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e self introduction H 48/

e topicc KHD FE v
o first, an overview of some publications in English on gender in Japan
1) HRD Y = v X — 123 2 EGETDRATHIZE D HHEL
o second, my research on shojo bunka

2) ThEE DY LALIBE S 2 5L

e why study Japan? & HAIC D WTHIFES 5 D D> ?
o interesting crossroads of Asian and Western culture
T YT PO AL D BRI R
o Japan had a unique experience of modernization in the late 191" and 20%"
centuries 19 AT - 20 thACIC 31 2 HASRH oIk D F2ER
o as a challenge or counterpoint to hegemonic Western ideas of sex and gender
BN REED Yy 7 R « ¥ = v A =B~ Pk - xflt
e masculinity: study of gender should not be just study of women
BN ¥ v =R EICE S e T TiEA T
e More men are opting out and being forced out of salaryman track
P72V —<v b7y rhooliHER R LB O i
¢ Another alternative/response to hegemonic masculinity: otaku
BN~ AX 2V ICT AN T AV 2FT 47 /WG A% 2

e Condry, Ian. “Love Revolution: Anime, Masculinity and the Future.” Recreating
Japanese Men, ed. Sabine Fruhstuck. University of California Press, 2011.
o Also chapter in book on anime, read if your topic is on anime
o Condry anthropologist at MIT

AFv eavFl)— (=¥ Fa—ry v ITEADANEYE) OHFYX

o Moe: BH %



= Feeling strawberry
= disavowal of moe as a sexual response £ 56 Tl 7x b

= According to Condry, otaku masculinity helps in “rethinking how
productivity and consumption offer alternative modes for evaluating

contemporary men” (p. 8) = ¥ F U —iC X, & 7 0Bk
12 Tedic UCAEENE & HE 2 BIR O B FHEICEE 3 2 5l o
HHZREEL Tw 2322 HE T 5 DICRILD

Queer Japan: various ways of talking or thinking about homosexuality
[ 47T %xv] tkxERZ22aT YT 4 ICBT 284 BRETTIE % 14
o contemporary queer identities adapted from US culture after WWII 28 20K
W7 XAV AXUL» S ANSNZRRO 7 AT TAT VT 4 T4
o Edo period nanshoku 7L K¢k o 5 4
o Taisho/Showa period s kankei KIE - BBHIRHR D = 2 DB {%
Mostow: wakashu as a third gender & & + 7 OHff3E. % 3 O
o Genderisnotbinary ¥ = ¥ X — (3 N4 > Y —TlIZaW»
o Sexual attraction is not binary gay/straight 415122405 Z & X [FHEE -
BUEFEDOANLF Y —TlE R
o Look at gay samurai image—what is wrong with this picture? 2D A4 7 X b
BT A =7
o Importance of using historically accurate terms, not gay or homosexual 7= 4
PHREXZ T aTATIE R SELRNICEMAHEZMHE S 2 & oBEEN):
o Nanshoku male colors/lust 5t

o Wakashu youngman #5%%
= Boy age 11-25 (flexible), patch of hair shaved but front part still long,
like awoman 11-257%. HISEE M IEEZH V. Mhi3Hl Y L2
= Often dressed in women’s clothes, with makeup, can be hard for us
today to decode these pictures LU IE L IZZEDOKIRZE FicoF

BIHZEL Tz, SHTIEINSDRITIAD S5 D
fifee I3 Lo
o Show Mostow’s charts—desire is unequal €& b 7 DX, AKEDIKE

= Older man £ £ ® B4 -> younger man & 0 # W%



= Older man % & @ B4 ->younger woman X Y #HWwictt:  or
prostitute/maid % £fS
= No female-female sexuality 214 [E 4 O HIBE % O RTE

= No female -> male desire 22> & B~ DEKE DATE

o Evidence:
= Wakashu asobi kyara no makura 1675
o NOTE: Mostow is not saying this is the same in every region, social class

through entire Edo period; there was a lot of variation €& + v @ LRt
B U CHUEE, BER NV v a v b o,

o Mostow’s main point: images are not a window to the past, we need to be
careful about imposing our point of view X F v O FIR ¢ 4 A — Lt
FKIGEL 2B Tl A, BAIFHS ORSICERTRE,

o Sexuality, gender was very different than today 4FfD 27 > =27V 7
4, Vv EX—I5HDOb DL ITRLR S

o Gender/sexuality not fixed or natural BUT be careful of assigning virtue
= We think of gay/straight opposition, gay is oppressed minority so
opposing that system is subversive, tendency to see non-straight

system as liberated % 7zFEETD HARATD s, Effix 5
THILICIFEFEETRE
= BUT this is not the case in Edo, all power and agency belongs to older,
wealthier men JLERHMRZ T OFE Tl v, XV E LOBMERS
HRECEN -V 2 vy — %o
e Sowhat happened? Tl AL E 7z DD ?

o Nanshoku suppressed in the Meiji period as part of effort to conform to
Western European morality 55 13 BHIRRHIC IZHIE T N7z, PUBR O ETE
BlIcHE> B o—BRE LT,

o Nanshoku bonds also suppressed to meet modern military needs—individual
bonds destabilizing in modern army; loyalty must be to the state not a personal

bond to a master HEDFIT F ZAROHEHN = —XIIGZ 5720I1CH
MEI N7, AR RBIEROERKICBEWTALEED 20T, &
Akl E I LT,

o But homosexual relations also existed in European culture, so what was
happening there? 72723, 3 —u v LI\ C b FHEEFE L OBER 1T
FHELTCWZ, Z2ZTCRIMAEE D0 ?



o Late 19" century emergence of Freud, psychoanalysis, sexual desire comes to
be defining feature of personhood, heterosexual desire defined as normal and
healthy, homosexual desire defined as immature, perverted, sick

19k KR, 7u 4 b, Ko o&ES, MR LEREADD Y 7%
HodsbodbneIng, BEFIEHEE I, FHEEIIERE L X
N

= Previously, sexual acts did not define a person, now for the first time
sexual orientation becomes a thing, a binary and a category of

dominance/oppression % FVLART X PERIFT A 13BN 2 EFE AT T 1T L
0o 7o TERYIRIAI 23] D T BT 2 b 4L, SCBC & 1+
DAHTITY =&l
o Meiji, term wakashu disappeared, replaced with shonen, at first meaning
young people, then boy BIRIRHR, HR & WO BEEIXIHA. DHEL WS
SEICEZMHmI ONE,
= Bishonen, aesthetic still lingers but social category is different
o Emergence of shojo as a category £V 4 & v» 5 FEEITIEEN 72 D D H3FE

25, Blottahrs=a) —
McLelland—most important scholar of contemporary queer culture in Japan FfCH
Koo 4 T XALDEE BT FHE~ L TV F
o American queer culture and straight culture came to Japan after WWII 5 —

RREHEICHRICK 2T AV AD 7 4 7L R PL— o
o Gradual formation of “gay” identity, socializing through bars, magazines
[(TAL TATYT 474D, ~—HEERE L 21l
Ayako Kano
o U Penn, historian ~<v A7 = =7 KEDEHF

o Book on Meiji era theater, women becoming actresses HHIAHA D 218 D fiff 3¢
o Kabuki in Edo period, changes to theater in Meiji F Y % o < 2 21L
= kabuki: not realistic, fantasy #7177 v 2 ¥ —
e Onnagata XZ¥
= Engeki: modern theater jE& : VTt iEEl

e 19" cent. European theater, middle class, respectable, serious
themes, realistic acting style 19 tHACPERRE], Hii. >~V 7T

Al T—~, WEEENLRR XAV



o reflecting real life—realism  BASE D 475 % Mk
= Border between art and nature, gender as innate vs. put on Zfft & H
ROMOER, ERODBDOELTvs. TV ANZDDELTD
VIvE—
= what changed: not just performance practices, but concept of
sex/gender M : W OEESLTFCTHA Yy IR V2 v X —

i
Western morality, sexology, homophobia P& D EfEM:, &

rymY—, KEZ74ET

e Sex subordinate to gender vs gender subordinate to sex ¥ = v
A=Yty 72 vs. &y 72Xy X—

e Biological differences create gender differences, regulated by
state EVIERAERDSY 2 v X —DERER AT, BHFE
DOFIFNC X 5

e 1872 crossdressing illegal, constructed men as national subject
1872 R AL D &R L, ERW TR L L COBMEDHEE

e onnagata-art, clothing vs real women—nature, female body
oKL vs. EEoE——AKR, & () o5&k

» Judith Butler—gender is a performance - F 7 — @ ¥ = v X — |3
TH+—~<VATHD
e Edo culture made this explicit 7L R IC A S 2

e Modern Western culture suppresses this knowledge, anything
showing gender as a performance is threatening, destabilizing

HEREFE L X7 —~ R L TCDOY 2 v X —3E
Bizof, EREZALEICIELH DL LT
Stickland—official translator for Takarazuka, now prof of Japanese Studies in
Australia. A7 4 v 27 7 v F  FEROLNKERE. 5 13ZMN T HAREBER
o History of Takarazuka FxKfiff7E
o another example of gender performance in theatrical setting, also part of shojo
bunka PLXALDO—FE L COHBI DY = vV X =T =<V ADH
il
my work on shojo manga, shojo bunka FAH & © A 2cigl, A2 3t D 5E



e Passionate Friendship: The Aesthetics of Girls' Culture in Japan &2\ 7 &1 © H
KDY LA DFEH

o a cultural history of shojo manga, or romance comics for teenage girls,
10 RO F DA 4, 285 &l D AL

o 1920s and 1930s girls' literary magazines to the 1970s shojo manga
1920 X + 1930 SR D D LCHHMERE A b 1970 XD D g H £ T

o focus on the narrative and aesthetic features of girls' literature and illustration
across the twentieth century 20 ic o DL ¥ 4 AL —v a3 v D
F T T4 7 RENREE N

o how those texts addressed and formed a reading community of girls
TIANRYZIZHICHHICEY 2T, £ L THmEa I o=
74 ZEEL 72D 5

In the early decades of the twentieth century in Japan, teenage girls attending single-sex
secondary schools developed their own subculture, called shojo bunka (girls’ culture).

20 HAC I D HARTIX. 10D V%72 b IZLHBITE L, B2 bDH 7L

F v — PRLEEY EiF 7,
It is perhaps not surprising that they did so, as attendance at these schools was a privilege
reserved for the middle and upper classes. ' LR CTH 5 /=D TELI RE Z L Tk

Wrdh L#v7Ze vy, The patriarchal imperative for these girls to remain chaste and pure until
(arranged) marriage upon graduation meant that they were discouraged if not forbidden from
socializing outside the school. X X EHlIC B\ Th L7251, ENTORBRITIZEL L1
TiRwAaro7ze LTh, 22¥EL, BABVEIRZT 2 L TIIMEBTH S 2 2K
» b7z, Parents and educators encouraged girl students to only associate with other girls,
as did entertainment such as the all-girl Takarazuka Revue (founded in 1914). $i & ZXfifi 131t
DYLLEDHATEED TR LT, BEEL LTHEFRHEN 2 &2 E1D 72, From

the girls’ perspective, the closed world of girls’ culture could be protective as well as

restrictive. V4 7= b DS 1E. PHU 672D A SALIZRFEN T H 2 & [FIFFIH] R

)% & - 7z, During the years they attended school, girls were free to indulge their

aesthetic sensibilities, speak in their own private slang, read literary magazines aimed at
them, such as Shaojo no tomo, and engage in fan activities and meetings organized by the

magazine. ARSI > TW B [HIE, EBFNRBICR L BN TE 2, HODFELRE
L. Mo k] &P 3 EETA», iamiTof Xy MiciT, 77 vik
ST & 7=,



Most significantly, they formed passionate, romantic attachments with classmates, called s
kankei or s (sister) relationships. FFICEE 2 D1k, HFNLRABERERR B 7228 TH

%, S relationships (also sometimes called class s) were not lesbian relationships in the
contemporary sense of theword. [ =& (S) | ¢FEEN % Z 0BARIZ, HWEDOL X

7 v Btk & 1B o T 7z, These were not expressions of a fixed, innate, minority
identity, but a transitory stage all girls passed through on the way to (heterosexual)
adulthood. FEMI R ERD~A J VT A DT AT Vv T 4T ARHTIEIRL, DRLHE

PEEI 7 KNI 7 2 8 FE Tl 3 % Bk T H - 72, S relationships were the main topic
of fiction serialized in girls’ magazines such as Shajo no tomo, where they were portrayed as
intentionally heteronormative, a safe way for girls to practice intimacy with each other. [

ZOR] CTHEING/NHTIEZD XS BREGATRbA TV, BEEFH L LT
PITWzh, TNEAPRRLLEE I 2 ERT 2 LKR% 75 TH > 72, Although s

relationships were not “lesbian” in the contemporary sense, literature and film created by
men in the 1920s through the 1960s appropriated aspects of girls’ culture, including

exploitative representation of female homosexuality. =X [L X7 v | &3> T
Wizs, 1920 FAU2 5 1960 HEARIC 2 1T THEDIE Y F1T X 2 3 LUl O /i 13
YA D Z Dl 2 HL Y AT o 72,

e research question: what is shojo manga? iff%¢ D [y »
= genre as it is today formed in 1970s
1970 ERITEM T e P v v v
= origins trace back to girls' literary magazines of 1920s-30s
1920 FF{X~1930 FD DL ICFREIC £ Tl % i
e Quick overview: #f%
o Aesthetic features: JEMHHE
* bigeyes KZ 7l
= androgynous figures FHRIARZE
= decorative style #Efifift) 2 % 4 v
o Narrative features: & 0 D5
» homosocial romance [Fl{4:[F] 1 D ZEE
= gender switching Pfifizife
o all these come from 1920s-30s magazines, illustrated novels 3"~ T 1920-30

FROMEEE, THinft & /N o & 7



o last chapter: %D
= Heart of Thomas [+ —=~ @0l
= Rose of Versailles T_v4 4 2DF5 ]
o why this is important: 7z & 8 % 7% D 5
= Shojo no Tomo and self-actualization, agency for teenage girls
Yhok, 10RoASKiIcE >TOHCER, =Yz vy —
= nationwide network of friendship ZEM A KIEA Y 7 —72
= shojo manga connected in the same way %~ > '3 [6] U
= takes the difficulties of adolescent development seriously & & D &

EOWE T #EHMHEICHY T3
= provides a space for girls to talk to each other, does not exist in other
places, ex, US D HEED &9 Rl ZiRft, 7 AV A LholH

ICIZR SN WS

e current research: on representation or misrepresentation of shojo bunka in literature
and film, specifically appropriation of shojo bunka by Tanizaki and Kawabata

BUIEDHIE + C#, BUlIC I 0 3 DAL DERR, Fricwilk, i X 24
ALY A (L)

Tanizaki’s most obvious appropriation of girls’ culture is in his novel Manji (Quicksand,
1928-1930), which reconfigures the friendship between young women as perverse and

titillating. DD SAb D ELY A (HE) 1k, i) el s s, Kawabata, on

the other hand, was much more directly involved in girls’ culture, serving on the editorial
board of the girls’ magazine Shojo no tomo (The Girl’s Friend), and serializing several novels
for girls in the magazine: Otome no minato (The Girl’s Harbor, 1937-1938), Hana nikki
(Flower Diary, 1938-1939), Utsukushii tabi (Beautiful Journey, 1939-1941), and Zoku

utsukushii tabi (Beautiful Journey the Sequel, 1941-1942). —J7C. JIl¥iix. D4 ftic
X O EEMNICEED - T %7z, While these novels, in particular Otome no minato, are well
known in Japan, they have not been translated into English and are treated as a departure
from his more serious adult work, when they are discussed atall. F#C¢% [ D] 7L
HATX CHIL N AEMIZEGEICIRE LT w7y, Kawabata’s appropriation of girls’
culture is literal, as Otome no minato and Hana nikki were ghostwritten by a woman,

Nakazato Tsuneko (1909-1987). JIlks D23t HH X, 5@ £ 5 T, KMo
— 2 b 74 2—DFIC X B51EMD H B, The novels he wrote himself, however,



Utsukushii tabi and Zoku utsukushii tabi, are very similar to his other work in the same
period, in particular Yukiguni (Snow Country, 1935-1947). L 2> LJI[¥im23H S8 E L 7=
FEL 2kl . TEL 2k] 1k THE]) & Ekofioffiefficns
Kawabata’s later novel, Utsukushisa to kanashimi to (Beauty and Sadness, 1961-1963,
however, revisits the shojo character in a more threatening mode. ZHADEf 3£ L X &R

LAab] Cld, BRLALZINTE M GRE : FEE) bz ivans

Both Tanizaki and Kawabata utilize girls’ culture in ways that are exploitative and

sexualized, and in the case of Kawabata, also playing into a totalizing, fascist aesthetic. 7l

b )1 D D2 2 VR % U CPERICRI LT v B, These novels are not a

departure for either writer, but consonant with their oeuvre as a whole; understanding the
ways in which they referenced and appropriated girls’ culture sheds light on their work as a

whole, in particular their problematic representation of young women. Z 4L 5 OEfIC 35\
THAEEBED LS IcsiEh, HEIN-0»2EET 2 2 ik, fERak
D, FRCEHE WU RROBEZHL T B L ICohd 5,

Both Tanizaki’s and Kawabata’s novels were made into films by New Wave directors,
Manji in 1964 by Masumura Yasuzo and Beauty and Sadness in 1965 by Shinoda Masahiro,
and featured the first depictions of “lesbianism” in Japanese film. Although these films
reinscribe the male gaze, they helped inspire a nascent gay culture and opened the way for
more authentic gay cinema. This presentation will re-center underground girls’ culture in
modern Japanese literature and film, and discuss the variable meaning of female
homosexuality for different audiences.

RIEB D . Z OIEmAMEL X N T E 72, Th b OMEESICIZ, B ol
BRONDED, TAINTF ¥y =T 4 v a~ilEBr 52 &7z, RHoWMET

v Ao R R R EASCEE - Ml o HIc g TREM T, KEREoRE R S v
2TV TFARBRIF—F 4 ZVRICE o THOMEALE®REZERT 2,

Tanizaki's novels are full of intentionally shocking celebrations of perverse sexuality, so it
is perhaps not surprising that his portrayal of s relationships is largely prurient. 23Xl D /NGt

. L7272 2T ) T4 DB EERNICEL RTREBEA NS, LTz
Do TSHBHIrNE I EIFZFNIZIEELRZIZ LTIV D LIvZRvy, Atthe time

he wrote Maniji, girls' culture was in full flower, and he borrowed freely tropes from that
subculture that would be easily recognizable to readers at the time. [r!] % #&E L /- tH

2. DU DBTEBI =R TH O, ZOF THAF v —H M L 72, The main
characters in Manji, Kakuichi Sonoko and Tokumitsu Mitsuko, are both graduates of girls’



schools, chic upper class young women living in the suburbs of Osaka, not far from the
Takarazuka theater. KIRABIMCHE L L ERL D2 LT BB FENRNTH %, Strictly
speaking, they are not shojo, because they are not teenagers but in their early twenties, and
because Sonoko is married and Mitsuko is engaged. BZZ I 13 b 12V Tldin ., FEME

D LI L C w2272 5 TH %, Butin their speech, clothing and leisure
activities, they are clearly marked as belonging to the shajo subculture. 7272 L, %% D&k
LT Rk, RIBGEE) 72 &2 5L ULICIE S 5 2 L 23D 5, They meet at an art
class, and quickly form a romantic, sexual relationship. ~ A7 — F DIFZFETHE W, &

% - M 7BAfR & 72 %, Although girls’ novels never depicted s relationships existing

beyond graduation and marriage, Tanizaki clearly models Sonoko and Mitsuko’s relationship
on s relationships in girls’ novels. 283 1% D BRI O W TAZ/N I 2> 7 0 23, IR

PN SR L s b Z Lz v 72, They wear matching outfits and refer to each
other as sisters (onésan and imoto). — NIXFIU X 5 ghrz L, Bl A, HKEFFERE
2 - However, neither of them use the term s kankei, nor doseiai (same-sex love), the clinical
term current at the time to refer to homosexuality. S DEAfR-CEHE & v 9 SE I fbi
72>, Instead, they and those around them refer to their relationship as kettai, meaning

weird, or, we might even say, queer. fb D iC [ F o7z ] L WH BERFEDLN S, So

while Tanizaki draws references to girls’ culture that would have been readily apparent for
Japanese readers at the time, he does not situate them explicitly in that subculture; there is

some distance. Al ZA AL S L . ZNITHRFOFEE ITIZA L 2> TH - 7223,
fthi <. PRULICENZI L 2ICHLER T 2 2 L id L ThZnn,

It is hard to know how Manji may have been received by women identifying as lesbians in
1964, as a lesbian print culture did not begin to emerge until the 1970s. 1970 £t ¥ TL X
v7 vOHIRILIZE S L T d o720, ] 251964 LKL AT v DL

W bITEIZRINT-OLZMA Z & 1FHEL v,  As MecLelland notes, in the 1950s

and 1960s, as gay male subculture was emerging in print (both by gay men and in voyeuristic
general-interest magazines), “same-sex-desiring women had received very little media

attention other than as objects of male pornographic fantasy.” ¥ 27 L 7 ¥ F 235 9 X 9
I, 1950-1960 fEfRIZ. BWDT A AN T v —BHBHED A T4 TTELLO>DOH -

Too BYERIT RN ZFRE, KEDOEEEFEZIY LT 72X T 4 Tidlkd o7,
McLelland also notes that stills from Manji were used to illustrate an article aimed at

heterosexual men on “lesbian technique” in a magazine called Erochika (Erotica) in 1969. ~

7L 7y Rz W] o, BEZEoBEmiic [LXe T vyof] LT

10



Hh EFohizE 5 5. Thisappropriation further reinscribes the male gaze in the visual
representation of Manji, actualizing the male gaze inherent in Tanizaki’s use of girls’
subculture. £ 5 L7287 2 iz, [H] oHERRICE T 55 oWk % & <X
HI2b0ThHY, RGOV ULOHHICH T 2 HodME2HENLT 2D TH
27z,

Kawabata’s relationship to girls’ subculture is more complex. Although Kawabata is best
known today as Japan’s first Nobel laureate, and his most famous work is the stark,
modernist novel Snow Country (Yukiguni, 1948), in the 1930s and 1940s he was deeply
involved in girls' subculture through his work with the girls’ magazine Shojo no tomo.
English language scholars of Japanese literature however have completely ignored

Kawabata’s shojo fiction, and do not mention it even once. JI[iDH& 13 X Y HMECH
20 JIERIZSHTIIHATEYD ) —_VLFEZEHL LTALNT VS, b o
LY BB OEML 1948 Fic gL I Nz [FE] TH 5, 1930~40 FR, FEit
Milx Th& k] cottFEzE L CPLoUUIcE S BEES L Tniz2, JEEE o H
AXAH I OFRRZEMAL TE 7,

Kawabata published several girls’ novels, judged reader essay competitions, and appeared
at the magazine’s meetings for readers. JI[¥i 3D L LFEZ KL, FiE DT v [ a v

TADOBREBZHD, HEEOHER T A XY TSN L 7z, Heis the purported
author of the most popular girls’ novel, Otome no minato (Girls’ Harbor, 1937). (3 - &

bNRDD o =D LN L] #F 7z LI 7z, It was only revealed long

after his death that in fact the novel, as well as at least one other, Hana nikki (Flower Diary,
1938) was ghostwritten by a young woman, Nakazato Tsuneko, who drew on her own

experience at a girls’ school. JERIC 72 > THID T, HWLKERT—AF 74 2 —L 7k
b [TEHRE) 2Er N7 2 L 3FK X L7z, While ghostwriting was a common way for

young novelists to earn money and entrée into the literary world in prewar Japan, at least one
scholar, Kawakatsu Mari, sees evidence in their correspondence that this is a case of outright
plagiarism, in that Nakazato did not at first realize that Kawabata intended to publish the

novel under his own name when she sent him the drafts for editing. ¥k fif H A D 3L R~ D
A Y 2 L TRk 2G5 7201c, HWWINSKICE o TIT—A 742 —-L2723C
CIRBEE L b otz, . ZDJEHD T —RIZFEGTH 5 &5 s d

5, I—AF 74 X —blpohBITHY), NEEOARITHIRI NG Z L ZH b 7%

ro7- L F 9 D72, Nakazato published under her own name, both before and after, and in
1938 she became the first woman to win the prestigious Akutagawa literary prize, due to

11



Kawabata’s support. FHEITHT O HRTTIEMZFER L. RO IC L Y, 1938 4F
L LTI CHIIEZZE L 7=,

It is not only the theme of S relationships that marks Otome no minato as a girls’ novel,
but also the language that the characters speak in dialog with each other. [ZZ& D¥&] <TiX
SEARZE T TR ALELDOEFTETHWO N SENEETH 5, Asin Manji, the
use of schoolgirl slang is one of the key markers of authenticity in evoking girls’ culture.

] ©b%5Thon, PEULDEXDOEERFHATD 5 WEEDBEHHD
NTw5 D72, Like Tanizaki (who hired young women to help him with the dialect),
Kawabata could not replicate this speech himself, but in an act of ventriloquism put his name
on the writing produced by Nakazato, a native speaker. 22 5 H DIEIED 72 9 ICF# W2
ZE-T-REDO X 51T, kb Z0FEXHLMI LI TE har o/t 205
TR ZLoTcx phHEICED T2, Schoolgirl speech is a characteristic of the S
relationship, and how they express their affection to each other. > % S 13 = X DR D
—D2ThHH, E~DEEFEZRT D DTH o7z, Nakazato’s writing reflects real usage
by schoolgirls at the time. FE O FE 72 b DI IZYEED DL D528 K & 1T
%, The girls’ novels that Kawabata wrote himself do not feature this extensive use of
schoolgirl speech. JI[4i 23 H b F W 72PN TlE, PREEEFZHI LTV R0,
What Kawabata takes from Nakazato in putting his name on her work is this subject position
that appears to speak directly to girls in their own language. = B D 7 5 2 ) 113 D 4 % et 4
5Z8T, EPEE»rOEESDDIE, ZOFELFETERL LTOMEL 272D
Td %, Behind the question of authorship of Otome no minato is the belief that there is

something only schoolgirls (or former schoolgirls) themselves can write and accept as
readers, yet the male author inserts himself to maintain male supremacy over literature even

in writing for female readers. [Z & D] OFEFICBE T 2MEOEHZICIT, K¥E
(B2 VIFTTREE) ZIHBECZY, FE L LTRIANDE Z L DTE 300
HHEDEINDD, DB, BUEOFERIIPRZOFED1-DICEHEILHo2THX
BT B BMEEMZROTZDICAVIAATZDTE 57,
Regardless of the terms under which the novel came to be published, Kawabata exploited
Nakazato’s connection to girls’ subculture in presenting himself as the author of a novel

about s relationships which was enthusiastically embraced by girls as authentic. Kawabata
wrote several more girls’ novels on his own, but in his own modernist style, and they proved

unpopular. These novels only dealt with s relationships tangentially. J1[¥ 1% 5 B o 4% 504k
~DOERY FHERL, T AZWo/NROEFEL LTES Lz, PNz HOE

12



2D LD, FNEIFIN o7, ENOTEHZRAZ THICksTEWR VD
72,
This can be seen most clearly in the serialized novel Kawabata wrote for Shajo no

tomo, Utsukushii tabi (Beautiful Journey, 1939-1941) and the unfinished sequel, Zoku
utsukushii tabi (1941-1942). These two novels Kawabata wrote on his own, without

Nakazato’s involvement. Z #Lix [ 4o k] )b H b Ew L 728N 351 &
k] TheEL ¥fik) s wT Xk {bp 3%, Thisisnotastory of S relationships, but
about the education of a six year old girl who is blind and deaf. S TiZ72 < §H - Wi 4
WDOHE % ffi\vr7z, Not only was this a very heavy topic for a girls’ magazine, but
Kawabata writes in the same elliptical, surrealist, avant-garde prose he uses in Yukiguni, in
contrast to the very straightforward style of Otome no minato. & D{E & 134 Zc4iEic 138
WF—=eWn) T TR, [HEEHE] tFELAZALTENTEY, [2&D
H] DIEFITH L2 & 4 v & 3577 - 72, Needless to say, the novels were not
popular with girl readers. Z DFD AN 7222572 DIZF 5 £ TH 7%\, The
themes of blindness and voyeurism that Kawabata explores in the novel are emblematic of
the dual exploitation of girls' culture and the colonies. J[[# 23/ Nat D s B WKk ® 2 H H
EHROT —~= i, PO LRI 5 O “EOHENEZ R L T3, Inits
motifs of vision, voyeurism, and fetishization of the shojo, Utsukushii tabi is remarkably
similar to Yukiguni, with which it shares a colonialist and fascist ideology. 3 L W [E] ®
H oYL OMTE., G, 2L 774 boeF—71cix, [HEZHE] LFEUTL,
MR TR - 77 VXL BA TARF =R LN,

The shojo characters in Kawabata’s fiction must be kept pure and unproductive, but in his
career Kawabata put their writing to use, both by using Nakazato as a ghostwriter, and in

publishing collections of tsuzurikata essays by schoolgirls. 1135 DES D D D2 7= 1%
MR CIFEERTH ViR 2 T NI e 578 d o 7208, JIlmld, hEICE»E72H D
bED, WHEEDE BT aL 7y a v EfioTwvo72, Amajortheme in
Yukiguni is wasted effort, in the way Shimamura characterizes Komako and in his
fetishization of the labor of girl weavers making cloth to be bleached in the snow. [#E %

H] CiE, DLROFEBE T =T 4 v ¥ 21K\ 45, Inliterary criticism on Yukiguni,
the character Shimamura is sometimes conflated with Kawabata as an aesthete. Shimamura is

the expert whose tastes confer meaning and value on the work of unconscious traditional
artisans, whose gaze gives meaning to the lives of Komako and Yoko, just as Kawabata the

author confers meaning and value on the writing of girls and young women. 7+ @ Bt &
WO A, RICHESEERE L LTIl BEROLN S, HRIFEH R ICEREMD
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Bz Ro N TH Y, ZDHEBIE, NIl EH KL DR 7D DENZD DICZ

> L7zkoic, KEDBEG AP O NEICEK LAlifE % 75 L T\ <, Ashesaysin

the introduction to his tsuzurikata collection, without his name on the cover, it would never
sell--and he was correct, the writing of girls was not valued as highly as that of a male

bundan author. I[N 13 VL7 b DFE Wb D LD KT L 7 v a v DN OH
T, NSO ZHI DA 72 T IETEN TR\ WTEA D Ll RT3, ZNITIEL 2o 72,
YL DEFNT D DIXBENHRO D DI EFFHII S LT d oD TH 5,
Later in his career Kawabata returned to the theme of female same sex relationships in the
novel Utsukushisa to kanashimi to (Beauty and Sadness, 1963). B4, JIl¥mix, [3EL &

ERLA L] T HULERLOBFREZIY 1iJ 5 X 5127% %, Inthis novel, the

“lesbian” relationship is between Otoko, a painter, and Keiko, her assistant/protégé. & D{F
mClE. BFLWIHROLEL T T LI T2V MEETFOLWER [LX
7 v o] BEfRICH %, The reason Otoko chooses a female lover has nothing to do with

either s relationships or our contemporary understanding of sexual orientation, but is figured
in the novel as a reaction by Otoko to an earlier trauma. & 725 L AR 2 oD ld = *

DREBPHERIERIC X 2D TIE AL, 22 TO 7 U~ICL2bDLI N5,
Many years previous, when she was sixteen years old, Otoko had a consensual affair with an

older married novelist, Oki, and became pregnant with his child which was stillborn. 1 6 i
DIFICERL OB R TH 2 KR L BEfR L., iR %, Keiko takes it upon herself to
exact revenge on Oki for his treatment of Otoko by seducing and killing his son, Taichird. ®
LT RET~OHATH T 2 HE L L TARKOR T 2L, BET 2,

While this novel is not explicitly about girls’ subculture, like Kawabata’s other writing, it
fetishizes the shojo. JIIH DM DIES D X 5 eV &b #EHEITIZ K > Twinwngs, b

Lh 72T 4y yalliivCn?, Like Kawabata himself, Oki is an older male writer
obsessed with a teenage girl whom he exploits. JI[5a H & @ X 5 i, FEE DO B M OIER D

1WRoDIicBF L, 20D EHERT % D72, Insome ways, the novel reads as an

apologia for Kawabata’s treatment of Nakazato, taking her novel but giving her a literary
prize. Oki takes both Otoko’s virginity and her potential for heterosexual marriage and

motherhood, but in compensation she becomes a celebrated painter. £ OfFdniZ, I D H
BoR 3 2L 50 5, RRIZEFOUL 2T T  BEERIRME & &
HrbES 0, Z2ofUb IR IREER L LTRIT5DTH 5,

Note: in the English translation of the novel, the cover illustration uses an image of the
wakashu, perhaps unintentionally. This is an indication of the pitfalls of taking images at face
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value, and lack of understanding of how gender identity shifts over time. {E & @ %R T 133
MOERICTR o TV, BLZOLAMATES ), V2V E—TAT VT AT 40
R L ICZD B 2 L ~DHEERARL TWE T b5,

Utsukushisa to kanashimi to was also made into a New Wave film in 1965 by Shinoda
Masahiro. As with Maniji, the film privileges the male gaze, to the extent that the same-sex

elements are almost completely sublimated. 36 L X &R L A L] X [H] FEE, 2o

Edmd M EEZ IZIETERICEEL IS5 2 L THORIRICEERZ 5 2T\ 35,
While in the novel Oki and Otoko are the point of view characters, in the film, Kaga Mariko
as Keiko dominates the screen with her charismatic presence. /Nait TlEAAK & & T IC

BHTONT WA, BETIIMEEY SHLE T WFDOSHBAL V37 F3d 5,
Shinoda does not even try to imagine how Keiko and Otoko fall in love. Bz & O f&H 1 1F \»
FLETBEIRoRRBICED 200 %R L L5 &6 L Tway, Inthe film,
despite Kaga’s arresting, energetic performance, her interiority is never revealed or explored.

I o N E e L H X 717 v, Despite the appropriation and misrepresentation of class

s in Manji, at least the film is interested in Sonoko’s interiority and depicts her attraction to

Mitsuko. 27z < &b [rH] OBUEITlX, 2 DFDOWHMELIEL 2T T 2241 5 5
DGR ZE < 2 3CT\ B, In Beauty and Sadness, Keiko and Otoko are subsumed by Oki
both as lovers and as individuals, and a heteronormative paradigm reigns supreme. 3£ L &
ERLAL] TRTWT, FTEDICRKREERL, BUEENRHAESTH

%,
As flawed as they are, these films opened a space for the later development of a more
authentic queer cinema in Japan. I Z {2 T 7225, 25 OMEIES IZDH D 7 4

TRUEI A AR CA T 2 M %Y Hiv7z, As politically engaged as the New Wave

directors were, and as committed to using radical depictions of sex to overturn conventional
morality, the cultural conversation on queer identity had not yet emerged in its current state

when Manji and Beauty and Sadness were made. ot 7o B AEE & % B 3772 0 1@
HHEEHERT 2 2EEIL 72D T, 24T T7AT v T 47 41T 530k
aild, [iH) & TELILRLAL] PEONZYFOBRBCIIELARIN TV

7> 7z, By the late 1960s, the independent studio ATG (Art Theater Guild) was making
what may be considered more authentic queer films, such as Funeral Parade of Roses (Bara
no soretsu, dir. Matsumoto Toshio, 1969). 1960 &b » T, LR R L U F

ATG DI ARBREE I X 5 [EEHDZEY] © X5 ReHlioE 7 4 7 W% 4E A H
L7,
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Given the extreme lack of lesbian representation in Japanese film, it is possible that
some women watching these films in the 1960s and later saw themselves on screen, and
possibly engaged in the kind of rewriting that is common to many queer cultures, mentally
editing out the negative aspects of the representation and focusing solely on the fact that

Manji, and to a lesser extent, Beauty and Sadness, shows two women together. H A i

BF2LALT VYRRORA oL, 1960 FRUc 2o okl ( [iH] €L
JLRLAL]) 2BIELMELbB AR EYED 5, ZOERIC, Bood ol
DHBIRREHLEY, ZHEFELOBGEH 22 LICEREZY T2 7% ED.LH
mEEZITo T, L D7 4 T O TR E > 72FEHELOFHITICL S LT

7zDH%H Liv7r vy, Alexander Doty writes of "queering" American film and television

narratives by paying attention to non-heterosexually coded narratives or character traits. It is
possible that some viewers also engaged in queering these two essentially heteronormative

films. 7L 7% v X — - F 74 BRIERWENa—MLInizTF 774 7REGAYD
FEICFEHLCT AV AD Y 4 T - 7L EDF T T 4 70O TihR7 XD

IC. T O 2AROREINC TR HIER) ZIRE N LT, 20X 5% 27 4 T eiiH

AT o T BEEE - FEE W72 mlREME I ® 5. While this may be a meager

compensation for Tanizaki and Kawabata’s appropriation of prewar girls’ culture, it
demonstrates how the same texts can be read radically differently in different contexts. In a
very indirect and circuitous way, prewar girls’ subculture does seem to have helped open

spaces for lesbian representation in Japanese popular culture. Z ALi%, 2R 2113 23§ A
DY A L T o 2 HEDO/MD E LTCIEMA 725D TH L0 Lk
WA TIZRAMBRELESZARCREICHME LCHEINE LR LTV S, B
ROV L ALIFHARD R 27— AV F ¥ —ICIF L AT vRRDOZERMEY] Y i
CET&IEBIFLaro7zL oI5,

Understanding of the shojo as a trope and of girls’ culture is key to a fuller
interpretation of the representation of young women in Japanese literature, especially in the

work of authors such as Tanizaki and Kawabata who directly reference that culture. %<
YRIACDIERIE, HAHAICH T 25 KO RRZ NS 2 Lcite 25, FF

SRR & v o e DL 2 SR L AR DIEM D% &E1E % 5 TH %, These

novels were written when girls had significantly fewer freedoms in Japanese society, and
before the pop culture that girls shaped was valued, but the mining of girls’ culture for

economic benefit of adult men is still a current practice. #% & DEM IZ H A& Th LD H
H2HIR I N zRRIcH 2Ny DEDIES 72Ky ThHNF ¥ —255Hlli S 1L 5
ZWEHATORRICTH 5, 7228, DL Rl AT O RFIFIZE D 72 2
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ThHHIZ L, BIFEICDHE EETH 5, As Laura Miller discusses in her critique of

Cool Japan, the government initiative rests on appropriation and sexualization of girls’
culture, while real girls remain marginalized, treated as raw materials to be taken without

compensation, either economic orcultural. @ —7 + I 7 =237 =LY ¥ XV DM TS
P ko, HARBFIZA LUk z 5B L, 227y a7 kL Cwa A, fthFclo
YT HIES b RS, BFRIC T ULicThi, Hbhd 2Lkl
LoYE & LCTifib LT %, In her search for a more authentic, less commodified form

of contemporary girls’ culture, Miller looks to recent trends in cuteness (kawaii) that are
grotesque or warped. % 9 Tlda Wbtz kD <, I 7 —ldmaiorsrusr 2772

S22V RSNV TEHT A AW % LT3, She concludes, “It seems to me that

the dominant way girls’ cute is understood results in the continuing trivialization of girl
culture, while also allowing us to deny that it could possibly contain forms of agency or

power.” XX DfEFwIZ Z 5 TH 5, PLULIFES D T oicii s, =—v v
— N O 2 EBBESINT VS D/ &, This trivialization and
marginalization of girls’ culture means not only ignoring the concerns and artistic

contributions of young women, but also incomplete understanding of canonical literature. Z
) L7=BoMESRERLIZ, R EDOREPEMI 2 'k 2 H 2 20 °7 <,
TS EOHEZ b AT b D LT 5,
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