chearntticulated trajectory from youth into
adulthood, where marriage and children await. Girdpour considers two examples of women
who are unable and even unwilling to make the tt@ms Furthermore, and perhaps most

obvious and urgent, women’s subjectivities contittube dictated by public reception of their

! Published 2004, trans. The Unfertilized Egg (200@)e hereafter referred to in English.

2 Published 1997, trans. Innocent World (2004); ishigld 2004, trans. Snakes and Earrings
(2006). Titles hereafter referred to in English.

% Tanaka Yayoi, “Writing a New Generation of Japan@tomen, Japanese Book NeWw$
(Winter 2013): 2.



bodies. Before a woman is able to become a mathermust occupy a space of feminine
decorum, exemplified by bodily maintenance and aillance. Japan’s thriving beauty culture—
though hardly just for women—is a reminder of tlastimportance of women'’s physical
perfection in Japan. Chapter Two considers two @t@smof women who will stop at nothing to
be thin. The protagonist of Matsumoto YUko’s (b63pKyoshokusho no akenai yoakea
twenty-one-year-old college student, while thaHakegawa’&«odoku no ii nariis a thirty-five -
year-old book editof.Both women presume that the perfect body is tlyettdrappiness—the
perfect life. Saki, the twenty-four-year old pradagst of Kanehara'slaidora, and discussed in
Chapter Four, already has the perfect body; butsstréserablé.

In fact, all of the protagonists explored hererarserable. The notion of “women’s pain”
is crucial to this study. In contrast to works itérature that may rely on moments of healing or
reconciliation, the fiction presented here is mdrkg a lack of finality. This fiction offers
jarring case histories of women living in psychotad and even physical pain; but it does not
offer a solution. Rather, for these women, and dgetheir authors, the act of articulating pain
and sharing it is cathartic. The texts demand ayrahy and support, but not much else. In the
Conclusion, | pursue this idea of women’s paintfartand ask how men are intended to receive
these texts—if they are meant to receive themlat al

One of the main concerns of this dissertatiohésexcess of negative emotions that
course through these works of fiction, particulaligappointment as the primary affective mode
that informs the protagonists’ life experiencegn@hing from a collective disappointment with

the sociocultural and —political landscape of congerary Japan that has little to offer its

* Published 1991, The Excessive Overeater: An Endless, untranslated; published 2007,
Prisoner of Solitude, untranslated. Titles hereaftéerred to in English.

® Published 2007, Hydra, untranslated. Title heezaferred to in English.



younger generations, these protagonists do ndhsggositive side of much of anything. In an
interview after the initial success $hakes and Earring&anehara commented on the half-
empty outlook that is typical of her generationh&Fe are many people who don’t expect
anything from society. That's precisely why theg &yoking inward or to the people closest to
them...l never knew the bubble era, so my way of ileglat things can’t help being different.
Since | was born, I've never experienced a timprosperity.® Kanehara’s words echo in the
hollows of the narratives presented here as héoauts shared by characters whose lives lack
prosperity as well as the expectation for anytimmage. This sense of disappointment carries
over from the public sphere into the private, asrabters grasp for anything that will give their
lives purpose and meaning.

The notion of “the good life” is an important backd to this study. Current academic
interest in affect has led scholars to pursuedfgelbehind what makes the good life good. |
draw regularly from the scholarship of Lauren Bet|&ara Ahmed, and Sianne Ngai, who have
critiqued the construction of “the good life” ingtlpopular imaginary through careful
observations on the ways in which particular liyest have been coded with positive affect and
fantasy—what Berlant calls “stupid optimisf® or, conversely, how other lifestyles have been
denigrated with negative affect. The body chaptéthis dissertation are each devoted to one
particular aspect of what | call “fantasies of famity.” Chapter Two, “Repurposing Panic,”
explores the affective complexities of “obsceneX aets in two texts about two teenagers. Ami,

the protagonist ofinnocent Worldand Lui, ofSnakes and Earringsegotiate lives that are

® Norimitsu Onishi, “Just 20, She Captures Alteragah in a Debut NovelKew York Times
March 27, 2004, http://www.nytimes.com/2004/03/2ad/the-saturday-profile-just-20-she-
captures-altered-japan-in-a-debut-novel.html (Janiid, 2014).

’ Lauren BerlantCruel Optimism(Durham: Duke University Press, 2011), 126.



caught between neo-liberal articulations of sexyalnd sexual freedom and revamped
discourses of passive female sexuality. Chapteed,iiVriting Size Zero,” focuses on the
primacy of the thin body in Japan today, eviden¥lissumoto’s text and Hasegaw&sdsoner
of Solitude—a portrait of an overeater and a bulimic, respetfi who have each placed a great
deal of affective weight on being thin. Finally, &ter Four, “The Dark Trauma,” looks closely
at the gendered politics of aging. Moriko, the &&yold protagonist of “The Unfertilized Egg”
and Saki, the 24-year-old protagonist of Kanehafydra are both concerned with getting older
and how age may influence public perception ofrtheauty and sex appeal in the highly visual
sexual economy.

| analyze the above aspects of these texts becssiges of sex and sexuality, body size
and body image, and youth and beauty are volatieds in Japan and elsewhere. They have
been subject to swings in public discourse andiopiand branded with particular affect, such
that a thin body is better than a fat body, a yooody is better than an old body, and so on. Sex
is especially tenuous in Japan in light of the is@ag birth rate; politicians continue to disparage
women who have sex for non-reproductive reasomimgahem selfish and even unpatriotic. |
am also interested in these issues because theyasime the gendered nature of how we look
and how we are looked at. The issues discusséusinlissertation are predicated on a gendered
division of seeing and the necessity for male-fenairaction as the catalyst for “the good life.”
The texts all demonstrate how the visual naturdeetérosexual attraction is an important
precursor to the successful fulfillment of fantasaé femininity. In fact, there is a glaring

absence of female-female relationships in theds,tas though women’s homosocial bonds are

8 Sara Ahmed suggests that “the good life” is prilpar heterosexual one. “[T]he queer life,”
she says, is an unhappy one because it lacks svttaiught to be good or happy—a husband, a
wife, children. Sara Ahmed;he Promise of HappinegBurham: Duke University Press, 2010)
93.



of no importance in the male-dominated visual ecop@r at least must be compromised in the
face of heterosexual desire and attraction. Theigatmons of this theme are addressed in the
Conclusion.

The disappointment that is engrainedhe lives of these women is also evidentheir
bodies. Following Hal Foster’s lead, | read thegess-a-vis thematic and theoretical categories
of obscenity, abjection, and trauma. Chapter Tvi@sis on “obscene” sex acts suggests that
obscenity is an important diegetic mechanism thahae invites the voyeur in but immediately
forces him to leave. The texts discussed here ttyideals and expectations of women’s
sexuality while also complicating contemporary f@ato liberalized pro-sex and “raunch”
feminism. Modern Japanese women'’s fiction has destnated a commitment to engaging social
discourse and decorum surrounding sexual pola&urai and Kanehara contribute to this
ongoing negotiation through graphic depictionsnokeistuous and sadomasochistic sex. In
Sakurai’sinnocent World protagonist Ami and her invalid half brother beegn intensely sexual
relationship. At the same time, she seeks out &mdately seduces her absentee biological
father. While inSnakes and Earring&.ui is drawn to her sadistic tattoo artist, wheggent
sexual tendencies reflect the violence she seetadh tattoos and other forms of body
modification. This chapter argues that incest amabmasochism fall outside the domain of
scripted female sexual conduct and challenge poagions of voyeuristic fantasy. Yet they
also ask us to think about the real life consegegiot the sexual politics of raunch.

The subversion of the male gaze is a cornersto@hapter Three, which places
narratives of excessive eating and bulimic bingeand purging alongside theoretical
applications of abjection. Yuiko, of Matsumotd@ke Excessive Overeat@ats obsessively all

the while lamenting her increasing weight; in Haseg'sPrisoner of SolitudeMayuko



habitually binges and purges, especially duringefiraf stress. Psychoanalytic conceptions of
abjection emphasize the tension between diamatpositions, particularly the clean and dirty
body. Julia Kristeva argues that the formationtabke subject positions is threatened by what is
unclean or in excess. She thus sees the abjedi@sl@r, and conceptualizes certain bodily
orifices as places of potential rupture: mouthsegenitals, anus. Kristeva states:

We may call it a border; abjection is above all gulty. Because, while releasing a

hold, it does not radically cut off the subjectrfravhat threatens it—on the contrary,

abjection acknowledges it to be in perpetual dart also because abjection itself is a

composite of judgment and affect, of condemnatimh yearning, of signs and drives.
For Kristeva, the ambiguity of abjection undoes ideias of ourselves as firmly constituted
subjects; we are always in flux, always vulnerdblevhat is on the other side. Kristeva has
written poignantly on food as a source of abjeptutgion, which has invited comparisons to
eating disorders. The texts | examine in this allapbncern women with “eating disorders,” but
my interest in abjection is elsewhere. | read thwestruction of the thin body as a duel process of
active abjecting and passive abjection; a slippegotiation between slimming the body down
by refusing to eat and being eaten alive by poweliicourses that extol the thin body.

In Chapter Four, our attention turns to aging asralar experience of corporeal
abjection. Given the value of youth in many cows#riaging has been described as a traumatic
experience for women that “threatens the core miritne subjectivity.*° The inevitability of

death brings with it is a haunting reminder of anghelf-life. Dianna Tietjens Meyers is blunt in

her articulation of women'’s relationships with thaiways aging bodies and the looming threat

® Julia KristevaPowers of Horror: An Essay on Abjectidrans. Leon S. Roudiez (New York:
Columbia University Press, 1982), 9-10.

19E. Ann KaplanTrauma Culture: The Politics of Terror and LossMiedia and Literature
(Piscataway, NJ: Rutgers University Press, 200%), 4



of unattractiveness within a milieu of “exclusiopdreauty ideals.” She says: “Attractiveness at
one stage of life ensures unattractiveness at anahd women are doomed to spend a
significant part of their lives in despair overithagliness or toiling to overcome it (and probably
both).”* If abjection raises questions of the instabilitydentity, so, too, does aging. Indeed,
Meyes argues that “the trauma of feeling that theesn irremediable disparity between who one
is and who one appears to be” is reflected in @tions that age means one thing while youth
means anothér. The two texts examined in this chapter—Hasegatifdie Unfertilized Egg”

and Kanehara’'slydra— are concerned with women who, as explained almamot make the
transition from youth to maturity. Hasegawa'’s pgataist is thirty-five years old and single;
Kanehara's is a twenty-four year old model. Fotladir superficial differences, these texts are
concerned with what it means to be aging—or at feasot be young—in a culture that equates
beauty with youth. This chapter asks and then higzam answer as to what happens to women
refuse to age gracefully.

While obscenity, abjection, and trauma are disaigsdividually, this is not to suggest
that they do not share certain affects. The téats,overlap thematically. They are all concerned
with sex and romance (admittedly some more so ¢itiaers), and they are all concerned with
beauty; more than a few focus on body image. Myiaighapters Two through Four is to
theorize about what | see to be outstanding mistitkese works. Together, the six texts
discussed constitute an unhappy gestalt of conteamp&emininity and feminism and its

accompanying affective platforms. | find that olbste abjection, and trauma are more than

1 Dianna Tietjens Meyer§ender in the Mirror: Cultural Imagery & Women's éagy(New
York: Oxford University Press, 2002), 156.

2 1pid., 157.



theoretical lenses. They are a trajectory of sbdsmaps the protagonists’ ways of living and
affective modes in their own right.

From these texts, we can deduce a narrative ohieity that pushes women from “here”
to “there.” The Conclusion, “Discourses of Disapgnmient, Heuristics of Happiness,”
demonstrates, however, that the texts themseleksalatable narrative progression. In typical
plot-driven narratives, there is movement and ftyuas events are linked by causality. In ours,
there is none. There is plot, of course, but tléggonists do not change or develop and they do
not go from “here” to “there.” Often, they end uack where they started. | situate this kind of
static narrative within a Japanese narrative tiadihat does not culminate in finality, as
Western readers may expect. Rather, they offerpgléas of lives, case histories of women who
are simply trying to get by in permanent crisis mo8ls Berlant states: “Crisis is not exceptional
to history or consciousness but a process embeaddbd ordinary that unfolds in stories about
navigating what's overwhelming?®

Life wears us out, she argues, and we simply tsutwive by gravitating toward “the
good life,” which, paradoxically, may not be thatogl after all once the fantasy is exposed. It
seems to be a prevalent theme in recent Japanesenigfiction, too—how to survive today.
Author Kawakami Mieko explains that her works areamt to reflect the ways in which “we
[meaning women] are always doing our best at livif{grhe six works of fiction presented in

this dissertation offer case histories of socialatiation. They offer no resolutions to their

13 Berlant, 10.
4 Quoted in Yuri Kageyama, “Blog Catapults Japarés\Literary Star: Obscure Singer Wins

Country’s Most Prestigious Honor For a New WritdtdBCNews.ComMarch 19, 2008,
http://www.nbcnews.com/id/23711082/#.UtfzxPZZU_4ar{Uary 16, 2014).

10



problem, but rather moments of lives that are laawd will continue to be hard after their

individual stories end.
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CHAPTER ONE Apocalypse and Anxiety in Contemporary Japan

...Japan in the 1990s appears to be plagued by skefan end, death or absolute, the loss of a
structuring frame for cognition and a system of mie@ authorized by a sense of the finite.
--Yumiko lida,Rethinking Identity in Modern Japan
...it’'s sort of comical how you think that you've nead choice that exempts you from the
fashion industry when, in fact, you're wearing #veeater that was selected for you by the

people in this room.
--Meryl StreepThe Devil Wears Prada

FANTASIES OF AUTONOMY

If Roland Barthes is to be believed, Japan is eraptydislocated, a semiotic minefield. Taking
a poststructuralist approach in his analysis oédape culturd,’Empire des signe€l970; trans.
The Empire of Signs, 1982), Barthes posited timatontrast to the West, nearly all things
Japanese—such as cuisine or poetry or the theatély @lanning—have no fixed center of
meaning. Everything is a free-floating and vacagm sfrom language to subjectivity,
challenging the “modern industrial capitalist” inmagve for “the acquisition of a seemingly
stable, unchanging identity.Yumiko lida suggests that through his understapdiniapanese
culture as a semiotic free-for-all that ultimatigks “a modern notion of subjectivity,” Barthes
anticipated much of what postmodern thought hasaadut identity politicd.Specifically, as
Renata Salecl argues, the so-called postmoderntimoni$ predicated on a structural
simulacrum that advocates plasticity: “Life is li@&omputer game in which the subject can play

with his or her identity, can randomly follow fasehirituals, has no strong national or religious

! Sharalyn Orbaugllapanese Fiction of the Allied Occupation: VisiEmbodiment, Identity
(Boston: Brill, 2007), 24.

2 Yumiko lida, Rethinking Identity in Modern Japan: NationalismAssthetic§New York:
Routledge, 2002), 201.

12



beliefs, etc.? When, in 1979, Jean-Francois Lyotard “gesturedatdvthe ample potential for
individual freedom” in his articulation of a postdern aesthetic that challenged Enlightenment
promises of a monolithic truth, this is probablyt mat he had in min8For we live in an age
Slavoj Zizek calls “extreme individualization” wieenothing, not even life itself, has a definitive
meaning or purpose and because we can be anybodpamiewe cannot really be anybody at
all.®

The supposition that Japanese culture is sustéiynéack has reached critical mass in the
past several decades. Scholars do not necessillJapan as a postmodern playground
anymore, but rather as a nation that has collajpgedtself, a postmodern casuaftjida
contends that a confluence of political and ecowcamnptures, violent acts, and natural disasters
during the 1990s portended the fall of old regiraes belief systems and bespoke fears of the
end of the world at the millennial turn. As expkdhin greater detail below, the death of
Emperor Hirohito in 1989—and all that his reign $ohzed—seemed to set in motion a number

of calamities that lasted throughout the followderade and warped the national psyche,

% Renata Salec{Per)Versions of Love and Hatew York: Verso, 1998), 159-160.

* Yumiko lida, “Between the Technique of Living andtess Routine and the Madness of
Absolute Degree Zero: Japanese Identity and th&sGyf Modernity in the 1990sPositions8,
no. 2 (Fall, 2000): 424.

> Slavoj Zizek,The Ticklish Subject: The Absent Centre of Polit@atology(New York: Verso,
1999), 373.

® Some contend that Japan can never truly be a modeven postmodern society because, for
all of its poststructuralist potential, the Japanéemselves possess no “inner autonomy.” In
Japan, “[t]he desire to belong to a group, to memgEs identity with that [of a] collectivity and
to organize one’s life around its norms is verpisty and can be seen reproduced constantly in
endless situations|.]” According to John ClammérsMaruyama Masao Japanese “groupism”
is an obstacle to true individuality and (post)mmoity. John ClammeiContemporary Urban
Japan: A Sociology of Consumpti@Malden, MA: Blackwell Publishers Inc., 1997), 48-

13



especially that of the Japanese youth who founttiieaJapan of their parents was suddenly not
their own. In other words, Japan was split openiemgouth fell into the chasm. Author
Murakami Rya (b. 1952), whose nihilistic fictiorp&into this terrain, labeled them the “lost
generation,” a potent symbol for the 1990s—Jap4o& decade.” As Anne Allison points out
in Millennial Monstersthe reclusive twenty-four year old protagonisiafrakami’sKyoseich(
(2000¥ identifies himself as a worm, “a nonreflectivdest ‘body’.. .--a living, spatially
extended thing” that exists but does not existygal

Worm is ahikikomori a shut-in, one of several “subcultural groupsgjamn notoriety
during the recessionary 1998sAlong with introverted animation superfaraky who pump
upwards of 2.5 billion dollars into the Japaneseemy each year buying the latest video games
and comics andnime™! and sexualized and truant school giksdyary) who offered their
bodies in exchange for money and godilsikomoriseemed to represent a new generation of

Japanese who experienced the world through thestooption loop” of a derailed consumer-

" Ryu Murakami, “Japan’s Lost Generation: In a Wdtiled With Virtual Reality, The

Country’s Youth Can’'t Deal With the Real Thing;NN.COM, May, 1 2001,
http://www.cnn.com/ASIANOW!/time/magazine/2000/05@pan.essaymurakami.html (June, 13
2014).

® The title of the book is a play on the tekiseich() meaning parasite. The characters Murakami
uses—L/E H rather thari 4= i—are meant to highlight a certain degree of symbigs) in an
otherwise parasitic relationship.

° | have borrowed this phrase from Asja Szafranistusly of Samuel Beckett's novel
L'Innommablg1953; trans. The Unnamable, 1958), which is tisgdited monologues of an
unnamed narrator/protagonists whose personae aréestad in two dichotomous characters,
Mahood (Manhood?) and Worm. Asja Szafranieckett, Derrida, and the Event of Literature
(Stanford: Stanford University Press, 2007), 128:12

19 jida (2000), 426.

1 Mark Wheeler MacWilliamsJapanese Visual Culture: Explorations in the WafdManga
and AnimgNew York: M.E. Sharp, Inc., 2007), 4.

14



oriented sign-economy. This means that daily life, not only for these cultural groups but
also for countless others, was predicated on tbenaglation and consumption of things and
experiences in lieu of doing something more sulbstiaf-or otakuandkogyary “plugging in”
and buying stuff were activities that indulged thieerent artificiality and superficiality promised
by the sign-economy, while the closeted existeridekikomorisuggested a refusal to
participate in it by refusing to participate in #nipg at all** While otakuclung to the fantasy
and momentary escapism promised in animation ashebwjames ankbgyaruturned to older
men Eyaji) who offered cash and designer goods in exchasrge transient encounter (a
phenomenon calleenjo-kbsaj or compensated datingjikikomorishut themselves away from
others in order to lead “capsule existencés.”

What is striking is that the emergence of thesegsaclipses the extent to which a great

number of “anxiety-ridden” Japanese who did or dbfit neatly into a subcultural category

12 Cited in lida (2000), 430.

13 Things are more complicated than this, of cousstwolars have analyzed the behavior of all
three of these groups in more complex antiveterms, looking to the ways that the lifestyles
they led represented an affront to many of theadqeessures of the day. Young women who
recognized what their bodies could command, faaimse, were afforded the opportunity to
manipulate men out of large sums of cash. And thielasing power they commanded from
their “dates” with these older men was equally sesplan Bardsley and Hiroko Hirakawa point
out that high-end spending is threatening to theahmoajority who see self-expression and self-
indulgence erode the old orthodoxy of self-saceifid his is especially pertinent regarding
women in Japan. The image of the Japanese womaripsdictices frugality, saves religiously,
and makes sacrifices for the sake of family anebndtthough outdated and old-fashioned,
remains part of the Japanese imaginary, and is mnxaking a come-back amidst Japan’s
declining birthrate. Jan Bardsley and Hiroko Hinaka“Branded: Bad Girls go Shopping,” in
Bad Girls of Japaned. Laura Miller and Jan Bardsley (New York: Palg Macmillan, 2005),
112.

4 Anne Allison, “New Age Fetishes, Monsters, anceRds,” inJapan After Japan: Social and

Cultural life from the Recessionary 1990s to thedent ed. Tomiko Yoda and H.D.
Harootunian (Durham: Duke University Press, 20G83.
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have been equally displaced by the events of t86<'§ The fiction | analyze in the following
chapters profiles some of these people, and | dltatanillennial Japan is an important
backdrop to understanding this fiction and wheeegtotagonists “come from.” The protagonists
of these works lead “thin” lives: Hasegawa’s Moriko“The Unfertilized Egg,” for example,
parties all night with her younger coworkers, ahdrbles home to her filthy apartment when
most people her age (mid thirties) are gettingougd to work; meanwhile, Kanehara’s Lui, in
Snakes and Earringsloes not do much of anything at all except danll have sex. “Thin” is an
apt term that reverberates particularly well wil tontemporary moment and its emphasis on
physical thinness as a cornerstone of appropreatenine praxis. In this context, physical
thinness becomes a symbol and symptom, an embodahadife rather meaningless, even
“thin"—exemplified by Matsumoto’§ he Excessive Overeai@nd HasegawaBrisoner of
Solitude whose protagonists share the same concern oartivy eat and how to attract men.
These four texts are predicated on this dual aisioness, and the tumultuous 1990s and the
body-conscious climate of the past decade—bothhiéhwl outline in this chapter—set the
stage. They were all published after 1990 and acon@emen whose lives seem representative
of the hollow lives of the lost generation and wdesbjectivities are either explicitly or
implicitly governed by the logic of the body.

In this chapter, | will describe in more detail soof the outstanding events of the 1990s.
| will do so because the era was traumatic in maays and shaped the lives of those who grew
up during the recession and experienced first-llaadrials of finding one’s way on unstable
(literally and figuratively) ground. Furthermorewilll place the fall of the national consciousness

in dialogue with the rise of the physical body.éed, incidentally or not, with the spread of the

15 lida (2000), 456.
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mundane into the cultural fabric came the emergehtiee physical body as that which matters
most, particularly for women. My focus is not nesaady onhowthis happened (though | will
comment on certain key developments that pushelddtig to the fore), but owhythe body
matters so much, especially in a milieu in whichmaoich else does. Today, the body, both male
and female, is primed by intersecting forces ofsate and net-worth—it is a “project” that

takes time and money intended to reflect a refgdglectivity (mirroring an aged association of
thinness as restraint and fatness as gratuitoysaes®ll as socioeconomic status. But because
women have historically been aligned with bodied sr@n with minds in philosophic discourse
and social praxis, women'’s bodies are that mucterabarged and their projects that much more
stringent.

Beauty practices have always mattered of courdehbte is no denying the fact that
today they matter more than ever. Cultural prastmmntinue to reaffirm women as bodies
(though men’s bodies are becoming more susceptéie), and the contemporary social
infatuation with the body as “cultural plastic’—sething to be broken down, rearranged,
sculpted to individual taste—is the latest man#gsh of historically contingent concerns over
women and their bodié§.As Laura Miller summarizes:

Every inch...is plucked and pumiced, and failurenigage in new beauty practices

would...result in a woman being judged decidedly fpish. In the struggle against

natural and unworked flesh, the entire geographith®body...comes under the control
of new beauty regimert.

16 Susan BorddJnbearable Weight: Feminism, Western Culture, dredBody 13" ed.
Berkeley: University of California Press, 2003)jixv

7 Laura Miller,Beauty Up: Exploring Contemporary Japanese Bodyhtiss(Berkeley:
University of California Press, 2006), 9.
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One might argue that today more than ever befooemen are aware of themsehasbodies
Interestingly, however, despite the postmodern naupee for “extreme individualization” and

plasticity, it is largely the same body (type) thetmen are sculpting.

*OVA
“The landscape must be read. It is a sign, or ratsymptom. Trauma is the psychoanalytic
form of apocalypse, its temporal inversion. Traymaduces symptoms in its wake, after the
event, and we reconstruct trauma by interpretimgytmptoms, reading back in tim&.To
James Berger, traumatic events can be read likegposalyptic scenarios: there is a before,
something happens, and there is an after. Japatass sometimes interpret the 1990s in this
manner, as a moment in which a sequence of evedtiesly knocked the nation and its people
off course. This is true, to an extent, though aemuanced understanding of the events of the
90s, such as that explicated by Tomiko Yoda, cdntdizes them within a broader global
framework and points to the social, political, awdnomic ruptures that took place as an
inevitable outcome rather than an isolated, unptadie cataclysm. But Japan during this time is
indeed a landscape, to use Berger’s term, thabearad and interpreted, the effects of which
are engraved on contemporary life and those wleitiv

Yoda explains that much of Japan’s problems weoéed in economic collapse and
shifts in global economic currents. | should stressYoda does, that the collapse of the

economy was only part of a succession of “occueghthat contributed to a “negative

18 James BergeAfter the End: Representations of Post-apocalyvianeapolis: University of
Minnesota Press, 1999), 21.
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psychology and pessimistic outlook” that continteebaunt the landscape tod3yThese
occurrences “have become closely interwoven viigheconomic crisis in the popular
imagination, underscoring the perception of a matigperil that encompasses virtually all
aspects of Japanese contemporary soctéfyp"summarize, Japan's “iron triangle” of “industry,
bureaucracy, and single-party politics” combinethwihe ethos of harmony and formidable
work ethics of a homogenous and highly disciplipegulation” sustained the nation from
postwar rebuilding and led, due to the rising valtithe yen vis-a-vis an export-driven
economic infrastructure, to a speculative bubbée Hurst in the late 1980s followed by a
recession that remains intact today. Yoda furtloémtg out that the low interest rates that were
introduced by Japanese banks to curb inflation@ovestors to other parts of East Asia in
search of money-making opportunities. Thus, wherettonomies of Thailand, Russia, and Latin
America experienced their own upheavals duringiite1990s, investments flatlined, and the
already tired Japanese economy suffered all the fiddany Japanese banks that had offered
low-interest loans to investors went bankrupt dredXapanese banking system did not last much
longer thereafter, ending “the glorious age of d@sa economic success.”

This sense of an end was felt in other aspecladnese society. Perhaps most striking
was Hirohito’s death in 1989 and with it the encadhdwa era (1926-1989) that was at various

moments marked by extreme militarism, Cold Wartprsdj and postwar economic prosperity.

9 Tomiko Yoda, “A Roadmap to Millennial Japan,”Japan After Japan: Social and Cultural
life from the Recessionary 1990s to the Pressht Tomiko Yoda and H.D. Harootunian
(Durham: Duke University Press, 2006), 20.

?%bid., 20.

*!bid., 19-20.

%2 lida (2000), 424.
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lida astutely explains that with the end of the@ame its revival in the form of eulogistic and
popular narratives of nostalgia that lasted throthghfollowing decadé® For conservatives, the
emperor’s death was a chance to “enhance the aatonsciousness” by vivifying the mythos
of the emperor system in elaborate ceremoniesntbed broadcast by the media to the world at
large?* For others it was a chance to revisit the empgiarolvement in the Asia-Pacific War.
Harry Harootunian and Tomiko Yoda posit that thetp@r period “began with the United States
conspicuously conspiring with Japanese and theniaddeuse immediately after the war to
absolve the emperor from war responsibility>]Hirohito’s death, then, meant the revaluation
not only of the emperor’s legacy but also of tHatrenship between Japan and the United States
that had promised, in addition to preserving th@emr as figurehead after defeat,
“unprecedented economic affluence and militaryguton, if not the promised social
democracy.®® These scholars posit further: “The Japanese desietain the dependent
relationship it has lived with the United Statesp®to a reluctance to let go of the distorted
history that has retained for it both the princigied principal of political authority and thus the
whole of its modern history?* With Hirohito’s death, then, came the unofficiabeof the

postwar and the necessity to rethink Japan’s rotee world.

23 |ida (2002), 211.

24 Kyung-Koo Han, “Two Deaths of Hirohito in Japaim’Death of the Father: An
Anthropology of the End in Political Authorjtgd. John Borneman (New York: Berghahn,
2004), 112.

%> Harry Harootunian and Tomiko Yoda, “Introductioim”Japan After Japan: Social and
Cultural life from the Recessionary 1990s to thedented. Tomiko Yoda and H.D.
Harootunian (Durham: Duke University Press, 20062,

*®Ibid., 2.

27 |bid.
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But part of Hirohito’s narrative is his transfortizen from untouchable divine being to
accessible “father.” From the Meiji Period (1868t29 during which Emperor Mutsuhito
reigned, emperors had been given fatherly statdens national push for unity vis-a-vis the
national bodyKokuta). Stressing the importance of filial piety, thevgmmment envisioned each
household as a hierarchy, the head of which wafather. At the national level, the emperor
assumed the role of father and his subjects tlgeafohis family. As Sharalyn Orbaugh explains,
“The vesting of absolute authority in the patrigrchifor the benefit of all members of the
family. With this kind of logic extended ‘down’ iateach individual household and ‘up’ to the
level of the nation, with the emperor as symbdadihér, the political rhetoric dokutaicould
mobilize the entire nation under one grand metapffddowever, with Hirohito, the emperor
became, at least in theory, a touchable fatheeysop. Occupation forces stripped him of his
divinity immediately after the war and clothed himgarments not unlike (though of superior
guality) those worn by his subjects when he wentoains of the country to galvanize rebuilding
efforts. In contrast to the hopes of the Occupafitwoes, however, the populace did not see “Mr.
Hirohito” as an equal, because although the “ingddrody” was sartorially similar, he was still
the emperor and lived a cloistered existence withénconfines of the imperial palace. In fact,
his very humanness seemed to amplify the extewhtoh he was not like his populace. Zizek
explains the phenomenon thus: “The more we reptéserking as an ordinary man, caught in
the same passions, victim of the same pettinegs.ashe more he remains ‘king.” Because of
this paradoxical exchange of properties, we cadaptive the king of his charisma simply by

treating him as our equatHirohito was indeed a paradoxical figure and sebtoexist on

28 Orbaugh, 200.

29 Quoted inlbid., 411.
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two planes, as an instigator before the war bwdfist after, as a divine figure before the war
but a man after, as the human but untouchablerfafttee national househofd.In a sense,
then, when Hirohito died of iliness at age 87, asvas though all of the complexities of his
existence died with him, lending to “a sense obute...shared by the entire society.”

Closure, maybe, but it is hard not to see Hirdhitteath and the “mood of mourning” it
precipitated as a harbinger of things to come. dd@nomy bottomed out in the following years,
as discussed, but the national body began to fadtevell, both externally and internally. In
January 1995, before the effects of economy caadyrbe felt by the majority of Japanese, the
Great Hanshin earthquake leveled the city of Kédsa/ing 6,000 dead, 300,000 displaced, and
causing between ten and twenty trillion yen in dge?a Transportation came to a stop, water
supplies were destroyed, and the city’s bay-froeaaan homage to “the city’s economic
success” by way of its “glittering futuristic buiidys and a development plan supported by
nearly all segments of the population,” was leftliims >3 While the disaster itself “exposed the
precariousness of life in this highly urbanizedaorat’ the fall of the bay-front area meant the

symbolic fall of the city itself* And the highly-publicized failure of the governmém respond

30 Emperor as father had been a part of the culimmagjination prior to 1989. Author Oe
Kenzaburd has overlaid a dying father with thearas dying emperor in some of his fiction,
such as'he Youth Who Came L4tE962) and “The Day He Himself Shall Wipe My Tears
Away” (1973). Susan J. Napidiscape From the Wasteland: Romanticism and Reatishe
Fiction of Mishima Yukio and Oe Kenzabyf@ambridge: Council on East Asian Studies,
Harvard University: Distributed by Harvard UniveysPress, 1991), 158.
211,
%2 bid., 237;Yoda, 20.
33 ;

lida (2002), 237.

34 Ibid.; Yoda, 20.
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to the disaster in an adequate manner, combindd‘ariticism for corruption and corner-
cutting,” exposed the fragility not only of theycand life in general, but also of the whole of the
social infrastructuré?

It is also the case that 1995 marked the 50-yeawarsary of the end of the war. For
many, the widespread destruction following theheprake rekindled dormant images of war.
Akira Mizuta Lippit, for example, found in the elaguake an “avisual echo of World War 1l...a
return of the repressed atomic bombing.” He wentioosay, “The displaced or deferred
spectacles forced the nation to revisit the pristahe of postwar Japart.If Japan had been
able to lay to rest much of what “postwar” had me@men Hirohito died, the earthquake
brought it back to life. As William Tsutsui pointsit, however, not everybody viewed what
happened through this historical lens; some samské/es as extras in an apocalyptic movie, an
apocalypse shaped not by what fell from the skyfitmm what stirred beneath the eatth.

The apocalyptic mood festered in March of the sgaa when the Aum Shinrikyd cult
released sarin in the Tokyo subways, killing arjdring thousands. The cult’s charismatic
leader, Asahara Shokd (whose real name is Matsu@iaiuo), who was convinced that the
Kobe earthquake had been caused by a death ragndddhy United States, founded the group

in 1984. He used it as a platform to preach “desivn” and “Armageddon,” beginning in

% J. Victor Koschman, “National Subjectivity and tses of Atonement in the Age of
Recession,” idapan After Japan: Social and Cultural life fronetRecessionary 1990s to the
Presented. Tomiko Yoda and H.D. Harootunian (Durham: Buniversity Press, 2006), 124.

3¢ Quoted in William M. Tsutsui, “Oh No, There Goeskyo,” in Noir Urbanism: Dystopic
Images of the Urban Cityd. Gyan Prakash (Princeton: Princeton UniveRigss, 2010), 119.

37 william M. Tsutsui, “Oh No, There Goes Tokyo,” Noir Urbanism: Dystopic Images of the
Urban City, ed. Gyan Prakash (Princeton: Princeton UniveRigss, 2010), 119.
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Tokyo and spreading to the rest of the wdfl@he cult was a bastion of the latest technology
thanks to its curious ability to attract gradudtes elite universities and some of the brightest
minds in technological and scientific fields. Somendered what the cult offered these people
that the rest of society did not. The answer, adtlen part, was community and a sense of
purpose (even if that purpose was grounded in dgatc@anarratives) and emotional support—
what society at large was lackifiglida cites critic Nishio Kaniji to demonstrate ti#atm is
illustrative of “a series of closely linked featargymptomatic of contemporary Japanese unease:
deepening nihilism, weakening identity, and a gragvambiguity in values, morality and
meaning” as well as “freedom” masquerading as “one.™° In other words, when the crux of
life in contemporary Japan or other “postmoderrtistes is “extreme individuation” and the
freedom to choose one’s identity, a freedom thahbercut by the inability to choose, Asahara’s
group succeeded because it offered a subjectiveiigéo those who wanted one. In this way,
the Aum attacks were the violent manifestationtbé‘immanent problems of contemporary
Japan[.]*

Violent outbursts were not limited to Aum, howevierMay 1997, the severed head of
an elementary school boy was discovered on thengsoaf Tomogaoka Junior High in Kobe; a
note was found inside the boy’s mouth: “Everyohe,game starts now....Just try to stop me. |
really love killing.” Fourteen-year old Shénen Adiyth A), as he would be called, also sent

angry letters t&Kdbe shinbur{The Kobe Newspaper) in which he wrote of not gein

% |bid.
¥ lida (2002), 242.
0 Ibid., 243.

1 bid.
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“recognized as a real, living human being” andngra “transparent existence.” In this same
note, he blamed Japanese society and its empha&smpulsory education” for reducing him
to transparency and vowed “revend&Shénen A was captured shortly after sending hisrléo
the press, and confessed to bludgeoning a teney@airl with knife in March 1997 and
attacking two other girls with a hamni€rHe spent the majority of his sentence in a psyihia
hospital and was released on March 11, 2004 atvegygy-one. Because he had been a minor at
the time of the killings, the government has redelaso personal information on Shénen A,
though rumors circulate on the internet that hid nrame is Azuma Shin’ichir6.

It is important to see the crimes committed byr&mA in relation to those committed
by Aum Shinrikyd. Both reconceptualize violencesamething more “local” than previously
thought. No longer was violence the domain of anahs and outlaws, but an activity the
educated elite (Aum) and even a child (Shonen Ajgyeated in. Furthermore, the
“transparency” Shénen A wrote about speaks to @ingescomplaint that drove some to Aum—
lack of subjectivity. With Shénen A, the issue veagn more acute, however, for his actions
precipitated serious concerns over the state dfaimdy unit, beginning with the immediate
family and widening to the national family which svstill mourning the loss of its father. As
Andrea G. Arai suggests, following the Kobe incitlé¢ne discursive context of “the child” was

broken down and substituted for larger societaletres and lacunae: “[T]he locus of anxiety,

“2 Quoted in Marilyn Ivy, “Revenge and RecapitulatinrRecessionary Japan,” Japan After
Japan: Social and Cultural life from the RecessignE90s to the Presergd. Tomiko Yoda
and H.D. Harootunian (Durham: Duke University Pr@&06), 205.

3 Marilyn Ivy, “Revenge and Recapitulation in Redesary Japan,” idapan After Japan:
Social and Cultural life from the Recessionary 198fthe Presened. Tomiko Yoda and H.D.
Harootunian (Durham: Duke University Press, 20@6}; See also Takayama Fumihiko,
Shoénen A: Jiyon-sai no shdxuth A: Portrait of a Fourteen-Year-Old] (Toky®hinchbsha,
2001), 58.
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‘the child,” stands for...the more truly frightenipgssibility of a problem at the interior of a
knowledge about culture, a knowledge that relietherdevelopment of ‘the child’ for the
resubstantiation of its continuity and vitality['{"Arai further suggests that what was truly
frightful about “the child” was not what hied but what his actions stood for—*‘displaced
lack,™ the hole opened up by the vacated familgl &re absentee fath&t.

Indeed, if the boy “child” (the son of the natibbady) was cause for concern in the mid-
1990s, so too was the truant and sexualized teatagghter—kogyaru—who did not
necessarily lament lack of direction and transpaydiut may have fed off of it, at least in
theory. Many, not just those who took to compertsdtding, saw the latest designer fashions as
an opportunity to set oneself apart as well as sméacultivate purchasing power and
manipulate older men out of large sums of monelofdhis is secondary to critic Miyadai
Shinji who understandsnjo-késaias the ultimate expression of a society that dstsiis mind.
For him, young women offering their bodies and timexchange for money or goods (and old
men lining up to give these woman anything theytyvethe nadir of a baseless existence.
Miyadai argues that “the meaning of life” in Jagmrihe end of the century “is nothing more
than a technique of living[.f® And the only thing anybody has to cling to is aythat,

according to Miyadai, will eventually decay and.ds® enjoy it while it lasts, he says,

* Andrea G. Arai, “The ‘Wild Child’ of 1990s Japaritf Japan After Japan: Social and
Cultural life from the Recessionary 1990s to thedent ed. Tomiko Yoda and H.D.
Harootunian (Durham: Duke University Press, 20Q88.

** Ibid.

“lida (2002), 234.
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advocating the jettisoning of meaning in favorloé t“momentary pleasures” of Japan’s
consumer culturé’

Miyadai echoes the words of Bryan Turner who hgsied that our cultural infatuation
with the body is the pinnacle of a process thaabegfter the industrial revolution, when “the
labouring body’” was superseded by “the desirirmgly.”” “[F]Jeudal and industrial bodies were
tied to property, ownership and control. In thetpodustrial age the body has become separated
from the economic and political structure of soci&f The body is now “the locale for pleasure,
desire, playfulness*® Both Miyadai and Turner argue that consumer chgiteis responsible
for the libidinal turn of the body, particularly necent years. In Japan, the rise of compensated
dating in the 1990s signaled to Miyadai that “tbenenodification and consumption of one’s
own body has become a pleasurable activit}][}’signaled to others the loss of tradition (a
prominent theme of the “lost decade” in genetaiyhile others still accused teenage girls and
twenty-something women of losing their moral congeasin light of the rising street values of

their bodies? Enjo-késaiemerged as a new activity and represented thestagay to get one’s

47 1bid.

8 Sean T. Sweeney and lan Hodder, “IntroductionTtie Bodyed. Sean T. Sweeney and lan
Hodder (Cambridge: Cambridge University Press, 20D2

9 Ibid.
*jida (2002), 232.

*1 David Richard LehenyThink Global, Fear Local: Sex, Violence, and Anxiet
Contemporary Japagithaca: Cornell University Press, 2006), 102.

®2 The Japanese term for prostitution combines teegrhphs for “sell” and “spring™baishun
But in an attempt to shift the emphasis from thengowomen selling their bodies to the older
men buying them, Miyadai offered the subtly distikaishun which combines the ideographs
for “buy” and “spring.” Leheny, 103.
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hands on quick cash or high-end luxury goods tlekewtherwise out of arm’s reach. Armed
with cell phones, a technological advancement duthis decade, these young women could
find johns fast and efficiently. Critics were conoed that women, the supposed carriers of the
torch of tradition, were letting it burn out in f@avof the latest designer fashions, body
adornments, and indeed momentary pleasures. It shebody offered momentary escape, and
for the young women who offered theirs in exchafogdancy things and for the older men who
willing bought them, the body was a repositoryifatant gratificatior>

lida finds that the women who engaged in compeds#d#ing turned inward, using their
bodies to fit a particular “type” or “imagined idéty,” that of the sexualizekogyaru®* To do so
was to “cope,” to anchor oneselfgomethingn a world of free-floating signifiers. In this wa
kogyaruwere not unlike the anime superfan who also gatedt toward a prefigured identity—
otaku—because there were no viable alternatives. Witin thimds occupied by video games and

animation,otaku“[sought] refuge in the virtual rather than in thetual world” in a manner

>3 |n addition toenjo-kdsaj prostitution in general was cause for conceriinguthis time, not
because of the act itself, but the rationale thate&l some women to it. The 1997 murder of
Watanabe Yasuko—a researcher at Tokyo Electric P@ompany earning upwards of
$100,000 per year who moonlighted as a prostisdmegtimes for as little as $20 per customer)
in Shibuya—nurtured fears of moral decay. Many wefteasking why a woman who earned so
much and who was from a “good family” would engagerostitution. Various theories have
been floated—from jealousy over a rival female &adjue’s promotion to having been dumped
by a married man. Furthermore, the wrongful comeicof Nepali national Govinda Mainali
(who was acquitted in 2012) raised questions atheufapan’s justice system and legal
processes, especially regarding foreign natioNsganabe is not alone, however; other
Japanese women have said that it is not moneythas their urge to sell their bodies but rather
“something that’s less clear.” See Valerie Reitnfdapan’s Case of the Unlikely Streetwalker:
An Economist Moonlighting as a Prostitute and tbheekgjner Declared Guilty After Her Death
Highlight Overlooked Aspects of the Societiids Angeles Timed)arch 19, 2001,
http://articles.latimes.com/2001/mar/19/news/mn&®{uly 10, 2013); Shinichi Sano,
“Something That He Never Did: A Japanese Authort&gran Impassioned Plea for Justice in
the Case of Nepali Serving Life Imprisonment forrifier in Tokyo,”Nepali TimesMarch 26-
April 1, 2004, http://nepalitimes.com/news.php?id#9#.Ut2NKPbna8U (January 20, 2014).

> |ida (2002), 232.
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similar to the escapiskogyarufound in designer goods and cash on Harithe women who
engaged in compensated-dating—and research suggaisiswas not as big a phenomenon as
the media let on—were often looked down on, howewérle otakuwere left alone for the most
part. This is partially thanks to technological adeements (the same that helgedyaruget

their hands on cell phones) and the global suarie3gpanese animation in the latter part of the
decade, lending even to the reinvention ofdtakulabel as a whol? It is also partially due to
the invasion of the virtual and the artificial irdh segments of contemporary society. When we
all lead virtual lives, at least to some exta@takuare not all that anomalous—just an
exaggeration of what is “normal.” (It was probahblgo because when women act in socially
“unacceptable” ways, the social uproar tends tmbder than when men do.)

What is interesting in lida’s formulation of thegyardotakudynamic, and one she does
not necessarily comment on, is the ways the foneesent something the latter can never
have. For central to thetakuideology is emasculation and social failure vigisengagement
with actual women. Although women—often supersexedl—are mainstays of popular comics
and animation consumed byakuy those in the real world present a challenge.dddm
describing thetakulifestyle, both lida and Thomas Lamarre use awatii@terminology (lida

uses the phrase “masturbatory attitude” to des¢hibetakus retreat into his own world;

%% |pbid., 228.

%% In the early 1990s, thetakuimage was a negative one, stemming from an incigewhich a
man named Miyazaki Tsutomu abducted and murderadyfaung girls. After he was arrested,
investigators found a large collection of pornodpiaganimation in his apartment. During the
media coverage of this discovery, Miyazaki wasmefitto as aotaku(until then a relatively
exclusive self-referential term used amangkuto describe themselves and each other), leading
some to conclude that he had intended to act otad$aes from animation.
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Lamarre is more direct, saying that ttaku“play[s] with himself®")

, as thouglotakuare not
asexual nerds but sexual beings whose only rectnirs¢ease are their own bodies and the
erotic women portrayed in the media they colletiug, if thekogyarurelated to the world
through the consumption of her body by othersptiagudid so by consuming his own body by
way of symbolic consumption of the body of an other

These relationships—transient and unfulfillinglasy may be—come to a head with the
emergence of thieikikomorias a recognized social phenomeRbAlthough the scholars from
whom | have been drawing thus far do not dist¢ulsikomoriat any length, it is important to
note that from the early 1990s “[p]ublic discussi¢of the topic]...gradually began to
emerge[.]*° As | have been arguing, the context and timirignjsortant, as the 1990s was a
watershed moment for a number of reasons relatisgcial life in Japan and the collapse of a
national and even personal identity. Sachiko Halgprovides an in-depth analysis of the
efforts of psychiatrists to define and quantify ttemhikikomorithrough the 1990s. It was only
in the early 2000s that some scholars backed amsay ppathology and medicalization to look at

social and cultural factors. As withaky a series of high-profile cases reported by thdiae

helped shape the public imagination and contribtagtie stigmatization dfikikomoriand the

> lida (2002), 228; Thomas Lamarr@takuMovement,”Japan After Japan: Social and
Cultural life from the Recessionary 1990s to thedented. Tomiko Yoda and H.D.
Harootunian (Durham: Duke University Press, 2068%.

*8 It is tricky to adequately summarize conditionstsas those representedHikikomori(or
anorexia) that have both medical and social aspdet®, | will interpretikikomoriin

metaphoric terms, but | do not wish to shortchaotfper medical causes that cause some to pull
away from society.

*9 Sachiko Horiguchi, Mikikomori: How Private Isolation Caught the Public Eye,’An

Sociology of Japanese Youth: From Returnees to NFT Roger Goodman, Yuki Imoto and
Tuukka Toivonen (New York: Routledge, 2012), 124.
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social landscape that fostered them. For instafiegguchi notes an incident from 1999 in
which a twenty-one year old man walked onto theigds of an elementary school and
randomly stabbed a young boy to death. The follgwiaar, the Niigata police found that a man
had been keeping a woman locked in his room foe ggars. The man’s mother, with whom he
lived, commented that she had never noticed theepiee of the woman because she was not
allowed to go into her son’s roofhThe media painted both menkikikomori after which
(male) shut-ins were branded “potentially dangst@orts and the image of unstable men
brooding in their rooms, in concert with the othi@ngs people were dealing with in millennial
Japan, spawned “moral panft.”

Moral panic because to som@&Kikomoriis a natural consequence” of the downward
spiral of contemporary Jap&hThe prevalence of shut-ins today speaks to a nuoftibe
issues addressed earlier in this chapter, partlgulze ramifications of the failed economy, the
dissolution of familial bonds, and the restlessrafshe younger generatiéfiMichael
Zielenziger demonstrates that the “Japanese fartthigie system), in which multiple
generations live under the same roof, receivedlemaeer after the war. Not only did

Occupation forces find the system “too feudal”#&amodern nation, but postwar rebuilding and

%0 bid., 127.
1 bid.

%2 Michael ZielenzigerShutting Out the Sun: How Japan Created its Owr Gaseration
(New York: Vintage, 2006), 71.

®3 Michael Zielenziger cites Saito Tamiki's claim thiaere are over one million adults in Japan
who arehikikomori Horiguchi, however, has shown that scholars aedical professionals
have contested—if unable to invalidate—Saito’s ifigd. The problem is defining the condition
and getting people to talk openly about it. As b&tholars have argued, while many Japanese
will shy from identifying themselves or anyone veir family ashikikomori, everybody knows
someone who is one. SHrd., 60; see also Horiguchi, 127.
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widespread construction of small apartment complek mass exoduses toward the suburbs
forced multi-generation households to disp&fa#&/ith the rise of the economy, however,
Japanese corporations projected the closely-kait g{/stem onto their infrastructure, fostering
unwavering devotion and community among employeiéstime employment and luxurious
year-end bonuses were not uncommon for the menwehniked so hard. But when the economy
collapsed, so did the corporation as community,raady corporate devotees found themselves
jobless and alone. Some clinicians have argueditbatommunal nature of thesystem had
eclipsed the necessity for individual identity @ikc¢hat “individuality” is necessary for modern
nations). So when the family fell, the corporataifst picked up the slack, but when that, too,
fell, there seemed to be no other options. Foclugyrist Saitd Satoru, the push for economic
prosperity and privileging of corporate allegiamoenpromised familial integrity. “In this
country, we haven’t cherished relationships witbpde; we’ve only chased economic
efficiency,” he say§>

The loss of confidence in those who had been haedwo believe in the economy and
infallible corporate entities that sustained itregented larger national self-doubt, while the
superficiality of a money culture bled into largencerns over the state of the family and a
directionless existence. The youth in particulandireally know what to do. As Zielenziger
states: “Young Japanese today face their own fafmasljustment disorder and concoct
disturbing new ways to escape a society that alandsi their hopes and washes out any promise

of self-realization in a torrent of rootless madtigim.”® His words are overdetermined, but he

®4 Quoted in Zielenziger, 69.
®> Quoted inlbid., 71.

% bid., 8.
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has a point. Thaikikomoriseemed to encapsulate—metaphorically or symbbjiedhe
isolation that many young people felt; whereas stwuad outlets in shopping or sex or
videogames (playing up the aimlessness of conteanpdife), others rejected the world at large

and all that it did or did not stand for.

*OVA
My point has been to briefly comment on some ofrtfagor shifts in 1990s Japan that led to a
cultural thinning and general ennui. | have triedareground my discussion of the thin body in
Japan by demonstrating how life during this time ba understood as lacking substance, or as
being “thin.” Is this to say that the thin bodyaiphysical manifestation of a life void of
substance, a barebones existence? This is cerfaiagible given that bodies reflect cultural
moments. Bulimia, for instance, has been readsadeaeffect of rampant capitalism and binge
consumerism by Susan Bordo and other feminist acsidlVe might argue that an infatuation
with thinness is predicated on cultural thinningeam used by Sherry Ortner to denote the
reduction of multiple complex fields and thougldsbmething easily digestible (“religiosity” is
the example she gives; “truthiness” might servaragther)®’ | borrow her term to draw attention
to the possibility that the body is representatif’a whittling away—a thinning—of substantive
life experiences and pleasures, a thinning of $peied culture.

In the fiction analyzed in the following chaptettse protagonists lead very sparse,
possibly meaningless, lives. Meaning is subjectofeourse, and we would be remiss to accuse
these protagonists of not doing anything worthwiiith their lives (they could potentially

disagree with me, after all). But those things wealgive life meaning—what I called

®” Sherry B. OrtnerAnthropology and Social Theory: Culture, Power, dnel Acting Subject
(Durham, NC: Duke University Press, 2006), 50-51.
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ideologies in the Introduction—are not things trestlly work out for the women in this fiction
and they spend most of their lives doing not muchnything. So in a sense, their livea® thin.
And their lives are representative of the life exgreces of many young women (and men) today
in Japan. In other words, the contemporary monsest iinteresting because although bodies—
especially women’s bodies—have always matteredntipertance of the body today seems to
be matched only by the unimportance or unreligbditeverything else.

In fact, we might say that this fiction exposesaarwhelming ideology of the body that
is governed first and foremost by lack. Anthonyidltraws our attention to Zizek ‘s supposition
that “the identity of the self is framed upon adamental sense of psychic insufficiency, lack,
absence, traum&®Bodily experiences for many women today seem tergmfrom this same
constellation of feelings of incompleteness. Zisebaim is embedded in his understanding of
identity as a construct of overlapping “ideologrsationalism, race, ethnicity and gender” that
people gravitate toward to fill an innate emptiressdecentered self-in Lacanian
psychoanalysié? In the following chapters, his words prove profheis the protagonists in the
fiction discussed do just that—seek out fantasmeezlded in stayed ideologies. For now,
though, consider the ways notions of fragmentedfiawked identities are projected onto

contemporary discourses of the body. Today, manyevos lives are governed by a “pedagogy

% Anthony Elliott, Concepts of the SdfEambridge, UK: Polity Press, 2008), 82.

% In a word, Lacanian psychoanalysis teaches tleaétis no “core” subjectivity. Rather, the self
(subject) and the ego (which is not part of thé) sek divided and one’s sense of self gets lost in
the “gap” in between. Because we do not really kmdw we are, we gravitate toward
ideologies—"the Big Other"—in order to better unstand ourselves; ideologies tell us what to
do, what to believe, how to behave; in fact, theytttese things for us. Zizek gives several easily
accessible examples of “the Big Other” at work. @ahlaughter on certain sit-coms, for
example, is not only an indication that somethmfunny; it is actual laughter laughing so that
we, the viewers, do not have to laugh. See Slaiigk/The Plague of Fantasiddlew York:

Verso, 1997), 110-111, 122.
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of defect,” a language that chastises physical ifepons and demands that they be correted.
In a sense, these lives are embedded in a cuétndaéven global beauty ideology that is both
explicit vis-a-vis Japan’s “beauty culture” and it within hegemonic notions of femininity.

Although both men and women are “defective,” R.\Vén@ell and other feminist
scholars have demonstrated that, because theguagbttto “accommodat[e] the interests and
desires of men” and view their bodies accordinglgmen are presumably more flawed than
men, and therefore must devote a greater amouhewflives to correcting or masking their
defects’* (Scholars typically discuss Western women in lilgist, but their observations are no
less applicable to Japan and other parts of Edatwsere diets and plastic surgery are
commonplace. Zara Stone explains that South Kevkare one in five women have undergone
cosmetic surgery, “is now synonymous with medioakism.” In the US, the figure is one in
twenty.Y? As a corollary, consider that to Zizek “the ssliways falling short, falling apart,
fading or failing to live up to some imagined versiof identity.”* This rhetoric sounds very
similar to the state of the female body today, Wh&cheld to its own imagined version of
(unattainable) truth.

Thus in a way, today the body is a cipher, an eglgrrojection of wandering and

inadequate subjectivity: control over the body ¢ates control over the self, a historical

9 Susan BordaThe Twilight Zone: The Hidden Life of Cultural Inesgfrom Plato to O.J.
(Berkeley: University of California Press, 19977, 3

"L R. W. ConnellGender and Power: Society, the Person, and Sexnlild® (Stanford:
Stanford University Press, 1987), 183.

2 7ara Stone, “The K-Pop Plastic Surgery Obsessibme’ Atlantic May 24, 2013,
http://m.theatlantic.com/health/archive/2013/05/kkgop-plastic-surgery-obsession/276215/
(May 27, 2013)

3 Elliott, 83.
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genealogy briefly traced later on, and bodily imgment is self improvement. Joan Jacobs
Brumberg says this about American girls: “Like maalts in American society, girls today are
concerned with the shape and appearance of thaiedas a primary expression of their
individual identity.”* This triangular relationship between self, body @entity, she

continues, “is a symptom of historical changes #ratonly now beginning to be understodd.”
Brumberg means that although history has beenamgehof women’s bodies—binding feet,
cinching waists, etc.—it is only now reaching cati mass because of the ways cultural and even
biological factors (early onset of menstruatiom,deample) have coalesced around women’s
experiences of their bodies. Miller corroboratessiping that “[tjhere have always been writings
specifying what beautifully gendered bodies shdoddk like, but never the type or quantity of

visual forms today.”®

aovaA
The body is coded in symbols and sliding signifiarsd today the female body has been coded
in largely homogenous terms. As Bordo contendss muan unprecedented cultural moment “in
which girls and women...come to believe that theyrarthing (and frequently treated as
nothing) unless they are trim, tight, lineless geléss, and saglesS.The descriptors Bordo
uses here are all heavily symbolic and meant teaeé refined subjectivity on several levels.

On the one hand, as numerous scholars have illedina the US the current demand for

4 Joan Jacobs Brumbeffhe Body Project: An Intimate History of Americainl$S(New York:
Random House, 1997), xxi.

S bid., xxv.
® Miller, 7.

" Bordo, (2003), 32.
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thinness achieved prominence amidst the feministerments of the 1960s when the (large,
motherly) maternal and reproductive body was regaldry one whose streamlined qualities
seemed to reject any prospect of motherhood adotteestic destiny™ This was a body that
did not want or need anything or anybody; it wdtséficient, master of its own domain, and
therein reflected residual bourgeois concerns bwedy discipline—namely, size and shape of
the body—that took root in the late 1800s when netgidass women gravitated toward causes of
the body rather than the mind. Although it was ensl§ to discuss corporeal matters within a
social dictum toward the spiritual, girls and wonaérthis socioeconomic class became
increasingly concerned with the size of certainybpdrts: “To be too large or too robust was a
sign of indelicacy that suggested lower-class nggind a rough way of life’®

Too-largeness has not always implied incivility drashiness, though there is a
historically vivified legacy in both the East afgktWest of coding fat and thin bodies in
dichotomous ways. The large belly is pregnant witplication, for it has at various moments in
history been associated with gluttony, wealth,rlags, and even evil. In this respect, so, too is
the taut belly. Take, for example, Christian icoragdny that has long taught an opposition
between the ascetic, stoic thin man and the ungeeoripulent one. The former, master of his
urges (sexual and otherwise), was famously chadrmslest. Augustine and St. Thomas Aquinas

into an image of a saifit;the latter, an indulgent epicurean, was by detheltantithesis—a

" 1bid., 212.
9 Brumberg, Xix-xx.

8 Both St. Augustine and St. Aquinas craft theiians of slim, holy bodies from their readings
of the book of Paul. In hi€onfessionsAugustine, following Paul, ties the gluttonousiipdo

one in which the Devil resides. He says, “ Beh@dd and drink and clothing, and all the other
needs appertaining to the support of the bodybardensome to the devout spirit.” He goes
further inCity of God claiming that those who give into desire, no erats form, are not men
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sinner, a gluttongula). Christ was thin—extremely so; in “A Litany of t8as,” Baudelaire
writes of two Satans, the first being of “an amluigsi sex” and soft body, and the second “a
large man, with a fat face and no eyes; his heawnph hung down over his thighs®.”

The distended belly (the paunch) is found, todlapanese depictions of the hungry
ghosts gaki) that occupy one of the six realms of existemokydd in Buddhist philosoph§?
As William LaFleur elucidates, this “taxonomy wast n.indigenous to Japan. It has been
integral to the Buddhism the Japanese absorbedtfrer@hinese and Korean® He also
explains that these hungry ghosts were taken Yighttil the medieval period, which was
marked by heavy Buddhist influence, during whichdithey became more prominent in “textual
and visual” discourse, illustrated poignantly@aki séshizésh), or Hungry Ghost Scrolf'.In

contrast to the secluded monk, such as Genj6 whld survive on “a grain of millet per day,”

for instance, the hungry ghosts, who occupy thiareght above Hellj{goku), and “remain

of God. Citing extensively from Paul, Augustineexss that the ideal body is a slim one, for it is
beyond temptation and the hand of the Devil. Sarias Aquinas argues in the same light:
“...let us not give our minds to delights, but to wisathe end of delights. Here on earth it is
excrement and obesity, hereafter it is fire andibem.” See St. Augustinghe Confessions of
St. Augustine; the Imitation of Chrigtans. Edward B. Pusey and Thomas a Kempis (Nefk:Y
P.F. Collier & Son, 1909), 302; St. Augustifidtae City of God Against the Pagasesl. and

trans. R.W. Dyson (Cambridge: Cambridge UniverBitgss, 1998), 2:247, 3:37; W.F. Toal, ed.,
vol. 3 of The Sunday Sermons of the Great Fatl{€tsicago: Regnery, 1957-63), 315.

81 Joseph M. Bernstein, eBaudelaire, Rimbaud, Verlaine: Selected Verse amndé&Poems
(New York: Citadel Press, 2000), 123, 124.

82 The six realms are: Gods—Asuras—Humans—Animals—gruthosts—Demons.

8 William LaFleur,The Karma of Words: Buddhism and the Literary ArtMedieval Japan
(Berkeley: University of California Press, 19833, 2

8 william LaFleur, “The Eccentric Treé&amiandGakiin the Botanical Imagination of the
Medieval Japanese,” vol. 1 Bethinking Japan: Literature, Visual Arts & Lingtics, ed.

Adriana Boscaro, Franco Gatti, and Massimo Rawein York: St. Martin’s Press, 1990-1991),
124.
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gripped in their worldly passion,” consume fevelyshut never grow fulf® “The epitome of
cravings,” these ghosts are forever hungry, ant thieir distended bellies and “throats as thin as
needles,” represent frustration and p&ifthe scrolls capture the hungry ghosts in a vaonéty
situations, and in more than a few they are feedm{Shieiji-ben gaki,” one looks to feast on a
newborn baby; in “Shi-ben gaki” and “Shokufun gakiungry ghosts are devouring excrement;
in “Shokuto gaki,” a hungry ghost, surrounded byesal empty plates, is being made to vomit
by a redrasetsy or rakshasa, a kind of demon that resides in®hélis clear that their torment
derives from being unable to satiate their hung#rer scrolls in the series show hungry ghosts
praying for salvation.

Hunger is perhaps our basest of desires, and tireeléo which we give into it can be a
deeply symbolic act. Fasting—the conscious resistai hunger—began as a way to humble
oneself before the powers of nature, which punisite@éwarded on whim; it brought the body
closer to the natural world by symbolically embracfamine, which threaten all living things,
and pushed the body beyond its “corporeal limitsiégrying bodily need<® To deny the body

its needs—and even its desires—is the cornerstbtine dast in religious and non-religious

8 Janet R. GoodwirAlms and Vagabonds: Buddhist Temples and PopulamoRage in
Medieval JaparfHonolulu, University of Hawai'i Press, 1994), 22nne Page BrooksMizuko
Kuybdand Japanese Buddhismddpanese Journal of Religious Studeso. 3-4 (Sept.-Dec.,
1981): 135.

% LaFleur, 124.

87 See Komatsu Shigemi, edihon emaki taisdiJapanese lllustrated Hand Scrqligjl. 7 of
Gaki soshi, Jigoku soshi, Yamai no soshi, Kusaslake[Hungry Ghost Scrolls, Hell Scrolls,
Sickness Scrolls, Picture Scrolls](Tokyo: Chlo K&iea, 1977), 4-7, 10-11, 16-17.

8 Caroline Walker BynumHoly Fast and Holy Feast: The Religious Significawné Food to
Medieval Wome(Berkeley: University of California Press, 19834,
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contexts. When the body takes only what it neg¢ds,more spiritually open. In the words of
Greek physician Athenaeus, the fast “raises mahedhrone of God®

Food abstention and its inverse are of course itapbim many religious contexts.
Fasting, naturally, has a variety of purposes—omafor sin, to aid in prayer, to express grief—
and was, indeed still is, also done in prepardorfieast. Caroline Bynum tells us that when one
fasts, one provides; in fourth century Christianity instance, “...what one denied to oneself in
fact was given to Christ's own body*"Moreover, fasting often preceded Sunday Eucharist,
when Christ’s body was taken in as nourishment—raarsion of the symbolism of the fast.
Ramadan, too, is an apt example of the interpléwden fast and feast. During the month-long
fast, Muslims fast from sunrise to sunset, breakimgth a feast at the end of each day. And in
Judaism, during Yom Kippur fasting is undertakema@mmement for sin. Thus the body moves
between moments of fullness and emptiness, botvhath represent a spiritual cleansing and
renewal.

Divorced from religious context, though, the oppiosi between fat and skinny remains
dynamic?® Perhaps now more than ever, popular culture itket and elsewhere offers the

thin body as quantifiablipetterthan the fat body, as a body that is under thérabof the mind.

8 bid., 37.
0 bid., 33.

%1 Scholars trace the secularization (and the coantimedicalization) of the Western body to
the Enlightenment. In an essay that is part exegesdietetics and part reflection on his failing
health, Kant writes that under the aegis of ratibnand moderation the body will receive a
critical makeover, “when the mere power of reasomankind, in overcoming sensations by a
governing principle determines their manner ofrgi’ Kant found that the control of the body
was important in maintaining one’s health, thoughwias saddened by his observation that even
the greatest mastery of the body could not pretgwiecline in old age. See Sander L. Gilman,
Fat Boys: A Slim BoofLincoln: University of Nebraska Press, 2004),630-
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Although no longer a matter of good versus evemlightenment versus ignorance, the thin/fat
battle nevertheless still pivots on capitulatiorbotlily desires: “Whereas in the immoderate
individual, the force that desires usurps the hsgipdace and rules tyrannically, in the individual
who issophron it is reason that commands and prescriBestieed, the thin body is
reasonable, sensiblsgphron), while the fat body is unreasonable, nonsensicalthough long
purged of its ties to Satanic indulgence, the gatybcontinues to stand for things that the skinny
body does not.

What has been added to the discussion since therlic era is a consideration of the
ways socioeconomic class is bound to body sizes iBhivhere the body resides today, too; itis a
literal and figurative barrier between the haved have-nots: “The body itself...has become a
way of conspicuous distinction between the lowet apper classes” The whole notion of the
body as a “project,” in fact, is a bourgeois ingtdan, according to Pierre Bourdieu. In his
analysis of sports, he argues that different secnemic classes view the body differently. The
upper or “dominant” classes, who have no neednfetbdy’s “functionality,” see it as “aand

in itself,” something to indoctrinate into “the...cult of hellor something to sculpt for aesthetic

%2 Michel FoucaultThe Use of Pleasurérans. Robert Hurley (New York: Vintage, 19909; 8
87.

% This has not always been the case, however. ktiatly; when food is scarce, a fat body—
male or female—reflects affluence and is most dé. But in most industrialized societies,
where food is plentiful, the opposite is usuallg tase—a thin or muscular body is prized,
signifying status and wealth.

% Sarah GrogarBody Image: Understanding Body Dissatisfaction ienyMWomen and Children
(New York: Psychology Press, 2008), 165-166; sse April Fallon, “Culture in the Mirror:
Sociocultural Determinants of Body Image,’Body Images: Development, Deviance, and
Change ed. Thomas F. Cash and Thomas Pruzinsky (New:Yaukford Press, 1990), 80-109.
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reasons—what he calls “the body-for-othetsThe lower or working classes, meanwhile, take a
more utilitarian approach and use sport for stiengt community-building—a means to an end.
Because the dominant classes tend to view the &sdybarometer of wealth and status—the
“body-for-others”—it is under constant refinementiacrutiny, ultimately reflecting
accumulated cultural capital. Care of the self/bizdgn egress to greater symbolic worth.

And as this chapter has argued, when the bodynideged, thehingsthese bodies stand
for take on greater implications. Because of thedartance of current “body projects” many
women'’s livelihoods are dependent on and definethéysize of their bodies. For women, the
thin body is still reasonable and the fat bodytiisrsot. But today these bodies are much more
than that, and the old associations of fatness ghittiony and greed and skinniness with
ascetism and propriety have given way to an emalti@xicon that feeds into social and private
concerns over the body. Why are advertisementsamanercials for dieting methods and low-
fat foods aimed primarily at women? Is it that thap into latent anxieties over the gendered
body? Bordo describes an advertisement for icenti@afollows: “A husband returns home to
discover that in his absence his wife, sittinglomfloor, has eaten all the Frusen Gladjé; her
voice is mildly defiant, although soft—'I ate afi¢ Frusen Gladjé’—but her face is sheepish and

her glance averted®Bordo argues that in contrast to depictions of 'mieravings, which are

% pierre Bourdieu, “How Can One Be a Sports FanTHa Cultural Studies Reade ed., ed.
Simon During (New York: Taylor and Francis e-libraP001), 437-439. Current research shows
that socioeconomic status is a determining factaliet, with those in higher income brackets
eating “better” than those in lower brackets. $eeexample, Nicole Darmon and Adam
Drewnowski, “Does Social Class Predict Diet Qu&ithmerican Journal of Clinical Nutrition
87, no. 5 (2008): 1107-1117.

% Bordo (2003), 129.
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often boisterous, messy, and public, women are wibe@ than not shown eating behind closed
doors and when nobody is looking, if eating afall.

The point is that when it comes to food, eatingobees a closeted act for many women,
reaffirmed by images in print and on TV; recallttttee body today is meant to be a pinnacle of
restraint, and it is shameful to give in to itsides or even its needs. For fat women, especially,
eating is something often done alone and in sée®duse it is so shameful. In contrast, the
skinny women in the advertisements | have menti@redallowed to indulge because on the one
hand they seem to be offering sexual services o, ar@d on the other their indulgence is not
reflected on their svelte bodies. Later in thisdigation, | suggest that the taboo of women
eating is not only about the collapse of self-colptout also about male anxiety over the “hungry”
and ravenous woman that is potentially countergzhinarchal society by reflecting that anxiety
back onto women'’s appetites, as evident in popuktia today. Some argue, in fact, that the
subtext to today’s “heroin chic” look is a patribat agenda intended to rob women of their

agency by keeping them in frail and weak bodfes.

" In Japan, the association between female hungkdamger has deep roots. The legend of
“Kuwazu nyobo” (The Wife Who Ate Nothing), for exate, begins: “Long ago there was a
stingy man who proclaimed, ‘It costs a lot to feemimen, so whoever becomes my wife will not
be eating.” One day, a woman came calling who satlih not eat so | will be your wife.” She

ate nothing but worked hard, so the man was ple&édne night, he watched as she pried her
head open and poured a cup of rice into it.” Latehe legend, she devours her husband’s friend
whole. Here, as in the ice cream commercial Boidousses, eating takes place “off screen” and
the aftermath is startling. Quoted in Matsumotaoliuki, “Sesshoku shogai to wa” [What is an
Eating Disorder?], iTaberarenai yamerarenai/Sessoku shdghiable to Eat, Unable to Stop:
Eating Disorders], ed. Kuboki Tomifusa, Fuan Yoksty Rinshiyd Kenky(kai (Tokyo: Nihon
Hydronsha, 2002), 4.

% “Heroin chic” is a term derived from the fashiowstry in the 1990s when models became
increasingly skinny and designers often featured) grharaphernalia in their ad campaigns. The
“gaunt, frame, androgynous features, and discagtiedour” of model Kate Moss captured the
feel of the movement. Interestingly, however, thghion itself was secondary to the drug-
induced look of the models and the affluence ackllessness suggested in their supposed
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roVA
Body size, then, is not just about rejecting thplioations of the maternal body as it was
thought to be several decades ago. And neithbimadss simply a way to transcend one’s
socioeconomic statU€.It is tied up in larger concerns of women’s plateatriarchal society as
well as self- and sociocultural worth that reflestsmen’s historically documented proximity to
the body. Feminist theory has shown that womerofies subsumed under the label of “body”
by patriarchal discourse and therein robbed of eviihtellect vis-a-vis the intellectual male.
Summing up an essentialist argument that has iatpdics in both Western and Japanese
discussions on gender, Japan scholar Jan Bardsjs\ttsat “it is women who are gendered” and
who are forced to occupy “sexed bodies” while mare‘ultimately allowed to soar in the
transcendent space of the intellectf”

Interestingly, it is largely the same body typet thamen are sculpting. Although Miller
is spot on in her assertion that trends in “bealgplogy” can afford a space for the cultivation
of a “subcultural” aesthetic (see my discussioSékes and Earrings® there is no denying

that many women face “free choice under pressureétebrate a particular look and body

heroine binges. Here, | am not using the term f@yranything about drugs, but instead to
capture the physicality of the age as defined bgMslight frame. Alphonso D. McClendon,
“Fashionable Addiction: The Path to Heroin ChieyHashion in Popular Culture: Literature,
Media and Contemporary Studje=d. Joseph H. Hancock Ill, Toni Johnson-Woodd, \4cki
Karaminas (Chicago: The University of Chicago Pre643), 80-81.

% When Twiggy, a 97-pound model who did not shy fioen lower-class origins, became
famous, many young women saw the potential to tems their own socioeconomic status
through a similarly small physique. See Susie Ciipldanger Strike: The Anorectic’s Struggle
As a Metaphor For Our Ag@nd ed. (New York: Penguin Books, 1993), 54.

199 3an Bardsley, “The Essential Woman Writer,iMoman Critiqued: Translated Essays on
Japanese Women’s Writingd. Rebecca Copeland (Honolulu: University of dawPress,
2006), 55.

101 Mmiller, 7.
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type1°? Beauty regimes and ideologies change over timepofse. (Miller's account of the
changing face of beauty in modern Japanese higaytstanding in this regard.) But bodies
must adapt accordingly or risk being socially aszad and excommunicated. There is a
contradictory discourse that hangs over many badjepts, then, complicating the
“plasticity”—an implicit freedom—of the body itselvhile the body can be sculpted in many
different ways through diet, exercise, and plastigery, it is often sculpted in the same or
similar ways across cultures. “No one is holdingua to our heads,” comments Bordo on the
increasingly normalization of the body and the ‘ickt that drives it

Here Alan Hyde’s words are relevant, as they ithatst the illusion of bodily freedom
today:

Thus, attempts to figure a pure or inviolable bqulyrebecauser insofar asit is

“natural” and “immutable,” are doomed to fail, aleeply out of touch with the

complicated circuits of will, control, and poweaticondemn the modern body to

constant mutability as to weight, appearance, anscte toné>*
As Hyde acknowledges elsewhere, there are of caxmeptions to this rule of body
mutability}°® But those exceptions are few and far between Isecaiithe nature of social
indoctrination of bodily dos and don’ts. Foucawdstamously shown that cultural norms,
including those of the body, are reified througsciblinary practices that both reward and

punish particular behaviors. He has shown, to@utjn the metaphor of Jeremy Bentham’s

Panopticon, how certain practices become interedzpanopticism inculcates docility and self-

192 Bordo (1997), 44.
1% |bid.
104 Alan Hyde,Bodies of Law(Princeton: Princeton University Press, 1997),-130.

105 |pid., 123.
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regulation through the illusion of permanent sutaace that gradually gives way to self-
surveillance. Foucault explains that power becosugsly embodied so that it feels natural or
right to conduct oneself in a certain manner. Theg®viors then become unconscious or
habitual. Although Foucault was not concerned whdhways gender norms operate, feminist
scholars have continued his work by illuminating tays that femininity (and recently
masculinity) produces “docile bodie¥®

So Bordo is right: nobody is holding a gun to headh But this is not how disciplinary
power operates—it is not top down, but rather cesiterough the discursive practices of
everyday life blurring the boundaries between cohaad coercion; in other words, power is not
possessed—it exists. “There is no need for armgipél violence, material constraints,”
Foucault says. “Just a gaze. An inspecting gagazea which each individual under its weight
will end by interiorizing to the point that he istown overseer, each individual thus exercising
his surveillance over and against himseéff.On the one hand, the bodies conveyed by popular
media—"“absolutely tight, contained, bolted downmnfi—all look the same and equalize
heterogeneity and difference: in the US, they amagrily white or purposefully “exotic” when

non-white!% They are cultural mirrors reflecting increasinghattainable selves. These bodies

198 sandra Bartky has demonstrated that femininityireg constant self-discipline of the bodly.
Calling femininity an “artifice,” she suggests tlntir and skin, posture and voice, appetite and
exercise, facial expressions and manners of spaecall part of a hegemonic discourse of
femininity. See Sandra Lee Bartky, “Foucault, Famtyg, and the Modernization of Patriarchal
Power,” inFeminist Social Thought: A Readed. Diana Tietjens Meyers (New York:
Routledge, 1997).

197 Michel Foucault, “The Eye of Power,” in Michel Feault,Power/Knowledge: Selected
Interviews & Other Writings, 1972-197&d. Colin Gordon (New York: Pantheon Books, 1977)
155.

1% Bordo (2003), 24-25, 190.
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are also signifiers propelled by the symbolic capf their physique, telling the world:you
look like this.. As ZiZek illustrates, the repetition of imagesytdmorous bodies doing
glamorous things offer a rich tapestry for “imagwnalentification” in which the images
“represent ‘what we would like to be'® The underside of this identification is a mandaie
for what we would like to be but rather for what sleuld/must be—a fantasy of autonomy.

Refusal is possible, of course, but to do so isvie criticism and sanction.

sova
The body is enmeshed in its own ideological web igapun by discourses of socioeconomic
and -cultural worth. The thin body promisgsmethingo those who have it (all ideologies seem
to do this). Therefore, there are considerablesrnisKailing to adhere to the body’s ideology,
particularly in recent years given the drastic imi@oce of the physical body and body size. In
this chapter | have discussed thinness as an estinesf cultural disenfranchisement among the
younger generation of Japanese, and have arguethé¢hase of the thin body is not unrelated to
the fall of more important things. In other worgsrhaps there is a social “hunger” for meaning
in Japan that is grafted onto the thin (hungry?ybo

The inability to find oneself in the world, exenfigd by kogyary otaky and other
subcultural groups, may also allude to the imparawt the body. With nothing to believe in and
no real outlet for identity and self-expressiore Hody is something tangible to cling to, even a
safe haven, an unending “project” that demandsimaait maintenance and self/public scrutiny.
(In a way, it is something to do.) Scholars haverred to the body as a canvas or slate,

something to decorate and adorn, sculpt and fashiibnthe endless choices available. This is

199 5lavoj Zizek The Sublime Object of Ideolo@yew York: Verso Books, 1989), 105.
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true, though it is important to be attuned to tteysvsome of those choices have already been

made for us.
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CHAPTER TWQ Repurposing Panic

If there is an ulterior motive at work it is one s goes far beyond sex. Its purpose is to
awaken, to usher in a sense of reality.

--Henry Miller, “Obscenity and the Law of Refleatib
| think everyone has a deep sexuality, and somstitiseegood to use a little of it—and
sometimes a lot of it—like a masquerade.

--Alexander McQueen

Normal love isn’t interesting. | assure you that ihcredibly boring.
--Roman Polanski

REPURPOSING PANIC

As Japanese culture and society underwent a s®ri@istering paradigm shifts and social and
economic changes in the 1990s, “moral panic” becaimezzword that academics and Japan
scholars used opaquely to capture the troubling afithe times.While morality as such found

a new home in discourses directed at the strdiificaf Japanese youth into a handful of cliques
that alluded to the erosion, and indeed dismisdamportant social bonds that had until then
held firm? its proximity to concerns over women and theirsusktheir bodies was unsurprising.

That sexually defiant young women knownrkagyaruwould cultivate a sugar daddy/sugar baby

! According to Kenneth Thompson, the term “moralipawas introduced into scholarly
discourse by Stanley Cohen in his 1972 stiadik Devils and Moral Panics: The Creation of the
Mods and Rockerdn subsequent editions of his monograph, Cohmasfthat “moral panic”
emerged from the tumult of the late 1960s and fauhdme among burgeoning scholarship on
social deviance and youth subcultures. The terhoéglof circulation during the 1970s and 80s
due to the supposed bias toward deviancy by thbsestudied it. But Thompson explains,
“moral panic” has had a resurgence in recent yiedrght of scholars’ attempts to tie it into
other avenues of study to shed light on a particcdétural moment. Given its latent
“symptomatic’ character,” moral panic surfacegatticular historical moments and “alert us to
possible underlying social trends that may be aead individual anxiety and social
pathology.” Kenneth Thompson, “Foreword,”Moral Panics and the Politics of Anxiegd.
Sean Hier (New York: Routledge, 2011), viii.

2 Otaky for example (see Chapter One).
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relationship with older merefjo kbsajior “compensated dating”) suggested to some @lltur
critics that the moral panic had sunk to portentesths. Young women auctioning off their
attentions and sexuality to the highest bidder &sva sign of the moral turpitude of the time
[that] confirmed the worst societal fears&s Chapter One notes, the young women rather than
their older, adult clientele were often blamedday wrongdoing. This double standard emerges
from an essentialist ideology in which men are pnesd to banaturally sexual, and therefore
pardoned for their behavior, while women are presiito belong to a static and well-behaved
femininity. In other words, good girls don't havewant sex. And they certainly don't self'it.
Women whose sexuality fails to live up to thespestations have historically been
perceived as aberrant and pathological. In Westisgourse and culture, for instance,
“‘nymphomania” continues to haunt social construttiof sexual women. While the term
itself—derived from the Greekymphe(“bride”) andmania(“madness”)—was originally used
by nineteenth-century physicians to identify “e)ates female desire,” and seemed to reach its

zenith by the 19503it was dropped from the medical lexicon by the 880s when the

3 Christine R. YanoPink Globalization: Hello Kitty’s Trek Across theéific (Durham: Duke
University Press, 2013), 54.

* The legacy of the chaste, proper young wonedonie or maiden) can be traced to the end of
the nineteenth century when a new code of femiinds established that borrowed from
Confucian notions of filial piety as well as Victan-era sexual mores. Around this time,
daigaky or Greater Learning for Women (published 1716 atiibuted to Kaibara Ekken
[1630-1714]), which had originally been intendedvealthy and samurai women, was widely
circulated and preached a femininity grounded ietip chastity, and valorization of
motherhood.” Mark McLelland,ove, Sex, and Democracy in Japan During the Araaric
Occupation(New York: Palgrave MacMillan, 2012), 20.

® Carole Groneman points out that in a girl’s magefiom 1956, an anonymously published
article warns against such a woman. She analyeeartitle thus:
From the very beginning, [the anonymous authorltgyrbe should have known that
something was wrong with her, because [she] kikgadvith a frightening passion on
their first date, “clinging to him like a drownirmgerson.” His male ego was too flattered
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gender-neutral “sexual addiction” became the ndhevertheless, nymphomania is part of a
cultural pathologizing of women'’s bodies that ird#s “PMS, PND and menopausal syndrome
where women'’s ‘raging hormones’ are construed @auae of madnes$.In light of recent and
liberal developments in Western attitudes toward sentemporary notions of nymphomania
stand out for signifying both moral uncertainty ateviance in popular discussion about
women'’s sexuality.

The vicissitudes of female sexual excess have bleaked in other discursive
constructions. The image of the sexually ravenooman often plays out vis-a-vis the mythic
“man-eater,” whose insatiable hunger resides ih detivations of th&agina dentada-the
toothed vagina; part mouth, part sex organ, andealburing orifice. The woman who eats
haunts the social imaginary, and, as discussedhapt@r Three, is at least partially responsible
for the antagonism often directed at overweight wonmAs Susan Bordo noteslimbearable
Weight the man-eater is a hallmark of Western cultugtlare and represents a larger discursive
condemnation of sexual wom&rt the same time, this trope has corollaries pade@se

mythology and tradition that similarly villainizerale hunger and sexuality/appetite.

for him to resist, even when she took the sexuthtive. Her bold approach, he later
realized, should have alerted him to the dangepsked.
Carole GronemarNymphomania: A HistorfNew York: W.W. Norton & Co., 2000), 84.

® The term “sex addiction” is not without its criieither, and seems to be a fashionable disorder
in light of a number of Hollywood stars claiminglie addicted to sex. See, for instance, David
J. Ley,The Myth of Sex Addictigihanham, MD: Rowman & Littlefield Publishers, In2012).

" Helen MasonThe Thin Woman: Feminism, Post-Structuralism ared3bcial Psychology of
Anorexia Nervos@New York: Routledge, 1998), 137.

8 Susan Bordd,Jnbearable Weight: Feminism, Western Culture, drdRody 10" ed.
(Berkeley: University of California Press, 2003),61117.
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Japanese literature abounds with representatiotine ghythicyamambausually a
mountain crone, but sometimes a beguiling and fehutoman. She is most often a “man-
eater” who gobbles down hapless men who might watideugh her wood. Oba Minako (1930-
2007) is one author who breathes new life intoatpedyamambarope. In “Résoku no uo”
(Candlefish, 1980), for example, a woman, inspbrgdhe memory of a friend who left her
abusive husband, imagines herself as a powgaimlambaln her study of Oba’s fiction, Meera
Viswanathan suggests that the abundance of depiginale figures in Japanese literature and
folklore points to, among other things, “the dangesed by female consumptiohlt points, too,
to the long history of such female figures in Jagsanlore, beginning, maybe, with the primeval
Izanami, one of two central figures in the Japaresation myth, whose banishment to the
underworld (Yomi) and terrorization of the maleriagi has nurtured any number of didactic
and anecdotal reworkings. It has been widely pastdlthayamambastories function as
retellings of these Izanami tales, and while theyadl slightly different in scope and content,
they nevertheless capture “the engulfing [and teréag] nature of female physiolog$’”

Rebecca Copeland demonstrates that in Japan woeremat always a source of danger
and anxiety. Archaeological evidence suggestsJiduaan was originally a matriarchal society in
which shamanism was at the cultural core. In thisrenment, the female body was extolled for
the very reasons it would later be persecuted—athitity to transform, to engulf, to invite-*

Buddhism, however, which was introduced in thehsoéntury, marginalized women while

® Meera Viswanathan, “In Pursuit of Yamamba: The €pioe of Female Resistance,”Tine
Woman’s Hand: Gender and Theory in Japanese Wonntesg, ed. Paul Gordon Schalow
and Janet A. Walker (Stanford: Stanford UniverBitgss, 1996), 243.

19 Rebecca Copeland, “Mythic Bad Girls: The Corpke,@rone, and the Snake,”Bad Girls of
Japan ed. Laura Miller and Jan Bardsley (New York: Palg@ MacMillan, 2005), 22.

1 bid., 19.
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placing the male ascete at the center of a relggithscourse that did not see women as sources of
power but as loci of pollution and “the very embudnt of all that bound humanity to the wheel

of fate.”? In contrast to Western religious experiences ¢qatated sex and sexuality with a base
animal impulse that ought to be transcended, Buhafiound fault not in sexualifyer sebut in
women® That is, although desire in general was considerés an obstacle to enlightenment
and enrichment, women were typically blamed foirthetential to entice impure thoughts in

men. The trope transcends cultures. Muslim schiedima Mernissi shows that Islam is similar

in this regard and is a religious tradition in whic..woman isfitna, the epitome of the
uncontrollable, a living representative of the dansgpf sexuality and its rampant disruptive
potential.™*

Because female sexuality has been marginalizedratled, and imbued with so much

“disruptive potential” across historical and cudtlines, it also becomes a discursive weapon

that is central to both philosophical and literangerprises that seek to give sexuality back to

2 pid.

13 This difference may be informed by various apphesco selfhood. Western philosophy and
theology has traditionally taught an ontologicatlpanind independence and even antinomy in
which the mind (soul) should triumph over the urged impulses of the body. Plato and
Aristotle wrestled with the problem of how to recde instinct and intellect, but with Descartes,
the mind and the body would reach an impasse; Slarntelualism seeks to splinter the intellect
from the corporeal and therefore places the needslasires of the body in opposition to—and
indeed interfering with—the mind. In contrast, Eastphilosophy has not traditionally
embraced this mind-body dualism, which envisiorstito as a union. To briefly explain,
philosopher Yuasa Yasuo contends that Easternri@appaconceptualizations of the relationship
between mind and body are grounded in the Buddbistept oshugyo(self-cultivation), in
which knowledge, and ultimately enlightenment, asdhrough experience rather than pure
intellect. See Yuasa Yasubhe Body: Toward an Eastern Mind-Body The@y. Thomas P.
Kasulis; trans. Shigenori Nagatomo and Thomas Bul&a(Albany: State University of New
York Press, 1987), 25-28.

14 Fatima MenissiBeyond the Veil: Male-Female Dynamics in Modern liuSociety
(Bloomington: Indiana University Press, 1975), 44.
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women. None of the above is meant to negate orégpesent-day experiences of sex and
sexuality for women that speaks to a historicafipnecedented and complicated sexual freedom.
Since the late 1980s, some feminists have pushieddriew discourse of sex and sexuality for
women. Emerging from and in response to radicalr&inclaims that sex is by and for men—
captured in Andrea Dworkin’s famous but often nmtisipreted claim that all sex is rape—and in
conjunction with the “sex wars” that were goingairthis time, this feminism celebrates
women’s sexuality as a vehicle of empowerment. Tdkides the over-sexualization of women
that is prominent in popular media today. The @drienant of “sex-positive feminism,” as it is
most often called, is that sexual freedom is aegrel part of individual freedor?.Stéphanie
Genze and Benjamin A. Brabon see this feminist natddeork in the HBO serieSex and the

City as well as in popular icons such as Paris Hiltwh@ther celebrities whose fame ostensibly
demands that a “sex tape” surface at some pdidenze and Brabon astutely place this
feminism within the context of the hypersexual eulin which we are living, where sexual
empowerment has taken on new meaning and imporsance its emergence in the 1980s. Ariel
Levy, meanwhile, sees pornography as a way fobdékes to bolster their images. She uses
Vanessa Williams as an example, who in 1983 wagspetd of her Miss America crown after

appearing irPenthouseSince appearing in pornography, Williams has lad#a to market

15 This “brand” of feminism goes by a number of diéiet names depending on the context: pro-
sex feminism, porno chic, bimbo feminism, do-meiféem, sex-radical feminism, and even
whore feminism.

16 See Stéphanie Genze and Benjamin A. BraBostfeminism: Cultural Texts and Theories
(Edinburgh: Edinburgh University Press, 2009), 95-1
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herself as both a celebrity and sex symdlhe seeming contradiction here in the role of
sexuality in the public consciousness points toeaigr cultural “repurposing of pornograpHy.”

Because of the new sex culture in the United Staiex-positive feminism has become
more complicated than it once was. As the abovelachdemonstrate, in a patriarchal society in
which women are seen as sexual objects, the idta ttvoman’s sexuality is her source of
power is controversial. Some say that the line betwobjectification and subjectification
becomes too blurry for these women. Rosalind @itlexample, channels Foucault when she
argues that the result is “a shift from an extermalle judging gaze to a self-policing narcissistic
gaze.™ Levy further typifies sex-positive feminism as mdraunch” than politics, calling these
feminists “Female Chauvinist Pigs” who behave ligaricatures” of the embodiment of male
desire: “big cartoon breasts, little cartoon ostfand [only able to] express [their] sexuality by
spinning around a polé®Elisa Glick is even more blunt, suggesting thatéhis something
wrong with a mode of feminism that “encourages us futk our way to freedont.

But as Glick points out, we ought to be attunethtotrappings of aaither/orbinary.

Instead of arguing for or against pornography dioagainst raunch, it is important to

17 Ariel Levy, Female Chauvinist Pigs: Women and the Rise of RaGuiture(New York: Free
Press, 2005), 27. See also Genze and Brabon, 104.

18 Genze and Brabon, 103.

19 Rosalind Gill,Gender and the Medi@Malden, MA: Polity Press, 2007), 258. Also quoied
Genze and Brabon, 102.

20 Ariel Levy, quoted ibid., 103. See Levy,107.

%L Elisa Glick, “Sex Positive: Feminism, Queer Theamwd the Politics of Transgression,”
Feminist Review: Feminism 2000: One Step Beyund4 (Spring 2000): 19.
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“interrogate the claims we are making about sudturl practices.? In the fiction analyzed in
the next section, it may seem as though the tegmagagonists are indeed “fucking their way to
freedom;” or are trying to. Theirs is a very “paélly incorrect sexuality” that is firmly
entrenched in the triangulation of transgressianot, and obscenity, and might very well
contribute to a discussion of the importance oftgally incorrect sexualities in general, such as
queer or “genderfuck?® We need not necessarily concern ourselves witimgskhether or not
these are feminist works of literature, but rathew transgression, taboo, and obscenity factor
into a reconceptualization and reinscription ofibogleasure for women.

In Japan as well as the United States, women’skaatie on display everywhere, but the
visual and carnal spectacle is primarily one-sideinale sexuality is permitted, in other words,
but intended for male enjoyment. Japan has a lootgcdradition that is often said to excuse as
well as predate the currently saturated pornogcaplairketplace and sex industrgizushébai
and has created a space for a level of social tawep of sex not seen in the &Sharon

Kinsella points out that in contrast to the Uniftdtes or Britain, “pornography has not been as

22 |bid.

23 |bid., 21; Elaine Lawless explains that “genderfucised in both lesbian and gay
communities...[and] generally refers to a self-coossieffort to mess [or “fuck”] with people’s
notions of ‘gender.” Elaine J. Lawless, “Claiminyérsion: Lesbian Constructions of Female
Identity as Claims for Authority,The Journal of American Folklorell, no. 439 (Winter,
1998): 9.

24 The erotic printsghunga of the mid-1¥' century are often identified as precursors to ytsla
pornography. Including “pillow pictureshiakura-¢, “books of sexual desirek¢shokubo))

and “smiling pictures”Warai-e), these prints frequently depicted sexual intersewr
autoeroticism. Although mildly regulated by the dagse government during the early to mid-
18" century,shungawas still widely consumed until the mid*18entury. See Sandra Buckley,
“Pornography,” inThe Encyclopedia of Contemporary Japanese CulenleSandra Buckley
(New York: Routledge, 2002), 401-402; Tadashi Suzicame Diffusion from the U.S. to
Japan: Japanese Arguments Against Porn Comics;19&8"” inHow Claims Spread: Cross-
National Diffusion of Social Problemed. Joel Best (Walter de Gruyter, Inc., 20018-120.
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strongly compartmentalized” in Japan and existaumlem with other circulated media “as well
as in specifically pornographic productiorf8 Thus pornographic comics and related literature
are often consumed in public locales such as t@im®nvenience stores, something unheard of
in societies where pornography is a private maWérile Japanese society affords a space for
discursive and pictorial representations of womendtic desire through “ladies comics” and
“boys’ love comics” BL)—both of which came to prominence in the 1980ghe primary
audience for pornographic media remains largelyetfias in heterosexual pornography for
men, representations of the female body tend gréended in fantasy while privileging and
presupposing a male viewer. And the ways in which body is depicted—highly sexual,
seductive, and not so far from Levy’s characterrabf cartooned women—contradicts many
women’s lived realities. In other words, the wonvdrose bodies are intended for erotic
consumption seem to exist on a plane outside ghative femininity and respectability. In
“normal” society, women continue to struggle fotaomous control over their own bodies and

subject positions as sexual beings. In light oa#épdeclining birthrate (1.4 as of 2011),

25 Sharon KinsellaAdult Manga: Culture and Power in Contemporary Jagse Society
(Honolulu: University of Hawar'i Press, 2000), 46.

26 Mori Naoko,Onna wa poruno o yumu: josei no seiyoku to femiiziyvomen Reading Porn:
Women’s Sexual Desire and Feminism] (Tokyo: Seikgi2010), 9.

27 So-called “ladies comics't¢disu komikkuare a subgenre shdjo mangaor comics for girls,
that has been popular since the 1950s. Ladies samécmostly written by women and for
women, and feature the traditional romantic nareatiajectory. Ladies comics often feature
scenes in which the female protagonists—usualli exaggerated breasts—are brutally raped
or humiliated by their male counterparts. Boys lowenics are also a form afanga While still
authored by women, these comics focus on sexwalonpthips between men. For further
reading, see Gretchen I. Jones, “Bad Girls Liké/ich: Writing and Reading Ladies’ Comics,”
in Bad Girls of Japaned. Laura Miller and Jan Bardsley (New York: Palg MacMillan,

2005), 97-109; for a more compressive look at Hoys comics, consult Antonia Levi, Mark
McHarry, and Dru Pagliassotti, edoys’ Love Manga: Essays on the Sexual Ambiguity an
Cross-Cultural Fandom of the Genfl@cFarland & Company Inc., 2008).
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nonreproductive sex continues to vex male lawmadedspoliticians who are pushing for
repopulation. Although out of date by now, the 1€@®ate on contraception has a palpable
urgency given the rate at which Japanese societying. That year both Viagra and “the pill”
were approved, but what took Viagra six months to contraception for women sixty years.
Dismayed over the entrenched opposition to thelpivmaker Fukushima Mizuho had this to
say: “The drug that lets you get pregnant is appaddWiagra], but the one that would prevent
pregnancy is not*®

The political web in which women’s sexuality hagbend continues to be ensnared, due
at least in part to the residual effects of oldtmall ideologies and notions of femininity, has
angered many women. As briefly noted in the Intetidun, women writers have used their pens
to fight for a creative space in which they carognjnfettered explorations of sexuality.
Lesbianism, bestiality, interracial sex, interspea@ex, gender queer sex, sadomasochism, incest,
lesbian pederasty, recreational heterosexual sexsex that is just bizarre are some of the
myriad expression of sexuality these authors havel@yed since the 1960s. Julia Bullock
astutely points out that fighting for sexual exgies constitutes an implicit fight against static
articulations of female subijectivity and “the wénetpower dynamics that structure
[male/female] relationships suppress or manipuladmen’s sexuality in order to harness it
toward goals of a patriarchal ordét.”

Women'’s fiction from this era by Kono Taeko (b. 692Takahashi Takako (b. 1932),

Kurahashi Yumiko (b. 1935), Kanai Mieko (b. 19430d the previously mentioned Oba Minako

28 Quoted in Jonathan Watts, “When Impotence Leadgr@ception, The LanceB53, no. 9155
(March, 1999): 819.

29 Julia Bullock, The Other Women'’s Lib: Gender and Body in Japaiésmen’s Fiction
(Honolulu: University of Hawar'i Press, 2010), 4-5.
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represented a new direction for fiction by womeat thad previously been dictated by
“autobiography, confession, and realistic or hisalrfiction.”*° These authors drew from a
repertoire that included single protagonists whasehnot to get married or have children;
women who fantasized about murdering small chilgweamen who enjoyed being beaten by
men; and women who fawned over young boys. Thekshalce aside, this literature had a
fierce point to make, as Gretchen Jones explains:
Women'’s writing from the 1960s and 1970s seemsta bearch for delineating a
revised identity more befittinthe new ageThe quests on which these women embark
range from self-discovery to outright rejectionsotial or cultural norms. The use of
deviant modes of behavior seems intentional, howewrel reflects a deliberate effort to
defy norms or at least force readers to recongicdEronceived notions of femininity and
womanhood*
The italicized phrase in the quotation is key. Wthatse authors wrote—and, admittedly, not all
women wrote about sex then (or even now)—and tpéatxess with which they did sent a
clear message to a predominantly male and olddashliliterary communitybundar and to a
public that was accustomed to particular convesti@garding sex. At the core of these
conventions were binary ways of thinking about ggndex, and sexuality. Bullock

demonstrates in her study of Kéno, Takahashi, am@tkashi that their subject matter

foregrounded the radical feminist movements ofléite 1960s and 1970s, and contributed to an

30 Gretchen Jones, “The 1960s and 1970s Boom in Wisriériting,” in The Columbia
Companion to East Asian Literatyred. Joshua Mostow (New York: Columbia University
Press, 2003), 223.

31 |bid., 224. Emphasis added.
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“emerging feminist discourse” that fed into the 8men’s lib’ movement in the following
decade ®

Feminism has made great headway since then, aod has changed for women in a
variety of avenues. But as we have seen, sex @iy persists as a volatile subject.
Feminists continue to talk about it and argue floamd authors continue to write about it. The
fiction presented in this chapter by Sakurai Amil®72) and Kanehara Hitomi (b. 1983)
contributes to the struggle by offering portratsvomen whose lives seemingly revolve around
aberrant, nonnormative sexualftyin a way, their fiction would have found a homeomm the
authors mentioned above, if only for unsettlingn&seof brother-sister and father-daughter
incest and scenes of violent rape-fantasy sex. Wdmthanged, however, is the social climate.
Thus, in trying to understand the point of all #ex in these authors’ respective novellas,
particularly thekindsof sex, we need to look to an interpretive motat places these modes of
sexual expression within a larger cultural framdwiarwhich public consumption of sex is at a

historical high.

32 Bullock, 5. During this same period in Japan, pgmaphy began to surface publicly in the
form of magazines for men featuring nude womem fienres called “Roman Pornography” and
“Pink Movies,” and the emergence of a number ofrfpcomics.” Mori, 68-70.

% Defining pornography requires some finesse. Inseese, it does not necessarily need
defining—we tend to know it when we see it, to parase US Supreme Court Justice Potter
Stewart. Jane Juffer takes this route in her arsabfghe ways in which women are consuming
pornography today; she does not explain what stemsky pornography. In another sense,
some scholars are trying to differentiate betwgmorri” and “pornography,” categorizing the
first as what is hip and fashionable and consunyetthd forty and under crowd and the latter as
a historically stigmatized medium that is quickdging from public consumption. See Jane
Juffer,At Home with Pornography: Women, Sex, and EverlufayNew York: New York
University Press, 1998) and Carmine Sarracino aedrKM. Scott,The Porning of America:
The Rise of Porn Culture, What It Means, and WhkéeeGo from HeréBoston, MA: Beacon
Press, 2008), ix-xv.
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On the one hand, readers are used to sex now anaenprevious generations were not;
what was shockinthenmight not be shockingow. When these authors saturate their texts in
sex, it is part of a rhetorical move to allow wonterhave recreational sex that runs counter to
the traditions that have promulgated procreativeeselusively. Furthermore, it is a way to force
readers into uncomfortable positions. Obscenityeeslly when used by women, upsets the
foundation of the male gaze by offering women ixuseé positions but not those that are
necessarily erotic or even pleasurable to looKatthe other hand, these texts emerge from a
different feminist landscape than that of womertevs of the 1960s and 70s, one that affords
sexuality as a legitimate and familiar discursivechranism, one that finds subversive value in
pornography and other outlets of sexual expresgarticularly the transgressive, the taboo, and
the obscene. Central to the pro-sex feminism agbaddyeen the pursuit of sexual pleasure.
Curiously, despite their focus on sex, Genze aratb&n do not discuss women'’s pleasure at any
length (and do not discuss orgasm at all), almastireg pro-sex feminism as performance in
which sex comes secondary to the appearancelonfSakurai’sinnocent Worldand Kanehara'’s
Snakes and Earringso which | now turn, there is a hint of performsan-sex always demands
performance to some degree—nbut the focus is opldasure these protagonists find in sex. It is
genital pleasure, of course, but there is a greutktics of ecstasy at work that drives their
respective narratives as well as their protagorssteual desires. For Ami and Lui, sexual
pleasure becomes a medium through which they findrautlets for affective living. In a
chaotic milieu hemmed by “panic” and uncertaingx & a diegetic mechanism that ultimately

criticizes the very culture that demands it.
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roVA
The texts share a number of similarities. ProtagijstAmi and Lui are teenagers; the former is
nineteen and the latter seventeen. Their livesldrdo the fringes and in society’s gutters,
reflecting the precarious position of Japan’s pEEsinomic generation: lost, apathetic, and even a
little angry. Ami is a high school student who tsitricks in her spare time, a stereotypical
depiction of thékogyarudiscussed in Chapter One; Lui is a freefespmebody whose
livelihood is sustained by interchangeable and algyart time jobs, and who works temporarily
as a hostess. Both texts are intended to captm@nzent in the lives of young women stuck in
the lingering aftermath of economic collapse aredmedicated on an explicit and uninhibited
unveiling of the female body’s place in a sexuarexny that survives in the face of economic
stagnationinnocent WorldandSnakes and Earringsnfold vis-a-vis the protagonists’ bodies
and the innumerable and uncomfortable sex sceag§lilihe pages. This chapter argues that
the authors deploy sex—incestuous, violent—to dhte the ways in which the female body is
an infallible moneymaker for women who seem to havether options. It argues further, and
more importantly, that within a gendered paradibat stresses obedience, the sex these
protagonists have is intended to unleash a raderae of justice and rage against social
mandates of passive female sexuality, echoingitiraty concerns of their predecessors. At the
same time, these works repurpose sex that haslofEsmmaligned or dismissed in order to
shatter readers’ preconceptions of it.

Above, | offered that sex has historically beeneptable when part of a binary model of

gender that emphasizes the active male role tltatngplemented by female stasis. In this model,

3 A freeter is a temp worker. The term itself iscatpanteau of the English “free” and the
German “arbeit,” meaning job, and originated duting bubble economy in light of the high
number of full-time jobs available and the everhleignumber of young people who refused to
take them.
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the female body is but an object of sexual desafgcting male-authored ideological truths that
have stripped women of everything but their fleghlevgranting men intellectual transcendence.
Sakurai, who also writes under the penname Hayarkiké, and Kanehara are but two of many
Japanese women writers who use their fiction tpginée female sexual desire and sexual
subjectivity by rhetorically exploiting social amties over women who have sex and who have
lots of it. Their protagonists, in the works diseed here and in others in their respective
oeuvresare girls gone wild, fully aware that in spitepfilosophical truisms that claim
otherwise, men tend to think with their penideas elaborated in greater detail below, Ami and
Lui both use their bodies to get what they wantfrmen—money, designer bags, tattoos,
pleasure, security, warmth—and do so in uncomftetidshion, challenging us to decide when
sex is just sex and when it is something more.imbestuous sex Ami has first with her
handicapped half-brother and then with her fattier sadomasochistic sex Lui has with her
tattooist Shiba—these scenes are difficult to eadowt they are also important discursive
generational mechanisms that go beyond a youthreulbr whom normal sex just won't cut it
anymore. As Ami explains to a friend, “When youwrop on porn mags...there’s no way you'll
be satisfied with starry-eyed seX.”

There is more to it, however. Sakurai and Kanekaoke a poetics of obscenity in their
works that is meant to sublimate the gaze. Itpsetics that depends on the abject and the

repulsive, one that is meant to simultaneously drevmale) viewer in and cast him out. Henry

% In the 1997 filmBounce KdGals, which exploregnjo kdsajone young woman equates the
older men looking for sex to infants, and expldimsher that part of the draw is the satisfaction
of using them for their money.

36 Ami Sakurailnnocent Worldtrans. Stephen Clark (New York: Vertical Book802), 10.
Published translation used throughout this chajptégss otherwise noted.
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Miller argues that obscenity is “a technical deVieeid of “sexual excitation,” in contrast to
pornography or other erotic mediufisGeorge Bataille, meanwhile, uncovers (erotic)atton

in the obscene. He writes: “I can link my revulsetrthe decay [of a corpse]...with the feelings
that obscenity arouse in me. | can tell myself tkaugnance and horror are the mainsprings of
my desire, that such desire is only aroused asdagrits object causes a chasm no less deep than
death to yawn within me, and that this desire aaggs in its opposite, horrot>"Obscenity,

then, is ensnaring. This is especially so in theeaa works by women who might offer their
female subjects as eroticized women who supplag#ze by ruining what is potentially erotic.
As Hal Foster observes, obscenity is “an attackherscene of representation...[and] also
suggests a way to understand...aggression againgistiad[.]"*

Foster contends that the body is the locus of abigcdHe cites the artwork of Cindy
Sherman, whose paintings, portraits, and illusiretiare often populated by disfigured and ugly
“bodies [that] break down the upright lines of peopepresentation, indeed of proper
subjecthood,” as evidence of the destabilizing reatti the obscene bod§ The bodies in her art

are entrenched in “menstrual blood and sexual diggh) vomit and shit, decay and death. Such

images tend toward a representation of the bodetlimside out, of the subject literally

3" Henry Miller,Henry Miller on Writing(New York: New Directions Publishing Corporation,
1964.), 186.

3 Georges BatailleEroticism: Death and Sensualifilew York: Walker, 1962), 59.
% Hal Foster, “Obscene, Abject, Traumati©ttober78 (Autumn, 1996): 114.

4% pid., 112.
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abjected, thrown out. But this is also the conditid the outside turned in, of the invasion of the
subject-as-picture by the object-gaZzé.”

Because of its emphasis on the body’s corporeaigretions and borders, as well as the
visceral reactions that accompany it, both FostdrBataille argue that obscenity reminds us
that we are alive. To Foster, obscenity “suggestsimgossible opening onto the real” that
contradicts postmodern discourse on the body’spesiceo the simulacri. Bataille locates
obscenity within customs of death and carnal mitytddurial rites provide a final resting place
for the dead, but also protect the living from tlogpse. Similarly, obscenity and eroticism are
linked: “The sexual channels are also the bodyiess; we think of them as shameful*? For
Batallle, then, death, eroticism, and obscenitynfartriad of sorts that engenders an awareness
of life by bringing death closer.

Sakurai and Kanehara turn to the obscene in tiotior to destabilize the gaze and
woman’s place within it. These authors exaggetaesiktent to which their protagonists are
sexual objects through uncomfortable sex acts, ddimg to be looked at as both sex objects
and sexually desiring subjects, desiring to use amehbe used by them, to violate norms by
exposing their bodies to violation. Foster argti€ke violated body is often the evidentiary
basis of important witnessings to truth, of necsstestimonials against powetIn the fiction
analyzed in this chapter, women’s bodies are stibpgghysical and sexual abuse, as well as

emotional abuse. Yet these same bodies also violabe sense that they have the potential to

“1bid., 113.
2 |bid., 115.
43 Bataille, 57.

44 Foster, 123.
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disrupt power structures and subvert binarieshimfiction, the obscene is a powerful tool of
transgression, a “testimonial” against historiegldcies demanding passivity and reserved
sexuality. It is part of a larger discourse of ‘wgposed” sexuality that speaks to current feminist
debates on pornography and sex, as well as thegenw of teenage prostitutes and call girls in
the 1990s. These authors call for a moral morataragitating the rules governing

contemporary Japan, particularly those directesicahen’s uses of their own bodies.

TOTEM...

| begin with Sakurai’s text because its publicatiate (1996) coincides with the rise of
compensated dating, and sheds light on the tumudtpost-economic milieu and the larger
moral panic. The text tells the story of Ami, aeseteen-year-old high school student who
founds a call-girl business with several of hesstaates. Armed with cell phones (a relatively
new technology at the time and one that revolutieditrick turning) and desirable bodies in
high school sailor uniform®,and motivated by the latest fashions and awaresfese
undeniable lure of the street value of their bodies young women moonlight as college-bound
students but spend the majority of their days mgrielephux, the name of their business and a
not so subtle wordplay on “telephone” and “fucksdeed, the text opens onto a quiet scene in
the school library where “disinfected-and-vacuunckeal students” are all studying diligently
(). But the “viscous quiet that coated” the lilyrés interrupted by the sound of Ami’'s pager—
the telltale sign that she has a client on the bauid that school will have to wait—which earns

her disapproving looks from the students around‘fy plan had been to breeze through [an]

> The sailor uniforms are a “dominant trope in pgmaphy, comics and sex culture in Japan in
general.” Anne AllisonMillennial Monsters: Japanese Toys and the Globagination
(Berkeley: University of California Press, 2006331134.
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article [for class] today—so much for that,” she@kns. “My study schedule for all my classes
[was] about to get fucked, again” (‘f)School, in other words, is not all that important.

The milieu in which the narrative takes place is anwhich nothing is important and
nothing is stable. “We were all bored and stangedrioney and stimulation,” Ami says in
reference to how Telephux got started. “We wantedesdeal that was a little more engaging
than flipping burgers at McDonald’s at less thahausand yen an hour. Something that totally
mocked our parents and our school” (10). Her woeflsect Suga Shimi’s concern that Japanese
today suffer from pathological enntiaikutsusd.*’ As explained in Chapter One, the success of
Aum Shinrikyd and the concurrent emergence of albrarmof subcultures, including teenage
prostitutes, can be linked to collective boredom fiae-fall. Telephux, like Aum, offers Ami
and her friends a context for self-identificatiordaneaning based primarily in the money
economy and male-female dynamics.

Ami and Maki, her closest friend in the businessitithemselves to high-end clients so
they can maximize profit with minimal effort. Which just as well, because Ami owes her
friend Kaori 100,000 yen she borrowed to buy a¢aend sweater—nearly a thousand dollars.
So when Ami is offered 80,000 yen at the last nartatsee a new client, she can hardly resist.
For her, this new client is just another “insensgifimediocre, and selfish” man whose “warped,

filthy desires control...[his] psyche...to the very €5(20-21). The anonymity, disposability,

“%| have modified this translation slightly. Sakunaies the verkur(, which means to go amiss
or become screwy. Clark remains faithful to thgiol text, translating it as “screwed.” Given
the text's emphasis on sex, the pun may have lentional, though it seems to be lacking in
the Japanese. | find that “fucked” is more congtwéth the text’s content while retaining the
linguistic pun. See Sakura Anthosento Warud@¢Tokyo: Gentosha, 1996), 5.

47 Suga Shiimi, “Gendaisei to iu Shinwa” [The ConterappMoment as Myth], itdappy Jack:

nezumi no kokorfHappy Jack: The Mouse’s Heart], ed. Takahashinile (Tokyo:
Hokuso6sha, 1991), 87.
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and general ineptness of this particular cliedeotfthe latent feeling she has toward most all
men. The only exception is her mentally handicapgddr half-brother Takuya, with whom she
develops an extremely intense sexual relationship.

Sociological studies of young women who engagenio kosatypically suggest that in
contrast to other instances of prostitution, theme from decent, middle class homes. The draw
is often the easy money, evident in Ami’s case.dddd argue further that the primarily older
clientele become temporary father figures for git® have not otherwise grown up with
familial stability. Maruta Koji reports th&njo kosais about more than “just” prostitution or
boredom; it also exposes ruptures in familial adidcational ideologie®¥ Murata has analyzed
the reasonmenare drawn to these compensated relationships, stiggé¢hat in addition to the
inherent sexual pleasure, some men—particularlgralten—are drawn tenjo késain order to
enact énjiru; perform) familial father-daughter fantasies. Heautious to note that these
fantasies are not fetishistic. They are intenddoktsubstitutive—the men are not out to recreate
their ownfamily dynamics, but rather one unmarred by theggfles of domestic if&’

Although some sources suggest that girls tuenjo késabut of spite or angef’.the

reasons are more complex and are driven by the besa&down of familial relationships that,

8 Maruta Kaji, “Chichi to musume no doramaturugijoekdsai no shakaigaku” [Dad, Daughter,
Dramaturgy: The Sociology @&njo Kbsaj, Kansai Gakuirshakai gakubu kiyfJournal of the
Faculty of the Department of Sociology, Kansai Gakno. 83 (Nov., 1999): 127.

49 Seelbid., 130-137.

*0 Journalist William Sparrow, for instance, states:
...many girls in theenjo kosai(sic) trade do so out of spite caused by their tatimer's
behavior. Many of whom are slavishly devoted taglevorking hours and spend time
drinking at hostess clubs, having extramaritaliegfand turning up late and drunk at
home. Many of these girls think their fathers hthair own kogals foenjo kosaisic),
so why shouldn't they reap some reward from thetjpef?
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according to Murata, drive men to purchase sex fiegnage girls. In the Bubble Economy,
many families lacked fathers, who commuted longredtom their homes in the suburbs into the
city center and back again, and who were frequentirworked, sometimes to the point of
death® The burdens shouldered by the “salaryman” weratgead the time away from home
had a number of repercussions. Romit Dasgupta detnad@s that an entire lexicon of
salaryman-specific concerns emerged in the puldiwodrse, including:kardshi (literally

“death from overwork”)kitaku-kyohi(inability or reluctance to go home, partly duattack of
communication between the salaryman and his fapjdyd]tanshin funin(workers forced to

live away from their families, sometime for yeadsg to job transfers>?

On the other side of the gender divide waskiyiegku mamaor “education mama,” a
mainstay of Japanese family life since the postavar Given the economic and financial
demands that had fallen on the father/husbandyifleémother was almost single-handedly
responsible for the educational welfare of theitdten. Anne Alison states thyoiku mama

is a term both of respect and reprobation: it cgavespect for mothers who are

successful in seeing children through the competilapanese school system and

reprobation for the pressure they consequentlyt exechildren whose days, nights, and
energies are consumed by stublamagonor “ mother Godzilla” is another term

William Sparrow, “The Young OnesAsia Times OnlineMay 10, 2008,
http://www.atimes.com/atimes/Japan/JE10DhO1.htneic@nber 3, 2013)

>L After the post-war years, families relocated framral to urban locations in light of economic
shifts away from agriculture and animal husbandy toward business and finance. With
Tokyo’s growth during the 1980s and 1990s, howev#ice space was at a premium. And with
the inflated price of land that accompanied theldbeileconomy, many families moved from the
city into the suburbs.

®2 Romit DasguptaRe-reading the Salaryman in Japan: Crafting Magtitiés (New York:
Routledge, 2013), 37.
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encoding only the second half of tkydiku mamaelation, condemning mother who
relentlessly police their children’s study haBits.

Allison notes that despite thgdiku mama best efforts, or perhaps because of them, some
children rebelled, either intentionally performipgorly in school or refusing to go to school
entirely. The more over-zealous mothers made &a@yr stressful educational environment all
the more unbearabfé.

Given the gendered division of labor within the alagse household, the perpetual
absentee-ness of the father seemed to cause an@etnidt in family relations. Unflattering
monikers such asodai gomioversized garbage), a colloquialism for a usehesband, or
nureochiba(wet fallen leaves) followed him home and undereddris uselessness if he was not
out earning an income for the family. Indeedreochibarefers to stubborn wet leaves that are
difficult to rake up or dispose of. Yet anotheraigatory term wageishu kampakua term with a
long history but one that became popular duringthieble years. With an approximate meaning
of “master of the household,” the expression wseduo refer to “autocratic, dictatorial
husband[s]” who came home from long days at work@mered their wives to cook dinner,
draw a bath, and so on—domestic chores that reedothe binaristic nature of the Japanese
household?

The fractured Japanese household is the localevroich Sakurai’s text emerges.
Although cloaked as the story of a reckless teemabe is of the reckless teenager generation,

Innocent Worlds ultimately about Ami’s relationship with anongos men who are surrogates

>3 Anne Allison, “Producing Mothers,” iRe-imagining Japanese Womed. Anne E. Imamura
(Los Angeles: University of California Press, 199636.

> bid.

*> Laura Miller,Beauty Up(Los Angeles: University of California Press, 2D0654.
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for the father she does not know. Ami learns earthe text that she was the in-vitro product of
an anonymous sperm donor. Her mother, convincedyia& handicap was the fault of her
husband’s ba@®NA, had vowed not to make the same mistake twice&kaags the truth hidden
from Ami until she accidentally comes across h@mibcuments that refer obliquely to “Sperm
Donor No. 307.” Ami is not necessarily surprised:

All sorts of peculiar doubts I'd had from my easlielays finally made sense. My father’s

looks and personality were never mine at all. Ekerpale A student no matter how old

he gets, my father is one of those introvertedaretetypes, with raptorial eyes as

expressionless as a Jurassic-era dinosaur. (30)

She then goes on to recount a memory from earlgltobdd in which her father attempts to
abandon her at Disneyland, a place children ofsso@ate with positive memories. “The first
time | felt like he didn’t like me was back whewas five years old,” she explains. “From that
day on | never trusted my father, nor any othettatllo matter how kind they were, you never
knew, their gaze could turn distant and cruel iikgefather’s did that day” (31-32).

The failure of father-/manhood in the above passagacoded into other systemic
failures, particularly that of “salaryman masctulyii to use Dasgupta’s phrase, and the
pervasive social ruptures that culminated in tlost‘decade.” Dasgupta suggests that the
collapse of the economy threatened the integritmas$culinity, which had been built around
Japan’s postwar capitalistic vision, as corpora&sculinity. The end of the corporate vision
portended the end of masculinity for many men. AgivMcLelland writes: “There has been a

fundamental shift in popular discourse about masityl—from “salary man” to “family man™—

a shift that has left some men of the older gefmrdéeling stranded and many younger men
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confused about what is expected of théffiMlen were not the only ones confused by the plight
of their fathers, for what happened to the salarymias emblematic of what was happening to
Japanese society at large. McLelland notes elsewl@nce Japan's remarkable boom years
came to an end, a new generation of men and woreemwondering whether the sacrifices
made by their parents, in both their professiondl personal lives, were really worth i.'It

would be tempting to read this failure of mascwyjinnto Sakurai’'s characterizations of the men
in her text. They are all deficient in some way tather” is nearly a complete failure; her
(half) brother is mentally handicapped; her biotadifather turns out to be unable to get an
erection. Sakurai does not stop there, howeverhEgeverybodyandeverybodyis flawed,
damaged, and broken.

In this respect, Ami’s venture into prostitutiommore complicated than she makes it out
to be and challenges feminist theoriegjo k6sathat portray the practice as young women
“consciously packaging and cashing in on their bsdis domesticateshd sexualized
subjects/objects” in order to “turn...the patriarcaall capitalist laws of the fathers and the
bosses on their head® 1t is somewhat tempting but also potentially @isting to look at Ami
as a case study, as a girl with serious daddysszue antagonism toward male authority figures
who nevertheless pursues a vocation in which steesctb older men. Moreover, Ami was

exposed to her father’s hardcore pornography dodle@s a child (here another failure on his

% Mark McLelland, “Review oMasculinities in Contemporary Japan: Dislocatingth
Salaryman Dox# Intersections: Gender, History and Culture in treak Contex® (2003),
http://intersections.anu.edu.au/issue9/mclellandeve html (December 3, 2013).

> Ibid.
*8 yau Ching, “Performing Contradictions, PerformiBgd-Girlness in Japan,” iender and

Globalization in Asia and the Pacific: Method, Ptige, Theoryed. Kathy E. Ferguson and
Monique Mironesco (Honolulu: University of HawalPress, 2008), 144.
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part) and developed an inventory of masturbatonyafsies including rape and sadomasochism
by grade school. And her sexual relationship wighidya has been ongoing since her middle
school years. Thus her sexual history seems athttre to be a determining factor—or at least
something to consider—in her decision to prostihdeself. In fact, Ami feels guilty because in
spite of herself, she derives a certain amounpladsure” from her varied and vacant sexual
encounters which are nstipposedo be pleasurable at all, but rather ways to makeay (18).
Indeed, given the importance of the economy duttvegoubble years and the adage that
personal success is defined by accumulated incongeywonder ienjo kdsawas at least
partially a manifestation of taking money-makingogunities too far. Murata shows that
women would not shy from indulging their older dliele in father/daughter fantasies because,
as one interviewee explained, “So long as | gal,fitis fine.”™ It seems that the discourse of
blame that fell on the young women stems not omgnftheir implicit responsibilities to protect
their bodies/chastity/femininity. Sharon Kinseltates that thenjo kGsanarrative was also
framed in terms of “greedy” and “opportunist” girdo “extorted...Japanese meli.This
narrative casts the compensatory relationshipcapaalistic plot masterminded by cunning
young women and carried out against helpless memefonstrated in the opening pages of this
chapter, some young womdid enjoy taking money from their male patrons, buttthesaction

was hardly one sided in all cases, and hardly alsitnansaction.

% Maruta, 135.

% Sharon KinsellaSchoolgirls, Money and Rebellion in Jap@few York: Routledge, 2013),
191.
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aevA
Ami and Takuya began having sex when Ami was inskeond year of middle school. The first
time happens when Takuya is sick with a fever armd i& changing his underwear. Even though
his body is frigid with chills, he has an erectiarhich Ami immediately puts in her mouth.
Takuya is confused, but his sister comforts him gudes him, and before long he is the
orchestrator of the sexual experience:

Since it was my first time, | didn’t really know Wwao move my body. Takuya bent my

knees and gently lifted my hips so that he woulduiding the back of my most naive

aperture. Keeping cool watch over my fraying brewghhe soon mastered the movement

that sends the strongest waves of pleasure thrawgiman. (7)

For Takuya, who has the vocabulary of a child amdeweloped motor skills, sex comes
naturally; in other words, his erect penis seentsetthe only part of him that functions properly.
Sex between brother and sister is great, as th@gxlsimultaneously. The two then have sex
nearly everyday, behind their parents’ backs, wHiglves] Takuya a greater sheen of life than
he’d ever had before” (8).

Their parents eventually catch on, however, and Serkuya to stay with relatives in
Yokohama. But Ami makes up an excuse to visit hinth&y can continue to have sex. “He
wanted it,” she says, referring to intercoursed‘as for me, | became emotionally unstable if |
didn’t have him for a while” (9). Elizabeth Grosmyaes that the greatest sexual experience
occurs in an environment outside of normalcy, whieesbody gives way to an ecstasy produced
by blurred borders. She says:

Modes of greatest intensification of bodily zoneswr, not through the operations of

habitual activities, but through the unexpecterhulgh the connection, conjunction and

construction of unusual interfaces, though a kihditd and experimental free play that
re-marks, reinscribes orifices, glands, sinews,atessdifferently, giving organs and
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bodily organization up to the intensities that #tem to overtake them, seeking the alien,
otherness, the disparate in its extremes, to bmitogplay these other intensities.

Incestuous sex engenders such an environment foaAdhher brother. “I didn’t really think of
him as someone of the opposite sex. My feelingsiforwere more ‘unitary,’ | guess. It was
about loving the boy in myself—uniting with the ethalf of a single androgynous being” (9).

Here, the text calls to mind Kurahashi Yumiko’s €TBxtra Terrestrial” (Uchdjin, 1964),
in which siblings discover a hermaphroditic aliartheir beds and eventually escape into its
“womb.” In this story, the male narrator K wakesanorning to find an egg beside his bed. He
and his sister L eventually break the egg opengoogter a hermaphroditic alien whose genitalia
appear almost in answer to their own sexual inter@$ie siblings initially take turns having sex
with it, after which they have sex with the aligrttee same time. The subtext to the story is K’s
secret desire to have sex with his sister, whagaged to a man named S, and K'’s use of the
alien’s body as a substitute for that of his sigbare night K confesses his secret to L, who
suggests that they escape into the alien’s wombienthey have the freedom to consummate
their incestuous desires free from social perseouti

“The Extra Terrestrial is just one of several woirksvhich Kurahashi explores the
possibilities of androgyny and hermaphroditism fartastic and indeed otherworldly setting. In
this story, K and L explore their awareness of aéxifference through the alien’s body, which
develops breasts when K thinks about L's, as weHraerect penis when K expresses reverie
about L’s breasts. Atsuko Sakaki has suggestedrthéairahashi’s works, characters are
sustained by their relationships with others, drad her continual engagement with non-

normative sexuality—such as incest and hermaphsadin “The Extra Terrestrial,” but also

®1 Elizabeth Grosz, “Animal Sex: Libido as Desire @whth,” inSexy Bodies: The Strange
Carnalities of Feminisied. Elizabeth Grosz and Elspeth Probyn (New YBdutledge, 1995),
289.
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masturbation and partner swapping in other worksitpdo Kurahashi’'s intent to “question the
romantic view of the self as an autonomous, suliseimdividual being.®?
With Sakaki’'s comments in mind, the relationshipAmen sex and autonomy limocent
World is worth exploring. The intercourse Ami has wittaegers and that which she has with
Takuya and later with her biological father ar@gposite extremes. With the men she sleeps
with for money, it is unemotional, deadened sex:
[The client] leaned towards me, grabbed me by noypkters, and pushed me flat onto
the bed. | avoided his gaze and stared vacantheateiling. This was the moment when
the guy became the faceless man of my masturb&otgsies and | became a drifting
sexual entity unmoored from the name ‘Ami.” I'ddkathrough the locked window and
peep in on the obscene goings-on. (18)
While proponents of the legalization of prostitatian this country) argue that autonomy is first
and foremost about consent, there is somethingmcinsy and subordinating about the sexual
experience itself for Anfi® It drains her of life and splits her subjectivitytwo. And the split-
off, “other” Ami is not at all pleased with whateskees. “You're hopelessly conceited, aren’t
you, bitch. ..Splitting yourself to protect your pride and nurtseshe admonishes herself (18).
Shannon Bell has articulated an “othering” thaktaglace in Western discourses on prostitution

in which the prostitute exists in an either/or @iogy—either virgin or whore, agent or victim,

deviant or normal, et¥ In our text, the othering that occurs takes plaitein Ami’s psyche as

%2 Atsuko Sakaki, “(Re)Cannonizing Kurahashi Yumikeward Alternative Perspectives For
‘Modern’ ‘Japanese’ ‘Literature,” iDe and Beyond: Fiction in Contemporary Japed.
Stephen Snyder and Philip Gabriel (Honolulu: Ursitgrof Hawai'i Press, 1999), 168.

%3 See, for example, Jody Freeman, “The Feminist f2eBaer Prostitution Reform: Prostitutes’
Rights Groups, Radical Feminists, and the (Im)gmkty of Consent,” inApplications of
Feminist Legal Theory to Women'’s Lives: Sex, VmdelVork, and Reproductipad. D. Kelly
Weisberg (Philadelphia: Temple University Pres96)9237-249.

% Shannon BellReading, Writing, and Rewriting the Prostitute B¢Bjoomington: Indiana
University Press, 1994), 4.
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a defense against potential psychological or ematitauma. As the text unfolds, and as she
encounters more and more men who want sex fronsherfinds that her emotional self—the
self that watches from outside the window whenisheaving intercourse with strangers—has
gone missing. Thus she feels that “[tlhrough anomysnsex, men were slowly depleting my
store of some valuable element. What remained mvétwas more or less the sadness of a spent
space probe drifting forever in the vacuum beyo@dd). In a manner of speaking, after being
with men who break her in half, Ami needs the bsdiEher brother and father to suture herself
whole again. She confides in her brother one nigtgkuya, | get lonely and want to cry when
you’re not with me. We're like two little trees gving from the same roots. That's why when

we split, my heart aches and starts bleeding” (50).

Everything changes for her, however, when shezeskhe is pregnant with Takuya'’s
child. She attempts to explain the situation to bimbecause he had never been taught sex
education in school he does not understand “theadisoncept” of how two people can create a
baby (64). Ami feels let down. Until this momenediad vacillated over her role in Takuya’s
life—was she his guardian? sister? lover? savia®,Nowever, she sees that “[i]t was actually
me who was always being saved by him” (65). Atss lof what to do, she seduces him into sex.
“We were no longer a hermaphroditic chimera with@eatear boundary between our selves, but
two ravenous panthers trying to gorge more deeplgaxh other. The awareness was like a drug
and sharpened my senses” (65).

Hereafter, the narrative takes a violent, if briefn. Ami is drugged at a party and beaten
and gang raped by a famous DJ named Kim and hosieage. She tries to fend off her
assailants and is convinced that the violent askaslcaused her to lose her baby. “My uterus

must have been a bloody mess with a tiny headiar$land umbilical cord all mangled up,”
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she says (86). Kim begins to choke her. Just asié&msiady to surrender to her fate, she sees an
image of Takuya. “Naked solitude with nothing i tlvorld to protect him awaited Takuya if |
disappeared,” Ami explains, renewed with a sengaigfose. She manages to stomp on Kim’s
genitals and escape (90). The rapists are arreSiedon her visit to th©B-GYN Ami learns

that in spite of the horrible trauma she suffetest, child remains unharmed and safe in her
womb.

Ami’s attention then turns to a response she reckirom an internet bulletin board post
asking Donor No. 307 to come forward to discusgikigsion to donate sperm. She arranges to
meet him in a hotel room, pretending to be sometse a “friend” of Ami’s. Ami immediately
tries to seduce him, but to no avail. Astonished #ny man can resist her, she presses No. 307
for an explanation. “Why’re you pretending to be. Rigid?” she scoffs. “I'm not being rigid. |
can't get it up. Not for the last two years,” helres (100). No. 307 then takes Ami to a
cemetery where he shows her the grave of Asamidakvoman with whom he lived for two
years until she hurled herself from the roof ofitla@artment building (102). No. 307 goes on to
explain that Keiko had had a miscarriage and hadrreag nightmares about her dead baby up
until her death. Since then, he continues, he babeen able to sustain an erection. As Ami
listens to such honesty pouring from the mouthesfthological father, she finds that she had
“never been so sexually aroused” in her life (10What was it about his story that turned on
the switch?” she asks herself. “I'm not sure, mutnéth Takuya, | wanted us to heal each other
by conjoining our bodies—and it was not a gentlputae” (107-108). Ami pulls No. 307 into
the weeds and begins kissing him and pleasuring Haris, in Ami’s words, “[r]eleased from

his spell” as his penis comes to life (109). AnysdNo. 307 sat up, held my back in his arms,
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and spun my hips around a half-turn, A white orbsbapen in my head, and a bliss that nearly
liquefied my brain cells shot through my spine” @10

Their sex, like what she experiences with Takuyaut of this world, literally, turning
Ami into “a lithe, magical, unknown beast from auspace consisting only of sensory organs”
(109). Broken bodies—physically and emotionally—aealed, at least momentarily while in
the thralls of climax. It is not a surprise thaeexbody in the story is “defective,” as Ami says of
one of her friends named Masaki, who runs the lassiside of Telephux (13). Takuya, of
course, is mentally deficient. No. 307 has suffeedous emotional anguish that affected his
sexual performance. And Ami feels empty and lastall that to her own dismay, she discovers
thatsheis the one who needs the affections of her brotligrel Thrift's discussion of “fractal
people” is pertinent here—those individuals who“ah singular and plural,” “dividual rather
than...individual.®® He posits that all people are fractal, incomplete] “do not exist as
autonomous entities but have the capacity to @aettly upon one anothef®Thus people seek
out in others what they cannot find in themsel\s. 307 explains to Ami that he and Keiko
were drawn to each other out of a mutual desiredonpleteness and to fill a void (183)t is
a common refrain throughout the text that demadsds come together in erotic and

meaningful fashion to survive.

% Nigel Swift, “Understanding the Material PractiagsGlamour,” inThe Affect Theory Reader
ed. Melissa Gregg and Gregory J. Seigworth (Durtaoke University Press, 2010), 302-303.

% |bid., 303.

®” Relationships often unfold from this space of nalitompleteness. Tom Cruise’s famous—
and often lampooned—Iine Bridget Jones’s Diargomes to mind: “You complete me.”

79



sova

While the brother/sister incestuous act may remmadf Kurahashi’s texts, the father/daughter
bond is not unfounded in Japanese letters. Thigpaegularly so during the Heian era (794-
1185), in which marriage politics demanded thatd¢es and daughters cultivate and maintain
close emotional ties. Esperanza Ramirez-Christeaggres that “the [Freudian] family
romance...may be said to be the ubiquitous subtebetdn women’s writing® She offers
Genji monogatar{Tale of Genji, 11 ¢.), among other women-authored texts from thiogeas
an example of a narrative in which “the oedipak govariously at work in the unconsciousf?”
Genji simultaneously plays father and wife to Mataswho is cast into the dual role of
daughter and wife. Ramirez-Christensen states: ‘@miee most disturbing scenes in this
narrative is surely the night [Genji] deflowers gt@l childlike girl whom he has been rearing as
an adopted daughter, making her his wife.”

Other scholars have offered examples of the wayghioh the father-daughter romance
surfaces in various works of more recent Japaniesature Amai mitsu no hey@lrhe sweet
honey room, 1975) by Mori Mari (1903-1987) is therg of a father’s love for his daughter. The
following passage is particularly illustrative:

For Rinsaku, Moira was like a little lover, anddees her more often than anyone else.

He would, of course, have to give this lover awatein and a few years’ time. ...
Underneath the father’s love that he felt for lnerhad a sweet “honey-like” premonition

®8 Esperanza Ramirez-Christensen, “Introduction]Tfie Father Daughter Plot: Japanese
Literary Women and the Law of the Fathed. Rebecca L. Copeland and Esperanza Ramirez-
Christensen (Honolulu: University of Hawai'i Pre2601), 4.

% Quoted inlbid.

0 Ramirez-Christensen, 4.
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that she would maintain this close love with hind aould never be able to slip out of its
deep tenderneds.

As Tomoko Aoyama observes, although Moira takefedint lovers, the affections of these
other men only solidify the bond between her andféer’> Moira does get married, but her
father’'s presence remains strong. And after theirséaw commits suicide at the end of the
novel, Rinsaku cannot help but take pleasure ifdbithat his daughter will once again be his.
Kanai Mieko, mentioned briefly above, publisheatstories in 1972 in which father-
daughter love is an important theme. Although ithe of “Boshizd” (Portrait of mother and
child) is framed in terms of a mother/son dynartgprimary concern is the narrator’s life-long

attraction taano hitq “that man” or “him.” “[F]Jrom the beginning, thergas no distinction
between my love for him and my being alive,” theragor says, “my life was nothing other than
my love, and my love was my lif€*So strong is her love for “him,” in fact, that ske

committed to remaining a virgin. Nevertheless, sigs hard to earn the attention of every man

who crosses her path, which makes her commitmetiteamore meaningful. Sharalyn Orbaugh

"L Quoted in Tomoko Aoyama, “A Room Sweet as Honeyh&r-Daughter Love in Mori Mari,”
in The Father Daughter Plot: Japanese Literary Womed e Law of the Fatheed. Rebecca
L. Copeland and Esperanza Ramirez-Christensen (Hondniversity of Hawai'i Press, 2001),
179.

"2 Tomoko Aoyama, “A Room Sweet as Honey: Father-DiéergLove in Mori Mari,” inThe
Father Daughter Plot: Japanese Literary Women drelltaw of the Fatheed. Rebecca L.
Copeland and Esperanza Ramirez-Christensen (Henduiversity of Hawai'i Press, 2001),
182.

3 Quoted in Sharalyn Orbaugh, “The Body in Conterappdapanese Women'’s Fiction, The

Woman’s Hand: Gender and Theory in Japanese Wonrntsg, ed. Paul Gordon Schalow
and Janet A. Walker (Stanford: Stanford UniverBitgss, 1996), 141.
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shows that in this story, the father forbids a ptalsrelationship to happen between the two of
them, though he allows desire to take over botiheif minds’*

In “Usagi” (Rabbits), father and daughter sharevalarly close bond, which blossoms
after the rest of the family inexplicably disapmedrhe narrator/protagonist and her father enjoy
cooking and eating rabbit, which they do every higlather had been in charge of butchering
rabbits for their nightly feasts, but soon he sucbs to health problems and his daughter is left
to do the work. Although she struggles at firstrwihie act of slaughtering, she grows to take
sexual pleasure in it and starts to do so completeked. The narrator/protagonist decides she
wants to dress up as a rabbit and have her fatfaet @ fantasy of strangling and butchering
her—she wants to become the object of his consompth which eating is a euphemism for
sexual intercourse. The daughter’s plan does maedo fruition. When she dresses in a large
rabbit suit and hops into his room, her father panHe throws something at her, wounding her

eye, and then promptly dies of a heart attack.

*oVA
In the above examples, father and daughter dexyicitly consummate or enact their desires,
which are woven into suggestive metaphors or cedfiio the mind. What makes Sakurai’s text
different, it hardly needs to be pointed out, is &xplicitness with which consummation
happens. Consider the scene in which Ami and No.H2@e sex after Ami succeeds in seducing
him:

The movement of his hips got more aggressive tativas like a demon teasing me,

penetrating me all the way up into my heart. The ke forms were coated in mucus,
moving rhythmically, enshrouded in fever. They sfammed from genitalia into spirits

"4 Sharalyn Orbaugh, “The Body in Contemporary Jagaiomen’s Fiction,” iThe Woman'’s
Hand: Gender and Theory in Japanese Women’s WrigdgPaul Gordon Schalow and Janet A.
Walker (Stanford: Stanford University Press, 199@3-144.
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seeking fusion, mutually, intensely. Let him come @oat my inside with sperm, let it
mix with Takuya’s seed inside my uterus. Let alldme, cells, genes, blood. (110)

Sakurai does not leave anything to the imagindtene or hint subtly at the taboo the way her
predecessors do. While, Kanai's “Rabbits” is caltasuggestive, as Susan Napier observes the
text “does not explicitly admit a sexual relatioipshetween the girl and the father[3'She

further remarks that in the story the girl’s witlimess to please her father by killing “soft,
vulnerable” creatures that are “not unlike the getself’ points to her willingness to be
“complicit...in her own abjection’ In Innocent Worldthe sex is raw, in your face, and

difficult to read at times (which is the point). Am not complicit because she is explicit, both
the initiator and conductor of the sexual relattops.

After having sex, father and daughter part waysd Ami is convinced that No. 307—
whose name is actually Takamori Kazuya—knows thatis his daughter. She is also convinced
that she will never see him again. The novel esd&rai wraps up loose ends. She tells us that
she has left home and has been kicked out of scBbelis also still ambivalent about her
baby—"It felt like an unknown virus had flown inoim outer space and taken control over my
body, and was turning me into a monster” (121)—ewmtinues to work as a prostitute, but has
an exclusive commitment with a wealthy client. Apged to the end of the text is a brief note to
her friend Masaki. “I'm publishing a novel, are ysurprised?” she writes, referring to the
novella in our hands. “There’s this man named Maradho’s doing research at his university on

girls who turn tricks, and when | told him abouuyand Kaori and everybody, he told me to just

"> Susan Jolliffe NapiefThe Fantastic in Modern Japanese Literature: Thev@usion of
Modernity(New York: Routledge, 1996), 86.

®bid., 87.
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write it down” (123)’” Ami goes on to claim that “[t]his whole thing atiquostitution changing
you is just a fantasy adults made up for themseMeybe there’s a little bit of a strange feeling
left afterwards, kind of like after you get a buafz cough syrup” (123). Ihnnocent Worldit is

the combination of prostitution and incestuoustbat changes Ami. Ami talks about turning
into creatures of various sorts—those without ded@ sex organs, those from a different
world—probably as a way to escape.

Because incest is particularly taboo, it cannopleapn “the real world” without
repercussions. It is doubly taboo because thagmisti of these relationships is the female; it is
Ami who first takes her brother’s penis in her nigwnd it is also Ami who pulls her father into
the weeds. Allison draws our attention to a nundfesensationalized incestuous affairs that took
place in Japan in the 1980s involving mothers &ed sons. The catalysts for these
relationships, she notes, was the extremely stre&stam hell” in which adolescent males
found themselves, as well as the pressure motaees! to be good, supportive parents to their
sons’® Allison’s main point is that media attention t@#le stories ignored the centrality of the
mother as the primary caregiver, the absence dather in Japanese households, and the
stressful environment of the educational systestebd, the media villainized the mother as a

sexual deviant unable to control her “misdirectseltual urges that landed unfortunately on her

" She means Miyadai Shinji, a sociologist and paperidic at Tokyo Metropolitan University,
who is known for his scholarship on underage pratstin. In contrast to some of his colleagues
who seeenjo késaias the result of ethical fallout among Japan’slyoMiyadai argues that the
men buying the sex should be blamed rather thagdheg women selling it (see Chapter One).
(Miyadai and Sakurai were romantically involvediu2004.)

8«Exam hell” shiken jigokiican last up to two years as high school studeegsare for
university entrance exams. Students (and their ens}tiace tremendous pressure because, as
Allison explains, “exam results largely determimkeikh identity, social status, and job security, at
least for males.” Allison (1996), 123.
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adolescent soff. Our text takes place somewhere between the famtastlds of Kurahashi’s
incest narratives and the kind of real-life acceulitison describes. Early, Ami briefly
acknowledges the socially unacceptable nature rofehationship with Takuya, and admits that
he would be the one to get in trouble if/when tipairents found out (7)—yet he does not have
the mental capacities to understand why incesiggmBy unacceptable, but nevertheless is
subject to a double-standard in which men are ggfdo be sexual aggress8té\mi is right,
because he is sent away after their parents fihdootinot before their mother exclaims, “I don’t
know which of you is the worse devil, but you wibt turn this house into a den of monsters.
This is a home for human beings” (9). Thus Ami ttasscape persecution by imagining herself
to be beyond it, immersed in fantasy and immunéécsocial laws that govern sex and sexual
desire.

As Allison notes, from a psychoanalytic perspectargasy as such is grounded in
prohibition and taboo. Drawing from Freud, Lacamj ather psychoanalysts, she summarizes
fantasy as that which “is normally and normativedgressed and what is realistically or socially
denied. Fantasy is not mere or random escapisy faisdhe term is often used colloquially, but
rather is constituted in relationship to specifitiens in which people live and to which they
refer even when constructing imaginary worl&sli other words, for Ami fantasy is a space
where she can deal with life, for even sex withepllux clients happens somewhere else, as she

imagines herself elsewhere in order to get thratgRegarding one man, who wants to tie her

®bid., 129-130.

80 \We might speculate that if Takuya were “normalvould be Ami who would be sent away
for tempting the primary son, much as the mothesevblamed in Allison’s accounts.

81 Allison (1996), 125.
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up, she says: “So we were in a room of imaginamlimers, a different dimension that didn’t

exist in real space. An ugly castle built on shdtsand where images, decomposing and
stinking, collided with one another” (19). Ami’s wa is sustained by different fantasy modes,
one in which fantasy counters sex. She splinterseltfefrom herself during these latter moments,
re-members, and goes somewhere else. When shpet she does the same thing—and she has
to. As Lauren Berlant argues, “Fantasy makes isiptes not to be destroyed[*f"

Fantasy functions on different levels in the t&xtst, there are the fantasy moments built
into the sexual exchange between Ami and her Tabephents. She notes that one john
probably entertains the same escapist ideas that@ts, though for different reasons:

The customer took off my dress and stared at mesirmy underwear. | didn’t mind

being looked at like that...But the guy probably wakoking at me, he was admiring

some crystallization of Eros that had formed inHead, just like | did. His girl probably

didn’t have a face or a name, or parents or siblorgany ties to the world, being no

more than a virtual-reality image that compliedhaany simulation of his. (18-19)

The man then puts on a “black and purple metabitylsuit” and has Ami wear a pair of lacy,
transparent pajamas—"“the kind that ‘transforms proung ladies into insatiable sex
machines™ (19). He wraps her up in a cord andrgdteshing her forcefully to the bed, readies a
vibrator “shaped like some weird crypogamic plai20). But the man inadvertently climaxes
here, unable to sustain his fantasy as he is reposid from spectator of it to participant within
it. Or in Ami’s words: “Moved that the scene of loieams was actually unfolding before his
eyes, he’'d come too soon. Totally pathetic” (20).

Ami has her own *“virtual-reality-game,” howevendainside it she executes all of the

adults who wrong Takuya. Their aunt, “who shot ssilhat were as merciful as the Virgin

Mary’s but also profoundly condescending;” the ngaraat a department store where Takuya

82 | auren BerlantDesire/Love(New York: Punctum Books, 2012), 70.
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destroys expensive glass artwork, who chastiseddnifmeing “anti-social;” their mother, who
gives Takuya a concussion after the departmerg gtordent; and their father, who grows more
distant as relations between mother and Takuyaemiz4)—Ami kills them all in her mind,
“mother...three times and father twice” (24). Amri¢ent to protect her brother bleeds into her
distrust of adults in general. Even the woman wickgpTakuya up after he wanders away from
his aunt’'s home in Yokohama is less than savorg.t8kes him from Yokohama to Shinjuku,
where the police later find him wandering the dgeafterward, Takuya confesses to Ami: “She
told me to do something strange and | was goirgayono and she hit me. ... In a place with
trees where it was dark she took off her underpaste told me to lick [the place where | put it
in when we do it]. When | didn’t she hit me agamtbe head to make it hurt...” (36). At a loss
for words, Ami says simply, “I'll kill that womarof you” (36). The violence and hatred that
informs this particular imaginary world is necegsiar preserve Takuya'’s innocence.

The most important fantasy being constructedas which is evident in the novella’s
title: innocence,; it is also the most fragile. Tédneés obviously no innocence in Ami’'s innocent
world. It is something she nurtures in Takuya’sjeativity, and something she is bent on
protecting. Only he, unmarred by the cynicism aflttbod because of his handicap, can exist in
a kind of innocent and indeed childlike misunderdiag of the world. Ami desires a
moratorium on adulthood, a petulant Peter Panenast She is in late adolescence, however, so
her time is running out, and at seventeen yeasgethas already realized that life is not full of
the limitless possibilities of youth. Ami has aldgebecome disillusioned by family, adults, and
especially men; even No. 307 is ultimately anotiwamally and sexually inept older man who
seems to know all along that Ami is his daughtdrias sex with her anyway. It appears that

nothing is sacred in this world, and Ami’s arrivato adulthood has come too soon, predicated
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on her early exposure to pornography and nurtuydtkeb awareness of men’s reactions to her
body. If she can protect Takuya from adults, therhaps her fantasy will remain intact. In her
letter to her friend Maki, she notes that Takuys im@oved in with her; “he’s happiest living with
me,” she writes (123). In a twisted disruptiontod Oedipus story, Ami fantasizes about killing

both parents and marrying (in a sense) her brother.

*®OVA

Is Sakurai arguing for, or even mourning, “a priwator lost state to which the child has special

access?* Is she likewise condemning the post-bubble watsdsocial downfalls and emphasis

on economic/capitalist primacy? Through Takuyahis trying to preserve a border between

innocence and awareness, between purity and igudt all the boundaries (or taboos) that are

transgressed in the text, particularly those betwedividuals, this is the one that matters the

most. It is the most fragile as well as the mamtsrent. Foucault wrote of transgression:
Transgression contains nothing negative, but...affithe limitlessness into which it
leaps as it opens this zone to existence for teetfime. ... Perhaps it is simply an
affirmation of division; but only insofar as divisi is not understood to mean a cutting
gesture, or the establishment of a separationeomtbasuring of a distance, only retaining
that in it which may designate the existence dedince.®*

In other words, transgression creates new limasindaries, and possibilities. At the same time,

however, it reaffirms established limits, stabitiz#d boundaries, and stresses impossibilities.

Thus transgression and taboo coexist, each endogragd demanding the other. Ami and

Takuya can unite through sexual contact until argasfter which they are pulled apart. Theirs

8 Jacqueline Rosd&he Case of Peter Pan, or The Impossibility of @kih’s Fiction(London:
The Macmillan Press, Ltd., 1984), 9.

8 Michel FoucaultAesthetics, Method, and Epistemolpeg. James D. Faubion, trans. Robert
Hurley et al. (New York: New Press, 1998), 74.
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may very be a “primitive or lost state” in whichethkind of sex is only possible by embracing
the obscene.
Mary Caputi’s conceptualization of obscenity asigethat transcends what is merely
sexual resonates with Sakurai's use of it. Sheagxgl
[Obscenity] highlights the distinction between ttemain of everyday life...and the
[Dlionysian realm of irrational abandon. ... Largslxual, scatological, and
eschatological, obscenity combines our immediatauise for pleasure with a deeper,
more complicated desire...to bypass our socially isepddooundaries and apprehend a
psychic death. Obscenity is essential to our cellb@cause it calls into question the
limits of that culture, unmasking our impulse tartsgress, even deny, the orderly realm
and to be in contact with something both primallyhim us and necessarily beyond our
reach. In obscene expression, we both uncoveraisicover an unmediated, “bodily”
relationship to reality”
Caputi further argues that obscenity can best blenstood in relation to taboo and
transgression, which compartmentalize lived expeganto “sanctioned and unsanctioned
realms.®® Taboos and transgressions keep “life well ordecdl, and predictable,” while
obscenity “assures us that there exists a realoeiofy beyond the everyday, beyond the
commonplace, beyond the temperate and sociallyittoneld.”” Freud posited that incest is an
instinctual drive that must be controlled in theneeof civility—it is the primary law around

which other laws are built; he further claimed ttiegt ability to maintain this taboo is “what

separates us from animaf8.For Freud, incestuous desire flows between pamesichild (his

8 Mary CaputiVoluptuous Yearnings: A Feminist Theory of the ®bs(Lanham, MD:
Rowman & Littlefield Publishers, Inc., 1994), 5.

% Ibid.
%7 Ibid.
8 Neville Hoad, “Cosmetic Surgeons of the Socialnida, Freud, and Wells and the Limits of

Sympathy orThe Island of Dr. Morealiin Compassion: The Culture and Politics of an
Emotion ed. Lauren Gail BerlarfiNew York: Routledge, 2004), 195.
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Oedipal complex). It is a desire that must be ated so that the sexual bond between mother
and father can come to fruition.

According to Lacanian psychoanalysis, acceptantkeeoOedipus complex is predicated
on recognizing the father as “law,” which facilgatentry into language and culture and, more
importantly, the Symbolic Order. For Lacan, the $ght Order—“the internalization of
cultural norms through identification with figuressymbolic authority” such as one’s fatffer
works in tandem with but also challenges the Redlthe imaginary order, the three of which
form a developmental triptych. The Real precedesotiderly world of the Symbolic and is
marked by primal and primordial urges that are pregsible through language. The imaginary
order refers to an imaginary identification of amith oneself that depends on misrecognition
(similar to the “mirror stage”). Both the Real ath@ imaginary order are lost to the Symbolic
(the “father”) and the realm of order and cultuseoae develops as a culturally literate subject.

Sakurai recasts this family drama by removing #thdr almost entirely. The result is
that the mother is left to enforce the ethical inapiges, most importantly the incest taboo, in his
stead. It is her law if only because it cannot ise-fas her husband has lost control on account of
his badDNA. And so the mother is the domestic villain, bemtdoiving brother and sister apart
in the name of protecting sexual and civil integribterestingly, Ami and Takuya are half-
siblings, sharing only their mother’s genes.

In The Sibling BondStephen Bank and Michael Kahn turn to Freud'sipef sibling
incest. Drawing on extensive occurrences of sesalationships between siblings in world myth

and literature, they conclude that sibling incegtases failures in parental care and attention.

8 Matthew Sharpe and Geoff Boucher, Zizeid Politics: A Critical IntroductiofEdinburgh:
Edinburgh University Press Ltd., 2010), 47.
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They state further that through sexual intercoursether and sister seek out a primitive state in
which they were merged. In a way, transgressidatmdo through obscenity is intended to do the
same thing—to revert to a time when the rules didapply and to express disdain toward the
way things are through the use of one’s body iranogoned ways. “Thus, sexual subversions
and inversions are emotional violations towardsamdl society.*® The incest innnocent World
then, is a form of sibling “play” that disrupts thdes of the adult morals. Adults police the
borders of the narrative, and their authority idencut by the relationship between Ami and
Takuya. In this sense, their worklinnocent—or at least an attempt to forestay whisivis

innocence.

...AND TATTOO

The violation of self and body as social violatierat the core of Kanehara'’s text. Admmocent
World, Kanehara’Snakes and Earrings propped up by a teenager’s efforts to findviaay in

the world by embracing what is sexually taboo araial, while also exposing us to the
boredom endemic to contemporary Japanese soSiefikes and Earrings not concerned with
incest and its potential ramifications. It is, heeg concerned with narrator/protagonist Lui’s
interest in unconventional sexual experiencesjqaarly sadomasochism as well as an
inexplicable interest in body modification. As witinocent Worldthe narrative raises a number
of other important issues, the most central of Wlaite the plight of Japan’s “lost generation,”
those who grew up after Japan’s post-economic aurd, the implicit desire to abandon the
promises and trappings of contemporary Japan bedhungs just aren’t working out. This

novella offers the tattooed and pierced and sexwalated body as another means to explore

% Fiona Magowan, “Courting Transgression: Custontawy and Sexual Violence in Aboriginal
Australia,” inTransgressive Sex: Subversion and Control in Ef6ticountersed. Hastings
Donnan and Fiona MagowdNew York: Berghahn Books, 2009), 214.
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the possibilities of a more “primitive” state ofibg. In this text, as in Sakurai’s, taboo,
transgression, and obscenity are methods througthwite rules are bent and maybe even
broken vis-a-vis a gendered discourse of pain aisdnctioned uses of the body.

The narrative happens because Lui meets a man namadn a club and is immediately
“mesmerized” by his forked tongue, deciding thed Hrere that she must have a tongue stud.
“Know what a forked tongue is?” he shouts to herdhe din of techno music when they first
meet, and while he succeeds in getting her to geehwith him that night, Lui is more interested
in getting closer to his tongue than she is iniggttloser to Ama himseff: The next day she
has a stud put in her tongue that she systematsiaéitches throughout the novel, intent on
splitting it down the middle so that it looks likés. Later, she makes plans to have a dragon and
kirin tattooed across her back, images that rerhardf Ama and her tattoo artist Shiba, who
becomes increasingly possessive of her and her, lgotyg so far as to (probably) murder Ama
in order to have her for his own.

The rules of the body—its borders, its integrity-rmounder fire immediately. Above,
Ama’s question has no referent. In Japanese, ftegads:Supuritto tan tte shittefl” The
reader is placed in Lui's position and asked taktabout the integrity of the body, not
necessarily as a social object or construct batlkaad of meat. Ami responds to his question the
way we might, rendered in the published Englishdiaion as: “One that’s split in two?” (1). In

the original text, Lui is eve more incredulous: “&lhe hell is that? Like, a tongue that’'s been

%1 Hitomi KaneharaSnakes and Earringsans. David James Karashima (New York: Plume,
2005), 1. Page citations will hereafter occur ixkt&arashima'’s translation used throughout this
chapter unless otherwise noted.

92 Kanehara HitomiHebi ni piasuy{Snakes and Earrings] (Tokyo: Shieisha, 2006), 5.
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split in two?” (Nani? Sore. Wakaretta shita tte kot)2While | am dubious that Kanehara’s
protagonist, who is no body-modification novicelas reader learns later, would not know what
a split tongue is, what is interesting in this exate is the juxtaposition of tonguesdsta and
tongue agan. In the Japanese, Ama uses the teupuritto tanwhen discussing his serpentine
organ. It is a transliteration of “split tongue’fdtked tongue” in the translation), and will be
unfamiliar to some native readers. Notice that beschot use a Japanese term, suetaksre
shita, ware shita orwake shitaall terms that connote a (human) tongue splitrdtve middie**
Tanhas a visceral, carno-centric feel absent frormtiteze. One ordersin at yakiniku
restaurants, for instance. We are asked, themrsider the body as the site of modification and
aberration, of queasiness and fascination, as ptedueat, edible, digestible. Here, the body is
just that, a vessel stripped of its subjectivitd aaduced to its flesh.

That the narrative begins this way invites a aitdevaluation of the body as social
construct and the ways in which its integrity isibd to social constrictions and taboos. The
narrative demands a literal and figurative “rewadgti of the body vis-a-vis tattoos, piercings, and
libidinal pleasure/pain cast through the negotrabd physical pain and sexual ecstasy. For Lui a
split tongue and tattoos are part of a larger argdable fantasy of psychic and bodily liberation
that plays into latent body modification theorié€kaiming one’s body for oneself, reducing it

to nothing and starting again. As Nigel Swift arguevery surface communicaféand in this

% bid.

% Yamada YichiréGairaigo no shakai: ingokasuru komyunikéshighe Loanword Society:
Communication in Code] (Yokohama: Shunpdsha, 20053,
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text the tattooed and pierced body conveys a cediacontent with life and a desire for
something more, something beyond the constrictidr®ntemporary lifé>

Lui does not really seem like the type, thougheadrawn to body modification or to
tattooed and pierced men, which is part of the tpaiitner body project. Her friend Maki calls
her a “Barbie-girl,” ogyaruin Japanese, and with her “camisole dress andlldonrs” and
name that is derived from a French fashion houseif_Vuitton, she tells Ama), the moniker
apparently fits (19)Gyaruis a catchall categorization to denote young womiea are “sexual,
self-aware and pushy® Their most famous permutation may be kbgyary or truant and
sexualized schoolgirl who, as explained in Chaptee, emerged in tandem with other
“anonymous social type[s]” in the 1990s, and whedutheir bodies as billboards, fashion
statements, or sex objects simply because theyl @md because they had nothing better t&'do.
Lui has embraced this lifestyle already, to a degsbe bounces from one part-time job to
another, parties a lot, and seems to have no redplires. Moreover, Lui is fully aware of the
sexual draw of her body, working as a part-timeéss (“companion,” in her words) and paying
for the tattoos she eventually receives from SHileasadistic tattoo artist and piercer, with “one

fuck” per session because she knows what she ¢doy gessing her body to her advantage (34).

% Nigel Swift, “Understanding the Material PractiagsGlamour,” inThe Affect Theory Reader
ed. Melissa Gregg and Gregory J. Seigworth (DurHamke University Press, 2010), 296.
Emphasis in original.

% Quoted in Sharon Kinsella, “Narratives and StasstHow Compensated Datingrjo kosa)
was Sold,” inA Sociology of Japanese Youth: From Returnees ©T$Ed. Roger Goodman,
Yuki Imoto and Tuuka Toivonen (New York: Routled§@12), 73.

7 Yumiko lida, Rethinking Identity in Modern Japan: NationalismAesthetic§New York:
Routledge, 2002), 232.
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Literary critic and Akutagawa award-winning autlpa#t Matsuura Hisaki suggests that
this is what is important about the text. Lui does care what you, the reader, think about what
she does or what she has done; as the narratateleery is level, even “indifferent® In the
original Japanese, Lui’'s narrative voice is steay “detached” throughout and her lexicon is
hip and exclusive, reflecting the demographic eftdenage characters, the author (Kanehara’'s
was twenty when she wrote the novella), and pertteptarget audiencé€. As Yamada Ydichi
points out, the language of the novel is exclusivé limiting. The previously mentioned
supuritto tanforbids entry into Lui’s world for all but the miogp to date readers, as it is derived
from the English “split tongue,” which circulatestin body modification circles in the West. In
addition, Yamada observes that this is one of s¢verms/words of foreign origirgéiraigo,
and written inkatakana the syllabary for loan words) that stand outnrogherwise predictable
(goku heikinteRiand even textSupuritto tans flanked by other terms likganku(punk),gyaru
(girl/gal, translated as Barbie-girl), akgacchi(catch, a word meaning roughly “to be hit on”),
all of which are used primarily by young peopi@.

Kanehara has been widely praised for beingwanourantstreet-culture informant
bringing the masses into pockets of youth rebelind subculture through her fiction. In Japan,
subculture does not necessarily carry the samestppal connotation that it does in the West.
Rather, it appears to refer to the same fragmemedtive and flight from tradition that is so
important to postmodern academic discourse in wimdlviduals gather around a particular

mode of expression—comics, fashion, etc. As Tomlda reports, “It has widely been

% Matsuura Hisakiuronikuru [Chronicle] (Tokyo: Tokyo Daigaku Shuppan Kai, Z0019.
% |bid.

100 yamada, 286-287.
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commented that the agents of subculture in the 49@0e characteristically numb to the gaze of
others outside of their specific ‘tribes,’ indiféet to the collective imagination beyond highly
segmented and immediate social relations in whiely tesided*** As discussed in the
Introduction,otakuwere one such insulated tribe who seemingly edigtiéhin their own
bubble. Tattoo/body modification enthusiasts caatgitheir own “tribe” as well, whose
lexicon—borrowing heavily from Western body modifiimn terminology—and body stylings
create a distinct border between the in-group hadtt-group. Kanehara cracks that barrier in
this work (and revisits it again in her 2009 ststdry “Piasu,” or “Piercing,” about a woman
who stops to get a tongue ring on her way to aafhesessiotl?). Kanehara, with Lui as her
voice, acts as a guide into this world. To be suuejs no body modification tourist when she
meets Ama that night in the club, telling her readbat she wears some serious jewelry in her
ears already. “My thing until now has been earrjhgse says, and goes on to elaborate on the
ways that body jewelry is measured (for the berwfitnfamiliar readers): “The thickness of
body jewelry is generally measured in gauges;diaet the number, the larger the hole....As for
me, | have two 0g [gauge] earrings in my right @ad my left ear is lined with 0g, 2g, and 4g
earrings from the bottom up” (3).

Subcultures, even in a non anti-authoritarian odnsill maintain exclusionary
properties that are easily compromised by the ptagrbetweersulculture and mass culture. In
1979, Dick Hebdige stated that “as soon as themalighnovations which signify ‘subculture’

are translated into commodities and made genemalilable, they become ‘frozen.” Once

1% Tomiko Yoda, “A Roadmap to Millennial Japan,”Japan After Japan: Social and Cultural
Life from the Recessionary 1990s to the Pre@atham: Duke University Press, 2006), 37.

192 The work appears in her collecti¥ifiutsu-tach{The Depressed). See Kanehara Hitomi,
Y Qutsu-tach{Tokyo: Bungeishunju ,2009), 119-150.
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removed from their private contexts by the smaltepreneurs and big fashion interests who
produce them on a mass scale, they become codifi@de comprehensible, rendered at once
public property and profitable merchandis& Although he does not discuss Walter Benjamin’s
“The Work of Art in the Age of Mechanical Reprodiact,” the influential essay addresses
similar concerns over the effects of commodity aathenticity on expressive mediums—in
Benjamin’s essay, art specifically, but similarpypéicable to cultural expressions. Although
some of his contemporaries mourned the spread s$ mdture, particularly Theodor Adorno,
Benjamin argued that the reproduction of art isaroinherently negative technological
development, as it potentially liberates a worladf(as well as other aspects of culture) from
specific contexts and/or interpretations, makingdare accessible in the process. “By making
many reproductions [technological reproductiorgubstitutes a plurality of copies for a unique
experience,” he argued. “And in permitting the oefuction to meet the beholder or listener of
his own particular situation, it reactivates thgeabreproduced™* Subcultures depend on their
very inaccessibility—their “private contexts”—arttbse within them tend to scorn the kind of
exposure Benjamin discusses. But the private drseoaf subculture leaves them vulnerable,
and sometimes they become part of the culturattex(tattoos for example, or punk music).
We might argue that the success of Kanehara’s l@v&Vhich sold nearly one million
copies in its first six months and for which shargld the prestigious Akutagawa prize with

author Wataya Risa—can be at least partially atteith to her exposure of Japanese body

modification subcultures and the reasons why yqegaple gravitate toward them. In 1977

193 Dick Hebdige Subculture: The Meaning of Styleondon: Methuen & Co. Ltd., 1979), 96.
194 Walter Benjamin, “The Work of Art in the Age of Meanical Reproduction,” iXfisual

Culture: The Readeed. Jessica Evans and Stuart Hall (Thousand @aksSage Publications
Ltd., 1999), 74.
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author Murakami Ryl won the Akutagawa prize forahknof little more than sex, violence, and
youth culture calle&agirinaku tdmei ni chikai bur@Almost Transparent Blue). “[V]ulgar and
derivative,” the work seemingly impressed nobodypeeially not literary critic Et6 Jun, who
blasted it for its complete lack of literary mand overdependence on a cache of “ready-made
elements of youth culture cliché®™Miriam Kingsberg claims that Murakami’s work wdret
Akutagawa prize because of “its depiction of dreg as an inevitable outcome of Japan’s
participation in the global economy and (countdtjze” that outweighed its failure as a
legitimate work of literaturé?® Murakami’smodus operands capturing and potentially
capitalizing on the alienation of Japan’s youngamagation. Incidentally, Murakami is on the
Akutagawa prize committee and was a staunch sugpairKanehara’s work. In the afterword to
her novella, written by Murakami, he explains tBatkes and Earringsould have been an
easier work to discuss hachibt won the prize. It is decidedly more complicatecewhhought
about as a cultural product rather than a “cultahg\ne says®’ Nevertheless, Murakami
suggests that like his own Akutagawa-prize winmrggk, Snakes and Earringsill stand the

test of time because young people who “live fottdas, piercings, and sadomasochism sex will
read it for generations to com®&.His point is arguable, if only because those imedlin body

modification subculture (of which sadomasochisra gart) would likely avoid contributing to

195 Anne McKnight, “Frenchness and Transformationdpahese Subculture, 1972-2004,” in
Fanthropologiesed. Frenchy Lunning (Minneapolis: University ofriiesota Press, 2010), 126.

198 Miriam KingsbergMoral Nation: Modern Japan and Narcotics in Glolistory (Los
Angeles: University of California Press, 2014), 199

197 Murakami Ry, “Kaisetsu” [Afterword], itdebi ni piasu/Snakes and Earrings] by Kanehara
Hitomi (Tokyo: Shieisha, 2006), 117.

108 |pid., 118.
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its continued diffusion. Indeed, although Murakaloes not say so, Kanehara'’s text is difficult
terrain because it is a commodity, and some sudlhasKanehara herself is too. Young, hip, and
attractive, Kanehara has a packagable and seHalde And it is probably not a coincidence that
she and Wataya took the prize at a time in whitére@st in books was lagging. Giving the prize
to young and fashionable women who are not intedeist traditional portrayals of women or
femininity was a way for the award committee tovgalize national interest in reading.
Consumers have been critical of the committeeissadfto acknowledge the appearances and
gender of these authors, as well as those of gtherg women who have claimed the award in
recent years”

Kanehara is not the first Japanese author to whtait tattooing, though she stands out
for examining the allure of body modification witha& rocky sociocultural terrain predicated on
alienation, isolation, and ways in which peopleeoplthoughSnakes and Earrings
sometimes discussed in the same breath as authmakeJun’ichiré’s (1886-1965) short story
“Shisei” (The Tattooer, 1910), it has more in conmmath Fujisawa Shd’s little known novel of
the same name. Before turning to Fujisawa’s n@elord about Tanizaki’s work is in order.
“Shisei,” about an apprentice geisha’s transforamaét the hands of a tattoo artist, has been

widely praised as launching what would turn infaralific and heralded career in writing for

199 Regarding Kawakami Mieko, the internet is not lagkfor passive-aggressive comments
such as the following, found on “Mett@ tame,” a blog for internet journ&léojaponisme

“You'd have found it hard to take a train througbkyo this week without running into
Kawakami Mieko [on the cover of her new book], clmrhands and gazing pensively down at
you as if to say, ‘How much more smokey do my dyese to get before you buy my
Akutagawa prize-winning bookhichi to ran(Breasts and eggs), citizen?’ This comment
eclipses Kawakami’s literary talent, but it doeB adention to the ways in which the gender and
appearance of recent authors factor into the malokay of their products, even if the marketers
themselves will not admit it. (http://meta.neojajsmme.com/2008/02/15/kawakami-mieko-wins-
138th-akutagawa-prize-hearts-of-bookish-men-evegrem
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Tanizaki. Ken It6 praises the “highly polished @band “elegiac” quality with which Tanizaki
crafts the fictional Edo (1600-1868) period settifAgainst the ‘harsh struggle’ of today,” he
writes, quoting from the opening lines of the téXanizaki poses a realm of the senses where
gaudy patterns of line and color determine humarthwavhere beauty holds all the authority of
a sole and unquestionable cultural vallié. The work, as 1td6 demonstrates, owes an immense
debt to Western literature while simultaneouslyvetasing the young Tanizaki’s fondness for
women, sadomasochism, and economies of power.&[f]ational world where beauty equals
authority,” the tattoo artist reigns supremeHe spends all day and night tattooing a spider on
the back of the young woman, and awakens withiratgsrmant sexual desire that ruptures her
previous demure and reserved facade. “All my octdddave been swept away—and you are my
first victim,” she says to the artist who is prasér at her feet, reveling in his creative genius an
desire to be destroyéd®

Tattoo narratives will always be informed by tramgiation, transfiguration, and power
dynamics. Of course, Tanizaki is concerned withaa'sidesire to tattoo a woman, not a
woman'’s desire to be tattooed by a man. But thd &irsensibility and subtlety Tanizaki evokes
in his short story is of secondary importance totemporary evocations of the tattoo tale, which
seem to be driven by a psychological imperativd=ujisawa’s text, written in 1996, high

schooler protagonist Aya wanders into a back-abétyo shop and meets an artist named Hori-

119K en Kennith Itd Visions of Desire: Tanizaki's Fictional Worl@Stanford: Stanford
University Press, 1991), 53.

11 bid.
112 bid., 56.

113 Quoted inlbid., 56. See also Jun’ichird Tanizaki, “The Tattobir Jun’ichird Tanizaki,

Seven Japanese Talésans. Howard S. Hibbett (New York: Vintage, 19969.
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Ami who is on the verge of closing his shop pernmaige The characteAmiin his name has
religious significance in Buddhism: the principal®iha of the Pure Land Sect (a stream of
Mahayana Buddhism) is Amida ButsAmiis also a homophone of the term meaning “net,” and
may allude to the saving net of Amida. As numerselslars have pointed out, the same play on
words occurs in Chikamatsu Monzaemon'’s (1653-1#2&gterpiecelhe Love Suicides at
Amijima(Shinja Ten no Amijima), a puppet play about thal4de murder-suicide of a young
couple on holy grounds in 1720.

Aya expresses interest in having an image of Kapaduddhist deity of compassion
and mercy, tattooed on her back, a not subtledtiAlya’s own cry for help and need for
compassion. From a broken home in nearly everyesehithe word, Aya’s sister kills herself and
Aya is raped by their father. For Aya, this tatisoestorative, transcendent, and protective. “I
need it,” she explains to Hori-Ami, to keep herestbm her fathet™* Not insignificantly,

Kannon is also said to protect the souls of chiidiiéhe text can be read in conjunction with a
push for women'’s rights and increased governmemalpolitical responses to assaults against
women, including incest, that began in the mid 0%& such, it is not about a fictional world
so much as it is exposing the harsh realitiesisfdhe, and tattoos become less about the motif
and design than what they seemingly promise.

Kanehara's text happens here, too, at the inteosect tattoos and other forms of body
modification as more than skin deep. A split tongund tattoos are endemic of the natural
progression of Lui’s interest in this particularitmocosmic” tribe and the men associated with
it. In this way, the text is less about body magdifion than what it seemingly promises, and a

forked tongue becomes Lui’s “object of desire,Lauren Berlant’'s words, “a cluster of

114 Fujisawa Shilrezumi[Tattoo] (Tokyo: Kawade Shobd Shinsha, 1996), 58.
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promises we want someone or something to makelgedsr us.” “Proximity to the object

means proximity to the cluster of things that thgot promises,” Berlant explain® Lui admits

to her friend Maki that there is nothing she fipdsticularly attractive about Ama except for his
forked appendage—-...1 fell for the tongue rathemtliae actual guy” (56). Throughout the
novella, Lui leans on Ama for a physical reinsaaptof her subjectivity. He is her gateway into

a new affective and embodied experience, what istedathleen Stewart calls a “bloom-space,”
a term intended to convey the instability of therliothe ways it affects us, and its potential for
“little world[s]” that can make things better or keathings worse—and we never really know
which it is until it has already happened and unélare firmly entrenched within it** Stewart
understands that the world quakes and shifts aatdatl adjust accordingly, trying to keep our
footing: “This is why there is nothing dead or insequential in even the flightiest of lifestyles

or the starkest of circumstancé$”These words resonate because if there is oneeharg

might presumably level against the protagonistheffiction presented in this study—and the
texts analyzed in this chapter in particular—arallihes they lead, it is that they are “flighty”

and inconsequential, concerned with momentary pteasand little else. Chapter One elaborated
on some of the important social changes that caedm generation of young Japanese to
abandon the mores and values of their parents i@mlgarents and embrace lives that seemed to
be grounded in the pursuit of momentary pleasupaisk fixes, and transient existences. The

chapter argued that scholars have made much dintlsal decay,” interpreting the actions (or

115 | auren BerlantCruel Optimism(Durham: Duke University Press, 2011), 23.

116 Kathleen Stewart, “Worlding Refrains,” the Affect Theory Readed. Melissa Gregg and
Gregory J. Seigworth (Durham: Duke University Py@§d.0), 341.

117 pid., 340.
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inactions) of young Japanese as pathological lagiaad ennui, a collective surrendering of
sorts to grave inertia. The lives of these protagershould not be uncritically discounted, in
other words, but rather looked at vis-a-vis an spgitable social and cultural climate—a bloom
space—that has forced many to look for new “modédiviag.”

Both Ami and Lui are looking for new modes of figiin the fiction analyzed here.
Subcultures are by their very nature “little worfdsnd involvement in them often requires that
an individual forgo one identity for the promiseawfother. Lui’s friends call her a “Barbie girl,”
and while it is a label she vehemently denies apgearance and fashion choices preclude any
claims of non-Barbie status. Becoming involvedwAima offers her membership by proxy, a
way to distance herself from the airheaded Badiellwhile not committing to something as
permanent as body modification. But Lui’s decisiorsplit her tongue and get tattooed is a bold
statement, an offering up of herself and her badypémbership in a group to which she will be
permanently wedded.

In his analysis oSnakes and Earring$lark Driscoll erroneously agues that Lui just
wants “new modes of sensation that will lift het ofia generalized post-bubble anomi&He
does not explicitly say so, but Driscoll’s concesnvith Lui’'s relationship with her own body,
and the sensations he speaks of are bodily sensatiparticularly pain. Tattoo discourse is
primed by pain as the primary affect, but Lui’s ttee into that world leaves her vulnerable to
physical and emotional pain. Being somewhat ofdybuodification aficionado already, Lui is
no stranger to the pain that accompanies it. Lpla®s that when she stretched the holes in her

ears, “[b]lood oozed from the hole and [her] €lael® became swollen and red. The constant,

18 Mark Driscoll, “Debt and Denunciation in Post-Blibapan: On the Two Freeter§iltural
Critique 65 (Winter, 2007): 182.
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thumping pain lasted for two or three days” (3he admits, too, to wondering what having her
tongue split will feel like if it hurt so badluystto stretch her ears (3). Later on, she finds out,
ignoring Shiba’s advice, who warns that the tongarenot be stretched as quickly as the ears:
“On every day where I'd move up to a bigger stuiihuind | couldn’t even taste anything for the
rest of the day. The constant pain also made ntelle and made me wish that everybody
would just die,” she says (80).

Pain is naturally an integral part of body modifioa, but for Lui it is something more, a
language unto itself. “There was nothing for méetieve and nothing for me to feel,” Lui
poignantly explains at one point. “In fact the ofégling with the power to kick me back to life
was...acute pain” (91-92). Her pursuit of pain carpasially attributed to what Frederick
Jameson calls “the waning of affect,” or the lok&eeling that characterizes the postmodern
condition’*® He points to artists and authors whose worksdadompare to their more
sophisticated and deeper modernist counterpadsidence of “a new kind of flatness or
depthlessness, a new kind of superficiality inrest literal sense**° Jameson’s words have
deeper reverberations through the ways that feelmgl emotions are being franchised,
packaged, and sold by media corporations as partametic discourse. Kathleen Woodward
suggests that “thrill” or “panic” has been co-optdHollywood and television, which reserves
these sensations for “good action films” or “therppnesent discourse of statistical risks to one’s

health.*?* Indeed, to Jameson, feelings and affects havenbetfree-floating and impersonal,”

119 Frederick Jameso®ostmodernism, Or, The Cultural Logic of Late Calpgm (Durham:
Duke University Press, 1991), 10.

120 pid., 9.

121 Kathleen Woodward, “Calculating CompassioBigmpassion: The Culture and Politics of an
Emotion ed. Lauren Gail Berlant (New York: Routledge, 20@®1.
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bound to a late-capitalist mentality to which sahjaty itself has been lost: “there is no longer a
self to do the feeling,” he lament&.For Lui, pain is a way to feel something authentihile
privileging the body as the site where feeling tagkace.

Lui's courtship of pain is not just a sensationt, dumew affective idiom for managing life
that begins with her tongue stud and tattoo, sgréatier sexual relationship with Shiba, and
finally culminates in Ama’s gruesome and sexuadpived death—presumably at the hands of
Shiba. In this way, pain is important for Lui besadt reinvigorates corporeality at a historical
moment in which the body itself is disappearing] @ns something she actively seeks. From the
moment she meets Shiba to have him pierce her &mstpe is drawn to a latent sadistic side of
his character. Pain and (sexual) pleasure flirinduthe tongue piercing process. He warns her of
the impending sting of the needle with a “[h]ereatmes.” Lui says:

His words made me picture him having sex. | wondiérée warned girls of his climax

with the same soft voice. The next moment thereavdamping sound, and shivers

much greater than those of an orgasm shot throygémire body. Goose bumps shot up

my arms, and my body went into a slight spasm. Mynach tightened and for some

reason so did my crotch, where | felt an ecstétigling sensation. (9-10)

This is the first of many scenes in which body nficdtion and sex are layered in the text,
culminating most explicitly at the end when Shibpes and then mutilates Ama’s body before
killing him. After Shiba pierces Lui’s tongue, theo flirt heavily. “Looking at your face gets
the sadist in me all revved up,” Shiba says. Luinters:

Well, I'm a masochist, so perhaps I'm giving ofé&tlkind of vibe[.][...]

I'd just love to stab [your] neck with a needld].} ]

Sounds like you're more of a savage than a sgdist].

You're right there.

Ama interrupts their exchange, but not before Ind &hiba have implicitly agreed on a

sadomasochistic pact. “Completely mad,” Lui adrtoteer readers, referring to Shiba, “but |

122 3ameson, 15, 16.
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couldn’t suppress my desire to let him do with nfeatever he wanted” (13). Soon they make
plans to begin her tattoo, payment for which heireg but “one fuck” after each session (34).

That night, Lui and Ama have sex back at his apantobut thoughts of Shiba dominate
her mind. Ama proves to be sexually bland, mistgrhirs ejaculation, sucking on Lui’'s nipples
“like a baby,” and “arous[ing] a hint of maternaktinct” inside Lui (18). The scene is brief and
mildly comedic, with Lui reprimanding Ama for hisisfire. Nevertheless, it codes Lui in a
maternal role, and establishes the first leg @mailial/incestuous triangle involving Ama, Lui,
and Shiba, in which Ama is child, Lui is motherde®hiba is father. Shiba possesses a degree of
paternal authority that surfaces through his disptef masculinity and demonstration of
ownership of the female—Lui’'s—body.

Tattoo theory often privileges an interpretatiorthed marked body as that which has
been “reclaimed.” This is especially the case raiggrthe relationship between gender and body
modification, in which women’s body modificationgpects are considered especially political
vis-a-vis the always already marked female bodyatniarchal society. As Victoria Pitts
demonstrates, the discourse of reclamation is itbbwt its shortcomings, howevE® and fails
to consider the role of the tattoo artist or pierédthough Lui allows her skin to be marked and
her body to be opened, it is Shiba who takes theeamle; it is his designs that mark her skin.
They are not just any designs. She elects to havagon and a mythical kirin tattooed on her
back, the former because Ama has a dragon tatmoédis body (placed there by Shiba), and the
latter because she is drawn to one Shiba has oftiisbecomes a problem, because in having
her body engraved with what we might see as thail insignia (a dragon and a Kirin), Lui

incites a turf war that Shiba eventually wins inggome fashion, carving up (modifying) Ama’s

123 See Victoria Pittsin the Flesh: The Cultural Politics of Body Modiftion (New York:
Palgrave Macmillan, 2003), 78-81.
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body, sexually violating it, and jamming an incessiek into his penis. Not only does Shiba kill
off his “competition,” but the manner in which heirders Ama displays his dominance: in
raping Ama, he feminizes him, and in shoving aremnse stick up his penis, he essentially
castrates him.

Sara Ahmed says that “[p]ain matters...it mattersarfar as the experience of pain is
precisely about the bodily life of the process afrh and being harmed...Harm does not simply
happen:; it is overdetermined as well as contingEdtain is complicated, of course, but one’s
(personal or private) physical pain can be readusnttbrstood as part of a communal public—“a
collective politics” of pain?> Ahmed suggests that much of feminist theory iSazdd to
deciphering women’s pain under a patriarchal regtme conditions of which demand that
“one’s own pain (be interpreted) as an aspecttwbader and structural violencE¥® The notion
of “women’s pain” complicates a tattoo narrative@aba woman’s desire for painful body
modification at the hands of a sadistic male tatidist. Yet Kanehara’'s novella is about more
than just the female perspective of physical péihile it is primarily shaped by Lui’s desire for
physical pain, first through body modification ahén through sadomasochistic sex, after

Ama’s death, the novella is recast in terms of éonad hurt.

oV A

Shiba and Lui have sex for the first time after stugs by his shop to discuss her tattoo designs.

Lui recounts part of the scene thus:

124 Sara Ahmed, “Feminist Futures,” f7nConcise Companion to Feminist Theargl. Mary
Eagleton (Malden, MA: Blackwell Publishing Ltd, 280 244.

125 bid.

128 |bid.
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Shiba-san stubbed out his cigarette in the aslindystepped up toward the bed, undoing
his belt as he walked. He stopped at the edgeedf¢dd and pushed me down roughly
with one hand, then brought his palm up againsheok. His fingers traced my veins
and his grip tightened until his fingertips begardig into my flesh. ... The veins on his
right arm bulged to the surface. My body was sciagraut for air, and | began
twitching. My face tightened and my throat feltdik would crack. ... Shiba-san looked
down at me with a blank expression, grabbed holayhair, and pulled on it in a rough
rhythm—fucking my face. | could feel myself gettingt, though he hadn’t even laid a
finger on me. (35-36) [. ...]

After I'd come, | could hardly move. But Shiba-seimply pushed me over, climbed on
top, then slammed himself into me in a hard, unfeng rhythm—grabbing my hair,
choking me, and smiling all the while from the drplkeasure it gave him. The he said,
“Here it comes,” just the way he had when he p@irog tongue, shoving his cock in
deep, pulling out, then climbing up my body to dunipcum in my mouth. | felt a
strange combination of relief and excitement, likebeen released from Hell, but exiled
from Heaven at the same time. (39-40)

Body modification and sadomasochism are often atign body modification discourse through
the shared experiences of pain and pleasure, ¢@mdoconsent. And in the above passage, Lui
draws a parallel between being pierced by Shibgoanétrated by him. A superficial reading of
this passage would correspond with some feministpmetations of body modification that
malign the practice as yet another sadistic andadigy beauty practice demanded of women by
men, another way that men literally inscribe thadée body. But such an interpretation takes a
lot for granted and both neutralizes and essepngiglindividual experience and desire. Sheila
Jeffreys, for instance, contends that the desikeetburt during sex and the desire to be pierced
or tattooed are but cries for help, the externtbmeof invisible trauma for both men and
women. She says:
Some of the enthusiasm for piercing...arises fromettgerience of child sexual abuse.
Self-mutilation in the form of stubbing out cigae=t on the body, arm slashing and even
garroting are forms of self-injury that abuse nanvg/ors so sometimes employ. ...
Sadomasochism and the current fashionability atcpig and tattooing provide an

apparently acceptable form for...attacks on the §alyg abused body. Young women
and men are walking around showing us the effediseoabuse that they have tried to
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turn into a badge of pride, a savage embrace ahtbst grave attacks they can make on
their bodies?’

In a round about way, Jeffreys is arguing that tshup of pain can offer reprieve for those
already living with it: body modification and sadasochism are expressions of controllable and
containable violence while systemic and structuialence are not. Yet here Jeffreys reaches
into the rhetoric of self-harm to minimize indivialbbody modification projects and sexual tastes
as psychological pathology. In doing so, she dmmgany role of individual agency in making
the choice to be hurt, casting it instead as pdgdical imperative. What is important in the sex
scene above is Lui’s role in her own subjugatian, illingness to be degraded and debased,
and the sexual pleasure she derives from it. larotlords, sadomasochism and body
modification work as affective mediums becauséheisefulnessf pain.

Jeffreys is correct about the “fashionability” aftbos and piercings, but she misses the
nuances between tattoos/piercings as decoratioasantbre than skin deep. Today, because
tattoos are a fashionable consumer product—evéapan where they are nevertheless
controversial at timé&’— it is becoming increasingly difficult to say wigmy certainty when
body modification is nojust body modification. Lui’s friend Maki represents thigbcultural
tourist, holding firm to her Barbie girl image whimaintaining a superficial appreciation of
body modification as ornamentation. “I think tatsazman be cute. Like a little butterfly or rose or

something like that, you know,” she tells Lui, eirgktraditionally “feminine” tattoo design

127 Sheila Jeffreys, “Sadomasochism, Art and the lasBiexual RevolutionArtlink 14, no. 1
(1994): 21.

128 Eor example, in May, 2012, Osaka mayor Hashim@ Tthe son of a supposed gangster)
created controversy by asking all government warkerconfess to having tattoos or not. And in
December, 2011, a bill was submitted in Saitamé&eBrare banning tattoos on those under
eighteen years of age. (By comparison, the legaimathe US is eighteen, or younger with
parental consent.)
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imagery (19). While these “cute” designs are dee(sedially) acceptable by their very
cuteness, there is something upsetting about pugslésigns that fall outside of that discourse.
Lui is not into, as she says, “the cutesy stufiit tather “dragons, tribal patterns, ukiyoe
woodblock prints, that kind of thing” (20). Whenesfirst tells Maki that she’s seeing a tattooed
man with a “face full of piercings” and a red MohHgwlaki is incredulous: “You've got to be
kidding” (21). And when she tells Maki that sheeimtls to modify her body in a similar fashion,
Maki can only assume that she has been “brainwéaslyeima (20). Maki’'s is an unfortunate
though understandable reaction that stems frorpriggumption that body modification is
something undertaken by the marginal or deviard,rast by Barbie girls “like her” who find
tattoos to be a trendy fashion accessory.

Critics of those who try to inscribe aesthetic-ntezl body modification with deeper
purpose point out that many turn to the practidceimursuit of deep spiritual meaning or self-
expressive symbolism, but because they are baryeking for excitement. Georg Simmel finds
that the anonymity and impersonality of the urbgpegience has created a state in which people
are, in Elizabeth Goodstein’s words, “always alseldred with everything” and must go to
greater and greater lengths to counteract theedwn®?° He states that this “crystallized and
impersonalized” culture leaves people trappedhat they have everything they need and
want—nbut that's the problem:

On the one hand, life is made infinitely easy...iattstimulations, interests, uses of time

and consciousness are offered...from all sides. Thay the person as if in a stream,

and one needs hardly swim for oneself. On the dthed, however, life is composed
more and more of these impersonal contents andrajiewhich tend to displace the

genuine personal colorations and incomparabilifiéss results in the individual's
summoning the utmost uniqueness and particulaoizaiin order to preserve his most

129 Elizabeth S. GoodsteifExperiences Without Qualities: Boredom and Modgr¢Stanford:
Stanford University Press, 2005), 409.
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personalcore. He has to exaggerate this personal elemeamtler to remain audible even
to himself**°

In our text, the very conventionality of life pushleui to seek what is unconventional—and
extremely so. Body modification, as an “object ebide” seems to promise this: the pierced or

tattooed body is “unique” and “particular,” “exaggted,” to use Simmel’s language; it stands
out in a sea of bodies that are otherwise all #@meeswhile providing the painful jolt Lui needs to
feel alive.

But Lui and her friends are casualties of anonyragyvell as boredom. Brian Turner has
conceptualized the postmodern world in which we g an airport departure lounge, a leisurely
and consumer-oriented marketplace in which bodiesginto each other in passing while on
their way to someplace else. These travelers dasébindifferent to traditional signs of
commitment and remote from the conventional sidrsadng.™* In a way, Turner’s airport
lounge sounds a lot likBnakes and Earringasofar as here we have a world framed by
momentary relationships established by people vdhoad really know each other and who are
all hiding behind aliases and deliberately conttiappearances—a masquerade: Lui Vuitton,
Amadeus, and the “son of God” (Shiba’s way of diéstg himself). Such a world cannot
sustain itself. Late in the novella, Ama failsctime home one night after work and although
Lui rushes to the police station to report him gtmenext day, she realizes that she can't

because she doesn’t even know his name (94). ékmothing about Ama. Until yesterday, I'd

thought that all | needed to know about Ama wastwlkaw with my own eyes. But now |

130 Georg SimmelSimmel on Culture: Selected Writingsl. David Frisby and Mike
Featherstone (Thousand Oaks, CA: Sage Publications,1997), 184. Emphasis added.

131 Brian S. Turner, “The Possibility of Primitivened®wards a Sociology of Body Marks in
Cool Societies,Body and Society (June, 1995): 49.
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realized that | was blind because that’s all | ledkor” (102). There is some irony here, because
in a novella propped up by emphasis on the skipediciality proves to be Lui’'s kryptonite.

Driscoll suggests that because the charactergindbiella “lack basic communication
skills,” they “are left to express themselves sptbrough [superficial] consumer fashion;” they
are “closed-off” and “unwilling or unable” to engathose “outside their tribé** He is right, in
a sense; there is indeed something tribal, evenitore, about the text, though this has less to do
with the characters’ communication skills and morelo with fighting to survive in the current
moment. For these characters, tattoos and pierairggsodes of living and dealing with life as it
is, using the body itself as a way to protect olies®l to unite with others. Lui notices, for
instance, that “everyone gets out of the way” wkhenshe is out with Ama, and the otherwise
sleazy scouts keep their distance (21). Similavlyen she goes out with both Ama and Shiba,
“[s]trangers move...out of our way as we walk...alohg street” (61). In Tokyo, a crowded city
in which people are in constant physical contatieasy way to create personal space is to
cultivate a socially suspect appearance. Modesgtsblars who wrote on the city at the turn of
the century saw it as a space “that created eagrt®bstacles and forced fundamental changes
in the new inhabitants’ nervous systems so that toelld process the ongoing work of the
impact and intensities of the new infrastructuré¢hef everyday*®* We might argue something
similar is at work in the minds of people today analt for Lui and her friends, the body, and the
skin in particular, can be a barrier against tlieahof what lurks within the everyday.

Body modification is about more than insulatingeself; it is also potentially about using

the body to oppose contemporary norms. The primgind the tribal can be antithetical to our

132 Driscoll, 183.

133 Berlant (2011), 68.
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notions of civility and progress. Within body madétion circles, “modern primitivism” is
considered a flight from the failings of the moderorld by marking the body in suspect ways.
Fakir Musafar is generally credited with inaugungtthis movement in California in the 1960s
and 70s in which he stressed that ritualized bodglifitation—primarily piercings at this early
stage but also encompassing aspects of tattooshgadomasochistic sexuality—should engage
political and colonial concerns, critiquing the gress of modern technology and the erosion of
tradition and ritual while drawing attention to theploitation of indigenous peoples and
civilizations. For him, the pain of body modificati affords spiritual and communal growth and
healing, the desire for which springs from an mgive “primal urge” to transform the body, an
urge inherent in all peopfé? The volume of body modification enthusiasts whooniight

within the modern primitive movement has dilutesisaliency somewhat; it is fashionable to
retrofit one’s body modification projects with patal and social allegiances, even within the
subculture itself. Nevertheless, the philosophiralerpinnings are useful in helping us theorize
the pull of ritual practice within a highly mechaad and automated society.

In the above analysis of Sakurai Amirsrocent World|l argued that Sakurai's use of
incest is more deliberate than the shock valueoiides. In that text, incest is part of an ongoing
negotiation between prohibition, taboo, and obsganeant to test the chains of contemporary
Japanese society and push back at the adult wasld.political act, incest is an activity beyond
the reach of patriarchal and social law. It is gdime body in an obscene fashion to break the

rules of normativity and create an unconfined sttbje sexual experience; it is animalistic

134 See Christian Kleese, “Modern Primitivism: Non-Mstream Body Modification and
Racialized Representation,” Body Modification ed. Mike Featherstone (London: Sage
Publications Ltd., 2000), 15-16; Bryan S. Turrieeigion and Modern Society: Citizenship,
Secularisation and the Stat€ambridge: Cambridge University Press, 2011)964-
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sexuality unbound by sociocultural hang-ups andhiproons. In this sense, tattooing and
sadomasochistic sex share an affinity with incastg@ast in Sakurai’s text), in so far as the body
is forced into difficult and uncomfortable positothat deliberately agitate order and civility.
Driscoll holds that the sadomasochistic sex thlts place in the text is bound to other
recreational and self-destructive hobbies charatiepf an “at risk” youth populacg’ He sees
Lui (and indeed Kanehara herself) as the postdd &b “hip, alienated” youth who are into SM,
body modification, “lots of casual sex” and not huase, and who could not care less about the
dismal reality of “having no hope for a better tamowv.”**® He contextualizes the sexual
environment oSnakes and Earringsithin a generational and ideological blind spotinich
Lui's lack of sexual inhibitions corresponds witlpervasive reckless misunderstanding and
overindulgence of sex in a world in whieliv/AIDS is a clear and present danger. Lui speaks of
being with men with strange sexual fetishes, incigane who “put a small glass bottle in [her],
which he then tried to smash with a hammer. Andetdeeven been some real weirdos that got a
kick out of poking [her] with needles” (37). Shemmus to know, too, that she has “no qualms
with spanking or anal [sex]” and that she has “@aemas, which were fine, and [has also]
played around with toys” (37). Driscoll reads suebelations through a political lens in which
recreational sex constitutes an exercise in indaidreedom at odds with state interests,
including the aging population (“Japan Shrink”) aates ofSTD transmission (“Japan Pink?),

reflecting the libidinal priorities of young people

135 Driscoll, 185.
136 |pid., 183-185.

137 pink is a euphemism for Japan’s sex industry.
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His interpretation of the sexual slant of the ntavzekems patrtially based on his overall
view of the text—that it portrays contemporary Tolas “a neoliberal utopia” in which young
people roam wild® But it also derives from Driscoll’s opinion of Kehara herself, whom he
sees as “a hybrid of fashion model and adult vielgieess” because of the way she looks—
“bleached hair and eyebrows, Louis Vuitton bag,iskint, and heels**° While we might
disagree with his impression of Kanehara's “lodkg”does nevertheless bring up an important
point: pornography, and even SM, has bled intcctiiiral fabric in ways not seen before. In
other words, Kanehara’s novella, and apparentlyelkara herself, contribute to an ongoing
negotiation between the everyday and the excessxobf the contemporary moment evident in
Japan, the US, and elsewhere. Fashion historiagriégbteele has documented the infiltration of
“the style, if not the spirit” of sadomasochismointomen’s clothing, for instancé&’ “Corsets,
bizarre shoes and boots, leather and rubber, ashelwear as outer wear” are common elements
in the influential collections of Dolce and GabbaGalliano, Anna Sui, Versace, and Vivienne
Westwood-*! Consider, too, Alexander McQueen'’s comment: “I'at hig on women looking
naive. There has to be a sinister aspect, whdthenélancholy or sadomasochist?It is

important to note that most of the designers witonporate SM into their fashion are (gay) men

who cater directly to female clientele. When aside would ever try on one of his famous

%8 |bid., 184.

%9 bid., 183.

190valerie SteeleFetish, Fashion, Sex and Pow@xford: Oxford University Press, 1996), 4.
! bid.

142 Quoted in Andrew Bolton and Harold Kodslexander McQueen: Savage Bea(gw

Haven, CT: Yale University Press, 2011), 80.
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corsets, Jean-Paul Gaultier responded: “No. Ohl, am. shy. That's why | like the [women]
who wear my clothes to be brav€>Steele sees recent interest in tattoos and pigr¢imot to
speak of cosmetic surgéf§) as an extension of the broader saturation ofreagochism in
women’s contemporary dress and body styles: m#leotartists—like male fashion designers—
decorating the female body, permanently, fittinfpita corset that cannot be removed. Hers is a
minority view, corresponding with conservative famt interpretations of body modification as
deliberate acts of violence and oppression upofetinale body that, like porn and SM, reaffirm
women’s subjugated positions. Such arguments ovedod diminish one’s ability to find
pleasure in pain and one’s agency in making thécehend taking the chance to do so. They
seem to presume that women’s body modificationguts;j like women'’s involvement in SM,
are for male gratification or otherwise have now&ubive potential.

Kanehara’'s use of sadomasochistic sex is more lexnapd is not without its
antecedents. Kono deals with similar issues reyulaher fiction, such as in “Ygjigari”
(Toddler Hunting, 1962), in which protagonist Akikajoys being beaten by her lover Sasaki.
One evening, Akiko wants “to add a little varietytheir usual routine™® So she asks him to
beat her with a vinyl washrope.

As he reached for it and started doubling it upikBkvas already begging him to use the
jagged metal hooks on her—they’d make a clickingnsio

143 Quoted in Steele, 88.

144 Some scholars argue that the accessibility of etisrsurgery in many first-world countries
speaks to the social anxiety over physical flawgarfections, or defects, which are becoming
increasingly construed as “deformities” that neeté fixed. Deborah Covindmending the
Abject Body: Aesthetic Makeovers in Medicine antduCel (Albany: State University of New
York Press, 2004), 42.

145 K6no TaekoToddler Hunting and Other Storiesans. Lucy North (New York: New
Directions Publishing Corporation, 1996), 62.
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It depended on what they used, but they both edjttye sound things made whipped

against her skin. The more excited the noises rttan, the more they would have to

suppress their cries. That night, however, Sasattildeen especially resourceful with that

length of rope, and Akiko’s screams smothered loeithirashing sound®
Their playtime is interrupted by a knock at the dand a curt reminder from the superintendent
to keep the noise down. It is a timely interruptibacause Akiko passes out and lies unconscious
for nearly half an hour. Kéno approaches this thagein in “Roj6” (On the Road, 1964), but
pushes it even further. Here, protagonist Tatsakbesizes about being murdered by her new
husband Kano:

Tatsuko often dreamed of death. Bound ever tighyehe rope, when her body would

fall over with a thud, or when she felt her fingest—the only part of her body that she

could still move—grow cold behind her back, she &slthough she experienced the

pleasure of death. ... She lost herself in dreamfrigeopleasure of a death bestowed

upon her by Kand*’
The imagery is jarring, as is the point the auildrying to make. When Koéno burst on the
scene in the early 1960s with her stories of masticlwomen and their sadistic lovers, nobody
knew how to react. Critics have often wondered Wbpo’s protagonists yearn to be beaten—or
worse—by men. Middle-aged protagonists eschewiadamily unit and domesticity in favor of
chains and whips bespoke a number of concernise lauthor a feminist, fighting for a space in
which womanhood does not have to revolve aroundherhbod but can also include an active
and “perverse” sex life? Is she anti-feminist,ictfhg pain on her protagonists to pander to male
fantasies of sexual domination? Or is she parodsowigl insistence on female submissiveness
and self-loathing? Gretchen Jones succinctly sumzesmthese contending views, elucidating the

ways in which Kéno’s use of SM speaks to pressssges facing women in Japan, particularly

the primacy of motherhood (her protagonist are galyeolder women) and the subversion of

148 1bid., 63.

147 Quoted in Bullock, 132.
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desire through the anticipation of pain (rathentpain itself) as an expression of pleasure.
While both K6no and Kanai create graphic imageahair texts, they avoid writing sex acts with
similar explicitness. Kéno has a famous scene iithiva young boy is strung up and
disemboweled. And Kanai has one in which her ydengale narrator envisions herself as a
rabbit whose entrails are yanked out by her fatbee pg. 32). The reader must read between the
lines to fill in the sexual aspects. Kanehara iagdl out, leaving nothing to the imagination.dn
way, she writes her own version of pornography,ciwlattempts to unveil the sexualized body
and present it in itaw and carnal stafe]” **®

As Lui’s tattoos take their final shape and ashboke in her tongue increases in size,
Shiba becomes more sexually aggressive and donmge#&Yhile the first encounter, described
above, is an enticing mixture of pleasure and gamay modification and sex, what follows is an
experience seemingly foreshadowing her death ammepé¢ for one mention of oral sex, hardly
reads like a sex scene at all.

Shiba-san grabbed my hair and pulled it upward.nglgk muscles twitched with the

unexpected pressure. Shiba-san grabbed my chimadd look up.

“Want to suck it?”

| found myself nodding my head, as | didn’t fe&klil could, or should say no to Shiba-

san. | sat up and put my hand on his belt and heipunands around my neck. He

choked me so hard | thought he was going to kill {#i&)
Shortly after this, Lui becomes concerned that étis] running out” for her (82). She laments:
“Simply put, there was just no light. My life andt@ire were pitch black, and | couldn’t see
anything at the end of the tunnel. It's not asdfdeen expecting great things for myself before

that, it’s just that now | could clearly imagine s&yf turning up dead in a gutter somewhere...”

(82). Lui is convinced that either Ama or Shibal\ill her, and she is not really bothered by it.

148 Rebecca Copeland, “Woman Uncovered: PornograptiyPamer in the Detective Fiction of
Kirino Natsuo,”Japan Forumil6, no. 2 (2004): 264. Emphasis added.
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Later, Lui confronts Shiba, asking if he has evbed anybody. He replies that he has, and
seeing Lui in so much misery at his revelationureed on and demands sex.
He unbuckled his belt, then picked me up and placedn the bed. My crotch
responded to his cold stare—like a weird sexuaigarof one of Pavlov’s dogs.
Within seconds it felt like his fingers and penisreseverywhere. Poking me, prodding
me, making me gasp and grimace with pain and wahagure. | felt as if his fingers were
getting rougher each and every time we had sewastprobably his passion, | thought,
but if he continued like this, then one day he wloehd up killing me. (89-90)
Lui still responds to his touch in an erotic manrert her response is increasingly cautious and
guarded. Here, too, there is very little sex inghr scene. But interestingly, after they finish,
Shiba casually asks Lui, “Why don’t you marry m¢30). Domesticity is forced in from the
most unlikely of sources—Shiba, who is seemingéyritiost savage and “primitive” of the text’s
major players. Indeed, after their exchange Lusgo@ame to wait for Ama. But he never comes
home. Soon his body is discovered by the policdlybautilated and sexually defaced. The
police ask Lui to identify the body after it is oa@red.
| almost fainted when | saw the photographs of tlwey’d found him. A weblike pattern
was carved into his chest with a knife, and hedigdrette burns all over his body. All
his nails had been pulled off, and something thakéd like an incense stick was sticking
out of the tip of his penis. His short hair hadrbé&&n out in places, and his scalp was all
ripped and bloody. ..I'd never experienced so much pain and despairdid ht that
moment right then(104) (Emphasis added)
Neither the reader nor Lui ever learn the idergityAma’s murderer, but it is presumably Shiba.
Musk Ecstasy, the brand of incense found jammexAma’s penis, is sold at his tattoo shop.
In the italicized sentence above, we see thaighise worst pain of all for Lui. In a
novella filled with pain—tattooing, piercing, chaolg, beating, etc.—Ama’s death is the climax,
and it is the only pain from which Lui does notiderpleasure, because it is the only pain that is

not physical. In spite of herself, she realizes tee “had probably been falling in love with

him” (107). Elaine Scarry states that “pain is fodtor ‘for’ anything—it is itself alone,” This
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novella both draws from and challenges her statérhene, pain is of and for pleasure, of and
for life. It is only Ama’s death that seems to hewnd for itself, a selfish kind of pain that casise
Lui to lose complete interest in body modificatimecause “now there wasn’t anyone to praise
me for it” (111). And so with Ama gone, she stopstshing her tongue and has Shiba add eyes
to the creatures on her back so that, citing a €@negend, they can fly away if they want. “I
wasn't just giving life to my dragon and Kirin,” Lexplains afterward, “l was giving it to
myself” (118). Perhaps most tellingly, she say$ ttiee pain went away immediately” (119).

Which is what Lui wanted all along. The pain of mativity, of her everyday life, is
what compelled her to get a tattoo and tongueisttiake first place; it is what compelled her to
turn to pain to feel alive again. But the pain oh&s death is so intense that it liberates, and
pushes Lui further into a new mode of living in aiiher tattoos are just that—tattoos—and her
tongue nothing more than “[a] useless, empty hoteosinded by raw flesh that glistened with
spittle” (119). Of course, Lui’s tattoos still doeamsomethingparticularly her dragon, which is
now an homage to Ama. She says, “I didn’t know #dyaghy I'd decided to get a tattoo in the
first place anymore, but | knew that this one haghmng for me” (118). It is as though the
intense emotional pain of Ama’s death releasedrom her need for physical pain.

Driscoll offers that “minus the vanguardist piegiand S/M themes, the larger plot is
fairly banal for metropolitan Japanesef’f’His statement is overdetermined, but he is right i
implying that the narrative itself is ultimatelystained by a love triangle. Love triangles are a
relatively common narrative trope—evident in modana contemporary fiction alike—but what
is important about the trope in Kanehara'’s texsigarring resolution: Shiba murders his

competition. Moreover, Lui hides the evidence limkiShiba to Ama’s murder. She knows that

149 Driscoll, 183.
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the brand of incense stick found sticking out ofasmpenis is the same kind Shiba sells. So she
tells Shiba she is “going shopping,” and comes itk coconut incense, claiming that she has
grown tired of musk (115-116). She also tells Shitz she “like[s] long hair on guys,” and
convinces him to grow his hair out, which will ceaedistinct tattoo on his head (116). She had
acted in a similar manner after Ama killed a gaegenh the street who tried to pick Lui up,
thinking quick on her feet and demanding that heenge the color of his hair and keep his tattoos
covered. Her plan worked the first time, becausepibiice never did catch Ama, and the reader
is left to assume they won't catch Shiba, eithdée fight she goes out to buy incense, she and
Shiba lay down together in bed. Lui says:

l...got into bed with him and lay next to him unté Fell asleep, all the time replaying

sickening scenes of him strangling Ama as he réed| imagined a whole range of

different, sickening things, like Ama laughing tbgh it all, or Shiba-san crying. If

Shiba-san was really the murderer, he must havikechAma so much harder than he

ever choked me. (117)
What compels Lui to lie silently next to the manamhciously murdered her boyfriend? She
tells herself that she is confident “he wouldn’tdide to carry on violating me like he had. And |
knew he would take care of me. That everything wdod alright. Even if Shiba-san had raped
and killed Ama, it was somehow still alright” (11&8he is taking a tremendous risk, both
emotional and physical. Even so, she defends leceh'l knew he would take care of me,” Lui
says (119).

Thus, there are overlapping stories of domestiitility and savagery here. The story
may be “banal,” but it is also shaped by a prinaitigurvival of the fittest” mentality in which
the stronger, more masculine man gets the girl.nidwella wraps up quickly after this, and the

darkness that had enveloped her after Ama diedgiag/ to sunny optimism. Literally. “I

turned to the sun,” Lui says at the very end, asggts out of the bed she now shares with Shiba,
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“and squinted into its unrelenting brightness” (LZhe text is tricky, because it does not unfold
according to our expectations or desires. Butyim¢y to figure it all out, we might look to what
Slavoj Zizek has said about the pain/pleasure tegi$ain and pleasure are not in themselves
goals of activity but, rather, ... [are attemptsregulate...the life process and
promote...survival.**° This is whatSnakes and Earrings about as well; in the end, despite
what the reader might think, and despite the selxvesience—or even because of it—Lui is

doing her best at surviving and finding feelinguipost-affective world.

*oVA
In these texts, it is not simply a rhetoric of estional sex that is at work; it is sex between
bodies that are marked and marginalized. Earlieew from Elizabeth Grosz, who
conceptualizes the greatest and most fulfillinguséxexperiences as those that are taboo and
subversive. Chantal Nadeau goes further, arguiatgcértain sexual acts “tease...the established
norms of domesticity[.}** In Sakurai and Kanehara’s texts, we have seewdlys in which
teenage girls behaving badly go beyond “teasingfiefsticity. They thwart, subvert, and destroy
it. What is most upsetting, however, is what Nadeslls “the individual quest for pleasure” that
is at the heart of these work&.It is not necessarily and strictly sexual pleastifeough that is,

of course, the predominant medium of expressioith Bani and Lui end up finding a greater

transcendental pleasure than that which sexuabcbaffers. It is pleasure that allows both

150 5lavoj Zizek The Parallax View(Cambridge: Massachusetts Institute of Technol2g9s),
230.

151 Chantal Nadeau, “Girls on a Wired Screen: Cavabitema and Lesbian S/M,” Bexy
Bodies: Strange Carnalities of Feminised. Elizabeth Grosz and Elspeth Probyn (New York:
Routledge, 1995), 215.

1521bid., 216
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women to find their footing in a rocky sociocultutarrain. And it is a message that courses
through all of the works analyzed in this dissestathow women find happiness when their
bodies do not belong to them.

The message is easy to lose in these two tetghinof all the sensationalistic sex. In the
Introduction, | offered that Japanese women wriggrd others in creative avenues turn so
frequently to sex because of a historical legaay tlas not allowed them to do so. Expressions
of sex and sexuality have been ways to challengestédtus quo and gender ideologies. An
important question to ask, though, is that withghevalence of sex in contemporary society and
an active discourse that continues to tap intaré,women writers such as Sakurai and Kanehara
still subverting social expectation or playing i® Are they part of a hegemony that continues
to portray women as sex objects? | posit that thesieors are doing both. As writers of popular
fiction, they are writing popular elements (sexyglence, sensationalism), but do so in an overly
determined fashion. Sex is not just sex in thesdsvdt is beyond the realm of comfort.

But we also need to keep in mind that these pratiatpare still teenagers. | have discussed the
ways in which these works contribute to a discoars® salvaging of sexuality, but the fact
remains that Ami and Lui are both teenagers—seeardad nineteen years old. Are they old
enough tdhavea sexuality that needs reclaiming? The protagemsKono’s works are middle-
aged, by contrast, and have grown up in a soanetyhich their sexuality is not their own; in
other words, by the time they reach middle-agey thant it back. Even so, despite their ages,
Ami and Lui have experienced some of the worst @sp# patriarchy already. Part of my
dissertation is devoted to exploring trauma atptneate, individual level, and the ways in which
social ordinances regarding women'’s bodies fostearaironment that is traumatic. We can read

Ami and Lui’s experiences with men as part of tleeinditioning to exist as presupposed sexual
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objects. Thus the texts are about how they argeaparticipants in their own sexual destinies as
well as how they find outlets for their own pleastinat is not limited to the bodily sensations

that accompany sex.

*oVA
In Chapter Three, we leave behind texts informeakisthetics of obscenity and turn our
attention to two narratives fully invested in tiopds of thin and the fetishization of hunger. The
authors | follow in the following chapter write fifod and eating or starving, yet they do not
write of hunger, because in an era of surfeitrthemtagonist&re nothungry—at least not in the
usual sense. The texts bring to light the compkxind interwovenness of the nature of hunger

and of the importance of being thin in contempotkayan.
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CHAPTER THREE Abjection: Writing Size Zero

[The fashion industry] wanted models that lookée junkies...The more skinny and f—ed up
you look, the more everyone thinks you're fabulous.

--Zoe Fleishauer (fashion model)
[Happiness] is quite incapable of being realizdlthe institutions of the universe are opposed

to it.
--Sigmund FreudCivilization and its Discontents

HEROIN(E) CHIC

At about the same time Japan was experiencingiithydriven “moral panic,” the United States
was ensnared in its own version. The problem wayoung women masquerading as
prostitutes. Rather, important fashion houses \washing a new look on their young consumers
through the medium of high-powered runway modéterbin chic,” as the look was called,
demanded matted hair, dark eyeliner, and, mostitaptly, a cultivated emaciation. The
models, inhaute couturglooked strung-out as they sashayed down the dat®Reesident Bill
Clinton was alarmed, for the rise of heroin chi;mcaed with the spread of heroin itself into
upper- and middle-class subufbis. 1997 he lashed out at the designers behindetetrend,

who in his mind promoted drug use: “The glorificatiof heroin is not creative, it's destructive.

It's not beautiful[,] it is ugly. This is not aboatt, it's about life and death. And glorifying dea

! Quoted in Karen Schemer, “Rockers, Models and\iiw Allure of Heroin,"NewsweeH 28,
no. 9 (August 26, 1996): 51.

2 Russil Durrant and Jo Thakk&ubstance Use and Abuse: Cultural and Historicabpectives
(Thousand Oaks, CA: Sage Publications, 2003), 87.
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is not good for any society...As some of the [modsta}t to die now, it becomes obvious
that...you do not need to glamorize addiction to selthes.®

Rebecca Arnold has shown that Clinton’s words Weret with a mixed response from
the fashion world"—some claimed that the heroirkla@s already over by the time the
President caught on; others justified the look doyirsy that contemporary fashion was trying to
portray “young people’s lives more honestly” thahad in the past through emphasis on
airbrushed beautyRegardless, the appeal of waifish models suchats Moss and Jamie King
was the death knell for the “health and strengblokl “that had characterized [the 1970s and]
much of the 1980s.” Indeed, Arnold says that “skegth, and ambiguity are the key figures of
our times.® And while Maggie Wykes and Barrie Gunter suggesat strength was desirable in

the 1980s as an embodied response talbs “panic,™

the topos of thin had already been
making headway into the popular consciousnesshedtire then; Twiggy’s “mascara-spiked
stare and long, spindly legs,” and adolescentgigsique defined fashion in the 1960doss,

then, accentuated and popularized a trend sevecabes in the makirfg.

% Quoted in Rebecca ArnolBashion, Desire, and Anxiety: Image and Moralitytie 20"
Century(New York: Routledge, 2001), 48.

* Rebecca Arnoldrashion, Desire, and Anxiety: Image and Moralitytie 20" Century(New
York: Routledge, 2001), 48, 52.

®> Rebecca Arnold, “Heroin ChicPashion Theory: The Journal of Dress, Body & Cuét8r no.
3 (Sept., 1999): 285.

® Maggie Wykes and Barrie Guntdihe Media and Body Image: If Looks Could Kilhousand
Oaks, CA: Sage Publications, 2005), 65.

’ Susan Bordo, “Hunger as Ideology,”fieminism and Pedagogies of Everyday Léfe.
Carmen Luke (Albany: State University of New YornleBs, 1996), 119.

8 While Twiggy popularized the look for the massaser women cultivated a thin, bird like
physique even earlier. French singer Edith Pial$t2963), whose stage name is a Parisian
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Even when hollowed-out eyes and matted or tousd@df&aded from the pages of fashion
magazines in the 1990s as well as from the bodidseo/oung models who posed for them,
their physiques remained stubbornly wan. Insideag olaim that “fashion...looks best on thin,
young bodies,” but the resilience of the thin botythe runway speaks to more than just an
ability to photograph wefl.Designer Jil Sander’s “glamorization of the cadaus [and] starved
look” aside’® fashion’s fondness of this thin body taps intailiuzally pervasive legacy that
continues to code thinness and its permutationtiseasleal body type for women. Feminist
theorists contend that the fashion industry and/itsns—from which men are generally
immune—is implicated in the social coercion andtoarof women’s bodies. As we saw in
Chapter Two, the “man-eater” is symbolically cogmil the epitome of “uncontained desire,
unrestrained hunger, uncontrolled impulsEsThe global branding and glorification of thinness,
some feminists argue, has kept woman in check,igiraythe antidote for her unruly desire to
consume, though cloaked in high-fashion clottihg.

But interestingly, the thin body initially becameshionable as a way tejectold norms

of femininity, particularly the voluptuous “fat @fealth” represented by the old English

argot for sparrow, was as well known for her “w&tfi physique as she is for her voice. See
Carolyn BurkeNo Regrets: The Life of Edith Pig€hicago: Chicago Review Press, Inc., 2011).
° Abby Lillethun, “Part VIII: Fashion and the Bodyitroduction,” inThe Fashion Readg?™

ed. Linda Welters and Abby Lillethun (New York: Be2011), 336.

19 Susan BordaThe Twilight Zone: The Hidden Life of Cultural Inesgfrom Plato to O.JLos
Angeles: University of California Press, 1997), 108

1 Susan Bordo, “Reading the Slender,Biody/Politics: Women and the Discourses of Science
ed. Mary Jacobus, Evelyn Fox Keller, and Sally 8ewbrth (New York: Routledge, 1990), 89.

12 See Susan B. Kaisdtashion and Cultural Studigdlew York: Berg, 2012), 21.
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aristocracy and embodied in the curvy allure oh&Marilyn Monroe and Jayne Mansfiéftit
is true that fashion has typically been the pronadeof the wealthy, and so it is a bit of a
misnomer to say that thinnesmdefashion accessible. This is what it did, howeuethe 1960s
wealthy “Jet Setters” made it cool to be thin “feyrectomorphs and while not everybody
could travel the world the way thin and affluentipg people dideverybodyhad the potential to
be thin. Thinness was accessible fashion, and rfi@ch sums up the cultural capital of the
look this way: “...thinness signified a freedom, avgich increasing numbers of people from all
class backgrounds could take up. It was a breakthé past and seemed to offer the possibility
of transcendence of class itself.When Twiggy, ninety-four pounds, and from a wogkiriass
background, became famous the connection betweish size and success seemed self-evident.
This was the beginning of the large-scale affectiveing of thinness in the popular
consciousness. In spite of the notion that the ltbidy would be the great socioeconomic
equalizer in the fashion world, today consumertadipm has pushed thinness away from the
general populace and back into the realm of thdtiwaad leisure class. “[Ijn United States
culture, thinness is valued,” observes Carole Goami
“The dominant culture—manifest in advertising, fash and the media—projects a
belief that thinness connotes control, power, vieaibmpetence, and success. Research
has revealed that obesity for women varies diregifly class status and ethnicity.

Greater wealth and whiteness go along with thinnessr Puerto Rican, Black, and
Native American women have lower status and gredtesity rates than well-off Euro-

13 Susie OrbacHunger Strike: The Anorectic’s Struggle as a Metapfor our Age(London:
Karnac, 1993), 54.

¥ bid.

15 bid.

128



American women. The standard of thinness upholdass structure where men, whites,
and the rich are superior to women, people of ¢alod the poot®

Philosopher Susan Bordo concurs, suggesting thaimy is thinness a wealthy, white woman’s
luxury, but that it is also a cornerstone of dddeaand refined femininity. Generally speaking,
men prefer thin women because of the implicit sylisbowoven into their physiques: thinness
and control of appetite is a demonstration of aardf sexuality, emotions, and the desire for
freedom—all of which are important factors in tleeomy of desirability’

Bordo contends that within a patriarchal societyta attention to one’s body size is “a
dominant element of the experience of being ferimathis culture.*® She speaks specifically
from a Western context (“this culture”), but hernd® resonate across the ocean as well. Laura
Miller has identified countless diets in Japanuwithg “the Video Diet, the Dumbbell Diet, the
Walking Diet, the Bracelet or Earring Diet, the J&iet, the Bath Diet, the Reflexology Diet, the
Massage Diet, the Mentholatum Diet, the Blood Tijpet, the Karaoke Diet, and the Manicure
Diet,” most, if not all, of which are aimed at woni€ The number of diets available to the
waist-conscious Japanese woman speaks to theiweriess of, or demand for, dieting itself—
with so many options, everybody can, and shouldt!ddiller's work on Japan’s beauty

industry is important and timely, as she bridgesghp between beauty regimes that have been

16 Carole M. Counihan, “Introduction—Food and Gendientity and Power,” iffood and
Gender: Identity and Powged. Carole M. Counihan and Steven L. Kaplan (Nenk:
Routledge, 1998), 8.

7 Susan BorddJnbearable Weight: Feminism, Western Culture, dredBody 13" ed.
(Berkeley: University of California Press, 2003711

18 bid., 57.

19 Laura Miller,Beauty Up: Exploring Contemporary Japanese Bodyhetiss(Berkeley:
University of California Press, 2006), 165.
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thought to be supposedly different. Studies hawsvahin fact, that Japanese women are as
concerned with their weight as Western women aregtimore so. “A quarter-century ago,”
writes Blaine Harden for the Washington Post, “Rlsgse women] were twice as likely to be
thin as overweight; now they are four times makelij to be thin.*

Pathological thinness has bred unforeseen consegsiem both sides of the ocean. It has
been said that eating disorders are plagues afgstern mind and that the infiltration of
these disorders into non-Western arenas is thé @foroximity to Western ideals of beauffy.
There has been a presumption in the West that walhink of as eating disorders—namely
anorexia and bulimia—do not afflict the Japanesen¢m-Westerners in general). In her study of
Japan’s beauty industry, for example, Miller cahdatimits that she once insisted to her
students “that Japan was free of wretched implamlishness and widespread anorexia,” and that
Japanese women were exempt from the “body probteat’haunts Western womé&hMiller
cannot really be blamed for having though as stiefdr the notion that “Westernization” was/is
to blame for many Japanese (and Asian) women’s bhaogieties is relatively commonplace

among scholars the world over. “As many Asian coastbecome Westernized and infused with

20 Blaine Harden, “Big in Japan? Fat Chance for Nesi?Young Women, Obsessed with Being
Skinny,” Washington Post Foreign Servi¢c@égarch 7, 2010, http://www.washingtonpost.com/
wp-dyn/content/article/2010/03/04/AR20100304014861{November 9, 2012).

?L“The American disease spreads eastward,” lameatsriNWolf. Naomi Wolf, “Hunger,” in
Feminist Perspectives on Eating Disordezd. Patricia Fallon, Melanie A. Katzman, and Susa
C. Wooley (New York: The Guilford Press, 1994), 94.

22 pya Nishizono-Maher, “Eating Disorders in Japaimding the Right Context,Psychiatry
and Clinical Neurosciences2 (1998) (Suppl): 320.

23 Miller, 19.
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the Western aesthetic of a tall, thin, lean bodyirtaial tsunami of eating disorders has swamped
Asian countries,” commented Eunice Park a decadé‘ag

It is true that Japan is experiencing an “unprectztbattention to thinne$sr womeri
today, but it would be unwise to presume that Wedteshion models are solely to blame for the
rise of eating disorders in recent ye&rdeed, we should disabuse ourselves of the
presumption that Japanese women are now thinnereterbecauseof Western influence. The
“tall, thin, lean body” is not a Western import,l@ast not in recent years. It represents a shift i
body aesthetics that began in the 1920s and enas®®ahanges in beauty ideology and diet,

and is even reflected in the literature and atheftime?’ Nevertheless, both Park and Miller

24 Eunice Park, “Starving in Silencesian WeekJune 15-21, 2000,
http://www.asianweek.com/2000_06_15/feature.htndt¢®er 10, 2012).

%5 Laura SpielvogeMWorking Out in Japan: Shaping the Body in Tokym&ss ClubgDurham:
Duke University Press, 2003), 186. Emphasis iniaig

26 Miller, 22.

2" In Tanizaki Jun’ichiro’s (1886-1965) novéhijin no ai(A Fools Love, 1922; trans. Naomi
1985), for example, protagonist Joji describeddus interest Naomi as follows: “In fact, [she]
resembled the motion-picture actress Mary Pickftirdre was definitely something Western
about her appearance. This isn’t just my biased.vie And it's not only her face—even her
body has a distinct Western look when she’s nakéd Elsewhere in the novel, J0ji takes
Naomi (whose name even has a Western flare) tbabeh, going into rich detail about her
body:
When she appeared on the beach at Yuigahama, weherark green cap and bathing
suit that we’'d bought on the Ginza the evening teefbrejoiced at the beautiful
proportions of her limbs. ... [A] striking charact&ic of Naomi’s frame was that her
trunk was short and her legs long, so that fronstadce she looked much taller than she
was. Her short trunk tapered to a wonderfully shaist, then swelled into richly
feminine hips. ... In sum, her shoulders were powexnfid brimming with youth and
beauty. When | surreptitiously compared her wign dther girls on the beach, it seemed
to me that none of them had her combination ofthgahoulders and graceful neck. (29-
30).
Here, we get glimpses of the beginnings of theaiadl lean body of which Park speaks, a body
that was cultivated in Japan due, perhaps, tontiigence of Western movie stars such as
Pickford, and also and more importantly to theadtrction of physical fitness into girls’
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held views that were shaped by the notion thahgatisorders were/are culture-specific and
“spread” like other illnesses; anorexia is contagiand even fashionatff€To be sure, because
the term anorexia was developed in the West touatdor the eating habits of Western women
it has a certain degree of cultural-specificitypaaxia was and to a large extent remains the

province of young upper-middle class white worfitfihis does not mean that other cultures or

secondary education (which coincided with the gonent’s push to strengthen the body politic
for military reasons) and the dominance of Japérssfemale sports star, Kinue Hitomi, at
international track and field events from 1926-192&und the same time, Shiseido cosmetics
commissioned artist Takehisa Yumeji (1884-1934)amt an advertisement for their new
cosmetics line. He painted thin, wan women whogmpisg shoulders and small
breasts...symbolized a skin without depth.” Takelsisedomen reflected an anxiety over the
nation’s modern turn, an anxiety that would passhiegylate 1920s when women were often
depicted in a more confident manner. Citations fdam’ichiré TanizakiNaomi trans. Anthony
H. Chambers (New York: Tuttle Publishing, 1985);dda Ai, “Tokyo 1925,'Gendai shiso
[Contemporary Thoughf], no. 8 (June 1979): 72.

28 | mean that anorexia is fashionable in two waysh&d Gordon argues that “during the late
1970s and early 1980s anorexia nervosa was widddlgized, glamorized, and to some extent
romanticized” by popular media as a disease opthéleged class. Some estimate that up to
thirty percent of diagnosed anorectics have whiateHBruch calls “me too” anorexia. For
scholars, anorexia is a hip thing to study giverfdiouble exoticism” as both social and medical
disorder. Furthermore, for scholars with littleinrag in medicine, anorexia is an accessible
illness. Megan WarinAbject Relations: Everyday Worlds of Anoreffascataway, NJ: Rutgers
University Press, 2010), 192, n. 10; Joan JacobmBerg, “From Psychiatric Syndrome to
‘Communicable Disease: The Case of Anorexia Nervasdraming Disease: Studies in
Cultural History, ed. Charles Ernest Rosenberg and Janet Lynneeew Brunswick, NJ:
Rutgers University Press, 1992), 138.

29 Coined in 1873 by physician Sir William Gull topain food refusal-anorexia—for what he
felt were psychological reasonsiervosa—, anorexia emerged amidst the large-scale
medicalization of European society that took pisoen the 17" century, in line with the rise of
the insane and the asylums in which to house themrexia, however, was by nature exempt
from associations with insanity, for it was a lahpplied to wealthy girls who could afford to be
treated at home, confined to the bed rather tharceéll where they could recuperate. See Joan
Jacobs Brumbergrasting Girls: The History of Anorexia Nervo@dew York: Random House,
Inc., 1988), 123. Interestingly, however, body imagas not widely considered to be a
contributing factor of anorexia until the 1960%)€tsame decade in which the ideal of the thin
female body significantly increased its hold in mporary Western culture.” Helen Mason,
The Thin Woman: Feminism, Post-structuralism amdSbcial Psychology of Anorexia Nervosa
(New York: Routledge, 1998), 93.
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ethnicities are excluded from the discussion, herehor aversion toward food and eating has
been widely documented in the non-Western worldi@sand throughout history for reasons
other than those most often associated with anareks Joan Jacobs Brumberg cautions: “Just
because a behavior occurs across cultures or @ bt necessarily mean that it has the same
cause” or diagnosi®. Thus, not only is it risky to equate someone’st@ating-ness” with
anorexia, it is particularly inadvisable to do slem other sociocultural and —historical factors
may be involved.

However, even if eating disorders are not discugsednjunction with contemporary
emphases on thinness and bodily perfection, iard ko ignore the fact that thinness itself has
become a global brand that exists confusingly withparadigm of an obesity epidemic, and
within a greater late-capitalist mentality that dragizes consumerism. In Japan, as in the US,
the topos of thin is at odds with and contradidsgaance to consumer capitalism. As Bordo
posits: “The slender body codes the tantalizinglidé a well-managed self in which all is kept
in order despite the contradictions of consumetucel! that demands the acquisition of any- and
everything®* The frustrations of this paradox become evideriénfiction | present here as the
protagonists find their bodies increasingly oubotinds, in flux, and caught between a code of

feminine restraint and a world of self-indulgence.

WRITING SIZE ZERO
In the following literary analyses, | discuss twonks of fiction that provide haunting insight
into lives governed by allegiance to the thin badd its myriad metaphors. In Matsumoto

YUko’s Kyoshokushd no akenai yoalehe Excessive Overeater: An Endless Dawn, 1991),

%0 Brumberg (1988), 5.

31 Bordo (2003), 201.
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college student Tokiko struggles with binge eateny] seeks psychiatric help to understand
why. Hasegawa Junkoksodoku no ii nari(Prisoner of Solitude, 2006) concerns Mayuko, a
thirty-five year old woman whose daily life revotsaround violent episodes of bingeing and
purging. Both texts address issues of hunger asragate for sex and sexuality. But they do so
from different angles. The former is explicitly a@mned with eating disorder discourse, and its
emphasis is on Yuiko’s struggles to resolve psyatiohl issues that drive her to binge,
beginning with rocky relationships with boyfrienblst eventually shifting to a focus on her
absentee mothefhe Excessive Overeatavritten in 1991, addresses problems that welle sti
just beginning to be recognized in JapaBy the time Hasegawa wroRFisoner of Solitudén
2006, women struggling with their body image antihgadisorders was an acknowledged facet
of feminine subjective experience. Perhaps thighg the text is silent regarding Mayuko’s
bulimia—it is not a “disorder,” but part of lifendleed, the narrative’s focus is Mayuko’s sex life
and her failure to find a lasting relationship ontemporary Tokyo.

Central to both texts is a conscious evocatiomefttalance between giving in to hunger
and cultivating an ethics of denial and erasurdinida is an apt lens to consider this negotiation,
as it embodies the cyclic nature of indulgencedaal. INnThe Excessive Overeatalthough
Tokiko does purge after eating, the text is prilgazoncerned with the consequences of her
insatiable appetite—privately in terms of emotiofaahilial anguish and publicly in terms of an
inability to keep a boyfriendPrisoner of Solitudexposes the reader to countless scenes in

which Mayuko binges and then purges. Furthermoregmof the text takes place in the back

32 Matsumoto Hiroyuki suggests that between four farelpercent of American female college
students are bulimic. He goes on to state that thetimid 1960s there were almost no reports of
bulimia in Japan. Matsumoto Hiroyuki, “Sesshokugdido wa” [What is an Eating Disorder?],
in Taberarenai yamerarenai/Sessoku shdghaiable to Eat, Unable to Stop: Eating Disorders],
ed. Kuboki Tomifusa, Fuan Yoku-utsu, and RinshiygénKydkai (Tokyo: Nihon HyGronsha,
2002), 5.
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alleys of seedy districts in urban Tokyo, and Mayskouts of bulimia are reflected in the ways
the city both takes her in and spits her out.

These texts share an abject quality, and the fatig\analyses depart from an assumption
that “writing size zero” demands attention to theeys/in which femininity itself is an abjecting
experience for many women. “[W]hy the concern aerbody today,” ask Arthur Kroker and
Marilouise Kroker, “if not to emphasize the facathhe (natural) body in the postmodern
condition has already disappeared, and what werexpe as the body is only a fantastic
simulacrum of body rhetorics?'The texts analyzed in this dissertation are carezwith
addressing the disappearance of the female boeBrvis ideologies that demand women play
into their own subversion through a rhetoric ofidérnThe effect is a literary current in which
women push back by embracing what | have calledbiseene, the abject, and the traumatic.
The texts in Chapter Two embrace obscenity by ehglhg the idea that women are not, or
should not be, sexually feeling subjects. In thespnt chapteilhe Excessive Overeatand
Prisoner of Solitudare primed by abjection. As explained in the ldtrction, all of these texts
embrace the abject to some degree, in so far gudtegonists are all disobedient and break
boundaries and borders between themselves andoBidrabjection takes on a visceral and
literal dimension in texts about eating disorders.

Julia Kristeva’s work on abjection primarily cerd@m the maternal body, as one’s first

experience of abjection is separation from the mothSubjectivity is especially tenuous for

33 Arthur Kroker and Marilouise KrokeBody Invaders: Sexuality and the Postmodern
Condition(New York: Palgrave Macmillan, 1988), 21-23.

3% In Powers of Horror Julia Kristeva’s famous discourse on abjectibr,dorpse is held up as
the pinnacle of the abject—namely, that which gissihe boundaries/borders between subject
and object, or self and other—and, more importariigt which constitutes a feminine/female
space. When we see a corpse, she holds, we aremimaf with our own mortality; our living
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women, then, for they are at once required to stiedhment to the maternal body in order to
become autonomous subjects but simultaneousletdifgt with it. Given that in many
patriarchal cultures and societies, including Japammen’s primary role is that of mother,
Kristeva says that women are paradoxically requinethe world around them to both abject
and be subject to abjection of the maternal, thahiir own body?> Scholarship that links eating
disorders to abjection typically suggests thatalth anorexia and bulimia are culturally-bound
disorders that are fed by popular culture, for wortheey are also latently intended to prevent the
body from maturing into a potentially maternal ohés an evident theme ifhhe Excessive
Overeater given that Tokiko’s concerns over her body sindtn the cultural importance of
thinness through the patriarchal medium to heticgiahip with her mother.

My interest in the discursive construction of akifgt in these texts has less to do with
this particular psychoanalytic interpretation, andre to do with the ways in which Matsumoto
and Hasegawa complicate and then distort contempm@ologies of femininity. They do so by

confronting us with the emotional and affective g¥eiof the thin body and show us two

body (self) is placed along side our dead bodygiQthlwe are simultaneously alive and dead, as
though we are having an out of body experienceukuggfrom a psychoanalytic perspective,
Kristeva contends that in psychosexual developntkatabject represents the moment when one
is able to distinguish oneself from one’s mothestuecial step for integration into the Symbolic
Order (the societal laws, customs, and restrictmnahich we live), which is defined by a
rejection of the mother—more specifically the magtibody— in order to forge an independent
subjectivity within the Symbolic Order. For Krist the abject has feminist potential because it
disrupts the social logic that is inherent to thesouline Symbolic Order, the realm of the father;
in other words, abjection undermines the patridridac of the social world. Thus the corpse,

for example, which blurs the boundaries betweendifd death and self and other, does not
follow the “normal” rules of the Symbolic Order amdplicitly represents a feminine space
beyond the reach of the Father. Julia Krist®a@yers of Horror: An Essay on Abjectidrans.
Leon S. Roudiez (New York: Columbia University Rek982), 3-4.

% Julia KristevaTales of Lovetrans. Leon S. Roudiez (New York: Columbia UnsigrPress,
1987), 364.
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episodes—even case studies—of lives devoted tivatiftg it. Kristeva contrasts the “clean and
proper” with “violent, dark revolts of being” antat which is “shameful® In contemporary US
culture, body size is tied closely to shame. In &&aMillman’s Such a Pretty Face: Being Fat in
America(1980), the following passage is illustrative dedrtfelt:
| felt clumsy and huge. I felt that | would knockes furniture, bump into things, tip over
chairs, not fit into VW'’s, especially when peoplen trying to crowd into the backseat. |
felt like 1 was taking over the whole room. ... Itfdisgusting and like a slob. In the
;salljtr??mer | felt hot and sweaty and | knew people sgvgweat as evidence that | was too
Women share similar experiences in Japan, too.MedasRieko captures this feeling in her short
story “Himantai kyofushd” (Fat Phobia, 1980), inialha slim college-aged woman is forced to
room with three fat classmates. Her anxiety ablo@itsize of her roommates—captured in the
title of the work itself—points to a larger cultliemxiety regarding body size in Japan.
Published at a time coinciding with a sharp incegasobesity in Japan (1980), the story
provides interesting insight into social anxiewesicerning the female body and foregrounds
many of the contemporary pressures women face thib2® Protagonist Yuiko only abhors fat

women. The narrator states:

Yuiko’s aversion to fat people was apparently agrsion to fat women. If you compare
the gushing, corpulent fat of fat women, which seéonmake fat women even fatter, to

% Kristeva, (1982), 1, 8.

37 Quoted in Sandra Lee Bartky, “Foucault, Femininétyd the Modernization of Patriarchal
Power,” inFeminist Social Thought: A Readed. Diana Tietjens Meyers (New York:
Routledge, 1997), 104.

% The Ministry of Health, Labor, and Welfare (Kdseitdshd) reports that during a thirty-year
period from 1976 to 2006, the percentage of Jagawemen classified as “too fat” [Body Mass
Index of twenty five or above] reached an all-timgh in 1982—twenty-three percent of the
adult female population—before declining to twepéyrcent three years later. (The male
corollary occurred in 2006.) Furugéri Tomokdiman no keizaigak({irhe Politics of Fatness]
(Tokyo: Kakukawagakugei Shuppan, 2010), 57.
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the self-contained fat of fat men, it appearedeothat male fat was a personal issue
while female fat was a public nuisance. Fat wontandsout, and the more you try to
ignore them the more conspicuous they become. Byeaason, you might not even
notice a fat man. ... To Yuiko, there were only twpds of people: fat women and those
who were not fat womett.
Elsewhere in the text, we learn that she has a nhetaled taxonomy: “Yuiko secretly
categorized [women] in the following manner,” the@nator offers, “healthy ones were normal
[nbmary, unhealthy ones were abnormablinémar{, and fat ones were flabnormaldbu-
nomary.”*° These passages are striking because they realffemotion that fatness as
aberration applies only to women.

As a corollary, Bordo has shown that in the Westriven are more obsessed with their
bodies than men, less satisfied with them, and piaress latitude with them by themselves,
by men, and by the culturé”Men are allowed, even expected, to be less theagieln Japan,
too, the thriving cosmetic and diet industries“@bet culture”) are maintained by women
looking to slim down and “beauty up” because ofphessures that echo the sociocultural
landscape Bordo describes. Although recent stu@ies shown that men are not immune to the
cultural images of masculinity and manhood that bard them, and that eating disorders are no

longer “for girls only,*? fatness remains a highly gendered and highlyipalitssue that often

pits girl against girl, as evident in the excerpbze. Indeed, Dr. Hisako Watanabe of Keio

A

39 Matsuura Rieko, “Himantai kydfushd” [Fear of Fatsk inS6gi no hiThe Day of the
Funeral] by Matsuura Rieko (Tokyo: Kawade ShobhSia, 1980), 199-200.

“bid., 178.

“1 Bordo (2003), 154.

2 Maruta Koji, “Sesshoku-shdgai dansei no genin-f@ri the Origin of Eating Disorders in
Men], Okinawa Daigaku jinbungaku-bu kiy@kinawa University Department of Letters

Bullitin] no. 5 (2004): 55. See also Ueno ChizuBayonara, gakko-ka shaki@oodbye,
Academic Society] (Tokyo: Tar6 Jirésha, 2002), 86.
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University School of Medicine, who treats womenhngating disorders, remarks, "There is a
pervasive habit among women to monitor each otlir avserious sharp eye to see what kind of
slimness they have'®

Women'’s bodies, then, are caught between two poles corpulent female body has
been threatening to men, historically. But sineerike of thinness as a goal and the emergence
of fatness as a stigma, the corpulent female badybecome threatening and shameful to
women. In terms of abjection, fatness appears uotifemale subjectivity, threatening to burst
through. We see the fat body creep in countlessgim bothThe Obsessive Overeatand
Prisoner of SolitudeBoth protagonists binge uncontrollably, givingandesire and betraying
the logic of the thin body. Moriko purges afterwarakiko just feels bad, disgusted with
herself. Thus the affective coding of the body &sda a discourse of abjection in which the
female body is trapped.

Paradoxically, however, in order to achieve tharddslook” and body, the female body
itself must be abjected. This is especially theeaash bulimia. Marya Hornbacher puts it best:
“There is nothing feminine, delicate, acclaimedyalsticking your fingers down your throat
and spewing puke®® Yet Moriko does just that in the name of cultingtfemininity, and in the
process destroys herself emotionally and physic@liyough her violent episodes of bingeing
and purging, Moriko does away with herself; sheseseherself as a subject. Tokiko, as an
overeater, inverts the paradigm, surrendering lfeabgection. So much of contemporary

femininity is dictated by subtraction and reductitre shedding of pounds, the removing of

*3 Quoted in Harden.

4 Marya HornbachetVasted: A Memoir of Anorexia and Bulinfldew York: Harper Collins,
1998), 153.
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body hair and wrinkles and grey halPsThrough these activities, appropriately femininbjscts
emerge. But for women who overeat and who gain ltetge self is hidden under flesh, buried
and trapped. Thus through abjection, both protagsmrase themselves, but do so through

polarized means.

roVA
Chieko Ariga noted in 1996 an increase in “literenyrks dealing with eating disorder€.1n the
world of Japanese literature, a number of authoost of whom are womeH have written of
women struggling with weight and body image issneontemporary Japan. Of the two texts |
present here, Matsumoto’s stands out for explietgking eating disorder discourse. She is

vocal in drawing attention to what she considerse@ serious epidemitin the postscript to

> Not all feminine experiences are defined by sulima. Hair extensions, press-on fingernails,
false eyelashes, and breast augmentation, antkéhsuiggest thadditionis also a primer for
femininity today.

%% Chieko M. Ariga, “Text Versus Commentary: Struggterer the Cultural Meaning of
‘Woman,” in The Woman’s Hand: Gender and Theory in JapaneseaNariVriting ed. Paul
Gordon Schalow and Janet A. Walker (Stanford: Stanfniversity Press, 1996), 370.

“"Indeed, we do not really find that men expressedies over their bodies in recent Japanese
fiction. Aside from modern author Mishima Yukiko9a5-1970), whose interest in the discourse
of the body is well-documented, men have largetyaimed silent when addressing their own
bodies. Scholars such as Saltméhstiickhave discussed constructions of masculinity ard th
male body from an anthropological standpoint, btrigue into literary representations of the
same have yet to take root.

8 Until the 1940s, Japanese physicians and psyigt&@aand those in the US) followed the lead
of German medical professionals in diagnosing cakegtreme emaciation as Simmond’s
disease, which afflicts the pituitary gland. Thert@norexia began appearing in Japanese
medical journals in 1941, when one case was regphoBy the late 1950s, physicians were
treating patients in increasing numbers, emphagiZamily pathology” and fear of adulthood as
the probable causes rather than failure of the 'sadger clockwork, as was customary with
diagnoses of Simmond’s disease. Yoshimi NogamitifigeDisorders in Japan: A Review of the
Literature,”Psychiatry and Clinical Neuroscienéd (1997): 340-341.
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her novel, the author expresses concern over thdauof women caught in the grip of a culture
that is a breeding ground for these disorders.v@8ites:

| believe that the way motherhood and female séyuahve been historically and

culturally controlled, the political exploitatiorf temale beauty, the lack of female self-

esteem and self-importance in the sociopoliticahar and the commercialization of

female sexuality—all these realities permeate therenment, wherein these eating

disorders can fester and flourish.
The author herself, as a woman in a male-dominatei@ssion, is writing against much of the
rhetoric she evokes in this passage. “I hearttteatecipient of the Subaru Literary Award,
Matsumoto Yidko, is an intimidating beauty, even enitvan [woman writer] Takagi Nobuko,”
recalls Kawanishi Masakai, the author of the conargrthat follows Matsumoto’s postscript,
upon first hearing of her literary prowess. Helfiertrecalls the comments of the friend to whom
he was speaking at the time: “If that’s true, teBR’s got to be at the top of the literary world.”
One can assume that Matsumoto would be displegsttebe chauvinistic comments. As an
author and as a feminist, she has devoted a coabideamount of time to combating the
inequalities many women in Japan face, tacklingassas diverse as female sexuality and sex
crimes against women in her work$e Excessive Overeatérer first novel, sets the stage for
much of what would follow, and it remains one o thost salient and explicit examples of the
effects of eating disorders on young Japanese waouzty.

The covers of the hard and paperback versionseafithel are foreboding, and bring the

reader into a world in which food is menacing aswlating (the text has not been translated into

English). A pastel drawing of ice cream sundaeseagadhe former, which was published in 1988.

9 Quoted in Ariga, 371; see also Matsumoto Y (kgoshokushé no akenai yogRée
Excessive Overeater: An Endless Dawn] (Tokyo: Sei1991), 172-173.

*0 Quoted in Ariga, 371; see also Kawanishi Masakaisetsu” [Afterword)],” inKyoshokushd

no akenai yoakgErhe Excessive Overeater: An Endless Dawn] by Matsto Y{ko (Tokyo:
Shleisha, 1991), 176.
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There are five desserts in total—three in the foegd, two loitering slightly behind—and they
seem to be daring us to eat them. Yet there agpoons. What looks like a strawberry on each
dessert, is really a female figure cloaked in igthg with arms clasped around her knees. The
paperback version (1991) features a similarly sarpbstel depiction of a white cake, three tiers
tall. Each of the two lower layers are bejewelethwihat appear to be strawberries, while in the
middle of the top tier sits an indistinct femalgue again clothed in red so that we mistake her
for a strawberry at first. She is a bride with moamn, stuck alone at the top of a mountain of
torment. The image is illustrative and foretellkiko’s feelings of isolation and loneliness.
Bordo notes that “[flor women, the emotional confafrself-feeding is rarely turned to
in a state of pleasure and independence, but jpaiteemptiness, loneliness, and desperatidn.”
We see this logic at work ifihe Excessive Overeat¢oo, as the root of Tokiko’s bingeing—her
“excessive overeating’—is the failure of two romamelationships. When the novella opens,
Tokiko is on her way to the hospital for a psycheag¢valuation “for the first time ever” so that
she can be referred to a behavioral therapias she will eventually explain to Sasaki, the
therapist to whom she will be referred, Tokiko’sigie has fluctuated wildly over the past six
months: “I went from 47 kilograms to 40, fell in®, got my heart broken, buried myself in
food, ...and now here | am at 60 kilograms” (22).dta Bordo’s words above, Tokiko gains
weight when she finds herself alone and seeminglyamted: food is represented as a surrogate
or proxy, something to fill the emotional void cfibg alone, but something that betrays her by

pushing her further from the thin ideal. Ashameth@f weight, she stops going out and spends

>l Bordo (2003), 126.

>2 Matsumoto, 10. Page citations will hereafter odnttext. Translations are mine unless
otherwise noted.
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her days sleeping rather than attending collegeseka She wishes that she “had never been
born” (10).

Tokiko reasons that if she can get her weight urdatrol and slim down, she will be
happy, “beautiful,” and “confident” (65). For héhinness has a tantalizing aura, for the thin
body is:

Cute, graceful, willowy-limbed, beautiful, puretéfiectual, quick, modern, urban, chic,

refined, smart (also in the brainy way). Eccensickly (in the positive sense of a

strange kind of beauty), ephemeral, polished, neyrandrogynous, tragic, skeletal,

beautifully dead, Sharon Tate. Vain, unhappy, glpoamnui, a beautiful girl, a fairy,

Mia Farrow. (67)

Her choice of words is telling, for not only dodgesquate thinness with attractiveness (and
intelligence), but they also remind us of the heihic look of the mid 1990s, “skeletal” and
“beautifully dead” models toeing the line betweda &nd death. Mia Farrow (around the same
time as Twiggy), after all, helped make thin fasigible long before Kate Moss came aldhg.
And Sharon Tate is dead. Thus Tokiko turns to {hera

However, as though reaffirming male influence awerconstruction of the female body,
both the doctor and the therapist are men, anddottkgonize her. In our text, Tokiko is
reminded of the size of her body and her leveltwetiveness when she is at the hospital for her
psychiatric referral. The male doctor turns hislgeaon into an opportunity to objectify Tokiko
sexually. Asked what has brought her in, she re@imply: “I eat too muchkéshoki. | mean, |

just eat and eat...and then | get all depressed an'd feel like doing anything. But before, |

used to not eat at akyoshoki’ (18). The doctor responds by instructing her:éNyvtake your

>3 Marilyn Monroe’s death in 1962 helped contribwtette end of the Victorianesque hourglass
model. As Graham McCann writes, Monroe’s body mayehtaken precedence over Monroe
herself, such that the epitaph on her gravestogatras well read: “Here lies Marilyn Monroe—
38-23-36.” Graham McCaniMarilyn Monroe(New Brunswick: Rutgers University Press,
1988), 171.
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top off please” (18). Wondering why she would n&edo so, Tokiko’s mind wanders: “| tried
to remember what kind of underwear | put on toddys).

The sexual innuendo of the scene is awkward, akik®'s discomfort is compounded
by the fact that she has worn three shirts todhg.f8els scrutinized as she struggles to wiggle
out of them, and sweat begins to drip from her bréwvally succeeding in stripping off her
clothes, she stands exposed physically, even thslgls seeking treatment for her
psychological compulsion to eat. After looking loger, the doctor scribbles the following
evaluation in his notebook, as narrated by Tokiko:

Eating disorders often afflict adolescent femald)...are driven by some psychological

impulse to develop abnormal attitudes about eaBuog.| don’t suspect that she [He

glanced at me here] has anything wrong with herglpslogically speaking. It could be a

state of melancholia, but she isn’t depressed”. (@)ipsis in original.)

While he may be quick to dismiss the severity okiko's malaise, she tells the doctor that she

lacks the motivation to go outside or to attend®ts, and stays cooped up inside all day long

with scant contact with friends (21). This revaedatearns Tokiko a prescription for tranquilizers
and sleeping pills, as well as her referral toaadpist named Sasaki.

She is not pleased to learn that the therapistisa@man because, as she explains, “Even
at 60 kilograms | felt extremely self-conscious3(25). Sasaki turns out to be cold, and
methodical. In the text, his words are often repnésd solely in the hiragana script. Hers, on the
other hand, are a more natural mixture of katakimagana, and kanji. Visually, they are at
odds with each other. In one scene, Tokiko tels &il she has eaten that day. She begins: “| ate

a loaf of bread by gulping down instant coffeehat $ame time.” He summarizes her words: “A

loaf of bread and instant coffee” (26). In the t&akiko’s words are as followst £ /x> — T
T, AVAZ L ha—b—L NS LN LR Teeee, | . Sasaki's, however, look

like this: TL x<IEAWoxA b, WATT-AEZELBOV, | . The distance in his
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language contradicts the extent to which Tokikdsfeensumed by him physically. When she
first meets him, for instance, she feels as thdwgls going to start rubbing his body against hers,
reproducing the awkward moment she experiencduedtaspital.

Despite her discomfort with him, Tokiko eventudlggins discussing her bingeing
problems, something she had never told anyone chrdatail. Here is part of the conversation:

“And what did you eat after that?”

“After that...l devoured three tangerines and a fdaek ofdaifuku mocht’

“Then did you throw up?”

“No.”

“So, until now you've never thrown up after bingging?”

“No, never.” (26-27).
Sasaki is not sympathetic, and instead begins congpler to another female patient of his:
“This girl, she, uh, she goes to your universitd ahe’ll eat three packs of ramen noodles, two
rice balls, a chocolate bar, and a roll cake. T$tesill stick her fingers in her mouth to make
herself throw up” (27). After their conversatiorgkiko admits: “That day, after | got home, for
the first time | tried throwing up after | binge¢B0). In other words, she learns from the
therapist to become bulimic. The ways in which eaisacomplicit in Tokiko’s bulimia
illuminates the gendered nature of eating disordere pressures that many women feel to be
thin arise from living under constant surveillanééhereas women are often in competition with
each other, scrutinizing each other’s bodies cjoddhtsumoto asks us to think about men’s
roles in the cultural obsession with women'’s bodies

Whereas Hasegawa, the authoPakoner of Solitudeoffers explicit details of the
bingeing aspect of bulimia, as we will see, Matstonwovides comparatively little. She is more
concerned with what it means to consume/overeabiemporary Japan in spite of social

prescriptions demanding that women do just the sipggust as she is more interested in

exploring the struggles of a woman who is exclufilech the economy of desire based solely on
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her weight. We will see that Mayuko Rrisoner of Solitudeannot escape this economy; Tokiko
cannot return to it. In Chapter Two, | offered tAahi and Lui were “girls gone wild” in the
sense of lack of sexual inhibitions. Tokiko hasewrld in a different, though no less troubling,
sense: she eats and eats, and stands out in aarengnt that encourages slimming down to the
point of erasure.

Her appetite is troubling given what we know abitiet dangers of the devouring female.
In Chapter Two we saw how the sexually ravenous arohas been construed as dangerous and
insatiable. Here, too, the woman who eats feverishéeen as abnormal and pathological, not
only by herself but also by her male therapist, seéhjb is to “cure” her. Although the emphasis
is on Tokiko’s bottomless stomach, she sees haztap@ms an extension of her sexual appetite,
likening her “never-satisfied stomach” to her “nesgatisfied vagina” (32). Even so, there are no
sex scenes in the novel. In an inversion of thestaralyzed in Chapter Two, in which there is a
lot of sex but little to no eating, here there iIsteof eating but no sex. The two activities are
often substitutes for each other.

Matsumoto, like the other authors | explore in thssertation, devotes her attention to
exposing the contradictory nature of woman’s plac@odern Japanese society, and Tokiko’s
appetite becomes a metaphor not only for sex, lbatfar the nature of consumption itself. For
instance, toward the end of the narrative, she, &8kisat is this thing callee@ating? [....]What's
it like when the body cries out in hunger, detemincourageous? | wish | knew” (91). As an
overeater, Tokiko is driven by the constant neecbttsume even though,

| know nothing of starvation, and to me food iscanament, a toy, and of course a

commodity, but it is also entertainment, fashiohpaby or study, a favorite theme in

television and books; it is necessary but at tineestime unnecessary. We have had

this “gourmet boom” for quite some time. But outeirest is not in food safety or food

itself but in added values such as sophisticationrdination, and presentation. | studied
the theory of proper eating and nutrition at scteoa memorized the textbook so
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thoroughly that | can still remember all of the pygraphs in it. And yet | do not know
how to put that theory into practicé.

In short, Tokiko eats for a number of reasons, rainehich are primary—to respond to hunger.
In her analysis of the story, Saitd Minako illustsathat Tokiko’s tendency to binge is not all
that surprising, for it is natural to overindulgéen contemporary life promotes
overindulgencé® Everywhere one turns, there is an over abundafitengs to have.

It is relatively easy to see bulimia as an expmssi the “double-bind” of consumer
capitalism, as scholars have shaWiokiko comes face to face with the capitalist mithafter
her initial therapy session with Sasaki, who reca@nds that Tokiko read something—"“it
doesn’t matter what” (42)—by Freud. Tokiko, an emmics major, is well-read, citing canonical
authors Dazai Osamu (1909-1948) and Mishima Yuk@25-1970) several times in her
narrative>’ So we are not surprised to learn that she stopsiapartment store to pick up some
reading material on her way home that day: FreAd®eneral Introduction to Psychoanalysis
and Rachel Baker'Sigmund FreudShe also buys three cups of pudding, two sandsiden
creampuffs, and a box of sushi from the supermarkiste department store basement—
“tonight’s ‘binge’,” in her words (43). In this sge, as in one earlier, Sasaki undermines

Tokiko’s attempts to cure her bingeing; just aplamted the idea that she try vomiting, by

>4 Quoted in Tomoko Aoyam&eading Food in Modern Japanese Literat(#®nolulu:
University of Hawai'i Press, 2008), 192-193; sesdllatsumoto 53-54.

% Saitd Minako, Bungakuteki shéhingaHiterary Merchandise],” (Tokyo: Kinokuniya
Shoten, 2004), 57.

*® See Bordo (2003), 201; See also Elizabeth Kowalsklace, Encyclopedia of Feminist
Literary Theory(New York: Garland, 1997), 25.

> Matsumoto is interested in the life of Dazai Osatmving recently (2009) written a
biographical novel from the perspective of YamaZiakinie, the woman with whom he
committed double-suicide, entitlébi no hotaru: Yamazaki Tomie to Dazai Osafieflies in
Love: Yamazaki Tomie and Dazai Osamu).

147



sending her to the store to buy a book Sasakimlsoher face-to-face with enticing food that
she cannot resist. Tokiko sees the irony hersedf veith a bag full of groceries in one hand and
a book that will theoretically help her put it downthe other, she sinks further into despair.
Indeed, while she was optimistic on the train hoene, reading (devouring) Freud “page after
page,” by the time she gets home she turns hentiatteto eating:

| arrive home and, without bothering to take off ooat or my scarf, begin

unwrapping what | bought at the department stbrg a sandwich out of its bag

and stuff it in my mouth. It's a ham and lettucadaich, though | suck it down

so fast it hardly matters. As | do, my hand opéresgaper box with the

creampuffs inside. Before I'm finished chewing naydwich | cram a creampuff

in my mouth. Custard cream spills from my mouth aticks to my cheek as

powdered sugar falls like snow on my black codbni’t care, and jam creampuff

after creampuff into my mouth. (59-60)
Tokiko’s obsession with consuming is evident haeeis the level to which her drive to consume
as much as possible has consumed her. Speakihg stipermarket in the basement of the
department store, she wonders, “What the hellas[fflace]?” (45). She compares it to a
“carnival,” and then to an “edible art museum” (483 Tomoko Aoyama nicely summarizes:

“The Western cake section is likened to a jewektyilgition, while Japanese sweets are

compared to woodblock prints. Lunch boxes are runéagardens, and sushi is colorful

nishikieprints. European dishes are watercolors, and Ghideshes are medieval

paintings. Fresh vegetables are pop art, and fisktahings.>
A carnival, following Bakhtin’s understanding of requires both spectacle and participation—it
is a stageless drama where those watching arehase involved. Furthermore, for Bakhtin a
carnival is an anti-authoritarian space where ralesoverturned and hierarchies dissolved as

bodies of different social strata intermingle. Véhihe department store does invite the coming

together of different people, and while consumgitesism itself speaks to observation and

*8 Aoyama, 192.
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involvement, for Tokiko the department store isogapressive space that re-establishes the
chains she is trying to break, and consumerisrmastyeyet vital activity that occurs there.

This world doesn’t make sense to Tokiko; everythggackward. One eats not because
one is hungry, but because it is a pastime, patlafger culture of consuming. Tokiko speaks of
“the meaninglessness” of eating; she speaks ditleaninglessness” of turning on the
television and the “meaninglessness” of staring @&0). As Aoyama shows, for Tokiko “food
and eating are, in this consumer-driven world, \faryemoved from” the world of “food novels,”
to borrow Saitd Minako’s phrase, in which people larought together at the dinner table in a
communal moment of healing and indulgent®¥oshimoto Banana’s (b. 196Kjcchin (1988;
trans. Kitchen, 1993), for instance, touched a @&vith readers not least because of the
memorable scene where the young protagonist, Mikagés up next to the humming
refrigerator to fall asleep each night, cradledsnnviting vibration. Mikage says of the warm
space of the kitchen:

When I'm dead worn out, in a reverie, | often ththlat when it comes time to die, | want

to breathe my last in the kitchen. Whether it'sdcahd I’'m all alone, or somebody’s there

and it's warm, I'll stare death fearlessly in theelf it's a kitchen, I'll think, “How
good.”°
This is not the environment Matsumoto or Hasegaw&gy. Eating is not fun; it is an
imprisoning, meaningless compulsion. For these amreating is not communal. Kitchen it

is a communal act—and indeed creates communityTBkiko, eating only underscores how

lonely she is. She does not cook; she only consumes

*9 Aoyama, 193.

® Banana Yoshimotditchen trans. Megan Backus (New York: Grove Press, 1993)
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For a bulimic, this environment of consumption tenespecially tenuous. Tokiko speaks early
of the opulent department store supermarkets dadtlans her attention to convenience
stores—Seven-Eleven, for example, or Family Mart,awson—all of which are “twenty-four
hour-a-day midnight supermarkets” (87). In Japamveaience stores are never very far away;
“estimates now say that more than 90% of Japangsens live just within a five-minute walk
from a convenience storén fact, Tokiko explains that her nearest convecgestore is just
over 300 feet (100 meters) from her front door (88iis is a curse, for although she may “try
and sneak past. ... [she] cannot restrain [hers@8). Thus for Tokiko, convenience stores
present a horrible “inconvenience” (88). She gaesomote that when she first began to binge,
she was embarrassed to be seen at the same coroeesiere everyday, so she would alternate
stores, going to Seven-Eleven one day, Lawsonéke and so on. IRrisoner of Solitudeto
which we turn shortly, protagonist Mayuko is alaced by the convenience store’s siren’s call.
And the opening pages of Akasaka Mari's (b. 196K)tAgawa Prize nominat&hiboréta
(Vibrator, 1999) follow bulimic protagonist Rei ase wanders the isles of a convenience store,
her shopping basket full of junk food and wine.

There is something about the convenience storesfiestks to the precarious position of
Tokiko and other literary protagonists who strugglth eating disorders. Even non-fiction
memoirs of women with similar issues, particuldrym the US, are filled with scenes of late-
night binges fueled by convenience store food. kBadapan, they are bastions of consumer

capitalism that rose to prominence in the 1970s88%] concomitant to the emergence of young

®1 paul Gaspari, “Big Gulps and Big Business: Seviawdh Japan and the New Keiretsu,” in
Case Studies in Japanese Managemetht Parissa Haghirian and Philippe Gagnon (Sioigap
World Scientific, 2011), 122.
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women as Japan’s primary domestic consumers angbaits era of high economic growth.

Even today, convenience stores have thrived imth@rums of Japan’s stagnant and “disaster-
stricken domestic economy,” afithe Japan Timeeports that they have women (and seniors) to
thank for their continued succé§<Convenience stores are symbols of a society angkitple

on the go; everything is ready-made, homogenotm,daig anonymity and rapid consumption
and repetition. In fact, as Tokiko waits with hasket of goods one night, she cannot resist
scrutinizing the other customers in line: therthssyoung man with the comics and hamburger
and coke; the older man with the rice dish and bandwich; the woman with the magazine, rice
ball, apple juice, and shampoo; and the slightlybity man in his thirties with a basket full of
food. “I felt sad knowing that each of them is gplmome to eat alone,” she says. But she, like
the people in line, goes home to eat alone. Thewdind of un-community for her.

Ariga points out that Kawanishi (the author of deenmentary that follows Matsumoto’s
text) dismisses Tokiko’s experience and anguishdmflating it with the postmodern malaise:
the protagonist feels alienated, he writes, wheoh loe explained by

...the simple fact that the refrigerator in the kéaolof her apartment has become the one

place where she can get relief [from the isolatbnontemporary Japan]. In that space,

modern peopléave become something like clowns on a stage qoeirig only for
themselves. This realization is the core elemetheftory’*

%2 Mika Takaoka, “Globalization of the DistributiorySem and the ‘1985 Shock’ in Japan,” in
Strategies Towards Globalization: European and Jas® Perspectivesd. Sung-Jo Park and
Seigo Hirowatari (Berlin: Institute for East Asi&tudies, Freie Universitaet Berlin, 2002), 285;
Sharon Kinsella, “Cuties in Japan,”\Wlomen, Media and Consumption in Japaah. Brian
Moeran and Lisa Scov (Honolulu: University of HawBRress, 1995), 245.

®3 Kazuaki Nagata, “Convenience Store Chains Go Rlitkv, Growth,” The Japan Timedlay
8, 2012, http://www.japantimes.co.jp/news/2012/8&i@ws/convenience-store-chains-go-with-
flow-grow/#.Utxat_bna8U (November 3, 2012)

% Quoted in Ariga, 372; see also Kawanishi, 83
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| would be remiss if | did not point out that thedrigerator doesot offer Tokiko “relief,” unlike
Mikage in Yoshimoto Bananalsitchen In fact, the refrigerator is just the oppositesearce of
misery:
Squatting in front of the refrigerator, with my lthpressed to its door, can you imagine
the expression on my face as | gazed into it?lize#& now, but | don’t know what |
look like when | binge. | scrutinize myself in therror a thousand times a day (I feel
insecure if | don't, you know?), but that face iedent: | create it and can rebuild it.
But when I'm not looking in the mirror, when I'm@aring the insides of my
refrigerator—guided by its orange florescent lightb—that expression on my face
could be my true self. [...] (64-65)
Refrigerators can be interesting windows into pegives. Leslie Heywood offers the 1995
Hollywood film Disclosure starring Michael Douglas and Demi Moore, as ntgglexample.
Moore plays a high-powered career woman who kegp“oranges and champagne” in her
refrigerator. Douglas plays a successful businesms whose wife, meanwhile, keeps hers
stocked full and her husband and children well*feld. Chapter Four, | discuss Hasegawa’s
“The Unfertilized Egg,” whose middle-aged, singletagonist keeps only condiments in her
refrigerator—she does not have anybody else tofoarso why not? For people with eating
disorders, the refrigerator is a perpetual remimmdéneir struggles, a continually beckoning
chamber of secrets. It betrays a sense of lackapesrit is not a coincidence that Tokiko’s
therapist sends her to Freud, who is often as®stiaith lack. In fact, Freudian (and Lacanian)
psychoanalysis defines female sexual subjectivityeims of lack and absence of the phallus.
Tokiko eats to fill the void, to make up for lackaboyfriend (another kind of phallic lack), yet
she does not cook. Because cooking teeters clagenimunity and domesticity.

Although Kawanishi’'s comments are misdirected, theyuseful, especially regarding

the role of the convenience store in modern Japankand of symbol for postmodern isolation.

% Leslie Haywoodpedication to Hunger: The Anorexic Aesthetic in MiedCulture(Los
Angeles: University of California Press, 1996), 14.
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They were very successful enterprises during tbe@uic bubble, offering salarymen away
from home something quick and easy. Since the lo@itsie bubble, convenience stores remain
staples of the untethered. In an age when fanaliesot the tightly wound units they once were,
convenience stores—with their availability and d¢anfly stocked shelves—are “oases...for
people without a mom aroun&'They are symbols of the decline of the family amdn of

society.

sV

Sasaki, Tokiko’s therapist, tries to make the fdter eating disorder about sex, sexuality, and
men (about lack), but Tokiko is convinced it haslbowith abandonment issues, having been
abandoned by her mother when she was an infants€sson between the two is particularly
revealing, so | will quote it at length. Sasaki insg

“Today I'm going to ask you a series of questidfeel free to answer them. If you would
rather not, you may remain silent. Okay?”

“Yeah...okay.”

“Miss Sawada, did you first begin to diet when ybarted college? Or had you dieted
before?

“In middle-school.”

[ ...]

“Were you overweight then?”

“No, | was not overweight. | was a kid and | thotidlets were cool—that’s about it.”

“What about afterwards?”

“Afterwards...As | explained before, | went on a digten | started college and
lost seven kilograms.”

“Was your period still regular after you lost wei@”

[ ...]

“No, it stopped pretty quickly.”

“And now?”

“It's irregular.”

“And you don’t find that strange?”

“I don’t.”

% Gavin Hamilton Whitelaw, “Rice Ball Rivalries: Japese Convenience Stores and the
Appetite of Late Capitalism,” ifast Food/Slow Food: The Cultural Economy of thelial
Food Systened. Richard Wilk (Lanham, MD: Altamira Press, 8pQL37.
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“I see.” [. ..] “So, why did you want to lose so much weight?”

“Hmm, it's not like | really remember, but | dorthiink there was much of a reason per
se. | had always just wanted to be as skinny asilples’

“So, you mentioned that you met someone afterlgsuweight. When, when was that?
And what kind of relationship was it? If you’'d rathnot talk about this, either,
don’t feel like you have to.”

[. ...]

“It was last July. But | don’t know what to sayoath what kind of relationship it was.”

“Oh, well, well what kind of person was he?”

“He was the older brother of a girl in high schtiwt | was tutoring.”

“Okay, then, when did your relationship end andywh

[ ...]

“Well...well, we both actually had significant otlsealready. And so we split up during
summer vacation.”

“You mean the both of you did? Haha, well, thatimsner love for you, no?” [. ]..
“And what about your original guy?”

“We went the whole summer without seeing eachrathd ended up breaking up in
October.”

“And you started bingeing in the fall, right...? Dowthink that this might be why?”

[. ...] “And was it about this time that you stopped iieglfull after eating?”

(36-40)

The conversation ends here, as awkward silenceseslretween patient and therapist. Tokiko is
left wondering if Sasaki is wrong, however: “It rhigbe that breaking up with those two guys
[Ueda and Akira] did encourage my bingeing; theredsdenying that | was sad. But that’s
certainly not the cause of my over eating” (41).

Late in the novel, she turns her attention to hether. Tokiko was one-year-old when
her mother left, and wonders why “she didn’t talker] with her” (134). She reasons that what
drove her to her boyfriend Ueda was the displaoed she never received from her mother,
comfort she probably found in food as well (135) tiAis point in the text, she speaks at length
of the end of their relationship. She describestmgdim after class and asking if he will let her
watch him eat a hardboiled egg. Responding toduaest for an explanation, she says:
“Um...eggs are, | don’'t know, beautiful. Humans can’t give birth to such beauty.” She goes

on to tell him that in grade school she owned d that laid five eggs. Tokiko stole one and,
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overcome by remorse for doing so, cracked it opehdaank the insides—*it was like medicine”
(147). The next day she began to menstruate. Wealesitant and “unsupportive” after hearing
this, and refuses to eat her egg. Tokiko convihe@sto change his mind, however, but the eggs
falls on the floor and breaks. Tokiko says: “Aftleat, my autumn of eating turned into a winter
of bingeing..” (150).

Eggs are rich in symbolism. In certain instances,dreaking of eggs can be interpreted
as an affront to maturity or even an apprehensamtd motherhood, as we will see in my
analysis of “The Unfertilized Egg.” In Kawakami Mig's Chichi to ran(Breasts and Eggs;
2007), the act of breaking eggs is cathartic fokidaand her daughter Midoriko. In this
novella, Makiko and her daughter have traveled ffasaka to Tokyo, where the forty-year old
Makiko hopes to undergo breast augmentation surgaugh to the dismay of her daughter who
cannot understand her mother’s concern with the giher breasts. Midoriko, a sixth grader,
meanwhile, is concerned about being the last otlasismates to get her period. Her anxiety has
led her to refuse to speak for the past six momtnsosing instead to communicate by writing in
a notebook. Late in the novella, Makiko returnsira night out with her ex-husband. Midoriko
confronts her and the two begin breaking raw eggs themselves. The ritual “clears the air,”
and Midoriko begins talking. The novella ends slydttereafter, with the narrator, Makiko’s
sister, examining her own breasts in the mirror.

In Matsumoto’s text, Tokiko’'s apprehension is nlebat becoming mother, but rather
becomingher ownmother, which catalyzes her weight struggles. S{pdains: “So | don’'t end
up like my mother, I'm throwing out my womb and mggs. I’'m going to stop menstruating. I'll
become an androgynous or sexless person” (153)eds$iest way is to stop eating. Tokiko

discovers the origins of her eating disorder haagoes on to discuss how ambivalent she feels
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toward her mother. Seeking reconciliation, howeaad reminding us a little #hnocent World
she writes her a letter asking to meet. Somethdltghmppens at this point, though. When the
final chapter opens, the narrative voice has shifBamebody is in Tokiko’s bedroom, the
omniscient narrator explains, reading page aftgepd, we learn later, the narrative we have
just been reading. Then Tokiko’s voice:
“Mom, what are you doing in here?! Cut it out!”
“Uh, no, see, I, | was just cleaning up a little.”
“Whatever. You rooted around in my things and regdnovel without asking. That's so
unfair.” [...]
“I'm sorry. It's just that | was worried about ypthis novel sounds like a diary. And so |
was curious and couldn’t stop reading.”
“Don’t be stupid. Of course it's not a diary. Ydon't mean that much to me. That's just
a mother | cooked up in my imagination. It's allaeaup—every word. ... | hate
you.”
(160-161)
Here we learn that while it is true that Tokiko'stimer did in fact walk out when Tokiko was an
infant, she came back when Tokiko was five yeads ‘bdlcame back for you,” she implores
(162). Tokiko is hostile toward her mother’s remarid the two end up arguing until her mother
storms out of the house. Tokiko is saddened, eg tiee time to reflect on her novel: “I suppose
| can end it here,” she says, continuing, “evemugfoit isn’t over, | just can’t write anymore...an
endless novel. Yes. That's it...It's complete iniitsompleteness” (168-169). Tokiko, “probably
about 65 kilograms now,” then grabs her wallet hedds out the door, “turning right and going
straight—as always” (169). We can presume thaisheaded for the convenience store. As far
as the narrative is concerned, her mother neveesdrack. She does not need to come back, for
Tokiko has the convenience store. For her, easiagsubstitute, as Sasaki opines earlier in the
novel. But it substitutes the mother, not a lover.

The lack of reconciliation is somewhat irksomet Bi& conclusion, though inconclusive,

speaks to a stubborn isolation coursing througharurelationships in contemporary Japan. If
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we take her “novel” as representing her realitgome sense, then Tokiko finds neither romantic
nor familial satisfaction. And food comes to theage—which is the important part. As Ariga
demonstrates, throughout his commentary, Kawanistates Tokiko’s experiencesgendered
and instead presumes that they are problems atiémmopeople” fac’ He says: “...we see in
graphic clarity the insecurity, loneliness, andason thatmodern peopldve with in this world
of excessively large civilizations, business ardlstries. ... [l]t is this very world of emptiness
that is the living environment ehodern peoplevhich provides the backdrop fohe Excessive
Overeater’®® That is true to a degree. But Matsumoto eluciddétesvays in which eating and
not eating factor into how women deal with thegliegs of isolation on a private and public
scale. Given that women’s lives are largely diatdig social and cultural contradictions and
double-standards, perhaps Matsumoto is ultimatghng that there can be no happy ending—
just like her novel.

In a novella predicated on woman’s lack, it appéaas Tokiko has no control over her
story. Sasaki, her therapist, attempts to insdrdreovereating with his own meaning. Her
mother tries to derail her novella and stunt heative enterprise. In a way, the novella becomes
her offspring—the embryo of her imagination thatesthe place of all of her discarded eggs.
But just as her mother abandoned her, Tokiko albanter creative work. The story, then, is not

about what happened, but rather about what remaimsh is not very much.

A QUIET CRISIS

Above, | argued that contemporary notions of femitgiare based on an ethics of denial and an

embodied nothingness exemplified in the successesidual influence of heroin chic.

®” Quoted in Ariga, 371; see also Kawanishi 180.

®8 |bid. Ariga’s emphasis.
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Hasegawa'®risoner of Solitudengages this cultural narrative through the pelsteraative of
her thirty-five year old protagonist, Mayuko, wtsice high school, has been meticulously
counting calories and purging after she eats. Hagag text is one of material abjection that
ultimately critiques the abjecting climate of femnmity today, in which women are often required
to relinquish their flesh and even control of thmin lives. As a bulimic, Mayuko is constantly
purging (abjecting) herself of food. While she @ns that doing so is the only way to manage a
life that seems beyond her control, a way to “r&%%it is also a habit that she is unable to break,
and one which gets worse in times of emotional@mgical crisis. Yet at the same time,
Mayuko’s inability to find a lasting relationshipe&aks to the ways in which she is being
abjected from desirability.

The diegetic emphasis on purging and abjectieammsediately apparent. In the opening
pages, Mayuko is stumbling home drunk after a ndgimking alone and thinking about “all of
the men who have come and gone” (3); she stopsrtotvMemories of her former lover Hotaru
(which means firefly) come flooding in. Mayuko wawhose memories away, redirecting her
attention to a nearby convenience store. In theigue section, the convenience store was
analyzed in terms of women with eating disorders we its anonymity and accessibility as a
way to “feed” their disorders. This novel is nofdient. On her way home, Mayuko stops at the
convenience store to buy groceries. “Hey, don’'t waunt to come inside?” it beckons. She tries
to resist but nevertheless “hurriedly counts hemngje” and marches inside (4). At home,
Mayuko eats voraciously and then purges:

She goes into the bathroom, leaving the door oBently lowering herself to the toilet
bowl, she forks her fingers into a peace sign dictssthem down her throat. She

% Hasegawa Junkéodoku no ii nariPrisoner of Solitude] (Tokyo: Gentosha, 2006), 28
Textual citations will hereafter occur in-text. isdations are my own.
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violently crinkles the space between her eyes lasadaegins to drip from her gaping
mouth. After a while, after she has repeatedly jaahimer fingers in her mouth, the
depths of her stomach respond in undulations. Sugdee dam breaks—yellow noodles,
white noodles, brown noodles, they all come pouduagin the order she had taken them
in,’” making apachan-pachamoise as the surface of the toilet water chuaisng on

the color of seaweed. The popcorn still hasn’t comeShe goes to the kitchen for a
glass of water and hurries back to the bathroonWith a hand on the bathroom wall,
she cocks her head back and opens her mouth witeiygody trembles. She looks like
someone who has been raped from behind in a prggicoom or some other dank place.

(7)

Mayuko feels better after purgingatto anshin shitg but steps out on the ledge of her veranda,
ready to “end it all” (8, 9). Only the mysteriougure of a woman dressed in white walking the
street below gives her pause. They make eye caatachayuko steps back from the ledge,
wondering about the woman’s identity. Mayuko doetrealize it at the time, but the woman is
a manifestation of her imagination, an earlier Mmgr®f herself whose white dress suggests a
time in which Mayuko was untouched or “pure.” Batnbroken hearted, lonely, and twenty-
years bulimic, Mayuko is stuck. The woman in wihiteves, covers ground. Mayuko can only
watch.

The woman in white haunts Mayuko throughout, amdptbrity of her white dress is a
continual reminder of Mayuko’s own impurity andléal status as a near-middle-aged woman
with no romantic prospects. Not only is vomitinguarclean activity, but Mayuko is duped by a
potential lover into working in the sex trade. Arfeer writer, she initially joins a second-rate
publishing company that puts out books on “aninealsility.” On her first day, her supervisor
Asai invites her to a hostess club called The HapBder the pretense of “gathering data” for a
new book on the sex industry in Japan. There, sfetsra woman named Mako who asks

Mayuko to dress up as an anime character and “pléy’ her (36). “Your boobs are so big,”

" This process, in which foods of a certain col@r iagested and then taken account of upon
expulsion, is known in common American parlanc8agering.”
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Mako cries. “Can | touch them?” (37) Mayuko is ast and Mako immediately takes offense,
accusing Mayuko of thinking that she is “dirty” (37

This is the first of several outings orchestratgdibai. Next he sends her to an SM club
in Ikebukuro and then to a place called “The Mastion Room” in Okubo, a seedy
establishment geared toward male clientele lootongasturbate in front of attractive women
who wear sexy attire and talk dirty from behinddi&as. A man named Gunjé manages The
Masturbation Room, and he encourages Mayuko tib tnyt for “research purposes.” Although
she initially resists, Mayuko nevertheless agrews@unjo gives her a red outfit and begins
calling her “Ruby” (102). Mayuko returns the followg day and the day after, eventually
referring to herself as Ruby and dressing entirehgd even when she is not at the sex club.
Mayuko develops romantic feelings for him, but Gudpes not reciprocate, telling her instead
that she is “stupid” to fall in love (158). She gsd'working” at his club, and goes instead to a
place where “she is not the oldest” woman—a cluledaukujo Deai HeyaMILF Parlor?)
where men go to meet attractive older women. Mayalka@ndons this place, too, and settles on
street walking: the last scene of the novel isgneposition to a would-be john (203).

The reader is left with the sense that Mayuko h#erf through the cracks—or has been
pushed out—of the economy of desire and feminirsralaility. In the next chapter, |
demonstrate that Japanese society does not hdaeeafpr women who are between youth and
old age. At thirty-five and unmarried, Mayuko ocmgpthis ambiguous space. The men she
meets each have a hand in pushing her into a sed{ealoid of affect or romantic attachment.

This point is underscored by the fact that Mayu&ormt rid herself of her desire to reunite with

"L MILF is a popular term that denotes a sexuallsaative older woman.
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Hotaru. They had been together for six years, andds physically abusive. One day he took it
too far:

The morning after all of the abuse, she couldn¥erizer neck. He had wrapped her

bruised and battered body in all his ‘affectiomtlavas more violent than usual. He

stared at her mangled body through wet, black éylaguko, trapped in the depths of
those eyes, had pleaded with him to stop. Buoméirrued until he was done with her

(19).

Following the pattern of many abusive couples, Hotologized and showered her with
affection while Mayuko ended up blaming herselftier actions: “He hit me because | did
something wrong,” she told herself (19). Neverthg]@afterward she pleaded with him to break
up with her, and he finally relented. Although miétely better off for having gotten away from
him, Mayuko finds that she misses Hotaru. The nitgjof the novel, in fact, is predicated on

her attempts to reconcile her residual feelingshfor by burying them in other men who make
things worse for her. Mayuko’s feelings of wortldesss and isolatiok@gdok) are compounded
by the fact that when she finally gets Hotaru teetiteer for coffee, she learns that he “has settled
down,” gotten married, and has a child. This rev@teonly reinforces the myth that all is her
fault: Hotaru was indeed capable of settling dowd being kind—just not with her.

At its core, the novel is critical of the systemiolence (emotional, physical, and
psychological) to which many women are subjectatitarwhich they subject themselves. In the
excerpt above in which Mayuko purges, the narrassociates her experience with being raped.
Elsewhere, Mayuko suggests that purging is “likeitgrough sex” because her body goes
limp, she aches to her joints, and she can hatdhdsup afterward (76-77). The violent sexual
imagery here that overlays the violent processuofiipg disrupts the popular association of sex

and eating as pleasurable experiences and corspmiheoretical interpretations of bulimia.

Saitd explains that in some Japanese “food novided is a metaphor for, or sublimation of,
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sex/? | have demonstrated elsewhere in this dissertéiion her words ring true. Hasegawa,
however, reassesses the affinity between the téwatees, as bingeing, purging, and especially
rape cross the line into violence. But hers israrodled, meticulous violence Mayuko enacts on
herself to offset other manifestations of physwalence that are out of her control.

In contrast to anorexia, which can quickly turrhbdt bulimia “can be [theorized] as an
ongoing abuse of the body, a kind of sadistic aéBon of gratification and deprivation of the
body, in which food is rammed into the body in@nfzy and then violently removed, through a
purge.”® Furthermore, it can be coded as “a [perverse]adkenzy, in which the climax is
indefinitely postponed™ Anna Motz interprets this sexual frenzy as a feyitaat is meant to
counteract “feelings of worthlessne<3 Yet the continual denial of satisfaction is alskirad of
violence that hardly seems like a fantasy at atc@kding to Motz, the punishment and self-harm
endemic to bulimia is part of a larger expressibtfemale anger.” Self-harm is not only the
public display of inner turmoil; for many womenjstturning one’s public anger inward. Motz
further posits that the importance of women’s apgeees and “social respectability” has
nurtured a climate in which women have been coom#il to stifle negative emotions and direct

them toward themselves.

2 3aito, 90.

3 Anna Motz, The Psychology of Female Violence: Crimes AgairsBody(Philadelphia, PA:
Taylor & Francis Inc. 2001), 161.

" bid.
S |bid.
®bid., 123.

" bid., 124.
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In this environment, the physical body can be agady. “Women typically locate their
sense of identity in their bodies,” Motz argueshigh is itself a reflection of the tremendous
cultural emphasis placed one women'’s bodies, amai¢fm their reproductive capacities. They
express anger, contempt and shame by injuring ltlegelies, using the concrete experience of
pain to symbolize psychological anguishHasegawa’s narrative traces Mayuko’s emotional
scars through her physical ones. “You knew thingsevgetting worse for Mayuko,” the narrator
notes, “because she spent more nights completstyladd in her bulimia” (88).

Hasegawa makes an even stronger comment on tlemviwture of women’s
subjectivities through Mayuko’s alter ego Ai, weitt with the character for indigo but also a
homophone for “love,” who yearns to be abused leywtrious and anonymous men she has sex
with throughout the novel. She first appears inf@@éaTwo, having propositioned a man for sex
and taken him to a love hotel. “Are you going torbegh?” she asks him, to which he responds:
“I'll be gentle.” “Hurt me,” she replies. “I wantoy to hurt me” (16). The man is confused and
reaches for his wallet, presuming she is a prastittith a fetish. “I don’t want your money,” Ai
curtly explains. She then shows him all of the §egion her body: “Look, hydrangeas have
bloomed on my arms” (17). Next she shows him tHaeeberry-like” bite marks around her
nipples, complements of a homeless man she haditeiast week (17). Ai makes periodic
appearances, having sex in all of them—in Chap#drethas sex with a man behind a
supermarket; in Chapter 18, with a middle schaadent in the bathroom of a luxury hotel; and
so on. Her lack of emotional attachment to these imenatched only by Mayuko’s attachment
to her boyfriends. And Ai’'s desire to be hurt plogdlly contradicts Mayuko’s attempts to free

herself from the pain she lives with while simutansly reminding us of the pain she inflicts on

®1bid., 125.
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herself. It also points to a theme that resonattéstive other texts discussed in this dissertation:
an inability to feel anything. The narrator expkifiNo matter how many men abused her body,
no matter how much semen it took in—it remaineaumle&She didn’t feel pain. That body, blue
coursing through its veins, felt neither hot noldc&€ounting the blue bruises and scars—put
there by men—reminded her that she was alive” @3-8

Mayuko wakes in the mornings to find bruises onbaty and cannot explain why. She
sees a doctor for abdominal pain—probably due &syef self-induced vomiting. After he
examines her, the doctor comments on the “injuresnipples have recently sustained (75). He
does not prescribe medication, but rather sim@yrircts: “Ease up on the sex” (77). Her
wounds do not heal and she goes back to see tharddhbis time he offers her antibiotics. But
he also comments, “Seems you're really gettingraldhese days. Compared to your last exam,
you've gotten worse. Keep it up and you won't bkedb have children” (90). Mayuko is put off
by the doctor’s words, which seem to be as judgaias they are cautionary: “How shameless
of him,” she scoffs to herself (90). Neverthelest® lingers on something he said: “Seems
you're really getting around these days.” She iHesed: “Between my job and my dreams there
may be some incidental cross-breeding,” she reaSbutsthere’s no girlgnng out there
cleaner than | am” (91},

In Chapter One of this dissertation, the power dyica of heterosexual SM were
discussed in conjunction with Kanehar8isakes and Earringss well as Kono Taeko'’s
“Toddler Hunting.” In both texts, the female protagsts find pleasure in the pain administered
by their respective lovers—or in the promise ofpais articulated by Gretchen Jones in her

study of masochism in Kono’s work. Because of tlagsvn which SM potentially obfuscates

¥ Hasegawa often uses similar scientific vocabuitatyer short story “Museiran” (The
Unfertilized Egg), examined in the following chapte
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the relationship between gender and power, cors&htoercion, and subject and object,
Kanehara’'s Lui and Kono’s Akiko indirectly posehadat to male hegemony and superiority.
Hasegawa’s deployment of sexual violence is trictogoin down. While it is true that Ai
demands to be hurt, Mayuko does not. In fact, ghe from pain, evident in her desire to break
up with Hotaru after he became abusive. Moreovers Aever with the same man twice, and
each leaves his mark on her. Indeed, it is hardlgiacidence that her name, Ai, connotes blue,
further hinted at in the hue of her bruises and friarks. These marks are a source of pride and
the cornerstone of her identity—Ilike tattoos (séaier Two), only not as permanent.

Mayuko, however, does not really have an identifiren we first meet Mayuko, she is
nameless. The narrator calls her “the womangrorain Japanese, a common and nondescript
way to refer to a woman. She is anonymous, nobgetyshe is also sexualizednnacarries a
sexual undercurrent, particularly the tarmnna—or “good girl.” In Kawabata Yasunari's
(1899-1972)Y ukiguni(Snow Country, serialized 1935-1947) protagonistraimura refers a
low-class and aging geisha named Komako as a “gmdii ko), but at one point begins
calling her a “good girl® Concomitant to this linguistic shift is Shimamwarowing interest
in a younger and “purer” woman named Yo6ko. Koma&odmes upset by Shimamura’s words
and begins crying, her awareness of her positianlaser-class geisha and Shimamura’s status
as her wealthy customer suddenly reaffirmed. Skieblean falling in love with him, but with

this subtle change in address reality surfaces.

8 n the English translatiofi, ko andii onnaare translated by Edward Siedensticker as “good
girl” and “good woman,” respectively. | find that English “good woman” is stilted and lacking
in sexual innuendo while “girl,” particularly whersed in reference to a woman, can be
disagreeable and condescending in the same wagrthatan. See Edward G. Seidensticker,
“Introduction,” in Yasunari Kawabat&now Countrytrans. Edward G. Seidensticker (New
York: Alfred A. Knopf, Inc., 1956), ix.
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We could argue that to be nameless is to be emgalw&ro lack a name is to belong to
no one, that is, to belong to oneself,” claimsal@psteirf* The nameless narrator may be a
blank slate, in charge of his or her destiny. Tisot the case for Mayuko, though, whose very
notion of self is contingent on the men in her.lW¢hen the narrator reveals her name at the end
of Chapter One, we are told, “Her name is Mayultee firned thirty-five yesterday. ... [and]
she is just an ordinary womagoku futsd no onrig12). Here, Mayuko has been negated three
times (“just,” “ordinary,” “woman”), reduced almogi nothing through the narrator’s choice of
language.

Moreover, Mayuko eventually adopts the nicknameyyRthat Gunjbé gives her when she
begins going to his sex club to gather data orséxeindustry. Although she had only planned on
going once, Gunjo promised her that “things will ggeresting soon if you stick around” (121).
When she arrives after work, the man at the freiskdasks, “What was your name again?”
“Uh...Ruby,” she responds. He looks her up and doméhleands her a red satin sailor uniform,
explaining, “You're a plain one, aren’t you? Whynttoyou wear this?” (121). She changes into
the outfit and also changes into Ruby. She goek toaite club the next day as well, where she
runs into Gunjo who tells her to “work hard” (124%ee you tomorrow,” he says smugly before
sauntering off (124). “See you,” she says to h&raald dutifully shows up the next day (125).

After several days of going to Gunjd’s bar, Mayulexides that she has enough material
to write her article. So she stays home. But pledddy a desire to see him, Mayuko goes to her
closet to get her red camisole (144-145). The calmimatches her red nail polish, red mules,
and the red tint to her hair. To complete the I&ble has a red cellphone and red underwear—

“all red everything” (145). Her reasoning is susprgly simple: “Gunjo said | look good in red”

81 Julia EpsteinThe Iron Pen: Frances Burney and the Politics ofivén’s Writing(Madison,
WI: University of Wisconsin Press, 1989), 178.
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(145). More than a desire to see Gunjo draws hbkrstalub, however. It is a desire to be wanted
by men. He had told her that she would be a “papalddition to the club, and it turns out that
he was not wrong, as men ask for her with increggequency (140). She tells herself, “See,
they all want you now” (140).
Kanehara is critical of women for the kind of codegence Mayuko demonstrates here.
According to Rin, the protagonist of Kanehara’s eldwutofiction(2006), this is just how
women are: “The desire to be wanted by a man. Esealto get a man. Most females go into
hysterics if either of these can’t be fulfilledtbe fulfillment of either of these two desires is
unbalanced. Their pussies get all irritable, restl®Vhat is hysteria, after all? It's a diseasthef
pussy.® Kanehara’s criticism may be unjustified, for, ase M. Ussher explains, women have
been conditioned to find their sense of self inem@mpanionship and affirmation:
The circulation of narrow, sexualized representetiof ‘woman’—the fantasies of
femininity found in the images of ‘woman’ aimedaaitd consumed by women and girls
in fairy stories, romantic fiction, teenage magasinsoap opera and advertising imagery
act...constantly to remind women that they [are] Wess without a marf?
Her observations draw our attention to a precarmmsstion for many women who are compelled
toward a prefigured manifestation of their own dess.

Lauren Berlant similarly argues that this cacherages and representations constitute

what she calls “women’s culture.” Berlant states:

82 Hitomi KaneharaAutofiction trans. David James Karashima (New York: Vint2§€7), 16.

In the original text, Kanehara uses the tenesy which Karashima accurately translates as
female. | have pointed it out here for the animaliguality of the term, as though Kanehara is
intimating at some kind of feminine biological deito be wanted. Indeed, in the passage quoted,
she juxtaposesiesuagainst the more human (and civilizedpkowhen discussing men. See
Kanehara HitomiQtofikushor(Tokyo: Shieisha, 2006), 22-23.

8 Jane M. UssheEantasies of Femininity: Reframing the BoundarieSex(New Brunswick,
NJ: Rutgers University Press, 1997), 352.
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Women have long come to “women’s culture” to expece versions of personal life that
are made up by other people claiming to deriver tsteries from other women’s lives,
and who knows? [. ...] This presumption that thera structure of relevancy, address,
and absorption enables the consumers of “womeritgrelito feel that their emotional
lives are already shared and have already beesdrtosa degree of general significance
while remaining true to what is persofial.
Identifying a handful of women-authored texts the¢k to “skewer an open secret” and
“hail...the wounded to testify, to judge, to yearnddo think beyond the norms of sexual
difference,” Berlant finds that women are largaedpulsed by the promise of “women’s
culture.”® Nevertheless, she continues, the whispered premisgvomen’s culture” are hard to
ignore.

Namely, romantic love is often the greatest proraise gravest let down within women’s
culture. “Everyone knows,” Berlant says, that “wantiwe for love, and love is the gift that
keeps on taking® In her study, Berlant draws attention to the wiayshich women have been
conditioned to chase love at all costs, while sanhyl demonstrating that love itself has largely
been coded as a female emotion in the popular marstess. She has written elsewhere of the
ways in which love functions as cultural “norm anstitution.”®” Conventions of romantic love
compound the over-association of love itself asmadle emotion, andrisoner of Solitudés

critical of the narrative. Certainly, Mayuko is petually heartbroken, and her attempts to

alleviate her pain only amplify it:

8 |Lauren BerlantThe Female Complaint: The Unfinished Business ofifBentality in
American CulturgDurham: Duke University Press, 2008), ix.

8 Ipid., 1.
86 | pid.

87 Lauren Berlant, “Love (A Queer Feeling),” ifomosexuality and Psychoanalysésl. Tim
Dean and Christopher Lane (Chicago: The Univerdit@hicago Press, 2001), 439.
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Hotaru, whom she loved before Gunj6; her old beyfd; the men she was with before
her old boyfriend—she recalled their fac8sirely, they were by now taking great care of
the women they selected. Why would they recallrttigie with Mayuko? They

wouldn’t. Ah, nobody gives a damn about the on¢ godaway, do they? Why couldn’t

[she] get anyone to love her? It's her own fajdtyQ jitoku). It's the same with vomiting.

No matter who she’s with, they don’t even bite remdugh to get a taste before

expelling her from their mouths.. She seemed to have devoted her life to thedbve

men. (196)

Here, in the emphasized sentences, the namessaf then take on the same ready-made,
interchangeable aura of the convenience store fteyiko buys. They satisfy momentarily but
are of no lasting value. We get the sense, themvthen Mayuko steps into/onto the street in the
novel’s final scene, she has given up on love—adeety female-coded fantasy—and has
instead devoted her body to propping up the maieagy of woman as sexual play thing.

Ai’'s diegetic role portends and foreshadows Maysikollapse into this expression of
male fantasy. She is on the fringes of Mayuko’sscoyusness for most of the novel, leaving
only clues to her existence on Mayuko’s body—theédas, for instances, and at one point
Mayuko wonders why she “smell[s] like cum” the mioghafter Ai had been out sleeping with
men. But at the end of the novel, Mayuko and Aefudot only does Mayuko
uncharacteristically wear purple (a combinatiomeaf and blue) when she walks a street in
Shibuya that is famous for its love hotels, butrttenner in which she propositions the man calls
to mind the anonymity and emotional detachment witich Ai seeks men. “Hey, wanna have
some fun,” she says first, “I'll blow you” (203).

Her words are brief, to the point, and a far coyrirthe overly formal language Mayuko
uses earlier in the novel (callkdigg, particularly toward men she does not know. Whles
first meets Gunj6, she greets him in highly riteetl and polite language, which she continues to

use in his presence. “It was | who phoned,” shertse@s a way to break the ice (97). Mayuko

continues: “This is the first time that my reseahnets brought me alone to an establishment such
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as this” (98). Gunj6 asks if she would like somarftls on” experience. She is somewhat
incredulous, wondering if he extends this invitatto “just any” reporter, and if any actually
take him up on it (100). He mocks her rigid andrfataic language from earlier: “Well, now.
There are certainly some that do, wouldn’t you $4¥00). One of the functions &kigois to
create and maintain distance between self and.dthara Miller sees it as a mask or uniform. In
her study of Japan’s “elevator girl,” a mainstéymany department stores in Japan, Miller notes
that these girls are as well known for their voiaeshey were for their uniforms. Not only do
they speak in shrill, rehearsed regist&isut they also use a cache of honorific greetimgs a
announcements. Such “scripted encounters” areop#ne job for these women, something worn
with their compulsory hat, gloves, scarves, anddia Furthermore, the high, rigid “service
voice” “discourages passengers from engaging iveation by alerting them that the
attendant is only available for speech relatecetorble as a formal spokesperson for the
store.”®°So when Mayuko/Ai uses more direct language irpdmsage above, she is
linguistically allowing men access to her. But net&ingly, the reader does not know how—or
even if—the man responds to her proposition. IacffMayuko/Ai gets the last word, though it
is an ambiguous one given the text's emphasis da waidation for both Mayuko and AWhat

if he ignores her? What if he turns her dowirte reader is left to wonder. Chances are slirh tha

Mayuko/Ar’'s proposition will go unrequited. She posefully seeks out an introverted and

8 She quotes from Nicholas Kristof, who charactesitre elevator girl voice thus: “The Voice

is as fawning as her demeanor, as sweet as syrd@sahigh as a dog whistle. Any higher, and it
would shatter the crystal on the seventh floor ¢idilas Kristof, quoted in Laura Miller,

“Elevator Girls Moving in and Out of the Box,” Modern Girls on the Go: Gender, Mobility,
and Labor in Japaned. Alisa Freedman, Laura Miller, and Christireng(Stanford: Stanford
University Press, 2013), 56.

8 |Laura Miller, “Elevator Girls Moving in and Out dfie Box,” inModern Girls on the Go:

Gender, Mobility, and Labor in Japaed. Alisa Freedman, Laura Miller, and Christireny
(Stanford: Stanford University Press, 2013), 56.
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awkward looking man with a hunched back—a man wghtonely” like she is, one who
probably will not turn her down (203).

In this novel, Hasegawa is not offering an optimist flattering representation of
male/female dynamics. Mayuko is continually spurbganen in terms of romantic attachment
and emotional involvement. Ai, however, who jusindeds sex from men, is always obliged,
and her requests to be hurt are never ignoredh&hé easier than Mayuko does; while it is hard
to find a man who will love her, it is easy to finde who will have sex with her. Indeed, even if
the nameless man turns her down, another man aplbén by soon enough. Both women
hunger for men, but the one who hungers withowcaffiltimately wins out.

The role of men in the text, then, is a commem@ntlon the affect-less shape of the world
in which Mayuko lives, and maybe even a preferdacseuch a world. Ai does not feel
anything; only her injuries remind her that shalise. Mayuko, we might say, tged of
feeling—she is tired of the hurt, isolation, pafrife and love. Because love has been coded as a
feminine affective mode and way of living, Hasegagams to be suggesting that her
protagonist is better off without it. As Berlantdenstrates, however, while women’s texts may
be critical of the narrative of “women’s culturednd there is no doubt that Hasegawa is
displeased with it) they still maintain fidelity the narrative itself. Such texts “tend to
foreground a view of power that blames flawed mmaah laad ideologies for women’s intimate
suffering” but still demand that women participated inevitably desire those same men and
ideologies’® Elsewhere in heveuvre Hasegawa shows an affinity for female protagsnigio
are able to negotiate a place for themselves aitdithe normative rubric of female affect, such

as in her short story “The Unfertilized Egg,” whishanalyzed in the next chapter.Rnsoner of

% Berlant (2008), 2.
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Solitude she is less hopeful, because even in an affeatledd of sex with strangers her
protagonist is still, in the end, hungry for themmentary satisfaction of a man.

Mayuko is consumed by her own desire to feed. Ss dot know why she eats; she
does not know why she chases men. For her, andigecd the lack of introspection on her part,
these activities are meaninglessThe Excessive Overeatdiokiko spoke of the inherent
emptiness in eating. One eats simply to eat, skerobd. For Mayuko, who eats and then purges,
eating is truly an empty, cyclical gesture. And thleing in of men (sexually and even
emotionally), as with food, is similarly unfulfiig. Yet she is driven to do these things, and here,
| think, is one of Hasegawa’s main points: gesttinas were once meaningful—such as eating or
sexual intercourse—have been stripped down to nmécdigprocesses. Hasegawa is nodding
toward a nihilistic view of contemporary Japanntf and specifically women’s place within it.
She is saying that everybody is eating, but nobsduyll: “[T]here are people who consider their
own lives meaningless,” writes Viktor Frankl, “wlsan see no meaning in their personal
experience and therefore think it valueleSsThis “living nihilism” speaks to the breakdown of
previously symbolic acts that gave life meaningvibDadolbrook finds that Frankl’s words apply
aptly to the dehumanization of sexuality, citingrstaall McLuhan and George Leonard’s
caution that “sex as we now think of it may soordbad...the foldout playmate Flayboy

magazine...signals the death throes of a departiag®aghey said this in 1967, and since then

%1 Victor Emil Frankl.From Death-camp to ExistentialistNew York: Beacon Press, 1959),
109.

%2 Quoted in David HolbrookSex and DehumanizatigNew Brunswick: Transaction
Publishers, 1998), 64. See also Marshall McLuhah@G&orge Leonard, “The Future of Sex,’
Look Magazine (1967),” isexing the Maple: A Canadian Sourceboadk Richard Cavell and
Peter Dickinson (Orchard Park, NY: Broadview Pregg)6), 103-112.
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the “machinelike” trajectory of sex has only incsed® Although these scholars were referring
to Western attitudes toward sex, in contemporapaddheir words are just as applicable,
resonating with notions of free sexuality wherebtorow Susan Buck-Morss’ words, “sex has a
machine-like character and attraction a commodkiy-bne” divorced from “the ‘aura’ of

love.”* They are also divorced from their own humanitgueed to colors: red, blue, white.
Indeed, The Masturbation Room where Mayuko workaisssembly line, as men wait to be
serviced by women, emblematic, perhaps, of thednarivhich Mayuko lives: “Sexual desire,”
writes Shu-mei Shih, “like a commodity, demandsanspurchase® And women are the
providers. “How much is someone worth,” the nanrabtetorically asks. “300,000 yen [$3000]

for a girl right out of high school” (136).

sova

The commodification of desire in this text—and #m®nymity with which desire is enacted—
speaks to contemporary Tokyo as the locale in wiiishall made possible. Henning Bech’s
analysis of the (post)ymodern cityscape and thelpdiming in it comes to mind. He suggests
that the contemporary city today ia torld of strangerscomprised of “darge, dense and

1 96

permanent cluster of heterogeneous human begidsaulation””” that reduces people to

“surfaces...for the simple reason that this is thig thting a person can notice in the urban space

% Rollo May,Love and Wil(New York: W.W. Norton & Co., Inc., 1969), 61.

% Quoted in Shu-mei Shiffhe Lure of the Modern: Writing Modernism in Sertn@l China,
1917-1937(Berkeley: University of California Press, 200322.

% Shu-mei ShihThe Lure of the Modern: Writing Modernism in Sertn@l China, 1917-1937
(Berkeley: University of California Press, 2001223

% Henning Bech, “Citysex: Representing Lust in Pubiin Love and Eroticismed. Mike
Featherstone (London: Sage Publications Ltd., 1929). Emphasis in original.
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of lots of strangers™ His words resonate with our text given its probd¢imemphasis on the
skin and the anonymity of contemporary Tokyo, wheaf one of the largest cities in the world,
might be the ultimate “world of strangers.”

This anonymity and alienation is of course not nkwuas largely these aspects of the
urban world that fueled mystery fiction and thecfaation with the grotesque in the early
twentieth century, for example. As Sari Kawana aiyd, the rise of mystery fiction coincided
with changes to the urban landscape. She readsdheique of tailinglikd), in which a
detective covertly “tails” his or her mark, agaiastultural “desire among interwar Japanese
urbanites to obtain information about others withmeing detected®® “[T]he urge to know”
reflected anxieties people held toward the urbaddaape and a growing paranoia toward
strangers? There have always been strangers among us. Banitytbrought strangers closer
and interjected them into traditional “close-knetighborhood[s]’ that had already been
disrupted by the Great Kant6 Earthquake of 1923 he landscape had already begun to change
well before the earthquake that claimed almostd@Dpeople and leveled half of the capital. A
surge in population growth led to governmental anuahicipal projects to reconfigure city
streets, improve transportation, tear down olddigs, and build new ones. These projects were

completed, according to Kawana, in 1917. Five y&des the earthquake upheaved the

" Quoted in Zygmunt Baumagommunity: Seeking Safety in an Unsafe W(Malden, MA:
Polity Press, 2001), 147.

% Sari KawanaMurder Most Modern: Detective Fiction & JapanesdtGre (Minneapolis:
University of Minnesota Press, 2008), 30.

% |bid.

100 | pig.
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population, mixing the eastern half with the westdris reshuffling continued during the post-
earthquake rebuilding stage, as people from thateptlooded the capitdf*

Writers during this period captured the anxietyhef urban landscape. Tailing was a
prominent theme in mystery fiction, as noted ab&dogawa Rampd’s (1894-1965) fiction
often follows detective Akechi Kogoro, whose falailty with the city streets works to his
advantage in hunting criminals. But the urban wpdded a new kind of threat, as borders
between people were dissolved: criminals and “nérpeople lived side-by-side. The city
offered anonymity for the criminally-minded, an@ated spaces where crimes could and would
happen. In fact, the success of mystery fictionrduthis period can be partially explained by
people’s desires to read this fiction as a kinthbfeau and stylized portrait of the real crimes
that began to take place within the maze-like aliefyurban Tokyo.

Lyn Lofland, who has extensively analyzed the aityl the relationships between people
it encourages, writes: “To experience the cityaisong other thingdo experience
anonymity.™%? These “other things”"—the underside of urban andtyrinclude isolation,
seclusion, and alienation. Isolation is a key asma@n the primary affect, &frisoner of
Solitude and the city is key in the development of thieetive mode. It is most evident in the
ways in which Mayuko negotiates the street: shie Boppongi (30), she is in Nishi Azabu, an
enclave of eastern Tokyo (38); she is in Okubo;(8f# is in Shibuya, standing in front of Don
Quixote, a landmark and gathering place for yousgpte even in real life (111); then she is on
Center-gai, a crowded street in Shibuya not fanfidon Quixote (115). And so on. She is

always moving, always on her feet. But she is maglso in the manner of Michel de Certeau’s

101 pid., 34-35.

192 yn H. Lofland,A World of Strangers: Order and Action in Urban HalSpace(New York:
Basic Books, 1973), ix. Emphasis added.

175



flaneur in “Walking in the City.” Instead of stroilg, she is frantic. Instead of visiting landmarks,
she is running to the bathroom or going to convaeestores or leaving lovers’ bedrooms or
combing the streets for sex. Here, too, she idikeseveryone else, a cog in the pleasure
machine. For de Certeau, traversing the city—esfigdy walking it—allows one to use the

city and to “operate” on it, for the walker “condesncertain spaces to inertia or disappearance
and composes with others spatial ‘turns of phrésa’ are ‘rare,’ ‘accidental,’ or illegitimaté®
Edogawa Rampd’s detective understands the cityiaed it to his advantage. Mayuko knows
the city, but she may not understand it. It ge¢shtetter of her.

While many in the city are isolated, at the sameetthe city also pushes people together.
Bech’s argument is that “the city is invariably araquitously, inherently and inevitably,
fundamentally and thoroughly sexualized; and thadienn sexuality is essentially urbaii*He
implicitly speaks of Western cities, but his logight well apply to non-Western cities,
particularly large, sprawling ones like Tokyo, fas thesis rests on urban sexuality as a product
of intense physical closeness, exposure to the gfazihers, and the anonymity and freedom to
consume others with one’s own ga2eBech concedes that certain people will use thefait
sex (elsewhere he looks specifically at homosewualithe modern city), which does not
necessarily mean thall people will. But his study, as are many studieshanrelationship
between people and their cities, is based on adenagion of how particulalypesof people use

it—the flaneur, for example.

193 Michel de Certeaulhe Practice of Everyday Liferans. Stephen Rendall (Berkeley:
University of California Press, 1984), 99.

104 Bech, 215.

105 bid., 221.
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We could further argue that the prostitute, andlmeagven all women, is emblematic of
the city itself. They are part of the city, andhuit the patriarchal matrix, the objects of the ierot
gaze for the man who walks or roams it. Echoinge&ids “Dream of the First Night” in which a
woman is likened to a plant, The Arcades Projed@enjamin offers the following list of
“female fauna” one might see in the city: “prodi#s, grisettes, old-hag shopkeepers, female
street vendors, glovers, [amimoiselles® His flaneur is an extension of the orderly, modern
city, not the chaotic, messy one in which Mayuktrapped. But as scholars have shown, the
flaneur has been recast and even regendered thataan emblem of the “fragmentation and
limitation” of city life today®’ Indeed, though we might argue that because wontenl®s are
constantly on display,” their experiences of citg are ultimately different from men’s. In
Prisoner of SolitudeMayuko becomes a warped version of a flaneuseM&ayuko, it is as
though she is in a maze, prisoner of the cityfiget of her own body, which is an extension of
it.°® If men define her identity, it is as though shedsuring the city in search of her
subjectivity, and on the verge of never finding/ithich make bulimia, rather than anorexia, an

appropriate affliction for Mayuko. The bulimic igraptomatic of “binge consumerism.” But

perhaps more importantly, because bulimia is r&tribed on the body to the degree anorexia is,

1% \valter BenjaminThe Arcades Projectrans. Howard Eiland and Kevin McLaughlin,
prepared on the basis of the German volume editdRblf Tiedemann (Cambridge: Belknap
Press, 1999), 494.

197 Graeme Gilloch, “Walter Benjamin,” iRrofiles in Contemporary Social Theosd. Anthony
Elliott and Bryan S. Turner. (Thousand Oaks, CAgé&Rublications Inc., 2001), 79.

198 Kevin Lynch’sThe Image of the Citig an evaluation of the American city in terms of
“legibility,” the ease with which a city can be @kntly imagined vis-a-vis distinct landmarks,
streets, and districts. In Japan, Kyoto is a “legjibity. It is grid-like, with major streets
intersecting in a series of right angles throughtius very difficult to get lost in Kyoto. Tokyo,
on the other hand, is illegible, even labyrinthipatticularly Shibuya, with its quiet hills to one
side and sea of neon lights to the other. See Keymch, The Image of the Cit§fCambridge:
The MIT Press, 1960), 2-3.
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many bulimics go unnoticed. In this manner, althoagorexic bodies are those that literally
disappear, bulimics are largely absent from cilitttecourse and social concern; they exist, but
also do not exist—lived fragmentatiof.Mayuko, perhaps more so than any other protagonist
we encounter in this dissertation, is just a baahyg one that has fallen through the cracks. It is
fitting, then, that her novel should come to aromplete conclusion, for it leaves the reader
unfulfilled and hints at the uncertainty of theeliflayuko lives: Mayuko is on the street, calling
out to a nameless man, offering to pleasure himagxand calling to mind the opening scene
of the novel in which she is stumbling home drusignificantly, the novel ends before the man

answers—thus, we are left in limbo, unsatisfieddry.

roVA
Both texts discussed in this chapter are abouténifigamed in terms of an insatiable desire for
more, and one that is never fulfilled. The protagtare left hungry at the end, and so is the
reader. In Chapter Two, we saw howocent WordandSnakes and Earringsrap up almost

too nicely, as they offer their protagonists somatdroblematic resolutions to the problems that
plague them for most of their respective narratittere, however, we cannot help but vi€he
Excessive OvereatandPrisoner of Solitudevith pessimism and even irritation. Nothing really

changes and that does not seem to matter. We aagueé that nothing changes for Ami or Lui

1910 her memoitWasted Hornbacher has this to say about the gap betaeerexia and

bulimia in public opinion:
In treatment, as in the rest of the world, bulimsiseen as a step down from anorexia,
both in terms of medical seriousness and in ternaglmirability. ... Bulimia harkens
back to the hedonistic Roman days of pleasure @ast,fanorexia to the medieval age of
bodily mortification and voluntary feminine. In thy bulimics do not usually bear the
hallowed stigmata of a skeletal body. Their satfuiee is private, far more secret and
guilty than is the visible statement of anorectieBpse whittled bodies are the epitome
of feminine beauty.

Hornbacher, 153.
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either. Both women are more or less back where staayed, after all. But the affect is
different—Ami and Lui are okay with where they aggen hopeful and optimistic; they have
taken a journey of sorts, while Tokiko and Mayulkia m place. In the texts discussed in this
chapter, we are asked to think about and acknowl#udgfact that some women may not find the
better lives they seek. They are consumed by tigsire for more. And it eats them alive. And
that’s just the way things are.

Sianne Ngai’'s analysis of “ugly feelings” resonatesre. She describes anxiety,
irritation, envy, disgust, and several other “mieanotions” as those which arise from a state of
“suspended agency? They remind us that we are stuck—sometimes temibgraometimes
permanently—in a world we cannot change. Yet astrae time, the ugly feelings that emerge
from such “situations of passivity” can be readégobri[cally]” for their potential to help us
understand those situations in the first pfd¢&or Ngai, ugly feelings can be reestablished and
recoded ascitical” feelings, and maybe even disabused of their egbh'® This is especially
the case for “women’s feelings,” Ngai continuesjchihare “imagined as always easily prone to
turning ugly.™® She notes that envy is an especially fraught emadtiat can be reevaluated for
its “political value for feminism” and to compli@atsympathetic identification [“women’s
feelings”] as our culture’s dominant way of undargting the making of female homosociality

and the formation of political group$™

110 sjanne Ngailgly EmotiongCambridge: Harvard University Press, 2005), 1.
"bid., 3.
12 |bid. Emphasis in original.

113bid., 33.

14 bid.

179



There is not much explicit envy in the texts disagsin this chapter. There is, however,
an abundance of anxiety—and even insecurity. Gikkeremphasis in these texts on the ways in
which bodily borders are transgressed—often thraugghiting or bingeing, but also through
sexual contact—anxiety is an appropriate affeativem, or “feeling state” to use Sara Ahmed’s
phrase:*® As Ngai demonstrates, Freud defined anxiety desernalizing trajectory” that
obfuscates the distinction between self and othean of course be something one feels toward
oneself, but it is also something one tries to dermneself by projecting it on to othérs.
(Castration anxiety seems contingent on the padpdifffierence between self and other. Though
as Ngai points out, Freud does not discuss thegiing nature of anxiety in relation to
castration anxiety") If there is one affective mode that binds thegenalyzed in this
dissertation together, it is anxiety—toward loak&therhood, age, and finally the body. These
anxieties stem from characters’ engagements witarst with how they are received and viewed
as womenFor the characters profiled in this chapter,rthaxieties toward their bodies lead
them to engage in potentially harmful behaviora agy to alleviate it, as a way to neutralize
how they feel others feel about them, which infleeshhow they feel about themselves.

Anxiety can be induced by racial, religious, class] sexual politics. But in the fiction
discussed here, it is a bodily anxiety, one thapsento the cultural construction of women’s
bodies as already anxiety inducing. Today, many e@mlives are governed by a “pedagogy of

defect,” a language that chastises physical impeoigs—even normalcy—and demands that

115> Sara AhmedThe Promise of Happine¢Burham: Duke University Press, 2010), 40.
118 Ngai, 210-211.

117 pid., 213.
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they be correctet® In a sense, these live are embedded in a culincakven global beauty
ideology that is both explicit within Japan’s “bé&aaulture” and implicit within hegemonic
notions of femininity—a social conditioning. Thikapter has posited a dynamics of erasure and
abjection embedded in contemporary notions of famtynand female subjecthood that
contradicts the extent to which women are seergsts within a highly visual-sexual
economy. Bodily anxiety emerges from this persistehjecthood.” Feminists inspired by
Foucault have long been fighting for a way outhaf visual system, or at least a way to navigate
subjectivity within it. Susan Bordo and Sandra Baramong others, have demonstrated that the
public surveillance of women’s bodies is reflectedl even exaggerated through women'’s
private surveillance of their own (and each othdvadies, contributing to what Susan Gubar
calls “feminist misogyny,” the internalization angplication of misogynistic rhetoric by women.
Julia Bullock invokes this term in her discussidrseveral texts by Japanese women in which
female protagonists see themselves as inferidreio inale counterparts. “In each case the
hierarchical nature of such relationships, wherdgymale occupies a dominant position vis-a-
vis the female, encourages the protagonist to casgie for her relative lack of power through
her compliance with and/or manipulation of the dtads used to judge her as inferibf”

Bullock demonstrates that in Kono'’s “Hone no nikBbne Meat, 1969), in which a
woman begins to starve herself after her loverdsaer, the protagonist internalizes the power
imbalance of their relationship. Initially turned by the sadomasochistic games they would play

at the dinner table, particularly the act of befiad or starved at her lover’s behest, his absence

118 Bordo (1997), 37.

119 julia Bullock, The Other Women'’s Lib: Gender and Body in Japaiésmen’s Fiction
(Honolulu: University of Hawar'i Press, 2010), 77.

181



seems to bring the subtext of the game to the serrfar without him there to allow her to eat,
she literally starves. And by the end, she seeselfaas no better than the garbage he has left
behind at her hous#° In this text, the male figure literally and symioally provides
nourishment to K6no'’s protagonist. It echoes ttiene of the texts discussed in this chapter,
with their collective emphases on hunger. While Maywastes away alongside her expulsion
from the romance narrative and the realm of mateaedesire, Tokiko consumes, as though to
prevent her own vanishing. Paradoxically, the nstre eats the more her body becomes
undesirable, its own form of invisibility.

The erasure and abjection traced in this chapteraps with and complements the idea
that the protagonists in these texts are consuméiadr desires for a “good life.” But they are
also consumed by their own agonistic feelings toMmrdies that seem to impede its
actualization. Ahmed points out that desire bressdsety—"the orientation toward the good
becomes a form of pressure in a world in whichgbed cannot exhaust the realm of
possibility.”?! In these texts, as in all of the main texts aredyin this dissertation, the physical
body is the conduit to Ahmed’s “good.” Yet becatlse characters face so much pressure
publically and privately, the body becomes a sowofagreat anxiety for its potential to fail to
deliver. At the beginning of this chapter, | higiilted some of the promises of the thin body,
including desirability, glamour, and social molyilithat are seemingly written onto the bodies of
runway models and celebrities, whose lives—asdave@know—are perfect. | further

demonstrated that in the popular imaginary, toiatié the thin body is to own, at least in part, a

1201bid., 83.

121 Ahmed, 31.
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piece of all it stands for. In writing size zerben, Matsumoto and Hasegawa offer case histories

of failure, as the anxiety that their protagonfetd gets the better of them.

*OVA

In the following chapter, we turn to issues of igetolder, returning to authors we have
discussed before—Kanehara and Hasegawa. In Kanekiaora (Hydra, 2007), the
protagonist yearns to be “doll-like” (the antitreesi Lui, who fights to get away from her
Barbie-girl femininity)*?* She stops eating. Therefore, we will revisit darthemes explored in
this chapter. But she is also afraid of gettingeolavhich is where our interest lies. The
protagonist is only twenty-four, but as a fashioodal, she is already fearful of being “past her
prime.” In Hasegawa’s “Museiran” (The Unfertiliz&dg, 2004), protagonist Moriko is under
intense family pressure to meet a man and havéddr-especifically a girl whose blood type is

B and who is born in the Year of the Horse. Morikowever, is thirty-five, and time is literally

and symbolically running out.

122 Rio Otomo, “A Girl with Her Writing Machine,” iGirl Reading Girl in Japaned. Tomoko
Aoyama and Barbara Hartley (New York: Routledge,®0131.
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CHAPTER FOUR The Dark Trauma
Wrinkles and bones, white hair and diamonds: | vamit.
--Holly Golightly, Breakfast at Tiffany’s

He had not seen her dance in two years. Her daheidgo degenerated that he had to look
away. All that was left of the savage strength wa®mmon coquettishness. Form had gone to
pieces with the decay of her body.

--Kawabata Yasunari, “Of Birds and Beasts”
Portraits of models and film stars...suggest phygealection: surfaces are black, white, matte
and smooth; lighting effects accentuate contréigts, and shadow; blemishes or irregularities
are inconceivable. The self-conscious arrangendrisdies and the construction of the
completeness make even the glamorous men in theap®appear feminine, as if the art itself

was by definition feminine.
--Gail Reekie,Temptations: Sex, Selling and the Department Store

THE CULT(URE) OF YOUTH

Mae West is an enigmatic, powerful, and frustrafiggre in Western popular culture and
gender discourse. On the stage as a young acadsirned herself in feminine clothing, moved
in highly sexual ways, and lampooned male desnautih self-aware and camp femininity. With
her hyperfeminine persona and dynamic attractiveresdent irSexandThe Wicked Age
(1927), she demonstrated that men are often utalpésist the femininity they demand from
women. West manipulated her male counterpartsunttess performances and offered
femininity and sexuality as a vehicle for womenggacy, often playing women who take
multiple lovers or women looking for financial seityfrom rich men. She demanded the
spotlight emphasize her body, and enjoyed bein@bhect of the gaze.

However, as she aged, she lost her grip on theabpxise of the age and slipped from
icon-status. West has agitated feminist scholars sée desperation rather than transgression in
her attempts to remain a sex symbol well into hgintees; fans, critics, and scholars reacted

harshly to her role iSextettg1978), in which, at eighty-four, West played ahderly woman”
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who is meant to symbolize—but unable to recreate-ythuthful, sassy, sexy WesBhe was
too old to demand to be looked at, they reasonéthy‘couldn’t West age gracefully,” asks
Kristen Pullen, “or better yet, not at afah her study of women’s sexuality on stage, Pullen
demonstrates that some biographers have refusskiowledge the later stages of West’s
career, effectively erasing her from her own exiség “West's centrality as female icon was
challenged by her ‘real’ self,” Pullen elaborat&he early Mae West is a camp icon; the later
Mae West is a (not camp) joke, rendered unimposdadtinvisible in narratives of her life,
career, and impact.”

West seems to be the victim of an externally imgadentity crisis, as critics severed her
aging body from everything her younger body syn#eai namely power and importance
through self-aware sexuality. Because women'’s laresoften defined in terms of their “to-be-
looked-at-ness,” to use Laura Mulvey’s famous péragest’s ruptured identity is symptomatic
of the ways in which the female body is especiallinerable to “the sheer external changes in
the human body—even for those women who succegsfatiotiated prevailing female cultural
mandates when young.E. Ann Kaplan holds that for many women aging isaamatic

experience: conditioned from an early age to begfahe visual economy, these women do not

! Marybeth HamiltonThe Queen of Camp: Mae West, Sex, and Popular @ullew York:
HarperCollins Publishers, 1996), 225.

2 Kristen PullenActresses and Whores: On Stage and in Sof\w York: Cambridge
University Press, 2005), 20.

® Ibid.
*Ibid., 21.
® E. Ann Kaplan, “Trauma and Aging: Marlene Dietridhelanie Klein, and Marguerite Duras,”

in Figuring Age: Women, Bodies, Generatiped. Kathleen Woodward (Bloomington: Indiana
University Press, 1999), 174.
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know how to cope when they are forced out of itotiner words, an important facet of female
identity is constituted by the gaze; when one isgazed at, one ceases to eXist.

Pullen argues that female actors and prostitutasesa number of similarities, the most
important of which is the extent to which theirdilnoods depend on performance and spectacle.
Historically, “the trope of the actress/whore peles histories of prostitution,” beginning with
female flute players in early Gree@iletrideg who provided musical as well as sexual services
to their male patronSIn Japan, too, histories of women performers agglaid with histories of
sex for salé.But as these performers age, their “self-conscigusrtrayal[s]” of male fantasy
become “mere grotesquerythdeed, Kazue, a central character of Kirino Natsuovel
Gurotesuky2003; trans., Grotesque, 200&nents the passage of time with biting honestyl “...
thought it would be better to die than become amalg. That's right. I'd rather die. Life has no

meaning for an old hag®

® Ibid., 175.
" pullen, 2-3.

8 Kabuki is said to have originated with a performaby Okuni, an itinerate performer, perhaps
an aruki bikuni—these women took the guise of a@muperhaps an attendant. Okuni was part
of a troupe of female actors who often dressedes on stage because they took both male and
female roles, and in one of her most famous rdiesptays a man buying a prostitute. According
to Donald Keene, following this performance, Oksrshows “degenerated into mere come-ons”
for prostitution. The Japanese government proldbitemen from appearing on stage in 1629,
but the association between kabuki and prostitytiensisted into the nineteenth century. Donald
Keene World Within Walls: Japanese Literature of the Redern Era, 1600-186{New York:
Columbia University Press, 1999), 233. See alsaéi&hirane, edcarly Modern Japanese
Literature: An Anthology, 1600-19@0lew York: Columbia University Press, 2002), 2362
Gunji MasakatsuKabuki NyamorKabuki: An Introduction] (Tokyo: Bokuyosha, 199®0-52.

° pullen, 21.

19 Natsuo Kirino,Grotesquetrans. Rebecca Copeland (New York: Alfred A. Kh@006), 373.
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In Kirino’s novel, the “Marlboro Hag” looms as a nmeeing figure. At least sixty years
old, and probably older, the Marlboro Hag is a ptote who can be found every night standing
in front of a statue of Jiz0, a protector of dehddren and other liminal crossings in the
Buddhist tradition. She is unable to attract regailstomers, but she is not deterred. Kazue
initially looks at the Marlboro Hag with pity. Bais she soon decides to venture into prostitution
herself, she finds that the Marlboro Hag is “a wartabe respected, a woman among women

after all.*!

She is, in fact, a woman who sells her “hagnessiién who are turned on by it. One
night, Kazue approaches the Marlboro Hag, intentbrtgke over her turf, and is confident that
the Marlboro Hag’s failing body is no match for Hgouth and...slim physique.” “[T]he skin on
her neck wrinkles like crepe fabric,” Kazue desesib‘As dark as it was, her wrinkles were still
visible....Her body was short and stocky and so getitewas pathetic.” After a brief
altercation, the Marlboro Hag relents. Kazue coart®meless man, a regular of the Marlboro
Hag, who offers her 8,000 yen—more than the Madbidag’s rate—because she is young.
They have sex in an empty lot, and as Kazue watitizesomeless man walk away she feels
“free...[and]...happy.” She explains: “I could satisfygy demand a man might make of me. |
was a good woman? Kazue enjoys her success as a prostitute angvaman until she is
murdered by a john.

The association of youth with beauty pervades calltarratives of gender. Hardly
limited to prostitution or the theater, many wonfiewl that their lives literally depend on

remaining desirable feminine objects. Zhang Zhesiayes the term “rice bowl of youth”

(gingchunfam to describe the ways in which Chinese women e landing coveted jobs by

1 bid., 388.

2 bid., 398.
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cultivating their own beauty regimes since the X%hen writes: “The robust image of
vivacious, young female eaters of the rice bowjaith symbolizes a fresh labor force, a model
of social mobility, and the rise of a consumer agtendorsed by official ideology™In contrast
to the “iron rice bowl” {ie fanwg, the symbol of state socialism, recalcitrancel, an
“monochro[matic]...desexualiz[ation],” the “rice bowf youth” offers a new temporality in
China—a shift from a socialist to a market econofroyn production to consumption, and the
emergence of “an urban mass culture and a new kpalitics.”* Zhen notes that changes in
fashion and other areas of popular culture froml®&0s to the 1980s reconfigured women’s
“self-perception and gender awareness.” And witha@imergence of female beauty as a packable
commodity in the 1990s and the media’s evocatioa ioéw breed of woman for the new era—
fashionable, sexy, socially mobile, and global—ygpwomen “discovered the powerful sexual
appeal of their own bodies and facesf]”

Haunting the utopia of youth, however, was an urdalde truth: neither youth nor
beauty last forevef’ In a visual, sexual, and market economy, womerher@roducers of their
own youthfulness. Older men with disposable incamgegenerally the consumers (see Chapter
One). But women must also consume youth in ordegrmain proximal to it. “By strict cultural
standards,” Laura Spielvogel explains in her stofd§tness in Japan, “the flawless skin and firm

muscle tone that define attractiveness are thaioghegin fading by age 28 or 29. By age 30,

13 Zhang Zhen, “Mediating Time: The ‘Rice Bow! of Vibtin Fin de Siécle Urban China,”
Public Culturel2, no. 1 (Winter, 2000): 94.

% bid., 94-98.
5 1bid., 98.

1% 1pid., 111-112.
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most women and some men have begun to activelydefgainst the onslaught of agé3he
continues: “In Japan, where sexiness is definggarg, firm, and thin, middle-age and the
accompanying scars of childbirth, gravity, and haodk are not considered sex}. The aging
body, then, becomes a testament to rejection asMithin the highly visual landscape of the
contemporary moment; it is a continual source odety, symbolic of a battle that cannot be
won. Sandra Bartky reminds us that women have lb@®mn concerned with youth and beauty.
But today’s visual-oriented culture has put newestes on women to maintain their physiques at

the risk of being dismissed from the gaZe.

sova
The two works of fiction analyzed in this chaptéfleonarratives about gendered experiences of
growing older within today’s fetishized visual neili. They do so from similar, yet distinct,
angles. In Hasegawa Junko’s “Museiran” (The Unfeed Egg), protagonist Moriko feels the
anxiety of age. She is under intense family prestumeet a man and have a child—specifically
a girl whose blood type is B and who is born in Ytear of the Horse, in accordance with family
tradition. But at thirty-six years of age, her gests are not good: “If | don’t have a baby now,

at thirty-six, my next chance is forty-eight, bytthen my uterus won’t be in any sort of working

7 Laura SpielvogeMorking Out in Japan: Shaping the Female Body ikydd-itness Clubs
(Durham: Duke University Press, 2003), 151.

' Ibid.
19 Sandra Lee Bartky, “Foucault, Femininity, and khedernization of Patriarchal Power,” in

Feminist Social Thought: A Readed. Diana Tietjens Meyers (New York: Routleddg@97),
107.
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order, and my mom might not even be alive,” shears’’ The majority of the narrative
concerns Moriko’s efforts to become pregnant, antthis sense serves as a commentary on the
economy and politics of childbirth in Japan, particly for single women. Moriko’s situation is
underscored by the fact that she is surroundedbypger, more attractive women. As such, the
narrative also offers a glimpse into the lives @imen living with what Kaplan calls the “dark
knowledge of aging,” the reality that they are lpeforced out of the economy of desffe.

This “dark knowledge” informs Kanehara Hitomi’s rabha Haidora (Hydra, 2007) as
well, but is even more pronounced. Saki, the puaésd, is twenty-four. Working as a model,
she has already been edged out by younger womsnnes agencies demonstrate a preference
for models under twent. She is only able to keep the interest of her pirajeher by slimming
down to skeletal proportions. Indeed, his intenester as his “muse’senzokystems not from
inspiration, but rather a morbid fascination wittr decaying body (6). In this novella, Kanehara
draws attention to pathological thinness as a presde for beauty, and therefore overlaps with
issues discussed in the previous chapter. But ¢fr@aki’'s increasingly corpse-like and decrepit
body, the author also criticizes the degree to Wwhimuth prefigures subjectivity, and the lengths
some women will go to stay young.

Narratives informed by the prospects of agingrereuncommon in modern Japanese
women’s fiction. In some instances, women refusmbold on to their youth while also refusing

to age gracefully is a motif of rebellion. In Tork@Taeko’s (b. 1935) “Sdku” (Straw Dogs,

20 Junko Hasegawa, “The Unfertilized Egg,” trans liptrice, ininside and other Short
Fiction: Japanese Women by Japanese Waotoemp. Cathy Layne (New York: Kodansha
International, 2006), 180. Page citations will ladter occur in-text.

2L Kaplan, 175.

22 Kanehara HitomiHaidora [Hydra] (Tokyo: Shinchésha, 2007), 9. Page citaiwill hereafter
occur in-text. Translations are my own.
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1980), the middle-aged protagonist enjoys seduptnmger men. And in what seems to be some
sort of revenge, she makes a point to remind thieineioage by making a show of using reading
glasses and comparing herself to their mothers.dnldor Kéno Taeko, mentioned in Chapters
Two and Three, frequently deploys middle-aged gamésts who turn their backs on the cult of
youth by eschewing pregnancy, marriage, and praeessex. Not all of her works are as
provocative as “Toddler Hunting” (see Chapter Twbdugh they do consistently ask us to think
about the temporality of female subjectivity thrauge vehicle of middle-aged women. Her
1966 story “Saigo no toki” (Final Moments) is a wam’s internal conversation about death.
Early on, she insists: “I'm not an old lady—notrtgnally ill: I'm middle aged.*

Pregnancy is a contentious issue in Japan. Alth@ug not the sole focus of this chapter,
the topic should be discussed briefly, as mothetteamnot be neatly separated from discussions
of aging. Research shows that women in Japan areasingly choosing to marry and have
children later in life, if at all. At the same tim@owever, the declining birthrate in Japan has led
to a revamping of the institution of marriage ahddbearing?* “Amid falling birthrates and talk
of Japan as a ‘childless societghfshikd,” Amanda Seaman writes, “there has been a marked

increase in the marketing of goods and servicgsegnant women® Such goods include cute

23 Kono Taeko, “Final Moments,” trans. Lucy North,Tihe Columbia Anthology of Modern
Japanese Literature: From 1945 to the Presendt J. Thomas Rimer and Van C. Gessel (New
York: Columbia University Press, 2007), 190.

%4 The birth rate in Japan has been declining steaitite 1975. In 1989, the birth rate was 1.57,
the lowest in history until that point, which usbéiin a new catch phrase to describe the
situation: “1.57 shock.” Figures continue to droddy—1.4 as of 2011. Miho Ogino, “Japanese
Women and the Decline of the Birth RatBgproductive Health Matters no. 1 (May, 1993):

78.

5 Amanda Seaman, “Making and Marketing Mothers: @siith Pregnancy in Modern Japan,”

in Manners and Mischief: Gender, Power, and Etiquiettdéapan ed. Jan Bardsley and Laura
Miller (Berkeley: University of California PressQ21), 156.
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outfits, magazines, and manuals, the aims of wlatlgast on the surface, are to make
pregnancy more attractive to prospective women.klgldw the surface, Seaman argues, they
“have been used by society to create, disciplind,define women, their bodies, and their
choices.®

Women writers have long fought for their bodies agdinst institutions of maternity. “In
the twentieth century pregnancy is not a mattdeuility but rather it is a symbol of sterility dn
destruction[,]” explains Frank, a character in Qtiaako’s “Sanbiki no kani” (Three Crabs,
1968)%’ In this text, Yuri lives with her husband and ttéaughter in the Pacific Northwest.
During a bridge party with family friends and caltpies, Yuri becomes increasingly
disillusioned about her domestic existence. Sheamak an excuse to leave the party and ends
up having sex with a man she meets at an amusgragatThis narrative echoes those
mentioned above, in that pregnancy and motherhoodanflated with age. At a critical moment
before the bridge party, Yuri is in the bathroonttipg on make-up. Her daughter Rie walks in
and the following exchange takes place:

“Oh mama. You want to make yourself look young.”

“That’s right. Every woman wants to look young.”

“But mama, everyone knows I'm your daughter so ‘tleelyot going to believe that

you're less than thirty.”
“Some women have children when they’re sixteenyeéd.”
“But nice girls don't do that?®

As Sharalyn Orbaugh observes, in this exchange pRasitions herself...as both identified with

patriarchal authority and as a competitor with mether for male, patriarchal, attention and

28 |bid., 158.

2" Oba Minako, “Three Crabs,” trans. Stephen Kohl Bgdko ToyamaJapan Quarterly25, no.
3 (July 1, 1978): 329.

28 |bid., 326.
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favor.”® Rie scolds her mother for trying to appear youaking on the role of the objectifier.
The daughter’s position along the male axis, ithirelucidated by the narrator later: “Rie hated
her mother when she was like this, and immediatgtgpathized with her father®

Other writers of a similar era have used the pgutash rather than mock the female
reproductive body within a patriarchal system gegs them only as mothers, such as in Kéno’s
aforementioned “Toddler Hunting” as well as “Horemku” (Bone Meat, 1969) in which the
protagonists want to be physically hurt and torteery their younger male lovers. More
recently, though, women writers have taken les®olitt routes in exploring the negotiation
between selfhood and pregnancy. Matsuo Yumi’'s “Bdaiun no satsujin” (Murder in Balloon
Town, 1994) is one such example. The story takaseph the “Seventh Ward” (nicknamed
Balloon Town by the locals) of a futuristic Tokymspecial section of the city designated for
pregnant women to live until they give birth. Instfuturistic Tokyo, women no longer carry
their fetus to term, but rather use “artificial mtses” in a process known as AUAU affords a
“safe birth” because artificial uteruses shield féteis from “toxins, electromagnetic waves, and
noise.” Moreover, it also allows a woman to keepjbb and perhaps even more importantly,

her figure®? For those who choose “the old fashioned way,” &=il Town is “a paradise for

29 Sharalyn Orbaugh, “Oba Minako and the Paternitpaternalism,” imThe Father Daughter
Plot: Japanese Literary Women and the Law of thin&aed. Rebecca L. Copeland and
Esperanza Ramirez-Christensen (Honolulu: Univerdityawai’i Press, 2001), 279.

% Oba, 325.

31 Matsuo Yumi, “Murder in Balloon Town,” trans. Amda Seaman (1998), 1. (Unpublished,
cited with permission.)

%2 |pid., 2.
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women who want...a quiet environment in which to gest® Detective Eda Marina is asked to
go undercover as a pregnant woman in Balloon Tansolve a murder. In addition to solving
the crime and furthering her career, the experiatiog/s her to reflect on what it would mean to
truly be pregnant. Marina is not enthusiastic abipaihough, because she “[doesn’t] feel as if
she could subject her body to [raising a childenWwomb.] She wouldn’t be able to give up the
slender body that she got from the gym and undsoguething like pregnancy insteatf.”

The two texts analyzed in this chapter contribatthe above-mentioned genealogy of
narratives of aging. Hasegawa'’s story offers a ocemfiguration of the pregnancy trope by
illustrating what can happen when a woman is gdatite “freedom” of being single, childless,
and, in her case, approaching middle age. Furthernsexuality is a recurring theme in the two
works discussed here, as both Moriko and Kaneh&aks are concerned with remaining viable
sexual objects as they age. As a model, Saki'sreetqpe is even more acute, and the extent to
which she is rejected from the economy of youthimither profession has broader social
implications regarding the political edge of agiitdorces her to remain in a relationship that

has detrimental physical and psychological consecpse

EDIBLE COMPLEX-ITIES

“The Unfertilized Egg” begins on the morning of Ma’s thirty-sixth birthday, as she is
stumbling home from an all-nighter with her frieftki. The raucous music and uncouth men at
“last night’s wild party” has taken its toll on M&o (173). Her ears are filled with left over

music, and the debris of bodies mingling has Igftiay film on her body that feels as though “it

33 |bid.

34 Ibid., 5.
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can never be washed away” (173). Wearing a shessdand rabbit-fur jacket, she staggers along
the street with Rei, who is ten years younger.ifAtage, | guess | shouldn’t be staying out all
night in the first place,” she reflects (173). Lradbe confesses that she has been out all night
twice this week. While Rei had wanted a “girl’s Inig Moriko had secretly harbored thoughts
of meeting a man:

To tell the truth, for most of the night | just wad to go home, or at least go some place

else. The pounding beat of the music made me feeydired and way too old. Instead

of dancing, | plastered myself to the mirrored viatlhours on end, like a piece of dried

gum. | looked wistfully at every guy that bargetbime, wishing he would take me

somewhere quiet where we could sit down and flitttle. (173-174)
Moriko is hanging onto the single life at an ageewltonvention suggests that she should be
settling down and should already be a mother oe vBhe admits to living “like some desperate
teenage runaway,” her apartment filled with trastt aothing but condiments in the refrigerator
(178).

Although it is fading from the contemporary lexiconight of societal shifts, there is
still a presumption in Japan that women are likeisiimas cake—stale after twenty-five and
meaningless, for nobody wants a Christmas cake @fiastmas. So although she is out
partying, Moriko gets the sense that time is rugront: “On my birthday, | felt as though a
timer had been set in the depths of my belly. ... Tmanths left [the first of March], said the
timer” (180). In a sense, she occupies a hazy glateeen adult respectability and teenage
effervescence. The young men she works with atdiones video import company call her the
“Legendary Dancing Queen,” a moniker she does ac¢ssarily mind. But as her younger
girlfriends watch aghast as she tries to pick up atethe club, Moriko feels as though she must

abdicate her throne: “After all,” she says, “whatdkof queen stays out at clubs all night, eyeing

cheap-looking guys but getting no response. ... \Kimat of queen eats fast food at dawn, gets
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screamed at by crows on the way home, and colldpBg€lothed into bed like the dead?”
(178-179).

Birthdays are typically celebrations of life. BUbriko’s is haunted by phantoms of
death. She reminds herself that both Marilyn Morané Princess Diana died at that age and that
author Suzuki Izumi took her own life at thirty-s&he thus arrives at the conclusion that her
days are limited: “Thirty-six is a woman'’s unluckymber, a bad omen,” she says (179). But
also at stake is the matrilineal family traditidmat has given rise to a succession of daughters
born in the Year of the Horse with type-B bloodslhow Moriko’s turn, as her mother and
grandmother have been reminding her since she weenager. “We've got to keep the record
going!” one exclaimed. “Wouldn't it be wonderful8aid the other (179). Moriko’s grandmother
died “without ever seeing her wish fulfilled,” hower, and Moriko is remorseful: “Mom,
Grandma, I'm so sorry” (180).

Moriko is fully aware that her body is slippingi the realm of desire, which makes her
task to become pregnant all the more difficult. Wishe had been having an affair with her boss
Aono for the past four years, he has gone overmeésisiness and is ignoring her emails. His
last gesture of affection was a box of Godiva clettes for her birthday. To make matters worse
for Moriko, rumors are circulating that Aono gotsRj a younger co-worker of hers, pregnant,
and that he really fled overseas to escape conspwnd scandal. She misses him, but is not
hopeful that he will return or that their relatibns will amount to anything: what could he
possibly “see in me, the office spinster,” she wansd182).

Moriko’s younger female colleagues mock her. “Timginning out for Moriko. She’s
already in her thirties. Poor thing,” they snortare occasion. “She hasn’t had sex for ten

years...She’s practically a virgin again. She’ll saalif she doesn’t get some soon” (177).
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Moriko explains that while she did “get some” jlesit month, “there’s really not much
difference between one month and ten years. ltte@kasy for a woman to fall apart when the
dark frontier between her legs...is left unexploredrefor just one night” (178). Moriko appears
to be a prisoner of her body—all “sunken cheeks.d]aowing metabolism,” as Seaman has
accurately described—which cannot compete withetwer younger coworkefs And her

body is losing patience with her. Sitting in thélbane evening, Moriko reflects, “In this dark
wetland, surrounded by ferns, the petals of myesith [a euphemism for her vulva] shimmer
with sparkling pollen and laugh coquettishfou’d better hurry up and get yourself fertilized!
There isn’t much timehey say. My God, I'm being goaded by my own &il{181).

To stave off age, Moriko wears clothes that apecglly found on women much younger
than herself—specifically her thong underwear. lastérn culture thong underwear is slowly
losing its sexual connotation. Dee Amy-Chinn, ClensJantzen, and Per @stergaard demonstrate
that while some women consider thongs to be “hdiitet” this type of underwear is
nevertheless pervasive and acceptable for dailyaosmng the adult population—particularly for
women under thirty® In Japan, underwear discourse is more complicatedo Chizuko has
analyzed the relationship between women’s underaedrsexuality in the Japanese context.
She argues that the sexual progression of Japadesescents coincides with their physical
separation from the mother. Within the home, théhmiocontrols the sexual progression of her

child by monitoring his or her undergarments, tgktare to equate the latter (she offers boys’

% Amanda C. Seaman, “Two for One: Pregnancy anditgén Hasegawa Junko’s ‘The
Unfertilized Egg,” Japanese Language and Literatuy¥4, no. 1 (April 2010): 6.

3¢ Dee Amy-Chinn, Christen Jantzen and Per @sterg&aaing and Meaning: Towards an

Integrated Approach to the Study of Women’s Refetiop to Underwear Journal of
Consumer Culturé, no. 379 (Oct. 2006): 386.
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briefs as an example) with a motherly touch. Adistite procurement of erotic underwear—
especially in the case of college-aged girls—caraurwith the physical dislocation from the
mother’s residence, is tantamount to the erotipldéement of the mothé&f.Underwear, for
women, are potential symbols of sexuality, or imbJe words “wrapping” to hide what lies
underneath, to transform the contents, literafl{o ia gift to be unwrappet.

In her study, Ueno divides underwear into two gatees based on narcissistic and
fetishistic desire—those that women wear for tb&mn pleasure, and those they wear for the
pleasure of mef Moriko attempts to use thong underwear to aceeather sexuality for male
consumption, wearing one when she goes out with&tes says, however, that in spite of the
“sexy underwear” she is wearing, her “sagging aggjates any potential erotic appeal (183).
Her body, it seems, will not cooperate with hepd#f. And sitting alone in the “squalor” of her
apartment after her night out, her thong stickblstunly and uncomfortably to her body, a
reminder of the passage of time (178). “This tipgce | call my own does nothing to assert its
existence,” she says of her apartment, “but is kirthyere, like a gap between buildings that no
one ever passes through, lined with moldy, blagkage pipes” (176-177). The description is
similar to that of her sex organs above, and tkiesteefrain seems to be Moriko’s undesirability,
despite or even because of her efforts to reinsdrédr body with desire vis-a-vis her underwear

or otherwise. Indeed, sexy underwear is interesig@ause it attracts men only if they see it.

37 Ueno ChizukoSukato no shita no gekijo: hito wa ddshite paniadawaru no k§The
Theater Under the Skirt: Why are People So Concefmut Panties?] (Tokyo: Kawade Shobd
Shinsha, 1992), 82, 89.

*bid., 117.
39 For a brief history of underwear in modern Japsae, Jonathan E. Abel, “Packaging Desires:
The Unmentionables of Japanese Film,Perversion and Modern Japan: Psychoanalysis,

Literature, Culture ed. Nina Cornyetz and J. Keith Vincent (New YdRautledge, 2010), 273-
307.
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And in Moriko’s case, they don’t. In a way, shevsaring the underwear for herself—to remind
herself of her availability and her need to be sexy

In addition to reinvigorating her body through lderwear, Moriko begins to eat a
strange diet drink made from tapioca and coconikt b@cause it is supposed to boost the
metabolism. The tapioca balls are egg-like in tebape and are one of the many instances in
which eggs appear in the text. Out drinking witHezgue and potential mate Mikami, she
comments on the “egg-yolk yellow” quality of the wés of his eyes (186-187). Later, she
notices that the sun casts an “egg-yolk yellow” boeeverything it touches (190). But most
explicit are the dreams Moriko has about eggs, whicrease in frequency as the first of
March—nher “deadline”—approaches.

She dismisses the first dream—in which she seeselfidreaking an egg handed to her
by a mysterious, muscular male figure, getting yalllover her shoes—as “a sex dream” (177).
In the dreams that follow, Moriko becomes increglsiprotective of the eggs. In the second
dream, Moriko is “sitting on [her] own vulva” whéfa] white egg appears in the air and falls
into [her] open palm” (189). Despite the urge tak# it in [her] mouth or rub it gently over [her]
nipples,” Moriko holds it in a protective fashioh90). A disembodied voice instructs her: “This
is the egg that you will lay...” (190). In the nextdm, Moriko is tied to a pole in the center of
“a town square,” the subject of scrutiny by a mbbmookers (198). A gong sounds and the
mob begins pelting Moriko with what she initiallyinks are stones but what turn out to be eggs.
As in the first dream, these eggs break and coweild with their slimy innards. At a loss, she
shouts at the crowd: “Stop! Stop! Don’t waste latite eggs! | can’t catch them all!” (198). Her

final egg dream, occurring on the first day of Mgrafter her ovular deadline has passed, has
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Moriko giving birth to herself. Moriko brings hetosy to a close thus: “As | am expelled, | cry
out, ‘Look! You can see the head!” (202).

The implications of this ending will be considetater. For now, the dreams themselves
deserve attention. The sexual implications of fret fiream are difficult to ignore: the unknown
male figure and the white, sticky consistency &f ¢élgg after it breaks speak to the emptiness and
transience of Moriko’s sexual history; she commeinés “[o]nly women who are loved fully and
warmly...are complacent enough to say they can’tdibdyed with sex” (178). Moriko takes
greater care of the egg in the second dream. Sistg¢he urge to use it for her own sexual
pleasure and instead looks after the egg in a maternal fashion (but also in a pose that is
coaxed and instructed by a disembodied voicehérthird dream, Moriko feels as though she is
being stoned to death by the unruly mob. Note phiat to the dream, she had sex with a man
named Uchiki who seems like he may offer her trenck to get pregnant until he deposits his
semen in her mouth. That this dream occurs onitiie of her encounter with Uchiki suggests
that the stoning is a punishment for not beinglieed by him. Here, too, we see countless eggs
breaking, suggestive of so many lost chances tdym®a daughter.

The breaking/dropping of the eggs also impliesliggtan. Moriko’s mishandling of her
eggs reads like a subconscious unwillingness tovioh her mother and grandmother’s
footsteps, and a concurrent unwillingness to demnatesthe protective duty of a mother. Not
only has she failed to settle down and to get radstut she is similarly demonstrating a
figurative unwillingness to become pregnant by agshg her eggs. To become pregnant is to
give up one life in favor of another: as Seamamrsian Japan, “once a pregnant woman has her
child...her identity changes completely; rather than a alxpotent being, she is now a mother,

charged with advancing the interests of the nemegsion rather than her own wishes and
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desires.*® Seaman goes on to explain that contrary to théedrStates, where women often
return to work after giving birth, new mothers apadn rarely return to work, though this is
slowly changind'* For Moriko, then, these dreams offer a way to ks against social
expectation, even if it is within the confines eédmscape. They offer a way to stave off her
maternal duties and stay young forever.

In addition to staying out all night and mishandlimer eggs, Moriko fails to take decent
care of even herself the way an adult might. Thieifiess of her apartment has already been
noted. As the narrative progresses, it becomesgseiyely more rank. Toward the end, Moriko
describes her apartment thus:

My apartment is becoming filthier by the day. | taamember the last time | bothered

to open my windows. Musty air coils around my beang mingling with the stench of

my sweat-stained T-shirt. A bowl of ancient, abaretbchili beans sits on the kitchen
counter. The spices give off a smell like the bodgr of a middle-aged man. It reminds

me of Aono. (201)

Moriko explains elsewhere that she can’t be botthé&tie clean, or wash [her] clothes, or shop for
food” either (200). In a word, she is lazy, unaieinwilling to perform the stereotypical duties
of a “good” mother in Japan—cooking, cleaning, waghand unable or unwilling to care for

her own body. That is, she doesn't eat becausd@sn’'t have food because she hasn't gone
shopping because she doesn’t have the motivatido 8o. She has failed at taking care of—
“mothering”—herself. Indeed, the above passagesreaate like a description of a teenager’s
bedroom than that of an adult.

In other ways, Moriko refuses to age by living withe foot in the past. She relives

moments with Aono, such as the time they wentharaor the time they went shopping at the

0 Seaman (2010), 14.

bid., 7, 14.
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Gap, goofing off and behaving “like kids” (182). Bahe also expresses a fondness for “first time
movies” that were “all the rage” in the early 198083). As Moriko explains, these movies—
such ag~ast Times at Ridgemont Hi@h982) orLittle Darlings (1980) orThe Blue Lagoon
(1980)—all follow the same pattern of teenageriglin love and then having sex for the first
time. She says that adults feel slightly awkwardciviag these films of sexual coming of age,
but she “love[s]” them anyway and at times feelke'l[she is] back in high school (183, 185).

She remembers becoming especially fond of the Rifetty in Pink(1986), which
featured the teenage actress Molly Ringwald. Wdtensaw Ringwald in a later film she, “had
turned into a frumpy middle-aged actress playingeaesperate femme fatale” (184). While
critics typically deride such performances—evidentlae West's case—Moriko feels a special
affinity with the aging Ringwald: “Molly! How've yo been? Look what we’'ve come to, huh?”
(184). Her co-workers are characteristically unsgthptic, accusing her of being “out of touch,
old fashioned, [and] trying to restore [her] vingyi (184). Ignoring their vitriol, she reminds
herself with a hint of satisfaction that she ise“thoss’s girlfriend” (185).

Aono had compared Moriko to Diane Lane once, buitim® carefree, youthful Lane Af
Little Romancg1979)—much to Moriko’s dismay. “Diane Lane?” gwolds him. “If Diane
Lane was Japanese, she’d be in a trashy Tuesdatysuigpense drama on TV. What are you
trying to say?” (191). In that particular movie, iath Moriko saw as a teenager, Lane kisses a
boy under the Bridge of Sighs, a bridge in Venle is said to hold the key to eternal love for
those who kiss under it at sunset. Moriko admits:

Decades have passed, but even now, whenever updssa bridge with a man, | always

think that I'd better kiss him, just to be sure.l.can’t remember how many men I've

kissed under bridges, swearing undying love (nofaud of course, and not because |

meant it, but because the occasion seemed to deithaBidmetimes the kiss even turned

into a groping session, soiling the memonryAdiittle RomanceBut neither the kisses nor
the groping sessions ever brought about the midaledying love. (191)
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As Seaman suggests, “the song of youth for Morskarie in which the dominant key is
romance[.]*? But it is also about growing up. M Little Romancgthe bridge seems emblematic
of a journey, as the moment of teenage love beneasihers in a new phase of romance. Try as
she might, however, Moriko is never able to expergethat same feeling—not least because it is
the wrong bridge. In the passage here, Moriko askeniges, at least a little, that her (love) life
is not on par with the fantasy created by Hollywolbds, as Seaman says, “a hideous parody,”
fantasy gone awr?

Indeed, back in the present Aono remains “incomeado” and Moriko learns that she
is going to be laid off at the end of the monthqQ)L She had been convinced that “[tJrue love is
back in style,” as she explained to her co-work&®sy, however, she is not so sure. Visions of a
child with Aono have been replaced by an urgendyetdertilized (195). Hasegawa'’s use of the
term fertilize—useiin Japanese—conveys a clinical detachedness hitthviMoriko seeks out
a sperm donor so that she can contribute to thelimeal line of her family. The
aforementioned Uchiki is a potential candidatejl v ejaculates in her mouth. Which is just as
well—“[flor me, it just felt all wrong from beginng to end,” Moriko concedes after the fact
(198). Elsewhere, Moriko is courted by a man froorkmnamed Mikami, who promises to
deliver the child she wants. Over drinks, she Iedhnat Mikami’s wife has just given birth. The
two flirt and she demands his “dandelion seedst Mikami sneaks off when she is not looking,

leaving her to foot the bill (188). “What a teasshe exclaims (188).

42 bid., 7.

“3bid., 8.
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roVA
It is important to note that although Moriko is kileg for potential mates, she is not looking for
a husband. She invites a comparison to Ainslegnsral character in Margaret Atwood'se
Edible Womar{1969) who also has designs for a child but noigband. As Ainsley explains to
her roommate and the novel’s protagonist Marias,lsds no interest in getting married; in her
mind, husbands ruin familié$ She just wants a child. When Marian asks for gramation,
Ainsley replies: “Every woman should have at least baby. It's even more important than sex.
It fulfills your deepest femininity*® Echoing concerns that remain intact today, espedia
Japan, where one is not fully a woman until steerisother’® Marian wonders if Ainsley’s
illegitimate child will suffer socially. Ainsley isventually impregnated by a man named Lin
who admits to harboring a fear of eggs (a euphenfusra fear of impregnating women, maybe)
ever since his mother forced him to eat one whewdsea child. He had been convinced an
unborn chicken was inside. “There, there. It's g@ihg to be a little chicken anyway,” Ainsley
comforts, “it's going to be a lovely nice babl/.”

Atwood often hints at cannibalism in her novelsjchhs a particularly resonant ithe
Edible WomanProtagonist Marian begins anthropomorphizingftioel she encounters to the
extent that she cannot eat it. After her boyfri€ader proposes to her, she finds herself

empathizing with the food he eats, fixating onenévg on his steak dinner. She feels that she is

* Margaret AtwoodThe Edible Woma(New York: Anchor Books, 1969), 38.

**bid., 39.

“¢ Sociologist and feminist scholar Ueno Chizuko @sijt‘In [Japan], being a woman is virtually
synonymous with being a mother. And there is aganyg to regard women who are not mothers
as not women either.” Ueno Chizuko, quoted in Rea&topeland, “Motherhood as Institution,”
Japan Quarterhy39, no. 1 (January-March, 1992): 101.

47 Atwood, 173.
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slowly becoming his prey, not unlike the cow thas lbecome his dinner. As the novel
progresses, Marian becomes more and more aliefratadhe food around her. After hearing
about Lin’s childhood egg trauma, Marian is undbleat eggs, too. Atwood is interested in
exposing and critiquing the degree to which consionglominates subjective experience, and
food is a potent medium; in this novel, the charecare primarily interested in having things
and, ultimately, each other. Marian is afraid tbaal be eaten. But from another angle, the
work shows us that women are part of an edible @oyr—they are dishes to be “eaten” by men.
Women'’s historical connection to food and to thelen has been well-documented, as
has the role of food in the reproduction and sbédtion of feminine virtue. Bordo, for instance,
has shown that mothers demonstrate their commitineslflessness and love for others by
feeding others before themselves. Although her wisf&icused on mothers in the US, Japanese
women mirror such behavior, as it is imperativd thay “go out of their way to serve others
first, saving the most prized pieces for favoredsis, friends, husband, and childréh.”
Furthermore, Alan Beardsworth and Teresa Keil pouttthat the shopping for, cooking of, and
cleaning up after meals constitutes a critical disien of “the mundane, unglamorous labour of
housework, the traditional domain of women...[thatldfs] little intellectual appeal to the male

researchers and theorists” who might think criticabout such activitie¥’

“8 Spielvogel, 201.
9 Alan Beardsworth and Teresa K@&bciology on the Menu: An Invitation to the StufiF@od

and SocietfLondon: Routledge, 1997), 2; see also Tomoko Awyd&eading Food in Modern
Japanese LiteraturéHonolulu: University of Hawai'i Press, 2008), 21324.
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The sublimation of women’s bodies into dishes taleeoured might be the extrapolation
of women as nurturers, offering themselves to etffan this regard, iThe Female Eunuch
Germaine Greer writes, “[Woman] was for consumpt[she was spoken] of in terms of
cherries and cream, lips as sweet as honey andvskia as milk, breasts like cream uncrudded,
hard as apples’® Greer, borrowing from “Epithalamion” (1595) by Ednd Spencer, wrote this
in 1970, but her words remain strong today, as tluegmagery of which she speaks; now,
however, the apple is the providence of the behiadidenced by the popularity of women’s
clothing brands Apple Bottom Jeans and Juicy Ceuytilne insignia for which (Juicy) is often
splayed across the behind.

In The Edible WomarMarian becomes increasingly dissatisfied withithplied
trappings of domestic life and her future as Psteife. She decides to bake him a cake in the
shape of a woman to prove her point. Here is tiwodp in question:

She went into the kitchen and returned, bearingthger in front of her, carefully and

with reverence, as though she was carrying song#anred in a procession, an icon or

g;epcértz\;\{n on a cushion in a play. She knelt, sgtie platter on the coffee table in front

“You've been trying to destroy me, haven't you,’essaid. “You've been trying to
assimilate me. But I've made you a substitute, sbimg you’ll like much better. This is

*® The phrasayotaimorj written with the Chinese characters for “womabrdsly” and “to serve
(food),” connotes the practice of eating sushitbeodelicacies off of a woman’s nude body.
Althoughnyotaimoriis hardly common in Japan today (it seems to beermommon in cities
such as Los Angeles or New York), it is nevertrekepotent example of woman as/and
nourishment.

*1 Germaine GreefThe Female EunuctNew York: Harper Collins, 1970), 65. Some schelar
have argued that our lexicon of endearment refl@sisilar approach to women as food—
honey, sugar, sweetie pie, etc. | think, howevet these terms are not as unilateral as scholars
assume (or at least not anymore), and are ofteshlms@romen to refer to men or each other with
equal frequency. They are also regional. See Xample, Jane Sunderlarichnguage and
Gender: An Advanced Resource B@Nkw York: Routledge, 2006), 10.
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what you really wanted all along, isn't it? I'll ggou a fork,” she added somewhat
prosaically>?

Peter does not eat it but hurriedly makes his &edatying Marian alone with her creation: “As a
symbol [the cake] had failed. It looked up at héhvits silvery eyes, enigmatic, mocking,
succulent. Suddenly she was hungry. ... ‘I'll staitimhe feet,” she decided®

Ainsley comes home just as Marian is polishingté legs of her cake. Marian offers
her some, but Ainsley refuses, admonishing: “Youwéjecting your femininity!” Marian
responds, “Nonsense. ... It's only cake,” and theth Wwer next forkful neatly cuts the head from
the body>* Marian’s illicit lover Duncan enters shortly ariteh decides that he will have a slice
of Marian’s cake. Marian watches him dutifully, wia “peculiar sense of satisfaction,” as he
finishes off the cake. The novel ends with hidrglwords: “It was delicious™® Marian’s smile
and gentle behavior betrays a happy ending foraavho enjoys a sweet feast with Duncan
behind Peter’s back.

In “The Unfertilized Egg,” there is very little erhpsis on consuming, by contrast. The
only things Moriko ever consumes are her diet denkl a hardboiled egg. With all of the
diegetic emphasis on eggs, Moriko’s eating of an@vertly cannibalistic. She describes the
experience in thoughtful detail:

| imagine [the hardboiled egg] when it was rawlingl around like an innocent child. But

now, boiled, it sits there sullenly, pretendindb®asleep. ... | peel away the shell

carefully to reveal the succulent, white fleshpiiskle some salt and take a bite. The

warm yolk sticks obstinately to my teeth. As | gaway the thick, sticky substance
with my tongue and wash it down with a mouthfutoffee, it occurs to me that this

52 Atwood, 271.
3 bid., 272.
> bid., 272, 273.

%5 |bid., 281.
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stubborn boiled egg is a noble food, a whole comfle contained within its shell. It
was the soul of the egg that clung so determinediyy teeth. (192-193)

Here, Moriko feasts on the “flesh” of the “innoceiild,” of her own unborn child or her own
unborn self perhaps. We might interpret this saareeself-referential, autocannibalistic way as
well. Moriko is eggs—her ovaries are full of them—and she is gdterself, eating her own
eggs because they are going to waste.

The notion of rot and waste carries over into paspects of the text. Most explicitly,
Moriko’s body is aging: rotting, wasting. Thus Hgaera’s use of the term rafflesia to describe
Moriko’s vulva is certainly deliberate. A rafflessa parasitic plant that has no stems, leaves, or
roots. Living off of the life-force of other plants is pollinated by carrion flies, flies that wsly
feed on the corpses of animaldVhen it blooms, which it does for only one weelproduces
“the world’s largest flower,” as well as a horrildmell “more repulsive than any buffalo carcass
in an advanced state of decompositiohGiven its parasitic nature and its stench, thieseefrs
have earned the nickname “corpse plan{&]Tb refer to her vulva as this particular flowefads
Moriko to associate it with something parasitic @udkid that can only attract flies that feed off
of dead animals.

Moriko’s “flower talk” is an interesting take on—ayibe even a parody of—Victorian

flower discoursé® Dorri Beam notes,

%% Grant Allen, “Our Debt to InsectsPopular Science Monthlg5, no. 19 (July, 1884): 341-342.
" Rebecca StafoffThe Flowering Plant DivisioifTarrytown, NY: 20086), 51.

%% |bid.

%9 Beverly Seaton has demonstrated that flower laggegan in France and made its way to
England by the earl {century before slowly crossing the Atlantic whitneras adopted by

American writers and dictionary editors. Beverlyatam, The Language of Flowers: A History
(Charlottesville, VA: The University Press of Vinga, 1995), 80.
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It was not uncommon for nineteenth-century womeasisign a fragrance to their
feelings...and in fact this was the business of flol@eguage, popular throughout the
nineteenth century. ... From Victorian flower dictaores to George Bataille, Roland
Barthes, and Jacques Derrida, flowers have faetitgueries about the nature of
language, its capacity for expression, and itgimeido materiality’°

Beam explains further that “flower language” watenfused as a “popular ‘code’ for Victorian
writers to talk delicately about sex, desire, amelliody’* Leigh Hunt's “Love Letters Made of
Flowers” (1837) is an illustrative example. The 0ipg stanza reads:

An exquisite invention this,

Worthy of love’s most honeyed kiss,

This art of writingbillet doux

In buds and odors, and bright hues;

In saying all one feels and thinks

In clever daffodils and pinks,

Uttering (as well as silence may)

The sweetest words the sweetest way:

How fit, too, for the lady’s bosom,

The place wherbillet douxrepose ‘enf?
Here, Leigh offers his flowers as an epistoldmjlét dou® and romantic device befitting the
woman who will read it. While his poem is expligitcoding flower discourse in a highly
gendered manner over which men have authorial @lpeam suggests that by mid-century
flowers were recoded as an exotic and extinct wasrlanguage, often to be deciphered by men:
a variety of texts, including Thomas Miller's 184fe Poetical Language of Flowefsuggest

that flower language posits oblique access to @icaJjssensuous, remote, and even repressed

femininity.”® Although Moriko disguises her sex organs in asmwsubtle botanic metaphor,

% Dorri Beam,Style, Gender, and Fantasy in Nineteenth-Centurgrisan Women’s Writing
(New York: Cambridge University Press, 2010), 37.

*! Ibid.
®2 Quoted in Seaton, 80.

3 Beam, 43.
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there is nothing oblique or repressed in her seimdigcourse. She does not evoke a poetics of
anything, really, other than rot: her flowers arewn over a field of trash, her bedroom a dump.

As she eats the hardboiled egg in the episode akBbeds drawn to a childhood memory
in which she kept budgerigars, a kind of parakigletiko tells us that she had a male and female
but one day the male flew away, after which thedkntbegan laying eggs one after another. All
of her eggs rotted, and although the smell was laMuariko says, the bird remained in her nest
and “would fly into a rage and peck [her] fingerh@never she tried to clean it (193). Moriko,
scared and in pain, gave up on her bird after fa.image of the female bird amidst its rotten
eggs parallels Moriko’s dreams in which her eggsaky covering her with their white and
yellow mixture. Moriko wonders if her female birédmn laying all of those eggs out of “spite”
or because she missed her male companion (193, téex, we get a glimpse of self-reference
as Moriko pines for Aono, even though she is digieead to hear rumors that he has
impregnated another (younger) woman from the affice

Perhaps most urgently, Moriko is being “consumag’social stigma against women
“like her"—neither caregivers nor child bearersg&oo old to be considered “marriage
material.” Seaman has shown that older women wibs pre routinely replaced by younger ones
(recall that Moriko is fired from her job), a phenenon that suggests that, while women have
made gains into the workforce, Japanese societyntms to privilege young, pretty women,
who, as they become older, will be replaced by geumand prettier women. The “rice bow! of
youth” comes to mind here. The unstated presumjpgitimat many of these women will marry,
decide to start a family, and leave their job agirtbwn accord, after which they will be replaced

again.
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In Kirino’s Out (1997), Kuniko, one of the main characters whoksaon abent6factory,
attempts to find other work by responding to aratd hostess club. She has a brief interview
with the manager, who decides even before thevieterbegins that he does not want to hire her.
He asks her age. She lies: twenty-nine. “The gtthie begins, “the minute the ad came out we
had six girls, all about nineteen, show up. We them fresh like that; seems to be what the
customers want* Kuniko is dejected, but also convinced that heraguld not matter if she
were stylish. “But just for the record” the managegsses, “—you’re really over thirty, aren’t
you?” She maintains her innocence. On her way hafiee the interview, Kuniko stops for a bite
to eat and studies her reflection. “There, stabagk at her, was the blank look on her own
homely face, perched on her own thick neck. Sheetliquickly away, recognizing that the
mirror probably reflected her true age, thirty-tair&he had lied about her age to her friends at
the factory, too.®®

Moriko is emblematic of the paradox of female sabyaty in Japan. To remain viable
sex objects, women must cultivate youth and beduiyat a certain point, a woman'’s life
transitions from sex object to maternal subjedialgaed by marriage and then pregnancy. Social
discourse in Japan often portrays womenitger sexual commoditiesr fetal incubators, to
paraphrase Bordo. But Moriko is neither. In thmsifial space, Moriko’s existence takes on a
distinct lack of meaning; she has fallen throughdhacks of a systemic feminine discourse and
landscape that places women in secondary posittongth their husbands and children. In her

study of fetal subjectivity, Bordo rhetorically wabers if mothers—often construed as fetal

incubators in juridical and social contexts—aregeoAre they not “mere bodies,” she asks,

% Natsuo Kirino,Out, trans. Stephen Snyder (New York: Kodansha Amehiwa, 2003), 17.

% |bid.
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robbed of a right to embodied subjectivity and pete®od® In Japan, too, the provehiara wa
karimone—"the womb is a borrowed thing"—strips women oflalit their reproductive

potential. Although it dates from the Edo perio8@Q-1868), the proverb’s influence remains
strong. In 2007, Liberal Democratic Party (LDP) IHeaninister Yanagisawa Haku caused
controversy after referring to women as baby-makiaghinesMoriko, it seems, is even further
removed, for her sex organs and womb—nher body—mnnaised, neglected, and relegated, at
the end, to the squalor of her apartment.

The clock continues to wind down as the story apghes its end. Moriko is unable to
find a new job and she still has not heard from @&odrhe night before the first of March she has
the dream that constitutes the story’s climax. iSlggving birth to a huge egg, which turns out to
be Moriko herself. It is an ambiguous ending, tesbee. Seaman interprets the ending as a
figurative rebirth for Moriko, who might now be &ef “the biological imperatives of the
womb.” We might also consider the fact that thdf*beth” with which Hasegawa brings the
narrative to a close highlights the plight of womemrontemporary Japan who have been
liberated from the traditional marriage clock butorhave few options with which to fill the
void. In the end, Moriko is without a place in Japse society, her biological clock having
eroded her place at the “rice bowl of youth.” §gasted earlier that Moriko’s existence is
predicated on lack—lack of male companionship, lafc& child, lack of a job, and lack of the
youthful beauty of her co-workers. Hasegawa'’s eg@inggests that this may not be such a bad
situation. Here, dreamscape affords Moriko the ojmity to explore the improbable. Hasegawa
leaves us with an image of Moriko struggling tatsganew life without Aono, without her job,

and presumably without a child, and perhagii the dreamy optimism that she will be just fine

® Susan Bordd,Jnbearable Weight: Feminism, Western Culture, dredBody 13" ed.
(Berkeley: University of California Press, 20032, 7
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beyond the economy of desire and the happily efter movies of her youth. As she sighs after

being derided yet again by her co-workers, “Godyatty dreams anymore” (185).

BEING (AND) NOTHINGNESS

Kanehara’'s protagonist Saki experiences her ovamsarf subjectivity vis-a-vis male

desirability. The novella is not as explicit in @sncern with the gendered politics of aging in
Japan; Saki is only twenty-four. But her realizatibat she is already past her prime in the
highly visual profession of modeling dictates weaéms to be the narrative’s central concern:
dieting/eating disorders. In this wayydra overlaps with texts discussed in the previous t&rap
and it just as well could have been included thidmvever, my aim is to demonstrate how
Saki’s fear of getting older catalyzes her desg@ntanorexic-like behavior, purging after
eating, and an odd pattern of chewing her foodsiiting it out to keep her weight at about 77
pounds (35 kg in the text). “This is how | maintany body,” she explains, fully cognizant of the
fact that without her physique, she is nothing (38)

It is somewhat ironic that to B®methingshe must cultivate a physique that borders on
nothingnessModels must be thin, of course, but Saki goesutth extremes because her live-in
boyfriend and photographer Niizaki demands it. Mes, having been dismissed from a
modeling agency that prefers women “twenty and yh&aki seems convinced that without
Niizaki's support, she will sink into obscurity (911). Earlier in her career, Saki was featured in
fashion magazin8Sand then later had a spread in a magazine dakéthh that was shot by
Niizaki, which remains her claim to fame. But evbkat spread is attributed to Niizaki's genius
behind the camera rather than to Saki's profestktatent in front of it (7). He is a famous
photographer, and Saki understands that she n@eds Burvive—other than modeling, she

does not have the “skills” to do much else shogroftitution or escorting (9). So she lives
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according to his whims, ignoring his philanderinghwhis younger, prettier clients; hardly
talking and sleeping in separate rooms “like roon@sid and, as noted above, cultivating a
skeletal thinness at his behest (23). Furtherntbhgless we're having sex, he never touches
me” (23).

This novella—like many others in Kanehara's oewvi® ultimately about survival. Like
Snakes and Earringa particular, the narrative pivots on the choie&i makes regarding the
men she is involved with. Saki meets a singer namadugi and becomes romantically
involved with him behind Niizaki’'s back. Althoughe just wants a fling at first, she and
Matsugi quickly make plans to move in together. ‘febably doesn't care how much | weigh,”
Saki tells herself (108). And the frequency withieththey have sex is a far cry from the nearly
“sexless” relationship she has with Niizaki, whdyem they do have sex, treats her like a “cum
dumpster” §eny6 benki(21, 90). “I don’t need that job,” she tells hefsreferring to her
modeling career. “All I need is Matsugi. And it do& matter if | gain weight” (111). She gains
a kilogram, and seems content. But underneatheheer of happiness, Saki is worried:

I’'m happy when I'm with Matsugi. And | feel likedon’t need anything or anyone else.

Even so, if that means I'm no longer Niizaki’s fjignd, no longer the subject of his

photographs, no longer his client; if that mearsrgane will forget about me—what will

happen to me? | mean, what if Matsugi were to damef@ Then I'd really be nothing.

(115)

Weighing her options, and antagonized by rumorsNhiaaki has been taking photographs of a
model named Ojima Rin, Saki quickly loses the kitog she gained and decides to go back to
Niizaki. “I have to win. | can’t let [her] beat mAnorexia is my weapon. ... | have to be skinny,

| have to be skinny” (142). At the end of the navea she has gone back to Niizaki. He grabs his

camera, and while Saki holds her pose she thingls toethe brief if pleasant relationship she
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had with Matsugi. A smile drifts to her lips. “Ddrsmile,” Niizaki barks, as the shutter snaps
(148).

It is not uncommon to see fashion models with fiswer frozen sneers, both in pictures
and on the runway. Niizaki demands that Saki, hifignd of three years, plays into the trope
of the model in this respect. But there is a manester undercurrent. He seems determined to
rob Saki of her personhood, which is an integral pbhis demand that Saki remain so thin.
Staring at herself in the mirror one evening, siyss”l had the eyes of a dead fish. Just the way
he likes me. It made me sick to my stomach” (4¥)ili end of the narrative, Niizaki's
manipulation and control of Saki’s subjective exg@ece of her body is transferred to her
subjective experience of herself. When she goés toalasim after spending the night with
Matsugi, telling him all the while that she waswiter girlfriend Mizuki, Niizaki is suspicious
and upset; he gives her a choice:

“You can stay, or you can leave. It's up to you.”

“I'll stay.”

“That was quick. Well, if you do decide to leade, it when I'm not here.”(147)

She cannot help but think that Niizaki knew she Mdae back, that everything had gone
according to his own plan (149). In other wordskhews that she needs him.

Kanehara often writes about women pushing the baniesi of marriage or motherhood
or feminine normativity, but she nearly always sita dealing with how women survive after
life bottoms out, and this text is no exceptione $peatedly writes of hurt—domestic violence,
adultery, divorce, child abuse, and the unfortucatesequences of choosing the wrong guy—
and how women deal with it. Some, like the youndhaos in her recent novMazazu(Mothers,

2011), run from their pain, because as literarjac8aitd Minako explains in her analysis of the
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work, they have no other optiGhOthers retreat into their minds to construct awne dut
elaborate fantasies of murdering the men who wrdigem.

Not all of her works are discourses on terrible pien as Kanehara’s career expands,
she seems to be interested in a complex engagewitarwhat Lauren Berlant calls the “female
complaint,” the notion that, it is worth repeatifsg@e Chapter Two), “women live for love, and
love is the gift that keeps on takindf Men hurt Kanehara’s protagonists, physically,
emotionally, but her protagonists want them anywayil they don’t want them, after which
they do again. Kanehara complicates this notighsi in Hydra, showing readers that there is a
certain degree of practicality in staying with than who will ensure a woman’s survival/worth
and even dictate her life (so that she does nat bado it herself), even if it means that she will
be unhappy and constantly watching her weight. @sure, Niizaki does not “want” Saki; they
rarely have sex and live “like roommates.” Ratlmer seems to take satisfaction in knowing that
she depends on him.

Her friend Mizuki is aware of the limitations oéhrelationship with Niizaki. In fact, she
is the only person who even knows about it. To @négcandal and gossip, Saki has been telling
people that her boyfriend is in the public seckdizuki initially tries to set her up with a twenty-
year old named Ritsu, a former model who now rungyhatclub. The two first meet at a house
party in the trendy Aoyama district of Tokyo whéney bond over the tribulations of modeling.

“My photographer never lets me smile,” Saki compdatio him; “That’s a little excessive,” he

%7 Saitd6 Minako, “Jakusha no shish6” [Thoughts offgnerable] Asahi ShinbupAugust 31,
2011.

®8 Lauren BerlantThe Female Complaint: The Unfinished Business ofif@entality in
American CulturgDurham: Duke University Press, 2008), 1.

216



rejoins (16). The next day, Saki tells Mizuki abbet encounter with Ritsu, and Mizuki
immediately suggests that she go out with him. Té@nversation goes, in part:

“He’s cute. But he’s too young for me.”

“The hell he is! You're already twenty-four, SaRink your teetlinto a younger guy—

just this once.”

“I have no intention of breaking up with Niizaki.”

“I'm not saying you should date him. Just sleeghvhitm.”

“If you feel so strongly about it, why don’t ydave a taste”

“That won't do. I'm on an older guy kick these day25) (Emphasis added.)
Although Saki and Ritsu never get together, henisraportant if ephemeral figure in the text.
She meets Matsugi at his nightclub. And late intéx¢, he warns Saki to be careful with
Matsugi—the romantic high she is currently riding wot last forever. His words prove true,
for once Matsugi explains to Saki that he will gpafour-month national tour, Saki realizes the
futility in staying with him.

In the original text, the italicized words in thiecae conversation are derivations of the
verb “to eat,” okl in Japanese. Kanehara uses the verb in a vafiepntexts throughout. At
the house party, one guest asks if she makes emagly as a model to eat (7); Mizuki
expresses concern that without Niizaki, Saki wbe'table to eat (30); in the heat of passion,
Matsugi says that he wants to eat her (71). Theszsps stand out given the text's emphasis on
Saki’s relationship with food and its concurrentpdrasis on the ways in which Saki is “eaten”
away by her relationship with Niizaki. Hollywoodrfis continually reaffirm this relationship,
portraying women’s bodies as food-like throughways in which they are “consumed” by men.
In Alfonso Arau’sComo agua para chocolateike Water for Chocolate, 1992), for instance,
eating becomes a substitute for sex. In this fit@gro gives Tita roses, but they have been

forbidden to marry by the latter’s mother. Titanhmakes a sauce from the roses, which the

lovers eat together. Here, too, gender roles aidied, as it is Tita who prepares the dish for her
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lover Pedro. Women have historically had a “clogetationship to food than men—as mothers,
daughters, wives. In the sex—food—body triad, ikesasense that Tita should offer herself up
as dishes to be eaten.

Yet it is also the case that while men partakénefftesh of women, it is women who are
characterized as sexually vociferous—and sometadaagerously so. Think aboDracula. Van
Helsing describes Dracula’s wives as “voluptuoasd gives special attention to their lips and
mouths, the locus of their sexual hunger. Befollengithem at novel’s end, he speaks of their
beauty and the wickedness it veils:

She lay in her Vampire sleep, so full of life araduptuous beauty that | shudder as

though | have come to do murder. Ah, | doubt nat th the old time, when such things

were, many a man who set forth to do such a tashki@s, found at the last his heart fail
him, and then his nerve. And he remains on andilbaunset come, and the Vampire
sleep be over. Then the beautiful eyes of thedaiman open and look love, and the
voluptuous mouth present to a kiss, and the mamre&k. And there remain one more
victim in the Vampire fold. One more to swell théngand grisly ranks of the Unde&d!
Bram Stoker envisions the sexually dangerous woasaan “voluptuous” one, codifying the
association between gluttony and female desir@wis woman as excess. Furthermore,
Draculawas published in 1897, and thus Stoker’s voluptu@ampire women are monsters in a
true sense, for the nineteenth century was anwermagiwhich women'’s sexuality was held in
check by Victorian-era morals. After all, Van Helgidoes not characterize his “human” wife in
such saucy terms as those cited above; she isensafact. While the voluptuous woman has
been replaced in the popular imagination by a dme —whose sexual appetite, if contemporary

media is the yardstick by which we might measig@si healthy as ever—the associations

between women’s dangerous sexuality and its intglionger remains strong.

%9 Bram StrokerPracula, 1897 ed. (Salt Lake City: Project Gutenberg latgrArchive
Foundation, 2006), 587-588, E-book.
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Under different circumstances, Saki could be a fenfatale, using her modelesque
beauty to get what she wants, devouring hapless meims with her seductive charm.
Nakamoto Takako’s “Suzumushi no mesu” (The Femalk @Gricket, 1929) comes to mind here,
for in this short story protagonist Tomoko sucks lifeforce from her meager male admirer
Miki. When the text opens, Tomoko has lost hergald her common-law husband Akita. She
has no reservations about turning to Miki for heeds. He gives her all he has, no questions
asked, including his food. Tomoko is not impredsgdhis adoration, but rather disdainful:

Realizing that Miki had saved the food for her etlemugh he was hungry himself, she

was filled with an even stronger contempt for h8he felt no gratitude for his kindness

and gentleness. She knew where his ambitions t@ycsuld see it more clearly

everyday. Men are all kind and gentle until theywgeat they want from a woman, she

thought®
Over the course of the story, Tomoko grows fat e/Miki wastes away. He works long hours to
provide for her, but he can hardly “keep up witle;r[lhalppetite.7’1 Miki grows sick, and Tomoko,
now with a double-chin and hips “full and solidthe body of a female moth,” entertains designs
of devouring him—just like the insect of the staryitle: “She coldly watched as this male bell-
cricket became emaciated with the approach of antueady to be eaten by his femafé.”

Okamoto Kanoko, too, uses food often in her waksvell. In her acclaimed short story
“Sushi” (1939), a man frequents a sushi shop hofmnglive memaories of his deceased mother.

As he explains to the daughter of the owner, wheewés a boy, he refused to eat, fearful that to

do so would pollute his body. Unable to get hine&b anything else, his mother prepares him

9 Nakamoto Takako, “The Female Bell Cricket,” tra¥igkiko Tanaka, ififo Live and To
Write: Selections by Japanese Women Writers, 1988 2d. Yukiko Tanaka (Seattle, WA:
Seal Press, 1987), 137.

" bid., 138.

2bid., 141.
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sushi, taking extra caution to wash in his presémeéhands, her knife, and the cutting board. He
eats what she prepares and grows up strong anthyraald indebted to his mother. He began
going to the sushi restaurant after she died. Tiheeds daughter is keen to know more, but the
man leaves and never retuffis.

Ogino Anna posits that in many works of fictionwgmen, eating is deployed as an
expression of “gustatory disgust, or gastronomicappiness.* The consuming or rejecting of
food speaks to larger anxieties over being consingjedted as women, Ogino continues.
“Gastronomic unhappiness” in women'’s fiction stafats

the unhappiness, we might say, of alienated pesbteare using the act of eating as

their final avenue of self-expression. In conttaghe active, male subject/consumer who

eats up the world, we have the female subject, ha@solost her sense of self, being eaten
or consumed by the world as she becomes at onbeshbject and object[?]
In the fiction explored in Chapter Three of thiss#irtation, “the act of eating” is not as
expressive or as powerful a statement as the i@peot food or the conspicuous over-
consumption of it. In HasegawaXisoner of SolitudeMayuko’s bulimia is coded with a

pervasive sense of self-rejection and social ailojecAnd for Tokiko in Matsumoto’'She

Obsessive Overeatgover)eating is an act of self-hatred and denmratish of weakness. Both

" In her analysis of the story, Tomoko Aoyama sags the boy is “anorexic.” She uses this
same term regarding Lui’s bout of self-starvatioisnakes and Earring§Anorexia nervosa
represents only a small part of [Lui’s] obsessiathwinodifying, manipulating, and even
transgressing her body and body image,” she wilitesoth instances, | feel her use of the term
is misguided, if only because anorexia nervosais g a medical discourse that is absent from
these texts. Anorexia and similar eating disoréensrge from a constellation of factors
including consumerism, fashion, changing gendesssadexuality, identity, and body image (see
Chapter Three). Aoyama, 207.

4 Mizuta Noriko, et al. “Symposium: Women’s CultuRostmodern Expressiongeview of
Japanese Culture and Society1991): 70. See also Aoyama, 188.

S |bid.
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women understand that their value as women ridébanphysical attractiveness. Following
Ogino, they are “consumed” by their desire—or, digutheir failure—to fit a particular

stereotypical model of femininity.

sova
Saki is already stereotypically feminine: beautifbin, submissive, vacuous (she is almost a
parody of the feminine, in fact). As a model, sha burgeoning icon of quintessential
femininity, and she earns praise for her “beautydtighout the narrative. Jennifer Craik
explains that in the West,
[m]odeling [has] come to epitomize dominant chagastics of...femininity: the
importance of appearance; fetishization of the baagnipulation and moulding of the
body; the discipline and labor associated with thigaand body maintenance; the
equation of youth with femininity; and femininedstyles’®
Craik further notes that the rise of fashion wascpded by the gendering of consumerism. The
association of women with the home gradually gaag @ gendered notions of “modernity
(through consumer goods and household appliarieés)re and pleasuré”Craik draws from
Anne Clark’s studies of how women'’s identities breeaconflated with consumption and
consumer culture, which was further reflected amneheexploited in marketing campaigns
directed primarily at women that continue today.diMs essentially the earner, woman the

shopper,” was the slogan of one Australian departrstere at the turn of the 20th century that

continues to ring trué

’® Jennifer CraikThe Face of Fashion: Cultural Studies in Fash{biew York: Routledge,
1993), 69.

7 bid.

78 Quoted inlbid., 70.
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In her study “The Girl: A Rhetoric of Desire,” Ckaoffers the figure of “The Girl” as an
easily identifiable mainstay of the landscape ofstoner capitalism. “What is she like?” Clark
asks:

Blue skies, blond hair in the wind, jeans runnicgpas a field strewn with wild flowers,

The Girl is free She is able to do, be and choose anything whagsoehatever she is

offered: Swiss Formula, Helene Curtis, L'Oréal. 8tes anywhere—anywhere, that is,

that is a democracy. This allows her democratidgagh@ny kind of cheeseburger, says
the American Dairy Association. So she t&anyone. Her home is the context of no
context, promising us happiness if only we join tin@re. Her history is to have no

history so that anything is possible. That enabtes being formless, to be infinitely

free!®
The Girl is a corporate image, emblematic of therplay between self and commodity, and self
ascommodity, between consumer and consumed. Shtsigr@gate” for public and private
interests—“the coin in the exchange of desif8She Girl “makes desire intelligible by giving it
form and she does this by establishing and comgpWhat is acceptable as pleasure (the feel of
a Schick-smooth leg” or as exchange for sexudl@ywé her diamonds. For all the ways they

,)811

make a woman feel.. While Clark claims that The Girl is gender neutratause “any of us

may see ourselves through her,” it is still truattvomen are tied to consumerism more so than
men®?
Odaira Maiko argues along similar lines. Beginriieg studyOnna ga onna o enjiru:

bungaku, yokubd, shéfivomen Performing Women: Literature, Desire, Comgtion) with the

rise of department store culture in the late nieetie century, Odaira shows how a burgeoning

9 Ann K. Clark, “The Girl: A Rhetoric of DesireCultural Studiesl, no. 2 (1987): 195.
% bid., 201.
8 |bid. 200.

82 |pid., 195.
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consumer culture worked against women by emphag&itecorative role and an artificial
femininity.2* Echoing Ogino’s words above, Odaira describeswiings in which the female body
has been rendered both passjuddtek) vis-a-vis the whims of fashion designers and retink
campaigns, and increasingly doll-likerfgyo=jose)—Ilike a mannequin in a department store
window, to be “looked at* Her focus is on the Meiji (1868-1912) to Taish®12-1926) eras,
though her argument is as relevant today as itthes if not more so, given the prevalence
today of a consumer culture and women'’s role within

Craik’s study is insightful in tracing the developm of fashion alongside aesthetic shifts
in society at large. She argues persuasively timataind photography offered actresses and
models as role models for mass and rapid consumgfdms threw up the new role models,
images of a consumer society, visually-based fagad narrative$® Those fantasies
promised a glamorous and leisurely life to wealtbgsumers with the expendable income to
acquire them. Furthermore, fashion designers lot&easpiration from art, and the modernist
movement of the 1920s and 30s was a conspicudugimte that led to stylized, “angular and
geometric,” representations of gender and femiithiat remain popular todd¥ It led, too, to a
diminished gap between woman and art, such thatamé®cameart, something to be looked at

and appreciated, an artifi€&ln this milieu, photographers were the preferredutnenters of

8 Odaira MaikoOnna ga onna o enjiru: bungaku, yokubd, sHotomen Performing Women:
Literature, Desire, Consumption](Tokyo: Shiny6sk@)8), 30.

84 bid., 36, 38, 40-44.

8 Craik, 98.
86 |pid., 100.
87 Ipid.
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fashion, Craik explains. They could isolate andsfete particular parts of the body. And after
the war, technological advances and experimentatitechnique breathed life into the fashion
industry that was still fixed on wartime “austerit@nd...restrictions®® Indeed, in the postwar
period photographers sought to “celebrate...the fedmm with attention to shapely contours
and signs of femininity®® Photographers were in high demand. In turn, soeneatided to work
exclusively with the model(s) of their choice.

But what fashion photography does not captureddahor of femininity, the labor of the
look. This is what Kanehara doesHiydra. In contrast to the texts discussed in the presiou
chapter, whose protagonists are chasing the elusivards of thinness and beauty, Saki already
has those things. She just has to work hard to #esp. The primary means to do so is by
staying thin, which she does by either purgingh@vang her food and spitting it out. In one
scene, Saki is on her way home when she stopsridgdead convenience store. She packs her
basket full of foodstuffs, hoping that the “boy behthe counter” will presume that she is a
secretary picking up food for the people back atdffice (36). When she gets home, she rings
the intercom to make sure Niizaki is not home.A$ point, the reader is introduced to Saki’s
odd ritual. She says:

While mybentéwarmed in the microwave, | hid all the candy in degk drawer. If

Niizaki were to suddenly show up, | didn’t want hinfind anything. | took the lid off

my warmedbentband set it nearbyhen | pried apart my wooden chopsticks and took a
bite of hamburger and ricBaliva infused itself with the rice and hamburgengy jaw

88 |bid.

8 Ibid. During this same period, designer Christian Ditroduced a fashion line in which full
drapery was prominent. Some women, accustomeditesiskirts and exposed bodies, were
agitated (Mr. Dior / We abhor / Dresses to the Bljpand missed the subtle implications behind
Dior’s liberal use of fabrics on the heels of gtr@rtime rationing. Fashion magaziviegue
however, was impressed: “Every woman’s a womanrdgBianiel Delis Hill, As Seen in

Vogue: A Century of American Fashion in Advertigibgbbock, TX: Texas Tech University
Press, 2004), 76-77.
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bobbed up and down, churning my mouth’s contertsnmush. | grabbed the plastic

bentdlid and spit it all out. Repeat, repeat, repedtela machine, | chewed and spit.

Even when my jaw started hurting, or when | ranafigaliva, or when my mouth got dry,

| put food in, | spit food out. (36).

We get the sense that Salksto do this; it is a chore, a mindless mechani¢ahtj even. Later
on in the text, when she is on her way home afiending the night with Matsugi, Saki
“marches mechanicallyk{kaiteki ni ashi ga muita hékd)rtioward her usual convenience store
to do it all over again (82). When she is finishieel, mind wanders to Matsugi, who had earlier
promised to cook her fried rice and “make her {&88). Not without a tinge of sorrow, she says:
“I wonder if there will ever be a time when | cactually eatwhat he makes for me” (86). While
her resolve to leave Niizaki strengthens at thisn@at, in the next she climbs on the scale to
check her weight: 35 kg.

Here she explains why she monitors her figurelesety. “I wanted Niizaki to stay
interested in me. | wanted him to look at me agpay, attention to me. As a subject for his
photos, as his girlfriend—this is what | wanted tnafsall” (87). Saki is fighting a losing battle
in a way; soon after they moved in together, heahegpending all of his time with other women.
Saki was hurt, but she knew better than to comptdire might dump me” (88). “So | had no
choice,” she elaborates, “than to keep chewingsgitting and thinning like a machine, and turn
myself into a grotesque creature with no emotiarfeelings or thoughts” (88). Somewhat
paradoxically, in stifling all affect, she is altitebe a better model for him—Niizaki never wants
her to smile when he takes her photos, after dfiel\they first began working together, she
jokingly asked if he likes ball-jointed dollgy{Utai kansetsu ningyoHe replies that he does not,
which leads Saki to conclude that “he prefers tglaittures of people who have lost their

humanity” (106). At the same time, however, shesghgit she was happy when he was

interested in her. And the more weight she logt,|dmger she was able to hold his attention.
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Saki admits that she initially resented Niizaki fmaking [her]” lose so much weight
(106). But she gradually came to accept the fadtghe should be thankful for her weight loss:

That'’s right, | felt like I could touch some hiddermrth deep inside me...The skinner |

got, the happier | was. ... The sickly pallor of nagé, the way my face clashed with the

dullness in my eyes—it all made me happy. Butnt$ that he wanted to take pictures of
my bones, or that he wanted to take pictures aflla Idknew that he really wanted to
document emotion and affect leaving my body. ...ltfst too much weight and died

he’d lose interest in me for sure. But | couldrot fose weight, either. ... | had to do

what he wanted; that’s the only way | could beasthother girls. (106-107)

While her brief relationship with Matsugi seemfter her reprieve, once she hears rumors that
Niizaki has been going out with Rin, she breaksghioff with Matsugi. “Anyone but her,” she
moans, referring to Rin. “No matter what else,drdi want him taking her pictures” (95). The
source of her hatred for Rin stems from two yeai® pvhen she was called in for a photo shoot
“simply because | look like her” (96). She had eberen mistaken for Rin in public. Saki feels
threatened, and states that although she may ik®Rin, “Rin posses something [she]
lack[s]"—"and wouldn’t she be a better model fonZdii, besides,” Saki wonders (95). As
briefly noted above, at this point in the text, Sdécides to go back to Niizaki, and hurriedly
loses the kilogram she gained while she was witksv.

“[T]he desire for positive validation by the menane’s life is...important in rendering
women complicit with social constructions of fermity,” notes Julia Bullock in her study of
Japanese women writers of the 1960s and%7IBsan exchange economy in which women are
treated as the items of exchange—as possessiotm@sests, as photographic subjects—this

kind of rivalry is not uncommon. Neither is it anaommon literary trope. One salient example

is Ariyoshi Sawako’$Hanaoka seishl no tsunf@he Doctor’'s Wife, 1966), a historical novel

% Julia Bullock, The Other Women'’s Lib: Gender and Body in Japaiésmen’s Fiction
(Honolulu: University of Hawar'i Press, 2010), 77.
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based loosely on the life of Hanaoka Seish( (17&8B), a physician and pioneer in the field of
anesthesiology. Hanaoka develops an anesthetitagoand his mother and wife both hope to
be used as his first test subject. “I am the motitey gave birth to you,” his mother insists, “so
|, more than anyone else, understand what you teaatcomplish In this novel, the mother-
son bond and the wife-husband bond become tanghetiboth mother and wife offer their
bodies as a way to show the son/husband the exftémeir affection and commitment to his
success. Here, mother and wife try to out-martghesher, as though the “better” woman
makes the greatest sacrifice.

This is what Saki does in our text as well, pledgim become as thin as possible to
please Niizaki. She is not explicitly in competitizvith Rin (the latter is only referred to by
name in the text) or any of the other women Niizatkotographs. Theirs is an implicit
competition as both women and photographable stshjalt of Saki’'s eggs are in one basket, so
to speak. She explains that she first met Niizétkirahe lost her job as a magazine model. He
agreed to take her on as his client, under theitondhat she refuse all potential offers for TV
or radio or erotic magazine appearances and déeoself exclusively to him (20). “There was
one time, ages ago, when | didn’'t do as he aslgia continues. “I want to be in TV, | told
him. He told me to do as | pleased, but the ideisnwords froze me with fear. From that time
on....whenever | got requests to model [in the mbabglled them up and threw them in the
garbage” (20).

Is Kanehara'’s text, then, an instance of what S@arar calls “feminist misogyny,” the
internalization and replication of misogynistic ttséc by women? Bullock invokes this term in

her discussion of several texts by Japanese womehich female protagonists see themselves

1 Sawako AriyoshiThe Doctor’s Wifgtrans. Wakako Hironaka and Ann Siller KostantyNe
York: Kodansha International, 1981), 105.
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as inferior to their male counterparts. “In eackecthe hierarchical nature of such relationships,
whereby the male occupies a dominant position wgahe female, encourages the protagonist
to compensate for her relative lack of power thiohgr compliance with and/or manipulation of
the standards used to judge her as infeffoBullock demonstrates that in Kéno’s “Bone Meat,”
briefly mentioned above, the protagonist interredithe power imbalance of her relationship
with a man. Initially turned on by the sadomasadntigames they would play at the dinner table,
particularly the act of being fed or starved atloger’s behest, his absence seems to bring the
subtext of the game to the surface; for without there to allow her to eat, she literally starves.
And by the end, she sees herself as no bettetttieagarbage he has left behind at her hdtise.

Saki complicates this picture slightly. Evokingiaaburse of individualism, she
acknowledges that while Niizaki wanted her thirwds ultimately her choice to take it to such
extremes. The notion of choice is tricky here. Sfdas have a choice, of course, but given her
dependence on Niizaki it is not much of a choicallatShe is complicit in her own subjugation
because it makes the most sense given her othenspS&o, probably, are the women she is
competing with. As models, and as women, they désibe the object of Niizaki’s
(photographic) gaze.

Late in the text, after Saki has made her mindougotback to Niizaki, she goes to the
convenience store again. All she wants to buy ateaager for her cell phone and some
underwear but she ends up with a basketful of greeShe is still staying with Matsugi and is
nervous about dointpis at someone else’s house. When she returns, skeedtic¢hree bolts on

his door and heads straight to the bathroom toathuo:

92 Bullock, 77.

% bid., 83.
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| stuck my finger down my throat and began heagmdpard that | felt like my stomach
was going to come up. | washed the saliva from andls and went to sit near the bed. |
piled all of the food onto the end table. ... No reathat, | couldn’t make a mess. |
fastidiously wiped my hands and mouth with a tisstéde | chewed and chewed. The
more | chewed, the more | had to spit out. Threegs of inari-zushi, three bites of a
sandwich, one hamburgkent§ one fish and soy saubentg onemaku-no-uchi bento
two boiled eggs, four croissants, eight slicesaigin bread, one bag of cookies, four roll
cakes, tersenbeione box of chocolates. | ate and ate, but | gdtidake a dent in all |
brought back from the convenience store. ... So nphbaxlild notice, | hurriedly threw
everything in the dumpster and scurried back tapartment. | took my clothes off and
headed for the bathroom. Stepping onto the bathsate, | held my breath: 35.2 [kq]. |
was satisfied. Everything will be okay, everythinij be okay. | can go back to how |
was. I'm not going to get fat. (109-110)
Here, again, is evidence of Saki’'s presumption lth&gihg weight is the key to a secure future.
The works discussed in the previous chapter coedtiére idea that Tokiko’s over-eating and
Mayuko’s bulimia were simply manifestations of aide to be thin. In both texts, the
protagonists’ issues with food were extensionse&fper personal crises. This is an important
point, because it is easy to presume that eatswdiers arise solely from sociocultural pressures
to be thin. Even so, the discursive oppositiorhese texts shields the protagonists from
accusations of superficiality and even elides ti@apolitical reality of eating disorders in light
of the personalization/individualization of beirigrt. In Hydra Kanehara is able to both
personalize and generalize Saki’'s story. As a m@ti is an important and appropriate
medium to demonstrate thinness as a generic sogalrative. Yet as a model who is getting
older and quickly losing her ability to find workers is also a personal struggle to find the
remaining worth in her body. Saki does not entartantasies of thinness as an egress to
happiness. IThe Excessive Overeatdiokiko attaches any number of ideals to thin hody

which she is able to do because sheotthin. Saki, by comparison, is thin and knows firahd

that a particular body size does not elicit hapgpsnshe is quite miserable, in fact.
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Rather, to be thin—and, more importantly, to keégaki satisfied—is to stay alive,
even if it means starving herself. So she agrestatowith him. As already noted, at the end of
the narrative he has camera in hand, and Saki posksn. She thinks back to something
Matsugi had said: “Everyone deserves to be hafip47). She smiles. Niizaki tells her not to,
and in an instant her smile vanishes. For Sakn,theacticality and survival take precedence
over happiness. “l wish that camera would burrelyiss out,” Saki thinks as she glares back at

its gaze (147).

sova
What ultimately frames the above texts is a dissewf disgust toward the aging/aged body.
Because the “shelf-life” of models is exceptionahort, Kanehara'’s text offers a condensed
version of the same social narrative Hasegawa adgése One woman'’s social worth is
predicated on her reproductive potential to havertain kind of baby while the other’s is
defined by her visual marketability—and both aregeded by youthfulness. Furthermore, if
Moriko is unable to produce a child, if Saki is bleato keep Niizaki interested—both women
will presumably fail as women. Indeed, Moriko'preductive potential is determined by her
sex appeal, which is fast fading; and Saki’'s pha@phic appeal seems to be a metaphor for her
own sexual appeal—the camera’s gaze as a staod tinef man’s gaze (which is odd given that
Niizaki is not very sexually attracted to her ) both texts discussed here, then, we see Moriko
and Saki attempt to defy their ages: Moriko by g and acting like a teenager, Saki by losing
weight.

Together, Hasegawa and Kanehara offer a portréfean contemporary Japan in which
women are always already aware of their expendlifid the lengths to which they must go to

keep age at bay. In larger social discourse, tespective texts offer insight into patriarchal
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concerns over, in Ussher's words, “disgust tow&neésmenopausal body*The current craze
for plastic surgery in many first world countridsesls light on many women'’s efforts to curtail
the inevitability of aging. Ussher continues: “Sintkaway layers of fat, nipping and tucking the
sagging skin, removing the lines that crease tbe, fidling the lips with botox—women can
pretend that they are not facing mortality, ot very least, that they are still within their
fecund years™®

| wonder, then, if it is a coincidence that theeaftord to Kanehara'’s text is provided by
Setouchi Jakucho (b. 1922). A Buddhist nun, aytéod activist, Setouchi is now 91 years old.
The afterword is in the form of a letter addrestseanehara-sama (Miss Kanehara). She
begins:

We've never had the opportunity to meet, and | suaprised to be asked to write the

afterword for your text. The editor probably heaainewhere that I'm a fan of yours.

I’'m very interested in what you and other younghaus are writing, and for my age, |

guess you could say | read your novels frequeRthen without reading their works, |

generally know what authors my age write about.\Rwing writers surprise me with

their ingenuity and originality and they even ofedelightful shock sometimé$.
After a brief reflection on Kanehara®hakes and EarringSetouchi wonders how Kanehara’'s
career will progress as she ages. “Hitomi-san,d lb@n in 1922; you were born in 1983. There

are sixty-one years between us. ... | heard thatwogotten married and have had a child, like a

normal girl futsd no onna no RoSpeaking of which, there are children and bainig®ur

% Jane M. UssheManaging the Monstrous Feminine: Regulating therBepctive BodyNew
York: Routledge, 2006), 127.

% bid.

% Setouchi Jakucho, “Kaisetsu” [Afterword)],” Htaidora [Hydra] by Kanehara Hitomi (Tokyo:
Shinchbésha, 2007), 150.
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recent novels, no? Mothers, to8.RegardingHydra, one gets the sense that Setouchi does not
really know what to do with it. She comments onrniabid subject matter, its “quick tempo,”
and Kanehara’s uncanny ability to capture the thtsjgeelings, and ways of speaking of
Japan’s youtfi® But she quickly shifts her focus once again toétmara’s future: “When you
turn forty, when you turn fifty, when you’re clogninety like | am—I'd like to read what you
write.”®® From the above excerpts, it is clear that Setoisahitrigued by the generation gaps that
separate her from Kanehara and Kanehara'’s generétiéact, when she was 86, Setouchi wrote
a “cell-phone novel” called “Ashita no niji” (Tomaw’s Rainbow) under the pen name “Purple.”
Keitai shosetsin Japanese, these novels are typically the donfainunger authors™

The afterword is troubling in a way because iufees on a lateral and solely female
experience, obfuscating the fact that these wonmexpgriences with aging occur in an
androcentric worldview. The texts discussed in thiapter are not concerned witll ageas
much as they are concerned wggtting older or at least wittnot being young. In Japan, the

elderly do face numerous challenges as they d¢hier parts of the world* But what is

% bid., 153.
% bid., 154-155.
% bid., 156.

190 arissa Hjorth, “The Novelty of Being Mobile: A €a Study of Mobile Novels and the
Politics of the Personal,” ithroughout: Art and Culture Emerging with UbiquisoGomputing
(Cambridge: The MIT Press, 2013), 209. LarissatHjinds thakeitai shosetswere originally
written by professional writers, but the accesgipbdnd ubiquity of cell-phones has afforded
even the non-professional the opportunity to wiMereover, many hard cover books begin as
keitai shosetsuLarissa HjorthMobile Media in the Asia-Pacific: Gender and the éf Being
Mobile, ed. Ulrik Ekman (New York: Routledge, 2009), 114.

191 5ee, for example, Diana Bethel, “Alienation anddtmection in a Home for the Elderly,” in

Re-made in Japan: Everyday Life and Consumer TlasteChanging Sociefyed. Joseph Jay
Tobin (New Haven, CT: Yale University Press, 19926-142.
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challenging and even traumatic for the protagonistie works discussed here is the transition
and coercion that accompanies getting older andkeown threat of what happens to them in
a male-dominated society. Kaplan says that agiddgrauma are not often linked because the
former is presumably “a ‘common’ or ‘quiet’ crisi¥’? She further observes that aging constitute
a crisis of identity; and “[flor women, identityises however around bodily changes in a culture
obsessed with normative ideas of feminine beautg. dore of feminine subjectivity is
threatened*** | have argued above that feminine subjectivitshim aging body is constituted by
lack, by an existence in a void. Kaplan astutelyoes that popular culture does not know what
to do with these women who do not know what to i themselves, arguing that “aging
women...traditionally been relegated to the fringkeslassical narratives or, if central, then
imagined as witches or phallic mothers. Populatucaelhas no category for women between
sexy youth or young motherhood, on the one hamdipdfraged women, represented as tired,
bitter, evil, or jealous, on the othé”*When the issue is broached, she says, it is typicethe
form of a generational mother/daughter rift, a tedimat is evident in Setouchi’s afterword.

“This in itself displaces troubles about agingoowomen (leaving men out of the picture
except as loving support figures or impedimentsashe kind),” she continues. “Aging is shown

as trauma for women, but not for méfi>1t is trauma because there will always be a younge

192 E . Ann KaplanTrauma Culture: The Politics of Terror and LossMiedia and Literature
(Piscataway, NJ: Rutgers University Press, 200%), 4

193 pid.

194E. Ann Kaplan, “Trauma, Aging, and Melodrama, Feminist Locations: Global and Local,
Theory and Practiceed. Marianne DekoveffPiscataway, NJ: Rutgers University Press, 2001),
309.

105 pid., 310.
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woman. Men have options for younger and youngeipsetaers. This is less so for women, and
in Japan, the focus on tBojo—“the elusive model for cute culture” and heterasdx
desirability®>—makes the problem of age even more of a problsmuamen age, th&hojo
remains the same. As women age, they are expextstome contributing members of
society—as wives or mothers; yg#t6joby their very nature are exempt from this requigam

As Jennifer Robertson shovah0jo“means, literally, a ‘not-quite-female female™ apgists in

a perpetual space of deferment and inexperi&i&@he does not have to grow up, which is part
of her appeal, particularly to men whose rolesastensibly predeterminé® We could argue,
too, that this is part of what is alluring and #iening about her for women—recalliAd.ittle
RomancelLane can be thought of as inhabitingh#®jospace as she seeks out true and lasting
love beneath that bridge in Venice. But it is acgphat women must leave behind; even Lane,
afterthe kissis different, mature, as though she has crossedwin bridge into a more fixed
temporality.

But the women | have discussed in this chaptenatrable to make the transition. They
have no concept or acceptance of their own futukityriko seems to miss the boat entirely,
enamored of the fleetinghGjorealm of Hollywood “first time” fantasies and praes of
happiness. Moriko waits until her (biological) dlowins down before scrambling to meet a man

who can help her make the transition. But the nienmseets fail to deliver, leaving her to

1% sharon Kinsella, “Cuties in Japan,”\Wiomen, Media, and Consumption in Japeah. Lise
Skov and Brian Moeran (Honolulu: University of HawRress, 1994), 244.

197 Jennifer Robertsoff,akarazuka: Sexual Politics and Popular CulturéVindern Japar(Los
Angeles: University of California Press, 1998), 65.

198 sharalyn Orbaugh, “Busty Battlin’ Babes: The Evinin of theShéjoin 1990s Visual

culture,” inGender and Power in the Japanese Visual Fiettl Joshua S. Mostow, Norman
Bryson, and Maribeth Graybill (Honolulu: University Hawai'i Press, 2003), 225.
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improvise. Her mother and grandmother ask herwe irth to a child just like herself, and in a
sense ask her to give birth to hersel—which shesdAnd Saki has no next step to make. She
can only work on getting thinner—literally spittifgr insides out until there is nothing left. She
is trapped in a photograph, robbed of emotion agestivity. Like the ubiquitous scowling
runway models, Saki is just supposed to be—empdyacuous. Because as a model she is a
place holder, a clothes hanger. Other women aqeosed to look at her and imagine themselves
in her place—wearing her clothes, entering the &afthe photo. If she has a personality, it will
be impossible for the viewing women to take hecelaShe has grown so accustomed to being
empty that she has no substance, nothing to prajeduture beyond the frame.

Setouchi’'s afterword is an interesting additionthig discussion, and a fitting way to
bring the chapter to a close. Setouchi herself destnates the temporality of female experience.
Although she took Buddhist vows in 1973, and ggvéer given name Harumi, she continues to
write stories as Setouchi Harumi. Her early castiered controversy for her use of the word
“uterus” in her story “Kashin” (Pistil and Stame&i®57), which is about a woman who leaves
behind the domestic life of a housewife to becorpeoatitute. Setouchi refuses to cast female
sexuality through the lens of subtle euphemism“fdoder talk,” repeatedly using the
anatomical term “uterus.” This story earned Setotlad nicknameshikyl no sakkaor “writer of
the womb.**® An industry backlash followed, and Setouchi foimrifficult to find publishers
for her subsequent works. As a result, she turoediting biographies of similarly ostracized
women as well as less polemical fiction. Her “sesitfiction was committed to exploring

women'’s sexuality, and the emotional complexitieoeliness, promiscuity, and adultery.

199 Gretchen Jones, “The 1960s and 1970s Boom in Weritériting,” in The Columbia
Companion to Modern East Asian Literatyesl. Joshua Mostow (New York: Columbia
University Press, 2003), 226.
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CONCLUSION Discourses of Disappointment, Heuristics of Hapgs

There can be nothing more terrifying than gettingatwou want, because it is at this moment
that you face what you really want.

--Sara AhmedThe Promise of Happiness
...but nevertheless | was keenly aware of the disareyp between what | imagined that | was
supposed to feel and what | actually did feel, bsedn the end | just felt like a person who for
some reason was having her stomach licked, anlikea woman having a passionate erotic

experience, and | didn’t know who to blame for tmishap, him or me.
--Zeruya Shaleu,ove Life

PLAGUES AND FANTASIES OF FEMININITY
This dissertation has been concerned with tracisigedegy of survival in a selection of works by
Japanese women writers. These six works are a witislough which we can observe and try to
understand critical issues in Japanese women'siexpes; they are representative of current
trends in fiction by women that reflect pressinguiss in the social realm. This dissertation has
analyzed these works through three lenses—obscaiiggction, and trauma—that are important
theoretical tools to help us understand the wayshith femininity is both constructed
publically and dismantled privately. Drawing froitetary and social scholarship and
commentary, this dissertation demonstrated thatevosrbodies continue to be limned by social
contradictions and phallic fantasies of “properhfrinity that code particular female archetypes
with positive affect while simultaneously denigragiwomen who fall short. The obscene, the
abject, and the traumatic are causes, symptomsexgetiences for many women living today
whose lives are governed by the reality of stasitheé face of expectations of progress.

We see the static nature of subjective experienoevellas and short stories that go
nowhere. Each work examined in this dissertatidfesuifrom a lack of temporality and

progression that is reflected in the charactersi tagk of futurity. As Sara Ahmed articulates,
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narratives demand movement from “here” to “theamd “the ‘there’ acquires its value by not
being ‘here’.* There is something “there” that draws charactessyafrom “here,” something
rewarding or promising, something satisfactory awen final. This kind of temporality is

largely absent from the texts analyzed in thisettsdion. Stories are either circular, such as
Kanehara’'s two novellas and Sakurai’s, in which, ISaki, and Ami end up almost back where
they started; or they just end, as in Matsumotot ldasegawa’s novella and short story. This is
not to say that as readers we demand happy endinggmanence. We do, however, expect
some form of finality or something gained—jparticlyan popular fiction that is sustained by a
satisfied readership. Many works of fiction end appily, of course, but there is a sense of
closure, or a concurrent sense that even unhapgy®and experiences offer the opportunity for
psychic growth or a lesson to be learned. The prolwith works of obscenity, abjection, and
trauma is that they work against this expectatiothing is to be learned because there is no
framework for learning—there is no path from “hete™there.” Obscenity and abjection work
to destroy boundaries and convention, such thag keno distinction between how life is and
how it could be, leading to a fixed state of traumadeed, our texts take place in alleys and
corridors, tattoo shops and hotel rooms, dreamdlaskbacks—indistinct, borderless spaces
where life does not seem to unfold according ttearglan or trajectory.

We see stasis, too, in the attempts characters toak®act change but who flee from its
potential. That is, ideologies of sex and sexyatieauty, youth, and ultimately the gendered
body itself are continually attacked in this fiectiby young protagonists bent on overindulgence
and headstrong allegiance to those very ideologiethe same time, however, they are not

entirely optimistic in their subversion and retréatn the edge to turn back to the ideologies that

! Sara AhmedThe Promise of Happine¢Burham: Duke University Press, 2010), 32.
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caused them so much frustration in the first pld¢es ambivalence emphasizes the precarious
position in which many women find themselves: emagad to embrace their sexualities, their
bodies, and themselves, but ultimately victimshef tonsequences. Thus this fiction offers case
studies of young women managing lives within caditéon and fantasy who may challenge
convention but who nevertheless self-preserve within a way, then, these narratives create
their own fantasy worlds—teasing the reader wigmthinviting them in—and then, at the end,
rupturing them because they are yet too far fraahtgeto offer the substance necessary for
permanence.

Indeed, more often than not these narratives tetivpghe familiarity of the institutional
male-female romance, and at the expense of pollgrdshartic female-female relationships.
Although they may critique it and complain abouthiey nevertheless buy into it. Lauren
Berlant argues that “complaint” as a discursive enddpends on “a view of power that blames
flawed men and bad ideologies for women’s intingatiering, all the while maintaining some
fidelity to the world of distinction and desire thEoduced such disappointment in the first
place.” To be sure, there is a heteronormative undertaediction discussed in this
dissertation, not least because of the glaring tddustained female-female relationships within
the respective narratives; aside from a peripharatacter or two, there are no meaningful
secondary female characters in these texts. Tdtagonist is on her own, adrift in a sea of men,
to whom she turns for various reasons—sex, contfttos, pregnancy, security, romance. But
life gets more complicated as a result: the hetenaal matrix informs nearly all of the decisions
these characters make, often, though not alwayseaxpense of bonds between women. This

is not very surprising, for heterosexual conduct atual is one of the primary affective life

Z Lauren BerlantThe Female Complaint: The Unfinished Business ofifSentality in American
Culture (Raleigh: Duke University Press, 2008), 2.
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modes in popular consciousness and popular fic@oy in Matsumoto’sThe Excessive
Overeaterand Hasegawa'’s “The Unfertilized Egg” do such tsmrthe mother-daughter bond—
even matter. But we have seen that they are uestabic, and insupportable—in both cases
mother and daughter fail to get along or recorttiégr problems.

These texts disappoint because for all their slamckpotential trail blazing, they are
relatively tame at their core, as they do not ufeséeteronormative values or even try to see
beyond them. Only the pregnancy-hunting MorikoTimné Unfertilized Egg” seems optimistic at
the conclusion of her story. But, alone, joblessldless, and almost erased from existence and
female subjecthood, one wonders why. Furthernibeefact that her story concludes while in
the realm of a dream suggests that we cannothersiptimism anyway. The other protagonists
do what they must to ensure their survival and e@sure: Kanehara’s protagonists choose the
men that are bad for them; Sakurai’'s Ami and Hasa{gaMayuko continue turning tricks; and
Matsumoto’s Tokiko buries herself in junk food,iakof surrogate lover who will never leave.
Berlant states that much of (United States) womgcti®n continues to demonstrate a “love
affair with conventionality” that peddles a versioihfemininity dependent on what is
heteronormativé We have seen how Japanese women’s fiction camilig gf the same,
because the point of this fiction seems to be h@mean can loosen the grip of hegemonic
conventionality, how they can live comfortably invarld in which conventionality still governs
peoples’ lives.

Conventionality is comfortable, predictable—a plateetreat. And much of this fiction
depends on women'’s efforts to find their way baxk.tlf we are disappointed by this fact, we

might argue that the authors are too. Because wWiagnsend their protagonists back to where

% Ibid.
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they came from, back into the stronghold of femenigheology, they are sending a message that
is hard to ignore. It is a subtle message, whigpeather than shouted, and easy to lose sight of
in light of everything else that happens in thageAccording to Berlant, women'’s texts share an
affinity through the ways in which they embed higtal narratives of suffering within personal
narratives of the same; the success (however di@fofevomen’s fiction is linked to its
successful contribution to the tradition of sufiigri hurt, and attrition. She reads this discoufse o
suffering within the grander discourse of convemdidty, arguing that women often write
suffering in order to critique social and systemjastices that are easily recognizable within the
daily lives of most women.

Our authors are not necessarily determined to upsetxpectations for optimism
through an overindulgence in pain. They are, howerterested in crafting protagonists whose
ways of living may mirror our own; their unhappisespeaks to a subtle replay and stylization of
many women'’s lived realities. As numerous schdi@ge demonstrated, fantasies of femininity
are forestalled by hidden regimes of power andeviok—such as the fantasy of the perfect body
or the perfect romance or that of the happy hougeWwart of my aim has been to elucidate the
ways in which recent fiction by Japanese womenungstthe preconditioning of “the good life”
by asking what is so good about it. Encouragecdbypbssibility of “the good life,” we have
witnessed characters harbor expectations for romydhe perfect body, timeless beauty, and
motherhood. Even when they attain these thingsghwisi rare, they find that “the good” in the
good life remains elusive. It is a fantasy thatlketo disappointment. Ahmed calls these
fantasies part of a “gendered script” that woméloda” In this dissertation, | have demonstrated

how certain gendered scripts work to coerce womtemparticular life modes: appropriate

4 Ahmed, 509.
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attitudes toward sexuality, motherhood, thinnesd, age all promise women “the good life.” In
Ahmed’s words: “There is no doubt that the affestigpertoire of happiness gives us images of
a certain kind of life, a life that has certaimis and does certain thingslh this way, we see
how certain kinds of bodies and lifestyles affordxmity to the good life. Those that renounce
their desire tqust beare those that are rewarded; those that work toardrd a particular

feminine ideal “deserve” the good life. The fictibhave analyzed is powerful because it offers a
different kind of teleology, a circular logic taieesome and familiar pursuit of disappointment
for women.

The prominence of disappointment in these textstag our understanding of
contemporary feminist and sexual politics. This bisemple offin-de-siéclevoman-authored
Japanese narratives shows us women pushing boesidbat never transgressing them. They
flout convention, employ the obscene and the alsigcepresentatives of pro-sex and “raunch”
feminism. But to what aim? To give it up for a narprocreation or the perfect body? To give it
up for social expectation? These texts give uspges of women approaching a threshold of
gender equality, in which women are doing what twant, when they want, and with whomever
they want. But that is the problem, because theypaibsee past the safety offered by sexual
admiration, thinness, security, motherhood, andrestexual love. They do nbave tosee past
those things, of course. But we should pay attartbhovhy they do. The allure of not behaving
according to social expectations is ultimately good to be true for our protagonists. Feminism
has always been confusing, but our protagonistsaught in a confusing moment in which new

freedoms of the end of the®@entury clash with the persistence of old expamtat

% bid., 90.
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roVA
The emphasis owomen’spain in these narratives invites important questi@an men identify
with these narratives? Can men relate to stori@stefise bingeing or purging, or to one lover
being murdered by another, or to trying to find @aenbefore time runs out? Can the notion of
“women’s pain” be discussed without effacing indival experiences or pain’s pluralism?
Pain—both physical and psychological—is bound szalurses of imaginary identification along
lines of race, sexuality, nationality, class, genedec., that are prone to simplification: because
that is the only way pain can be discussed criticihose who write it do so from a particular
set of circumstances that make them simultane@cslgssible and inaccessible, inviting
identification and/or maybe even voyeurism. Thebprm with women writing pain, and with
women writing pain that is consumed by a (malafiezship that may nget it, is that it can

risk becoming what Suzanne Gibson calls “warnogydphe eroticization of pain (and
violence) and women’s bodies as the platform fat frain® Dianna Taylor points out that in
women'’s attempts to author(ize) their pain, theik becoming complicit in its reproduction and
perpetuation: “We profit from the [pain] or we'radpne by it.” Regardless, we can argue that
women in particular write about pain and embed their narratives almost like a code. In
Japanese women'’s fiction, pain is explored not sgardy to find a way to neutralize it, but

rather to offer it as a moment of sharing. The #@soof pain may not necessarily be shared; not

® Suzanne Gibson, “On Sex, Horror and Human Right&inen: A Cultural Review, no. 3
(1993): 254. Gibson uses the term primarily intietato sex crimes against women that take
place during war, calling attention to the trapgidg sensationalism in attempts to document
war rape. In a sense, “warnography” can be readanvays: war-nography, the sexualization of
women’s plight during war, and warn-ography, wheeltls attention to the dangers of that kind
of sexualization.

’ Dianna TaylorDisappearing Acts: Spectacles of Gender and Natismain Argentina’s Dirty
War (Durham: Duke University Press, 1997), xi, 24-25.
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all women binge eat, after all. However, many worsleare body image issues, feelings of
inadequacy, and engage in destructive methodspafigoThe distinct means of decompensation
may vary, but the core sense of pain is the same.

The catharsis to pain lies in sharing it, recogrgziiving with it—not in fighting it off—
and knowing that other women are living with th@ivn pain. Slavoj Zizek has theorized the
ways that pain can become pleasurable, which herides as a moment beyond the
pleasurable—pleasure deduced from pain, is, iwbisls, “enjoyment,” something in excess of
and distinct from mere pleasutéle conceives the difference between pleasure @jograent
as follows:

[A] simple illicit love affair without risk concesmerepleasure whereas an affair which

is experienced as a “challenge to the gallows”—aaa of transgression—procures

enjoymerntenjoyment is the “surplus” that comes from ouowiedge that our pleasure
involves the thrill of entering a forbidden domaitirat is to say that our pleasure
involves a certainlispleasuré
Our texts do not try to make pain pleasurable. 8edochism aside, the psychological and
physical pain these protagonists experience i®torterstood as the consequences of living
today and nothing more. While Zizek’s words inatenore complete understanding of pain, we
could argue that sometimes pain is useful not fasking or affording pleasure, but for being
painful. Sometimes what hurts is not pleasuralimetimes it just hurts.
Bodily and gendered pain affords a dialogue thasses generations, as we have seen.

This dissertation has touched on women’s writimgafthe early to mid twentieth century to

underscore the urgency and regularity with whicilmea record their experiences. Women

8 Slavoj Zizek The Plague of Fantasiédlew York: Verso, 1997), 47.

® Slavoj Zizek,For They Know Not What They Do: Enjoyment as atiealiFactor (New York:
Verso, 1991), 239. Emphasis in original.
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writing today do so from different socioculturahineworks and with more freedoms than
previous generations. Yet discourses of disapp@ntmremain pressing themes in today’s
fiction. This dissertation has drawn our attentiothe ways in which women'’s lives remain
ensconced in familiar affective narratives of htittfe hurts; certain ideas and experiences
hurt,” author and essayist Cynthia Ozick notesnimngerview, speaking about why writers write.
“One wants to clarify, to set out illuminations,replay the old bad scenes and get the
Treppenwortesaid—the words one didn’t have the strength orrifheness to say when those
words were necessary for one’s dignity or survivaOzick admits to authoring her own painful
experiences, at least in part, out of the desiredieenge. “Any story is worth any amount of
vindictiveness,” she continuéSWe might also say that in writing “the bad scehtée pain
becomes tangible and communicable, something shéeed and passed on.

While the preceding study has focused almost exalyson negativity in works of
Japanese fiction, it is worth ending on a positioée. Regardless of their affective resonance,
emotional truths are powerful diegetic devices. &t Kamila Shamsie states that fiction
“convey[s] emotional truths...more revelatory abotinge and place than any series of faéts.”
These truths shed important insights into persandlpublic psyches. And while the women'’s
fiction analyzed in this dissertation hints at @yé&scale pessimism and hopelessness toward

systemic inequalities and fantasies of feminirady/js not lost. Negative affect can catalyze a

19 Tom Teicholz, “Interviews: Cynthia Ozick, The At Fiction No. 95,"The Paris Review02
(Spring, 1987), http://www.theparisreview.org/imiews/2693/the-art-of-fiction-no-95-cynthia-
ozick (January 17, 2014).

" Ibid.
12 Kamila Shamsie, “More Honest Than the Facts: Gngwip Under a Censoring Dictatorship

Taught Me How Fiction Can Be a Place of Trufhikie GuardianJuly 2, 2007,
http://www.theguardian.com/commentisfree/2007/@léd@mment.pakistan (January 17, 2014).
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change toward the positive, even if it is simplyab@esire to not feel pessimistic and hopeless
any longer. The authors profiled here do not affepptimism. They do, however, offer us
records of negativity—obscenity, abjection, trauntaatwe can use to envision something

better.

245



WORKS CITED

Abel, Jonathan E. “Packaging Desires: The Unmeabtes of Japanese Film.” In
Perversion and Modern Japan: Psychoanalysis, Litee Culture edited by
Nina Cornyetz and J. Keith Vincent, 273-307. Neark! Routledge, 2010.

Ahmed, Sara. “Feminist Futures.” s1Concise Companion to Feminist Theaglited by
Mary Eagleton, 236-254. Malden, MA: Blackwell Pishing Ltd, 2003.

---. The Promise of Happined3urham: Duke University Press, 2010.

Allen, Grant. “Our Debt to InsectsPopular Science Monthlg5, no. 19 (July, 1884):
332-347.

Allison, Anne.Millennial Monsters: Japanese Toys and the Glob@gdination
Berkeley: University of California Press, 2006.

---. “New Age Fetishes, Monsters, and Friends.Jdpan After Japan: Social
and Cultural life from the Recessionary 1990sh Presentedited by Tomiko
Yoda and H.D. Harootunian, 331-357. Durham: Dukevérsity Press, 2006.

---. “Producing Mothers.” IrRe-imagining Japanese Womexdited by Anne E.
Imamura, 135-155. Berkeley: University of Calif@Press, 1996.

Amy-Chinn, Dee, Christen Jantzen, and Per Jstedgdaning and Meaning: Towards
an Integrated Approach to the Study of Women’'salRahship to Underwear.”
Journal of Consumer Cultur@, no. 379 (Oct. 2006): 379-401.

Aoyama, Tomoko. “A Room Sweet as Honey: Father-éergLove in Mori Mari.” In
The Father Daughter Plot: Japanese Literary Womed the Law of the Father
edited by Rebecca L. Copeland and Esperanza Rafirastensen, 167-193.
Honolulu: University of Hawai'i Press, 2001.

---. Reading Food in Modern Japanese Literatudd@nolulu: University of Hawali'i
Press, 2008.

Arai, Andrea G. “The ‘Wild Child’ of 1990s Japariti Japan After Japan: Social and
Cultural life from the Recessionary 1990s to tihesent edited by Tomiko Yoda
and H.D. Harootunian, 216-238. Durham: Duke UrsitgrPress, 2006.

Ariga, Chieko. “Text Versus Commentary: Strugglesrahe Cultural Meaning of
‘Woman.” In The Woman’s Hand: Gender and Theory in Japaneseaifam
Writing, edited by Paul Gordon Schalow and Janet A. WaB&2-381. Stanford:
Stanford University Press, 1996.

Ariyoshi SawakoThe Doctor’s WifeTranslated by Wakako Hironaka and Ann Siller
Kostant. New York: Kodansha International, 1981.

246



Arnold, RebeccaFashion, Desire, and Anxiety: Image and Moralitytie 20" Century
New York: Routledge, 2001.

---.“Heroin Chic.” Fashion Theory: The Journal of Dress, Body & Cudt8r no. 3
(Sept., 1999): 279-295.

Atwood, MargaretThe Edible WomarNew York: Anchor Books, 1969.

Bardsley, Jan. “The Essential Woman Writer.Woman Critiqued: Translated Essays
on Japanese Women’s Writirgdited by Rebecca Copeland, 53-75. Honolulu:
University of Hawai'i Press, 2006.

Bardsley, Jan and Hiroko Hirakawa. “Branded: Bads@jo Shopping.” IrBad Girls of
Japan edited by Laura Miller and Jan Bardsley, 111-126w York: Palgrave
Macmillan, 2005.

Bartky, Sandra Lee. “Foucault, Femininity, and khedernization of Patriarchal Power.”
In Feminist Social Thought: A Readedited by Diana Tietjens Meyers, 92-111.
New York: Routledge, 1997.

Bataille, George<roticism: Death and Sensualithiew York: Walker, 1962.

Bauman, ZygmuntCommunity: Seeking Safety in an Unsafe Waodalden, MA: Polity
Press, 2001.

Beam, Dorri.Style, Gender, and Fantasy in Nineteenth-Centurgrisan Women’s
Writing. New York: Cambridge University Press, 2010.

Beardsworth, Alan and Teresa K&lociology on the Menu: An Invitation to the Stufly o
Food and Societyrondon: Routledge, 1997.

Bech, Henning. “Citysex: Representing Lust in Publin Love and Eroticismedited by
Mike Featherstone, 215-242. London: Sage Pubtioatitd., 1999.

Bell, ShannonReading, Writing, and Rewriting the Prostitute BoBloomington, IN:
Indiana University Press, 1994.

Benjamin, WalterThe Arcades ProjecPrepared on the basis of the German volume
edited by Rolf Tiedemann. Translated by Howarauidl and Kevin McLaughlin.
Cambridge: Belknap Press, 1999.

---. “The Work of Art in the Age of Mechanical Regiuction.” InVisual

Culture: The Readeedited by Jessica Evans and Stuart Hall, 72-fi8u3and
Oaks, CA: Sage Publications Ltd., 1999.

247



Berlant, LaurenCruel OptimismDurham: Duke University Press, 2011.
---. Desire/Love New York: Punctum Books, 2012.

---. “Love (A Queer Feeling).” idomosexuality and Psychoanalysslited by Tim
Dean and Christopher Lane, 432-452. Chicago: Tingdudsity of Chicago Press,
2001.

---. The Female Complaint: The Unfinished Business ofil@entality in American
Culture Durham: Duke University Press, 2008.

Berger, Jameg\fter the End: Representations of Post-apocalypseneapolis:
University of Minnesota Press, 1999.

Bernstein, Joseph M. eBaudelaire, Rimbaud, Verlaine: Selected Verse andé
PoemsNew York: Citadel Press, 2000.

Bethel, Diana. “Alienation and Reconnection in antéofor the Elderly.” IrRe-made in
Japan: Everyday Life and Consumer Taste in a Cimgn§ocietyedited by
Joseph Jay Tobin, 126-142. New Haven, CT: YaleséIsity Press, 1992.

Bolton, Andrew and Harold Kod&lexander McQueen: Savage BealNgw Haven,
CT: Yale University Press, 2011.

Bordo, Susan. “Hunger as Ideology.”Feminism and Pedagogies of Everyday Life
edited by Carmen Luke, 119-146. Albany: State ©rsity of New York Press,
1996.

---. “Reading the Slender.” IBody/Politics: Women and the Discourses of Science
edited by Mary Jacobus, Evelyn Fox Keller, andySahuttleworth, 83-112. New
York: Routledge, 1990.

---. The Twilight Zone: The Hidden Life of Cultural Inesgrom Plato to O.Berkeley:
University of California Press, 1997.

---. Unbearable Weight: Feminism, Western Culture, dredBody 13" ed. Berkeley:
University of California Press, 2003.

Brooks, Anne PageMizuko Kuyéand Japanese Buddhisnddpanese Journal of
Religious Studie8, no. 3-4 (Sept.-Dec., 1981): 119-147.

Brumberg, Joan Jacolizasting Girls: The History of Anorexia Nervosgew York:
Random House, Inc., 1988.

---. “From Psychiatric Syndrome to ‘Communicablas&ase: The Case of Anorexia
Nervosa.” InFraming Disease: Studies in Cultural Histpsdited by Charles

248



Ernest Rosenberg and Janet Lynne Golden, 134Nt .Brunswick, NJ:
Rutgers University Press, 1992.

---. The Body Project: An Intimate History of Americaml$s New York: Random
House, 1997.

Bourdieu, Pierre. “How Can One Be a Sports Fan7He Cultural Studies Readet™
ed., edited by Simon During, 427-440. New Yorkylbr and Francis e-library,
2001.

Buckley, Sandra. “Pornography.” Trhe Encyclopedia of Contemporary Japanese
Culture edited by Sandra Buckley, 401-402. New York: Rexdge, 2002.

Bullock, Julia.The Other Women'’s Lib: Gender and Body in Japaikésmen’s Fiction
Honolulu: University of Hawai'i Press, 2010.

Burke, CarolineNo Regrets: The Life of Edith Pia@@hicago: Chicago Review Press,
Inc., 2011.

Bynum, Caroline WalkeHoly Fast and Holy Feast: The Religious Significaio¢ Food
to Medieval WomerBerkeley: University of California Press, 1987.

Caputi, Mary.Voluptuous Yearnings: A Feminist Theory of the ®@bed_anham, MD:
Rowman & Littlefield Publishers, Inc., 1994.

Ching, Yau. “Performing Contradictions, PerformiBgd-Girlness in Japan.” I@ender
and Globalization in Asia and the Pacific: Meth®&dactice, Theoryedited by
Kathy E. Ferguson and Monique Mironesco, 138-Hx#holulu: University of
Hawai'i Press, 2008.

Clammer, JohnContemporary Urban Japan: A Sociology of Consunmpfidalden,
MA: Blackwell Publishers Inc., 1997.

Clark, Anne K. “The Girl: A Rhetoric of DesireCultural Studiesl, no. 2 (1987): 195-
203.

Connell, R.W.Gender and Power: Society, the Person, and Sexuldld3. Stanford:
Stanford University Press, 1987.

Copeland, Rebecca. “Mythic Bad Girls: The Corpke,&rone, and the Snake.”Bad
Girls of Japan edited by Laura Miller and Jan Bardsley, 15-38wN\¥ork:
Palgrave MacMillan, 2005.

---. “Motherhood as Institution.Japan Quarterly39, no. 1 (January-March, 1992): 101-
110.

249



---. “Woman Uncovered: Pornography and Power inDbeective Fiction of Kirino
Natsuo.”Japan Foruml6, no. 2 (2004): 249-269.

Counihan, Carole M. “Introduction—Food and Gende@entity and Power.” IfFood
and Gender: Identity and Powerdited by Carole M. Counihan and Steven L.
Kaplan, 1-10. New York: Routledge, 1998.

Covino, DeborahAmending the Abject Body: Aesthetic Makeovers ididitee and
Culture Albany: State University of New York Press, 2004.

Craik, JenniferThe Face of Fashion: Cultural Studies in Fashibiew York: Routledge,
1993.

Darmon, Nicole and Adam Drewnowski. “Does Sociag$3l Predict Diet Quality?”
American Journal of Clinical Nutritio87, no. 5 (2008): 1107-1117.

Dasgupta, RomitRe-reading the Salaryman in Japan: Crafting Magutiks. New
York: Routledge, 2013.

de Certeau, MichelThe Practice of Everyday Liféranslated by Stephen Rendall.
Berkeley: University of California Press, 1984.

Driscoll, Mark. “Debt and Denunciation in Post-BubBapan: On the Two Freeters.”
Cultural Critique65 (Winter, 2007): 164-187.

Durrant, Russil and Jo Thakk&ubstance Use and Abuse: Cultural and Historical
PerspectivesThousand Oaks, CA: Sage Publications, 2003.

Elliott, Anthony.Concepts of the Seff.ambridge, UK: Polity Press, 2008.

Epstein, JuliaThe Iron Pen: Frances Burney and the Politics oiwga’s Writing
Madison, WI: University of Wisconsin Press, 1989.

Fallon, April. “Culture in the Mirror: Sociocultur®eterminants of Body Image.” In
Body Images: Development, Deviance, and Chaadiked by Thomas F. Cash
and Thomas Pruzinsky, 80-109. New York: Guilfordg3, 1990.

Frankl, Victor Emil.From Death-camp to Existentialistdew York: Beacon Press,
1959.

Freeman, Jody. “The Feminist Debate Over Prostitueform: Prostitutes’ Rights
Groups, Radical Feminists, and the (Im)possibditConsent.” InPApplications of
Feminist Legal Theory to Women'’s Lives: Sex, Yicde Work, and
Reproductionedited by D. Kelly Weisberg, 237-249. Philadetphiemple
University Press, 1996.

250



Foster, Hal. “Obscene, Abject, Traumati©ttober78 (Autumn, 1996): 106-124

Foucault, MichelAesthetics, Method, and Epistemologdited by James D. Faubion.
Translated by Robert Hurley et al. New York: Nergd3, 1998.

---. “The Eye of Power.” IlPower/Knowledge: Selected Interviews & Other Wgsn
1972-197hy Michel Foucault. Edited by Colin Gordon, 14616lew York:
Pantheon Books, 1977.

---. The Use of Pleasur@ranslated by Robert Hurley. New York: Vintag89Q.

Fujisawa Shdlrezumi[Tattoo]. Tokyo: Kawade Shobd Shinsha, 1996.

Furugori TomokoHiman no keizaigak{irhe Politics of Fatness]. Tokyo:
Kakukawagakugei Shuppan, 2010.

Gaspari, Paul. “Big Gulps and Big Business: Seviawdh Japan and the New Keiretsu.”
In Case Studies in Japanese Managemedited by Parissa Haghirian and
Philippe Gagnon, 121-146. Singapore: World Scien011.

Genze, Stéphanie and Benjamin A. Bralfdostfeminism: Cultural Texts and Theories
Edinburgh: Edinburgh University Press, 2009.

Gibson, Suzanne. “On Sex, Horror and Human Right&inen: A Cultural Revie,
no. 3 (1993): 250-261.

Gill, Rosalind.Gender and the MedidMalden, MA: Polity Press, 2007.

Gilloch, Graeme. “Walter Benjamin.” IArofiles in Contemporary Social Theomwdited
by Anthony Elliott and Bryan S. Turner, 70-83. Tlsand Oaks, CA: Sage
Publications Inc., 2001.

Gilman, Sander LFat Boys: A Slim Book.incoln, NB: University of Nebraska Press,
2004.

Glick, Elisa. “Sex Positive: Feminism, Queer Theawyd the Politics of Transgression.”
Feminist Review: Feminism 2000: One Step Beymnd4. (Spring 2000): 19-
45,

Goodstein, Elizabeth &xperiences Without Qualities: Boredom and Modgrnit
Stanford: Stanford University Press, 2005.

Goodwin, Janet RAIms and Vagabonds: Buddhist Temples and PopulaoRage in
Medieval JapanHonolulu: University of Hawai'i Press, 1994.

Greer, Germainelhe Female EunuciNew York: Harper Collins, 1970.

251



Grogan, SaratBody Image: Understanding Body Dissatisfaction ienyWomen and
Children New York: Psychology Press, 2008.

Groneman, CaroldNymphomania: A HistoryNew York: W.W. Norton & Co., 2000.

Grosz, Elizabeth. “Animal Sex: Libido as Desire &ehth.” InSexy Bodies: The Strange
Carnalities of Feminisiredited by Elizabeth Grosz and Elspeth Probyn; 29®
New York: Routledge, 1995.

Gunji MasakatsuKabuki NyamorjKabuki: An Introduction]. Tokyo: Bokuyosha, 1990.

Han, Kyung-Koo. “Two Deaths of Hirohito in Japaim’Death of the Father: An
Anthropology of the End in Political Authorjtgdited by John Borneman, 104-
122. New York: Berghahn, 2004.

Harden, Blaine. “Big in Japan? Fat Chance for NesicYoung Women, Obsessed with
Being Skinny’ Washington Post Foreign Servigddarch 7, 2010,
http://www.washingtonpost.com/wpdyn/content/aei2D10/03/04/AR20100304
01436.html (November 9, 2012).

Hamilton, MarybethThe Queen of Camp: Mae West, Sex, and Popular €ultiew
York: HarperCollins Publishers, 1996.

Harootunian, Harry and Tomiko Yoda. “Introductioin”Japan After Japan: Social and
Cultural life from the Recessionary 1990s to thesent edited by Tomiko Yoda
and H.D. Harootunian, 1-15. Durham: Duke Universgitgss, 2006.

Hasegawa Junk&odoku no ii narifPrisoner of Solitude]. Tokyo: Gentosha, 2006.

---. “The Unfertilized Egg,” translated by Philigi€e. InIinside and other Short Fiction:
Japanese Women by Japanese Wor@npiled by Cathy Layne, 171-202. New
York: Kodansha International, 2006

Haywood, LeslieDedication to Hunger: The Anorexic Aesthetic in ModCulture
Berkeley: University of California Press, 1996.

Hebdige, DickSubculture: The Meaning of Styleondon: Methuen & Co. Ltd., 1979.

Hill, Daniel Delis.As Seen in Vogue: A Century of American Fashidkdwvertising
Lubbock, TX: Texas Tech University Press, 2004.

Hjorth, LarissaMobile Media in the Asia-Pacific: Gender and the i Being Mobile
New York: Routledge, 2009.

---. “The Novelty of Being Mobile: A Case Study Miobile Novels and the Politics of

252



the Personal.” IThroughout: Art and Culture Emerging with Ubiquitou
Computing edited by Ulrik Ekman, 205-222. Cambridge: ThelNPress, 2013.

Hoad, Neville. “Cosmetic Surgeons of the Socialrida, Freud, and Wells and the
Limits of Sympathy o he Island of Dr. MoreatiIn Compassion: The Culture
and Politics of an Emotigredited by Lauren Gail Berlant, 187-218. New York:
Routledge, 2004.

Holbrook, David.Sex and DehumanizatioNew Brunswick, NJ: Transaction Publishers,
1998.

Horiguchi, Sachiko. Mikikomori: How Private Isolation Caught the Public Eye.’An
Sociology of Japanese Youth: From Returnees toldEdelited by Roger
Goodman, Yuki Imoto, and Tuukka Toivonen, 122-188w York: Routledge,
2012.

Hornbacher, MaryaWasted: A Memoir of Anorexia and Bulimiew York: Harper
Collins, 1998.

Hyde, Alan.Bodies of LawPrinceton: Princeton University Press, 1997.

lida, Yumiko. “Between the Technique of Living andtess Routine and the Madness of
Absolute Degree Zero: Japanese Identity and tissCf Modernity in the
1990s.”Positions8, no. 2 (Fall, 2000): 423-464.

---. Rethinking Identity in Modern Japan: NationalismAssstheticsNew York:
Routledge, 2002.

[t6, Kennith K.Visions of Desire: Tanizaki's Fictional WorldStanford: Stanford
University Press, 1991.

lvy, Marilyn. “Revenge and Recapitulation in Redesary Japan.” Iddapan After
Japan: Social and Cultural life from the Recesaignl990s to the Present
edited Tomiko Yoda and H.D. Harootunian, 195-226tham: Duke University
Press, 2006.

Jameson, FredericRostmodernism, Or, The Cultural Logic of Late Calsim
Durham: Duke University Press, 1991.

Jeffreys, Sheila. “Sadomasochism, Art and the laesBiexual RevolutionArtlink 14,
no. 1 (1994): 19-21.

Jones, Gretchen I. “Bad Girls Like to Watch: Wutiand Reading Ladies’ Comics.” In

Bad Girls of Japanedited by Laura Miller and Jan Bardsley, 97-148w York:
Palgrave MacMillan, 2005.

253



---. “The 1960s and 1970s Boom in Women’s Writinip The Columbia Companion to
East Asian Literatureedited by Joshua Mostow, 221-229. New York: Cdiliam
University Press, 2003.

Juffer, JaneAt Home with Pornography: Women, Sex, and EverliifayNew York:
New York University Press, 1998.

Kageyama, Yuri. “Blog Catapults Japan’s New Litgr&tar: Obscure Singer Wins
Country’s Most Prestigious Honor For a New WrittdBCNews.ComnMarch 19,
2008, http://www.nbcnews.com/id/23711082/#.UtfzXREZ 4 (January 16, 2014).
Kaiser, Susan Brashion and Cultural Studiedlew York: Berg, 2012.

Kanehara HitomiAutofiction Translated by David James Karashima. New York:
Vintage, 2007.

---. Haidora [Hydra]. Tokyo: Shinchésha, 2007.
---. Otofikushor{Autofiction]. Tokyo: Shieisha, 2006.
---. Hebi ni piasySnakes and Earrings]. Tokyo: Shdeisha, 2006.

---. Snakes and Earringgranslated by David James Karashima. New Yonumfe),
2005.

---. YOutsu-tach[The Depressed]. Tokyo: Bungeishunju, 2009.

Kaplan, Ann ETrauma Culture: The Politics of Terror and LossMiedia and
Literature.Piscataway, NJ: Rutgers University Press, 2005.

---. “Trauma, Aging, and Melodrama.” Feminist Locations: Global and Local, Theory
and Practice edited by Marianne Dekoven, 304-3B8scataway, NJ: Rutgers
University Press, 2001.

---. “Trauma and Aging: Marlene Dietrich, Melanid¢eih, and Marguerite Duras.” In
Figuring Age: Women, Bodies, Generatipedited by Kathleen Woodward, 171-
194. Bloomington: Indiana University Press, 1999.

Kawana, SariMurder Most Modern: Detective Fiction & JapanesdtGre.
Minneapolis: University of Minnesota Press, 2008.

Kawanishi Masaki. “Kaisetsu” [Afterword].” IKyoshokushd no akenai yogKée
Excessive Overeater: An Endless Dawn] by Matsunyato, 175-183. Tokyo:
Shdeisha, 1991.

Keene, DonaldWorld Within Walls: Japanese Literature of the Rledern Era, 1600-

254



1867 New York: Columbia University Press, 1999.

Kingsberg, MiriamMoral Nation: Modern Japan and Narcotics in Glolsiktory.
Berkeley: University of California Press, 2014.

Kinsella, SharonAdult Manga: Culture and Power in Contemporary Japgse Society
Honolulu: University of Hawai'i Press, 2000.

---. “Cuties in Japan.” IWomen, Media and Consumption in Japedited by Brian
Moeran and Lisa Scov, 220-254. Honolulu: Univgrsit Hawai'i Press, 1995.

---. “Narratives and Statistics: How Compensatetirigglenjo kosai was Sold.” In
A Sociology of Japanese Youth: From Returnees t©TdEedited by Roger
Goodman, Yuki Imoto, and Tuuka Toivonen, 54-80wNéork: Routledge, 2012.

---. Schoolgirls, Money and Rebellion in Japalew York: Routledge, 2013.

Kirino Natsuo.Grotesque Translated by Rebecca Copeland. New York: Alfked
Knopf, 2006.

---. Out Translated by Stephen Snyder. New York: Kodarsharica, Inc., 2003.

Kleese, Christian. “Modern Primitivism: Non-Mainsam Body Modification and
Racialized Representation.” Body Modification edited by Mike Featherstone,
15-38. London: Sage Publications Ltd., 2000.

Komatsu Shigemi, edNihon emaki taisgiJapanese lllustrated Hand Scroligl. 7 of
Gaki soshi, Jigoku sdshi, Yamai no séshi, Kuséstaki[Hungry Ghost Scrolls,
Hell Scrolls, Sickness Scrolls, Picture Scrolig}kyo: Chlo Kéronsha, 1977.

Kono Taeko. “Final Moments,” translated by Lucy Norn The Columbia Anthology of
Modern Japanese Literature: From 1945 to the Pnésedited by J. Thomas
Rimer and Van C. Gessel, 190-209. New York: Coliantniversity Press, 2007.

---. “Toddler Hunting,” in“Toddler Hunting” and Other StoriesTranslated by
Lucy North, 45-68. New York: New Directions Pulbiisg Corporation, 1996.

Koschman, J. Victor. “National Subjectivity and tises of Atonement in the Age of
Recession,” idapan After Japan: Social and Cultural life fronetRecessionary
1990s to the Preseredited by Tomiko Yoda and H.D. Harootunian, 122-1
Durham: Duke University Press, 2006.

Kowaleski-Wallace, ElizabetlEncyclopedia of Feminist Literary Theoiyew York:
Garland, 1997.

Kristeva, JuliaPowers of Horror: An Essay on Abjectiofranslated by Leon S.

255



Roudiez. New York: Columbia University Press, 1982.

---. Tales of LoveTranslated by Leon S. Roudiez. New York: Colunibraversity
Press, 1987.

Kroker, Arthur and Marilouise KrokeBody Invaders: Sexuality and the Postmodern
Condition New York: Palgrave Macmillan, 1988.

LaFleur, William. “The Eccentric Treé&amiandGakiin the Botanical Imagination of
the Medieval Japanese.” Vol. 1Réthinking Japan: Literature, Visual Arts &
Linguistics edited by Adriana Boscaro, Franco Gatti, and MasdRaveri, 121-
130. New York: St. Martin’s Press, 1990-1991.

---. The Karma of Words: Buddhism and the Literary ArtMedieval Japan
Berkeley: University of California Press, 1983.

Lamarre, Thomas.OtakuMovement.” InJapan After Japan: Social and Cultural life
from the Recessionary 1990s to the Presagtited by Tomiko Yoda and H.D.
Harootunian, 358-394. Durham: Duke University Br@906.

Lawless, Elaine J. “Claiming Inversion: Lesbian €wuactions of Female Identity as
Claims for Authority."The Journal of American FolklorEll, no. 439 (Winter,
1998): 3-22.

Leheny, David Richardl'hink Global, Fear Local: Sex, Violence, and Anxiat
Contemporary Japarthaca: Cornell University Press, 2006.

Levi, Antonia, Mark McHarry, and Dru Pagliasso#ils.Boys’ Love Manga: Essays on
the Sexual Ambiguity and Cross-Cultural FandorthefGenreJefferson, NC:
McFarland & Company Inc., 2008.

Levy, Ariel. Female Chauvinist Pigs: Women and the Rise of RaQuiture New
York: Free Press, 2005.

Ley, David J.The Myth of Sex Addictiohanham, MD: Rowman & Littlefield
Publishers, Inc., 2012.

Lillethun, Abby. “Part VIII: Fashion and the Bodiitroduction.” InThe Fashion
Reader 2" ed. Edited by Linda Welters and Abby Lillethun71124. New York:
Berg, 2011.

Lofland, Lyn H.A World of Strangers: Order and Action in Urban Ralspace New
York: Basic Books, 1973.

Lynch, Kevin.The Image of the CitfCambridge: The MIT Press, 1960.

256



MacWilliams, Mark WheelerJapanese Visual Culture: Explorations in the Wartd
Manga and AnimeNew York: M.E. Sharp, Inc., 2007.

Maeda Ai. “Tokyo 1925.Gendai shis§Contemporary Thought ] 7, no. 8 (June 1979):
72-80.

Magowan, Fiona. “Courting Transgression: Custontawy and Sexual Violence in
Aboriginal Australia.” InTransgressive Sex: Subversion and Control in Erotic
Encountersedited by Hastings Donnan and Fiona Magowan,ZZ New
York: Berghahn Books, 2009.

Matsumoto Hiroyuki. “Sesshoku shdgai to wa” [Whaan Eating Disorder?]. In
Taberarenai yamerarenai/Sessoku shdghiable to Eat, Unable to Stop: Eating
Disorders], edited by Kuboki Tomifusa, Fuan Yoksty Rinshiyd
Kenkydkai, 1-15. Tokyo: Nihon Hyéronsha, 2002.

Matsumoto Yumi. “Murder in Balloon Town.” Translatby Amanda Seaman (1998).
1-17. (Unpublished, cited with Permission.)

Matsumoto YdkoKyoshokushd no akenai yogKéne Excessive Overeater: An Endless
Dawn]. Tokyo: Shdeisha, 1991

Matsuura HisakiKuronikuru[Chronicle]. Tokyo: Tokyo Daigaku Shuppan Kai, Z00
Matsuura Rieko. “Himantai ky6fush6” [Fear of Fatsle$n Sogi no hi
[The Day of the Funeral] by Matsumoto Rieko, 1535 2Tokyo: Kawade Shobd
Shinsha, 1980.

Mason, HelenThe Thin Woman: Feminism, Post-Structuralism amdSacial
Psychology of Anorexia Nervaddew York: Routledge, 1998.

May, Rollo.Love and Will New York: W.W. Norton & Co., Inc., 1969.

McCann, GrahanmMarilyn Monroe New Brunswick, NJ: Rutgers University Press,
1988.

McClendon, Alphonso D. “Fashionable Addiction: TPath to Heroin Chic.” In
Fashion in Popular Culture: Literature, Media and@emporary Studiegdited
by Joseph H. Hancock lll, Toni Johnson-Woods, die#fi Karaminas, 67-85.
Chicago: The University of Chicago Press, 2013.

McKnight, Anne. “Frenchness and Transformationapahese Subculture, 1972-2004.”
In Fanthropologiesedited by Frenchy Lunning, 118-138. Minneapolis:
University of Minnesota Press, 2010.

McLelland, Mark.Love, Sex, and Democracy in Japan During the Aragr@ccupation

257



New York: Palgrave MacMillan, 2012.

---. “Review ofMasculinities in Contemporary Japan: Dislocatingt8alaryman Doxa
Intersections: Gender, History and Culture in theah Contex® (2003),
http://intersections.anu.edu.au/issue9/mclellamdew.html (December 3, 2013).

McLuhan, Marshall and George Leonard. “The Funfr&ex,” Look Magazine (1967).”
In Sexing the Maple: A Canadian Sourcebaadited by Richard Cavell and Peter
Dickinson, 103-112. Orchard Park, NY: Broadviewes$%, 2006

Menissi, FatimaBeyond the Veil: Male-Female Dynamics in Modern Mu$ociety
Bloomington, IN: Indiana University Press, 1975.

Meyers, Dianna Tietjens&ender in the Mirror: Cultural Imagery & Women'’s éacy
New York: Oxford University Press, 2002.

Miller, Henry. Henry Miller on Writing.New York: New Directions Publishing
Corporation, 1964.

Miller, Laura.Beauty Up: Exploring Contemporary Japanese Bodyhstics Berkeley:
University of California Press, 2006.

---. “Elevator Girls Moving in and Out of the Boxfi Modern Girls on the Go: Gender,
Mobility, and Labor in Japanedited by Alisa Freedman, Laura Miller, and
Christine Yano, 41-66tanford: Stanford University Press, 2013.

Mizuta, Noriko, et al. “Symposium: Women’s CultuRostmodern Expression&eview
of Japanese Culture and Socidty1991): 62-76.

Mori Naoko.Onna wa poruno o yumu: josei no seiyoku to femmiziwomen Reading
Porn: Women'’s Sexual Desire and Feminism]. Tol8aikylsha, 2010.

Motz, Anna.The Psychology of Female Violence: Crimes AgamsBody
Philadelphia, PA: Taylor & Francis Inc. 2001.

Murakami RyQ. “Japan’s Lost Generation: In a Wdtitied With Virtual Reality, The
Country’s Youth Can't Deal With the Real Thing.N®I.COM, May, 1 2001,
http://mwww.cnn.com/ASIANOW!/time/magazine/2000/058pan.essaymurakami
.html (June, 13 2014).

---. “Kaisetsu” [Afterword]. InHebi ni piasu[Snakes and Earrings] by Kanehara Hitomi,
116-121. Tokyo: Shaeisha, 2006.

Maruta Kgji. “Chichi to musume no doramaturugi:eekpsai no shakaigaku” [Dad,
Daughter, Dramaturgy: The SociologyHijo Késa]. Kansai Gakuirshakai

258



gakubu kiydJournal of the Faculty of the Department of Sauyy, Kansai
Gakuin] no. 83 (Nov., 1999): 127-138.

---. “Sesshoku-shégai dansei no genin-ron” [On@nigins of Eating Disorders in Men].
Okinawa Daigaku jinbungaku-bu kiydournal of the Faculty
of Humanities and Social Sciences, Okinawa Unitygrso. 5 (2004): 55-64.

Nadeau, Chantal. “Girls on a Wired Screen: Cavadireema and Lesbian S/M.” Bexy
Bodies: Strange Carnalities of Feminisedited by Elizabeth Grosz and Elspeth
Probyn, 211-230. New York: Routledge, 1995.

Nagata, Kazuaki. “Convenience Store Chains Go #litlv, Growth.”The Japan Times
May 8, 2012, http://lwww.japantimes.co.jp/news/205208/news/convenience-
store-chains-go-with-flow-grow/#.Utxat_bna8U (Naveer 3, 2012).

Nakamoto Takako. “The Female Bell Cricket,” tratestbby Yukiko Tanaka. Iiio Live
and To Write: Selections by Japanese Women Writ8ds3-1938edited by
Yukiko Tanaka, 135-144. Seattle, WA: Seal Pre88/1

Napier, Susan Escape From the Wasteland: Romanticism and Reatishe Fiction of
Mishima Yukio and Oe Kenzabu®@ambridge: Council on East Asian Studies,
Harvard University: Distributed by Harvard UnivigysPress, 1991.

---. The Fantastic in Modern Japanese Literature: Thev@usion of ModernityNew
York: Routledge, 1996.

Ngai, SianneUgly Emotions Cambridge: Harvard University Press, 2005.

Nishizono-Maher, Aya. “Eating Disorders in Japamding the Right Context.”
Psychiatry and Clinical Neurosciencg? (1998) (Suppl): 320-323.

Nogami, Yoshimi. “Eating Disorders in Japan: A Raviof the Literature.Psychiatry
and Clinical Neurosciencgl, no. 6 (1997): 339-346.

Oba Minako. “Three Crabs.” Translated by Stephehlmd Rydko Toyamalapan
Quarterly25, no. 3 (July 1, 1978): 323-340.

Odaira Maiko.Onna ga onna o enjiru: bungaku, yokubd, sH#omen Performing
Women: Literature, Desire, Consumption]. Tokyoin$fisha, 2008.

Ogino, Miho. “Japanese Women and the Decline oBind Rate.”Reproductive Health
Matters1, no.1 (May, 1993): 78-84.

Onishi, Norimitsu. “Just 20, She Captures Alteragah in a Debut NovelRew York

Times March 27, 2004, http://www.nytimes.com/2004/023¥&3tId/the-saturday-
profile-just-20-she-captures-altered-japan-in-audatovel.html (January 14,

259



2014).

Orbach, Susiedunger Strike: The Anorectic’s Struggle As a Metapkor Our Age 2"
ed. New York: Penguin Books, 1993.

Orbaugh, Sharalyn. “Busty Battlin’ Babes: The Evin of theShjoin 1990s Visual
Culture.” InGender and Power in the Japanese Visual Fiettited by Joshua S.
Mostow, Norman Bryson, and Maribeth Graybill, 2248. Honolulu: University
of Hawai'i Press, 2003.

---. Japanese Fiction of the Allied Occupation: Visimbodiment, IdentityBoston:
Brill, 2007.

---. “Oba Minako and the Paternity of Paternalisin. The Father Daughter Plot:
Japanese Literary Women and the Law of the Fatdited by Rebecca L.
Copeland and Esperanza Ramirez-Christensen, 2b63-Rfholulu: University of
Hawai'i Press, 2001.

---. “The Body in Contemporary Japanese Women's§dfic’ In The Woman’s Hand:
Gender and Theory in Japanese Women’s Writkdged by Paul Gordon
Schalow and Janet A. Walker, 119-164. Stanfordnfétd University Press,
1996.

Ortner, Sherry BAnthropology and Social Theory: Culture, Power, énel Acting
Subject Durham: Duke University Press, 2006.

Otomo, Rie. “A Girl with Her Writing Machine.” I&irl Reading Girl in Japanedited
by Tomoko Aoyama and Barbara Hartley, 130-142. Nexk: Routledge, 2010.

Park, Eunice. “Starving in Silence&sian WeekJune 15-21, 2000,
http://www.asianweek.com/2000_06_15/feature.htnut¢®er 10, 2012).

Pitts, Victoria.In the Flesh: The Cultural Politics of Body Modét@mn. New York:
Palgrave Macmillan, 2003.

Pullen, KristenActresses and Whores: On Stage and in Sodiew York: Cambridge
University Press, 2005.

Ramirez-Christensen, Esperanza. “Introduction.The Father Daughter Plot: Japanese
Literary Women and the Law of the Fathedited by Rebecca L. Copeland and
Esperanza Ramirez-Christensen, 1-23. Honoluluvéreity of Hawai'i Press,
2001.

Reitman, Valerie. “Japan’s Case of the UnlikelyeStwalker: An Economist
Moonlighting as a Prostitute and the Foreignerl@red Guilty After Her Death

260



Highlight Overlooked Aspects of the Societids Angeles Time®jarch 19,
2001, http://articles.latimes.com/2001/mar/19/news39753 (July 10, 2013).

Robertson, Jennifefakarazuka: Sexual Politics and Popular CulturéModern Japan
Berkeley: University of California Press, 1998.

Rose, Jacquelin@he Case of Peter Pan, or The Impossibility of @kbih’s Fiction
London: The Macmillan Press, Ltd., 1984.

Saitd MinakoBungakuteki shéhingaHiiterary Merchandise]. (Tokyo: Kinokuniya
Shoten, 2004).

---. “Jakusha no shishd.” [Thoughts of the VulnéehbAsahi ShinbunAugust 31, 2011.

Sakaki, Atsuko. “(Re)Cannonizing Kurahashi YumiReward Alternative Perspectives
For ‘Modern’ *Japanese’ ‘Literature.” I®e and Beyond: Fiction in
Contemporary Japaredited by Stephen Snyder and Philip Gabriel, 153-
Honolulu: University of Hawai'i Press, 1999.

Sakurai Ami.lnosento Warud@innocent World] Tokyo: Gentosha, 1996.

---. Innocent World Translated by Stephen Clark. New York: VerticabRs, 2004.

Salecl, RenatgPer)Versions of Love and Hatidew York: Verso, 1998.

Sano, Shinichi. “Something That He Never Did: Aalagse Author Writes an
Impassioned Plea for Justice in the Case of N&maling Life Imprisonment for
Murder in Tokyo.”’Nepali TimesMarch 26-April 1, 2004,
http://nepalitimes.com/news.php?id=9779#.Ut2NKPluh&Banuary 20, 2014).

Sarracino, Carmine and Kevin M. Scdthe Porning of America: The Rise of Porn
Culture, What It Means, and Where We Go from HBoston, MA: Beacon
Press, 2008.

Schemer, Karen. “Rockers, Models and the New Albfreeroin.” Newsweeld 28, no. 9
(August 26, 1996): 50-55.

Seaman, Amanda. “Making and Marketing Mothers: @siith Pregnancy in Modern
Japan.” I'Manners and Mischief: Gender, Power, and Etiquettdapan edited
by Jan Bardsley and Laura Miller, 156-177. BezlgeUniversity of California
Press, 2011.

---. “Two for One: Pregnancy and Identity in Hasegalunko’s ‘The Unfertilized
Egg.” Japanese Language and Literatuté, no. 1 (April 2010): 1-20.

Seaton, BeverlyThe Language of Flowers: A Histor@harlottesville, VA: The

261



University Press of Virginia, 1995.

Seidensticker, Edward. “Introduction.” 8Bnow Countryoy Kawabata Yasunari,
translated by Edward G. Seidensticker, 5-9. NewkYAlfred A. Knopf, Inc.,
1956.

Setouchi Jakuchd. “Kaisetsu” [Afterword]. Haidora [Hydra] by Kanehara Hitomi,
150-156. Tokyo: Shinchdésha, 2007.

Shamsie, Kamila. “More Honest Than the Facts: Gngwip Under a Censoring
Dictatorship Taught Me How Fiction Can Be a Plat@&mith.” The GuardianJuly 2,
2007, http://www.theguardian.com/commentisfree/ZD3/
comment.pakistan (January 17, 2014)

Sharpe, Matthew and Geoff Boucher. Zizeid Politics: A Critical Introduction
Edinburgh: Edinburgh University Press Ltd., 2010.

Shih, Shu-meiThe Lure of the Modern: Writing Modernism in Seruo@l China,
1917-1937 Berkeley: University of California Press, 2001.

Shirane, Haruo, edarly Modern Japanese Literature: An Anthology, @d®0Q New
York: Columbia University Press, 2002.

Simmel, GeorgSimmel on Culture: Selected Writingslited by David Frisby and Mike
Featherstone. Thousand Oaks, CA: Sage Publications 1997.

Sparrow, William. “The Young OnesAsia Times OnlineMay 10, 2008,
http://www.atimes.com/atimes/Japan/JE10DhO1.htneic@nber 3, 2013)

Spielvogel, LauraWorking Out in Japan: Shaping the Body in Tokyoéss Clubs
Durham: Duke University Press, 2003.

Stafoff, Rebeccalhe Flowering Plant DivisionTarrytown, NY: 2006,

Steele, Valerielretish, Fashion, Sex and Powé@xford: Oxford University Press, 1996.

Stewart, Kathleen. “Afterword: Worlding Refraindt’ The Affect Theory Readexdited
by Melissa Gregg and Gregory J. Seigworth, 339-Batham: Duke University
Press, 2010.

Stone, Zara. “The K-Pop Plastic Surgery Obsessibine’ Atlantic May 24, 2013,
http://m.theatlantic.com/health/archive/2013/0&/Kpop-plastic-surgery-
obsession/276215/ (May 27, 2013).

Stroker, BramDracula. 1897 ed. Salt Lake City: Project Gutenberg Litgra
Archive Foundation, 2006. E-book.

262



St. AugustineThe City of God Against the Pagaislited and translated by R.W.
Dyson. Cambridge: Cambridge University Press, 1998

---. The Confessions of St. Augustine; the Imitatio@lafst Translated by
Edward B. Pusey and Thomas a Kempis. New York: €dflier & Son, 1909.

Suga Shami. “Gendaisei to iu Shinwa” [The ConterappMoment as Myth]. IiHappy
Jack: nezumi no kokorftlappy Jack: The Mouse’s Heart], edited by Takhhas
Teimiko, 87-98. Tokyo: Hokusdsha,1991.

Sunderland, Jankanguage and Gender: An Advanced Resource .Boew York:
Routledge, 2006.

Suzuki, Tadashi. “Frame Diffusion from the U.SJapan: Japanese Arguments Against
Porn Comics, 1989-1992.” How Claims Spread: Cross-National Diffusion of
Social Problemsedited by Joel Best, 129-145. New York: WalteiGlayter,
Inc., 2001.

Sweeney, Sean T. and lan Hodder. “Introduction.The Bodyedited by Sean T.
Sweeney and lan Hodder, 1-11. Cambridge: Cambtibigeersity Press, 2002.

Swift, Nigel. “Understanding the Material PractiacdsGlamour.” InThe Affect Theory
Readey edited by Melissa Gregg and Gregory J. Seigw@&0;308. Durham:
Duke University Press, 2010.

Szafraniec, AsjaBeckett, Derrida, and the Event of LiteratuBtanford: Stanford
University Press, 2007.

Takaoka, Mika. “Globalization of the Distributiory@em and the ‘1985 Shock’ in
Japan.” InStrategies Towards Globalization: European and Jegse
Perspectivesedited by Sung-Jo Park and Seigo Hirowatari, 296- Berlin:
Institute for East Asian Studies, Freie UnivesditBerlin, 2002.

Takayama FumihikaShénen A: Jayon-sai no shdXuth A: Portrait of a Fourteen-
Year-Old]. Tokyo: Shinchésha, 2001

Tanaka, Yayoi. “Writing a New Generation of Japan@tomen.”Japanese Book News
78 (Winter 2013): 2-3.

Tanizaki Jun’ichiroNaomi Translated by Anthony H. Chambers. New York: [Butt
Publishing, 1985.

---. “The Tattooer.” INSeven Japanese Taleg Jun’ichird Tanizaki. Translated by
Howard S. Hibbett, 160-169. New York: Vintage, &899

263



Taylor, DiannaDisappearing Acts: Spectacles of Gender and Natismain Argentina’s
Dirty War. Durham: Duke University Press, 1997.

Teicholz, Tom. “Interviews: Cynthia Ozick, The At Fiction no. 95."The Paris
Reviewl02 (Spring, 1987), http://www.theparisreview.antgrviews/2693/the-
art-of-fiction-no-95-cynthia-ozick (January 17,120

Thompson, Kenneth. “Foreword.” Moral Panics and the Politics of Anxiegdited by
Sean Hier, viii-xi. New York: Routledge, 2011.

Toal, W.F. ed. Vol. 3 oThe Sunday Sermons of the Great Fath€tscago: Regnery,
1957-63.

Tsutsui, William M. “Oh No, There Goes Tokyo.” Noir Urbanism: Dystopic Images of
the Urban City edited by Gyan Prakash, 104-126. Princeton: Btamc
University Press, 2010.

Turner, Brian SReligion and Modern Society: Citizenship, Secu&io and the State
Cambridge: Cambridge University Press, 2011.

---. “The Possibility of Primitiveness: Towards ac®logy of Body Marks in Cool
Societies.’Body and Society (June, 1995): 39-50.

Ueno ChizukoSayonara, gakko-ka shak@oodbye, Academic Society]. Tokyo: Tard
Jir6sha, 2002.

---. Sukato no shita no gekijo: hito wa doshite pantodawaru no kgThe Theater
Under the Skirt: Why are People So Concerned APauities?]. Tokyo: Kawade
Shobd Shinsha,1992.

Ussher, Jane Mrantasies of Femininity: Reframing the BoundarieSex New
Brunswick, NJ: Rutgers University Press, 1997.

---. Managing the Monstrous Feminine: Regulating therBepctive BodyNew York:
Routledge, 2006.

Viswanathan, Meera. “In Pursuit of Yamamba: The £poe of Female Resistance.” In
The Woman’s Hand: Gender and Theory in JapaneseaNariVriting edited by
Paul Gordon Schalow and Janet A. Walker, 239-3@dnford: Stanford
University Press, 1996.

Warin, MeganAbject Relations: Everyday Worlds of AnoreX#scataway, NJ: Rutgers
University Press, 2010.

Watts, Jonathan. “When Impotence Leads Contraaepfitne LanceB53, no. 9155
(March, 1999): 819.

264



Whitelaw, Gavin Hamilton. “Rice Ball Rivalries: Japese Convenience Stores and the
Appetite of Late Capitalism.” Ifast Food/Slow Food: The Cultural Economy of
the Global Food Systeradited by Richard Wilk, 131-144. Lanham, MD:
Altamira Press, 2006

Wolf, Naomi. “Hunger.” InFeminist Perspectives on Eating Disordezdited by
Patricia Fallon, Melanie A. Katzman, and Susai@oley, 94-111. (New York:
The Guilford Press, 1994).

Woodward, Kathleen. “Calculating Compassion.’Qompassion: The Culture and
Politics of an Emotiopedited by Lauren Gail Berlant, 59-86. New York:
Routledge, 2004.

Wykes, Maggie and Barrie Guntdihe Media and Body Image: If Looks Could Kill
Thousand Oaks, CA: Sage Publications, 2005.

Yamada Ydichir6Gairaigo no shakai: ingokasuru komyunikéstiohe Loanword
Society: Communication in Code]. Yokohama: Shuhp(2005.

Yasuo, Yuasarhe Body: Toward an Eastern Mind-Body Thedigited by Thomas P.
Kasulis. Translated by Shigenori Nagatomo and TdoR Kasulis. Albany: State
University of New York Press, 1987.

Yano, Christine RPink Globalization: Hello Kitty’s Trek Across thaélfic. Durham:
Duke University Press, 2013.

Yoda, Tomiko. “A Roadmap to Millennial Japan.”Japan After Japan: Social and
Cultural life from the Recessionary 1990s to tihesent edited by Tomiko Yoda
and H.D. Harootunian, 16-53. Durham: Duke UniugrBiress, 2006.

Yoshimoto, Banan&itchen Translated by Megan Backus. New York: Grove Rress
1988.

Zhen, Zhang. “Mediating Time: The ‘Rice Bowl of Yibuin Fin de Siecle Urban
China.”Public Culturel2, no. 1 (Winter, 2000): 93-113.

Zielenziger, MichaelShutting Out the Sun: How Japan Created its Owrt Los
Generation New York: Vintage, 2006.

Zizek, SlavojFor They Know Not What They Do: Enjoyment as atiealiFactor. New
York: Verso, 1991.

---. The Parallax ViewCambridge: Massachusetts Institute of Technol@g96.

---. The Plague of Fantasieblew York: Verso, 1997.

265



---. The Sublime Object of Ideolagyew York: Verso, 1989.

---. The Ticklish Subject: The Absent Centre of Polit@atology New York: Verso,
1999.

266



	Look at Me: Japanese Women Writers at the Millennial Turn
	Recommended Citation

	Microsoft Word - 277447_supp_undefined_1DFD5AB0-CBCE-11E3-B101-F6052E1BA5B1.docx

