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Abstract of the Dissertation
Translating Contemporary Japanese Culture: Novels and Animation
by
Tadahiko Haga
Doctor of Philosophy

in

Comparative Literature

Stony Brook University

2012

This project aims to investigate the cultural relationship batw@apan and the US
through exploring how two specific genres of Japanese narrativeoaels and animation, are
exported, translated, and received in the US. Since Americarrseackre introduced to
Japanese literature, they have made different kinds of canons foedagderature. For some
time after WWII, American readers had entertained certaiotice or aesthetic images of
Japanese literature associated with some specific teutis as “subtle” and “delicate.”
American readers started changing the stereotypical eésnaj Japanese literature as the
relationship between Japan and the US changed, especially in 1980s, so thancebeger try
to find “exotic Japaneseness” in modern works of Japanese literature kaadjmsad using new
stereotypes. Two contemporary Japanese writers, Haruki MurakarBiasyacha Yoshimoto will
be examined to explain how American readers read Japaneseitgégoday. They are both very
popular in Japan, especially among the younger generation, and thisrhvave been translated

into many languages and are well accepted in many formgntries in both East and West.



Another example of narrative art which is exported and wellivedein the US is Japanese
animation. Japanese animation, in fact, has huge popularity and a higgticgpworldwide. We
cannot ignore the way Japanese animation influences peopleeatdscalternative images of
Japanese culture today. Hayao Miyazaki and Mamoru Oshii, two fadi@asors of Japanese
animation, provide an American audience with good examples of Japamaséi@n which are
not only well accepted in the US, but also make Japanese people Mesmbak about their
own identity as Japanese. Through their work, images of Japanése ¢bhht an American
audience could experience by watching their films and the rolevtinks of animation have
played in the process of cultural exchange between Japan and ttenU® appreciated. This
project attempts to describe the process of the formation ofesnaigcontemporary Japanese
culture which has been established in the US and has in turn had wenaeeflon Japanese

people’s self-identification based on translated works of Japanese populariouler®)S.
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Introduction

Overview

This project aims to investigate the cultural relationship betwiegan
and the US through exploring how two specific genres of Japaneséiveaart,
novels and animation, are exported, translated, and received in thewd8ldI
like to start my discussion with the English translations of soargemporary
Japanese novels. Since Ameriteeaders were introduced to Japanese literature,
they have made different kinds of canons for Japanese literatureofme time
after World War Il, American readers had entertained certaaticeor aesthetic
images of Japanese literature associated with some speuntfis such as “subtle”
and “delicate.” American readers started changing the cypieal images of
Japanese literature as the relationship between Japan and tlehad&ed,
especially in 1980s, so that readers no longer try to find “exqgtiEndseness” in
modern works of Japanese literature but, instead read using new stereotypes.

In order to understand how American readers read Japanese keratur
today, | would like to examine two contemporary Japanese wrikéas ki
Murakami and Banana Yoshimoto, who are both very popular in Japan, especially

among the younger generation, and whose works have been translatednyto

Y When I use the word “American” through the whoissértation, | refer to “US American” with
some exceptions, such as articles or reviews writteEnglish but published in other English
speaking countries, such as Canada, and the UK.



languages and are well accepted in many foreign countries in both E&gésind

As another example of narrative art which is exported andreadived in
the US, | would like to discuss Japanese animation, which, in facthuges
popularity and a high reputation worldwide. We cannot ignore the way Japane
animation influences people and creates alternative imagegaheke culture
today. As good examples of Japanese animation which are not ongceefited
in the US but also make Japanese people themselves think about their ow
identity as Japanese, | will focus on the works of two famoustdiecHayao
Miyazaki and Mamoru Oshii. | intend to explore the images of Japandtire
that an American audience could experience by watching thras &nd the role
the works of animation have played in the process of cultural exehzetgeen
Japan and the US.

Cultural exchange is not a simple give-and-take relationshiga tugry
intricate mutual procedure which can always change both sourtetaaget
cultures at the same time even where it may seem to be sidaue-cultural
exploitation or imperialism. Post-colonial studies usually aimeteerse Euro-
centric perspectives from the position of colonized cultures or gesrguch as
African, Indian, or Asian. Japan’s history is somewhat unique lessitbeen both
colonizer and colonized, although it was never technically colonizedlitical
terms. Japan has been long influenced by other cultures, suchneseCbulture
in the early times and Western culture in the modern times, threhigh it has
developed its own hybrid culture. Many studies have been done about the

reception of European and American culture in Japan, but there henedve



about the reverse in the contemporary situation.

This project attempts to describe the process of the formatioheof t
images of contemporary Japanese culture which have been estainlished)S
and have in turn had an influence on the Japanese people’s self-idgatific
based on translated works of Japanese popular culture in the USntawienuti
says that translation has a big power in cultural exchange aysl lgreat role in
the understanding of other cultures because it not only cregteseatations of
source language culture but also changes the domestic cultural cameéns
conceptual paradigms in target language culture. Susan dbaséso says that
Translation Studies is a vast and complex academic fieldhwéven includes
Comparative Literature inside of it, because, as Carol Maigs, Sranslation
involves every resource of literary criticism, such as histhricegraphical,
theoretical, philological, and intertextual. Through the analysis of theatamof
the images of Japanese culture in the US based on translations (& aode
animation, | would like to prove the validity of those theorists’ argusm@nd
offer some case studies specific to translation between JapandsEnglish
taking account of the cultural relationship between Japan and the 8 field

of Translation Studies.

My arguments (opening questions)
It is always difficult to find the specificity or particuigr of our own
culture when we live in that culture. When | started reading Muanégaovels in

my teens, | did not care so much about the Western influence in Nuifgka



novels because | myself was totally immersed in Americanlapdnese culture,
going to McDonald’s, watching Star Wars, listening to Michdatkson, and
wearing Levi's jeans exactly as the protagonist in Murakamogels. When |
started living in the US and looking at Japanese culture fronotisde, |
realized that this was what American cultural imperialism in Jage When one
of my American roommates asked me if Japan was a “kind of'iadistr China
one day, | was shocked and speechless. | also grew aware of thihaiac
American media rarely reported any news from Japan. It heasthat | came to
realize that there existed an unequal economic and political pelegionship
between Japan and the US. American people did not care or know anyibirig a
Japanese culture, even though Japanese people knew a lot of Amedcan a
Western culture. In fact, | realized that | was wrong bechd&knot know really
anything about Western culture, either, when | started leaiithe Comparative
Literature Department at Stony Brook University in NY andvimg
communication with people from all over the world. | still rememiber day
when | met a graduate student in the same department forghanfie. When |
asked her where she was from, she said, “Well, it is a bitlcomplicated to say
that,” and explained that she was born and grown up in Hungarian ¢gnguod
culture, but she was a Romanian, that is, she was from TransylValianot
expect that someone from Europe would answer to such a questioratikiéwen
though | had learned European history at school in Japan, the information ha
been dead for me, and finally became alive at the moment heretWhat |

thought | knew about Western culture was all just superficial ang ver



stereotypically beautiful and idealized images of the Westyea®ften see in
Hayao Miyazaki’'s films. Through these kinds of experiences, bagned how
important it is to always have critical points of view to both Mesand Eastern
culture and both Western and Eastern people’s points of view to otleresul
which | would like to keep in mind through this dissertation.

Throughout this whole project, | would like to argue several pointst, Fir
American capitalistic cultural imperialism which people thinkasv dominant all
over the world cannot be equated with the term “globalization.” Pesipléed
using the term globalization with a good connotation as a situatitdmeoforld
without borders, but now it is often referred to and criticizechastérm which
implies cultural exploitation of poor countries under the action of compora
capital and the nation-state system. As one of the purposes of dfestps to
deconstruct the conception of Japanese culture into a much morecatetpand
never fixed compound, American culture should not be treated as simipted
either. Even in the process of cultural exchange between tworiesumiith
unequal political, economic, and social relationships, one culture camtot
overwhelm the other culture one-sidedly. By having a big influence ewottter
culture, the source culture itself also cannot help changing inadiffevays. Even
though American culture seems to dominate other cultures and sitstianpact
on them, we always have to doubt the fixed image of American cubaes
what we call “American culture” really exist? Can we halear-cut borders
between cultures in the first place? Isn't the “Americartucal the mixed

imaginary conception created by all agents who participate igldal cultural



exchanges?

Second, the relationship between American and Japanese culturesass
simple as many people might imagine in the context of post-ctibmiaOther
than the question of whether or not we can really delineate thgeimfaeach
culture clearly, there is also another question of whether or noaweeduce the
problem into the simple argument that other cultures are alwaysssgor and
exploited by American culture under the name of capitalisns. tho simple to
claim that Japanese people can have a much better represenfafimerican
culture than American people can have of Japanese culture becauseédqual
political and economic relationship between the two cultures and theqroarg
difference of the quantity of information each one can get aboutemditis not
only the quantity but also the quality of information that matters with regahe to t
representation of another culture. Even though we may have a lot whatfon
about others, we may end up stressing the biased stereotypical amatieer
cultures if the variations of information are too limited. | wouldials like to
keep in mind the question of whether it is Japanese or Americamecthiat is the
real oppressor of the other culture. If such a question is too sirhple,how
should we look at the relationship between the two cultures? How élacug on
the process in the cultural exchange more than on the result actcalr way
without falling into the simple anti-Euro-centric or anti-Amcan-cultural-
imperialistic discussion repeated over and over again in tliedigbost-colonial
studies?

Third, the dissemination of contemporary Japanese culture today does not



follow the way traditional Japanese culture was introduced intayfo®untries
in the past. After World War 1l, many kinds of Japanese cultuch as novels,
poetry, paintings, religions, and customs were introduced into theupported
by both Japanese and American official institutions. Today, somes tgpe
Japanese culture, such as contemporary novels and animation, arengpafiadi
over the world independently of the nation-state system. AcapriinArjun
Appadurai’s essay “Grassroots Globalization and the Researchinatiag”
(2001), the former can be called “globalization from above,” and ther lat
“globalization from below” or “grassroots globalization.” As Appaauclaims,
we have to know and study both types of globalization in order to dhasp
complexity of the globalization of Japanese culture in the HabtVéest today.
How is the way the representation of classical Japanese culasr@stablished
different from the way that the representation of contemporganése culture is
now being formed in the US? Is the “grassroots globalization” ohésgaaspects
of culture such as animation also going to be “globalization from &bove
eventually institutionalized under the big power of corporate capttai? does
the popular reception of contemporary Japanese culture differ ieriamtd

Western countries?

Methodology
Since | would like to focus on both the process and the outcome of the
reception of Japanese culture in another culture, | believe thatafransStudies

can very usefully serve as the basic theoretical background qfropgct. The



conception of translation that we have today is quite different fhenone at the
time when Walter Benjamin or Roman Jakobson was talking aboutatiansl
Benjamin says that the task of translator is to find the pagubge concealed in
the relationship between languages through translations. For Benjamin,
translator is an outside observer with a higher status and onnslator can
reach the true language. Similarly, Jakobson’s model of commiamigaticates
that a translator is a transparent bearer who just transimsssage between a
writer and a reader. Our conception of translation or translator today is no éonge
metaphysical or transparent one like these old conceptions. In higlisooksing
the relationship between translation and subjectivity, Naoki Sakai they a
translator is both an addressee and not an addressee atmibetise. The
translator is not a real audience in the original languagereuliut is rather a
putative audience, not an addresser in the original text, but ansseidia the
secondary text (translation). According to Sakai’s conception aflaton, a
translator is not just a transparent messenger of informationathgr both an
addressee (in the original) and an addresser (in translationgfdtegrwithin the
ego of the translator, we can see some internal splits: tlite bgblveen an
addresser and an addressee and the split between “an addresseraand/
addressee” and a translator. As Suzanne Jill Levine says, khef the translator

is no longer just to transfer the message as a transpareat bearto achieve
what she calls “trans-creation” (creative transposition), hawangadequate
interpretation of an alien code according to the cultural context behind the lorigina

text. This modern conception of translation which takes into considerdugon



complicated role of a translator would greatly help us understamat ve
happening in the process of cultural exchange.

As one of the main foci of the modern conceptions of translatioftutel
translation” would be one more very important keyword in my profgenerally
speaking, “cultural translation” is how to translate, interpratl accept other
cultures when we meet unknown different cultures. Kevin Robins says that
“cultural translation” is to question our relationship to others, othkkures, other
states, other histories, other experiences, traditions, peopledesimies. In the
process of globalization, he says, translation plays a greatbuleye cannot
avoid having unequal power relationships at the moment of translatpeg;iasy
between “Western” and “others.” As a result of the unequal rel&ijpmhdetween
cultures derived from unequal political-economic relationships, megjudgiced
and biased translations and interpretations of other cultures are mtodapan’s
unique history as both colonizer and colonized means that Japanese ltadture
been received in very different ways in other countries in &agtWest. With
regard only to the case of Japan and the US, the power relationshipeda
changing continuously depending on the time period or the field of aultur
exchange. | intend not only to present a close reading of a ¢uéixrdound to a
specific time and place but also to explore the text in diffezentexts in the US
and how it functions in the processes of cultural exchange betweenaraptre

US through an analysis of the text’s translation and reception.

Chapter outline



The first chapter starts with an overview of how the canon of Japane
literature has been established in the US since World Wartdr X¥orld War Il,
American readers started establishing an alternative ezeadi@nd aestheticized
image of Japan discarding the previous image of Japan as eodeelland
threatening country. In the process of establishing a new canditerafture,
works by three writers, Junichirou Tanizaki, Yasunari Kawabatd, “@kio
Mishima, were most preferred and translated. The canon that was mainly based on
these writers’ works had been a stable and influential standardni@rican
readers and academic Japanese Studies in the US until redémlstandard
tended to create a stereotypical image of Japanese cuithimoaically even had
an influence on revising the Japanese canon in Japan itself. From the 1980s
through 1990s as the political and economic relationship between Japan and the
US changed, Americans started rethinking the standard and doubting the
stereotypical image of Japan. Haruki Murakami is one of the most gropul
contemporary Japanese writers, and many of his works have bestated in
different languages and played a great role when Americanrseanased their
old image of Japanese literature and made an alternative iohggestmodern
Japanese literature.

Haruki Murakami is also a good example with which to explore how
American cultural imperialism has worked in Japanese culturewktisg style
is greatly influenced by styles of contemporary Americantensi and quite
different from traditional Japanese writers’, exhibiting a ¢btmaterials and

events related to American culture and history, especiaky ®forld War I, as
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well as Japanese culture and history. | would like to discuss howeabmingly
Americanized writing style could be read by American readerm® could feel
nostalgia in reading his novels as well as Japanese reades &nte
Murakami’s writing style is created under the influence of copteary
American writers, it has many English-like expressions oag#® in Japanese,
which make Japanese readers feel as if they were readinglations of
contemporary American novels. In Murakami’s writing style, Japaress#ers of
younger generations would find the representative voice of themdelves a
Westernized modern life style, while at the same time bgihg bound to
Japanese history and culture and having a nostalgic feelindidobdauty of
traditional Japanese culture being lost in modernization as Beline of
Murakami’s works, such ablorwegian Wood(1987) andThe Wind-Up Bird
Chronicle (1994), are translated in English by two famous translatorsedilf
Birnbaum, who translated many of Murakami’s early works, andRidyn, who
translated some of Murakami’s later works and got the fourte®emtinal Noma
Award for the Translation of Japanese Literature in 2003 for arshation of
Murakami’s The Wind-Up Bird Chronicle Wendy Lesser, comparing their
translations, claims that Birnbaum’s catches the charaaterisuch as rhythms
and tones, of Murakami’s original writing style better than Rgbieven though
Rubin’s translation is perfect and looks very faithful to the origima a
grammatical sense, which | quite agree with. What would cause difesxences?
How can we have the same impression of the translations even thesgér

does not know the Japanese language while | can read the Japayasésor
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would like to examine what is happening in the process of the triamnslait
Murakami’s unique writing style into English regarding these kindsitefeésting
examples in this chapter.

The second chapter focuses on the image of contemporary Japanese
women and their culture in translation. Banana Yoshimoto’s novels aye ve
popular, especially among the younger generation of Japanese womaneand
also translated and highly estimated in many different lagggiaThe Italian
version ofKitchen Yoshimoto’s debut novel, became a best seller and won the
Scanno Literary Prize in 1993. On the other hand, she is sometiveled as
“the perfect pop-culture disposable author” because she is altypitex who is
completely indifferent to literary tradition and uses a verypgenwriting style
derived from comic books, animation, films, popular songs, and TV. Hengvr
style, which really represents young people’s speech on the sinext a lot to a
specific Japanesehojo (girl) culture as a metaphor for Japanese consumer
capitalism. In her book discussing international activitiesdiyfemporary young
Japanese women, Karen Kelsky explains Japanese women'stdesoape from
the male-dominant traditional society in Japan by means of isudyforeign
language, experimenting with foreign films, working or studyingoatly and
engaging with foreigners. | would like to examine how the contemporary
Japanese novels by Banana Yoshimoto would be read by readerserendif
cultures in translation if those novels were the means through wapandse
women escape the traditional patriarchal Japanese sociefyresepted their real

female voices oppressed in the society. | would also like to explow this
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specific Japanesshojoculture would be received outside Japanese culture.

The third and fourth chapters are about works by two of the most famous
Japanese directors of animation film, Hayao Miyazaki and Mamohii. @s his
works, Miyazaki has always dealt with the theme of living in harmony witheatur
which has often been a motif for Japanese classical art, supoefty and
painting. This conception largely derives from the Japaneseoudigierspectives
of Zen-buddhism or Shintoism. Miyazaki's works often present us with the
guestion of how we can live in harmony with nature by showing a nostalgic image
of people’s lives in close contact with nature before modernizaheir, $truggle
to conquer nature after that and the following dilemma. In her book disgus
contemporary Japanese animation, Susan J. Napier points out thabhlsa
narrative strategies for how to describe the relationship betweenans and
nature is quite different from American animation, such as Disn&yhile in
Miyazaki’s works nature remains beautiful but is also a thngageother which
human technology can never agree with in the end, Disney’s $ilmglify the
problem by showing a very utopian image of all species living hegeh peace,
which totally ignores the complexity and plurality of human life.sTHoesn't
simply mean that Japanese people are more aware of theofssoelogy than
American people but shows Japanese people’s fear of losingotheibeautiful
way of living with nature in the past. Miyazaki's films obviousiynction as a
criticism of Japanese modernization and consumer capitalism asidwork the
same way anywhere in the world. | would like to develop this dismussauch

further taking into consideration both Japanese and American religiods
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cultural backgrounds.

While Miyazaki’'s flms are extremely popular among diveradiences,
Mamoru Oshii’s animation works strongly appeal to anime fanspanjand the
US having a critical and cult succe&ost in the Shelbne of his representative
films, was released worldwide simultaneously in Japan, theab&,Europe, in
1995. One of the reasons why this film has attracted so many pedpéworld
could be its original mixture of Sci-Fi themes which have been seaenany
American Sci-Fi films and novels and its original adaptatibthe concept of
cyberspace mixed with Japanese religious perspectives. Havimg goeatly
influenced by a lot of American films and novels and in turn influéamerican
films such adMatrix, this film has become a site of exchange/interface/tramslat
of two different cultures as the film shows a metaphorical enéy the
unification of Japanese and American religious perspectives in the end of the film
This case of cultural exchange shows that the unequal relationstweebe
Japanese and American culture, even though it still remains, wdféeseilily
depending on the place of the exchange and could work in opposite directions. |
would like to explore how this film, in which the “Japaneseness” ioheious
but potential, can be received in different cultural contexts and how this film plays
against or for the American audience’s expectation regarding Jsphigh-tech

pop culture or their techno-Orientalism.
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Chapter 1

Haruki Murakami's A Wild Shegp Chase (1989): Postmodernity in Japan

An international symposium, “A Wild Haruki Chase: How the World Is
Reading and Translating Murakami,” was held at the Universitfobfyo on
March 25, 2006, with two workshops following the next day. Over twenty
translators and critics from around the world joined this gatheondidcuss
issues on the works of Haruki Murakami and the translations of his hotaks
various languages. In the workshop “Representation: The Murakami Boodm a
Globalization: Is This Japonisme or Universal Literature?” gadnts from
France, Brazil, Canada, Germany, South Korea, Hong Kong, Russiad Rold
the US reported how Murakami's works were being read in theturailll,
politically, and economically diverse countries. Interestinglytigpants from
English-speaking Canada and the US seemed to avoid specificsreponow
their countries’ people were reading Murakami whether the peatits were
conscious of avoiding or not. Scholars from countries with globally suindom
languages, on the other hand, had determined attitudes and concreseopoint
view on how their people were reading Murakami—as if they wenesentative
of the readers in their countries. This phenomenon is not new and aggeesdi
confident third-world speakers and deliberate speakers from po¥iticall

economically advantaged countries—because of the latter group’s ptesume
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guilty consciences—are often observed at symposiums and confererfces. O
course, speakers’ varied levels of aggression might have dependeaw the
moderator led the discussidtdowever, the Canadian and American speakers’
reluctance to arrive at simple conclusions about how English-sygea&aders
accept Murakami’s works reveals an unconscious prejudice thaedoers in
English-speaking countries—into which more works of Murakami hawn be
translated than in European or Latin-American countries and in whigbr
difficult political or historical relationships with Japan or Jagse culture exist
than in East Asian countries previously colonized by Japan—must beeseeli
that critics can not generalize about them. It is true #rglish-speaking
countries have been translating the works of Murakami longer and haecpd
more reviews and academic articles on Murakami than other caurtiiogvever,
this does not necessarily mean that American readers aliegdhe works of
Murakami in more varied ways than readers in other countriegh® contrary,
American mass media may work on readers’ consciousnessemgfdheir
readings of Murakami to be informed by stereotypical images of Japaiiese.c

In this chapter, | will examine how Americans have read the wofks
Murakami in translation and how they have either constructed oweehéhe

images in Murakami’s novels through various discourses, including maade

2 Inuhiko Yomota, the facilitator of the workshop,a professor of Meiji Gakuin University who
often pays a lot of attention to the issues of miallism, post-colonialism, or unequal relationships
between countries caused by political or economizalditions. At the end of discussion, he
offered a suggestive question asking what the ‘@drl the title of the symposium meant. Did the
word “world” just mean the economically or politiga powerful countries in today’s global
conditions since countries like Iraq and North Koweere not invited to the symposium? (Shibata
et al. 224). This question could have influencadttieme of the symposium itself.

16



articles, books, and critics’ reviews, and how the translations hduenngd the
way American readers have built the images of Murakami'sle@red Japanese
literature. In the process of the examination, | would like toalevew American
critics and scholars have discussed Murakami’s postmodern chatacdan the
novels. Linda Hutcheon maintains that the postmodern novel must “de-doxify”
our cultural representations by its self-reflexivity, musthme mixture of parody
(metafiction) and history (politics), must be the conflation of highaad mass
culture, must both install and subvert the teleology, closure, anclitpusf
narrative, and must reject the totalization of history. Murakanmogels, which
have characteristics common in modernism and postmodernism, in faobt do
satisfy all these conditions of a postmodern novel in Hutcheon'’s .tédfmsako
Saito examines how Japanese reviewers and critics have reakakwhiis novels
and concludes that Murakami’s works are interactive texts iseahee that they
make the readers want to say something through the texts orytaviptathe
metaphors or puzzles in the texts as if they were playingnaegShe says that
Murakami is one of few writers who succeeds favorably withnilaay critics
who exercise the structuralist, post-structuralist, or post-modettmenry of
literature popular in the 1980s through the 1990s, and, therefore, both Japanese
critics and general readers are as involved with Murakabuks as when
playing popular computer RPGs (27-29). | would like to show how Anrerica
critics also have enjoyed this postmodern game in reading Bimigknovels in
this commercially globalized world in which American and Japapesele share

the same enjoyment beyond the borders of cultural difference.
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Literary reviews

According to the study by Edward Fowler, Edwin McClellamd a
Lawrence Venuti, in the 1950s, quite before Haruki Murakami appé&atbd US,
American readers held exotic views of Japanese literandedture. They had
established a canon of Japanese literature based largehe omorks of post-
World War Il Japanese writers such as Yasunari Kawabata, Wikioima, and
Junichirou Tanizaki, the “Big Three in Japanese literature.” ®tendard
produced stereotypical “exotic,” “subtle,” and “delicate” imagdsJapanese
literature and culture and even influenced Japanese people’s conceptibas
own literature and culture, with English translations of the worksnotlern
Japanese literature having a great role in reinforcing thessosypical images. In
his essay, “On Trying to Translate Japanese” (1989), Edward Seidensiickef
the most important translators of modern Japanese literature jpostaNorld
War Il period, claims that English is a product of a religionclwhproduces
“individual responsibility,” while Japanese is a product of a mtigwhich
produces “resignation” and one of the characteristics of Japamegeabe is
“ambiguity.” It is reasonable to assume that English traosiatof modern
Japanese novels by translators such as Seidensticker, who drew
preconditioned images, influenced American readers’ stereotyqmoakptions of
Japanese literature and culture. As Jan Fontein reports, in thed®@B0990s the
political and economic relationship between Japan and the US changled,

Americans beginning to rethink stereotypical images of Japditessure and

18
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culture. They looked to new, unexpected, or experimental contempaotr aayheer
than re-confirming stereotypical notions by focusing on traditiara It was in
such a circumstance that Wild Sheep ChasdHaruki Murakami’s first book
translated into English (originally published in 1982 in Japan), puédished in
1989 in the US.

Many of the reviews of the book outlined two patterns, the first one of
which was that English-speaking reviewers described the asv&mething new
and quite different from traditional post-World War Il Japandsediure, paying
attention to Murakami’s writing style and insisting that itswafluenced by
contemporary American novels rather than Japanese novels. For exBlentert
Mitgang contrasted Murakami&s Wild Sheep Chaseith the novels of Kobo Abe,
Yukio Mishima, and a Nobel laureate in literature Yasunari Katzband
compared Murakami with Kurt Vonnegut, Raymond Carver and John Iraimd,
argued that his novel was not a traditional Japanese fiction budtyhés and
imagination were closer to that of those American writers @ABn Cheuse also
compared Murakami with Tom Robbins and Thomas Pynchon and said that
American readers would be reminded of those American weitken they read
Murakami’s greatly entertaining Wild Sheep Chasand argued that Murakami
turned over “the notion of Japanese insularity,” which is a legadyaditional
Japanese literature (“Of Japan’s” 6). Brad Leithauser arguatditt was quite
symbolic thatA Wild Sheep Chas&tarted the story with the day of Mishima’s
suicide on November 25, 1970, which indicated Murakami’s departure and

deviation from the past and traditional Japanese literature, andaidefT he old
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literary guard is dying off, and their governing aesthetitywiem” (186). Debbie
Sontag also agreed with this perspective that Murakami, whoyigpeeular with
young Japanese, is not “an update of the refined, grand, tradition-sazleddf
Yukio Mishima or Yasunari Kawabata” (7C). These reviewers, however
mentioned Japanese writers from whom they believed Murakami |peuotteld,
largely limited to Kawabata, Mishima, and Tanizaki, and occadijordle and
Endo, demonstrating that the canon of Japanese literature in the dJ&8ready
quite strong and stable at that time.

The second pattern that the reviews outlined was that they engzhasiz
how Murakami’s novel was inundated by Western cultural icons—music, foods,
movies, writers, and history, with Murakami at the same timébelaltely
discarding traditional Japanese cultural signs sudnasng kabuki noh and the
tea ceremony, which the readers had hitherto normally expectiadtin the
Japanese novel. Mitgang was naively surprised that there w&smwitoin the
story and the main characters, both men and women, wore Levis (“Y&bhg’
Cheuse argued that Wild Sheep Chasgas “a buoyant critique of everything in
Japanese culture that we believe” and it surprised Americaersgastho had
sympathy with the main male character in the story becaussedmed “as
estranged and alienated from his own way of life as we doleaat at first
glance” (“Of Japan’s” 6). When he used “we” in his review, it obgly meant
American readers and it showed that they read Murakami’'s rsvéteir own
story. To emphasize that, Cheuse pointed out that the main chaeactéf/estern

books, such as Mickey Spillane and Allen Ginsberg, and listened tcetest
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music, such as the Doors, the Stones, the Byrds, Deep Purple and Bloedy

(“Of Japan’s” 6). Contrasting to contemporary fiction or nonfictionsi&n
writers who were eager to take exotic decorations into their beakk as “sushi
bars, kimono shops, tea ceremonies, moss gardens, painted screengydagyle
sumo matches, tatami mats,” Leithauser argued that Murakami dvaogieg
those traditional forms of Japanese dress, scenes, customs, ateneméerts,
leaving them to the foreign writers (184). Sontag was also surpriseti¢hatias
nokimonq no tea ceremony, and no indication of Japanese settings in Murakami’s
book, and argued that Murakami, who lived in Rome and translated some works
of American writers, such as F. Scott Fitzgerald and John Irvépgesented an
alternative Japanese reality, which was modern and Westernimbdhexefore,

was difficult to distinguish from any other part of the developeddydrecause

“In Murakami’s Tokyo, the drink of choice is coffee, the music pop,wtbenen
loose. The tight-family togetherness of Japanese culture is goiits; place is
divorce, one-night stands and empty success” (Sontag 7C).

Cecilia Segawa Seigle focused on Murakami’'s almost selé@ous
Westernization as the reason why his novel appealed to the youngcaude
much, as if “the author painstakingly avoided any reference r(ctinen
geographical names) to Japan” (Seigle 163). She also noted, “Tihe bucks,
food, and everything else the protagonists favor are American or Europeda (Seig
163). The English-language reviewers were so shocked by tsagitsaditional
Japanese cultural icons in Murakami’'s novel that they continuallyioneakt the

issue and were eager to persuade themselves that the book wasentegion of
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contemporary Japanese society and culture. However, was it ieottallsm to
expect the “Japanese” in a Japanese writer’'s novel even thoughkdmi’s
strategy may have been to overemphasize Western culture in hi8 Q@yweere
Americans trying to find similarities between their livassd Japanese lives in
order to dissolve their anxiety about the worldwide threat ofjtb@ing Japanese
economy? Such reviews, broadly circulated at the time of the bowkis f
appearance in English, regarded Murakami’s novel as a radieak krom
previous Japanese novéls.

As a matter of fact, American reviewers and critics’ poinviefv about
Murakami’'s A Wild Sheep Chaseas quite similar to the reaction of many
Japanese reviewers and critics back when his first ndeel; the Wind Singvas
published in Japan in 1979. Murakami’s light, pop writing style, full @si&n
cultural icons, totally different from the heavy and serioustingi style of
previous generations of Japanese literature was first regaslethe main
characteristic of his novel, whether they liked the style or not.exdery wherA
Wild Sheep Chaseas published in Japan in 1982, Japanese reviewers and critics
started paying more attention to other aspects of the novel friferedi
perspectives of narratology to the writing style. Similatynerican readers

perceived traditional novels as exotic or mysterious, and Murakamigl's

¥ Among many reviewers who tended to focus on Mumilsa‘in-Japaneseness,” Ann Arensberg

exceptionally talked about a narrative aspect efrthvel and the multiplicity of genres in it. She

wrote: “Europeans, Latin Americans, and now theadage writer Haruki Murakami are more

attracted to the metaphysical aspect of the cayelgioe hard-boiled detective story], making use
of its depiction of humanity’s existential predicamt and paying less attention to rapidly paced
plot and violent death” (BR 82). She had alreadytwaed one of the characteristics of Murakami’s
novel in this early phase, that is, the mixtureafous genres, such as a detective story, myth, an
a fairy tale, which many critics picked up lateremhhis other novels were published.
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many similarities with the contemporary American novel allowaderican
readers to sympathize with this “new” Japanese novel. At dhee gime, its
“Japaneseness” offered clues to understanding contemporary dapae@sility
and culture. As Debbie Sontag wrote, “Murakami’s voice, in smootinggla
translation by Alfred Birnbaum, seems so familiar: a bit ofrRand Chandler
here, Raymond Carver and Kurt Vonnegut there. But there is alsccantaan
inflection, a listlessly ironic tone that makes this apparehtherican-influenced
writing different, foreign”(7C). The English-language reviewensintained a
somewhat simplified image of Haruki Murakami as a rebel agaiaditional
Japanese literature and culture, and as a representative of comtignJagmanese
society and culture when more of his books were translated and pdhiistie
Us.

When two collections of contemporary Japanese short stdfieskey
Brain SushiandNew Japanese Voicesoth of which included Murakami’s story,
were published in 1991, American reviewers extended the image ok&hairéo
all the writers in the book, often emphasizing the differencecnitemporary
Japanese writers from the past generation as well as theeMieed Japanese
culture on which each story was created. One of the reviewsesé two books
said that “Ennui, distress, confusion, anger, arrogance and one-upmanstep” w
common themes among the writers in the books, which would have given a shock
to “western admirers of Mishima, Kawabata, Endo, or th&ckhtury Lady
Murasaki, author of the ‘Tale of Genji,”” and explained that thepgened

because the category of the stories in the book was no longerlitguature” but
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“fiction” as a product of the 1980s, “when American lifestyle pegamore
natural to city-dwellers than traditional Japanese ways” ('F88). Joseph
Coates also said that the writers in the book reflected conterypareericanized
Japan in ways that would startle most American readers maneittwould have
done to older Japanese readers, and similarly argued that the istahesbook
mostly represented the contemporary literally trend of “fictiomfiich was
opposed to the traditional literary categories of “pure liteedt8). Mitgang
again grieved over the Americanization of the stories of tliensrin the books,
who were born and raised in an Americanized postwar Japan, sayear

generation grew up with fast food rather than the tea cerenhorigct, these
authors are so strongly influenced by the American presenckiding the
omnipresence of American television and literature, that theyvbalt they write
‘fuikkushon’ (an Anglicism for fiction)” (“Tales” C14). Mitgang iticized the
writers for their imitating contemporary American writeredasaid, “That’s not
the way to become a Kawabata, a Mishima, a Tanizaki or an Aladwrown
time” (“Tales” C14).

The problem is that American reviewers contrasted contemporary
Japanese writers to few standard writers such as KawabashinM and
Tanizaki, (and even jumping to Lady Murasaki in the eleventh centuohabply
because their knowledge about Japanese literature was limipedcisely these
few authors. They also missed each writer’'s particularityptying too much
attention to Americanization, which, after all, was only one aspiettte writers’

cultural backgrounds and Western influences may have only sligfetted their
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writing. In addition, the reviewers forgot that Japanese culture een
Westernized since the mid-nineteenth century and the phenomenon had not
occurred abruptly at the time the novels were published. Thessveemay have
been influenced by Alfred Birnbaum, who editddnkey Brain Sushtranslated
many of its stories, and wrote, “The choice of a Westerthe&piAnglicism
fuikkushon, “fiction”] is telling: these voices bear little red#ance to Kawabata,
Tanizaki, and Mishima, or even Abé, Endo, and Oé — staples of thedaddelf
anything, the new writers look to the American ‘city novel’ tbeir style and
approach. They were all born and raised in an Americanized po¥tyan” (1).
The editor and the publisher emphasized how different these conteypora
Japanese writers were from their predecessors in ordefl tine book, and hoped
to give American readers a fresh impression of Japaneasersyrand literary
reviewers borrowed the discourse, which demonstrates that ahslatior can
control the direction of the media through the works chosen for translatiocimne
guality of the translation.

When Murakami’s three other bookidard-Boiled Wonderland and the
End of the World(1991; originally published in 1985 in Japaijje Elephant
Vanisheq1993; an American original collection of Murakami’s shortis&); and
Dance Dance Dancg1994; originally published in 1988 in Japan) were
sequentially translated and published in the US, the responses revibeers
and critics were similar as they were all essentialying on earlier analyses,
remarking on the stylistic break from traditional Japanese noaets the

numerous references to Western culture. For example, in aie aom his
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interview with Haruki Murakami in 1992, Jay Mclnerney said thatrdkami’s
works represented “a break from the subject matter of Murakamiisediate
predecessors, from, for instance, the bored esthetes of Yasumaabdta, the
stiff aristocrats of Junichiro Tanizaki or the tortured young raemMishima”
(BR28). It is questionable to call a difference between generasifomgenty-four
to sixty-three years “immediate” because Murakami was o949, Kawabata
was born in 1899 and died in 1972, Mishima was born in1925 and died in 1970,
and Tanizaki was born in 1886 and died in 1965, and it is quite doubtfgnf e
Mishima, the youngest of the three, can be called “an immepliatkecessor” to
Murakami. There were many writers between those three and Murakand
Kawabata, Mishima, and Tanizaki were again mentioned to confiarakami’s
rebellion against traditional Japanese literature.

Stating that Murakami provided American readers with alternaimes
on Japan rather than “a magnet for expatriate adventuring” pretdator nation
out to destroy the American way of business — a convenient scapeagaat
melodrama of economic espionage,” David Leavitt also focused on Wester
cultural icons found in Murakami’s first collection of short starilse Elephant
Vanishesand said that Japan in Murakami’s stories was “an unquestionad hybr
of tradition and export” and the readers had to read many pagethaptfound
“Tokyoite” signs and that it was not in America but in Japan (348Y again,
Leavitt emphasized that the settings of the stories were Jagathe cultural
icons were almost always Western, saying, “His narratorsoung; urban,

downwardly mobile — are as likely to eat spaghetti as soba noddileg listen to
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Wagner and Herbie Hancock, but disdain ‘stupid Japanese rock music. Love
songs sweet enough to rot your teeth.” They read Len Deighton raowl¥Var

and Peace,” not Kobo Abe and ‘The Tale of Genji.”” (349). Also regarting
Elephant Vanishe€dward Hower paid attention to Murakami’s characters “often
listening to Springsteen or Wagner on the stereo, reading Totstdgarcia
Marquez, cooking spaghetti or going out for burgers in the famijtas (6).
Another reviewer wrote, too, regardibgince Dance Dangédhat the protagonist

in the story “drives a used Subaru, works in public relations, eais@onald’s

or Dunkin’ Donuts, listens to Sam Cooke and idolizes Clint EastwdedKi\d

Al).

Whether it was Murakami’s intention or not, the tactic of fglimis novels
with the stuff of Western culture worked well, in fact almost kedr too well,
with the effect that reviewers and critics in the US contiguaNisited the tactic,
hardly looking at other aspects of the novels. Only a few reviesxamined the
novels from other perspectives, comparing them with Murakami’s previoussnovel
and using different terms, for example, “surrealism” (“Shorf{j, 24 fabulistic
feature” (Leavitt 350), and “postmodernism” (Markey 6). Among themeared
one who was bored with Murakami’s overdone favoritism toward Western culture,
though he had started the argument in the first place. It waeH&ditgang, who
said, “But | wish the characters in ‘The Elephant Vanishes,’ hisbhwok of short
stories, wouldn’t spend so much time at McDonald’s, lighting up hdaols,
listening to Bruce Springsteen records and watching Woody Allevies as a

prelude to romance. Just when you’re ready for some wisdom froQriget, the
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author serves up a Big Mac,” and “Allegorically, it would alsdph& he
substituted some sushi for all those Big Macs” (“From” C17), and, sa
“Americanisms dance across the pages of the novel, practiceling Japan into
an anchored aircraft carrier for American products and culturdiis another
review (“Looking” B18). These Orientalistic reviews, however, migave been
final voices by those who always expected to find stereotypiesbtic” or
“subtle Japaneseness” in a Japanese novel.

It was whenThe Wind-Up Bird Chroniclewas published in 1997
(originally published in 1994-95 in Japan) that American reviewsears critics
finally began to move toward the second stage, picking up issuestludinethe
same two points repeatedly mentioned in earlier reviews, thaflusakami’s
deviation from Japanese literary tradition and the Western abibens dispersed
throughout his novels. Although many reviewers lingered on the Westéuanatul
icons in Murakami’s novel others introduced new points of view. The first new
argument was thafThe Wind-Up Bird Chroniclewas more “political” or
“historical” than Murakami's previous novels. For example, CamerorB&vr
said that the novel was “uncommonly political and uncommonly concernd wit
Japanese history” for a Murakami’s book because especially this aeadeliwith
Japan’s colonization of Manchuria before World War 11 (12). Tom Coajs®
found that the theme of the novel was history and how historical evenks
keep effecting people’s lives in the real world on a deep anduspitgvel of

people’s consciousness (D5). Michiko Kakutani contragted Wind-Up Bird

* See Coffin, Cooper, James, Knorr, “Murakami TaNifhura.
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Chronicle to Murakami’s previous novels and said that the difference between
them was that the novel tried not only to represent the protagowaysof
finding himself but also to explore Japan’s historical respongilahtd position in

a post World War 1l world (E44).

The second new argument claimed that the story was absurd and, thus
difficult to comprehend coherently, a characteristic of the postmodevel.
Reviewers pointed out the bizarreness of a narrative that movechemgeably
between the real world and fantasy. Cooper especially focused chataters’
mysterious psychic power and their ability to move betweemethleworld and a
strange trance-world (D5). An anonymous reviewer said that thegaity of the
novel would frustrate the readers expecting a coherent storyheittonhsiderable
obscurity of the boarders “between reality and imagination, \gatemsciousness
and dreams, past and present (“Murakami Tale” D6). The uncannameks
intangibility of the story were praised by most reviewers,ekample, Cooper
said that many mysteries in the story were worth tacklinghiireaders resulting
in enjoyment of the wonderful scenes and challenging thoughts, amdrtkered
why there were not such books of depth and complexity as Muraklaoalss in
American best sellers, while Murakami’s books always toppedadles chart in
Japan (D5). The anonymous reviewer also praised the intangaslispmething
beautiful “to be wondered at and not ‘gotten™ (“Murakami Tale” D&#gnice P.
Nimura said that what made the book very seductive is the duleessi
postmodernity, which made the readers absorbed into the mystendusague

“mist” making everything concrete dissolved (3). Comparing Murakath
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Kafka in his review inthe New York Timeslamie James said that it would not
have had any value if Murakami had written the book with tidines$ a
concreteness (BR8). Preeti Singh also said that the novel wagptitsive” even
though it was not neat or tidy because the readers weagetattrto the psychic
protagonist “trying to survive with meaning in the wastelands ddte-20"-
century urban landscape” (29). On the other hand, there were aifes who
criticized the novel for the postmodern characteristics, for exgmyichiko
Kakutani wrote as &ew York Timegritic, “In trying to depict a fragmented,
chaotic and ultimately unknowable world, Mr. Murakami has written a
fragmentary and chaotic book,” and “Worse, ‘Wind-Up Bird’ ofteeras so
messy that its refusal of closure feels less like antiartthoice than simple
laziness, a reluctance on the part of the author to run his manubkooipgh the
typewriter (or computer) one last time” (E44).

American reviewers and critics replaced the adjectives llrebg’ and
“Westernized” with new ones, and “historical,” “political,” and “posdern”
became descriptors for Murakami’s novels, the reason being thaeiVind-Up
Bird Chronicle historical events hearken back to the dark side of Japané&ss his
during World War 1. Additionally, the novel has a fragmented strectand the
plot poses mysteries with no clear answers, which were regardedrastehstics
of a postmodern novel, and critics claimed that the novel's postmoldenerds
made a radical break from Murakami’s previous novels. However, Murakam
early works do contain “historical” and “postmodern” aspects,ef@mple, in

Wild Sheep Chasehere are many “historical” elements in the story, such as
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shocking episode of Yukio Mishima’s suicide, which Japanese peopléeahd
of the post War, and some important figures deeply connected to Sepastery
as representatives of the right wing during and after World MWaAs for
“postmodern” aspects, the novel often plays with language or hisyonyixbng
the representations of real history and fictional history togethblur the border
between them, which is a typical way a postmodern novel valuesghiéiesi
more highly than the signified, and by offering the readers thagemof a
mysterious sheep as an unrealistic and absurd central figure stotlye Even
though reviewers’ points of view became more diverse and fair aamd as/they
looked more closely at the content of the text with fewer pregsdiabout
Japanese literature than before, these reviewers had simplfjacired another
classification or categorization for the Japanese novel. In sheyt,dstablished
additional stable images of Haruki Murakami and his work at tlsiges and
reviews of his subsequent books became based on these images.

Two books published in the US affBne Wind-Up Bird ChronicleSouth
of the Border, West of the S(tR99; originally published in 1992 in Japan) and
Norwegian Wood2000; originally published in 1987 in Japan), did not attract the
attention of reviewers, probably because, for American reviewdrs had
enjoyed the intangibility ofThe Wind-Up Bird Chroniclethe books were not
complicated or referential enough to play the postmodern language géhen
Sputnik Sweethea(R001; originally published in 1999 in Japan) was published,
reviewers also did not get excited about the book, saying that tregivea was

not as well developed or puzzling &se Wind-Up Bird Chroniclealthough they
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did try to find resemblances to Murakami’s previous works and to dpf@ec
some surreal features and metaphors in the bSakne reviewers tried to find a
connection between two of Murakami’s books because they were published
within a year:Sputnik Sweetheaend Underground: The Tokyo Gas Attack and
the Japanese Psycli2001; a book compiled of two books originally published in
1997 and 1998 in Japan), Murakami’s first non-fiction book in which he
interviewed both victims of the 1995 Tokyo subway attack by the Aunrigyo
religious cult and members of the Aum Shinrikyo religious tult.

It was when the 9/11 terrorist attacks happened in thenl2801 that a
new measure for reading Murakami’s novels was added. Amereaewers
compared the Japanese experiences of “1995 Subway Attack in Tokyo” and “1995
Earthquake in Kobe” in Murakami’s books with their experience of “2001
Terrorism in NYC.” After being attacked by terrorists, some Aoaer critics read
Murakami’s Underground: The Tokyo Gas Attack and the Japanese Psghe
documenting a disaster parallel to the one that had abruptly overadhel
American lives. In his review of the booktime New York Times October 2001,
Howard W. French could not help but mention the disaster which had just
happened in the US and said that the stories and the accounts otithe A
members in the book were compelling for people who tried to find the reason why
people could do such a destructive act and especially why the h§aokéhe

airplanes smashed into World Trade Center and Pentagon withoutleary

® See Freeman “Books,” Hanson, Holmes, Shank, Sigekj “Tokyo,” Thomas, Zalewski.
® See Freemen, Zalewski.
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statement (E5). Jacob Stockinger also read the interviews of tivasvio the
1995 Tokyo subway attack in the book feeling the echo of the survivors of the
World Trade Center in them and grieved that it was time “fetan to an absurd,
existentialist world” in which we lost any logical sensecafise and effect and
secure feelings of our stable identity (11A).

The sympathetic point of view prevailed among the reviews of
Murakami’s next bookAfter the Quakg2002; originally published in 2000 in
Japan), a collection of short stories about people whose lives imgirectly
influenced by the 1995 Kobe Earthquake. Most reviewers couldn’t help making
connections between the trauma due to the 9/11 attacks and trepenreced
by the characters in Murakami’s book. An anonymous editd@an Francisco
Chronicle in 2002 wrote that Murakami tried to explore the philosophical
thoughts and psychological damage resulting from catastrophic eughtsow
“mythologies and prophecies” were produced from wrecks, and pointeithaiut
they were very familiar issues to American readers dttthvee, saying, “Both
mysterious and eerily familiar, Murakami’s writing has acsgleurgency, given
how we find ourselves these days living with the possibilityrohinent disaster”
(“Our” 2 2002). Charles Matthews also said that Murakami’s book iditest how
the earthquake cast a shadow on the characters’ lives thevsgntiee 9/11 attack
did to American people’s lives, saying, “Although none of them expssgethe
disaster directly, it encircles their lives with an auraesfible uncertainty, the
way the events of last September do for many of us.” Sayingthkatixed

feelings of “empathy, dislocation and despair” were universal thanta Salij
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recommended this book to American readers because “We may bertechtfp
Murakami’s ultimately hopeful message, carefully constructed throligse six
stories.” Jeff Giles showed his surprise how Murakami’s book “resonate[ttjei
US, even though he wrote this book before Sept. 11 (G5). Another anonymous
reviewer inthe New York Times Book Reviews also impressed that the stories
about people living in the world of aftershocks of the quake that khiedsands
of people and left millions homeless “resonate[d] eerily in ameAcan reader’s
inner ear, though they were all written before Sept. 11” (tAf22). Joe Follick
definitely stated that it was impossible for American reatieread these stories
“without feeling the 9/11 tragedies and their aftermath (*“Whénh” Wingate
Packard inthe Seattle Timesead this book as the American people’s own stories
after the “nation-shaking catastrophe” and said, “His charaatersogpersuasive,
and the storytelling so spacious, confidently drawn and poignant in questioning
destiny that ‘After the Quake’ won't feel at all like artslation to post-Sept. 11
Americans” (K10). Due to the coincidence that 9/11 occurred esore
Murakami’s After the Quakavas published, many American reviewers read the
book as their own story, without commenting on previously identified
characteristics of Murakami’s work, such as similasitveith American writers,
Western cultural icons, and postmodern characteristics. As &, tbsulmage of
Murakami as a “universal” writer was reinforced at this point.

Murakami’s next bookKafka on the Shoré005; originally published in
2002 in Japan), was enthusiastically welcomed by American rexsdvecause it

was a long, intricate, and absurd novel that inspired theiralrgirit much as
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The Wind-Up Bird Chronicldhad. As many Japanese critics have pointed out,
American reviewers regarded the book as a cumulative work thatdettlthe
characters, plots, structures, and strangeness already famildurakami fans
and that simultaneously reconfirmed Murakami’'s “rebellious,”’eSférnized,”
“historical,” “political,” “postmodern,” or “universal” charadistics.” The topic
added to reviews of this novel was how to interpret the novel’'s postmtydemi
intangibility because this story is indeed full of mysterioadsurd, and
surrealistic characters, plots, motives, and metaphors, such asedipu®
complex, a character who speaks with cats, spirits disguisszhasie Walker or
Kentucky Fried Chicken’s Colonel Sanders, fish and leeches falbngthe sky,
military deserters from World War 1l living in the foreshdaa ghost of a living
person.

Reviewers’ responses to the intangibility Kafka on the Shorevere
roughly divided into three groups. The first group of reviewers claithatithe
“absurdity” was Murakami’s “Japaneseness” or “un-Westernasd, therefore,
they could not find a similar style in Western literature. In reigew in New
Yorker, John Updike said th&ami Japanese Shinto gods, were spread through
every place of Murakami’s world, which made Western readersoigteh anxiety,
even though Western cultural icons such as “Goethe, Beethoven, Eichmann,
Hegel, Coltrane, Schubert, Napoleon” were found everywhere (93)a Miller

in the New York Timealso said that the meaninglessness and the stillness in

" See Cheuse “Ignoring,” Follick “Kafka,” FreematStrangely,” Jones, Miller, “Our” 2005,
Updike, Weeks.
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Murkami’s novels resulted from how the author did everything diffefearh
“Western literary standards” (1). Jerome Weeksthe Dallas Morning News
compared Murakami with Hayao Miyazaki, a famous Japanese ammfdin
director, and said that their “beyond-good-and-evil world” with nfaesrifying”

but “sad” and “sympathetic” creatures felt “very Japandeeidedly un-Western,
although it remains accessible, even miraculous, to Western” dyehard
Wallace inthe Seattle Time®xplained the reason why the metaphysically
mysteriousKafka on the Shorkept American readers so involved in the narrative
as follows: the story itself was rooted in a modern post-industdiapan, but the
two main characters, Kafka and Nakata, saw many mysteriounvigelated to
animism and fate from an older Japan, and “this psychic tension lmetivee
ancient and the new” was the secret to the book’s popularity (Vi&se
reviewers fell back on the label Orientalism to describe evaitsomprehended
logically as “un-Western” or “Japanese.” They sometimes usethpanese
concept such akKami in Shintoism to explain uncanniness, or else they placed
Murakami’s works alongside Hayao Miyazaki's films, probably kbsea
Miyazaki's work had become well known among Americans by this time.

The second group explained the “absurdity” in the novel from a point of
view of “Magic Realism.” For example, Cheuse compared Murakaithi tle
writers of Magic Realism, such as Mann, Camus, Borges, ania®aacquez, in
the Chicago Tribunend said that even though it was difficult to find a writer to
compete with those writers, “Murakami can stand the heat” (“lggdd). Julie

Wittes Schlack picked up some characteristics as “a magidyy” such as a
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confusing mixture of past and present, dreams and reality, in Murakami’s previous
novels, and said that iKafka on the Shorée developed this trope including
various other kinds of rhetoric in it, such as “Greek mythology, persah
national identity, Christianity, and literary criticism” (CRoger Harris said that
the thrilling puzzles and non-obviousness in the book were the “sigtise of
influence of the magic realism of so much Latin Americanditwhere nothing
is quite as we know it” (6). Some other reviewers, too, used the ‘t@agic
realism” or “magical realist” to explain the intangibilitpg Murakami’'s book
(McManis E3; Nieves H4). Such critical opinions may reflecie@alism under
another guise, categorizing Murakami with Latin American texsi as
differentiated from Western writers or simplifying Murak&mstyle with the
worn-out literary term, “Magic Realism.”

Another school of critics recognized “absurdity” and “intangigilias
devices that prompt readers to turn the pagdsaika on the Shoreas if they
were reading a mystery story or playing a game. Kit Ragtitbat this book was
complex “like an adventure, the kind that hooks the reader and doegdtuetil
the end” (5P). David Thomson also said that the reason why theseades
“hooked” on the story, as if they had been reading Agatha Christie or Hemingway,
was the “cross-cutting” going back and forth from one storyrotreer with
suspense (21). Geoffrey Bateman said that the appealing poins dfoibk was
the “puzzling phrases” in the story which were not illustratedchilyi but
resonated “suggestively” (30D). Anne Rochell Konigsmark said thatetgers

could not stop reading the book until they found the truth and could not help but
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reread it “to discover all hidden meaning and dropped hints” that tissgdithe
first time (K4). Ariel Gonzalez said that reading this book Vikes watching a
David Lynch movie in the sense that the audience had to “decipherely bar
intelligible dream that zigzags through an obstacle courserroeal images and
metaphors” (6M). This third group of reviewers did not try to find out whiee

intangibility,

“absurdity, uncanniness,” or “puzzles” in theovel came from,
nor did they conclude that the characteristics were derived fdapahese” or
“un-Western” literary or cultural contexts as the first aedond groups did, or
rather, they recognized those characteristics as devicgmrede and then
dispersed throughout the story to attract readers, whether tbaders were
Japanese or American.

The third group’s point of view, free from any Orientalism anddtire
literary terms, left the issue of Murakami’s “intangilyiliuntouched and seemed
to explain—ironically, better than the other groups—Wajka on the Shorand
Murakami’s other novels have achieved so much popularity all over thd.wor
What they implied was that the American readers read Mur&kdooks not
because they include something “un-Western,” “Japanese,” or tMegl,” but
because the books provide readers with an enjoyable and mystericusgerst
game. Today, because of commercial globalization, American andedapa
people share the same enjoyment of computer games such as Nstéhigo’
Sony’s Play Station, and Microsoft's Xbox, which extends beyond national
boundaries and cultural differences. Many of Murakami’'s works hawemon

features, such as metaphors, puzzles, and mysteries embeddedain ploh
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involving the quest for a missing person or object. Also like RPG’sakéumi’s
novels include several deviating subplots that are interwoven with otigeano
is quite natural that American readers, literary reviewansl critics, originally
bound to Orientalism, should gradually have come to agree with Japaaeers
with regard to how to enjoy Murakami’'s novels. In a sense, Murakamarks
have been accepted by American readers the same way tha¢skagamputer
games, animation, and comics have gained popularity in the US. Iprtuass,
as we have seen, American literary reviewers and critics haveatetineedrawn,
and reinforced American conceptions of Murakami’s novels. It doesnatier
how many of them have enjoyed products of other Japanese sulesulut
what is important is that they could not help but to play the postmodera theat
Murakami’s books have offered to American and Japanese critics @liles,
how about American scholars? How have they been reading or playing

Murakami’s novels in their academic fields?

Academic articles

Even though no chronologically ordered pattern of changing views on
Murakami’s work exists, academic articles, like the litgreeviews, establish
typified images of Haruki Murakami and his work. Again, thet finsd strongest
image of Murakami is the “rebellious” writer who is differeinbm previous
generations of Japanese writers. To show how Murakami deviated them
traditional standard of Japanese literature, Celeste Loughnearkahzaburo Oe,

a Nobel laureate, who once criticized Murakami’'s works. Oe doesegatd
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Murakami’s work as serious literatujenbungaku “sincere or polite literature,”
and says that serious literature has been lost in Japan since 4870s aeed to
fill the gap between Murakami and pre-1970 postwar literattoeghman says
that Oe’s standard for literature is clearly based omatitiee produced between
1946 and 1970 and he quite dismisses Murakami (93-94). Because Oeois one
the most famous and authoritative of Murakami’s predecessors, placing Murakami
in opposition to Oe makes Murakami’s position in Japanese literaguyeclear,
and Loughman constructs the simple scheme of the old generatgus the new
generation. Matthew C. Strecher illustrates how contemporary ndsga
“postmodern” writers, such as Murakami, are regarded as inferidapanese
literary studies to the old generations of “modern” Japanesersyr#ech as Oe.
Strecher explains that the issue of “high” and “low,” alredéwd in Western
literature, still remains in Japanese literary studies, amolusediscussions of the
works of contemporary Japanese writers, such as Murakami and Banana
Yoshimoto, are difficult to be found in academic fields, whose stdsder
judging literature are based on the modernist writers, suklawabata, Tanizaki,
Mishima and Oe (“Beyond” 373). The Western scholars are, Streelysr also
still mesmerized by the images of Japanese literaturecalture that the four
modern writers present in their novels, “which is, however, no longer wholl
relevant to contemporary Japanese literature or society” (“Beyond” 373).
Although Strecher demonstrates the change in Japanese ldeckgarly,
two of his arguments are problematic. First, Strecher isl@sod to a simple

Western canon of Japanese literature, naming only of theTtidige"—Kawabata,
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Tanizaki, and Mishima—as representative post-World War Il Japavréses. As

we have already seen in literary reviews, American reviewead critics tend to
mention only these three writers even though in Japan therenamg other
important writers between Murakami and the “Big Three.”

Strecher’s second problematic argument is the assumption that Muraka
and other writers of his generation are postmodernists. It is tirate many
Western and Japanese academic scholars as well as Iri@rewyers and critics
consider Murakami a postmodernist writer and discuss the postmodern
characteristics of his works as Yoshio lwamoto points out (295). ¥ang@e,
Naomi Matsuoka compares Murakami with Raymond Carver and saythéhat
common characteristic of their novels is their self-consciousiaéssit writing a
work of literature that they do not allow themselves to indulgashone form of
writing” (425). Randall Gloege similarly points out the charasterimixture of
genres in Murakami’s novels, saying, “Murakami incorporates higdfiction a
variety of genres” (151). Strecher again says that Murakarys péastructuralist
game” in his novels with genres, rhetoric, and styles in amumumdrn way
(“Beyond” 355). Comparing Murakami’'§he Wind-Up Bird Chroniclewith
another work of detective fiction by Lucha Corpi, Cathy Stelggints out the
postmodernity in their texts reexamining narrative, cultural his@@and society
(par. 19). Each article discusses postmodern characteristidgarakami’s work,
including “self-consciousness about writing,” “mixture of genrépdrody,” and
“playing with language,” and regards Murakami's “postmodernity” as

indispensable attribute of his work. However, Murakami’'s work may hawvel\s
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been labeled as “postmodernism” by publishers and reviewers intordearket
his books to American readers as new or alternative, and @tccscholars may
unconsciously support such a classification.

Stephen B. Snyder, who is suspicious about calling contemporary
Japanese writers as a whole “postmodern writers,” in his revi@wsyo
collections of contemporary Japanese short stavieskey Brain SustandNew
Japanese Voiceriticizes the editors’ simplifications of contemporary Japanes
writers as “postmodern writers” and claims that creatisteeeotypical image of
contemporary Japanese literature is the publishing companidsgstidecause
the authors in the collections still retain “a certain confidancthe subject, a
certain air of self-consciousness, a certain commitment to avkabften called
the modern metanarratives,” even though of course their stories duawe
characteristics of postmodern novels, such as playfulness, gamingastiche
(273). It is true that many postmodern features exist in Murakami’s waoris as,
“fragmented structure,” “mixture of genres,” “playing with ¢arage,” “parody,”
and “absurdity,” but these are characteristic of modernism a#, w&nd
Murakami’s books do not satisfy the conditions of a postmodern novel which
Hutcheon offers in her book, such as subverting the teleology, closure, and
causality of narrative, and rejecting the totalization of historany of his novels,
such asWild Sheep Chas&Vind-Up Bird ChronicleandKafka on the Shorehe
characters have clear purposes (looking for a mysterious sheaemiesing wife,
running away from an Oedipal father, etc.), the narratives havaitee

beginnings and endings, which means that they have causality rafiveamo

42



matter how surrealistic, and the stories have coherent histafiesher they be
factual or fictional. In short, Murakami's works are not chaetmough to be
postmodern by Hutcheon or Fredric Jameson’s standards. Becaustettemce
between modernism and postmodernism has been discussed by manyapdople
has never been definite or clear-cut, it is arbitrary tandeMurakami as a
postmodern writer, and his position in literary classificatidfedi depending on
definitions of modernism and postmodernism. Some critics, like Iwaregtm)
claim Japanese literature and culture have always beeractdrized by
postmodernity. It is, therefore, appropriate to make the assumption that the power
of mass media and marketing directors has influenced how peogplke alt
Murakami. Given the widespread influence of mass media, wofeasademic
articles and literary reviews relied on the marketing-infaesl definition of
Murakami as “postmodern.”

In addition to “rebellious” and “postmodern,” “Japanese” is another
typical image applied to Murakami by both Academic scholard hook
reviewers who identify Murakami’s “Japaneseness” in allusionsaditional
Japanese religions, such as Shintoism and Zen-Buddhism. They claitheba
elements of traditional religion are mixed with “Western”timg style and icons.
Loughman explains the phenomenon of the characters wandering inntresir
life with their free imagination as “essential Japanesensbgh is “the echoes
of early Shinto and Buddhist thought” (90). Susan Fisher also discusses

Murakami’'s Japaneseness as connected to Japanese folk religiaparrese

8 See Iwamoto (295-296).
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shamanism, elements that appearhe Wind-Up Bird Chronicle

Like book reviewers, scholarly critics also claim that “Magic Redlis a
tool to understand Murakami’s work. Strecher analyzes the reamoealof
people or things that had vanished in the past in Murakami’s work nrs tef
“Magic Realism,” even though, he says, it should be distinguished “tribver
more politicized forms of the genre” (“Magical” 267). Streclsenot the first to
use “Magic Realism” to define Murakami’s work. Susan J. Napidies about
“Magic Realism” in Murakami’s work and says that Murakami’s works, whieh a
“characterized by dreams, ghosts, and magic that still speajuesitly of
contemporary Japan,” are quite “good examples of contemporary 3apaagic
realism” with some fantastic tones (“Magic” 4Mantastic207). Napier’s view
must have been influential, and from then on, many literary reviewssd the
term “Magic Realism” regardindafka on the ShoreWhether labeled with
“Japaneseness” or “Magic Realism,” scholars defined Murd&amiriting,
particularly its “absurdity” or “uncanniness,” as something diférfrom the
Western way of writing.

Interestingly, the group of scholars who propose “Magic Realdaims
Murakami’s universality as the reason for his books’ worldwide poipylarhile
the group pointing to “Japaneseness” in his works emphasizes rticulpaity.
For example, Napier points out Murakami’s use of fantastic masifthe reason
why his novels are popular in the US as well, because the Isanmgaabsurd
world and the unstable identity in his novels are not restricted t@ropotrary

Japan but are universal issues shared in the modern world todayMade”
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473).How can these two opposite conclusions be derived from the \sate€s
works? Will Slocombe’s essay explaining the reason why mofdwéakami’s
work has been translated and published in the US as compared to wohlerof ot
contemporary Japanese writers offers a hint to this question. Slocaybehat
the selection of an author to be translated often depends not on whether a
translator is available or not, but on “a capitalist framewaosk &t will sell?’) and

a desire to police the traditional binary of Occidentalismuge@rientalism,” and
Murakami’s novels satisfy this desire by reflecting Japaitexe in the global
world and the place of Western culture in Japanese society stahes (par. 1).
As Slocombe writes, it would be quite natural to assume that Murakaark
offers American readers an ideal image of Japanese peoplalltune.cHe says
that translating Murakami’s novels meets American readersl fare‘readable”
Japanese cultural products and the issue of whether the contemppearynJais
novels is real or not does not matter, because “cultural identitgtesmined by
the economics of consumption rather than by history and geography” (par. 11).

In the late 1980s, the Japanese economy became a serious thheat to t
United States, and in order to understand the Japanese culture andemorldvi
American readers needed a contemporary Japanese literatuneghregented
contemporary Japanese people and culture. They found Haruki Murakami and
since then, his works have carried a great cultural burden. Genénallwords
“universal” and “particular” (in this case, “Japanese”) imply ojfposieanings,
but in Murakami’s case, these two words are intermingled in tiieatrand

academic discourse. His works are “universal” for those who warttave
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sympathy with contemporary Japan and are “Japanese” for those who stélnwvant
exotic Japan or particular Japaneseness. In addition, his workegffeyable and
mysterious puzzles for those who want to play a poststructuwalmtstmodernist
game. As a result, Murakami's work has become a hybrid mmetiecting the
image of Japan that American readers want to see. In hele atbmparing
Murakami with Raymond Carver, Naomi Matsuoka writes that Acaerreaders
appreciate to read Japanese novels differently since Murakgmpea@nce and
success in the US and says, “American readers no longectemystery and
ambiguity from Japanese literature, but they admire Murakaworks because
they are similar works of modern American literature” (437atddoka’s claims
about Murakami’s work are in a sense true, but they would sound otaerwis
considering the fact that, as shown in the last section, memgriyi reviewers,
critics and academic scholars still try to find “Japaneseness” in lsioniakwork.

In her article discussing which writers can achieve intesnatifame in a
global market, Emily Apter claims that what matters is tiwbethe translations
are available rather than whether the writers are exceiheshort, it depends on
the market condition, which prefers the writers exotic enough buboagxotic.

Showing some examples of the writers selected in a global magiag labeled

such as “international,” “postcolonial,” “multiculti,” “native,” antiminority,”
Apter says, “These labels, though they can help launch or spailwid-class
writers — pulling them out of ethnic area studies ghettos on the boelstelves
— also cling like barnacles to their reception and afford consteustereotypes of

identity” (2). Apter’s argument exactly explains the casetrahslation of
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Murakami in the US because American critics and scholars ngiter stop
attributing “Japaneseness” to literature as long as it isnaiflgi written in
Japanese by a Japanese writer and subsequently translated insh. Biflat
Murakami’s work has changed, if anything, may not be the attbfidenerican
readers but rather the images of Japan that American reagesst ¢a see in
Japanese literature. American reviewers, critics, and schuwaes created some
images of Murakami’'s work, such as “Rebellious,” “Westerniz&aistorical,”
“political,” “postmodern,” “universal,” “Magic Real,” “Japanebe,and
“puzzling.” Each of these labels might be an alternative stgmal image of
Japanese literature and culture that replaces the stereopqmas peld prior to
Murakami’s appearance in the US. Slocombe writes that traoslatia form of
communication trying to understand others, and, in that sense, trasslegahe
ones who stand in the forefront of the process of communication witrs ather
different cultural backgrounds and contribute to the process ofrgaatages of
other cultures. Therefore, looking carefully at how Murakamosks have been
translated in the US will give us another vivid perspective on howerfan
people have created the images of Japanese literature and tultuwgh his

work.

Translations

Murakami’'s works have been translated into English by theseslators:

Alfred Birnbaum, Jay Rubin, and Philip Gabriel. Birnbaum translatdg warks,
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and Rubin and Gabriel translated middle and late wotk®rary reviewers and
critics sometimes mention the quality of English translatafigurakami’s work
even though the Japanese originals are unlikely to be read, and theaioot
be compared with the English. Birnbaum’s translation is often highéeeed by
critics'® and Rubin receives positive feedback from critics about his tramstht
while Gabriel’s translation is not well accepted by crific8irnbaum is well

known for boldly editing the original in source language for the reatalili

° Birnbaum translatedA Wild Sheep Chasépublished in the US in 1989)ard-Boiled
Wonderland and the End of the Woi[tl991), some stories ihe Elephant Vanished993),
Dance Dance Dancg1994), andUnderground(2001); Rubin translated some storiesTihe
Elephant Vanishegl993),The Wind-Up Bird Chronicl€1997),Norwegian Wood2000),After the
Quake (2002), some stories iBlind Willow, Sleeping Woma(2006), andAfter Dark (2007);
Gabriel translatedSouth of the Border, West of the S{i999), Sputnik Sweethear2001),
Underground(2001), Kafka on the Shoré2005), and some stories Blind Willow, Sleeping

Woman(2006).
9 Favorable reviews: “Without question, he [Murakami] has help from wifl Birnbaum, who
seems more like his spiritual twin than merely translator” (Arenbsberg BR82); “... the

generally skillful translation of Alfred Birnbaum,.” (Rifkind Al); “Mr. Murakami's keen
translator, Alfred Birnbaum, who keeps “Dance DabB@nce” hopping, valiantly interprets the
author’s numerous references to American musick®and movies. In fact, he may even exceed
the challenge now and then by dropping in a Newkigon, as when the freelancer says: ‘Before
noon | drove to Aoyama to do shopping at the fasdymancy Kinokuniya supermarket™
(Mitgang “Looking” B18); “..., in a lively translatiorby Alfred Birnbaum, ...” (Cheuse “Of
Japan’s” 6).

Unfavorable reviews: “Birnbaum’s light touch is welcome, although it sh&viscerated the
author’s literary artistry” (Seigle 49); “The trdason, one suspects, was not much help, since it
misuses words like ‘transpire,’ ‘furthest’ and ‘sbd’; it is also full of redundancies that may or
may not have come from the Japanese” (West BR28).

M Favorable reviews:“The Wind-Up Bird Chronicle,” in Jay Rubin’s psled translation, marks

a significant advance in Murakami’s art” (James BR&. Murakami may be one of literature’s
newest postmodern heavyweights, but his writing Jay Rubin’s polished translation) is
accessible” (Nimura 3).

12 Favorable reviews: “... smoothly translated from the Japanese by Phiiabriel, ...
(Bernstein ES8).

Unfavorable reviews: “... (an achievement only somewhat diminished by lingtations of
Philip Gabriel's at times jarring translation)” (thorne BR8); “... , however needlessly jivey its
English translation (“Jeez Louise”), ...” (Maslin 10};he translation from the Japanese version,
which was published two years ago, may be at faultsome stodgy writing. The scenes are
beautiful, and Murakami’s imagery lingers long aftee last page is read. But clichés abound and
the dialogue feels forced” (Follick “Kafka’ " E5).
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target language, often omitting or changing the origieatences in Japanese
when translating to English, while Rubin is regarded as faitbftthe original. In

a book that studies English translations of Murakami’s work, Hisgaoh&ma
shows that Birnbaum’s translation includes omissions and obvious miatrans)

and Gabriel, too, has frequent additions, omissions, and mistranslations. Rubin, on
the other hand, has few mistranslations and omissions, exceptingréoosed

by his publisher.

It is interesting that Birnbaum’s translations have many & though
his translations stray far from the original in a striebhse of faithful word-to-
word translation. For example, Wendy Lesser, comparing Birnbauvamslation
with Rubin’s, says that Birnbaum is better than Rubin becauseaBinmisucceeds
in making “a Japanese writer sound so remarkably American withsiagy any
of his alien allure” (par. 8). She writes, “In this [Birnbaumigjnslation, the logic
of cause-and-effect English sentence structure has been jettisoif@eor of
some other mode, and it is that mode — the intrusion of the surprisinthend
foreign and the unknowable into the mundane regime — which marks theeatorl
a Haruki Murakami novel” (par. 17). Michael Fujimoto Keezing also suppor
Birnbaum’s translation over Rubin’s and Gabriel's because, h& &agnbaum
has talent as a writer indispensable to artistic creatiipgn though, Keezing
admits, he cannot read Japanese, he disagrees with his trainglats’ opinions
that Rubin’s translations are better than Birnbaum’s translatiotise sense of
faithfulness to the original because he thinks that what is theimpsttant thing

in literary translation is “the conveyance of overall &idisision” and believes
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that Birnbaum'’s instincts as a writer achieve “the novel’'s deppgoses” at the
expense of the fidelity to the original (16).

While Birnbaum has been praised by those who cannot read Japanese,
Rubin has often been acclaimed by native speakers of Japanesesamadvho
read Japanese. Rubin won the fourteenth Annual Noma Award forahslation
of Japanese Literature in 2003 for his translatiomhed Wind-Up Bird Chronicle
Each member of the selection committee gives great honor ttranislation.
Motoyuki Shibata says that Rubin succeeds in making himself qaitsparent,
maintaining the rhythm and the representations of the originaptextsely (6).
Hikaru Okuizumi also praises Rubin’s translation for its “extlawry quality”
and its “polished” and “exemplary” work (7). Theodore Goossen sayshbat
judges could not find any obvious mistranslation in Rubin’s translatidnagere
impressed by “its beautiful flow of language, and the steadofdbg translator’s
hand” bringing together “a scholar’s attention to detail, amstartflair, a
samurai's commitment, and an athlete’s stamina” (8). Roger Puise&so
impressed by Rubin’s “concise and effective” rendering of theachas’
dialogues in the novel and praises his translation as the one whiclkavhira
would write if he were writing in English (9).

The opposite reactions to Birnbaum and Rubin’s translations stem from
the difference between Japanese and American attitudeanslation. In his
articles pointing out many problems in English translations of modapanese
novels, Yoshio Nagae says that the English translations aree®aifid rough,

changing the structure of paragraphs and the number of sentecesidting
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nouns specific to Japanese culture. Nagae believes that thesemgraldave
from the difference between Japanese and British-Americaratanss attitudes
toward translation; the former value fidelity to the originlalis tending to create
unnatural literal translation, and the latter value the readabilitthe target
language, thus tending to create translations far from the drigindifying it too
much. Lawrence Venuti theoretically explains these two typedlitefary
translation, as source language friendly translation and targetageadriendly
translation, or non-ethnocentric translation, which is open to the foesgnof
the foreign text, and ethnocentric translation, which negates thegstress of
foreign culture, and claims that the process of aspiring toward thaneentric
translation should never be stopped in translation of culture, even though non-
ethnocentric translation is naturally going to be again ethnocerdarislation. Of
course, we cannot miss the fact that there has been an unequaalpoli
economical power relationship between Japan and Western countried behi
American and Japanese reviewers and critics’ different pointyiest on
translation. As a result, Birnbaum is popular among those who agreethsit
conception of target language friendly translation, and Rubin is poaniang

those who agree with the conception of source language friendly transfation.

13 Among the members of the selection committee ef Mtoma Award, Shibata and Okuizumi
contrast remarkably with each other in terms ofdbeception of literary translation. Shibata says,
“In the third category are those translations thatceed in reproducing the voice of the original
work faithfully in the target language. Translasdike these are, needlessly to say, the ideal for
which to strive but ... it's easier said than done). ®kuizumi says, “If one is working from
English into Japanese, the ‘ideal translation’¢gplrsued is not a precise transcription, but rathe
a transfer that will enrich the Japanese languggéstaddition to that linguistic realm. This ideal
translation will bring new avenues of expressiolJapanese; it will increase the potential of the
Japanese tongue for different areas of thoughtaavateness” (7). Judging from their statements
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If the three translators have translated Murakami’'s worksfetitly, as
many reviewers and critics point out, their translations likelyehinfluenced
ways that American readers create images of Murakami andenspatary
Japanese literature and culture. | will examine the thresl&i@rs’ works one by
one in order to discover their differences and explore the varympaats the
translations have had on American readers.

The first example fronWild Sheep ChasgHitsuji wo meguru boukéns
translated by Alfred Birnbaum. | present the Japanese orifjisiain the Roman

alphabet and then in the English translation:

Shimbun de guuzen kanojo no shi wo shitta yuujin
ga denwa de boku ni sore wo oshietekureta. Kare wa
denwaguchi de choukan no ichidankiji wo yukkurito
yomiageta. Heibonna kiji da. Daigaku wo detabakari no
kakedashi no kisha ga rensyuu no tameni kakasareta youna
bunsyou datta.

Nangatsu nannichi, dokoka no machikado de,
dareka no untensuru torakku ga dareka wo hiita. Dareka wa
gyoumujoukashitsuchishi no utagai de torishirabechuu.

Zasshi no tobira ni notteiru mijikai shi no younimo
kikoeru.

“Soushiki wa doko de yarundarou?” to boku wa
tazunetemita.

“Saa, wakaranaina” to kare wa itta. “Daiichi,
anoko ni uchi nante attanokana®Mitsuji 11)

It was a short one-paragraph item in the morning edition. A
friend rang me up and read it to me. Nothing special.

about ideal translation, it is clear that Shibathp emphasizes the transparency of the translator,
owes his perspective on translation much to theeption of source language friendly translation,
and Okuizumi, who values the impact that transtatian give to TL, adheres to the conception of
target language friendly translation. Moreover, 2kmi admits that he himself recommended not
Rubin’s translation but someone else’s transldftorihe prize in the first place.
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Something a rookie reporter fresh out of college might've
written for practice.

The date, a street corner, a person driving a truck, a
pedestrian, a casualty, an investigation of possible negligence,

Sounded like one of those poems on the inner flap of a
magazine.

“Where’s the funeral?” | asked.

“You got me,” he said. “Did she even have a family®” (
wild 3)

Birnbaum’s translation skips the first sentence in the originéiciwcan be
literally translated as follows: “A friend of mine, who happetedind that she

died in the newspaper, let me know that on the phone.” Becausenteace is
omitted, the readers in English remain unaware of what the topitedfshort
one-paragraph item” is or who the “casualty” is until theytbeeword “she” in

the second sentence of the fifth paragraph, and therefor&atisated passage
sounds more mysterious in the English translation than in the Japanese original. In
addition, Birnbaum’s translation divides the second sentence in Jajioeseo

short sentences in English (the first and the second), and merges two
comparatively long sentences in the second paragraph of the Japdoesshort

one in the second paragraph in the English. The reader of the Bngfiskation

gets the impression that the writing style is concise, whdreaseader of the
Japanese does not get this impression. Moreover, other minor cleaigjes the
English translation, such as changing the present tense afafiaese word
“kikoerd in the seventh sentence into the past tense of the English word

“sounded” in the sixth sentence and only omitting the womnijiKai” in the
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seventh sentencé.

Just as Minami Aoyama points out in his book examining English
translations of some contemporary Japanese novels, we see thbauBi
changes the original text often and dramatically through the vétofg. First of
all, Birnbaum removes all pictorial icons in the shape of a handhbatriginal
text has in many places between paragraphs, which would work ige afs
intermission. Instead, the translation uses a blank line in the wasné has for
the real blank space of a line in the original. In short, the ttamslases a blank
space between paragraphs for both the icon in the shape of a hand blashkhe
space in the original—nothing differentiates the two types of pause English
translation. Second, the translation has an icon in the shape obatsia head of
each section, which the original text does not have. Third, the tiiansédters
section numbering. The original renumbers the sections from 1 evezytlie
chapter renews, while the translation numbers the sections from 43t
throughout the whole book no matter when the chapter renews. Lasho#te
remarkable change in the translation is the deletion of dzdpscially the years.
The original text has many descriptions of years in the stodythe titles of some
chapters and sections, while the translation includes no mahlegrtell when this
story takes place, excepting a few descriptions of histori@ite and names of
famous people. Birnbaum clearly changes the original textyfregher than
necessarily.

The second example is the first passagé&he Wind-up Bird Chronicle

14 «Mijikai shi” in the seventh sentence literally means “a shoem” or “short poems.”
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[Nejimaki-dori kuronikurlitranslated by Jay Rubin. Again, | present the Japanese

original in the Roman alphabet and the English translation:

Daidokoro de supagethi wo yudeteiru toki ni, denwa ga
kakatte kita. Boku wa FM housou ni awasete rosshini no
“dorobou kasasagi” no jokyoku wo kuchibue de fuiteita. Sore
wa supagethi wo yuderu ni wa mazu uttetsuke no ongaku
datta.

Denwa no beru ga kikoeta toki, mushi shite shimaouka
tomo omotta. Supagethi wa yudeagaru sunzen dattashi,
kuraudhio abado wa ima masani rondon koukyougakudan wo
sono ongakuteki piiku ni mochiageyou to shiteita noda.
Shikashi soredemo yahari boku wa gasu no hi wo yowame,
ima ni itte juwaki wo totta. Aruiwa Atarashii shigoto no kuchi
no koto de chijin kara denwa ga kakatte kitanokamo shirenai
to omottakarada.

“Juppunkan, jikan wo hoshiino,” toutotsu ni onna ga itta.
(Nejimaki-dori7)

When the phone rang | was in the kitchen, boiling a potful of
spaghetti and whistling along with an FM broadcast of the
overture to Rossini’'The Thieving Magpiewhich has to be
the perfect music for cooking pasta.

| wanted to ignore the phone, not only because the
spaghetti was nearly done, but because Claudio Abbado was
bringing the London Symphony to its musical climax. Finally,
though, | had to give in. It could have been somebody with
news of a job opening. | lowered the flame, went to the living
room, and picked up the receiver.

“Ten minutes, please,” said a woman on the other end.
(The Wind-Upb)

Rubin’s translation merges all three sentences in the firag@ph in Japanese
into one long sentence in the first paragraph in English, and thaidssecond
sentence in the second paragraph in Japanese into one long sentengksin E

(the first sentence in the second paragraph). Additionally, thdatiansdivides
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the third sentence in the second paragraph in Japanese into rti@ocss in
English (a part of the second sentence and the fourth sentence sedbnd
paragraph) and inserts the last sentence in the second paragragghamesé
before the last sentence in the second paragraph in English (thedahtence in
the second paragraph). In short, Rubin’s translation tends to change Misaka
brief and concise, as people call in Japanese, original wrifftegisto an English
translation with relatively long and complicated sentences inudiome
participles and relative pronouns. Other minor changes are that the toemnslas
out the word toutotsu nj” which means “suddenly,” in the sentence in the third
paragraph, and it adds the phrases “I had to give in” in the secoi@hce in the
second paragraph and “on the other end” in the sentence in the tlagtapdr,
neither of which the original text has. With regard to the whole book,nRubi
translation also edits the original to a great extent, consideshlolgening the
original text by cutting out many paragraphs and even chaptevasjthowever,
the publisher or editor’s intention to do so rather than Rubin’s, asRumnits
that he would not have cut or edited the original so much if the éditbnot told
him to do so.

The third example is the first passageKiafka on the ShorfUmibe no
kafukd translated by Philip Gabriel. As always, | present the Jagaorginal in

the Roman alphabet and the English translation:

“Sorede, okane no koto wa nantoka nattan dane?” to
karasu to yobareru syounen wa iu. lkubun nossori to shita,
itsumo no syaberikata da. Fukai nemuri kara mezameta
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bakari de, kuchi no kinniku ga omokute mada umaku

ugokanai toki no youna. Demo sore wa soburi mitai na mono
de, jissai niwa sumi kara sumi made mezamete iru. Itsumo to
onaji you ni.

Boku wa unazuku.

“Dorekurai?”

Mou ichido atama no naka de suuji wo kakunin shitekara,
boku wa kotaeru. “Genkin ga 40 man hodo. Sonohoka ni
kaado de daseru ginkouyokin mo sukoshi. Mochiron juubun
towa ienai kedo, toriaezu wa nantoka narunja naikana”

“Maa waruku nai” to karasu to yobareru shounen wa iu.
“Toriaezu wane” (Umibe 3)

“So you're all set for money, then?” the boy named Crow asks
in his typical sluggish voice. The kind of voice like when
you're just woken up and your mouth still feels heavy and
dull. But he’s just pretending. He’s totally awake. As always.

| nod.

“How much?”

| review the numbers in my head. “Close to thirty-five
hundred in cash, plus some money | can get from an ATM. |
know it's not a lot, but it should be enough. For the time
being.”

“Not bad,” the boy named Crow sayd-cf the time
being” (Kafka3)

Gabriel’s translation is comparatively faithful to the origitealt, except merging
or dividing some sentences in the Japanese original (the firsthandetond
sentences in the first paragraph in Japanese into the firshserite the first
paragraph in English; the fourth sentence in the first paragrappandse into
the third and the fourth sentences in the first paragraph in Entjiesspcond and
the third sentences in the fourth paragraph in Japanese into the setemtes in
the fourth paragraph in English; the fourth sentence in the fourth paragraph

Japanese into the third and the fourth sentences in the fourth gpdraigr
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English) and another minor change (the omission of the phrasku“wa
kotaery” which means “I answer,” in the last paragraph). Compared with
Birnbaum and Rubin’s translations, Gabriel’'s translation does natgehthe
length of each sentence dramatically and, therefore, maintaimbythm
equivalent to the style of the Japanese original.

Throughout the whole book, Shiohama points out that Gabriel’s translation
has many mistranslations. According to Shiohama, Gabriel’s ateorslof Kafka
on the Shoreontains fifty-three obvious mistranslations in a book 436 pages long
in English. Shiohama cites thirty-four mistranslationSauth of the Border, West
of the Sun a book 213 pages long; on the other hand, there are thirty-one
mistranslations in Rubin’s translation Biie Wind-Up Bird Chroniclea book 611
pages long, and Rubin has five mistranslationéfier the Quakea book 181
pages long. Although we cannot directly compare the numbers oanskttions
in these books because each book has a different style and includesndif
numbers of words per page, it is clear that Gabriel's traoslétas many more
mistranslations than Rubin’s, and is in part why Rubin’s traoslateceives
praise from both American and Japanese reviewers and criticgash@abriel’'s
does not. It is interesting that Birnbaum still has many farsgpe@ally among
native English readers—even though his translation also has wotangus
mistranslations®

Birnbaum translates “The Windup Bird and Tuesday’s Women,” one of the

!5 Birnbaum’s translation has twenty mistranslatiom$ard-Boiled Wonderland and the End of
the World which is a book 400 pages long, and seventy-sstramslations ifNorwegian Wood
which consists of two volumes totally 530 pageglercept endnotes (Shiohama).
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short stories written by Haruki Murakami, which is almost thenes as the
introductory part offhe Wind-Up Bird Chronicldranslated by Rubin. Comparing
those two texts makes it very clear how differently those tewastators work on
Murakami’s story. For the passage Rubin translatesThe Wind-Up Bird
Chronicle that | have already picked up for the second example, Birnbaum

translates as follows:

I'm in the kitchen cooking spaghetti when the woman
calls. Another moment and the spaghetti will be done, and
there | am whistling the Overture to Rossini’s “La Gazza
Ladra” along with Tokyo’s best FM station. Perfect spaghett
cooking music.

| hear the telephone ring, but I tell myself, Ignore it — let
the spaghetti finish cooking. It's almost done, and, besides,
Claudio Abbado and the London Symphony Orchestra are
coming to a crescendo. Still, on second thought, | figure |
might as well turn down the flame, and | head into the living
room, cooking chopsticks in hand, to pick up the receiver. It
might be my wife, or maybe a friend with word of a new job.

“l want ten minutes of your time,” comes some woman'’s
voice. (“The Windup” 44

'8 The Japanese original text:

Sono onna kara denwa ga kakatte kitatoki, daidokoiraatte
supagethi wo yudete ita. Supagethi wa yudeagareesude, boku wa FM
razio ni awasete rosshini no “dorobou kasasagi” joplayoku wo kuchibue
de fuiteita. Supagethi wo yudeageruniwa toriaeatekano ongaku datta.

Denwa no beru ga kikoetatoki, boku wa yohodo somwkusatsu
shite sonomama spaghetti wo yudetsuzukeyouka ttaorBopagethi wa
mou hotondo yudeagatte itashi, kuraudhio abado wandon
koukyougakudan wo sono ongakuteki piiku ni moclyiagt shiteita
noda. Shikashi soredemo yahari boku wa gasu namhiowame, saibashi
wo migite ni mottamama ima ni itte juwaki wo tottgarashii shigoto no
koto de yuujin kara denwa ga kakatte kurukamo airdoto wo futo
omoidashita karada.

“Juppunkan jikan wo hoshiino” to toutotsu ni onnga itta.
(“Nejimakidori *)
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They obviously have different styles in translating. First df Birnbaum
translates the first paragraph into a paragraph with three sesiténeesame as
the Japanese original text. Rubin translates the three seniehcesne long
sentence, as we have already seen. As a result, Birnbaamsdation sounds
concise and light, equivalent to the original text. Second, Birnbawamslation
uses ltalian words for the title of Rossini’s song and a musecal: “La Gazza
Ladra” and “crescendo,” while Rubin translates those words inttisBngThe
Thieving Magpie” and “musical climax.” Even though the Japanesedted not
use the ltalian words, changing the words into Italian succeed®saking
Birnbaum’s text sound snobbish, also characteristic of Murakamitggvistyle,
in which he uses foreign Western cultural words. Third, Birnbaamskates the
Japanese original sentence,..,” boku wa yohodo sorewo mokusatsu site
sonomama supagethi wo yudetsudukeyouka to ofhettach can be literally
translated as “l wanted to ignore the phone, keeping cooking theetpAgnto
the one, “... , but | tell myself, Ignore it — let the spaghitish cooking.” By
modifying the original sentence into one that expresses the pratdgaonner
voice, Birnbaum produces a more lively writing style than RubiRsurth,
Birnbaum changes the past tense of all the Japanese orignehses into the
present tense, contributing to a lively atmosphere in his traosladind fifth,
throughout the entire book and other books translated by him, Birnbaum'’s
translation has many sentences constructed without verbs, suchemdsctP
spaghetti-cooking music” in the example, which give the readestrong

impression of Birnbaum'’s “light” and “pop” writing style.
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Coincidentally, Birnbaum and Rubin translate the same work of Moniaka
Norwegian WoodNoruwei no moi, and we can see their different styles of
translating by comparing their translations of this book. As @k@sn | present
first passage of the Japanese original in the Roman alphabeha@inis

translation of the same passage, and Rubin’s translation:

Boku wa sanjuunanasai de, sonotoki boingu 747 no
shiito ni suwatte ita. Sono kyodai na hikouki wa buatsui
amagumo wo kugurinukete koukashi, hanburugu kuukou ni
chakuriku shiyou to shiteiru tokoro datta. Juuichi gatsu no
hiyayakana ame ga daichi wo kuraku some, amagappa wo
kita seibikou tachiya, nopperi to shita kuukou biru no ue ni
tatta hata ya, BMW no koukokuban ya sonna nanimokamo wo
furandoru ha no inutsuna e no haikei no youni misete ita.
Yareyare, mata doitsu ka, to boku wa omotta.

Hikouki ga chakuchi wo kanryou suruto kinen no sain ga
kie, tenjou no supiikaa kara chiisana oto de BGM ga
nagarehajimeta. Sore wa dokokano okesutora ga amaku
ensou suru biitoruzu no “noruwei no mori” datta. Soshite
sono merodhi wa itsumonoyouni boku wo konran saseta. lya,
itsumotoha kurabemononi naranaikurai hageshiku boku wo
konran sase yuriugokashit@Noruwei5)

Here | am, thirty-seven years old, seated in a Boeing 747.
The giant plane is diving into a thick cover of clouds, about to
land at Hamburg Airport. A chill November rain darkens the
land, turning the scene into a gloomy Flemish painting. The
airport workers in their rain gear, the flags atop the émsel
airport buildings, the BMW billboards, everything. Just great,
I’'m thinking, Germany again.

The plane completes its landing procedures, the NO
SMOKING sign goes off, and soft background music issues
from the ceiling speakers. Some orchestra’s muzak rendition
of the Beatles’ “Norwegian Wood.” And sure enough, the
melody gets to me, same as always. No, this time it's worse
than ever before. | get it real bad. | swear my head is going to
burst. Norwegian Wood 7)
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| was thirty-seven then, strapped in my seat as the huge
747 plunged through dense cloud cover on approach to
Hamburg airport. Cold November rains drenched the earth
and lent everything the gloomy air of a Flemish landscape: the
ground crew in rain gear a flag atop a squat airport building, a
BMW billboard. So — Germany again.

Once the plane was on the ground, soft music began to
flow from the ceiling speakers: a sweet orchestral cover
version of the Beatles’ “Norwegian Wood”. The melody never
failed to send a shudder through me, but this time it hit me
harder than everNprwegian Woo)

The original Japanese text has four sentences in both the riglstsecond
paragraphs. Birnbaum’s translation has five and six sentences foe thos
paragraphs, while Rubin’s has three and two sentences. Again, in this example, we
can see the translators’ tendencies to shorten sentencesy titm into more
sentences, or to lengthen them, combining them into one sentencevbfoligke

in the previous example, Birnbaum changes the past tense inghmalotéxt into

the present tense. Besides, Birnbaum’s translation has many cdligsjasuch

as “Here | am,” “Just great,” “sure enough,” and “No, ...,” ethproduce the

light and pop atmosphere in his translation.

An additional explanation for Birnbaum’s style is the fact thaifien
edits out metaphorical expressions. According to Shiohama, Birnbauns omit
seventy-four metaphorical expressions#ierd-Boiled Wonderland and the End of
the World In Murakami’s first book published in the US,Wild Sheep Chase

Birnbaum omits many metaphorical expressions, fo@Giving examples of

" For example, theron no shiwa mitaihiMurakami, Hitsuji 12), which can be literally translated
as “like lines on a melon;"Mmeiro no youna[like a maze] (MurakamitHitsuji 26); “Dokoka tooku
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translations of modern Japanese literature, Maki Ohsima claimat the
translation of a metaphorical expression can be easily achidvedthe structure
of the sentence is regular, the choice of words is natural, andetiaphmor is well
prepared with explanatory supplements or subsequent paraphrasireyehoiy
can be problematic when the expression includes abstract words wotte
modified by the metaphor is abstract. According to Ohsima, KoboaAbeyukio
Mishima’s logical metaphorical expressions are more conteeteanslate than
Yasunari Kawabata’s abstract and vague expressions. This cowldebef the
reasons why Kawabata is often regarded as representatiypiadl t‘subtle” or
“exotic” Japanese literature. Generally speaking, metaphsonsething readers
must take time to read and understand, and the more metaphoricasexsea
book has, the more difficult to understand or vague it becomes. bnse,s
metaphorical expressions could have caused American readestito aertain
exotic images of modern Japanese literature. Therefore, Bmi®@missions in
Murakami’s novels, whether intentional or not, even though many metapteors
not as abstract or difficult to translate as Kawabata’s, coal@ contributed to
creating new images of Japanese literature in the US.

As shown in the previous section, American reviewers atidscreacted
to Murakami’s books since his first book was published in the US iA.12®m
1989 through 1994 when his debut novel and some other stories were published in

the US, they regarded Murakami as a “rebel,” as “Westernizedds a “new

kara wazawaza hakobaretekita koe mitai daftawas like a voice transferred from somewhere
far] (Murakami,Hitsuji 27); “marude rasshu awaa wo gyakuhoukou ni iku mitafiaa if | were
walking against the flow of people at rush hout; e
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Japanese” writer. Around 1997, whe&he Wind-Up Bird Chroniclevas published

in the US, they started adding images of him as a “postmoddrisfofical,” or
“political” writer. Around 2001 and 2002, they were eager to read his ba®ks
“universal,” sharing the same feelings because of threetrcgthe historical
events: the 911 terrorist attacks, the Kobe earthquake, and the Amomsie.
Finally, whenKafka on the Shoravas published in 2005, they defined it as
“Magic Realism,” “Japanese” and a “puzzle.” Interestingly,four novels® and

two stories® published in the first phase are translated by Alfred Birnbaum
(except several stories ithe Elephant Vanisheasanslated by Jay Rubin), while
all three novef® published in the second phase are translated by Jay Rubin and
Philip Gabriel.

It can be reasonably considered that Birnbaum’s light and pomagyriti
style of translation played a great role in American revisvaed critics’ creating
some images of Murakami as a “rebel,” “Westernized’raw Japanese” writer,
and Rubin’s faithful, formal and somewhat rigid translation made tioeos on
“historical” or “political” aspects of Murakami’s works. Whiteis difficult to see
the direct effect of translation on the image of Murakamha third and fourth
phases, there is no doubt that Birnbaum’s and Rubin’s translations hadta g
impact on the way American readers read Murakami’s novels irirgteand

second phases. Lastly, | would like to add that the fact thatebalranslation,

18 A Wild Sheep Chasg989), Hard-Boiled Wonderland and the End of the Wo{l®91), The
Elephant Vanishe@ 993),Dance Dance Dancgl994).

¥ Monkey Brain Sushi1991),New Japanese Voi¢g991).

% The Wind-Up Bird Chroniclé1997) tr. Jay RubirSouth of the Border, West of the $1899) tr.
Philip Gabriel,Norwegian Woo@2000) tr. Jay Rubin.
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including too many mistranslations, was allowed to be published ib$heould
have something to do with unequal cultural, economical and political
relationships between the US and Japan. As Edwin McClellan pointbaht
quality and quantity of Japanese Studies in the US has not yet deadbeel

comparative to many fields of European Studies in the US.

Globalization in the case of Murakami

In terms of globalization as the process of cultural exchangesbetihe
US and Japan, we can see several important moments in transiaiihg
publishing Murakami’s works in the US. First, as often mentioned, Muriakam
works can be viewed as a good example of American or Europeamatult
imperialism in Japan after World War 1l, because his novels hod stories,
especially early ones, include many Western cultural iconsaracters’ everyday
lives, and it is clear that his writing style is built undee influence of some
contemporary American writers. Birnbaum’s translation of Muralsamarly
works emphasized those characteristics of Murakami as an éanmed
Japanese writer through his own offbeat methods of translating, swrhitiing
metaphors, simplifying and shortening each sentence, and using colloquial
expressions rather than literary ones. It cannot be hard fori¢éanereaders of
Murakami’s novels to learn how contemporary Japan has been dominated by

Western culture. As Stacey Olster points @t could be one of Murakami's

ZL“Murakami, who inherits the history of one of thev nations alleged to have an ethnically
homogeneous culture, depicts popular culture—ebenpiopular culture of the one occupying
force that ever inhabited Japan—as liberating aimfrthe kind of militarism that Nihonjinron
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strategies to borrow Western cultural icons and writing styles than necessary
in order to depart from traditional Japanese culture. Second, Muirakaorks
can be a universal tool with which American and Japanese reasheshare the
same feelings, ironically, through similar experiences watiastrophic historical
events. Third, if it is true that American readers enjoybaeks together with
other Japanese pop cultures as if they were playing computer RPG with Sony Play
Station or Nintendo Wii, his works can be regarded as an examplpahese
commercial capitalistic culture’s strike back at the US. In lsogsach adHard-
Boiled Wonderland and the End of the Waalit Kafka on the Shorehe reader
can be a player searching for a missing link between pavaiiédls, working on
hidden meanings of mysterious motives, characters, and metaphons,renels
such adnild Sheep ChasandWind-Up Bird Chroniclein which the protagonists
try to find a missing someone or something, the readers can @egighering
complex riddles and puzzles dispersed in a story line copyingi@tynedieval
chivalrous romance of the quest for the Holy Grail. Fourth, asc<rand
reviewers focused on “Magic Realism” and “Japanesenes&ifia on the Shore
his works can be read to recognize afresh differences betdeerican and
Japanese literature and culture. This so-to-speak conservatilreg.efinding and
specifying particular and exotic characteristics of Japah&sature that differ
from Western literature, could be a reaction against libeadimgs that try to find
universal features in Murakami’s work.

There has always been movement between open and fixed perspectives

consensus actively promoted.” (Olster 15)
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Murakami’s texts. In general, alternative perspectives thnagrcome old,
stereotypical ones eventually become simplified, biased, or famtthis applies

in Murakami’s case. It is true that translations of Murakamogels have opened

up new American perspectives toward Japanese culture and lgerahich are
different from previous perspectives introduced into the US beforeKdloma It

is, however, doubtful if Murakami’s texts have completely succeedaderping
away all stereotypical images of Japanese culture and Uiterdtrom another
angle, translations of Murakami’s works might have simply producede mor
stereotypical images of Japanese culture and literature orroedfexisting ones,
such as the images of extremely Westernized and postmodernodapantic and
Shintoistic Japan. Especially regarding gender issues, Murakaexts have
given American readers few cues with which to think aboutdpeesentations of
Japanese women. No studies have been done on feminist issues pddicular
contemporary Japan in Murakami’s novels, probably because it igchéindl an
authentic female voice in his female characters, who are oftpictdd as
stereotypical figures, and Murakami himself is a maleenritherefore, in order

to learn how American people have established alternative imagéspahese
culture and literature, including female culture, it is necgsaarxamine how
they have translated and read the books by another Japanese Bemtana
Yoshimoto, who is female and whose works have been translated and read both

the East and West as often as Murakami’s.
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Chapter 2

Banana Yoshimoto’sKitchen (1993): Contemporary Japanese Female Voice

In the first chapter, | examined how Haruki Murakami’s works Hzeen
translated and read in English and how American readers haawaéd images of
Japanese literature and culture. As | pointed out, Americans have hadsva
stereotyped, especially Orientalistic conceptions of Japanesesramgekulture. |
did not mention gender issues in Murakami’s translated works bettussl no
articles or reviews about the representations of Japanese wonme movels,
even though his representations of Japanese female charact@meldesnatic
because his female characters are often stereotypical ianuaitd to regard them
as realistic depictions of Japanese female voices. The re@teseniof Japanese
women in Murakami’s novels could not be good samples for Americalenea
when trying to hear the real voice of Japanese women today in any way.

Yoshi Kuzume summarizes changes in Americans’ stereotypiegesof
Japanese women, classifying the development into four stagé®e first stage
from the 1860s to the 1900s, American and English Victorian maletedrdee
image of the Japanese woman as the “geisha girl,” an exotiolgect. In
reaction, Lafcadio Hearn, as well as Japanese people of thedfieesd the
image of the “devoted woman” who would sacrifice everything ferhusband

and family. These two stereotypes have been very influential esdstdl
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powerful even in the present day. In the second stage, from the 1910s to 1945,
Christian missionaries recreated the image of Japanese woroetmiserable
creatures who needed to be saved” and were oppressed andksdandHe male-
oriented, feudalistic society of Japan. The third stage, from 1948etd360s,
was a “transitional period” in which Japanese women were seerpasssing
their joy over newly found freedoms in the post-war era, and iarescholars
tried to reinterpret the status of Japanese women in historypasiave way. In
the fourth stage, from the 1970s to the 1980s, “negative” images of Sapane
women were recreated into “positive” images of “strong” and “mbthezomen.
During this last period, under the influence of American womenhislies,
American scholars stopped regarding Japanese women as victintssenssed
how Japanese women, both famous and nameless, have played important roles
Japanese history, politics and family, though they tended to overenmghasiz
positive aspects and miss negative aspects of Japanese wdwesn'Kuzume
concludes that the changes in American people’s attitudes towardrgesdes,
rather than actual changes within Japanese women’s statasietyshave been
reflected in the images of Japanese women in the United Statethese images
have in turn influenced the Japanese people’s own images of Japanese women.
In the 1990s, some American scholars started to rethink images of
Japanese women. Following the work of Gail Lee BernsteResreating
Japanese Women, 1600-19@®91), in her boolRe-Imaging Japanese Women
Ann E. Imamura discusses choices available to contemporary Japemesa,

which radically increased after World War 1, but the choictl ®mained
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largely supportive, domestic, or marginal. In the introduction to the book,
Imamura summarizes how images of Japanese women have expandednn J
since World War 1l. According to her, in the late 1950s and early 1868daried
husband and a full-time housewife and two children comprised the alady,f

and the wife, called an “education mother,” focused on her children’sigaluc

In the 1970s, images of successful women multiplied, and womenipaieid in

many kinds of social activities, such as education, work, communityitiest,

hobby circles, part-time work, and family leisure. The termw‘'namily”
appeared, and unlike the old-generation husband, the “new” husband spent
increased leisure time with his family, though in actuafitgst of the “new
families” looked the same as the old families within five ot gears after
marriage. In the 1980s, especially after the Equal Employment Q@ppgriaw

was passed in 1986, various images of Japanese women involved in woids, polit
consumption, and international activities prevailed in the nfédiaen when the
domestic economy dipped in the 1990s and employers cut back on recruitment of
all new graduates, especially female, and when women’st diget anarriage rose

and the birthrate fell, the media multiplied images of Japaneseew, offering
depictions of various life styles for every age and economic graupydmen

married and unmarried. The state also propagated three contradictyss of

% 1n her book,Women on the VergeKaren Kelsky illustrates how Japanese women used
internationalism to escape from the traditionaldfistic male-oriented Japan in the 1980s and
1990s. Especially in the late 1980s, with the ghoaftthe Japanese bubble economy, the number
of Japanese women studying a foreign languageglinay studying, working abroad, working at a
foreign firm, or engaging with a foreigner incredisg®/omen explored alternative life courses in
order to avoid oppressive gender roles and genderimhination in Japan. In this context,
“foreign” mostly meant “Western.”
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women: “fulfilled mothers,” “caregivers for the aged” and “capalbrkers.” In
Chapter 11 oRe-Imaging Japanese Womé&iobuko Awaya and David P. Phillips
say that both Japanese nonfiction and fiction from the 1980s and 1990s¢cin w
female protagonists were often getting a divorce, making siaghyf homes, or
pursuing careers, reflected the changes in Japanese women’s ofailbesime.
According to the authors, many Japanese women were frusivatetheir roles

in the workplace and the home, and they started to think that neawegynot the
only option. They wanted to keep their jobs, even though a large number of
women were still leaving work for marriage or child bearing. Aavagd Phillips
point out that popular literature, such as that by Banana Yoshimotankio
Hayashi, was a convincing form of media that caught femakrede and
frustrations often hidden from mass media.

In this chapter, | will describe how American readers consdueind
renewed images of contemporary Japanese women by reading vikls 0d
Banana Yoshimoto, which appeared in the mainstream of Japanedargeas an
alternative voice of contemporary Japanese women and the reptiesenfa
Japanesehojoculture at the end of the 1988sand have been translated and
published throughout the world as often as Murakami’s novels have. Through
analyses of various discourses, such as literary reviews, nacadéicles and

translations of Yoshimoto’s works, | would like to show how many Araeric

#«Shojd literally means “girl” in Japanese, andHojoculture” is pop-culture mainly consumed
by young, Japanese women in their teens and eaelyties. John Whittier points out theltojo
culture is a symbol of contemporary Japanese coasgapitalism, and Yoshimoto’s works are
one of the typical representationssbibjo-culture.
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literary reviews have missed gender issues in Yoshimoto’s noeelsube the
female characters in her novels do not match any stereotyp@gé of Japanese
women which they have had nor challenge the stereotypical intagedear way.
| would also like to show how American academic articles have faileddb tee
characteristics of Yoshimoto’s specific writing style, twitvhich she has
challenged a patriarchal Japanese society, and thus, discussHteamyic issues
in her novels, which are actually not so important for her innovative inole
Japanese literature.

In her article about the formation of Japanese women’'s langimge
modernization, Miyako Inoue argues that Japanese women’s language w
suddenly and deliberately created in the early twentieth ceandyiterary texts
formed and disseminated the women’s language and how women should speak
based on the doctrine of “good wife and wise mother.” Following Inoue’s
argument, Isaac Gagné summarizes how Japanese women’s lahgsageen
changed in the twentieth century and says that Japanese youthalBsyeang
women, have “a long history of engagement with language in namstream
forms that express resistance to certain cultural norms” (186h though Gagné
does not mention Banana Yoshimoto in his article, her writing stneatso be
regarded as one of the forms of Japanese women’s language furtion as
resistance against traditional male-dominated mainstream Japanokare. |
would like to explore how English translations of Yoshimoto’s novel lailed
to transfer many rhetorical effects in her novels, and thus, sucmportant

function of her writing style due not only to the difference of tregliages but
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also to the untranslatability of her distinct style influenceghmjoculture.

Literary reviews

Before Yoshimoto’s first noveKitchen (originally published in 1988 in
Japan), was translated and published in 1993 in the United Stategpla of
literary reviews had introduced her as a popular, young, female, quorzm
Japanese writer who, like Haruki Murakami, had sold millions of copfidser
novels in Japafi* Probably because Murakami’s novels had already caught many
American critics’ attention, Yoshimoto'’Kitchen was also reviewed in many
literary reviews in the United States. Like the early negief Murakami’s works,
many of the reviewers began by comparing or contrastingiMago’s novel with
contemporary American novels, such as those of the “literarypbckis.” For
example, comparing Yoshimoto’s writing style with some Amerigaiters, such
as Jane Smiley and Anne Tyler, Michiko Kakutani said Kitthen might be
easily mistaken for an American story except for theadtars’ names and the
mention of specific Japanese foods (C15). Some other reviewersapared
Yoshimoto not with any other Japanese writer but with Americatensrwhich
was “literary brat pack,” and said that Yoshimoto’'s “humorous™adorably
nerdy” style was quite different from those “banal” or “jadédherican writers
(Howard 6D; Garrison 110).

While many reviewers stressed how similar Murakami’s wavkse to

24 See Mitgang (“Letter”), Tanabe.
%« jterary brat pack” refers to the three Americauthors, Bret Easton Ellis, Tama Janowitz and
Jay Mclnerney, who emerged in the 1980s influermeRaymond Carver and Ann Beattie.
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contemporary American novels and how different they were fromtitvadi
Japanese literature of previous generations, many reviews ofmasts novel
focused on stereotypical characteristics of traditional Japaliesature and
culture. Patricia Smith—in order to find out why Yoshimot&#chen was so
popular in Japan, selling more than a million copies—used stereottgrice or
phrases such as “polite in the Japanese manner,” “Japanesg Banaibilities,”
and “the author’s delicate strokes,” which were often used by Aaregritics to
describe Japanese literature and culture. Other reviewers atsdioned
characteristics of traditional Japanese literature and cuitutbe novel. For
example, Scott Shibuya Brown used a classical Japanese plmas® ‘ho
aware” which means pathos or sensitiveness to beauty feeling the fhiytabi
everything in the world and missing something lost, to explaintivisynovel had
such a great popularity in Japan (X8). Deborah Garrison saicshieasaw the
spirit of Zen in the heroine’s spiritual feeling in a sceneénendtory (110). Mono
no awaré and “Zen” are typical signs of classical Japanese titezaand culture,
which are easy to use when describing any Japanese workaidagre therefore
banal.

At the same time, critics often recognizédtchen as an accurate

representation of contemporary Japanese culture, and they recotpeifechale

protagonist in the novel, Mikage, as an authentic representation of a contgmporar

Japanese woman. Elizabeth Hanson said that the heroine of the rasvel w

typical representation of young Japanese women, who were edttackitchens

and cooking as signs of comfort and womanliness and tried to live indedgndent
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at the same time (BR18). Some other reviewers also saw Beahanoto as
the representation of 20-something young Japanese women (BrowraX&oG
109). It seems that American reviewers were trying to cat@ges of both
traditional and contemporary Japanese culture and the image afriteanporary
Japanese woman reflecteditchen?® WhenKitchen Yoshimoto’s debut novel,
was first published in Japan, many Japanese critics, espeaihy males, paid
attention to her unique writing style that had been largely infleenby
contemporary Japanese comics and light novels for young women, andfmany
the critics praised the novel as something new in Japanesguie. On the other
hand, American reviewers were not interested in that issue, tisough pointed
out the “simple” and “light” writing styl&/ and this is probably due to differences
in literary history and the untranslatability of her style, akhi will discuss later
in the section on translation.

While Yoshimoto’s first novelKitchen was generally warmly welcomed
in the United States, her next three novdls. (1994; originally published in
1990 in Japan).izard (1995; originally published in 1993 in Japan), @&wdrita

% This is obvious because some reviewers went sadato mention the picture of an Asian

woman on the cover of the book: “There’s a photpgran the mint-and-dark-peach jacket of a
bright-eyed Japanese girl in a white eyelet drhes,hair stylishly longer on one side than the
other — someone it might be fun to know. She’sBertana, but the packaging doesn't entirely lie”
(Garrison 109); “The face of Tokyo native BananasMmoto graces the book’s front cover.

Throughout the book, | found myself returning agand again to that cover to stare at the wistful
features, the self-conscious gaze, the tentatigups’ (Smith 57). As Garrison points out, this
woman on the cover is not Banana Yoshimoto butreomgmous model. In any case, do they not
sound as if they were valuing the Asian girl witbadonialistic or male chauvinistic gaze?

27 «yoshimoto’s language, as translated by Megan Bagls simple and spare, minimally fleshing
out each scene” (Howard 6D). “The dialogue of hbkaracters, while possibly distorted by

translation, is too often banal, hinting at nothing the obvious, in the manner of bad television”
(Brown X8). “Yoshimoto’s writing isn't itself verycomplex; it skips lightly over the surface of

even Mikage'’s darkest hours” (Garrison 109).
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(1997; originally published in 1994 in Japan), were often criticizedgrican
reviewers, and it was in particular her writing style tas especially criticized,
even though her seemingly simple style was a specific stylgitirfig popular in
Japan in certain types of works. For example, in the reviewN.Bf some
reviewers said that Yoshimoto’s writing style was quite boand they pointed
out that Yoshimoto’s prose was “banal,” “mediocre,” and “clichéipugh it is
interesting that they never imagined that it might have reséiben Ann Sherif’s
translation. Rather, they blamed the original author for the thanding style
(Galef BR23; Cryer 48; Herter “Banana” 6D)izard and Amrita were also
criticized by some reviewers. In his reviewlatard, Mark Bautz, who wrote that
Yoshimoto’s book was not “charming or insightful” but just an “exerdis
writing,” and the title story was “dead on arrival” (B6). In Inéview of Amrita,
Yoji Yamaguchi pointed out that Yoshimoto’s “impressionistic narrasityde,”
which had been very effective for the previous novels, did not workfarethis
longer novel and concluded that this was hardly her most appealing novel.
Deirdre R. Schwiesow also agreed that this was not Yoshismtiest book,
saying that unlike her earlier books it “doesn’t always hangthege(6D).
Schwiesow was clearly frustrated with incoherencies in the neueh as the
vague time sequence of the events, the characters who did not tikbabheir
ages, and the heroine’s unchanging personality.

As the lone exception to the critical trend regarding Yoshimoto’s writing i
N.P, Lizard and Amrita, Cathleen Schine read Yoshimoto’s writing from a

favorable perspective. Even though Schine claimed Yoshimoto's wiiitac
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many negative elements, using phrases such as “monotony,;” “tatatitude,”

“cliché,” “shopworn words,” and “shallow language” to describe Yosio's
writing, she also claimed that these words worked as devieceake readers feel
comfortable and connected to others and the world. And she said that Yoshimoto'’s
descriptions of Gen-X girls and boys were earnest, deep, and tedfféc
addition, unlike other reviewefsat that time, she found universal characteristics
rather than Orientalistic characteristicsLirard, saying that the all the stories in
this book were thematically and formally as alike as faatgd, and the heroes
and heroines were all rescued in the end. Schine concludddzheat was about

how to find one’s proper place and how to grow up and that Yoshimoto found a
way out for her characters and a way into the world, which uaigersal
characteristics found in any bildungsroman.

At this time period, Yoshimoto’s novels had become more famitar
American reviewers, and they often mentioned her thematracieaistics in the
reviews, such as her “wildly offbeat characters and a plot #i@rnates
fantastical moments with celebrations of worldly pleasuré&&imaguchi Al),
“psychic communication,” “the occult,” “lesbian attraction” anti¢'tanomie of
the twenty something mind” (Schwiesow 6D). Nicole Gaouettenelsied the

image of Banana Yoshimoto’s works in the US as of 1998, sayiag th

Yoshimoto’s works were “a perfect reflection of Japan — old and’wewch had

% Some reviewers still tried to find classical cliesistics of traditional Japanese literature in he
novel: “Ms. Yoshimoto updates what is actually aditional evocation of dware with a hip
sensibility” (Galef BR23); “Yoshimoto writes with @verence for the Japanese tradition that's
refreshing in a Generation X-age writer” (Vivine@b).
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“modern Japanese culture in their use of androgyny, fantasy warldgjsychic
phenomena, all major motifs in Japanese manga, or comic books” anoldea
Japanese aesthetic that helps explain the pensive quality of Ysmshinoto’s
characters,” calledmiono no awarkor “the pathos of things.” This typical image

of Yoshimoto’s novels as the mixture of old and new Japan—the mixture of
“mono no awareand Japanese comic books—was quite fixed at that time in the
US and has remained so ever afterward.

By the time Asleepwas translated and published in 2000 in the US
(originally published in 1989 in Japan), American reviewers finaligrted
reading Yoshimoto’s novel not just as a representation of old andayean, but
also as a universal novel familiar to American readers. Xample, Philip Herter
said that this novel evoked the “interior lives of contemporary Japares
showed us “something real and human about our times” (“Rev.” 4Bph&hie
Deutsch said that the book represented “a foreign culture” whiais“i@ore
familiar” with the young female characters studying “tlea tceremony and
ikebana” but also drinking “gin and tonic” going “to bed with inappropnaén”
and spending “long evenings in front of the television” (B6). As theeveis
mentioned, Yoshimoto’s novel was both “Japanese” and “about our times,”
“foreign” and “familiar,” to them. Probably because of the fact thaewe®rs now
could enter into the stories because they felt them to be uniesrgagh to be
even their own stories, to see their own life and experienclestesf in them,
they looked for a word to explain the novel's atmosphere withoyingelon

Orientalistic terms such as “subtle” and “delicate” thapidglly illustrate
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Japanese culture. For example, while other reviewers could havébddsitre
novel as “subtle,” using the conception of the traditional Japanese aestiatic “
no aware”?® Maggie Galehouse and Laura Miller explained the melancholic
feelings of the characters in the novel, which were partidglavoshimoto’s
works differently. Galehouse expressed the feelings as “thosdcahynd
emotional states that are more often than not aligned witiicsildBR14). Miller
said that Yoshimoto’s novel depicted “a state of broody, quasieexisk
melancholy that’s no less pleasurable for being a bit adoleandrdabout an inch
deep” (X15). Aside from whether their phrases are appropriate orinnot
explaining the unique feelings of Yoshimoto’s novels, it is cleat they at least
tried to avoid typical terms in their reviews.

Goodbye Tsugumiranslated and published in 2002 in the US (originally
published in 1989 in Japan), was again criticized and read as someghnjng
Japanese. John Freeman criticized this novel saying that thiskevas practice
compared toKitchen and it was understandable why this book had not been
published in the US until very much later. He said that this waterg of an “It
girl,” a fashionable and attractive woman, but the heroine’s usdgagiage was
so childish that she did not sound like she was in her twenties beit li&e a girl
of ten, though typical teenagers’ speech had effectively esgutesomplicated

feelings and emotions in Yoshimoto’s other works (“Writing”). Ondtteer hand,

Wingate Packard read this novel as a very Japanese one. Comfustingoto’s

% Deutsch used the word “subtle” in her reviewAsfeepas follows: “For the most part, though,
the stories capture something subtle and real abeutvay we process emotion and experience;
they portray magical moments when a characterles ablast, to move on” (B6).

79



Goodbye Tsugumiith Haruki Murakami'sAfter the QuakePackard said that
both Yoshimoto and Murakami wrote about “loss” in their novel, but Yoshimoto’s
novel was much more Japanese than Murakami’s because Yoshimoto'hadvel
“delicate sensitivity” and “perishability and impermanence” @&t of the
traditional Japanese aesthetic, which are common in thousand-y&depahese
literature, but, he said, the thousand year old aesthetic that cewtersuch
concepts as sentimental admiration of the beauty of cherry blossassot
effective for Western readers. Packard even said that suche3apaesthetics
were too intense and present in the novel, even though his readinteraée
Japaneseness in the novel may have arisen from his Orientalistic peespectiv
One of the reasons why many American reviewers have mentioned the
Japaneseness in Yoshimoto’s novels again and again is that Yoshinsetd tes
also sometimes admitted that her works were close to traditlapanese fables
and parables and that they had many elements of traditional Jaastsetics.
For example, in an interview, she talked about her own novels as foflavéoh
plays, ghosts appear. And sometimes a character’'s persataitges entirely.
Just by putting on a mask they suddenly become a demon. | think whigg Isv
very close to the tradition. ... These are modern version of Noh, | tifkihg
36). Besides, because Yoshimoto said that she wanted to encourageegulerg
with her novels to realize that “there is a place for everyorfeiman society,”
David Pilling, the writer of the review, described Banana Yoshimet Zapanese
Salinger—a representative or supportive writer for troubled andtisengoung

people lost in a severe, real world. In that sense, it is appehat Pilling,
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unlike other reviewers, chose universal words, such as “grievihgdlihg,” and
“hope,” to describe the attractive characteristics of Yoshimatogels. The
author herself wanted to use the classic terms such as “dglicaubtle,”
“perishable,” and “impermanent” to appeal to readers all ovemthréd. As a
matter of fact, according to Motoko Rich, American publishers picked up
Yoshimoto’s novels to translate and publish in the US not because her novels were
very Japanese, but because they were not very Japanese, and, thevefdre,
appeal to ordinary readers who were not necessarily irgdraat Japanese
literature and culture, in which manner, publishers gained adeagkership in the

Us.

By the timeHardboiled & Hard Luck(originally published in 1999 in
Japan) was translated and published in 2005 in the United Statdwethéypical
images of Banana Yoshimoto had clearly been established in theng8rst one
is a writer who concerns herself with serious themes suctoss” “death,”
“love,” and “female friendship” but uses a simple, light writinnges (“In Brief;”

Farr, Freeman “Morose;” Ervin). The second image is that wfitger always
dealing with spiritual and psychological issues, and the reviesvgaiained the

characteristics of Yoshimoto’s novels with the terms, suchtag “Freudian

fashion,” “a psychological catalyst,” “the naturalness of the mgberal” and
“the ghost story” (“In Brief;” Farr; Janairo; Herter “Haudt® The third image is
that of a writer very much influenced by both traditional Japaliesature and
culture and contemporary Japanese comics, mixing them in the nowster(H

“Haunted”).
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American reviewers, who first had the images of Banana Yoshimoto’s
works as the mixture of traditional and contemporary Japanesatdite and
culture and as a representation of contemporary Japanese womeiKiwchen
was published in the US, later tried to find words to describe thypierfeeling of
her work without relying on classical, stereotypical termsJeganese literature.
These reviewers became quite familiar with Yoshimoto’s thentesn her other
novels were translated and published one after another. Finally, bjbdegsber
work with universal characteristics such as “spiritual,” “supemad” and
“psychological,” the three images of Banana Yoshimoto have beemleted.
This is the overall flow of the reviews of Banana Yoshimotcha WS. Because
Yoshimoto’s novels do not have as many modern or postmodern devices as
Murakami’s novels have, the reviews tend not to delve too deeply.

In Japan, Yoshimoto’s novels were both criticized and praised by both
ordinary readers and critics, especially when her early novels published in
the late 1980s and the early 1998sind she has been nominated for many
literary awards, and her novels have sold millions of copies. In §jehbwever,
more reviewers have criticized her novels, especially hemgrgtyle, and, as we
have seen, fewer reviewers highly esteemed her works. The rehgdmverican
critics’ evaluation of Yoshimoto’s writing style is comparaldy, describing her

novels as “monotonous,” “banal,” “clichéd,” or “jejune,” could be partlyaose
it is difficult to appreciate her writing style without fdmarity with Japanese

comics for girls since her writing style is similar to thgical and poetic

30 see Saito.
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monologues found in these comics. Because those kinds of lyrical monologues are
always accompanied by beautiful graphic images of landscapds@cters in
Japanese comics, readers of those comics would imaginativablate such
images when reading Yoshimoto’s writing. They might also sawelar healing

or relaxing emotional responses as when they read the comicseddmn why
many older, male, Japanese critics welcomed Banana Yoshimoto thexegh
they may also not have been familiar with her writing style, cdd because
Yoshimoto’s conservative narratives appealed to their conservatism. Pefbaps, a
her writing style had unique characteristics that were shgckm refreshing for
them but impossible to translate into English, which | will disdassr in the
section on translation.

As we have seen, not many American reviews of Banana Yoshimage
mentioned gender issues in her novels. It is true that some revisasrthat
Yoshimoto’s heroines were representations of contemporary young Sapane
women, but they neither discuss how they are different from olderggons,
nor do they offer clear images of the female characters ihifvie$o’s novels.
This is probably because Yoshimoto’s characters neither overlaptypidal
images of Japanese women held by Americans, such as “geistia“‘devoted

women,” “miserable creatures,” and “strong and motherly women, doothe
characters challenge these stereotypical images of thexasdBesides, they
sound too childish to be called “women” by American readers. Tdvexah order
to examine whether Yoshimoto’s novels have offered alternativegges of

Japanese women, it is necessary to look closely at Americdenraiaarticles,
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which have discussed social and gender topics in her novels, such Ids “gir

“home,” “patriarchal society,” “kitchen,” and “homosexuality.”
Academic articles

In The Columbia Companion to Modern East Asian Literatedifted and
published in 2003, Banana Yoshimoto is introduced as an author dealing with
“subjects such as the non-nuclear family, sexual orientationstinsgirituality,
new religions, death, violence, the single person, and AIDS” makesgtserious
themes “palatable to readers” with “comforting and upbeat sgiswlations or
means of emotional healing” and a lyrical writing style “exceedieglyy to read”
whose roots are found ishojo culture, particularly in comic books aimed at
young female readers (Mostow 257). It is clear that the thmesmges of
Yoshimoto’s work often seen in American reviews are alreadydfin academia
as well. First, scholars point out that Yoshimoto usually dedls serious themes
such as “loss,” “death,” and “loneliness” with a simple and light houor
example, Ann Sheriff says, “She handles serious subjects with a remarkably
light hand or even, as many critics have noted, a studied nonchal2iég’ gnd
“Yoshimoto’s narrators characteristically treat the occumertbat surround them
— incest, suicide, drugs, murder, transsexuality, lethal violencethk wtier
nonchalance” (293f? Second, Sherif also pays attention to the universal

“spiritual,” “psychological,” and “healing” characteristics of Yisoto’s novels,

31 Ann Sherif is a translator of Yoshimoto’s noveNsP. andLizard.
32 See also Treat (379), Buruma (33).
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saying that Yoshimoto’s novels could appeal to readers of manyesilbecause
she does not especially shows imagery “as evocative of tradiégaat/non-
Western Japan or the Anglo-European world” but suggests imafjésgintual,
mythical, and psychological categories of transcendence, enlightenamnel the
unconscious,” which makes her novels “marketable in so many counwigsdar
the world” (298, 299). Third, of course, scholars discuss the influentetbf
traditional and contemporary Japanese literature and cultm@)d’ no awark
and Japanese comics, saying that the representations of speelitgs of
“sadness” and “nostalgia” in Yoshimoto’s novels are very much infegroy
both contemporary girl's comics and classical Japanese aestliEteat 353;
Buruma 31, 33, 34).

Unlike literary reviews, which seldom mention gender issuesjyma
academic articles discuss an important question, whether tigesnod women in
Yoshimoto’s novels are alternative or, whether they succeed inwirene
stereotypical images of Japanese women, such as “geishd @ikvoted
women,” “miserable creatures,” and “strong and motherly women.’r Hnswers
to this question are “Yes” and “No.” For example, John WhittieaTisays that
“nostalgia” is a pivotal concept in all of Yoshimoto’s works and ttias
“nostalgia” is “a simulated nostalgia anticipated from a fupeespective”(380),
meaning that the female protagonist sees the present from a fpgtgpective,
and with that kind of “nostalgia” Yoshimoto thematically challengasiarchal
society. Treat picks up the female protagonigeoodbye Tsugunas an example

and says that she contests patriarchal authority by refusiggw up, behaving
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childishly and remaining ahojg who can be still free from any gender role as a
woman in the workplace or marriage. Treat claims thlabjo are now a
postmodern sign of Japanese consumer capitalism, and that theyttiteribgir
own gender, neither male nor female but rather something impgrtietiched
from the productive economy of heterosexual reproduction” (364), and tin tha
sense, Yoshimoto achieved an alternative point of view when narrating hes,stori
discarding a stereotypical conception of “family” and “oedip#thda” which is
“a shojo ‘subject position” with which Yoshimoto articulates a certaiagel for
contemporary consumer capitakstojoculture in Japanese society (360).

lan Buruma also says that Yoshimoto’'s female protagonist igiaat
representation of contemporary Japanese women who are stiitteglstin a
patriarchal society and want to be free from their oppres$araily,” saying,
“Since family duties are (or at any rate were) partidylanerous in Japan and
sex roles so rigidly defined, it is no wonder that young girlefean long to stop
time and to retreat into a fantasy world of purity, androgynypaaepubescence”
(34-35).%° Like Treat, Buruma regards Yoshimoto's particular concept of
“nostalgia” as an effective means of escaping her “famiipivever, the concept
of “nostalgia” for the days of the good old girls’ as a wayreging the heroine
from strict gender roles in a patriarchal society, which Taeat Buruma offer,
does not challenge as much as retreat, and, therefore, it isogabkt to call it
“alternative.”

There are more positive articles about the alternative imafgéapanese

3 0n Japan'’s cute culture see, for example, Kinsllder (“You”).

86



women represented in Yoshimoto’s novels. For example, Ann Sheriftetysne
reason why Banana Yoshimoto’s works have achieved popularity ousgide i
that her novels offer alternative images of women in a utogtamjp fetishistic
world with a background of the postmodern global economy, which doesvet ha
dark images of the memory of World War Il. Furthermore, Sisayt, the novels
deliberately lack typically feudalistic, male characters, @ercthents of patriarchal,
sexist society, but instead offer a site free from male ddimmaf financial and
political power with very sensitive males, transvestites, arsbidas as a
postmodern and post industrial society. Moreover, like Treat, Sherieprai
Yoshimoto for bringingshojo culture, which was “the separate/marginalized
realm,” to the center of “orthodox heterosexual journalism andcarit
establishment” (283). In this sense, Treat and Sherif have the same favorable point
of view on Yoshimoto’s contribution to the renewal of the image of nkgea
women as important components of society, as both consumers and parfucer
shojoculture.

In his article examining the translation of Banana Yoshimdtitshen
Jaime Harker also says that Yoshimotitchentransforms stereotypical images
of “homosexuality,” “transsexuality,” and “passive, speechlesxuaized
‘oriental’ woman” (41). This argument of Harker’s, though, is simpié averly
optimistic because the transsexual characteKitchen is represented in a
stereotypical way. Eriko, who is a male-to-female transslexather of the
heroine’s male friend irKitchen always makes up, dresses up, behaves, and

speaks exactly as transsexual or homosexual queers in drag appeaious
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kinds of media, such as TV shows, never challenging stereotypettaions.
Besides, Eriko even tries to behave like a heterosexual father to her sorshefore
dies, though she fails to. It is hard to say that Yoshimoto istsenabout gender
issues only taking this example.

Among those who say that Yoshimoto’s novels show alternative srage
Japanese women, Nobuko Awaya and David P. Phillips most stronglythrestist
her female protagonists are alternative role models with whomemporary
young female readers sympathize and who they believe reptbséntoices.
According to them, the female protagonists in Yoshimoto’'s nokéthen and
Tsugumifascinate many young, Japanese, female readers becauseiheshare
marginal and can be “iconoclastic” or “antisocial” without feay. ading the
stories of the girls free from social constraints and expeotatwhich always
burden young Japanese women, Awaya and Phillips say, the readers ca
experience the thrilling life without endangering their real life. Aavagd Phillips
maintain that the attitude of Mikage, the heroineKitichen challenges the
present social norm because she never wants to get marrsateirof the fact
that romance and marriage are still important goals for mapgngése single
women. Through many difficulties in her life, Awaya and Phillgas, Mikage
finally becomes independent and, therefore, an alternative role nuodgduing
female readers, who often give themselves up to their fatesaambt help but
become passive in the male-dominated world. By living independentlyaaimd) f
the fear of isolation, Awaya and Phillips say, the heroines in Yahisnovels

show us a possibility of living free from gender roles in society give
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especially young female readers a message that they céengeatonventional
values in the society and live as equally as men without beingostpically
masculine or feminine. Awaya and Phillips conclude that Yoshimotoesses
desires and voices of real contemporary Japanese young women thexugh
characters, and she shows an alternative image of Japanese eisposig “the
gender-laden baggage of social expectations”, offering hope for yeadgrs to
change their own life “not merely through the attainmenmnafterial success, but
through a better understanding of oneself’ (255-56). We cannot, howevely sim
accept Awaya and Phillips’ conclusion. The female protagonists ihirvioso’s
novels are usually in their twenties or early thirties. lfdse ages, women still
have choice regarding how to live in Japan, either independent oedyasith
less social pressure than perhaps later on in their lives. & matre important
guestion for many Japanese women how to live in their late #ifteies, and
fifties? Would readers not prefer to see how female charaatetsose ages
struggle with social pressure and patriarchal sociéyan we say for sure that
Yoshimoto only portrays hopeful role models and wide-open possibildrelsefr
readers?

Some scholars, actually, say “No” to the statement that Yosbimot
succeeds in replacing stereotypical images of Japanese waeithealternative
perspectives on gender issues. While insisting that Yoshimoto’'snksrdiscard

traditional gender roles and create an alternative image peEndae women,

3 0On how Japanese women struggle with their fentiniodnstructed under the tension between
“women as natural caregivers” or “mother as mairepél and “gender equality” see, for example,
Charlebois.
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Awaya and Phillips, at the same time, admit that Yoshimoto’sleare still half
conservative because her stories value the conventional ideaingtréise
importance of people’s forming together as a family, whether bizaxe a real
blood relationship or not.

Sandra Buckley strongly opposes others’ evaluations on Yoshimoto’s
representation of gender and holds that Yoshimoto is rather conseorativese
issues. First, in her article abdtitchen Buckley points out that the title and the
motif of the novel prove that Yoshimoto follows the traditional Japameedern
Japanese, and universal myths that a “kitchen” is the centamdf/fand nation,
and this discourse seemingly praises women, but it actually skespargender-
biased perspective, pushing women into the traditional realm of women’s
activities and into different kinds of media such as, television ayraivertising,
fiction, and comic books, even though there are some others who claim that
Yoshimoto renews the gender-biased connotation of “kitchen” by us$ieg t
English word instead of the Japanese waaitlokora® Buckley’s argument is
quite obvious and persuasive because the heroin@taien constantly hangs
around a kitchen, talking, thinking, sleeping, and of course, cooking, ardehe
chooses to work as a cooking instructor in order to live independently. This choice
of location and vocation for the young, female protagonist can nevderugl

nor threaten the traditional rigid social norm, or rather, shg@d candidate for

% For example, Sherif says that Yoshimoto gets fidhe traditional connotation of kitchen
(daidokorg bound to the conventional gender role by usirg Eimglish word “kitchen” for the
title of the novel (294). On the use of Englishaamol for Japanese women to express their own
“voice” see, for example, Stanlaw.
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a “strong and motherly woman,” and therefore it is easy for olde,ma
conservative critics to accept the novel. Second, Buckley say&rikat a male-
to-female character who is supposed to challenge traditional rgesids, finally

is absorbed into male-masculinity and never opens up possibiliteseofative
gender. Eriko is murdered by a male stalker in the story, whudkIBy sees as
something to symbolize that Japanese society excludes such assie&c
personality endangering the conventional gender roles and sayshirfo
Banana’s fictions remain firmly grounded in normative dominant disesuof
sexuality and gender” (240). Buckley concludes that Yoshimoto neves goe
beyond traditional gender roles in her novels and is limited to a e@tiserpoint

of view and a traditional concept of family, comparing Yoshimadtatshenwith

a Japanese filmDkoge(1992) directed by Takehiro Nakajima, which portrays a
woman hanging around gay people but never shows gay people in aizegot
or stereotypical way.

Ann Sherif says that Yoshimoto’s conservative perspectivepresented
not only in her stereotypical expressions of gender issues butialder
Orientalism regarding Asian countries, pointing out that Yoshimotselieand
the characters in her novels often look for mental healing in othan &suntries,
such as Bali, Middle Eastern countries, and India. Viewing thoseeplas
mysterious and exotic spiritual healing spots and as temporaapessdrom
Japanese patriarchal society is a perspective typical ieht@lism. Sherif says
that Yoshimoto’s use of the Orient and exotic settings and spiahehpsychic

experiences in her novels perfectly meets the needs of thetarklapanese
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tourists looking for some spiritual sports in South Pacific islasdsh as Bali.
Besides, Sherif says, Yoshimoto is conservative about Japanesagangud
culture in the sense that she thinks they could be contaminated agethorace
they touch Western language and culture, as the characters movedy N.P,
abandon their family roles and conventional morals violating inceebsawhen
they live in the US.

It is true that Yoshimoto has made a certain contribution to treavad of
the images of Japanese literature and Japanese women by doangiarginal
writing style andshojo culture, specific to Japanese comics and novels aimed
mainly at young girls, to the mainstream of literature anduceiltHowever, the
fact that her novels, which have many conservative aspects, havetgdar
among Japanese and American readers and critics shows thashhe a
universal conservatism and conventional expectations about gender mdles a
family issues. Japanese and American critics and scholars bisth amna criticize
Yoshimoto’s novels because of her alternativeness and her corsmarvdtny of
those who affirm her alternativeness are blinded to her consenvatid do not
notice, or pretend not to notice, that Yoshimoto’s novels always depatsitive
and nostalgic moment of a young woman'’s life when she is temigdrae from
family obligations and gender roles. Therefore, the novels could bagergbm
a real world that is isolating or frustrating for readérd they may not challenge
already existing social prejudices and stereotypical imafj@gmen. In Japan,
one of the reasons why Yoshimoto’s novels, especially early onesphadch

attention from both ordinary readers and critics is that her novels avell-
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crafted mixture of a traditional, conservative story line (cohteamd an
innovative and alternative writing style (form). Her writinyls, influenced by
Japanese comics and light novels for young people, strongly impaittesiveho
were not familiar with that sub-cultur@.

The question is whether Yoshimoto’s writing style has impactedrisan
readers in translation, as well, or not. As we have already s@eerican critics
and scholars are less impressed by Yoshimoto’s writing stgtle Japanese critics
and scholars. Does this mean that we lose the essence of Yashinuels in
translation? In order to examine this point, we need to discussrbsivmoto’s
novels have been translated into English. In her article, “Thetid2olof
Translation,” discussing the role of translation as the femigest@a of achieving
women’s solidarity, Gayatri Chakravorty Spivak is concerned ribat\Western
female writers’ texts are often translated into English urtteeéM{estern feminists
ideology or strategy because the translators miss the sfgaifiche rhetoricity
of the original, and argues that the task of translator isuwéisder” to the text
and “engage” with the rhetoricity of the original, taking time dahdrough
preparations. In the next section, | would like to examine the spgciand
rhetoricity of Yoshimoto’s original writing style and how the translatace or do

not face the issues in their English translations.

Translations

Two articles, both published in 1999, which discuss English translations of

3% See Saito.
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Banana Yoshimoto’s novels, have opposite attitudes toward the tramslan
one of the two articles, “Contemporary Japanese Fiction & ‘Middlebrow
Translation Strategies: The Case of Banana Yoshimoto'sh&it¢’ Jaime Harker
states that the reason why Yoshimotitchenhad a certain popularity in the US
is that the novel was translated half in a natural way andrhalf iOriental way,
which he calls “middlebrow translation.” Harker criticizeswrance Venuti’'s
famous translation theory because it recommends foreignizinglatians in
order to protect source-language cultural values from racisminaperialism,
which may create cultural stereotypes, depending on the t@rsiadint of view
on another culture. Therefore, Harker insists that we should do both domesticating
and foreignizing translations to make the readers of transldagehthat the novel
is familiar and foreign at the same time, which exactlyeag with Apter’s
argument on the market needs for international writers who shmmuldxotic
enough but not too exotic. As a good example of such “middlebrow translation,
he picks up Megan Backus’ 1993 translation Kifchen saying, “Backus’
middlebrow translation strategy is carefully constructed, regentsof Japanese
rhythms and language and yet fluently readable” (37).

Comparing Backus’s translation with Ann Sherif’s translatiorKibdéhen
in New Japanese Voices: The Best Contemporary Fiction from Jedéed by
Helen Mitsios in 1991, Harker shows us better points of Backus’ tteomsl&irst,
Harker says, Backus keeps the word order of the original Japamésecgeand
gives the readers “the happy-go-lucky tone of the narrator’s speettarsjating,

for example, the second sentence of the novel as “No matter iwigneo matter
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what kind, if it's a kitchen, if it's a place where they mdked, it’s fine with
me™’ (Kitchen 3), while Sherif translates the same sentence as “I'm hajthy
any kind of kitchen, no matter where it is or what condition it’s(fKitchen”
152). Second, Backus mimics an onomatopoeic verka pika sury by
translating it as “White tile catching the light (ting!di)ji’ (Kitchen 3), which is
erroneous because the Japanese pi&ebpika surumeans something sparkling or
twinkling. According to Harker, however, “Backus’ ‘ting ting’ iscognizably
English and yet has a slightly foreign air, hearkening back tdahanese” (38).
Third, Harker says, “In every sentence, Backus chooses languacie inarests
and draws the reader in” (38) such as “dead worn out in a reviériehén4) and
“stepped in a sadness ... shuffling softly in gentle drowsinelsgthien 4),
instead of translating them respectively as “really tif@ditchen” 153) and “felt
overwhelmed and sad” (“Kitchen” 153). Fourth, Backus sometimes agse
English idiom, such as “three sheets to the wirltitchen 63), and sometimes
uses an Orientalistic, religious, or mystic phrase such dsrik 1 heard a spirit
call my name® (Kitchen6), even though this translated quote does not match the
original Japanese sentence in which the heroine’s male frienchjisstier by her
first name when they first meet. Fifth, Harker says, Backuasistation both
comforts and disturbs readers by using an English phrase ighdlysliifferent
way; for example, Backus translates: “There were many, mangutifimes, god

knows” (Kitchen 41) without capitalizing “god,” which creates a different

37“Doko no demo, donna no demo, sore ga daidokoraetemayokuiji wo tsukuru basyo de areba
watashi wa tsuraku naiKichin 7) in the original Japanese.
3 “Fyi ni na wo yobareta sei mo aru to onigiichin 12) in the original Japanese.
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connotation for American readers.

According to Harker, Backus’ strategies add up to her “middlebrow
translation” and help her achieve both domestication and foreigmzati her
translation. Because of this “middlebrow translation,” Harker ,sggshimoto’s
Kitchenreceived two opposing reactions on the part of reviewers anckantthe
United States: one states thiitchen is a very Japanese novel expressing
traditional Japanese beautydéno no awaré and the other states thigitchenis
a Japanese novel giving them an impression of reading an Americah nove
Harker concludes that Yoshimoto’s translaketthenopened up a new market in
the US for novels that include alternative images of Japanaseny challenging
American “Oriental” stereotypes of Japaneseness by partly slmateng the
foreign novel. While pointing out aspects of Japanese language an@ ¢ostuin
the translation ofKitchen—such as a complicated Japanese system of
honorifics,3 the distinction between Japanese male and female colloquial
languageé? and the usage of different kinds of Japanese personal pr8heuns
Harker admits that Backus’ translation succeeds as a wholieDalvantages of
Backus’ translation that Harker mentions actually allow the ltos to retain
Yoshimoto’s original innovative writing style? As some Japaiesies point out,

one of the salient characteristics of Yoshimoto’s novels is #iriple, light, and

%9 0n the relationship between honorifics (politehemsd Japanese women’s language see, for
example, Ide et al, Smith.

“00n the difference between Japanese male and fernitguial languages see, for example,
Adachi and Stanlaw’s Introduction in Itoh, Ohara.

“10On the variations of a first person pronoun whietpanese girls could use see, for example,
Miyazaki.
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unique writing style inspired by Japanese comics and light novelgofarg,
Japanese, female readers. T$t®jo culture offers readers deliberately comical
yet cool and objective expressions that allow readers to strugifleorvescape
from a severe outer worl® It is true that Backus’ translation accurately
represents young people’s offbeat street conversations and monoldgaes a
present in the original Japanese, but it is also true that dhievaments of
Backus’ translation have nothing to do with the characteristics diiMuogo’s
original writing style specific to Japanesojoculture.

From a more linguistically sophisticated perspective thandtiarkin the
article about the English translations of Banana Yoshimoto’s nd¥eloetics of
Grammar: Playing with Narrative Perspectives and \oirteslapanese and
Translation Texts,” Senko K. Maynard analyzes five grammiatievices
appearing in the original Japanese texts of Banana Yoshimiiticken and
Lizard but missing in the translations, and she states that Amemeatens in
translation cannot appreciate various rhetorical effects irhivamgo’s novels
because of the untranslatable grammar. The first grammatical deaiddaynard
mentions is “the perspective preference of scene-to-agent \&gensto-scene.”
According to Maynard, the original Japanese texKi€hen, as well as other
Japanese literary texts, tends to move the narrator's eypes & scene
(surroundings) to an agent (1), while the English translation tendsve it from
an agent (I) to a scene (surroundings). For example, Backusatesntie original

Japanese sentencarfie ni oowareta yakei ga yami ni nijindeyuku ookina garasu,

2 See Aoyama, Saito.
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ni utsuru jibun to me ga dKichin 17) as “I saw myself reflected in the glass of
the large terrace window while black gloom spread over the rain-houmgled
panorama” Kitchen 10) instead of literally translating it as “The rain-codere
night scene blurring into the darkness; (on this) large glasselihmgsflected,
(that) (1) see eye to eye” (Maynard 121). This example denatastnot only that
a flaw exists in Harker’s first argument, namely thatk®mckeeps the word order
of the original sentence, but also that the original text and thisErganslation
have different interpretive experiences. Thus, as Maynard sey&nglish and
the Japanese texts create different kinds of empathy between nardateader.
The second grammatical device is “the perspective preferenwcard
topic versus agent.” Maynard says that, in Japanese literaty, t®©nly by
reference to concrete objects (often items taken from nature asiatherry
blossoms, the moon, or a dewdrop) is one able to express emotion ipdirett!
thus more movingly” (124), and Yoshimoto’s original novels, of course,hise t
kind of rhetorical method very often, whereas the translations do nax&omple,
Backus translates the original Japanese sentéd@anashimasu to agatta soko
wa, jitsuni myoona heya dattéKichin 15) as “Thanks.’ | stepped inside. The
room was truly strange’Kitchen8) instead of literally translating it as “The place
(I) entered by saying ‘Excuse me’ was a truly strangenfo(Maynard 125). This
example again shows that Backus does not exactly follow the wded of the
original sentence and that the original text and the Englishlatems have
different perspectives of “topic-comment structure” and “subjeetlipate

structure,” and, thus, different styles of narration. Maynard consrigiat the
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readers can sense the commenting person existing behind the cowithehe
topic-comment structure more clearly than with the subject-predstaucture,

and the consequent high frequency of the mixture of the two structures in
Japanese original produces such specific narrating manipulatioch vghguite
absent in English translation (126).

The third grammatical device is “self-quotation.” AccordingMaynard,
the Japanese originals often use the vembou “think” and its variants to
manipulate multiple voices in Japanese discourse, but the transidtoost
always avoid the use. For example, Backus translates thedintgnce oKitchen,
“Watashi ga kono yo de ichiban sukina basho wa daidokoro da to” qikichin
7), as “The place | like best in this world is the kitchelit¢hen 6) instead of
literally translating it as “The place | like best in thi®rld is the kitchen, (1)
think” (Maynard 127). As Maynard says, even though it is possibletslate
omou into English, the translators tend not to use the phrase because of
differences in language preferences. Thus, the English translationaot
effectively recreate the original Japanese author’s play-riang of voices by
the use and non-use @hou

The fourth grammatical device is “style shifts.” Maynargss¢hat two
verb forms,da (abrupt) anddesu/masyformal) endings, are commonly used in
Japanese, and the two forms represent different “styles,” suspoéen versus
written or informal versus formal language. If the abrupt speears in the
predominantly formal style text, the text will have “immegiand directness in

expression” and “a narrative internal perspective” at that poidt, @nversely, if
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the formal style appears in the predominantly abrupt stylettextiext will have

“the impression that the narrator awaringly addresses therfebdéhe original
Japanese text of Yoshimotd&stchen we often find such style shifts. The formal
desu/maststyle suddenly mixed with the abrugd style is dominant throughout
the whole text, as followsShinto kuraku, nani mo ikizuite inai. Minareteita hazu
no subete no mono ga, marude soppo 0 muiteiru dewa naidégiikhin 36).
Backus translates this passage as “Cold and dark, not a sigh toatmwk he
Everything there, which should have been so familiar, seemed to be taweyy
from me” (Kitchen 22). The style shift in Japanese helps readers sense the
narrator’s existence and creates a narrator who looks at the worldwabyettom

a distance, but the English translation does not have an equivalettbeitause

of the lack of style shift. In addition, the original text often useslloquial style,
such asne andwa (interpersonal particles) anonosugo-o-kwand na-a-n-nimo

(an elongated vowels of the adverbs), usually spoken by women in eyeryda
conversation. The English translations do not reflect these $iifig, ®ither, and
thus, they miss giving the readers the impression that the arainsatin
conversation with the reader, which is “the emotional realm oh&netor-reader
interaction (133).

The fifth grammatical device is “the self-referencing maiation.” The
usage of the first-person, self-referencing wasratashiin Japanese is different
from usage of the pronoun “I” in English. As Maynard says, ttangatical
subjectwatashi“l” is not required and is often omitted in Japanese when the

narrating self is obvious in context, but the pronoun “I” is granuabyi
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necessary in English. Becausatashiis often absent in Japanese sentences, the
narrating self is foregrounded and detached from the expenieself once the
word watashiis deliberately used in the sentence. Maynard says thattaiegy

of the use/non-use afatashiin Japanese is not available in English, and, thus,
the English translations cannot use this rhetorical effect. Beduleynard points
out, Yoshimoto often uses the wgioun “self,” a self-reflexive noun in Japanese
and plays with the narrative perspectives and voices, to expressense of a
self-reflecting inner self and the narrator’s multiple perspes toward the self,

but English translations lack the rhetorical effect created Ybghimoto's
manipulating, self-referencing poetic strategy.

By identifying the five grammatical devices in Yoshimoto’s noagld the
rhetorical effects that are created by the devices andfigiring how similar
rhetorical effects cannot be achieved in translation because difftiences in
the languages, Maynard concludes that the English translatiovissbimoto’s
novels leave readers with quite different impressions compared withrseddke
originals. Maynard argues that the manipulation of perspectives aresvasing
grammatical devices and her playing with the text productiogeimeral make
Yoshimoto’s writing style unique, original, and untranslatable. Maigar
arguments are quite persuasive because all five grammadicaked, especially

three rhetorical strategies, “self-quotation,” “style shifind “self-referencing
strategy,” are indispensable for Banana Yoshimoto’s innovative aedhative
writing style, which had a great impact on the readers in Japan her first

novel Kitchenwas published in 1988. Her frequent useowfou“l think” (self-
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guotation), her insertion of the formdésu/maststyle into the abruptla style
(style shift), and her manipulation of self-referencing wavdgashi“l” and jibun
“self” (self-referencing strategy) are all common in Jegs® comics and light
novels for young Japanese female readssj¢ culture) and are commonly used
in anotaku shoj& everyday conversation. In a sense, Yoshimoto’s representation
of girls’ culture using this specific writing style is aatlenge to Japan’s
patriarchal, feudalistic society. It is her innovative writitges not her thematic
motifs, that she drops like a bomb on the traditional and authoritajpssndse
literary establishment.

Banana Yoshimoto’s works have been translated by four pedipdien
was translated by Megan Backus in 1993. andLizard were translated by Ann
Sherif in 1994 and 1993mrita was translated by Russell F. Wasden in 1997; and
Asleep Goodbye Tsugumiand Hardboiled & Hard Luckwere translated by
Michael Emmerich in 2000, 2002, and 2005. As shown in Maynard’s article,
Backus and Sherif hardly succeeded in representing Yoshimm'stfategies in
their translations, and, thus, their translations miss trangjerYmshimoto’s
alternative shojo writing style to the target language. Some reviewers have
characterized Backus and Sherif’s translations as good, mediodnayiog no
problems, which sound, however, impressionistic or inappropriate from

Maynard’s point of vieW®> How about translations by the other two, then? How

43 “As impeccably translated by Megan Backus, ‘Kitchenight easily be mistaken for an
American story: ...” (Kakutani C15); “A more seriodaw is the prose itself. There are too many
banalities like ‘a chill ran down my spine’ and rse cruel, twisted fate.” The translation by Ann
Sheri is not entirely at fault in finding Engliskjugvalents for this Japanese mass-market version
of melancholy” (Galef BR23); “Ann Sherif’s Englighanslation of N.P., is steady and idiomatic
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do they manage to translate Yoshimoto’s five rhetorical strategies?
Unfortunately, it is hard to say that Russell F. Wasden sucoegusperly
translating the five grammatical devicesAmrita. As for the first device of “the
perspective preference of scene-to-agent versus agent-to*doeifia)s to move
the narrator’s eyes from scene to agent in many passagesv A&xamples are
shown below. | present the alphabetized Japanese originals (a) aBdgiish

translations (b).

(1) a.Suwatte bikutaa no inu o, sono setsunai katamuki no kakudo o
miteitara, totsuzen ni, watashi wa futatabi nakitaku natte kite,
kidzuitara mou nakihajimete it§Amurita 22)

b. Sitting down, | turned to look at the statue. He seemed to be
leaning forward in a painful way, his quiet head cocked to one
side. All at once | felt like crying, and before | could sieem
coming, the tears just started to fldAmrita 11)

(2) a.Fuyu no rouka wa sizuka de, sumizumi made yoru no nioi ni
michite ita. Watashi no heya made no 2 meetoru, mado garasu
wa kuraku, watashi no kao to issyo ni wasurerareta subete no
koto o utsusidasu youna tsuya o motte (®anurita68)

b. It was winter, and the corridor between our rooms was chilly.
Every inch of the hallway seemed saturated with the scent of
night. The glass window that ran the length of the hallway was
pitch black, and | gazed into it, hoping that along with my face
it would reflect all | had lost in memonAnrita41)

(3) a. Watashi wa TV o tsuketa. //Masani tenkiyohou o yatte ite,
kyasutaa ga kono ooame ni tsuite tantan to katatte ita. Mado
no soto no zaazaa toiu amaoto to tomoni sore o Kkiite itara,
nandaka himitsu no bangumi o chitei fukaku de miteiru mitaina

throughout. The shallowness of Yoshimoto’s prosa the writing” (Herter “Banana” 6D).
“In this sentence, Wasden mistranslates a Japames® setsunai which means “sad” or
“melancholy,” as “painful.”
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tozasareta kibun ni natte kita. Kedarukute, taikutsu de, zutto
nagaikoto koko ni koushiteiru youna, eien ni ame ga
tsudzukisou na kanji dattéaAmurita 73)

b. I leaned over and flipped on the TV. Wouldn’'t you know — the
weather report was just starting. The newscaster rambled on
about the rain. Listening to his words pound from the TV as the
rain pelted on the window outside, | felt trapped, as if | were
watching a secret television program from deep within the
bowels of the earth. It made me think that the rain would
continue endlessly, in the same way that | would remain here
forever trapped in listless boredormn{rita 44-45)

In the original Japanese (1a), the narrator’'s eyes move froena éithe statue of
Nipper) to an agent (I crying), but in the translation (1b), theat@rs eyes catch
an agent (I turning) first and then move to a scene (the statadptally opposite
way. In the original Japanese (2a), the narrator’s eyes nmome d scene (the
corridor in winter, the glass window) to an agent (my face atfte on the
window), but in the translation (2b), the narrator’s eyes watch mes(he
corridor, the glass window) and catch an agent (I gazing and hopimg)) never
appears in the original, before finally reaching an agent (e8)fdn the original
(2a), there is no “I” who is “gazing,” “hoping,” or “having lostri this way, the
translation does not express how the agent finds him/herself copstarglation
to the narrated scene in the original text. In the original Japaf(i&a), the
narrator’s eyes move from an agent (I turning on the TV) tetih®undings (the
weather report, raining outside) and vaguely come back to an agerieéling,
the atmosphere), but in the translation (3b), the narrator’s egesdich an agent

(I leaning over), which does not exist in the original, and then movihd
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surroundings (the weather report, raining outside). The rest opdbsage is
anchored on “l,” repeating it three times, which does not occur irorigenal.
Because of this I-centered perspective, the translation fadepmt the scene-

centered perspective from the original Japanese.
The following are examples of the second device, “the preferen@dow

topic versus agent,” which is again not properly reproduced in translation.

(4) a. Syoumen no mado kara massugu ni hi ga sashite kite,
hisashiburi ni abiru asa no hikari wa, karada juu ni shimite
kuru you datta. Soshite asa no daidokoro ni tatsu haha no
ushirosugata wa, sukkiri to chiisakute, nandaka shinkon gokko
o shiteiru koukousei mitai ni mietAmurita1l)

b. Sunlight shone into the kitchen through the front window in a
single, a straight line. For the first time in a long time the
sunlight poured over my body, and | bathed in its warmth for a
while. Glancing over, | saw my mother from behind as she
stood in front of the counter, working away in the morning
kitchen. She looked so small, almost like a teenager playing
newlywed in the kitchen Amrita 4)

(5) a.Ningen ga, ima koko ni aru kono shikkari shita katamari ga,
jitsu wa gunyagunya ni yawarakaku, chotto nanika ga sasattari,
butsukattari shita dakede kantan ni kowarete shimau

shiromono da toiu no o jikkan shita no wa, saikin no koto datta
(Amurita58)

b. Only recently have | discovered that humanity, that large, solid
body which seems so steadfast and strong, is actually nothing
but a soft, flabby object, easily ruined under pressure — like
when it's stabbed, or run intcArfrita 34)

In both examples, the Japanese sentence takes the topic-commaera IN¥RIa]

structure, but none of the English translations follow this gramaiastructure.
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Instead, the translations keep the agent-does structure. The ojapaglese (4a)
has two sentences of the structure with a nominalized topic fedoby a
comment, but the English translation (4b) always takes the naftatas an
agent who does the action: “I bathed ... ,” “I saw ... .” The topic-comment
structure in the original Japanese (5a) is literally traedlan English as “The
moment | discovered that humanity, that large, solid body which seems s
steadfast and strong, is actually nothing but a soft, flabby olgasily ruined
under pressure — like when it's stabbed, or run into was only recéhe”
translation (5b), instead, takes the agent-does structure: “Ordntiedave |
discovered ... .” As Maynard points out in her article, the agent-doestige
does not give the sense that the commenting person lurks behind the comment and,
thus, does not express the narrator’s feeling or emotion indiiacthe way the
topic-comment structure does. As a result, readers of the oregmadthize with
the narrator differently than readers of the translation.

The following are examples for the third device of “self-quotatiasing

the Japanese vedmou“think.”

(6) a.lkura geinoujin demo sonna fuuni naranai hito wa ikurademo
iruno dakara, mayu wa motomoto muite inakatta no darou to
omou.(Amurital7)

b. A lot of people can go through a life of fame and fortune
without letting it go to their heads, but no matter how many get
away with such a thing. | know Mayu had never been ready to
handle such a lifestyleA(nrita 8)

(7) a.Sono syousetsu wa, hontou no kokoro o motanai wakamono
tachi o egaita koudo ni chyuusyouteki de hijou ni noumitsu na
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naiyou de, honnin ni au mae ni mayu ni sore 0 yomasareta
watashi wa, kowakute konna hito niwa aitakunai to omotta.
Kyoujin dewa naika to omottanoda. Shikashi attemiru to kare
wa goku futsuu no seinen datta. Soshite watashi wa, kono hito
ga ano noumitsu na syousetsu o tsumugidasu noniwa taihen na
jikan no gyousyuku ga hitsuyou ni chigainai to omotta. Souiu
arikata no sainou dattgAmurital7-18)

b. It's a serious novel, somewhat abstract, depicting the lives of a
group of insensitive young people. Before | metfhiglyiro,
Mayu had forced me to read it, and when | finished | was
convinced that | never wanted to meet the author. The book
scared me. | figured that it had been written by a maniac.
However, when | met him he turned out to be a pretty normal
guy. | knew the second | laid eyes on him that it must have
taken a tremendous amount of concentration, of both time and
effort, for someone like Rychird to weave together a novel so
thematically dense as his. It takes a special talergrfgone to
accomplish such a taskArfrita 8)

(8) a.Mochiron, sou omotteita no wa watashi dake datfanurita
21)

b. Of course, | was the only one who’d received that impression.
(Amrita 11)

(9) a.Soshite sore ga fusagikomi yori mo mushiro, akarui gyoushi no
kanji ni todomatteita no wa kitto, watashi ga hitori de miteita
node wa nakute, kazoku to issyo datta karada to omou. Eiga ga
owatte, watashi wa toire ni ikou to heya o deta. Hajime no
syokku wa mohaya kieteite, goku futsuu ni “ii eiga datta naa”
to omoinagara, toire no doa o ake{d&murita21-22)

b. But don't get me wrong, | wasn't brooding. Rather, I'm
convinced that | was caught in that strange space precisely
because | was there watching the video with my family, not by
myself. //When the film was over | got up and headed for the
bathroom. The shock that had come over me in watching the
movie was already gone, and | opened the door, saying to
myself, like | normally would, “What a pleasant movie.”
(Amrita 11)
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Maynard divides the usage omouinto three types, as an attitudinal marker for
the narrator’s attitude, as a description of the thinking behaviorasredmarker
for direct discourse as the content of the narrator’s thoughts. Egsui@land (9)
have the first type obmou, and each one is translated as “know” and “am
convinced.” Examples (8) and (9) have the second typenolu,and each one is
translated as “had received” and “saying to myself.”riple (7) has the third
type of omou,and it is translated as “was convinced,” “figured,” and “knew.”
None of the translations use the verb “think,” even though it is grécatha
possible. Because the translator avoids using the verb “think” asnshbes
translations do not represent the original author’s play with mixances, typical

of Yoshimoto’s writing style.

The next examples are for the fourth device of “style shift.”

(10) a. /¥atto nakete, sorekkiri watashi wa nakanakatta. //Sorega,
bikutaa no inu ga katarikakete ita kot@®murita 22)

b. //l had cried, finally cried. But that was it. | don’'t recaller
crying again. //Was that the reason Nipper had been there all

along? Amrita 12)

(11) a.Zenbu oboete iru. Kono toki no tenki wa kou datta, jitsuwa
kono toki seiritsuu de, tatte iru no ga yatto datta ...... toka ne.
(Amurita52)

b. | remembered ... //... the weather in this picture, and ... //... |
had my period when they took that shot, so it was a pain to
even stand up, and ... //... and so dgxm(ita 30)

(12) a. Kouiu ki no tsukaikata de nantoka ikinobi, kouiu ki no

tsukaikata de tsukarehatete kita no darou, to watashi wa sono
yoku shirimo shinai ‘sakumi’ to iu hito no jinsei wo omotta.
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Shikashi soremo kyou kagiri nano desu, imakara wa ikiatari
battari ni yatte morau hoka arimasen. To kakugo wo kimeta.
(Amurita61)

b. | realized that by perceiving myself in one way | would
manage to go on living, but if | thought about things another
way | would only wear myself down. In a matter of seconds I'd
been introduced to “Sakumi,” and before long I'd received a
crash course on her life until then. Of course my real
knowledge was limited to what came to me on a day-to-day
basis, and from there on out | was forced to live a haphazard
life, a balancing act, so to speak. But what else could | do? |
was only certain of so muchArfrita 36)

In examples (10a) and (11a), the original Japanese textsam®guial style at
the end of the passages, suclkat® or ne, so that the texts give the readers the
impression that the narrator is in conversation with the readertrahslations
(10b) and (11b), however, fail to reproduce such an impression because of the
lack of style shift. In example (12a), the formal stglesu/masiappears in the
predominantly abrupta style text to create an impression that the narrator is
looking at herself and the world around her very objectively frodistance,
which is typical of Yoshimoto’s writing style inspired kiojo comics and light
novels. The translation (12b), of course, cannot recreate this é&ieecuse
English does not have an equivalent style shift.

The following are examples of the fifth device of “self-refaiag

strategy.”

(13) a. MNatashi wa itta. Gurasu no naka dewa sunda cha ga koori no
tsumetai iro ni tokete, yukkuri to tokete ita. Watashi wa sore o,
jitto miteita. Kokoro no pinto ga kimyou ni nannidemo
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umaiguai ni atte shimau yoru ga aru. Sono yoru ga soudatta.
Mou yoihajimete ita noni, sukoshi mo sore ga bunsan shiyou to
shinakatta. Usugurai tennai to, kutsuoto no youni tooku kara
kisoku tadashiku yosetekuru piano no merodii ga syuuchyuu ni
hakusya o kaketdAmurita31)

b. I let out a sigh. Next to me the brown interior of the bar
seemed to melt into the window like cold ice, slowly. | watched
it for a while. Every so often there are times when | have a
clear understanding of my surroundings, and oddly enough,
everything was perfectly aligned that night. Even though | was
tipsy from my drinks, the comfort | felt with Richiro was not
disturbed in the least. The dim interior of the bar and the
melody of the piano that came to us methodically like the
sound of approaching footsteps also contributed to how | was

feeling. Amrita 15)

(14) a. /Bono toki watashi wa totsuzen, tooku e iki, mou modoranu
hito no tame no soubetsukai o shiteiru youna kurai kibun ni
natte kita. Basho wa itsumo no arubaito saki nanoni, sukoshi
fuan na kurasa ga tadayotte ita. Setsunaku nattari kanashiku
naru no wa kowakatta. Tasuke o motomeyouka to kauntaa no
naka o mita ga, masutaa to baito wa sakki kara nanika o
shinken ni hanashi konde ite, totemo akarui joudan de hanashi
ni kuwawatte kuresou ni nakatt@murita 31)

b. //At that point our conversation sounded like a going-away
party for someone long gone, someone who had managed to
run far, far away. Even though we were in a place | knew so
well, a feeling of uncertainty began to float on the air. §wa
afraid. It felt painful, that stifled atmosphere. | looked at the
counter, hoping to find something or someone who could help
the situation, but my manager and coworkers were engaged in
their own conversations and it didn’t look as if they were about
to throw out any jokes to lighten the moodn(rita 17)

The original Japanese (13a) haatashionly twice, and the surroundings (the
night, the bar, the piano) rather than the agent (I) are foregrdundée latter

half of the passage. The English translation (13b) has “I" sigdiand, therefore,
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does not contain a similar rhetorical effect as the originedntple (14) is more
interesting because the original Japanese (14awsetashionly once in the first
sentence of the passage, but the English translation (14b) somehowushoids
“I” in that sentence and uses “I” three times in other see®nwhere the
corresponding Japanese sentences do noivatsshi As a result, the rhetorical
effects of the original text and the translation become cosiplepposite. While
the agentvatashiis backgrounded sentence by sentence in the original Japanese,

the agent “I” is foregrounded in the English translation.

Compared to the other three translators—Megan Backus, Ann Shdrif, an
Russell F. Wasden—Michael Emmerich transfers well Yoshimdics$ and
second rhetorical devices to the target language. Here areesamples for the

first device inAsleep

(15) a. /Kuruma no retsu wa zurari to hikatte, tooi kaabu o magatte
yuku. Ikinari yoru ga mugen ni nagaku natta youni omoete,
watashi wa ureshiku naru. Shiori no koto nante wasurete
shimau.(Shirakawayofuné3)

b. //The lines of cars shimmered, one car after another, curving
off into the distance. Suddenly it felt as if the night had become
infinitely long, suddenly | felt happy. | found myself able to
forget Shiori entirely.Asleepl12)

(16) a.Kare no kao ga, kuragari no naka de totemo yatsurete mieta.
Zurari to narabu kuruma ga hidoku shin to shita mono ni
kanjirareta. Semai chuusyajou ga konoyo no hate no youni
omoeta. Wakaregiwa wa itsumo sukoshi souiu kibun ni naru.
(Shirakawayofun&9)

b. In the darkness his face looked terribly thin. The long lines of
cars were bathed in a silence so profound it was awful. It felt as
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if the parking lot were at the very edge of the world. Things
always felt a little like this when we parteds(eepl34)

In the original Japanese (15a), the narrator’s eyes move fem@na (the lines of
cars, the night) to an agent (I), and in the translation (15b), too, tfaans eyes
move from a scene to an agent. In the original Japanese (lk5agrthtor’s eyes
move from a scene (his face in the darkness, the lines oftleargarking lot) to
an agent (the narrator’s feeling), and in the translation (16b), headrrator’s
eyes move from a scene to an agent. In both examples—and this dasthe
throughout the entire text ohsleep—Emmerich reproduces Yoshimoto'’s first
device of “the perspective preference of scene-to-agenttrigylys following the
movement of the narrator’s eyes in the original and deliberatadiding simply
using the pronoun “I.”

The following are examples for Yoshimoto’s second device of

“perspective preference toward topic.”

(17) a. /Honno hitotoki no koto datta ga, sono furui yuujin tono deai
wa watashi no atama no naka o totemo konran saseta.
(Shirakawayofun@3)

b. //[Though it was a very brief encounter, that meeting with my
old friend left my head in a state of chadssléepl20)

(18) a. /Hajimete kare to futari de kichin to atta no wa mafuyu de,
kuruma de umi e ittgShirakawayofun&1)

b. //Winter was at its very coldest the first time he aaddnged
to meet. We drove to the beachAsleepl27)

(19) a. /Baigo ni shiori no heya o tazuneta no wa, shiori ga shinu
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nisyuukan kurai mae no koto de, sore ga hontou no saigo ni
natte shimatta(Shirakawayofund3)

b. //The last time | went to Shiori's apartment was about two
weeks before she died, and that ended up being the last time |
ever saw herAsleepl37)

The original Japanese sentences (17a), (18a), and (19a) take theotopient
[NP wa NP da] structure, and all the translations follow or, at least,drfotlow
the grammatical structure by avoiding the agent-does strudtheenoun phrase
as the subject of the sentence in example (18apd furui yuujin tono dediis
translated as the noun phrase, “that meeting with my old friend,” in example (17b)
The noun phrase as the subject of the sentence in example @8a))ete kare
to futari de kichin to atta ndis translated as the noun phrase, “the first time he
and | arranged to meet,” in example (18b). The noun phrase as thet sifitifee
sentence in example (19ajdigo ni shiori no heya o tazuneta,’his translated
as the noun phrase, “The last time | went to Shiori’s apartmeneéXample (19b).
Even though the grammatical role of the subject is shiftecheéoconjunctive
clause in the example (18), Emmerich, unlike the other threslatars, basically
keeps the topic-comment [Ni-a NP da] structure in his translation.

As for Yoshimoto's other rhetorical devices, Emmerich failsrémgfer

them to the English as the other translators do. Here are some examples:

(20) a. /fShikashi sore ga jinsei o shinsyoku suru no wa dounano
kashira, to saikin wa mezameru syunkan ni futo omou. Sukoshi
kowai ki ga shita. Tsuini kare karano denwa ni kidzukazu
nemurikokete ita koto dakede wa naku, itsumo watashi wa
mezameru tabi ni ittan shinde kara ikikaetta youni omoeru
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kurai fukaku nemurushi, moshikasitara neteiru jibun o soto
kara miruto masshiro na hone nanodewa naika to omou toki ga
aru. Mezamenu mama kuchihatete, eien to iu tokoro e itte
shimaetara iikamo shirenai to uttori omou koto mo aru.

Watashi wa, moshikashitara nemuri ni tsukarete iru kamo
shirenai. Shiori ga shigoto ni tsukarete shimatta youni. Sou
omou to, kowai nodgShirakawayofun®3)

b. //Yet lately a certain question had been fluttering through my
head right at the moment | awolg&ut isnt this eating away at
my life?| began to feel a little but afraid. It wasn't just that I'd
started sleeping right through my boyfriend’s calls, utterly
oblivious to the ringing, it was also that recently I'd been
settling into a sleep so profound that, every time | woke, it was
like I'd died and was just returning to life — | could almost
believe that, and sometimes it even occurred to me that if |
were able to look at myself while | slept, all I'd see would be
my perfectly white bones, nothing else. Sometimes I'd find
myself in a dazzled haze, wondering if maybe it wouldn’t be
best for me just to rot away as | lay there, without e\eking;
to slip away to that place called eternity. It occurred taimaé
I might be possessed by sleep, just as Shiori had been
possessed by her work. the thought scared Astedpl45-46)

(21) a. /IMezameru syunkan dakega, chotto samishii. Usugumori no
sora 0 miageru to, nemutte kara mou zuibun to jikan ga tatte
shimatta no o shiru. Nemuru tsumori nanka nakatta noni,
ichinichi o bou ni futta naa ...... to bonyari omou. Kutsujoku ni
yoku nita sono omoi koukai no naka de watashi wa fui ni hiyari
to suru.(Shirakawayofun&)

b. //I'd feel a little lonely when | woke, but only for a moment.
I'd look up at the overcast sky and realize just how much time
had passed since I'd fallen asle¢pvasnt even planning to
sleep, I'd think vaguely to myselfand now I've gone and
wasted the entire dafuddenly the heavy regret | felt, a regret
that was almost shame, would be pierced by a cold blade of
fear. @Asleepl07)

Example (20) uses Yoshimoto’s third device of “self-quotation” vith lapanese
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verbomou*“think.” The original Japanese (20a) has the varioufive times, but
the English (20b) translates the incidences of the verbs respgetsyehad been
fluttering,” “just omitted,” “occurred to me,” “wondering,” and K& thought.”
None of these cases except the last uses the English workl’ ‘i the Japanese
verbomou,and, therefore, the translation does not achieve the equivalasttadffe
the original text. The fourth device of “style shift” is hardttyind in the original
Japanese text oAsleep Example (21) uses Yoshimoto’s fifth device of “self-
referencing strategy” with the Japanese first-person prowateshi The original
Japanese (21a) hagatashionly once in the last sentence, in which the agent
comes to the foreground, but the English translation (21b) has “I” as ofterhas eig
times, which means that the agent is foregrounded throughout the passage.

As shown, Emmerich’s translation 8kleeptranslates Yoshimoto’s first
and second rhetorical devices equivalently but does not translathirthearid
fifth devices as effectively. Because, as Maynard maintéesfirst and second
devices are common in traditional and modern Japanese literaks,wamd
because the third, fourth, and fifth devices are characteristiéostiimoto’s
distinctive writing style inspired byhojo culture, Emmerich’s translation of
Asleephighlights the traditional Japanese aspects of the novel but doeyeai
the contemporary aspects of the novel to American readers.

As we have seen, almost all the translations of Yoshimoto'sisawe
English fail to overcome the “politics of translation” and equivajenthnslate
her original writing style specific tehojo culture, and it is therefore hard to say

that readers in English appreciate the characteristics okropotrary Japan,
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which include comics and other aspects of sub-cultures, in her noveslsal#o
doubtful that literary reviews and academic articles on Yoshimatanslated
work identify her novels as a mixture of traditional and contempalapgan, and
it is highly probable that the image of traditional-contempodapan is delivered
to Americans largely through Japanese media, literary revaenmsarticles. As |
concluded in the last section, Yoshimoto’s innovative role in Japabesaure, if
it indeed exists, is that she has brought the marghngb culture writing style to
the mainstream of Japanese literature and culture as a meaesisting or
escaping feudalistic, patriarchal, Japanese society. Thereftien Yoshimoto’s
challenging writing style is not translated properly, only toeservative and
jejune aspects of her novels are emphasized for readersightians. Of course,
some thematic motifs such as “lack of typical feudalisticen@daracters” and
“contemporary imperfect family” can be translated and reachli€h readers’
understanding. However, these motifs are neither alternativeamovative in late
twentieth and twenty-first century literature. The reasory wiany scholars in
English interpret Yoshimoto’s novels as challenging enough to tuowmer
stereotypical images of oriental women is probably due to thedated points of
view on oriental women and Japanese literature, never expectiingd tthese
motifs in Japanese literature and therefore considering Yoshimuotorgs
innovative. Whether Yoshimoto’s novels look innovative depends on the reader’s
view of gender issues, that is, they are innovative for read#rsaaveonservative
view but not innovative enough for readers with a liberal view. Theemn® the

guestions whether Yoshimoto’s novels have had a substantial impact on the
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readers of translations in the US as well as on readers ofigeal in Japan and
whether translations have succeeded in changing stereotypaggsnof Japanese
women is, unfortunately, we have to say, “not so much.” Because Yosfsmot
innovations rely on her distinctive writing style, her novels loser tegsence
when the writing style is not equivalently translated to the tdeggyuage. One

can not claim that the translations of Yoshimoto’s novels have be&smonaries

of Japanesehojoculture compared with other types of Japanese sub-culture such
as comics, games, and animation, which have each had a great iompact

American culturé?

%> 0n Japan’s Gothic/Lolita subculture, which coulansfer Japanesshojo culture to American
culture with a much bigger impact, see, for exam@lagné.
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Chapter 3

Hayao Miyazaki's Princess Mononoke (1999): The Myth of Harmony with

Nature

In the previous chapters, | examined the possibility that contempor
Japanese novels have had an impact or influence on American reeiets’of
view on Japanese literature and culture. However, the genr@amdnese
animation—even more than Japanese novels—has impacted people and art in the
United States in the last few decad®m today’s commercially globalized world,
American and Japanese people alike enjoy pop-culture, such as movies, TV shows,
music, fashion, comics, video games, and animation made in either ¢ountry
influencing each other beyond the borders of cultural differencenawddays,
the number of female American anime and comic fans is increasn@usan
Napier says, “At many cons — [anime] conventions - the partigpsedgm to be
evenly split between the genders, although it is clear that sgme of anime
may appeal more to one gender than the otl#aringe 1X-X).

Among influential Japanese animation, Hayao Miyazaki’'s animated f
have been broadly accepted in the United States, to the point tbragyD
contracted with Miyazaki's studio in 1996, and one of his fil@girited Away

(originally released in 2001 in Japan with the t8kn to Chihiro no kamikakughi

“® See NapierAnime5-10), McCarthy, Osmond (“Castles”).

118



subsequently got an Academy Award in 2002. Roland Kelts even says that
Miyazaki’'s films have become a standard for American familieshis book
about how Japanese culture is assimilated in American pop cubag. tNot
only are Miyazaki's films widely accepted, but many artiadeshis work have
also been published in journals and books in English, and these oftessdmss
films based roughly on four critical points: (1) representationsonfetnporary
Japanese society, Japanese identity, and universal social probldmasstie
relationship between human beings and nature, (2) comparison and owittrast
Disney’s animated films, (3) potential of Japanese animatiom adternative to
Hollywood movies, and (4) images of female characters in lims fas related to
images of real Japanese women.

In this chapter, examining how American audiences have watzhed
accepted Hayao Miyazaki's films, and which issues they hawedfin his films,
through analyses of various discourses written and published in Englcshas
film reviews and academic articles, | would like to show how ¥ias films
have offered the American audience alternative, diverse, and compaeges of
Japanese culture, history, and identity quite different from conventmesl, and
how his films have represented alternative cultural valuesdetatthe complex
relationship between humans and nature which Disney’s animation kasdmi
functioning as a new medium for the American audience. | would ésad
discuss how his films failed to represent alternative and realistiesragvomen
because the types of female figures in the films are totelimeven though the

female protagonists in his films are often strong, attractwel independent
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subverting the stereotypical devoted and obedient image of Japanese women.

The representations of contemporary Japan

Because Hayao Miyazaki’s films are, of course, made in Japas,
natural that many American reviewers and critics tryrid fiJapaneseness” in his
films and argue that his films reflect problems in contempodapan, which
could be globally universal, even though the films are not necessatilin
contemporary Japan. For example, Paul Wells points out that aiyadilms
develop the traditional Japanese aesthetic by combining traditiapahdse
artistic forms with animation—a postmodern approach, and claimshehdiims
represent the uncertainty and diversity of contemporary Japanesee caitd
society in the way Miyazaki has been establishing for a lomg, tiwhich is
different from Disney’s way (22-23).

The sorts of representations of contemporary Japan which the resiewe
and critics find in Miyazaki’'s films vary from concrete and sfied¢o abstract
and general. Regardirgyincess Mononokegleased in the United States in 1999
(originally released in 1997 in Japan with the JapaneseMidieonokehimg
some scholars compare the motifs and themes of the movie wittralisasvents
in Japan during that period. Marilyn Ivy argues that the chaotiatgitn in Japan
in the 1990s, mainly due to the economic decline, appears in the filretaghmar,
and she associates very violent scenes of slaughter and bdtlefigh many
corpses and the decapitation of a god in the film with traumgagiereences for

Japanese people in the 1990s, such as the new right-wing movemangdspir
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return to World War I, the 1995 subway gas attack in Tokyo by the Aum cult, and
a serial murder committed by a fourteen-year-old boy in 1997, whbtheee
school girls’ heads on the street with a hammer and killed otreenf and killed
an eleven-year-old-boy on another day, cutting off his head andgiditibn the
gate of school. Ivy connects those violent motives and scenes frintheith
these tragic cases, using the terms “decapitate” and ‘geyeand concludes that
the film manages to allegorize and visualize the theme afofee$ which means
regaining the divine and achieving peace with the assistandardasy space,”
or animation, which is symbolized by the severed head of a godhthahain
characters in the film finally retrieve from villains areturn to the nature (837-
38). Andrea G. Arai also sets the heroine of the film, San, agh@dourteen-
year-old serial murderer-boy, respectively representing tyeattbient Japan and
sick contemporary Japan. Because San is a girl who has grown upfaresie
nurtured by a wolf god and lacking human relationships, it is ea®etber as a
child of nature, “the spirit world of the forests of ancient Jdpammtrasted to the
murderer-boy as the sign of “the oddly repellent side of this radiance amdiglote
of modern childhood” (Arai 843, 846).

Without using direct references like the ones above from Ivy amad A
Melek Ortabasi also argues tirincess Mononokes a representation of chaotic
and diversified contemporary Japanese culture and identity, andicasroriof
contemporary Japanese society increasingly mixed with Wesitune. Ortabasi
first says that the film deviates from standard Japanesmyhitns because it is

not concerned with the usual concepts, such as “nation,” “harmony,” “eniper
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and “samurai,” which would normally be expected to be found in adéaling
with fifteenth-century Japan. What is representeldrincess Mononokimstead is,
Ortabasi says, the fragmented view of Japan, in which theressomg national
polity or harmony, or no strict values bfishidothe “way of the warrior,” which
was a well known concept in the society in fifteenth-centurynlagad the sense
of diversity in Japan, contrasted to the image of samurai, wiinbhdizes honor
based on strict feudal hierarchy and loyalty to one’s lord (30A4Ad then,
Ortabasi discusses the hybridity of the film as Eastern aestém, saying that
the film has a hybrid perspective derived from both Christieay Shintoism,
representing the border between humans and nature as ambiguousuamaaotat
as “the objectified and unknown realm associated with modern Wester
metaphysics” but as “the perceived syncretism and harmorfglioteligious
orientations,” while critics in English often tend to see thenthef the film only
as the struggle between humans and nature in the sense of dichotomy (208-9).
The main characters iRrincess Mononokere good examples of the
hybridity because, as Ortabasi points out, each of them lmm@eax identity and
psychology. For example, Ashitaka, who is a male protagonisigtitgi find the
origin of a curse put on him when saving his village from a monstriosghand
later involved in the war between Eboshi as a representative of humans and San as
a representative of nature, is not a typical masculine sateraj but a neutral
young mediator from a minority ethnic group. Eboshi, who is a femalernor
of a village refinery employing women and lepers, treating tleemally as

members of society and trying to conquer the nature foresteadeker authority,
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is not just a cold, evil villain, but also a reasonable, intelléatimenan who is
generous to people in the social minority. San, who is a fematiagonist raised
in the forest by a wolf god and fighting for her “mother” and natigejot a
“noble savage,” but an unrealistic wild child who never awakes @igiplas a
human.

Because of the hybridity and metaphor specific to Japanese egultur
Ortabasi continues, it is difficult for an American audiencer&sg the theme of
the film as the conflict between Japaneseness (ancient) asteVW influences
(modern) rather than the struggle between nature and culturedhgtraviewers
and critics identify as the main theme of the film. For examéh Ivy and Arai
use the conflict as a key concept to interpret the ending of Ithe ifi which
Ashitaka retrieves the head of a god, returns it to nature, stopgathieetween
nature and humans, sees off San going back to nature, and himgslfasta
Eboshi’s village, though they reach different conclusions. For Ivy,etiding
shows us how it is impossible for nature and culture to coexiste idrilArai, it
gives us a hope that nature and culture can reconnect to each atheBpker
also recognizes the conflict between environmentalism and indigstrias the
main theme of the film and comes to another conclusion that the endthg of
film does not show any clear answer for the question if humans can reakyst
with nature but leaves it open to the audience, which is symbolizebein t
character Ashitaka, who is always in a position between natdehaman,
environmentalism and industrialism (241). In this sense, Ortabasitbayfilm is

a valuable example of the difficulty in exporting a cultural progoeant to “go
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global,” and of cultural mixture not in the superficial way, for he toes that

the film, unlike any other pop-culture product, captures a dilemntaribdern

people share in this globalized world, and it therefore subverts érepstpical

image of Japanese culture as a refiner of other cultures thtrea producer of
its own unique culture (220).

Susan Napier argues that MiyazakPrincess Mononokealso quite
subverts the traditional conceptions of Japanese history, identitgegeand
culture, and shows us alternative perspectives on those issues,ustot |
representing contemporary Japanese culture and identity. Accordiiagpiter, the
more globalized the world gets, the more important the historyrendiéntity of
each nation becomes, and visual media such as film and telesisdss a more
powerful influence than written media such as literature in tbisafjzed context,
as Akira Kurosawa and Yasujiro Ozu each articulate the idegftitgpan for both
international and domestic audiences. Napier argues that Miyazakso an
important figure in globalization, and his fillRrincess Mononokegives us an
alternative vision of Japanese history and traditional culture bgnd&acting
Japanese people’s central myths of culture and society, evaghthasi not based
on a factual historical everAimel76). First, by making the hero of the film not
a samurai but aminu®*’ youth, Napier says, the film refuses a conception of
Japanese history as a top-down system in which only royatfi@suor samurai
warriors affect history. Second, the film shows the battle betvireenans and

nature as a main plot against a conventional assumption that Japenglseused

" A minority ethnic group in a northern part of Japa
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to live together peacefully with nature in ancient times befaoglernization
(Animel176).

Supporting Napier’s point of view, John A. Tucker also argues that
Miyazaki's Princess Mononokeevises Japanese history on four points: war,
gender, the West, and religion, each from an ecological point of VAawgt,
Tucker and Napier both safrincess Mononokeeverses the conception of
Emperor-centered Japanese history by making Ashitaka a desrtoabf the film.
Ashitaka is arAinu youth and is totally opposite from Yamatotakeru, the hero of
ancient Japanese myth. While Yamatotakeru fights to expand th@edapa
Emperor's power in Japan of that time and therefore standssgslaol for
militarism, nationalism, and imperialism, Ashitaka defends hinsselfhis people
and is a symbol of harmony and environmentalism. By focusing digtive of a
hero like this, the film depicts an alternative (peaceful ancbguzal) version of
traditional Japanese myth (77-88). Second, Tucker says, the harothesfilm,

San and Eboshi, are strong and independent, which would be nearly impiossible
an actual historical context. Models for the figure of Eboshitarislapanese
history, but Eboshi never depends on anyone and is quite independent, unlike
famous Japanese women from medieval times. In this film, Tucker sayazaWi
focuses on and enlarges marginal female gender roles and sometieees
traditional gender roles, and in the 1980s and 1990s, when women’s gl r

and status were improving, the strong and independent female clsracte
Miyazaki offers in his films would be welcomed (88-94). Third, Wester

influence is represented as evil in the film in the way thattéve weapons—and
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culture—violate the Japanese ecosystem of harmony between humans and
nature/gods because humans in the film fight nature/gods with edpdkiestern

guns, which gives the audience the impression that the West enevilapan is a
victim of globalization (94-97). Fourth, Tucker salsincess Mononokeeverses

some religious conceptions of Shintoism, criticizing or satirizewgsting
religions, such as Shintoism and Buddhism with greedy monk or bonzetehsra

and with unusual images of Shintoism thus offering an alternatigdar religion

to show how to live ecologically (97-102).

Many critics and reviewers discuss religion, especially Jap&teatism
and Buddhism, as obvious and important characteristics of Miyazdki's. firor
example, Ortabasi points out that the images of forest spinisdaities in
Princess Mononokesuch asshishigamj the silent and mysterious deer with a
humanoid face, andaidarabotchj its gigantic and transparent humanoid night
form, are created based on traditional Japanese folklore anaiShartimism
(212). David R. Loy and Linda Goodhew also discuss Miyazaki's thhees,fi
Nausicaa of the Valley of the Winfisleased in 1986 with edited and in 2005 with
non-edited in the US, and originally released in 1984 in Japan wititlthKaze
no tani no nausiKa My Neighbor Totoro(released in 1993 in the US, and
originally released in 1988 in Japan with the tiari no totorg andPrincess
Mononoke from a religious point of view, and differentiate Miyazaki’'s &lm
clearly from other Japanese anime (which often include sex andaédlbecause
the films follow Buddhist disciplines in the thoughtful and moving dipns

alternative to violence (77). Loy and Goodhew say that, even thoudfintise
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contain a lot of violence, some of Miyazaki’'s protagonists, sudNaassicaa in
Nausicaa of the Valley of the Windsd Ashitaka ifPrincess Mononokeare self-
sacrificing and non-violent trying to do whatever they can to stop the vicéente
help people like a bodhisattva, cutting the chains of hatred and re\&hgd)(
Because each of Miyazaki’s films is created with Buddhis$lantoist religious
points of view, Loy and Goodhew say, there is no dichotomy between humans and
nature/gods, nor is there one between good and evil, which betrays the
expectations of Western audience and makes the films differafteanative for
them. As a result, Miyazaki’'s narratives are complex includirapnymlayers
beyond the good guy/bad guy routine with the antagonists possessingt dist
motivations and philosophies, such as defending their own people, which renders
them real for the audience, and avoiding any simple definition of enasr
something created by a transcendental God which humans can conqeeras
they like (86, 88-89).

Agreeing with Loy and Goodhew'’s point of view, Christine Hoff Kraeme
says thaPrincess Mononokavoids the simple dichotomies of good and evil, or
of technology and nature, and Ashitaka’s character as a savior-onefdiata
chaotic world resonates both with Buddhism, Shintoism, and Christiaritgh
makes his figure more understandable for the Western audienc8-§)ain their
article aboutSpirited Away James W. Boyd and Tetsuya Nishimura say that the
film is the most religious, or Shintoist, among Miyazaki’'s fijnasd its central
theme is how to live with a pure heart, which is a Shintoist cormgepti

representing how Chihiro, the heroine of the film who accidentalbg sfito the
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fantasy world where myriads of gods and deities live and tries to remmewetse
from her parents and escape the world, grows up from a gloomy elaildihcere
young person for caring others and the world (par. 12) Accordir§pyd and
Nishimura, we can find many Shintoist motifs and conceptions in lting $uch
as yaoyorozu no kamimillions of gods),torii (a gateway at the entrance to a
Shinto shrine)kamikakushispirited away), an#iyome(purified), and the story
never follows a simple good-versus-evil plot, and the film alscahagppealing
message for the Japanese audience, that Japanese traditionastSlontmptions
must save a sick contemporary Japanese society (par. 21, 25).

Lucy Wright extends the religious method of interpretation to Mikez
many other films and says that the key concepts of his filmsaaShintoist
animistic viewpoint and a mystic relationship between humans and néthiie
Shintoist viewpoints tend to be nationalistic, Wright says, the &hint
Miyazaki’s films looks globalized, due to the fact that the dilmclude both
Japaneseness and foreign culture because Miyazaki is a léftisiaes not care
to show Shintoism in the foreground of the film because of itsluatéry during
the war. That is why, Wright continues, Miyazaki’s fiims avelcomed and
popular in various areas in the world without making the audience fsebng
religious atmosphere, even though his films are full of Shintoigifsnd-or
exampleNausicaa of the Valley of the Wingises us a Buddhist or Shintoist type
of healing,My Neighbor TotorandLaputa: Castle in the SKyeleased in 1989 in
the US, and originally released in 1986 in Japan with the Tél&ku no shiro

Rapyutd shows us a nostalgic image of a god tree representidgpanese
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ancestor and nature, aRdincess Mononokeakes us feel fear of nature/gods by
showing us the humans’ struggle against them. According to Whtihgzaki’'s
films convert and revive traditional Japanese Shintoism and myth by
incorporating global culture, inspired by American science ofnctiwriters,
Russian filmmakers, and Greek myths, to create a “hybrid Japanedern
myth” that appeals to “post-industrialized” audiences all over the Wpad 39).

Among many critics discussing the religious aspects in Miyigz films,
Jay Goulding regards Shintoist and Buddhist motifs and metaphors ifntkea$
a reaction against globalization—in particular, Miyazaki tte€mphasize East
Asian viewpoints and philosophies in order not to be overwhelmed by
globalization, that is, Euro-Americanization. Goulding says kMigazaki’'s films
include visual icons of Western culture, but they also include Japphissophy,
religion, and folklore as intrinsic components of the plots, ideas, ansages
Goulding gives us examples for his argument frBnncess Mononokend
Spirited Away and says thaPrincess Mononokeestores the ancient spirit and
morality of Shintoism that have been lost in contemporary \Wesesl Japan by
reaching into Japanese folklore and the age of the godsSpinitled Away
includes a number of Confucianist, Shintoist, and Buddhist motifs and themes
juxtaposed with ugly Western commodification so that Japaneseedlbes not
disappear in the wave of Westernization (119, 122).

Napier, in her article aboupirited Away also says that the film is a
reaction against globalization, and it emphasizes local, traditids@anese

culture in order to criticize polluted and materialistic contenmyotklpanese
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society, which makes the film clearly Japanese and selfaritPlaying an
important role in globalization, Napier argues, the film recoietdérold, “good”
Japaneseness by juxtaposing it against representations of tteeedsgulture of
contemporary, post-industrial Japan, which Napier calls “cultiaedvery” or
“cultural rehabilitation” aspiring to rediscover elements of “puiti “self-

sacrifice,” “endurance,” and *“team spirit,” which have beenarégd as
“quintessentially Japanese” (“Matter” 288-89).

Andrew Yang offers the opposite perspective of Goulding and Napier’s
simplified and Orientalistic interpretation, saying that such iaterpretation
contributes to nationalistic sentimentalism by emphasizing thgueness and
purity of the traditional Japanese, and maintains that Japanese-etdio any
nation’s culture for that matter—should be diverse, flexible, and congplexgh
to embrace both “modernity” and “tradition” in a dialectical manaed we need
to examine the filmSpirited Awaynot to find the essence of Japanese culture but
to reveal Japaneseness as something more variable and compleA¢485]Jing
to Yang, in Miyazaki’'sSpirited Away traditional Japan and modern Japan are
represented not as two opposite good and bad, or right and wrong conceptions,
but rather, as two supposedly contrasting Japans intersected rgiédrin the
film (443).

Yang's argument that the film portrays a complicated and uwhfixe
representation of Japanese culture is more persuasive than GouldiNg@er’s
argument about the film as the representation of good old Japanéses,cul

because it is difficult for a film to illustrate a cleart@nd comprehensive image
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of one nation’s identity or culture. Bpirited Away we see traditional Japanese
Shintoist deities coming in and out of the pubic bath house run bych witere

the heroine of the film is forced to work after she slips intofameasy world,

which includes modern architectures, vehicles, machines, and toolsaahd
character is represented not just as good or bad, but as soneepisanilar to a
person in a modern world who does good and bad things, and is greedy and
generous, in a realistic way, which implies that the deitigsaditional Japanese
Shintoism are not so very different, at least in terms of cteirsiics, than the
modern Japanese people who are supposed to be blamed for corrupted moder
Japan. Yang’s conclusion th@pirited Awayshows us how the national identity is
complex and frequently changing is quite convincing considering howlthe f
represents Japanese identity and culture in a dialectic way.

Rayna Denison analyzes the relationship between anime (Japanese
animation) and globalization by doing a case study of the traorsland
exportation ofSpirited Awayto France and then the United States. First, she
claims that other critics, such as Susan J. Napier, have cdadtartcinadequate
explanation for why anime is welcomed and popular in many amethe world
when they say it is welcomed simply because it is distirmnhfthe cultural
material of any other country. Denison decides to researctSpawed Awayhas
been accepted in three countries’ markets—Japan, France, and theel Unit
States—and in the process of exportation, how the film gets inegbasiodified,
less popular, and less Japanese. First in J&@nted Awaydepicts the hybrid

identity of Japan as fantasy and the West as reality, whichrbptesents and
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criticizes contemporary Japanese culture. By showing each pumedapa
character’s identity crisis, Denison says, the film sends ssage that people
must transcend borders of nationality, a8girited Awayis never limited to
traditional Japanese culture but offers an image of contempanacgrtain” and
“transforming” Japanese culture (312), and in this sense, Deniaggisnent
agrees with Yang's argument that the film shows a complicated uafixed
representation of Japanese culture. Next in France, Denison Bayslnt is
introduced as an “art film” rather than a “blockbuster” becausdésofnitial
appearance at a film festival, and the captioned version appeatt house
filmgoers, while the dubbed version appeals to the general public, and the
Japaneseness of the film decreases because of translatierafople, literally
translating the Japanese worthtyorozu no karhiimyriads of gods and deities)
into “eight million gods” in French, translating the proper formahaaof Haku
“Nigihayami Kohaku Nusfiiwho is the heroine’s male friend and the disguised
figure of the white dragon, into “the spirit of the Kohaku River” ierkah in a
dubbed version, and keeping other characters’ proper name but with tied Fren
accent. Finally, in the United States, John Lasseter, the famm@asodiof Pixar,
supervises the dubbed version, rendering it very American by om#bnte
dialogues and changing some proper nouns into more explanatory nanmes, eve
though, of course, it is impossible to make it perfectly Amerlwecause of the
many Japanese letters on the screen. Therefore, Denison condied@s) tan
never be the same in different countries and different cultures,it bcan

nevertheless offer images of Japanese culture which depend tamgidteculture,
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getting assimilated into the culture with the help of traimsiaand the plurality
and hybridity of the film work to make it not “stateless” butclghl,” rooted in
each place in the world (318-19).

Like Denison, Shiro Yoshioka says that the film shows Miyazakisitdy
dynamic, and diverse Japanese culture—a culture that is charegilegfic,
chaotic, never static, and not unique but just one of many Asian s lamé in
that senseSpirited Awayembodies “the heart of Japaneseness” and brings it more
directly and subconsciously to the audience tihéyn Neighbor Totoroand
Princess Mononokey blending “the real world with the fantasy world in a way
that makes it an extension of our reality” (269). However, itlesrcthat “the
audience” Yoshioka mentions is an exclusively Japanese audience and “our
reality” means a Japanese people’s reality. Then, do the audigicedifferent
cultural backgrounds receive similar impressions from the fibo@s the film
offer the subconscious feeling of “the heart of Japaneseness” toneeslie
worldwide? Yoshioka has an optimistic point of view on the issuengayat
Miyazaki's Japaneseness as a mixture of Asian and Westeunecttranscends
temporal and territorial boundaries” because “Miyazaki’s anima isiodern
‘folktale’ fusing a pastiche of disparate fragments into a n@my's(272). It is
true that the “plurality” and “hybridity” ofSpirited Awaycould be in good part
transmitted to audiences in different areas of the world througtslateon,
because, unlike literature, animation depends more on visual and auditory
imagery than on language. Taking into account Denison’s obsenaticine

translation and exportation process, and how the film's Japanesenésst i
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through translations and edits, it is nevertheless difficulttlier film to offer
audiences outside Japan the Japanese nostalgic feeling stramgiy éo make it

as popular in other countries as it is in Japan.

The comparison and contrast with Disney

Hayao Miyazaki is often introduced as “Disney in Japan” m fieviews
written in English, and, when contrasting Miyazaki and Disney, neaitigs say
that Miyazaki’s films are more complicated, “reinventing and suiiwg cultural
myths and exposing the complexity of life’s problems, rather tivaplisying
them” as Wright says (par. 39; see also Kraemer) , andftiner have a wider
audience, ranging from children to adults, than do Disney'sicE€give different
points of view on how much more complicated and challenging Miyaziki's
are than Disney’s. For example, Wells argues that Miyazékiis are curiously
both “emotional” and “speculative,” saying, “The ‘openness’ of hisradtars
with their deceptively simple ‘child’s eye’ perspectives, hawegree of emotive
suggestiorand political relevance largely unavailable in the Disney canon” (23).

Admitting some similarities between Disney and Miyazaki, saghheir
popularity, high quality, merchandising, and some character design, boibn®s
and Margaret Talbot argue that Miyazaki’s films lack absolutains, and thus,
their plots become more complicated than Disney’s plots (Osmoadsitaa”
60; Talbot 67). In addition, Talbot points out that Miyazaki's films look upon
antagonistic characters with a generous gaze, showing themntaesnd

sympathy, and the films portray heroines as likable and loyalpddinary girls,
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who can be extraordinary in the world of children’s films (67). bag Goodhew
agree with this point of view and explain how simple the plots ofid)'s films
are, using as examplehe Lion Kingalongside other Hollywood films, such as
James Bond, Star Wars, Indiana Jones, Terminator, and Harry ftotserand
say that these films have simple good-versus-evil scriptspegutictable plots,
while the protagonists in Miyazaki's films identify with evene rather than
conquering other groups for their own or others’ righteousness (94-95).
Comparing Miyazaki’s Princess Mononokewith Disney’s Tarzan
Ortabasi says that the films both deal with the theme ofioehip between
humans and nature, b&rincess Mononokéas more diverse and ambiguous
ideas about the issue, while ifarzan humans finally triumph over nature,
reaching this simple solution due to its human-centric conceg2df-20).
Napier also contrasts the two films and says that Disfeysanhas a human-
centric ideology, pretending there is no diversity in the world,
anthropomorphizing wild animals, and creating a utopian ending with harmony
between humans and nature ignoring issues with technology and pragres
human society, while Miyazaki'®rincess Mononokeguursues diversity and
otherness, emphasizes differences, represents violent and nonhumanmaills$ ani
as such, shows current dilemmas about how to negotiate with natule whi
maintaining technology, and claims that nature is beautiful butufearfful, and
perpetually inapprehensible (“Confronting” 486-8fime191-92). Through this
comparison and contrast between Disney and Miyazaki, what Napier

demonstrates is each production’s attitude toward cultural mgthyaues, and
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she suggests that Disney films emphasize American values andacuhyths,
assimilating other countries’ myths into American culture, andptioéagonist’s
“performing Americanness” no matter what country or cultimeytbelong to,
while Miyazaki’s films offer a universal sense of value, such as huynanoiirage,
and respect for the environment, not emphasizing cultural tradition, ther ra
doubting or criticizing contemporary Japanese values and culturdds naytd
referring to the cultural values of other countfigéConfronting” 472; Anime
282).

Chris Wood says that in Japanese art and culture, the West hasenot
represented realistically or actually, but as a simulatedaggnspace, and
Miyazaki's films are not exceptions, and argues that the Earopetting is
represented as the object of a ‘tourist gaze’ in Miyazd&dso Rosspwhich is
“a spectacular simulation and a site of pleasurable consumptio®), (1dr
example, the setting place and timd”wrco Rossas early 1930s Italy in the time
of the economic depression and the presence of the fascist gelice after
World War |, which is absolutely different from the viewers’ sday life, and
one of the few main sites in the film is “the Hotel Adrianofiere Gina, the
heroine of the film, sings every night attracting the public’enditbn, and the
climax scene in the film is the dogfight between the hero andrtagonist over
the sea again drawing a huge crowd’s attention in the fid, @l of these

features are simulated and set to be spectacles meetingpbetagion of the

8 Kraemer completely agrees with Napier’s argumeatjing, “... where Disney films tend to
affirm existing cultural values, Miyazaki's perfora complicated dance between performing
Japanese cultural values and destabilizing thea” @).
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audience’s tourist gaze. As Wood points out, representations of Westenre in
Miyazaki’'s other films are also often fantastic, beautifuigd alreamy, but fall
under the stereotypical conception of an old and good Europe, though, not as
much as the ones iRorco RossoNapier says that Miyazaki does not force
Japanese values and that he is critical of Japanese cultumeatity, but would
his focus on Japan not mean that he does not care about other cultures as
he does about Japanese culture? Otherwise, it would be impossibte fany
reviewers and critics in English to have discussed Japanesemésdilms. Even
though Yang’s argument that Miyazaki’s films represent the siityeicomplexity,
and flexibility of Japanese culture and identity sounds quiteonedde, it is
doubtful that Miyazaki’s films represent the diversity, complexatyd flexibility

of other cultures and identities as well, which, therefore, makes it diffccuisist

that Miyazaki’s critical perspective is always global and universa

The potentiality of Japanese animation as a new medium
Basically, Hollywood films are made for a global market areimeant to
be universal and easy to understand entertainment for young audiences of
different cultural backgrounds all over the world. On the other hand, J&pane
animation directors and producers are free from such limitatiows treey can
make various types of animation films for Japanese audiensesiefl ages, who
have enough literacy to watch animation as seriously as theyd gataction
films because of the unique and long history of animation and comicecuttur

Japan. Contrasting American and Japanese markets for animéatien Riatrick
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Drazen says, “In the United States, comics and animation anedefs media to
be consumed primarily by children. Anime, on the other hand, like the somic
(manga) from which many anime are derived, has no such limitatnahthe
sophisticated stories of some titles scan more like novels #igntdles” (189).
This could be one of the reasons why Japanese animation, includingakliyia

so different from Disney’s animation and why many criticsidvel that such
Japanese animation could become a new medium never before expemetieed i
United States or other places in the world. Wells recognizes Hayao Miyazaki a
important figure who could have a great impact not only on animatioal$mbn

all types of movies (22), and says that Miyazaki has innovativetiefined
negative graphical icons as positive in his films, such as theeiwfag mushroom
cloud of an atomic bomb redefined as a sprout and the developmehigofrae
full of life in My Neighbor Totorpor of the image of a robot of a cold technology
redefined as a warm, human-like creatureLaputa: Castle in the Sk{24).
Miyazaki’'s hopeful vision of the future, believing in nature, the gwftchildren,
and the maternal qualities of girls, often alongside the mofiyiofy in the sky as

a sign of freedom, Wells concludes, makes a large contribution to hiathataon
and live-action films all over the world (25). Osmond also adrhis Japanese
animation has been having an influence on some Euro-Americanrglrestly,
saying “In recent years several western films have tedtar included anime (as
Japanese animation is known outside Japan), drawing on the medium’saadtion
sci-fi strands, which have won most international acclaim” (“Castles” 28).

Some critics argue that the reason why Japanese animatitedrasvell
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accepted in the United States and other countries is because sbrhathing
different from Hollywood animation, such as complicated storiesrachers,
genres, visual expressions, and the diversity expressed alontisadéve plots
and characters, all of which are appealing to American audiéNegser Anime
9-10, 236, 249; Kelts 116, 209; Kraemer par. 1). Taking interviews amitme
fans in the US, Europe, and Canada, Napier researches how Wesienctesid
accept Japanese animation and argues that Western, especiadigcaim
audiences watch Japanese animation not because they want tomsdlirgp
Japanese, that is “Japaneseness,” in it but because they racteattto its
differences from Western animation, that is “Otherness” (Mafireme 255).
Because the Japaneseness which Napier mentions here is ddganese culture
in a narrow, stereotypical sense, suctkiagonqg tea-ceremonygeisha samuraj
and Fuji-yama we can recognize the hybridity or “something different” in
Japanese animation to which many Western audiences areteditras an
alternative image of contemporary Japanese culture and idestdytabasi says,
“Mononokemanipulates cultural representation to create a complex itteatidy
not ordinarily associated with a product of popular culture; @&ls® a deadly
serious effort to cultivate new possibilities for representaqgadese culture and,
therefore, Japanese identity” (201). A disagreement appearsepeMapier’s
point of view and Ortabasi’s, because Napier argues that Ameaaigdiences are
attracted not specifically to something Japanese but only to lsoetifferent
from American products, while Ortabasi argues that the inn@regss in

Miyazaki's films is an alternative way of specificallgpresenting Japanese
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culture and identity. However, their points of view could concuwéf read
Napier’s “Otherness” as the “new possibilities for represgniiapanese culture
and identity” that Ortabasi mentions.

As for the new possibilities for Japanese animation, Thomas Looser argues
that Miyazaki’s films play a transitional role from “cinencatto “animeic” in the
history of film, says that the characteristics of Miyazakiims, such as the
combination of detailed backgrounds with simple characters in the foreground and
the complicated narrative interwoven with different media stories in #mmen of
a tapestry, could open up possibilities for a new media that sdpersmematic
films, still being nostalgic for cinematic forms at the samee (314). Thomas
Lamarre also says that Miyazaki's films have both “ciagai and “animeic”
aspects, and there is always tension between them in hisTitreg.are cinematic
because of the films’ large budgets and because heastanrwho is involved in
every process of film making—writing, directing, overseeing, adking on
animation and storyboards, and they are animeic because thefstydaving the
foreground (the characters) and the background are clearly ediffethe
movements of both the human and animal characters are quite differariive-
action films, and because Miyazaki is persistent in a two4isioeal cel-
animation (Lamarre 341). It is interesting that both Looser andatr@anuse the
term “animeic” to express the new possibilities of Miyazakims and Japanese
animation in general, and clearly differentiate between livewacliims and
animated films.

As many critics point out, unlike Disney’s films, Miyazakfifms are
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popular among a range of audiences, both children and adults and both ordinary
people and critics. Lamarre explains the reason for such audience dj\sengiig
“His childhood is an adult’s childhood; his earlier technologies anse post-
technological world and history. Likewiseangafilms like Castle in the Skgo
more than reconstruct children’s adventures, fantasies and exq@dri@65). As
Lamarre argues, the kids in Miyazaki’s films are not just king kids viewed
through the adults’ experiences and perspectives, and this is why not odigrchil
but also many adults enjoy Miyazaki’'s films by identifyingttwthe young
characters in the stories. Mariano Prunes similarly expldiesreason why
Miyazaki's films are popular among different types of audienicehis article
discussingVly Neighbor TotoraandPorco Rosspand says that in the caseMy
Neighbor Totorahe film blurs the borders between fantasy and reality and makes
the fantasy look natural by building the fantasy world from the amldr
perspective of the “full-fledged” characters constantly armméessly moving
back and forth from a world of fantasy to one of adulthood, and thus, the fil
manages to offer diverse points of view that the adult audienceasdy accept
(54). Prunes says that the kids in Miyazaki’s films are nosteeeotypical “pure
and innocent” children prevalent in Euro-American films, but ratherchildren
who each possess a complex individuality with intelligence, sehgilihd velar
moral judgment, and a personality with strength and vulnerabilityjranuttence
and self-awareness, such as adults usually have, and thus, it beamieesor
the adult audience to identify with the child characters in thesf(46-47). The

magic of Miyazaki’s films is, Prunes concludes, the clever afagetting up the
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mise-en-scenwith “the idea of a scrupulous historical reconstruction thaeén
slightly out of focus, perfect in its detail and yet alwalissiee, just like in a
dream” to evaporate the borders between fantasy and realityeloetineechildren
and the adults, as examples, the detailed depiction of Italy in 192@s t
deliberately avoids actual names and event®onco Rosscand the detailed
depiction of 1950’s Japan My Neighbor Totoravith many images of the spirits
everywhere that only children can see, and with these kinds ofsiréime
fantastic” in Miyazaki’s films looks like a perfectly natueaid real utopia to both
young and adult audiences (48). Drazen explains, from a diffezespigrtive, the
reason why Miyazaki’s films appeal to both children and adultsngathat
Miyazaki's films allow the audiences diverse interpretationtheeisimple or
complicated, depending on how the films are watched. For exaRgpisy Rosso
is full of romantic or sexual metaphors, such as sexual appeéls heto by Fio,
a seventeen-year-old girl who is a mechanic’s granddaughter gosl tiet to
repair the hero’s plane, kissing on the hero’s cheek and swimmihgakad in
front of him, to prove that she is mature enough to have sex with honthe
undeniable femininity of Gina, an older and good-looking woman who married
three times to three pilots and lost all of them, and for whbus, the images of
flight and sex are always combined, implying her ongoing sesalationship
with the hero, which are subtly insinuated so that the childremareffended
while watching the film (193-97).

As we have thus far seen in the articles written and publishEdghsh,

the potential of Hayao Miyazaki's films and Japanese animatigemeral as a
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new medium different from Hollywood films lie in the elementd drétics point
out, such as the complicated stories, characters, genres, vipuatsans, the
diversity, alternative images of contemporary Japanese cultuee,ydling
characters with complex individuality that the adult audiencesganpathize with,
and the ambiguous connotations behind the scenes, and little by &ttle,0é
these elements is being assimilated into different aspafctsontemporary
American culture. Lawrence Venuti says that the transldtias two kinds of
power: (1) to create the representations of foreign cultureargett language
culture, which are first stereotypical and later domesticated(2) to change the
domestic literary canons and conceptual paradigms. Hayao Miyalilkssare a
quite typical example of Venuti's theory, representing alternatmages of
Japanese culture and having some influence on Hollywood films. Even tthaugh
influence of Miyazaki's films and Japanese animation on Ameriatare is still
small, it is surely being assimilated in this globalized lavan different ways.
However, considering examples of Hollywood films that are cleaflyenced by
sexualized, violent, and stereotypical examples of Japanese ianiffighere
may be a long way to go before Hollywood filmmakers apply thephtiéntial of
Japanese animation to their work, and Disney’s pride may be toddighHow

Miyazaki’s style of animatior’

9 Quentin Tarantino'Kill Bill inserts some animation scenes produced by Produti., a
famous Japanese animation production, and somekesnaf Japanese animation as live-action
films have been done in Hollywood, such/stro Boy andDragonball Evolution though they
have neither had commercial success nor beenathtizcclaimed.

*¥The conception of “Disney,” of course, cannot lmpdy categorized into only one way of
animation production or one genre of the film. @a tomplex significance of Disney films see,
for example, Bell et al.
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The images of female characters

In the previous chapter, | discussed how English translationg ofovels
of Banana Yoshimoto failed to replace stereotypical imagespaingdse women.
Napier claims that Japanese animation often presents powernfalefeharacters,
highly sexualized sometimes, that are quite different from dtezeotypical
obedient and devoted Japanese women not found in reality, whicht ribiée
changes in women’s empowerment in the 1980s and the 18808g33). Then,
do Hayao Miyazaki’s films, which often feature attractive feEsmarotagonists,
manage to replace stereotypical images of women with proggessive images?

Have they altered or renewed stereotypical images ohdapavomen as “geisha

girls,” “devoted women,” “miserable creatures,” and “strong andtherly
women”?

Some critics point out that in Miyazaki’s films the female relcters
subvert the stereotypical images of Japanese women and hapeténdéal to
become alternative models for women. For example, Osmond analyzes the
characteristics of the heroines in Miyazaki's films and leeggpositive images of
them, which are realistic, innocent, creative, attuned to nature, and assodihte
positive ideas of curiosity, journey, and flight (“Nausicaa” 3prirra perspective
of gender studies, Wells argues that the female characti®liyazaki's films play
a rebellious role in male-dominated feudalistic society, sgyiHis use of the

feminine discourse is a way of subverting established patriaagesidas both in

the practice of filmmaking and the art of story-telling” (23).pi&a agrees with
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this point and develops it into further discussion, and says that 3apase and
non-Japaneseness are mixed in the characteristics of the henoMesmzaki’'s
films, that is to say, they are Japanese because theh@mefeminine, innocent,
cute, and potentially erotic, and they are non-Japanese becausadhagtive,
determined, independent, courageous, and heroic (“Confronting”). Napisrsarg
that Miyazaki creates female characters that deviate tiraditional gender roles
and patriarchal feudal society to deconstruct and defamiliareeational
conceptions of Japanese gender coding as well as to revise éapst@y. For
example, Napier says, two female protagonists are quite geedé&al and far
from the traditionally female and completely outside of the missgyg
patriarchal society iRrincess Mononokes Eboshi has masculine power and San
is violent and wild, even though she is representative of nature and stippdse
harmonious within a traditional conception of the relationship betwesnen
and nature (“Confronting” 481). Napier argues that Miyazaki's hercanesot
realistic, because of which, however, the audience can see idesmin the
figures on the screen, and says that the female charactdtiyamaki’'s films
overturn the audience’s conception of femininity as well as theneentional
notion of the world in general and show new possibilities by deconisgjuct
traditional images and gender roles of Japanese woveimé¢ 125-26). For
example, Napier sayd\ausicaa of the Valley of the Windsdfers an ideal
independent and strong figure of woman and alternative bright possshibind
Princess Mononokegives female characters masculine attributes instead of

presenting traditional masculine heroes and defamiliarizesati¢gional image of
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patient and devoted Japanese women and the traditional myth of JgpeoEse
living in harmony with nature by deliberately representingraltive cases of
violent relationships between women and nature, in which one femalgctdhar
attacks nature to protect and develop human society, and another fightt aga
humans to protect the nature where she was born and rarsete(77).

Lamarre also points out that Miyazaki’'s films are criticéltraditional
gender images and show alternative images of women by atigbektra
masculinity to female protagonists, though some of them, espeealigr ones,
are still conservative, and strictly speaking, Miyazaki doestngaib break with
gender conventions (351). Lamarre says that Miyazaki uses bo#otgpecal
images and alternative images of women deliberately to prongwers’
metaphysical questions about technology and nature, and for Miyazaki atipe im
of flying girls is an alternative to existing genres and technold§i&ks-52).

While some critics simply point out that the female character
Miyazaki’s films, such as Eboshi Princess Mononokand Kushana ilNausicaa
of the Valley of the Wingdsare feminists or proto-feminists because they are
stronger, more intelligent, and more independent showing compassion for the
weak in society than Disney’s female characters, such ah®&dea and Mulan
(Loy and Goodhew 89; Kraemer par. 2), Freda Freiberg analyzes chatiastef
the female characters in Miyazaki’s films in terms of th@re complicated image
of the shoja In studies oshojg Freiberg says, there are three major issues: (1)
the identity of theshojoas a liminal stage between adult and child, free from any

social or gender role, (2) the relationship of $h@joto consumer culture as an
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icon of cute culture, and (3hojo'srelationship with the audience as appealing to
both genders and every age, not only young girls, but also adult womemeand
Freiberg argues that the heroines in Miyazaki’'s films havibatés of bothshojo
and masculine heroes who undertake heroic actions related to sodal
ecological issues, and says tBojocharacters in Miyazaki’'s films always stand
for the weak or victimized, and they fight for social change, comgimaternal
gualities, masculine heroism, and even cuteness (par. 13). It lissiitg that
Freiberg points out that the heroines in Miyazaki’s films, who dcdod perfect
women, are never feminists because they do not fight for the §v®men,
team up with other women, nor even have female friends, and theyfigtén
against independent adult women usually identified as feminists (par. 15).

Now, we have two different points of view about how female charaicters
Miyazaki’s films function as feminists, one of which is affative, saying that
powerful and independent heroines subvert conventional Japanese gender roles,
and the other of which claims that it is not the heroines, but rétieeadult
women, such as Kushana Nausicaa of the Valley of the Windad Eboshi in
Princess Mononokeagainst whom the heroines fight, who are truly feminists.
Eunjung Kim and Michelle Jarman add a quite compelling thirdppeets/e to
this topic, claiming that even Eboshi, the independent adult woman, is not a
feminist but an imperialist exploiting oppressed women and the depid.
Kim and Jarman discuss how disability and sexuality are repesken
Miyazaki's Princess Mononokeand say that even though Eboshi is often

regarded as an ideal female leader who creates an altercemmunity against
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central authority in which she protects prostitutes and lepkesnevertheless
discriminates against them, giving them manual labor and using tihdight a
war against nature as an imperialistic exploiter (Kim amohda 54-56). This is a
quite different point of view on Eboshi compared with those who vienabex
feminist, and this perspective of Eboshi as imperialist could be nrsaive
considering that in the dubbed version, only Eboshi speaks in British It nagis
if she were a representation of a British Queen conquering @hens. As Kim
and Jarman suggest, it is clear to the audience that Eboshierdpr&gestern
civilization bringing modernity to both the East and to nature, firtallynphing
as she stops San’s fighting and welcomes Ashitaka into her own wadtgm
Therefore, Kim and Jarman concludijncess Mononokes a film representing
how imperialistic modernity subsumes marginalized people, sugroastutes
and the disabled, into the Western system by pretending to bela geatdian
(66-67).

Now that the possibility of feminist female characters inddgki’s films
has been theoretically rejected, it is impossible to find alermharacter in his
films that actually subverts traditional Japanese gender mesffers an
alternative image of a Japanese woman. It is true thatndeafiractive, strong,
and independent female characters in Miyazaki’s films, but tivegyallook cute
or beautiful and are often maternal from the spectator’s gazeobatimd off of
the screen, which means that they can never escape the @pgéatadle
chauvinistic expectations. Even though Miyazaki's animated filme ltagated

diverse and novel images of women on the screen for both Japanese and
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American audiences, most of the heroines in his filmsrafact categorized into
a few types, such as a cute and pure infant, a cute and beautif@sprinc a
beautiful adult woman, as if women can not play important rolessuthey are
cute or beautiful. We cannot deny the fact that the heroines iazigkys films
are strong and independent, unlike typical images of devoted and obedient
Japanese women, but they are never alternative images of wortiemwhich
contemporary Japanese women can identify. They are rathetlistic@aages of
women who have both typical masculine and typical feminine aisbuteither
of which move beyond the audience’s expectations. Therefore, it isutiffo
claim that these characters are realistic representatibrlapanese women’s
voices, or, even worse, these characters may simply end up beconaoty ddy

the fetishistic desires of the director or the audience.

Unlike the reviews and articles about contemporary Japanese tiwatels
examined in the previous chapters, we rarely find reviews ofegréout Hayao
Miyazaki's animation films that include a prejudiced or stengictl perspective
on Japanese culture and identity. They generally discuss spesfies on
Miyazaki’s films or general issues on Japanese animatiomaia@d pop-culture
not from a naive Orientalistic point of view but from a neutral @lnjéctive one
with much understanding of both contemporary and traditional Japanese culture
and identity. This implies, fortunately or unfortunately, that tivellef Japanese
animation studies is more developed than Japanese literatuesstuthe United

States at present. Under the circumstances, then, have Hayazakilg/dilms

149



offered alternative images of Japanese culture and identity &riéan people?
Taking into consideration the fact that many reviews and atigllished in
English have included fruitful discussions about the representations of
contemporary and traditional Japanese culture and identity in MiyaZdikis
and have found Miyazaki’s original style of representation unique wbmpared
with other works of Japanese art, it could be said that MkyazAlms have
shown American viewers alternative, diverse, and complex imaigéapanese
culture and identity, although the American audience would not have ttagmost
feeling of the Japanese audience because of cultural anddaisthiferences. It
could be also argued that Miyazaki's animation, along with othpangse
animation, has presented Americans with alternative cultunaésakgarding the
relationship between humans and nature that Disney’s animatiorgmaed.
Many reviewers and critics in English have found potential forva medium in
Miyazaki’'s and other Japanese animation which could appeal notooahyldren
but also to adults, with the complicated stories, charactetsl\@gpressions, and
diversity. Miyazaki's films, however, have not represented divarsk complex
images of other cultures enough, such as European culture, probablyebtau
largely focus on Japanese culture and identity. It is also harsayothat
Miyazaki’'s films have succeeded in offering alternative iesa@f Japanese
women. It is true that female characters in his films sultkertraditional images
of Japanese women and gender roles in Japan as some critichatgas | have
already mentioned, images of female characters in Miyazditihs are not

realistic and the types of female figures are too limiedepresent Japanese
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women’s voices, and Miyazaki's female characters are lstilind by the male
chauvinistic gaze and its expectations. Those who have one hundred percent
positive perspective on the female characters in Miyazakisfihust either hold
outdated gender codes or miss the possibility that beautifid, antl maternal
female characters can become fetishistic objects underalgeamauvinistic gaze

at any moment. In any case, the idea that it is women whoyfisalle or cure a
world that has been destroyed and polluted by men, which is often found in
Miyazaki's films and other Japanese animation, is banal and steiczdt
Additionally, Miyazaki’s animation has both conservative and progressipects,

and is, therefore, located in between old and new media, as Looskaraade

point out. It is because of this, of course, that the films havevathieemendous
popularity with both young and older viewers in Japan and other countries. |
order to investigate what kinds of cutting-edge images of Jap@ogseulture
American people could have, further research on more experimental or
challenging Japanese animation that appeals to limited audiemtespecific

preferences or audiences who work professionally in the arts will be required.
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Chapter 4
Mamoru Oshii's Ghost in the Shell (1995): Animation as a Site of

Exchange/lnterface/ Translation

In the previous chapter, | examined how Hayao Miyazaki's filwtsch
have had a great popularity amongst diverse audiences in Japamltefigative
images of Japanese culture and identity as well as alternativeatulilues in the
United States. The animated films of another famous Japanes®rlikdamoru
Oshii, have also impacted the United States, not appealing to ahaadj rather
to anime fans, nevertheless, having received critical and gattess. In this
chapter, | will examine how American audiences and criticsudssalternative
subjectivities in cyberspace and cyborg culture that are exdres€shii’'sGhost
in the Shellwhich is a story about a full cyborg heroine’s activitiearaglite top
secret agent of the Japanese National Public Safety Coramiagainst cyber
criminals or terrorists and her encounter with a notorious cyberinai, “the
Puppet Master,” particularly focusing on the differences betwemd the
unification of, Japanese and American cultural and religious persgecand
also on how the film either meets or fails to meet the Arasriaudience’s
expectations regarding Japanese high-tech pop culture and their -techno
Orientalism, which includes a stereotyped image of women in cyberspace.

Ghost in the Shelbased on a comic series published in 1989 written and
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drawn by Masamune Shirow, was released worldwide in 1995, simultéynéous
Japan, the United States, and Europe, and in the United Statesbé&cdto No.1
for DVD/VHS sales on Billboard. This film has since become sbimg like a
node of cultural exchange between Japan and the United States, noocedly
influencing American films after being influenced by many eékman films and
novels. Cultural exchange is always subject to the power relajoihgtiveen
cultures, that is, the more politically powerful culture impossesculture onto
others or distorts other cultures one-sidedly, and therefore, nmiicg criticize
American cultural imperialism as exploiting other native wanttures. This film,
however, is a happy case of balanced cultural exchange beeayssver
relationship between cultures hardly works in the film, and a gooch@gaof
“grassroots globalization” or “globalization from below,” which isetterm
coined by Arjun Appadurai and means the globalization of cultural prodotts
by the big power of corporate global capital, such as Ameritdralganimation
companies, or the Japanese government’s political strategiesy batikl forms
or institutions for minors not related to any nation-state sysseich as Japanese
animation companies with relatively small commercial influeirceéhe world.
Reasons why this film attracts many people world over aranigque mixture of
themes that have appeared in many American SF films and rasvelsll as its
unique adaptation and visualization of the concept of cyberspace miked w
Japanese religious perspectives.

The concept of “cyberspace” is applied to various art forms, sisch

novels, films, and games, ar@ghost in the Shells an example in which the
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concept of “cyberspace” is well integrated. As Allucquere Roseanne &tines

the term “cyberspace” as “a physically inhabitable, eleatedlyi generated
alternate reality, entered by means of direct links to tlanbr that is, it is
inhabited by refigured human ‘persons’ separated from their @lybmdies,
which are parked in ‘normal’ space” (609), in this film, people@arhange parts

of their bodies for artificial ones, that is, they can become dyllorgs, and
besides, their brains are directly connected to a cyber nethorkuch an
environment, nobody can be sure about his/her identity—in the sense that we
typically define “identity” today—because characters chaiigeir original
physical bodies as they wish, and they can change, manipulate, amal cont
memory by hacking brains through the cyber network. This film pronias

viewer to redefine “identity,” “individuality,” and “human” withithe high tech
cyberspace and cyborg culture with questions, as to whether vatilchave our

identity or individuality when we can share bodies and memories with others.

Cyberspace and cyborg culture

Michel Foucault says that the nineteenth century was the tinthink
about history and the twentieth century was the epoch of space in wiécof
the main currents of thought was Structuralism, which focused on the
synchronicity in relationships with others, and offers the t#raterotopia” to
categorize a specific space, which is something like a “cosi&gror “a kind of

effectively enacted utopia in which the real sites, all the od@adrsites that can be
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found within the culture, are simultaneously represented, contested, atedinvi
(231). In short, heterotopia is a space of images in which a redt ws
condensed and reflected like a mirror, and at the same time, teeitgaf exists
as the reality. Foucault gives us many examples of the conceptaswoarding
schools, rest homes, psychiatric hospitals, cemeteries, theateraas, gardens,
museums, libraries, fairgrounds, and colonies. Wendy Hui Kyong Chun follows
Foucault to define the term “cyberspace” theoretically and setscyberspace
consists of images from the real world and exists as aaepand complete
reality at the same time. In cyberspace, Chun says, the l@thezen private and
public is obscured, and where our identity lies in such an environmentead a
life, in a virtual reality, or in-between, is also question24b). The backdrop of
Ghost in the Shelk exactly this kind of space that Foucault and Chun present in
their articles, in which the cyber network is so highly develdpat people can
get anything they want and go anywhere they want through the hketsvat at
the same time, people continue to experience anxiety about thewonpker
identities in this world because they cannot even differentidtecka a real life
and a virtual reality when their brain can be hacked and false nesnuan be
implanted in it.

Ghost in the Shelbegins with the image of computer graphics that
Motoko Kusanagi, the heroine of this film, looks at through her conneditiret
cyber network. Then the screen shows the real world where Kgisstsaon the
top of a building, and the audience discovers that her brain is connedteel t

cyber network with a line that plugs directly into the backefteck and she is
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carrying out a mission to interrupt a corporate crime in pesgaad assassinate a
corrupt diplomat in secret. After she accomplishes the mission aagpdiars in
this opening scene, the film cuts to the title sequence in whishrdgi’'s body is
being created, and the audience sees that her body is conseunttety of
artificial parts, excepting her brain, that is, she is adyliorg, and learns that
cyborg and cyberspace technology is highly developed in the socidig film.
Since this title sequence gives the audience a strong ismmes the artificiality
of her body, they sympathize with the heroine’s anxiety reggrtler identity
which Kusanagi later confesses in talking with Batou, a rogb®rg colleague,
after she scuba-dives into the sea on a hofii&je says that the physical and
mental factors, such as a face, voice, hand, memories, the fesfitigs future,
and the expanse of the data net a human’s cyber-brain can areesseded in
order to make a human a human, to make an individual what thegratdp
establish an identity distinguishable from the identity of others, ifuthis
futuristic world, these factors are interchangeable becaugdepean change their
bodies as they wish, manipulate their memories as they wiskexahdnge any
factor that establishes their identity with others, and the coméépdentity” in
such a circumstances comes into question, which causes her aegetying her
identity.

Because Kusanagi’'s anxiety regarding her identity is speaifcyborg

1 As Susan J. Napier points out in her book (110-thi$ diving scene plays a preliminary role for
the scene later in the film when she “dives” irffie Puppet Master. In both scenes, the film shows
Kusanagi’'s point of view through a camera to le¢ #wdience understand how Kusanagi's
subjectivity can move beyond her body through thisvork.
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and cyberspace culture, Donna Haraway’s cyborg theory is quiteagplto the
issues expressed in the film. In her famous article, “A Cybtagifesto: Science,
Technology, and Socialist-Feminism in the Late Twentieth Centyyblished
first in 1985, using the metaphor of cyborg to challenge feminiditdstind to
dualism of mind and body, animal and machine, and idealism and Histeria
and making a great contribution to gender studies today, Haraysyhsd we all
now live in a cyborg culture in the sense that we live with thp beMdifferent
kinds of mechanical tools, such as prosthetic devices, watcheseglasnd even
shoes, playing musical instruments and listening to music, and natmgul
computers and reading the figures on the screen, and in such a cyharg,
“The dichotomies between mind and body, animal and human, organism and
machine, public and private, nature and culture, men and women, primitive and
civilized are all in question ideologically” (163).

Amelia Johns follows Haraway’s theory and says that the development
of technology prompts people’s subjects to be dispersed, their idenbty lost,
and finally, their individuals to be dissipated as we see in sowdem or
postmodern artworks by body artists that human’s bodies are dividgdydnted,
and displayed with no coherence as a unity of human beings, and thus no
individual sign, such as racial, ethnical, cultural, or sexual. QuiMiudx Poster,
Johns says that the technologized body that has replaced the pbgsigano
longer limits the subject, and the definition of identity has be@sfivtaned when
people can change their subjectivity and identity as well as ltbely (700-01).

This is exactly what Kusanagi feels about her artificialybwdthe film. In the
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scene right after the title sequence, she looks at her handsiwbemwakens in her
bed, not sure that the hand is hers, which implies that her bodyasigiaal and
is interchangeable with anyone’s, and her sense of identity gerlalepends on
physicality. Interestingly, in this film, the word “ghost” is dseather than “soul”
probably because the word “soul” relates too closely to “body’eterrto an
identity independent of the physical body, but the word “ghost,” whicltabel
an identity independent of the physical body, is not secure, eitharh wiakes
the characters in the story not sure if they possessdheiridentity without a
physical body. In another scene later in the film, Kusanagisééeherself as “a
replicant made with a cyborg body and a computer brain,” and contbsseshe
is obsessed by the idea that “there never was a realorbedin with,” and says,
“I believe that | exist based only on what my environment telés” fiMy
environment” means the information that she receives about henselfthers,
including her own memories. However, memories are also interchadagaahe
highly technologized society in the film, and thus, she has no elasis for her
identity and subjectivity, because her subject can be “disperséuhie net in
the sense that she can live without any specific physical lboaking her
consciousness connected to the net and manipulating someonelsgshrain
and body anytime anywhere as a ubiquitous human being.

When we are connected to each other like the characters iinthevé
cannot differentiate ourselves from others, and thus, we losendundual
identities. N. Katherine Hayles also anticipates a situatiowhich our bodies

become disposable once we are able to transfer the information ibrans
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through the cyber network (173). Making use of Lacan’s theory, shesdes the
diffusion of subjects in the cyber network, and says that the regspnve feel
anxiety about identity in the cyborg culture is because we lasderent pattern
of information with which to construct our subjectivity while in cylperse (186).
As the many critics mentioned above argue, when we get both & Hdgeloped
cyborg culture and a highly developed cyberspace culture, the efirot
identity or subjectivity becomes blurred, just as Kusanagi expaseinGhost in
the Shell Being “dispersed” in the net is, in fact, Kusanagi’s unconsciousedes
because she feels anxiety about her identity and, at the saeyddels frustration
that she is limited by the conventional concept of identity, and thimkisthe
physical and mental factors constructing her identity arecumse yet these
factors nevertheless limit her. She is afraid that her idemtlly vanish, but
desires to free from the limitations of activity as a persoa normal space and
wants to not onlybe in but alsobelong tothe network of cyberspace, which
means that she wants to become part of the network so that shencpletely
dismiss the physical body—and even the brain—that exists in a normal space.
The recognition of cyberspace is one of the big differences betwee
Ghost in the Shelland Matrix (1999), which also uses cyberspace as the
background of the story and in which people are connected to cybersmghce a
living in a virtual reality created by a host computer Matfike hero oMatrix,
too, discovers the unreliability of his existence and the world Ingng in. After
he recognizes that his reality is actually cyberspace ctadrbly a computer, he

tries to escape from the network, and never wants to returrbérspace or to be
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a part of the network. The big difference from Kusanagi isttiehero inMatrix
never doubts that the normal space that he thinks he has escapex reslily
normal space and it never occurs to him that this space mayhasobeen
created by someone. Even though it is well known Matrix is inspired by
Ghost in the Shellthe focus on action scenes in tHatrix does not allow the
film to question the complex issue of cyberspace as exper®hast in the Shell
does. The world oMatrix is an earlier stage of cyberspace, in which identity
remains bound to a physical body in a normal space, so that “ipénson’ in
cyberspace dies, the body in normal space dies, and vice versatdras says
(609). InGhost in the ShelKusanagi seeks the next stage in which she can live
and gain identity in cyberspace independently of a physical bodynormal
space, which prepares the audience for the possibility of identitybarspace
without the physical body.

The image of identity in cyberspace without the physical bady i
represented in the figure of a charactetimost in the Shelthe Puppet Master,
who is a notorious cyber criminal hacker and thought to be a humanduyidet
at first but later turned out to be a computer program createxh dmerican
governmental institution. When he is caught, however, he is no longplysa
computer program, but insists that he is a life form and reqtpsdiscal asylum
as an autonomous life-form.” When the detectives deny the Puppetr®laste
identity as a life form, he questions them about what “life” is and saysis'liilee
a node which is born within the flow of information.” As he says, mhan can

gain individuality from the memories that he carries as aispex life that in
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turn carry DNA as its memory system, there is no reason tippe® Master
cannot obtain a life form. When he is told “you have no proof that youife-a
form” by a detective, he replies, “it is impossible to prowvehsa thing; especially
since modern science cannot define what life is,” with whichréweals the
vulnerability of the definition of human identity. The Puppet Mastes ha

physical body, and is not an A.l., but, he says, “I am a difexfthat was born in
the sea of information.” This is a perfect example of the subjdependent of a
physical body in cyberspace, and such an examination of “life” woolichave

been possible without the development of today’s computer network.

We need to consider the relation between identity and a physical body
in cyberspace, and we need alternative definitions of “identitybjést,” and
“human” as technology continues to develop, as the Puppet Master wsrns
“When computers made it possible to externalize memory, you should have
considered all the implications that held.” Allucquere Roseanne Stone’s
discussion over the theoretical definition of cyberspace and dlaionship
between cyberspace and human’s body could support the concept diyidenti
cyberspace without the physical body, such as the Puppet Mattee says,
“The cyborg, the multiple personality, the cyberspace cowbaggesi radical
rewritings in the technosocial space ... of the definition of the ,bibeycultural
meaning of bodies, and of the bounded individual as the standard socihdinit
validated social actant” (611), and says that in a new environmehe dfighly
technologized society, we need to redefine body, individuality, and siviijec

because the subject in cyberspace, the “online persona,” totalyges the
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relationships between communities and individuals (612). Stone argues that
because our body in a normal space is socially constructed throug
experiences in a normal space, we can also construct our subjentieipendent

of the physical body through our experiences within the cyber network as
examples of subjects independent of the physical body, she ptitese sex
workers and computer scientists, engineers working on Virtual tRegistems
(616). In Ghost in the Shellwe can clearly see another example of such an
alternative subject as the emergence of a new life fortrowita physical body in
cyberspace, which is the Puppet Master.

The controversial issue regarding the human’s alternative subjgctin
identity in cyberspace and cyborg culture expresse@host in the Shelhas
drawn the attention of many critics in the United States. kamele, Livia
Monnet discusses how the image of cyberspace and the agentsspateecare
represented inGhost in the Shelunder the term “intermediality,” and she
compares the film with two American cyberpunk filnBéade Runnef1982) and
Matrix. Monnet says that “intermediality” is the process in which gffié kinds
of media merge and interfere with each other and, as a resudtifesinative
medium is producet, which happens betwediade RunnerGhost in the Shell
and Matrix. For example, inGhost in the Shellthe image of Section 9 (a

government counter-terrorist institution that the heroine belongsttegt scenes

2 Monnet defines the term exactly as follows: “listhaper | propose a notion of intermediality
that can account simultaneously for the interastionutual remediations or transformations, and
the conceptual convergence between various mediaparticular medium or (media) culture, as
well as for the mutations in the discursive, repngational and cultural practices produced by
such (interymedia relations” (230).
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in the futuristic city, mannequins in the display, and battle sceme either
intentional homage to or subtly influenced Biade Runnerand the digital title
sequence ofGhost in the Shellthe heroine’s jump from a helicopter, the
characters’ ability to move freely within the net, and a ehsene in a market
influencedMatrix (231-33). Monnet also explains the roles of optical camouflage
in Ghost in the Shellwith which the heroine can be transparent, and Agents, who
can transform their bodies into anything Matrix as the expression of the same
desire to probe the fourth dimension with the conception of “tesSethet:
specific figure for the fourth dimension (241). Monnet says that alpeitects in
Ghost in the Sheland Matrix are the results of intermediality of the films and
mise-en-scenefor the embodiment of conceptual fusions, and in that sense,
Ghost in the Sheltan be regarded as an accumulative film of two-dimensional
animation works and/atrix can be regarded as an accumulative film of media
and technologies representing any kind of moving image (241-42).

Cyborgs represented fBhost in the Shekire, Monnet argues, the fusion
of different kinds of media, such as digitization in live-actibmg, cel animated
films, and computer graphics, and therefore, we can say thatgsylvothe film
themselves are media or intermedia accompanied by the imadesfeséntial
hypermediacy,” such as internet, holography, three-dimensionalagionyl and
brain voice, as well as the images of “non-referential hypeangdisuch as
diving into the net and the mergence of the heroine with the Puppétrii242).

On the other hand, comparing Lacan’s dystopian conception of “desme”

Deleuze and Guattari’'s utopian conception of “desire,” Gerald Miliscusses
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the themes of “desire” and “human evolution” shared between threé-epoc
making Japanese SF animated filKJIRA (1988),Ghost in the ShelandNeon
Genesis Evangelioil995-1996, 1997). Miller argues that human’s fusion with
machine inAKIRA human consciousness’s fusion with A.lGhost in the Shell
and the fusion of all humanity into one entityBvangelionshow the possible
process of future human evolution (147-62), &ibst in the Shelbffers the
possibility of transcending the controlled world behind the utopian nlketar
society by abandoning the body and becoming dispersed in the net Nib)
says that Kusanagi iGhost in the Shellwho desires to be connected to
everything on the net and rejects “unity” but still keeps “muttipff in the end,

is a representation of “Body without Organs “ or “rhizome” inlddee and
Guattari's terms (154-56). Miller concludes that the threesfituestion whether
an individual can really have multiplicity, whether we recogiieg the feeling

of “lack” has been inscribed by society, and whether we can bealiereative
ethical subjects free from social morals, and enlighten usdiegathe possibility
that we can recognize our lives and identities at any timaraady society, no
matter how oppressive or dystopian (163-164). The number of the aaides
Ghost in the Shelllike Miller’'s, exclusively focusing on the examination of
metaphysical or conceptual issues regarding cyberspace andy oyture, is
very small, while most articles dahost in the Shefbocus on two major subjects:

gender and techno-Orientalism.

The image of woman in cyberspace and cyborg culture
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Because it is so applicable to the cas&bbst in the Shelimany articles
about the film quote Donna Haraway’s famous cyborg theory and apevelr
ideas in different ways, focusing on the gender issue in the filmekample,
Carl Silvio first points out that Haraway’s cyborg theory hae contradictory
visions of future, and says that one is that information technologyecamve the
differences of gender and race and the accompanying oppressivereguthat is,
information technology or cyberspace is a “utopian space” f®e fny race,
gender, or age biases, and the contradictory vision is that baindlogy
reinforces power relations among individuals and “rearticulated”’rate and
gender identities (54-55). Silvio agrees with Haraway’'s visi®sagy/ing that
information technology seems to emancipate us from any kind of geradebut
in fact it could emphasize old stereotypical, conservative concapts pop-
culture is no exception (55). Silvio argues that cyberpunk, whichgenae of
science fiction set in a society dominated by computer technalogyetworks,
as a genre is itself basically conservative, with fewalenprotagonists and many
stereotypical images of woman, a@thost in the Shelk conservative enough to
reinforce conventional gender codes rather than to subvert them, even #tough
first sight it gives the impression of challenging (56). Sikays thatGhost in the
Shell appears challenging because Kusanagi, the heroine of this stoay
powerful main character and narrative subject, subverting tradity@maler roles
with cyborg technology. Additionally, the background of post-human or post-
gender society in the film challenges patriarchy, the Puppstdvies a genderless

vision of future cyber technology, and Kusanagi's “masculine” actmasch
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those of other male heroes and do not create gender discrepan@easser
physical strength. However, Silvio say§host in the Shellis actually
conservative because the frequent scenes depicting Kusanagi's exjzbse her
as “a passive and eroticized object” of the male gaze, and makedigon as a
narrative subject vulnerable, and the scene in which the Puppet Master approaches
Kusanagi and persuades her to unify with him to be a perfecfolife by
intruding into her body suggests a conventional image of reproduction and
associates the Puppet Master with a masculine and patertia Gense that they
are going to make a new life form) image and Kusanagi witbnanine and
maternal image, which produces the audience’s visual consumption heith t
eroticized spectacle as a result (57-69). After all, Sildoctudes,Ghost in the
Shell starts with Haraway’s feminist cyborg theory but lands iroaservative
film that retreats from Haraway’s position.

Despina Kakoudaki shows a different perspective on the gender iasues
Ghost in the Shellfirst emphasizing a positive aspect of the representation of
woman inGhost in the Shellsaying, “In this film, cyborg existential dilemmas,
the excessively feminized cyborg body, and the freedom of anintatr@present
the unseen blend to offer a vision for the emergence of a new ‘Newalfom
(165), but never neglecting to notice the conservative aspect ofpiteseatation
of the heroine irGhost in the ShellAs Silvio points out, Kakoudaki also admits
that Kusanagi has both femininity and masculinity, and this dugerohallenges
traditional images of cyborgs as docile or passive, but atame $ime, she is

represented by stereotypical descriptions of gender (182). Kakoudakeyér,
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explains that this ambivalent image of Kusanagi representstyam@kieut identity
or gender within the online society—a society that is meant to emanagpatEm
conventional gender roles or sexual biases, yet in which the eepmgsns of
aggressively acting cyborgs with visually exaggerated siyxuaévertheless
remain fetishistic objects (182-83). The ending scer@hafst in the Shettlearly
proves Kakoudaki's argument, in which the film deliberately avadiks
possibility of lesbian relationship between Kusanagi and the PupmsteiMaho
has obtained a female cyborg body, by giving the Puppet Mastedeavoicé®
and giving Kusanagi the asexual body of a little girl onae“beginal” body is
destroyed in the final battle scene against a heavy tank opbyateabther unit of
the Japanese National Public Safety Commission trying to teiedoody of the
Puppet Master. By doing so, Kakoudaki argues, the film repredentsekually
complicated concept of artificial female cyborg and at theestame, shows our
anxiety about a radically positive image of women (185). Kakoudals, Saie
tradition and historical precedent of ‘New Women’ who face ssprational and
technological challenges—and the affinity of women’s reprasienil tropes to
transparency and fetishism—affect the contemporary scientgenfilandscape.
Faced with a space that may make consciousness disappear,ith@bmen
to ‘appear’ is thus used as a means to escape the existkleiainas of new

technology” (186), that isGGhost in the Sheltannot help but be conservative

*3|n Ghost in the Shell 2.2008), a reproduced version of the original 1886nterpart, however,
the voice of the Puppet Master is changed to aleewaice, which complicates this issue. It is
very likely that Oshii is completely aware of ariti discussion over gender issues in his film. He
even gives the name “Haraway” to a female medicalngner performing postmortem in his
Ghost in the Shell 2: Innocen2004).
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unless we reach a stage in society totally free froneatygsical gender prejudice
or gender code.

Some critics argue that the excessive sexuality of tlueefigf the heroine
in Ghost in the Shelwhich both Silvio and Kakoudaki problematize, is, in fact,
not as sexual as we imagine. For example, Wong Kin Yuen arbagsetven
though the figure of Kusanagi is often criticized because sheaHaerfect”
female body and the film often exposes her female nudity, litneas a whole
actually reduces sexuality to a minimum and the image tbagfemale cyborg
heroine generates anxiety in a male-dominated society. Yays) B the title
sequence, in which Kusanagi’'s cyborg body is being assembled, drelbattle
scene against a heavy tank, in which Kusanagi’'s body is beingybktrthe
audience’s attention is drawn not to sexual or gender issues buid d¢gsues,
though she is completely naked in both scenes, and points out that fexcapt
few people with sexually perverse tendencies, it is hard tgimadhat the scenes
gives the audience any erotic charge because her body is népdeas machine
(16).

In her article discussing the image of female charactet&/d Japanese
animated filmsLaputa: Castle in the SK}1986) by Hayao Miyazaki an@host in
the Shell Rebecca Johnson also argues that Kusanagi’s naked cyborg body is not
the sexual object for the male gaze, but that rather thenkeashieves an
alternative identity by renewing old concepts of woman such agrfess” or
“beauty,” saying that Miyazaki’kaputa: Castle in the Skepresents the concept

and style okawaii (‘cute’ in Japanese), and Oshi@&host in the Shellepresents
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the concept and style &irei (‘beautiful’ in Japanese), but neither of them provide
the stereotypes of the concepts, showing some contradictions ianbepts and
avoiding the representation of the female characters just asosente be
protected or someone maternal (par. 2). According to Joh@dwst in the Shell
depicts an alternative female identity in a highly technologizedety, and
Kusanagi is represented as a mature and masculine figuris whbmaternal but
sexual and powerful (pars. 30-35). Johnson admits that the title segquenc
which Kusanagi’'s cyborg body is being constructed, is sexudietistlized, as if

a sex-toy were being produced, and Kusanagi’s body is not an imhagether
body but an image of sexual object, and the ending scene also supgestody

is more important than mind for women because the contrast betweanagus
and the Puppet Master is associated with the contrast betweearzbdyind (par.
36, 39). However, Johnson argues, once Kusanagi enters “masculioeyteimit
the action and battle scenes, her naked body is no longer a “vastifaexual,”
and therefore, not just a sexual object of the male gaze, and Kusanagi atig@eves
alternative identity of an asexual object (par. 40).

When Kusanagi obtains the body of a little girl in the end, Johnson says
she becomes the representation of ultimate male fantasy, which fsute” or
“beautiful,” but both “cute” and “beautiful.” In this sense, Johnsonctudes,
Japanese animation and pop-culture offers an alternative third dptiéemale
identity, and it proceeds to mass-produces this new stereotype @mwommany
animation films and even influences Japanese female culture. §246).

Johnson does not say tl@host in the Shelk a conservative or male-chauvinistic
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film, but this third option for female identity, which many Japanesp-cultural
products offer today, should be criticized from a feminist point o/ \because,
despite what Johnson argues, beautiful and cute female characters even with much
masculinity still can be sexual and fetishized for male gazéapanese Lolita
culture>

Contrary to expectation, a number of critics argue favorablyGhast in
the Shelkreates an alternative image of woman in cyberspace ancyayidture.
Livia Monnet, for example, argues that the fantasy of therfemisublime of
Ghost in the Shelproduces female creativity, which is libidinal, technological,
and aesthetic, and it is quite indispensable for twentieth centsumalvculture
(226-27). Monnet claims that the unification of Kusanagi with the Pudpster
in the end is exactly the representation of Virginia Woolf’'s notibfthe creative
androgynous mind,” which means that creativity appears through the
collaboration or exchange between masculinity and femininity inrtimel and
anticipates the diversity of gender today. Therefore, Monnet conglindesnage
of woman inGhost in the Shels a complex fusion that renews old cultural values
and media and integrates several feminist perspectives, includogf'sV
androgynous creativity and Donna Haraway'’s cyborg theory (250-51).

Sharalyn Orbaugh also argues tkatost in the Shelhas not reached a
post-gender world yet, but is a first step toward the post-gemoidd theorized
by Haraway and Judith Butler. According to Orbau@iost in the Shelis a

narrative about Japanese cyborgs that offers alternative suibyecubverting

> See Gagné.
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conventional concepts of “sexuality” and “singularity” (436). Qudgfla quotes
Donna Haraway, who says the fear and hope in the cyborg narratite cgsial
myths of Western culture, such as false innocence and apocalypsayanithat
Japanese pop-culture, which is often more complicated than North cameri
culture, also includes motifs of an apocalyptic world, survival, and the
impossibility of innocence. Besides, Orbaugh continues, the concepbaif is
familiar in Japan and is not as fearful or hostile an objedajranese society as it
is in the United States, and the familiarity of robots and andisidew shared
worldwide. Cyborg culture actually, Orbaugh says, along withctoeg twins
and intersexed people, overturns conventional concepts of singularity and
sexuality in the postmodern or post-human society, and there hawenteny
female or neutral figures of cyborgs in Japanese culture, posisdiguse
Japanese culture was feminized by Western culture in the nineteenth century.
Based on the historical background of cyborg culture, Orbaugh says,
Ghost in the Shelinakes room for an alternative form of cyborg and cybernetics
reproduction, and only the first five minutes of the film, in which aheience
sees the composition of Kusanagi’'s body and hears her joking abeut t
impossibility of a period with her cyborg body, makes the audiendeentite
problematic theme of reproduction or sexuality for post-human subgtshat
Kusanagi, who has a perfect cyborg body, is no longer a “woman”“puara in
the sense that she does not have any specific vulnerability uagattynpanied
with a female body. Orbaugh argues t@&dtost in the Shethakes us rethink the

concepts of gender and reproduction and represents an alternativeofform
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reproduction and an alternative subject in cyborg culture, which listreas to
the extent that each individual desires such alternatives. Quotmgwialy’s
phrase, “the cyborg is a creature in a post-gender world,” @rbalaims that
Ghost in the Shehas not reached this post-gender world yet because gender and
sexual differences are still clearly shown in the film, hutloes not have a
“heterosexual matrix” in Butler’s terms, either, and the esentations of the
exaggerated sexuality in the film are the reflection of G@aanxiety against the
breakdown of the “heterosexual matrix”. Orbaugh says, “I have ysed¢oan
anime narrative that explicitly approaches cyborg sexualitthis pleasurable,
fully post-gendered way, but | think this vision is suggested in thetegice of
cyborg narrative to depict sexually in the modernist terms of the meetieguadls
organs attached to sexed/gendered bodies,” and the unificatiomsah&gi with
the Puppet Master is also not depicted as sexual intercoursefdreeOrbaugh
argues that the futuristic representation of human evoluti@hwst in the Shell
which entails abandoning the body, is an effective suggestion in d@rgntine
possibility of alternative subjects in cyborg culture (448-49).

Diane Treon also examines the alternative subjectivity in replaee
expressed irGhost in the Shelland she argues that the film even transcends
Butler’s post-gender world and steps into the next stage. Treonhsdiylapanese
animation, as a representative cultural product of postmodern cultute a
“visual/textual hybrids,” basically has vague gender boundaries andthba
audience enjoys the “transgressed/transgressive” boundaries wotke (243-

44). According to Treon, one of the most important motifs in Japames&tion
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and comics is the complex subject free from fixed conceptionsatdrial, gender,
identity, or human, and another common motif is a subject who is tbcate
space where all kinds of data accumulates and is accessibésliatety, which is
one step further than Butler’s post-gender world, and Treoa ta#l place the
“multiverse” (246). Treon says that these alternative subggxtsnultipersonas in
Japanese animation represent contemporary society as a ubiquip@usealty
flooded with information, and the subject is dispersed in the network, etatypl
free from identity, gender, or even ego. The endinGludst in the Shelin which
the heroine decides to leave for the unlimited cyber network, theraefoes not
only express “dissolution” but also emphasizes the strength of moma
“transformed” into the environment of city itself, and by doing $® film
represents the trope of “female transformation” in a positiwg vedher than the
typical negative depictions of transformation as female irrditgn@57). Treon
interprets the film as a Bildungsroman for human beings and conc¢hateshat
the film most emphasizes is not the supremacy of each individuotlBgence in
cyberspace but the potential of collective intelligence in the cybeonetnd the
externalization of memory (259).

As shown above, there are two opposing arguments on the gendenissue
Ghost in the Shelbne is critical of the way the film represents a fenfaldy or
identity and the other celebrates the potential of altern&ivale sexuality and
identity. It is true that in many scenes Kusanagi's nuditysaxdially exaggerated
cyborg body render her a passive erotic or sexual object afdleegaze, and it is

also true that conventional gender roles are articulated in st@mes, such as in
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the unification of Kusanagi with the Puppet Master. As Silvio padits these
representations persist no matter how violent, powerful, or masculisanidgi
becomes. However, as Orbaugh and Treon argue, there are maayiondithat
the film offers alternative images of female identity, sotiyity, or sexuality free
from conventional heterosexual gender codes. The question here is, thbygh, w
many critics do not specify that the film falls into the gesir@nimation in their
discussion, but instead examine the film as a Sci-Fi film and compare it with other
live-action Sci-Fi films, such aBlade RunneandMatrix. If they had focused on
the film as animation, they might have caught another aspect of the film.
Christopher Bolton adds a third perspective to the discussion and offers
another reading of the issue. Quoting Haraway’s argument thatgcgotiure
denies the dichotomy between nature and art, which suggests both gatianci
from conventional gender and social concepts as well as the diear
dehumanization, Bolton says that it is applicable to Japanese ammatiich
sometimes boldly deviates from stereotypical gender codes ametimes
articulates or exaggerates them, and which objectifies, comemdibind
victimizes strong female protagonists—a typical example o€hwls the heroine
in Ghost in the ShellBolton criticizes articles written about the application of
Haraway's theory tdGhost in the Shelbecause they tend to focus only on the
representation of the cyborg in terms of the dichotomy of techn@odygender,
saying, “The virtual or artificial nature of animated ‘actorsho are always
already technological bodies, complicates any effort by ithedr the critic to

draw or blur the line between natural and artificial or human anchima!
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(“From Wooden” 730). Bolton investigates on a meta-level the corntylekand
the implications of drawing a line between human and machinetorahand
artificial in an animated film, in which everything is fundantaly artificial.
Bolton admits that, inGhost in the ShellHaraway’'s ambivalence between
nostalgia for a physical body and desire for a world of pure Egegywr data
becomes apparent, and this ambivalence manifests itself in thendisdaatred
for female embodiment and leads to the climactic scene of e®l@flicted upon
Kusanagi’s body.

As Bolton claims, Ghost in the Shellsurely represents Haraway’'s
aggressive and controversial attitude toward the transformation aidivedual
into the cyborg and the online network, and the ambiguous violence ihfbote
Kusanagi’'s cyborg body, which is a metaphor for both the transcendérece
physical body and the victimization of a female body, quite fdld¥araway’s
prediction that technology will invade our bodies and minds. Boltos eyt the
ambivalence irGhost in the Shellests in the fact that it shows the possibility of
transcending a physical body, on one hand, and visually exaggefagjesifies
and commodifies a female body, on the other hand, and in that sensanwall
Kusanagi “a high-tech pinup girl” possessed by both Section 9 itteddm and
the technology of animation outside the film (“From Wooden” 735-36)toRol
however, objects to Carl Silvio’s argument that the feminist pihtgis are
undermined by the male gaze in the film because it oversingpttie ambiguity
of the film, and argues th&host in the Shels an animated film and Kusanagi’'s

body is not real in the first place, and therefore, we should raegbrthe
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categories of gender in the real society onto the animated botlynstead, we
should examine the issue of discourse unique to animation, and he otdrsra
reading by comparing Kusanagi's body with a puppet’s bodBunraky the
traditional Japanese puppet theater.

According to Bolton, two representative characteristicdBuifraky which
have attracted many Western critics such as Roland Barthes, areldppbdaoth
Japanese animation and the heroin&host in the ShellThe first characteristic
which Bolton mentions is the unique relationship between the puppet’samody
the puppet's voice, which oscillates between union and separation bekause
puppet’'s voice and actions are derived from both inside and outside, and the
second characteristic is the specific nature of the puppethwlossesses a
parallel independence and dependence. Bolton also points out otheritsasila
between animation arBunraky saying thaBunrakuwas pop-culture for people
in the eighteenth century Japan as animation is pop-culture for congggnpor
Japan, they both draw the audience’s attention using melodrama asmtceiobr
human drama in the disguise of violence, and they both use speciad,estertt
as automated mechanisms #unraku and computer graphics for animation.
Furthermore, Bolton say$host in the Shelshares the famous motif of love
suicide ghinju) with Japanese playwright Monzaemon Chikamatsu’s seventeenth
and eighteenth century dramas, which feature sex, death, and,refamntoolizing
emancipation from social restrains and eternal unification ofotrers. Quoting
Barthes’s argument that the conception of puppetBunraky whose bodies,

voices, and movements are divided yet coexist, overturns the singuagthe
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Western subjects as well as the dichotomy of body and soul, Boltapates
Bunraku to Ghost in the Shellbecause cyborgs’ bodies and voices are often
separated in the sense that they communicate with each loihegh the network
in their brains without moving their lips inside the film, and of coting& voices
are dubbed in by voice actors in the studio. Bolton also claimshibatudiences
of Bunraku and animation have similar reactions that they are initially

m

mesmerized by the “actors” movements and then focus on acting and story.
Based on the similarities betweBanrakuandGhost in the ShelBolton
says, the effect of violence similarly works Bunrakuand Ghost in the Shell
because both Kusanagi and the puppets oscillate between physcalityon-
physicality, and consequently, the extent of the violence incressbslecreases
throughout the narrative, and the exaggerated violence in animatienndbe
shock the audience as Bunrakubecause the protagonists are characters drawn
on celluloid. From this comparative perspective, Bolton interpreteniéng of
the film, in which Kusanagi sees the image of an angel fditorg the sky when
she merges with the Puppet Master and expresses her feeltegstd her
colleague citing phrases from the New Testament, claiminghbatrtage of the
angel and the Biblical quotations suggest rebirth, transcendendee diody,
alternative existence on the net, and Kusanagi’s liberation frardegeroles.
Bolton points out that Kusanagi and the puppeBunrakuare operated by men,
which ironically makes it possible for her to be free from conventigaader

roles while a living actress may yet remain bound to them. Kgsameew body,

Bolton says, can be interpreted in two opposing ways: 1) the emtmicipam a
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sexual body and gender roles, and 2) the restriction within thieifaty as a girl
(shojog with the achievement of multiple voices (“From Wooden” 764-65)nin a
case, Bolton argues, the ending scene, in which Kusanagi stands onelod adg
cliff and looks down on the city lights, symbolizes her independence, augpnom
and lack of victimhood, and says, “It is tempting to see animecsaawindow
on culture or a map of the popular imagination, but a reading thatategl
anime’s slippery layers of language and representatiorhawi difficulty seeing
beyond the exploitation that characterizes these titles on stdace” (“From
Wooden” 766).

Bolton emphasizes that we should always take account of theicpgcif
of the medium itself on a meta-level when we examine afpression or
representation of animation, and concludes that the animated cheitaatiées as
well as the puppets’ bodies are removed from our real physicataald, as
Haraway predicts, we have already become cyborgs when we&h vilabse
artificial bodies on screen (“From Wooden” 766-67). Depending on theewiew
Ghost in the Sheltan look either conservative or challenging gender norms, and
of course this debate does not have one solution or even a consensus born of
compromise because of the film’s complex aspects, which can bpratesl in
various ways. Among the many arguments, though, Bolton’s meta-level
perspective suggests a possibility for the study of animdted &s differentiated
from conventional films, and his analysis of violence on a feinatly in Ghost

in the Shelbffers an insightful approach to analysis of any animated*film.

*In his article about another of Oshii’s filmBatlabor 2: The Movi€1993), Bolton asserts the
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East and West inGhost in the Shell

It is obvious thatGhost in the Shelis greatly influenced by many
American Sci-Fi films and novels such Btade Runnet® and Neuromancer
(1980), as Napier saysGhost in the Shedl dystopian vision of an alienated,
near-future world, shadowy government agencies and a dark, urban sétting
rain-lashed skyscrapers all evoBtade Runner while its image of a tough
weapon-toting heroine dealing with sinister computer hackeryvdsagve of
Neuromanceland other cyberpunk works” (105). Among the many similarities
the settings of these stories, such as dark atmosphere and theeroixinodern
high rises and disordered slums, the taste of the Orient is the most remarb@able. F
example,Neuromancerstarts the story in Chiba City, which is a city next to
Tokyo, and inBlade Runneroriental pictures appear on the advertisement screen
and the hero eats something like Chinese noodles in a stand rarAlsiaa man,
and the location ofshost in the Shelis also somewhere in Asia, likely Hong
Kong, and the heroine’s name is Japariése.

In her article discussing the relationship between cyberspace and

Orientalism, Wendy Hui Kyong Chun says that in Sci-Fi filmsl aovels, the

necessity of examining the animated film by takéwgount of the specificity of the medium itself
as a meta-film. Criticizing Michael Fisch’s politicanalysis on the film, Bolton says, “But this
kind of reading is somewhat unsatisfying in itsoef to see the film as a more or less
straightforward media representation of an outgidétical reality, without any attention to the
issues of representation and mediation itself,eissthat the film raises over and over in its
imagery and plot” (“The Mecha’s” 458).

5 On how innovative and influenti@lade Runneis as a postmodern film, and the relationship
between Sci-Fi films and cities see, for examplgkd&man.

" 0On the influence of Hong Kong films on internatfilm culture see, for example, Bordwell.
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setting of cyberspace, which is supposed to erase “otherness” angegipke
equal rights to join, rather emphasizes the “otherness” in ordgattoeadability

or entertainment value, and Sci-Fi writers and creators labedthorg not easily
recognized, such as cyberspace, as an “other,” in many cgaeserged as the
Orient. Furthermore, Chun says, the reduction of American power and the
development of the Japanese economy in the 1980s brought high-tech Grientali
into the Sci-Fi genre, and therefore, it is natural for AcaeriSci-Fi films and
novels, such aBlade RunneandNeuromancerto have an Oriental atmosphere
(250-51). Orientalism, however, can have a different implicatioBhost in the
Shellfrom American Sci-Fi novels and films because the film wadarin 1990s
Japan, and thus its Orientalism could be interpreted as a parbdynage. From

a postmodern perspective, the stereotypical images of Orientaisiipe a tool to
make a meta-film out of the film and to blur the existenctheffilm itself as a
suitable device for the theme of the film, in which the audienoenase a sense

of dé-ja vuand feel anxiety about the action of watching film itself.

In Ghost in the Shellve can see the echo of Japanese religions, Buddhism
or Shintoism. UnlikeMatrix, in which there is a main host computer that controls
cyberspace in a godlike fashion, there is no single dominator irrspdme in
Ghost in the Sheliwhich is, probably, derived from the difference between the
monotheism of Christianity and polytheism of Buddhism or Shintoism. Even
inside the film we can see the conflict between Christiaantg Buddhism or
Shintoism, as Napier says, “The Puppet Master himself hdaircegodlike

aspects in his vision of creating a new world. But Kusanagi is obyioux
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searching for a Christian notion of transcendence” (113). In,shdtie sense of
creating a new world, the Puppet Master is a metaphor faChhistian God and
Kusanagi's desire to be dispersed in the net originates frooddhist ethos. In
Buddhism, in order to attain enlightenment, satori, you have to achieve
nothingness or emptiness of mind, reducing one’s existence to nothiregreess
getting rid of personal desire as if dispersing your subjegtihitoughout the
world or melting into a part of the world. Kusanagi does not want datera
world, but she rather wants to be a world, and therefore, Kusandghe Puppet
Master’s wedding is a metaphor for the merging or unificatiofcagtern and
Western religions, as the director of the film himself saylse “net’ can be
equated with the myriad gods of the Shinto religion” (quoted in Najnane
113). While Matrix still needs an absolute existence to create and control the
world, in Ghost in the ShelGod is no longer necessary, and new life forms are
not created but are spontaneously born within the sea of information, or
cyberspace. In other words, there are gods everywhé&aost in the Sheland
characters can take part in the fields of gods, and without Shimtdfgs
conception of cyberspace would not be possible.

Oshii had worked on the issue of the vulnerability of subjects in anothe
film, Urusei Yatsura Movie 2: Beautiful Dream@984), which brought him fame.
In the film, the protagonist and people in his town enter somednesgsn, and
they relive the same day over and over again without realiziWgiti. this film
Oshii shows the insecurity of the border between dream and reatiuse if we

all share the same dream and believe that the dream is matamv never
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differentiate between dream and reality, in which sense, qd@rds similar to
dream. InMatrix, the protagonist believes that cyberspace is real befois he
removed from the space and cannot differentiate between cybeesphceality
until he escapes from the space, but, once he escapes to heahigyer doubts
the authenticity of this new world. In Oshil$rusei Yatsurathe ending suggests
to the audience that the real life the protagonist believesshedmae back to may
still be a dream, and that is why the film can be interpretedifferent ways.
Although Oshii’s two films use different modes—dream and cybersphoéh
films question the security of identity, a@host in the Shelk another version of
Urusei Yatsurahat reflects the development of technoldyy.

BeforeGhost in the Shelffilms such adfotal Recall(1990) included the
theme of lost identity by tampering with memory, in which pe€epteemories
can be changed, manipulated, or exchanged, and thus they cannot maintain a
secure identity. What is innovative abdsihost in the Sheih this regard is that
the film connects the theme of lost identity with cyberspacd, gy setting the
story in a highly developed cyberspace society, the theme diaeging
memories becomes more complicated and realistic, because hun@migxists
in the process of the developing of a cyber network. The theme olifedarms
is also found in many Sci-Fi films and novels, sucl2@81: A Space Odyssey
(1968) andChildhood’s End(1953), and additionally, the sorrow of replicants

with cyborg bodies and computer brains is a theme that appears linvoitks,

%8 Bolton also points out that the motif of a vuligereality confused with dream is found in
Oshii’s Patlabor 2 as well (“The Mecha’s” 471).
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such asBlade Runner Thus, Ghost in the Shelborrows many motifs, even
including Orientalism, from Western Science Fiction, but by shgwihese
motifs—the electronic brain, the new life form, and the cyborg body-elation
to cyberspace, this film manages to have originality. Besidesfilth's more
salient originality is the depiction of cyberspace from a BuddhisEhintoist
point of view, with which the conception of cyberspace can be e&sier
understand, and the images can be easier to embody, and in teisHeH in
the Sheliis regarded as a mixture of Japanese religions and Am&adsi, or a
mixture of Eastern and Western culture.

Other critics besides Napier pay attention to Orientalisi@host in the
Shell For example, Yuen discusses why Hong Kong is often chosen foioa vis
of a futuristic city quoting Antony King's argument that colowizeities are
pioneering forms for contemporary capitalistic societies, ang ghat the
crowded, noisy and chaotic atmosphere of Hong Kong’s cityscapadssneith
the image of a futuristic city with a highly developed networknasaphor for the
sea of information. Therefore, Yuen argues, it is natural ety cyberpunk
writers and directors choose Hong Kong, which has a great dyefsiace and
culture, for their settings (18). As for the OrientalsGhost in the ShellLivia
Monnet and Madeline Malan show quite opposite viewpoints. Monnet says that
the fantasy of the feminine sublime, which impacts the filmatlye is
unfortunately undermined by the stereotypical and nationalistitritetativist”
of Japanese Shintoism with the imageAofaterasythe goddess of the sun and

the universe (227). On the other hand, Malan say<zhast in the SheBhows a
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vision of humanity’s possible future, and it is important for us taefoly
examine the robotic technology and futuristic visions drawn in Japaresls,
TV dramas, and films in order to predict our future (13). From our postmaade
postcolonial point of view, however, none of these critics identdiespecific
aspect of the film as a meta-film. Yuen simply articulatg@iserpunk writers or
filmmakers’ Orientalistic ideas about Asian cities, Monneticzies nationalistic
elements of the film related to Japanese native religion, andnMsilaply
searches for a hopeful vision of the future in Japanese animatiarh aduld be
called “techno-Orientalism.” Each argument, of course, apphiebé film, but
none stands up to a postmodern interpretation of the film, in which each
expression and representation includes a critical connotation behirsdirfaee
meaning.

What many critics, such as Yuen, Monnet, and Malan, are missthgtis
Orientalism inGhost in the Shetfould be a parody or homage to other American
Sci-Fi films and novels, and therefore, the film could work as afiiet that is
critical of Japan and Orientalistic fantasies. Inuhiko Yomots shat there is
always a sense of nostalgia behind the image of Tokyo in Osmi’s, fwhich we
can clearly notice when we watch his three filfatlabor: The Movig(1989),
Patlabor 2: The Movigeand Ghost in the Shellin a row. Patlabor includes a
nostalgic and exotic image of Tokyo with disappearing old townscapésa
typical Asian cityscape similar to Hong KongRatlabor 2has a contemporary
image of Tokyo as a metropolis with old canals and crisscrdaghavays, and

Ghost in the Shehas a cosmopolitan image of Tokyo combined with the images
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of Hong Kong, Venice, and Amsterdam. Yomota argues that thesefilms of

Oshii's are critical of rapidly developing contemporary Tokyahich

consequently exposes a nationalistic or conservative vein in histhehslenies
contemporary Tokyo as a multi-lingual and multi-cultural ciether he is
conscious of this or not (88).

Jane Chi Hyun Park also points out aspects of the film thairisical of
Orientalism. Introducing an episode in which a Japanese guide admhigied
contemporary Tokyo was cyberpunk and that he was happy about the image whe
he showed William Gibson around Tokyo, Park says that we should not simply
label this attitude of Japanese people as “colonized consciousmesself-
orientalization,” otherwise we would miss the complex power dycgmm
cultural exchanges between East and West (60). Park arqateShbst in the
Shell which is influenced by American cyberpunk novels and films and
influences American novels and films in turn, emphasizes the pymamics of
techno-Orientalism by setting a non-Japanesse-en-scenepushing a female
protagonist in front, and representing an ambivalent relationship betthee
protagonist and technology. Park and Chun both say that in Americampaykge
women, East Asian cultures, and cyberpunk are all equally and atoidngss”
and exist only as decorations of these-en-scéneHowever, quoting Kumiko
Sato’s argument that Japanese cyberpunk has subverted this teamahom
by placing Japanese settings and images center stage amnug nferkiale or
transgender characters central protagonists in the story, dPgules that the

setting of Ghost in the Shellis not just a reproduction of Hollywood’s
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Orientalistic vision of the future, because the film shows aifipemage of the
Asian city Hong Kong rather than a combined image of EastednVéestern
cities, such as New York, Los Angeles, and Tokyo, aB8lade Runnerand
besides, the cityscape is replete with Shinto-inspired music Japénese
dialogues, which produces its original topos not contributing to the tourist
perspective of the city common in Hollywood films, and, along withsthered
image of post-industrial Tokyo and Hong Kong, calls attention taurul
affinities between Japan and China.

In Ghost in the Shelbr other Japanese Sci-Fi animation, Park says,
“others” are not “others” at all but always already exighwv it, which is the
most significant difference between Japanese cyberpunk and Amegiberpunk,
and in this difference Park sees the potential that Japanesatianisubverts the
techno-Orientalistic fantasies of American cyberpunk and offeral@rnative
conception of Orientalism, as follows: “The difference is aamatignificant one,
and points as much to how Japan is changing the terms of orieraslisiloes to
how the United States keeps trying to reproduce them” (63). Evenhthvoungota
and Park disagree on how to look at the cosmopolitanism of the city—in Yomota'’s
view the city consists of images of Tokyo, Hong Kong, Venice, andtéham,
and in Park’s view the city consists of images of Hong Kong andds from
Japan—they both explore postmodernism or post-colonialisi@host in the
Shell by showing how the film criticizes contemporary Japan and techno

Orientalism, and they succeed in showing us an alternative perspectiveilimthe f
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It is difficult for us living in a world which still clearlydifferentiates
between cyberspace and the real world to concretely illustragav identity and
understand the concept of subject independent of the physical body. ispadee
we can be free from our physical bodies, recreate our subjexdjvidrase
boundaries between ourselves and others, and become new forms of life, as
Hayles says, “Cyberspace represents a powerful challendgket@ustomary
construction of the bodys boundaries, opening them to transformative
configurations that always bear the trace of the Other” (I8fpst in the Shell
offers one possible image for such a subject. In the film, Kusdeelgi anxiety
for her identity because of her cyborg body and cyber brain, ahé aame time,
she wants to emancipate her subjectivity in cyberspace byrgligpets shape
throughout the net. In front of her, the Puppet Master, a new-life floamnwas
born in cyberspace without a physical body, appears, and Kusanaghand t
Puppet Master unify into a new life form in the end of the filra.Mapier points
out, Kusanagi, who wants to belong to and be a part of the net ospgber can
be regarded as a symbol of Japanese Buddhist and Shintoist relagjidnt)e
Puppet Master, who tries to create a new world and a new tene
humankind, can be a symbol of Christian God. Therefore, the wedding of
Kusanagi and the Puppet Master in the end of the film could be urmtkestoa
metaphor for the unification of East and West, and this unified suigjemte
possible definition of “human” in this age of cyberspace.

Regarding the image of cyberspace and the image of alternative

subjectivity and woman in cyberspace and cyborg cultut@hast in the Shell
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American critics have generated various arguments. Some of therdibewesed
the conception of cyberspace and cyborg culture represented imthenfiny of
them have tried to determine if the film is conservative orlehging regarding
gender issues, and many others have examined the meaningraéi@mne in the
film. The reason why this film attracted many Americartiesiis because it
shows alternative images of cyberspace, cyborgs, women, and (menky
providing stereotypes, guotations, and mimetic motifs from Amerigharpunk
in the purposely exaggerated manner of the postmodern meta-filmh wghic
possible because the film is categorized as “Japanese” andatemmhineither of
which is a mainstream for American audiences. As a markstiategy, whether
intentional or not, the film's sub-culture appeal has worked well &as
succeeded in attracting the attention of American critics amding the
discussion of the film into academic fields. In a sense, tinissferves as a typical
example of the American audience’s expectations regardingiespaigh-tech
pop culture, exposing their Orientalism both on superficial and profowedk)e
and in particular, the image of a female cyborg is attra¢tivaitics who wish to
apply Haraway’s feminist cyborg theory to a work of art. Of seurJapanese
animation may be at its peak in terms of attracting large aceseby using
postmodern devices because such devices may be familiar and kwrihg t
audience for the second time, but then it may find other wag#iratting people
through cultural exchanges in this globalized world. In any cabat remains
significant is the manner in which we approach our study ofatenfilms, and a

meta-level perspective, focusing on the specificity of the medliself, just as
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Bolton and Park advocate, is necessary to reveal how the film fuoudton in

different kinds of cultural backgrounds.
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Conclusion

One of the most important questions in Translation Studies is whether
other cultures can really be understood in the face of somethingenecdbor
untranslatable in the language and culture. Talal Asad saysvéhatust try to
make other cultures coherent in our language by exploring “cuttarsslation.”

A good translator must doubt his/her own language and try to reshajnen
he/she faces the difficulty of translation, even when relationshgisveen
languages are based on an unequal political-economic balance of Kewier.
Robins also says that we have to be open to “others” through cuiamalation
by learning to listen to “others” and learning to speak to, rdtter for or about,
“others.” From a feminist point of view, Gayatri Chakravorty Spivido aays
that translators should “surrender” to and respect the origingl tying to
understand the specificity and the rhetoricity of the text witpasghing their own
domestic cultural values. With these conceptions of cultural ttamslaAnna
Wierzbicka considers how we can explain some Japanese culture-laden words that
seem untranslatable, suchaasae enryg wa, on, giri, seishin andomoiyari and
argues that we can explain them via English words that haveansem

counterparts in Japanese, that is, via lexical univets@isagreeing with those

%9 For example, to explain the woathae(reliance or dependence on others), Wierzbickaeseni
other people’s definitions including pejorativentsrand proposes some formulae for the word as
follows:
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who say that there are no universalistic cross-cultural conbeptsnly cultural
specific concepts, Wierzbicka claims that the cultural smeafhncepts of
Japanese culture can be translated and described in terms of universal concepts.
As | have pointed out in the first chapter of this dissertatios Bnglish
translations of Haruki Murakami’s novels have replaced conventioregjamof
Japanese literature and culture and created alternative imagesnof Each
translation has played a different role in the process of dhmeation of the
images of Murakami’'s works. Alfred Birnbaum’s unique translation has
succeeded in “trans-creating” Murakami’s light and pop writiiytesand creating
his “rebel,” “Westernized,” and “new Japanese” images, at tperse of the
faithfulness to the original text. Jay Rubin’s strict translatias featured
Murakami's “historical,” and “political” images with its forrhaand rigid
translating style. Philip Gabriel seems to have failed taei@ia own translating
style and to have transferred Murakami’s specific writing style irotiggnal text,
considering the reactions of American reviewers and critickis translation.
Among the three translators of Murakami’s works, only Birnbaum coukt the
requirements as a good translator according to the standards/Asdady Robins,

and Spivak. Even though Birnbaum changes many of Murakami’'s original

(a) X thinks something like this about someone (Y):
| know:
(b) when Y thinks about me, Y feels something good
(c) Y wants to do good things for me
(d) Y can do good things for me
(e) when | am with Y nothing bad happens to me
(f) 1 don't have to do anything because of this
(g) | want to be with Y
(h) X feels something good because of this (Wiekah241)
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sentences, his own voice is sufficiently powerful to attract datiention of
American reviewers and critics. If Birnbaum was still ttatisg Murakami now,
readers in the world would no longer be describing his writing teitlns such as
“postmodern,” “Magic Realism,” and “puzzle.”

In the case of Banana Yoshimoto’'s novels, “the politics of traosia
have not been overcome as | demonstrated in the second chapter. Ftatotgeans
have translated her novels into English, and none of them seems todsute
the original text or to understand the rhetoricity of Yoshimoto'dingistyle,
which challenges patriarchal Japanese society. Nor have tleegesied in
transferring the style specific to Japanebejo culture into a target language
culture because they have not found equivalent styles in Englishtenadphe
many American novels representing specific American fenwilguage and
culture with large female readerships. As a result, the atimiss of Yoshimoto’s
novels in English end up exposing her conservatism and invite American
reviewers and critics to find stereotypical views of Japane&seen as a “geisha
girl,” or “devoted woman.” Japanesshojo culture has a big market in
contemporary Japanese consumer capitalism in different stylag,ofuch as
comics, novels, films, animation, music, and fashion, and it alwaysbbids
challenging and conservative representations of Japanese faitale to survive
in male-dominated Japanese society. Yoshimoto’s novels lose thengivaile
aspect in the English translations. They should be “put on hold” unyilfithe: a
feminist translator who catches the feminist aspects of thgnalr text and

recreates them in translation with some specific strategies creative writer in
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order to make women visibf and thus, can render contemporary Japanese
female voices.

Like Banana Yoshimoto’'s novels in the Japanese original, Hayao
Miyazaki's animated films also have progressive and conservasipects, but
these aspects are more apparent to American audiences. Migddaks' have
always offered alternative views of relationships between humahsi@ure as
well as complex and diverse images of traditional and contempdamanese
culture and history, replacing conventional views by means of a uneen-
sceneof characters, places, and plots. On the one handjibésen-scenes very
different from Disney’s. On the other hand, his films keep on reptiegevery
limited types of female characters, such as a cute andipiar®, a cute and
beautiful princess, and a beautiful adult woman, even though they amevefie
strong and independent and seem to subvert conventional gender roles. In addition,
the West in his films is always represented as beautiful asdngr with
stereotypical images of an old and good Europe. As a result, Mi{safidms
provide Western audiences with different images of Japanese auttraistory
to help them understand complex “others” with few prejudices. Butlthe €an
be criticized for their insensitivity to the stereotypicabges of both women and
Western culture. In the terms of cultural exchange, thereféigzaki’'s films
could play an important role in revealing the complexity of Japaoeisare to
Western audience. Audiences must also be conscious, however, about the

possibilities that the films can oppress other “others,” suclvaasen and the

%0 On feminist approaches to translation see, fongste, Von Flotow, Simon, Wallmach.
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West.

Mamoru Oshii'sGhost in the Sheltleverly uses stereotypical images of
women and techno-Orientalism, both subverting and reinforcing them in the
purposely exaggerated manner of the postmodern meta-film. Influenced b
American Sci-Fi films and novels, Oshii mixes together alhéo$,” such as
women, Western and Eastern cultures and religions, and cyberpunk, and shows
them as either parody or homage in the format of a Japanesateshifiim.
Because Oshii’'s world represents a sub-culture for Americarermeai they
provide a good example of “grassroots globalization” in Arjun Appadutarms.
After realizing that Japanese anime and comics have achieaegeaplopularity
worldwide, the Japanese government is now trying to expand the niarket
anime and comics as one of their most profitable products. Whetleer thi
“globalization from above” will work or not, alternative imagek Japanese
culture and identity established in Japanese animated films aridscara now
promoted by the Japanese people themselves with the help of the nation state.

The reason for Murakami’s worldwide success can be logicafiiaieved
by Emily Apter’s translation theory. Apter says that non-Westeriters and
artists are selected to be translated and transported imeaibtinot because of
the excellence of their works but because translations of theksvave readily
available. A global market always looks for something exotic butawexotic
and then sorts each non-Western writer or artist into steredtyubaategories
such as “international,” “postcolonial,” “multiculti,” “native,” or “mority”(2).

Murakami’'s works fit perfectly into this model, offering theolghl market
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familiar images of contemporary Japanese language and culiale a&s

“Westernized,” “postmodern,” or “universal.” Apter has expressed eronthat
the growth of information technology and machine translation only sexve
promote English imperialism and the extinction of minor languagedor®) as
the global market drives the selections of what will be tedaedland exported,
preferences for the easily translatable will prevent reddams experiencing the
complex local and native characteristics of international art (11-12).
Murakami’s novels in translation have achieved a large readerskie in
global market; Yoshimoto’'s novels have failed to open an alternatarketnin
translation; Miyazaki’'s films have offered some artistic value both East and
West; and Oshii's films have taught Japanese people how totereetgpical
images for their benefit. In translating contemporary Jagacefiure or any
culture, we cannot help but reconfirm or create different kinds of cbioval or
alternative images of the culture. We must remember, howéatrthese images
are always arbitrary or artificial and motivated by varidasds of power
dynamics. Not only must we seek not to be deceived by thegesm@/e must
look for the complex layers of images behind the “translatakla’esentations of

“others.”
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