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 PART I
 
 MEMORY AND HISTORY
 
 CHAPTER ONE
 
 INTRODUCTION MEMORY, TRAUMA, NARRATIVE
 
 [François Mitterand] went to Berlin on Monday and in an impromptu speech said that he had not come to celebrate the Allied victory in the war, or Germany’s defeat, but to acknowledge the poignancy of German deaths in a bad cause. It was a controversial statement, but an evocation of a truth about bad causes—which Frenchmen have also served (and not only them, of course). It was something an old and dying man could say, who had himself served bad causes. William Pfaﬀ Editorial in The Japan Times, May 19, 1995
 
 This study explores how Japanese writers of ﬁction working during the Allied Occupation (1945–1952) contributed to the postwar discourses of racial, national, and linguistic identity, as inﬂuenced by the historical circumstances of war, defeat, privation, and occupation by a foreign power. One of the main contentions of the study is that the presence of the Occupation forces acted as a mirror in which previously occluded elements of Japanese racial and cultural identity became visible, and were then incorporated—sometimes in exaggerated or distorted form—into the eﬀorts of writers (and readers) to use narrative in reorienting themselves to the drastically changed social and political environment. I completed the ﬁrst draft of this book during a year in Tokyo, summer 1994 to summer 1995. That was a year full of thought-provoking incidents, marking the ﬁfty-year anniversary of various events at the end of World War II. It was a year in which the Japanese Diet struggled for months to draft an apology for Japan’s wartime aggression, eventually producing a vague statement that drew responses of outrage from the Asian countries to which it was primarily addressed, a year in which the United States issued a postage stamp of the atomic mushroom cloud with a caption about how the bomb had hastened the end of the war, which angered and insulted many people in Japan. It was a year when a proposed exhibit at the Smithsonian
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 chapter one
 
 Institution of the Enola Gay aircraft and other artifacts from the bombing of Hiroshima touched oﬀ a furious debate that eventually reached the U.S. Congress. It was a year when U.S. Ambassador to Japan Walter Mondale attended a memorial service for the victims of the Tokyo ﬁre-bombing of March 9–10, 1945 in his oﬃcial capacity, but apologized for the loss of tens of thousands of civilian lives in that bombing in his capacity as a “private citizen.” In February 1995 Kurt Waldheim was pointedly disinvited to the United Nations’ ﬁftieth anniversary celebration. And in May 1995 François Mitterand, on an oﬃcial visit to Germany in connection with the ﬁftieth anniversary of the German surrender, made the statement described in the epigraph above. This year-long ﬁfty-year retrospective look at World War II seemed to produce two kinds of discourse: one that emphasized the distinction between good and bad causes, justiﬁable and unjustiﬁable acts, sincerity and evasion, and oﬃcial and private positions; and another that emphasized the complexity of the motives and behaviors of all parties, such that simple judgments of good and bad no longer seemed tenable. One wonders why only an “old and dying man” is allowed to publicly “acknowledge the poignancy of . . . deaths in a bad cause”— at least until events such as the Enola Gay controversy remind us of the intense hold that the distinction between good and bad causes still has on the minds of many people. (This controversy is discussed in subsequent chapters.) Only an old and dying man may publicly declare the poignancy of the deaths of German and Japanese soldiers and civilians because to do so is evidently taken as something that weakens the clear distinctions that Anglo-American and European rhetoric has typically drawn between “good” and “evil” in World War II. To express sorrow over the deaths of German and Japanese soldiers and civilians in “a bad cause” is taken as an insult to the memories of the Allied soldiers and civilians who died in “a good cause.” In 2004–2005 I was again living in Japan and had returned to this project after a hiatus of almost ten years. Now almost sixty years had passed since the end of the war and the beginning of the Allied Occupation, yet I found that political, legal, and social issues arising from the Fifteen Year War ( Jûgonen sensô, 1931–1945) continued to make headlines and inﬂuence daily life. Prime Minister Koizumi’s annual visit to Yasukuni Shrine, dedicated to the souls of the war dead, including nineteen Class A war criminals, remains a matter of near-
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 daily debate in Japan and continues to draw harsh criticism from China.1 Lawsuits from former slave-laborers, comfort women, and victims of the atomic bombings are still brought before the courts. The national government claims that the statute of limitations on such crimes has expired, but lower courts have returned guilty verdicts in many instances; at least a few of these cases will eventually reach the Supreme Court.2 Most importantly, 2003 marked the ﬁrst time that Japan had sent its Self-Defense Force troops to an active war zone, Iraq, prompting vigorous debate over the question of maintaining or removing the famous Article Nine, the “peace article,” from the Constitution. As I ﬁnished this project in 2005, a full sixty years after the end of the war, many of the debates surrounding the issues arising from that war and its aftermath had only increased in stridency. In this study I have no intention of contributing to the concretization of simple good-guy bad-guy designations. When it becomes clear that even the French Resistance was more retroactively constructed myth than heroic reality, that a Japanese government functionary (known as “the Japanese Schindler”) was responsible for saving the lives of hundreds of European Jews, and that “neutral” Swiss banks helped the Nazis use gold plundered from Holocaust victims to ﬁnance the war, how can we hope to pass simple judgment on the multiple national participants in a huge and brutal conﬂict? Nonetheless, I proceed from a conviction that Japan’s war in Asia was a war of aggression. Much of the argument in this study is based on my contention that the intense and systematic nature of that aggression did not mitigate but in fact increased the Japanese cognitive shock that resulted from the loss of such a war—as well as the shock of then having to submit to occupation by the winning side. If the rhetoric and eﬀects of Japanese wartime militarism and ultranationalism had been less pervasive, the subsequent need for a military occupation might not have arisen. 1 To cite just one incident in this growing feud, the Chinese government reportedly refused to hold a private meeting between Prime Minister Koizumi and Prime Minister Wen Jiabao on the sidelines of the 2004 Asia-Europe summit meeting because of the Yasukuni Shrine visits. Kajimoto, “Summit block over Yasukuni ‘ridiculous,’ ” The Japan Times, October 7, 2004. 2 One example is a group of wartime Chinese slave-laborers, who won a large settlement from Nippon Yakin Kôgyô when the Kyoto District Court ruled that the company had acted illegally in 1944 and 1945, and an appeal to the Osaka Higher Court resulted in a recommendation for a settlement. “Chinese wartime slave laborers win payout,” The Japan Times, September 30, 2004.
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 At the same time, I contend that while Japan and Germany have largely been held accountable for their crimes of war—to the extent that a Japanese politician who ﬁfty years later denied Japan’s wartime responsibility was forced to resign his post—the imperialism, colonialist expansionism, “scientiﬁc racism,” and direct wartime atrocities of the Allied nations have been expunged almost completely from North American discussions of World War II.3 In this study I explicitly attempt to keep in view the prewar and wartime activities and discourse of the Allied nations, which comprise as important an element of the background to Occupation-period ﬁction as the Japanese history of the period. The Occupation Project What does a conquering army do with 70 million people? . . . Our problem’s in the brain inside of the Japanese head. There are 70 million of these in Japan, physically no diﬀerent than any other brains 3 Several commentators have argued that since the mid-1990s Japan is experiencing a resurgence of patriotism and a swing to the right, citing Prime Minister Koizumi’s visits to Yasukuni Shrine as one piece of evidence. Another sensitive issue concerns the designation in 1999 of the “Hinomaru” (rising sun) ﬂag as Japan’s national symbol and “Kimigayo” as the national anthem; as of October 2003, the conservative government in Tokyo Prefecture, led by governor Ishihara Shintarô, requires students and teachers in the public schools to honor these symbols at school meetings and punishes those who do not comply (Colman, “Resurgent patriotism tainted by past militarism,” The Japan Times, October 9, 2004). Another troubling sign is the successful campaign by politicians at the local assembly level to censor a comic-book narrative that featured information about the Nanjing Massacre. The story, “Kuni ga moeru” (The country is burning), had been serialized in the popular Weekly Young Jump magazine since November 2002, but was suspended as of October 28, 2004, because of depictions in the September edition of Japanese soldiers committing atrocities against Chinese civilians (“Politicians block comic over ‘fake’ Nanjing Massacre tale,” The Japan Times, October 14, 2004). While right-wing politicians in Japan have long denied that wartime crimes such as slave labor, forced prostitution, and the massacre of civilians actually occurred, and have supported the publication of textbooks that omit these facts, until recently their denials have for the most part been successfully overturned by Japanese political and social critics who have insisted on retaining even unpleasant historical facts in textbooks and other public media. These same critics continue to protest publicly against each new incident in this resurgence of nationalism. Unlike the constantly watched and passionately debated nature of Japan’s retrospective treatment of the history of World War II, North American media and textbooks have never seriously engaged the issue of Allied crimes during World War II, or the larger geopolitical factors that may have contributed to Japan’s colonialism and militarism in the ﬁrst half of the twentieth century.
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 in the world. Actually all made of the same stuﬀ as ours. These brains, like our brains, can do good things. Or, bad things—all depending on the kind of ideas that are put inside. “Our Job in Japan” (1945 U.S. newsreel)
 
 Historians such as Carol Gluck have rightly warned against looking at 1945 as some clean cultural rupture. She warns against being seduced by the apparent cognitive dissonance of images such as the divine, distant prewar emperor on his white horse versus the postwar “Mr. Hirohito.”4 It is possible, however, with our sixty years of hindsight, to err too far in the other direction, to gloss over the sustained work of cultural production that eventually bound those dissonant images together into a coherent history. In subsequent chapters I argue that, for the residents of Japan in 1945, it certainly appeared that everything had changed. Under the power of an occupying force whose mission was to fundamentally change “the stuﬀ ” inside 70 million Japanese heads, the cognitive dissonance and resulting epistemic trauma on the part of the owners of those heads must have been tremendous. Occupation policies and the organs of Japanese cultural production worked to build bridges between the emotionally confusing, materially chaotic present and a viable future. One of the goals of this study is to trace these eﬀorts, in order to reﬂect on their long-term eﬀects. On the forty-ninth anniversary of Japan’s surrender, the government-sponsored broadcasting service, NHK (Nihon Hôsô Kyôkai, Japan Broadcasting Corporation) aired a television program that showed how time had obscured the sustained work of cultural production that eventually resulted in the contemporary Japanese view of the war. The program explained that in November 1945 a cadre of Japanese-speaking Occupation personnel had been sent all over Japan to conduct interviews with a diverse cross-section of the Japanese populace. Each interviewee had been asked the same set of questions, including factual, quantiﬁable things such as: – How many times did you personally experience air raids? – Do you know anyone hurt or killed in air raids?
 
 4
 
 Gluck, “Introduction,” in Gluck and Graubard, eds., Showa, xlvi.
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 There were questions about attitudes toward the present/future: – What do you expect your life (or your family’s life) to be like over the next two to three years? – What do you think of the Emperor?
 
 There were questions about attitudes and feelings in and toward the recent past: – During the war, what did you think was Japan’s most eﬀective weapon? – How did you feel when Japan surrendered?
 
 They even asked questions directly comparing the past and present, such as: – Compared to wartime, what do you think is better now? What is worse?
 
 These interviews were secretly taped. For some reason the tapes were returned to the U.S. shortly after they were made, where they remained untouched in government archives until researchers came across them in the early 1990s. For the 1994 NHK program, reporters tracked down some of the interviewees who were still alive and played the tapes for them. The interviewees heard their answers to the Occupation questions for the ﬁrst time in nearly ﬁfty years. Reactions varied, though all were surprised to discover that they had been taped and that the tapes had only recently come to light. Several of the interviewees also expressed surprise at what they heard themselves saying on the tapes; they had forgotten that they had held such opinions because their attitudes toward those same events and phenomena were so diﬀerent a half century later. Although today “everyone knows” that the cant of wartime included such phrases as “dying for the Emperor” and “Japan’s ﬁghting spirit,” several of the interviewees seemed surprised to be reminded that they themselves had used (and apparently believed) such words. The interviewees had unconsciously, and probably very gradually, over the course of the ﬁfty years since the war, rewritten the narrative of their wartime experiences to ﬁt the later paradigms of recovery and democracy. Listening to themselves on tape, several of them wanted to disavow their own words, to separate themselves from the immediate experience of that time. At ﬁrst glance this is merely a striking example of the “selective amnesia,” or memory-editing, of which the people of Germany and Japan are frequently accused. Yet I think that it deserves even closer
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 attention.5 One of the intriguing points about the interviewees’ 1994 reactions is the genuine surprise that several manifested at hearing their own words, and that a few were able to articulate clearly. This was not a case of a politician or active collaborator carefully hiding the details of his past attitudes (a Kurt Waldheim, for example); rather, it was an unconscious rewriting of memory. Certainly these interviewees were taking more of a chance in revealing their reverence for the emperor or their pride in Japan’s ﬁghting spirit to the Occupation-uniformed soldiers to whom they originally spoke than they were in remembering and freely acknowledging in 1994 that they had once held such opinions. With military war crimes tribunals being convened all over Japan in the early days of the Occupation, there was actual danger in admitting to too much sympathy with militarism and the “divine” emperor; after all, who knew what the Occupation soldiers might ﬁnd indictable? But there was no punishment awaiting someone in 1994 who admitted to having harbored nationalistic thoughts in the heat of wartime.6 Memory, Narrative, Trauma Why then, had the memories of these “ordinary citizens” been edited at all? And what was the process involved? I argue that what happened to these people is related to narrative—speciﬁcally, to the stories each of us tells him- or herself about our own past, which is one deﬁnition, of course, of memory. Particularly in times of extraordinary cultural upheaval, narrative is key to the reconstruction of some kind of identity that will allow a person to live through the traumatic rupture and into a viable present.
 
 5 For a nuanced discussion of the way war memory is handled in contemporary Japan and Germany, see Buruma, Wages of Guilt. 6 Though I am concerned here with the phenomenon of people who unconsciously edited their memories over the years, I must point out that this phenomenon is not universal. Some people clearly remember having used such phrases and having endorsed such beliefs, even if their political sentiments are very diﬀerent now. Kisaka Jun’ichirô, for example, who was ten years old when the Paciﬁc War started, has written extensively about his memories of wartime education and the rhetoric that he imbibed and used unthinkingly at the time. See Kisaka, Susume ichioku, hi no tama da, 49–56.
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 Not surprisingly, writers have been particularly perceptive in articulating this phenomenon. Virginia Woolf writes in one of her notebooks: “We were walking along that silent blue street with the scaﬀolding. I saw all the violence and unreason crossing in the air: ourselves small; a tumult outside: something terrifying: unreason. Shall I make a book out of this? It would be a way of bringing order and speed again into my world ” (emphasis added).7 For writers such as Woolf, the act of creating narrative is a way of bringing order to violence and unreason. But readers, too, use narrative for this purpose. To take just one example from Japanese literature, Norma Field has pointed out the tenth-century character Tamakazura’s desperate attempt to use ﬁction for therapeutic purposes as she searches earnestly through the old tales for a narrative precedent that will lend sense to her own predicament.8 And it is no coincidence that self-help books are often structured around the “before and after” life histories of people who have overcome the relevant problem: framing the process of recovery in a paradigm of personal narrative gives the reader a model to follow in her or his own recovery. The “therapeutic” or reconstructive power of narrative is not, of course, an innocuous cure-all. For those who have experienced cognitive and/or physical trauma more pervasive and intense than the unease expressed by Virginia Woolf above, the naturalizing, reconstructing power of narrative can be perceived as a hindrance to the communication or “accurate” preservation in memory of that experience. One must tell about it, but one cannot communicate it in its original raw intensity, duration, and complexity. In communicating the circumstances of a broken arm. one does not break the listener’s arm but uses the narrative conventions current in his or her language and cultural moment to put the experience in terms of common cognitive currency. If one’s experience is precisely that of catastrophic cognitive rupture, how can it be accommodated, rather than betrayed, by narrative? In the 1957 ﬁlm Hiroshima, Mon Amour, writer Marguerite Duras and director Alain Resnais use narrative to explore the ongoing eﬀects of some of the devastating events of World War II on a French woman Quoted in Flynn and Schweikart, eds., Gender and Reading. Field, The Splendor of Longing in the Tale of Genji, 129. Tamakazura is a character in the tenth-century novel, The Tale of Genji. 7 8
 
 introduction
 
 11
 
 and a Japanese man who meet in Hiroshima twelve years after the war has ended.9 The story is predicated on the tensions between several binary paradigms—speciﬁcally, those that most powerfully conﬁgure Anglo-American and European discourse about World War II today: culpability-innocence, collaboration-resistance, memory-forgetting, public-private, victimizer-victim, survivors-the dead, representationraw experience, recountability-incommunicability, narrative-madness. The woman, an actress, is in Hiroshima to make a ﬁlm about the bomb, for the purpose of maintaining peace; she is participating in the public rehearsal of guilt, and of remembering, in order to try to prevent a recurrence of the event. But her own private experiences of guilt, collaboration, and punishment place her in a far more complex relationship with the ramiﬁcations of remembering and forgetting: her choice is between survival, which entails a submission to the hegemonic narrative of her story (i.e., “collaboration”), and maintaining the validity of her own interpretation of the experience, which entails madness and censure. Her “collaboration” had taken the form of falling in love, as an eighteen-year-old girl, with a twenty-three-yearold German soldier, part of the force occupying her region of France. Her punishment had consisted of the murder of her lover by someone in her village on the day France was liberated, after which the villagers had shaved her head and paraded her as an object of scorn. She had passed the following two years in the dank cellar of her parents’ house, mad with the recollection of her lover’s death and her own ostracism. The act of judgment—distinguishing between guilt and innocence— was necessary for the town, necessary for the public establishment of accountability and for the commitment of that accountability to public memory. For the woman, to remember the experience is at ﬁrst inevitable—she cannot possibly forget, and this is what provokes her madness. But little by little her hair grows back, her sense of the world returns, and her memory of her lover and his death becomes less intense. At the same time, the necessity of preserving the memory 9 In fact, the ﬁlm Hiroshima, Mon Amour is primarily concerned with the wartime experiences of the woman. The man, though a native of Hiroshima, was not there when the bomb was dropped; he is not a hibakusha. This in itself disqualiﬁes him from embodying the same tensions and contradictions that the woman faces. For Duras, “Hiroshima” functions merely as a trope for victimhood and the cruelly physical aspects of both memory and forgetting, absence and presence, symbolized by the shadows on stone caused by the instant incineration of human beings by the bomb.
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 of the experience intensiﬁes: her lover is dead, so no one but she will ever know that their relationship was not “collaboration” but love; she must keep that memory alive for her own vindication. But she must also forget the experience of public humiliation, and of madness; thus the process of forgetting him and losing the immediacy of the experience is part of the process that enables her to survive and rebuild some sort of life. Twelve years later, in Hiroshima, the woman has met a man who shares her relationship to past horrors. Speaking to him, she draws attention to their similarities: Like you, I, too, have tried to ﬁght with all my strength against forgetting. Like you, I have forgotten. Like you, I wanted to have an inconsolable memory, a memory of shadows and of stone. I have fought for my sake, with all my strength, every day, against the horror of no longer understanding the reason for remembering. Like you, I have forgotten. . . .10 (ellipses in original)
 
 To this man she tells her story; it is the ﬁrst time she has told it to anyone. Afterward, back in her room alone, speaking into the mirror as if to the dead German soldier, she says: You were not completely dead. I have told our story. I have betrayed you this evening with this stranger. I have told our story. It was, you see, tellable. . . . Look how I am forgetting you. . . . Look how I have forgotten you.11 (ellipses added)
 
 She has told her story in order not to forget it; she is terriﬁed of that forgetting. But, having told it, she discovers that the telling of the story is itself part of the process of forgetting, as it naturalizes the experience (personal, private, unique, nondiscursive) by rendering it into narrative (public, shared, culturally determined, and linguistic). This narration of the story is the antithesis of the years of madness spent in the cellar, where she repeatedly scraped her ﬁngers against the rough wall and tasted the blood to reexperience, physically and immediately, the pain and taste of her lover’s death. The telling of the experience as story betrays it as experience. Narration is the antithesis of madness; it signiﬁes survival and the overcoming of irrationality, but it also signiﬁes the antithesis of the experience itself. It
 
 10 11
 
 Duras, Hiroshima, Mon Amour, 24. My translations. Duras, Hiroshima, Mon Amour, 90.
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 is in this way that narrative destroys experience but, through repetition, creates memory. Research on the eﬀects of trauma has produced tentative conclusions about the relationship of narrative, memory, and recovery that are intriguingly similar to those depicted in Hiroshima, Mon Amour.12 In post-traumatic stress disorder, a traumatic event is relived in some iconic fashion (as hallucinatory ﬂashback or unconscious reenactment, for example) “until a person learns to remember simultaneously the aﬀect and cognition associated with the trauma through access to language” (emphasis added).13 Once a trauma victim can narrativize his or her experience, the involuntary and frightening reliving of the traumatic experience ceases.14 Unlike what researchers call “normal” or “narrative” memory, traumatic memory is encoded iconically: the memory or reenactment retains the structure of signiﬁcant elements of the original event. In contrast, normal memory is encoded symbolically and functions by “organiz[ing] new sensory information into preexisting patterns.”15 In other words, normal/narrative memory “naturalizes” the more “accurate” traumatic memory by accommodating it to the memories and cognitive categories already present. Pièrre Janet, one of the earliest researchers into the eﬀects of trauma, relates the story of his patient Irène, who was troubled by involuntary and unconscious reenactments of the circumstances of her mother’s death, until, after treatment, she was ﬁnally able to tell the story herself of what had happened. However, this cure was accompanied by a tremendous sense of loss for Irène, as it entailed her personal acceptance of the fact of her mother’s death and its incorporation into social history.16 12 Here I cite only Western-language research on trauma and post-traumatic stress disorder, but this ﬁeld has also been actively pursued in Japan in recent years. For the most part, Japanese views of the mechanisms and eﬀects of post-traumatic stress disorder do not diﬀer signiﬁcantly from those of contemporary Western researchers, and draw on the same original theorists (see Works Cited for Japanese translations of some of the major works of Cathy Caruth and Bessel A. Van der Kolk). In Japan, notable scholars of trauma theory include Mori Shigeyuki (Torauma no hyôshô to shutai, 2003; Maisô to bôrei, 2005; and Torauma no hakken, 2005) and Shimokôbe Michiko (translator of Caruth into Japanese and author of Rekishi to torauma, 2000). In addition, Miyaji Naoko has examined the gendered nature of trauma in Japan through studies of female therapy patients in Torauma to jendaa (2004). 13 Van der Kolk and Van der Hart, “The Intrusive Past,” 166–167. 14 Van der Kolk and Van der Hart, “The Intrusive Past,” 163. 15 Van der Kolk and Van der Hart, “The Intrusive Past,” 170. 16 For more on trauma and memory, see the various essays in Caruth, ed., Trauma:
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 Under circumstances of extraordinary cultural upheaval and epistemic trauma, the act of weaving some sort of connection between experienced history and present/future continuity, though terribly diﬃcult, is at the same time utterly necessary. As the epigraphs to the chapters in this book show, the emperor’s announcement of surrender, broadcast at noon on August 15, 1945, created a conceptual line for the Japanese, dividing the horrible past from the unimaginable future. I would argue that the organs of Japanese cultural production worked throughout the Occupation (and often with the Occupation’s help) to provide narratives that would allow for a viable continuity between that past and that future. And it was through these narratives that the “memories” of wartime were produced, gradually overlaying even the physical memory of actual experience. Critics have recently been talking about the phenomenon of “prosthetic memory”—that is, memories implanted artiﬁcially that do not relate to an individual’s lived experience. Science-ﬁction ﬁlms such as Blade Runner and Total Recall explore this theme, but, as Alison Landsberg has pointed out, it has been dealt with in cinema as early as the Edison ﬁlm The Thieving Hand, made in 1908.17 What these examples of cinematic narrative ﬁction explore is the way that memory is constitutive of identity. In all three ﬁlms, a subject’s current identity is determined by the memories she or he has, whether or not they represent actual lived experience. In other words: Memories are less about validating or authenticating the past than they are about organizing the present and constructing strategies with which one might imagine a livable future. Memory . . . is not a means for closure—is not a strategy for closing or ﬁnishing the past—but on the contrary, memory emerges as a generative force, a force which propels us not backward but forwards.18
 
 It is important to emphasize that this does not refer merely to the memories of characters in science-ﬁction movies: rather, all memory functions in this way; all memory is prosthetic. All memory is mediated through the available cognitive technologies, including, most commonly, narrative; and that narrative—whether produced in one’s Explorations in Memory (1995); Langer, Holocaust Testimonies: The Ruins of Memory (1991); Singer, ed., Repression and Dissociation (1990); or Van der Kolk, Psychological Trauma (1987). 17 Landsberg, “Prosthetic Memory: Total Recall and Blade Runner,” 175. Anne Cranny-Francis also writes about prosthetic memory in The Body in the Text. 18 Landsberg, “Prosthetic Memory,” 176.
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 own mind or received from other cultural sources—functions to “naturalize” past experience into cognitively viable patterns as determined by present necessity. Occupation-Period Writers and the Therapeutic Aspects of Narrative The complicated relationship to narrative experienced by Japanese writers and readers immediately after Japan’s surrender may have been similar to that depicted in Hiroshima, Mon Amour. For them, writing and reading was a way of recuperating, rebuilding a sense of a personal and social identity, exploiting the therapeutic aspects of narrative. At the same time, writers during this period may have experienced a sense of frustration with the inevitably totalizing, depersonalizing, reductive eﬀects of narrative. The hibakusha—those who were present and survived in Hiroshima or Nagasaki during the atomic bombings—have been, over time, the most adamant and consistent in expressing this frustration. John Treat’s discussions of hibakusha writers frequently raise this point. Treat relates that Hayashi Kyôko, a Nagasaki hibakusha, has written about the frustrating shortsightedness of attempts to naturalize the bombings in oﬃcial public narratives: namely, in “history.” When historians write that “a page in history had been turned,” or that “the horror had come to an end,” she asks, “What conceivable destruction having come ‘to an end’ could they be talking about? What ‘ended’ was the destruction of buildings: for the bodies of us hibakusha, August Ninth marks the beginning of the destruction.”19 Hayashi is a particularly eloquent spokesperson for the anger that many hibakusha feel at historians’ penchant for drawing lines, locating beginnings and endings, and deﬁning actions in terms of ideology, unilateral culpability, or the characteristics of a particular group in a particular historically deﬁned “era.” She insists on returning to the personal, embodied, and ongoing nature of the atomic bomb experience, emphasizing both the impossibility of conveying that experience in narrative and the absolute
 
 19
 
 From “Shanhai to hachigatsu kokonoka” (Shanghai and August 8), quoted in Treat, “Hayashi Kyôko and the Gender of Ground Zero,” 271; translation by Treat. This essay discusses at length Hayashi’s complex relationship to both memory and forgetting. See also Treat, “Atomic Bomb Literature and the Documentary Fallacy” (1988) and idem, Writing Ground Zero: Japanese Literature and the Atomic Bomb (1995).
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 responsibility of writers to try to do so. She also insists on the responsibility of readers—those who have not experienced the bomb—to try to understand, even though, as she maintains, such understanding is impossible. In this eﬀort Hayashi is resisting the historians’ relentless valorization of what Barthes called the hermeneutic code. The hermeneutic code “functions by making ‘expectation . . . the basic condition for truth; truth, these [historical] narratives tell us, is what is at the end of expectation. This design implies a return to order, for expectation is a disorder.’ ”20 Only by identifying an “end,” and interpreting events in accordance with their relation to it, can an orderly, meaningful narrative be produced. Hayashi points out that the “end” used by others to produce order is in fact the very root of disorder for hibakusha. For them there is no “end.” There is waiting to see what will develop (radiation sickness, congenital eﬀects on their children and grandchildren), and there is tracing such eﬀects back to the instantaneous beginning of the situation (the moment of the bomb’s detonation), but there is no coherent, orderly end to be found or anticipated.21 Frank Kermode has written that “tracts of time unpunctuated by meaning derived from the end are not to be borne.”22 For atomic survivors, the act of writing can have two purposes: attempting to make non-hibakusha understand the horror of having to bear a particular personal timeline that has no conceivable meaningful end; and trying, by keeping the issue of the atomic bombs alive, to keep open the possibility of eventual public “meaning” of some kind. To impose an “end” on the atomic experience, to surrender to the historical narratives written with reference to that “end,” would render the hibakusha experience meaningless, contrary to Kermode’s statement. And yet, the very act of writing at all involves a surrender to the necessity of beginnings and endings, to culturally determined narrative paradigms that inevitably naturalize lived experience. Hayashi’s mission of bearing witness in her writing is dismissed by the writer
 
 Barthes, S/Z: An Essay, 76. Ienaga Saburô lists ongoing tragic consequences of the bombings that are neither medical nor physical: the long string of suicides from 1965 to the early 1980s by hibakusha and their children, who are discriminated against in society even if physically apparently healthy. Ienaga, Sensô sekinin, 2–5. 22 Kermode, The Sense of an Ending, 162. 20 21
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 Kawamura Jirô: “In my view this sense of mission—the sense that this experience must not be allowed to fade from memory—is itself a manifestation of the fact that it is fading.”23 Atomic bomb writers are thus faced with a frustrating set of options. Non-hibakusha writers who published their works during the Occupation exhibited similar frustrations; they had no way of knowing when or if this new set of socio-political circumstances would end. Nonetheless, many of them insisted on attempting to represent in narrative the epistemic and physical chaos of their world, at the same time attempting to communicate the inherent incommunicability of their experiences in such a world. The remarkable preponderance, pointed out by Carol Gluck, of Japanese collections of “personal narratives” or memoirs, rather than more systematic overviews of the war, may be related to this continued insistence on the primacy of immediate, everyday physical experience that cannot, and perhaps should not, be subsumed under a larger narrative paradigm.24 Like Hayashi Kyôko’s ﬁgure of the kataribe—the person whose responsibility it is to tell the story, and keep it accurate, for the sake of collective memory—the Japanese who lived through the war and Occupation seem to feel duty-bound to keep telling their own individual experiences.25 On the 1994 NHK program mentioned above, the strongest reaction to the tapes was exhibited by a hibakusha from Hiroshima: he did not aﬃrm or repudiate anything he had said, but instead insisted that such historical matters or research “betrayed” the hibakusha, and he wanted no part of them. He refused to accept a copy of his 1945 interview tape. As I have suggested, however, it is not possible to retain some pure memory of lived experience, unmediated by the discursive tides within which one lives. As writer Yasuoka Shôtarô put it: If I were asked how I handled the end of the war it would probably be true to say that now, some forty years later, I don’t remember anything about how I thought back then. A writer quite a bit younger Kawamura Jirô, in a taidan: Karatani Kôjin, Kawamura Jirô, and Nakagawa Kenji, “Sôsaku gôhyô,” Gunzô 37, no. 2 (1982): 289, quoted in Treat, “Hayashi Kyôko and the Gender of Ground Zero,” 265. 24 Gluck, “The Idea of Showa,” 20. See also Gluck, “The ‘Long Postwar’,” 65. Gibney, ed., Sensô, is an English translation of a collection of 1,100 such personal histories sent in to the Asahi shinbun’s op-ed page between July 10, 1986 and August 29, 1987 (out of 4,000 received). 25 Treat, “Hayashi Kyôko and the Gender of Ground Zero,” 8. 23
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 chapter one than I wrote about having heard the emperor’s broadcast of surrender at three o’clock in the afternoon . . . but the imperial broadcast about the end of the war really happened at noon that day. It isn’t just young writers; our memories are all probably equally dubious.26 (ellipses in original)
 
 As the act of writing and reading and telling about the war and its epistemic dislocation continued through the years of Occupation, both the form and the content of people’s “personal” stories came to ﬁt the new paradigms that they themselves were helping to create. By the late 1950s, when the Japanese economy and social structure had largely recuperated, it is likely that a naturalized, hegemonic view of the war and what it could mean to individual people had already been constructed. At that point, whether or not they were conscious of it, writers’ options were limited to two basic choices: to continue (as Hayashi does) to insist quixotically on the uniqueness and unrecountability of their experience, or to follow one of the now-accepted paradigms for expressing wartime deprivation and Occupation dislocation. (In fact even Hayashi herself has no choice, despite her political insistence on unrecountability, but to reproduce comprehensible—that is “naturalized”—narratives of her experience.) The implanting of the prosthetic memory was by this time complete. In subsequent decades, during historical moments when the war was raised in public discourse, the terms of the discussion were therefore already set. As I discuss in the Conclusion below (Chapter 11), during the 1960s, for example, when writers and critics as politically diverse as Ibuse Masuji, Murakami Ryû, Ôe Kenzaburô, and Ôba Minako addressed the war and its relation to contemporary Japan, they relied on a coherent and discrete set of interpretive narratives about what and how the war “signiﬁed,” regardless of whether their intention was to reinforce or to challenge those narratives. The “personal stories” that emerged from the experiences of wartime and the Occupation were not only memoir or autobiography; ﬁction was also used by both writers and readers to construct narratives that could produce a viable cognitive timeline from the past, through the present, into a viable future. The particular advantage accruing to writers of ﬁction, rather than history or memoir, is precisely their freedom to depart from the actual details of lived expe-
 
 26
 
 Yasuoka, “Shiten,” 182–183.
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 rience—to create, repeat, exaggerate, displace, or reverse “real events” in order to produce the narrative paradigm most conducive to a plotline that can reweave the past and future together according to present necessity. Although there are many striking examples of postOccupation stories that look back on that time (such as Nosaka Akiyuki’s 1967 “American hijiki”), I do not address such narratives in this study.27 The fascinating thing about the ﬁctional narratives written during or just after the Occupation is that they function rather like the tapes in the NHK broadcast: they are the ﬁrst responses, the ﬁrst struggling attempts to shape a narrative that will be constitutive of a viable postwar Japanese identity. When many of these stories were written, the Japanese people had no way of knowing how long the Occupation would continue, no way of knowing when their political and material circumstances might change. These stories, written without the ﬁlter of many years of recovery, function like the NHK tapes, often provoking gestures of surprise and disavowal from members of the contemporary reading public in their eﬀort to maintain the naturalized, ﬁnished narrative of postwar. Just as prewar-postwar marks the major dividing line in models of Japanese modern history, so these same terms function as a dividing line in Japanese conceptions and representations of the nature of the “self,” and of the relationship between personal identity and the conception of one’s national identity in an international context. Again I would argue that the war itself, and particularly the period of the Occupation, mark a hitherto relatively unexamined period of transition between prewar and postwar conceptualizations of identity in literature. In this study I discuss how the events of the end of the war—the collapse of Japan’s colonial empire, the dropping of the atomic bombs on Hiroshima and Nagasaki, the indictment of military leaders for wartime atrocities, the lack of food and medical supplies,
 
 27 See Molasky, The American Occupation of Japan and Okinawa (1999), for an excellent overview and analysis of ﬁction about the Occupation written after 1952. Molasky’s focus is the American Occupation of Okinawa, but he also discusses Occupation-related ﬁction produced in Japan more generally. Slaymaker’s 2004 study, The Body in Postwar Japanese Fiction, focuses on the postwar genre known as nikutai bungaku (“literature of the ﬂesh”) and includes useful analyses of several Occupation-period stories. Igarashi’s Bodies of Memory: Narratives of War in Postwar Japanese Culture, 1945–1970 (2000), though primarily a history, also includes many incisive analyses of works of ﬁction written during the postwar era that reﬂect back on war and the Occupation.
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 the growth of a black market, and especially the presence of an Occupation force that was, racially and culturally, radically “other” to the Japanese—were appropriated and represented in ﬁction in ways that recast the notions of “Japan” and “Japanese” through explicit contrast with a foreign “other,” either Asian (from the former colonies) or American (male and female, white and African-American; there are, signiﬁcantly, virtually no examples of Japanese-Americans in Occupation-period ﬁction). Besides encoding markers of racial and cultural diﬀerence, these ﬁctional representations encode complex conceptions of the power relationships obtaining between the notion of what it is to be “Japanese” and what it is to be “Asian” or “American”—relationships very diﬀerent from those before the war. The study proceeds from the idea that it is possible to trace important nodes in the construction and maintenance of discourses of identity through attention to writers’ representations of the gaze, the body, language, and social performance, and that the speciﬁc modes of representation used by these writers under their particular historical circumstances can reveal something about the ways narrative is used in the (re)construction of identity after extraordinary cultural upheaval. Organization and Methodology In this study I integrate discussion of information and texts from the three usually disparate ﬁelds of social/political history, cultural theory, and literature and literary analysis. I have made every eﬀort, therefore, to lay out the background and fundamentals of the texts and theories that I discuss. Although the reader already knowledgeable about modern Japanese history, for example, may ﬁnd the description of Occupation policy and procedure to be unnecessarily detailed, that information might not be readily familiar to a reader with diﬀerent interests. Similarly, it is necessary to present my theoretical paradigms at some length because I am attempting to integrate heretofore isolated conceptions of, for example, the working of vision in the reconstruction of identity. Because I am not relying on just one or two arbitrarily chosen theorists but attempting to create a synthesized map of existing “theories of vision” (from both Japanese and Western philosophical traditions), it becomes necessary to discuss the details of those theories. Moreover, the use of “theory” generated in an Anglo-European
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 context in a discussion of Japanese cultural products is a problematic undertaking. It is important not only to introduce the theoretical paradigms themselves but also to discuss the historical-cultural origins of those paradigms and the ways those origins resemble or diﬀer from the circumstances of occupied Japan. In the writing of this book, I made a conscious decision to reveal the mechanism of my own critical apparatus to a degree that is perhaps uncommon for works in the ﬁeld of literary or cultural studies. In highlighting the diﬀerences and incongruities between theories generated in diﬀerent historical-cultural contexts, I hope to promote a more complex dialogue between readers with a background in Anglo-European theoretical studies, for whom the cultural speciﬁcity of a theory or critical approach might be less obvious, and readers familiar with Asian cultural production. In addition, because several of the texts I address here do not yet exist in English translation, I have chosen to lay out the plots, features, and/or arguments of those texts in some detail. The primary texts I address are of two sorts: (1) prewar and wartime materials—ﬁlms, ﬁction, posters, kamishibai plays (literally, “paper theater,” a popular form of street theater for children), advertisements, and so on—which provided the stock of images and models that described and inscribed the social body up to the end of the war; and (2) Occupation-period ﬁction, which draws on, or actively refutes, those images and models.28 Rather than taking as transparent and unquestionable the AngloAmerican consensus view of the war and Occupation, I have consciously sought those recent explorations of the time by North American, European, and Japanese scholars that reintroduce the larger picture of the international social and political conditions before and during the war. Rather than reifying essentialist notions of “the Japanese versus the good guys,” I have tried to view people’s various experiences of the war as a human problem, a cognitive problem. As already indicated, the Occupation—following as it did upon ﬁfteen years of war—contributed to multiple paradigm shifts in the areas of politics, economics, social structures (such as the family unit), and 28 As will become clear in later discussion, I do not contend that it is possible to elucidate a simple cause-and-eﬀect relationship between the symbolic or material systems of a nation and the behavior of its individual citizens. On the contrary, part of the point of this study is to examine the speciﬁc articulations and uses of those systems within the constructed narratives of individual writers—in this case under the speciﬁc conditions of occupation by a foreign power.
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 the judicial system. The resulting changes were not merely abstract or formal; they produced visible, tangible eﬀects in the daily lives of everyone living in Japan at that time. What Norman Bryson terms “those practical norms which govern the stance of human beings toward their particular historical environment”—that is, “codes of behaviour, law, psychology, social manners, dress, gesture, posture”29— had undergone rapid and forced change. Under such circumstances, I argue, human beings work to redeﬁne the new reality in which they ﬁnd themselves, and work to redeﬁne their own place in it. Marianne Hirsch has deﬁned the “family romance,” which conﬁgures a person’s sense of identity, as “the story we tell ourselves about the social and psychological reality of the family in which we ﬁnd ourselves.”30 We could paraphrase this to describe what we might call the “national romance”: the story we tell ourselves about the social and psychological reality of the nation of which we ﬁnd ourselves members. It is my contention that people struggling to establish a sense of identity—whether personal, sexual, racial, linguistic, ethnic, cultural, or national—organize those eﬀorts by means of cognitive paradigms. Some of these paradigms derive from a person’s earliest assumption of a unitary identity in infancy. Others derive from childhood and later education about the meaning of local social performances and behaviors, as well as the meaning of abstract concepts such as “nation” and “outsider,” “believer” and “inﬁdel,”or “native” and “foreign” language. The speciﬁc set of paradigms available for a person’s organization of such eﬀorts is therefore peculiar to his or her cultural-historical context. At the same time, however, the cognitive domains from which such paradigms are drawn, and to which they refer, are shared across cultural and historical boundaries. Part I of this study traces the history of the Occupation, with a focus on the policy decisions that aﬀected the daily lives of the Japanese people. The remainder of this volume analyzes the discourses of identity circulating before and during the Occupation. For the purposes of this discussion, I have isolated three cognitive domains used in the construction and reconstruction of identity. The ﬁrst domain involves vision and the gaze. The function of this kind of paradigm is examined in Part II: Chapter 3 is an overview of theories of vision and the gaze; Chapter 4 shows how those the29 30
 
 Bryson, Vision and Painting, 13. Hirsch, The Mother/Daughter Plot, 9.
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 oretical paradigms of identity construction are represented in and conﬁgure the ﬁction of Yasuoka Shôtarô. The second domain, the body, is discussed in Part III, and involves the human perception of the body as a stable, coherent entity, consistent from one moment to another, and from place to place. This unitary body, perceived as the repository of the “self,” is the organizing metaphor for a powerful set of paradigms of identity. Chapter 5 provides a theoretical and material overview of “the body”; Chapter 6 traces the rhetoric of wartime propaganda as it focused on the body; Chapters 7 and 8 return to a discussion of this domain in ﬁction, particularly as ﬁction about the body is gendered in the Occupation period. Chapter 7 discusses ﬁction by male writers such as Kojima Nobuo, Shimao Toshio, and Ishikawa Jun. Chapter 8 concentrates on the work of female writers Hayashi Fumiko and Hirabayashi Taiko. The third domain, the visible body, is discussed in Part IV, and involves a combination of the ﬁrst two domains. Again the ﬁrst chapter in this section, Chapter 9, introduces previous attempts to theorize the body as a visible entity; Chapter 10 then explores the ﬁction that makes use of this domain as a trope. The writers addressed in Chapter 10 include zainichi-Korean author Kim Talsu, Hirabayashi Taiko, Sakaguchi Ango, Nakano Shigeharu, and Tamura Taijirô. In Chapter 11 I recap the arguments of the previous chapters and discuss how later writers (including Ôe Kenzaburô, Murakami Ryû, Ibuse Masuji, and Ôba Minako) looking back on the Occupation used the narrative paradigms that were established between 1945 and 1952. I do not contend that these paradigms represent an accurate perception of how subjectivity is constituted. As will be clear from my discussions of recent theorizing of vision and the body, the relationship between the constitution (or reconstruction) of an identity or subjectivity and the way humans commonly organize their experience of, and thinking about, that subjectivity is tangential at best. I believe it is a mistake, however, to focus exclusively on the theoretical narratives of subject-formation, such as those provided in psychoanalytic, postmodern, or other theory: despite their claims to accuracy, they are inevitably totalizing and static. My goal in this study is to explore the discursive encapsulations of the experienced identity-trauma of speciﬁc people under speciﬁc circumstances, and their narrative responses—namely, the speciﬁc stories they told themselves about the social and psychological reality of the nation of which they found themselves to be members.
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 The acquisition of a (seemingly) stable, unchanging identity is an imperative in modern industrial capitalist societies. The materialization of this identity is eﬀected through a set of interconnected imperatives— the imperative to be “sexed” as either male or female, for one. Judith Butler has written extensively about the way discourse materializes these identiﬁcatory imperatives, and argues that “the power of discourse to materialize its eﬀects is . . . consonant with the power of discourse to circumscribe the domain of intelligibility.”31 For a person to be understood as having (or performing) gender, for example— for that person to have a “gender-identity”—it is necessary that discourse oﬀer a set of intelligible possibilities, with one (or perhaps more) of which that person “identiﬁes.” Much has been written about the assumption of such a gender identity in early childhood, and how that identity is determined by culturally and historically speciﬁc discursive factors. Gayle Rubin, for example, has talked about the moment of assuming this identity in terms of “signing the social contract”; it is through acquiescence to the sex/gender imperatives of one’s own society that a person becomes a part of that society.32 There has been less theoretical work done on other kinds of identiﬁcatory paradigms, but I would argue that “signing the social contract” also includes the imperative to be “raced” or “tribed” or “languaged” or “religioned” or “casted,” depending on the speciﬁc requirements of a given society at a given moment. Each of us enters subjectivity (or is constituted through the process of subject-formation) within a speciﬁc discourse that is conﬁgured by its own set of racial, ethnic, linguistic, class, and gender arrangements. We are rarely aware of these arrangements because they form the most elemental bases for our understanding of the discursive universe. If, as Butler argues in the passage quoted above, discourse circumscribes the domain of intelligibility of a particular identiﬁcatory imperative in a particular cultural-historical context, then this naturally entails an excluded domain of unintelligibility, or what Butler calls the “abject borders of signiﬁcation”—“the unlivable, the nonnarrativizable, the traumatic.”33 What happens, then, when we become aware of other, diﬀerent categories that conﬁgure identity in other discursive communities? Are such categories intelligible? Certainly 31 32 33
 
 Butler, Bodies That Matter, 187. Gayle Rubin, “The Traﬃc in Women,” 196. Butler, Bodies That Matter, 188.
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 human beings seem capable of making (perhaps even compelled to make) speciﬁc judgments about individual sameness or diﬀerence visà-vis those categories. I can say that I am not “Japanese” or that I am “female” within the Japanese discursive limits of those terms, even though the identiﬁcatory paradigms that shaped my own subjectivity are not the same as those of contemporary Japan. A question that has been much less thoroughly addressed in criticism or theory arises when the terms upon which a community has based its notions of diﬀerence and sameness—the fundamental terms upon which it has based signiﬁcation—undergo rapid and unforeseen change. What happens when one realizes that a formerly “intelligible” social/national/racial/gender identity has been recast as unintelligible, as forming the “abject borders” of signiﬁcation, in a new epistemic paradigm? Under these circumstances, I contend, people must make an eﬀort to reconﬁgure a sense of identity using the terms and categories currently available. In the following chapters we will see how Japanese writers represent this eﬀort.
 
 CHAPTER TWO
 
 THE ALLIED OCCUPATION
 
 Shin’ichi looked at the wall clock and went over to the radio dial. Soon the recorded voice of the Emperor was broadcast. With the electrical voltage low, the faint voice speaking in diﬃcult phrases was extremely hard to understand. Because of the extraordinary chance to hear the voice of the Emperor himself, Shin’ichi worked anxiously to adjust the set for better reception. The best setting was suﬃcient for them to just make out the words. . . . As the speech went on, they faintly heard the phrase “we have no alternative but to accept the Potsdam Declaration.” Hiroko crept unconsciously from where she had been sitting on the veranda to a spot right next to the radio. She listened on, her ear pressed almost against it. Although it was expressed in a circuitous form that could not be immediately understood, this was a declaration of unconditional surrender. As soon as the Emperor’s voice had ﬁnished, Hiroko turned to her younger brother and his wife and said, “Did you get it?” “It’s unconditional surrender.” Immediately thereafter the Prime Minister’s oﬃcial message was broadcast. Then that, too, was over. No one had a word to say. After a moment Yukio groaned, as if amazed, “I can’t believe it.” At that moment Hiroko was surprised to notice the desolation around her. The sky smoldered with the midday heat of August, and the farmland and mountains were enveloped by the boundless heat. But in the village there was not one sound. Dead silence. Hiroko felt it throughout her body. Between noon and one o’clock on August 15th, with all of Japan sunk in that absolute stillness, history turned its giant page without making a sound. The deep silence, together with the paralyzing heat, extending as far as this small northeastern village—this was the ﬁnal convulsion of the abominable history that had up to now brought torment even to Hiroko’s individual life. She was unable to keep herself from trembling inside. Miyamoto Yuriko Banshû heiya (The Banshu plain, March 1946)
 
 World War II1 ended for the Japanese on August 15, 1945, when the emperor made his famous speech exhorting the people to “endure 1 Throughout this study the reader will encounter several diﬀerent names for several “diﬀerent” wars, all of which came to an end for the Japanese on August 15,
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 the unendurable.” Two weeks later, General Douglas MacArthur’s forces landed in Japan, and the Allied Occupation began. Japan remained under the authority of the Occupation until April of 1952, six years and eight months later, when the peace treaty concluded earlier in San Francisco took eﬀect. 1945. The Japanese often speak of the “Fifteen Year War” ( Jûgonen sensô )—a term that accurately reﬂects the fact that Japan began a campaign of armed aggression against its Asian neighbors beginning in 1931 in China, long before the United States or Europe was paying much attention. This term does not take into account, however, the earlier annexation by Japan of Korea and Taiwan as colonies and Japan’s installation of a puppet government in Manchuria, incursions that certainly inﬂuenced the eventual wartime stakes. During the conﬂict itself, the Japanese oﬃcially referred to the “Greater East Asia War” (Dai Tôa sensô). This term retains a reminder of Japan’s aggressions against China and other Asian nations before the Allies became formally involved, and is implicated in Japan’s long-term colonialist plans for dominating East Asia through the similarly named Greater East Asia CoProsperity Sphere (Dai Tôa kyôeiken). In that sense—because it makes clear the connection with larger nationalist political movements—this would seem to be a useful way of referring to the war. But many contemporary scholars are uncomfortable with this term precisely because of the traces of the original arrogance and aggression implicit in this name, and prefer not to use it. In 1945 the Occupation authorities, ﬁnding the name Dai Tôa sensô oﬀensive, decreed a retroactive change in the war name: from the “Greater East Asia War” to the “Paciﬁc War” (Taiheiyô sensô ). The United States government was as anxious as the Japanese to distinguish the U.S. and British Commonwealth struggles against Japan in the Paciﬁc from the European-theater-dominated resonances of the term “World War II.” Thus when the MacArthur government legislated the use of this term, it was at least partly to emphasize the American-dominated ﬁghting in the Paciﬁc, implicitly legitimating the U.S. dominance in the subsequent Occupation of Japan. When contemporary Western-language scholars use this term, it is often to designate the Allied war against Japan in contradistinction to the war in the European theater; the German, Eastern European, Soviet, Italian, and other national involvements that characterized World War II in the European theater often seem to have little connection with the war fought in Asia. For the Japanese, the name “Paciﬁc War” puts the emphasis on the 1941–1945 conﬂict between Japan and the Allied nations, and separates it from Japan’s larger involvement in Asia. This has sometimes been used as a convenient way of “downplaying” the more aggressive elements of Japan’s wartime experiences and emphasizing the last ﬁve years of conﬂict, which can more readily be characterized as “self-defense” or even “victimization.” Finally, the term “World War II” (Dainiji sekai taisen) is also often invoked to refer to this war, emphasizing the complex and globally interconnected character of the events from 1938 to 1945. Although to my knowledge Japanese soldiers did not ﬁght in Germany in any signiﬁcant numbers, and Nazi soldiers did not ﬁght in Japan, the policy connections between the two Axis allies should not be forgotten. Each of these terms promotes a particular perspective on the events of the ﬁrst half of this century—a perspective that emphasizes some elements while occluding others, in each case for the beneﬁt of a particular nation’s or group’s preferred view of the war. In the course of this study most of these terms will appear, either in the text or in quotations, but certainly not indiscriminately or interchangeably. The reader is requested to bear in mind the diﬀerences of discursive emphasis peculiar to each term as it comes up.
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 From the vantage point of today, the Occupation period has a beginning and an end—such that I can designate it as “the Occupation period”—and the progress made toward rebuilding the country during that seven years is obvious. Knowing what we do about the subsequent economic power and international position of Japan, it is virtually impossible to view the Occupation period outside a framework of successful reconstruction. But for the Japanese people in 1945, this bright, coherent picture was unimaginable. The boundary that marked the end of the War—represented by the thin, reedy voice of the previous symbol of national authority, the emperor—was clear. The boundary that marked the beginning of the Occupation—represented by the larger-than-life public ﬁgure of Supreme Commander Douglas MacArthur, the new national authority—was also clear. Not so obvious was the nature of this new authority (it is sometimes represented in early Occupation-period stories by a disembodied voice speaking in the imperative mode), nor was it at all evident how long this new situation would last. For the Japanese people looking around and taking stock of things in the last two weeks of August 1945—the odd two-week period between these two boundaries—very little remained unchanged from prewar days. The cities were devastated. The ﬁrst air raid on the Japanese mainland had been conducted in April 1942, when sixteen B-25s took oﬀ from the U.S. aircraft carrier Hornet to drop both high-explosive and incendiary bombs on military and industrial targets around Tokyo, Nagoya, Kobe, and Osaka. Fifty civilians were killed in this ﬁrst raid. Sporadic air raids continued for the next two years, whenever Allied carriers could get within ﬂying range.2 Ever since June 1944, when the Allies had established a base on Saipan, within
 
 2 Japanese public preparation for air raids on the Japanese main islands began as early as 1936, shortly after Japan had begun its own bombing of civilians in China. On September 28, 1937, the U.S. State Department and the League of Nations conﬁrmed a resolution, taken in response to Japan’s raids on China, that the bombing of civilians was “contrary to principles of law and of humanity” (Dower, War without Mercy, 38). On September 29, 1937, the Asahi Gurafu showed a picture of a Japanese “wartime air raid drill” bucket brigade, designed to teach people how to put out the ﬁres started by incendiary bombs (Ienaga, The Paciﬁc War, 140). It is no doubt coincidence that Japan was already preparing to defend against the bombing of its own civilian targets the very day (considering the time diﬀerence) that the League of Nations declared that civilized countries would not engage in such atrocity, but as the later Allied ﬁre-bombing of German and Japanese cities shows, the Japanese were correct in not counting on such declarations of superior morality.
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 striking distance of the Japanese mainland, there had been air raids virtually every day by B-29s. Formations of up to 2,000 planes at a time had dropped both high-explosive and incendiary bombs on the major cities. In March 1945 the U.S. Air Forces had begun an oﬃcial strategy of saturation bombings of major urban areas. In one night—March 9, 1945—2,000 tons of incendiaries had been dropped on Tokyo, leveling 16 square miles of the city. At least 80,000 people had been killed outright in that raid, and untold numbers left homeless. In the next ten days the Americans had dropped more than 9,000 tons of bombs (2 million individual bombs) on Tokyo, Nagoya, Osaka, and Kobe, in a total of more than 1,500 sorties. Thereafter the raids had continued relentlessly. Throughout Japan the air-raid bombings had left between 400,000 and 500,000 civilians dead, and roughly 15 million more without homes.3 The survivors of the air raids had seen their daily food ration cut in half over the course of the last four years of war, from 2,400 calories per person per day in 1941 to 1,042 at the time of the surrender.4 The price of rice had risen as fast as 150 to 300 percent in one year on the Tokyo black market.5 Malnourishment, injury, and fatigue had left the people more vulnerable than ever to the 3 There is a fair degree of divergence in historians’ estimates of the Japanese casualty ﬁgures. John Dower arrives at a total of 393,367 civilians dead throughout Japan (War without Mercy [1986], 298; also in idem, Japan in War and Peace [1993], 121). In a later study (Embracing Defeat [1999], 37, 45), Dower mentions a total ﬁgure of 3 million Japanese deaths, out of which 1.7 million are accounted for by soldiers, leaving a total of 1.3 million civilian deaths, though this includes Japanese civilian colonists who died overseas after the war ended. See also Thomas R. H. Havens, Valley of Darkness ([1986], 177–182), for more on the eﬀects on Japanese cities of the American bombing raids. As Havens points out, the estimate of roughly 83,000 deaths from the March 9–10 Tokyo raid comes from the U.S. Strategic Bombing Survey, but in fact the ﬁgure is almost certainly at least 90,000, and possibly as high as 100,000 (ibid., 181). Since the ﬁgures for other cities are similarly skewed, Havens gives an estimate of 500,000 civilians killed in Japan by the American bombings (ibid., 176). Statistics on homelessness are similarly divergent, with 15 million the most commonly cited ﬁgure. Dower (Embracing Defeat, 47–48) cites a report of 9 million homeless on the Japanese main islands at the end of the war, plus 6.5 million Japanese colonists abroad waiting to be repatriated and presumably without homes in Japan. 4 The 2,400 calorie ﬁgure is from Tsurumi (An Intellectual History of Wartime Japan, 86), who cites the Department of Welfare. He compares this with rationing in Britain, where, despite the scarcity of certain foods, the general level of British nutritional health actually rose during the war. The 1,042 calorie ﬁgure is from B. F. Johnston, Japanese Food Management in World War II, 216, 221. See also Havens, Valley of Darkness, 137, for eﬀects of food shortages on infants and children. 5 Tsurumi, Intellectual History of Wartime Japan, 86.
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 prevalent diseases of the time. Tuberculosis deaths, for one, had risen dramatically.6 By August 1945—through air raids, the atomic bombings, disease, and ground ﬁghting in civilian-occupied areas—at least one million Japanese civilians had died, and millions more were sick or injured.7 At the end of the war nearly 6.5 million Japanese people were living overseas as soldiers/military personnel (3.5 million) or as civilian colonists (3 million), ordinary families. Of the Japanese soldiers still alive at the end of the war, many thousands were kept in Asia and the Soviet Union, as prisoners or as forced participants in the civil war in China.8 Tens of thousands of civilians, too, died or disappeared as they attempted to get home to Japan through territory that was now under the control of the victor nations.9 In addition, 1,740,955 Japanese soldiers had died, and nearly 4.5 million of the repatriated troops were sick or injured as of 1945.10 The dead or missing soldiers were matched by uncounted numbers of widows, children, and dependent parents back home. It is estimated that by August 1945 there were 123,000 homeless and/or orphaned children throughout Japan.11 Even those who were not actually hurt or killed in the war had experienced tremendous upheaval in their daily lives. By 1945 close to 10 million men had been conscripted—nearly 20 percent of the total male population (including infants, children, the elderly and disabled). Most other able-bodied and semi-able-bodied males were mobilized for work in munitions plants. Women were also recruited 6 William Johnston, The Modern Epidemic, 63, 96–98; Tsurumi, Intellectual History of Wartime Japan, 86. See also B. F. Johnston, Japanese Food Management in World War II, 163–164. 7 Dower, Japan in War and Peace, 121. 8 Dower, War without Mercy, 298–299; idem, Embracing Defeat, 48–53. 9 See Dower, Embracing Defeat, 48–53, for a brief discussion of the fate of Japanese colonists in various areas overseas. As many 540,000 Japanese went missing overseas before they could be repatriated (ibid., 50). Many harrowing ﬁrst-person accounts of women and children stranded in the colonies at war’s end can be found in, for example, Asahi Shinbunsha, ed., Onnatachi no taiheiyô sensô 2, 59–106. 10 Dower, Japan in War and Peace, 121. In War without Mercy, 298, Dower reports that more than 81,000 Japanese (both soldiers and ex-colonists) died overseas after the surrender and before they could be repatriated, because of the extreme debilitation they had suﬀered over the course of the war through cold, starvation, and lack of medical supplies. 11 “Nippon gojûnen,” television program broadcast on NHK Satellite 1, February 4, 1995. For drawings, stories, and essays by Japanese children orphaned by the war, see Akiyama, ed., Sensô to heiwa, Vol. 7: Hajimete shitta sensô, 137–211.
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 for factory work, besides having sole responsibility—in the absence of healthy men—for ﬁnding scarce food and clothing for their families, attending required community meetings, and participating in air-raid drills and defense training. In 1945 school had been suspended for everyone except elementary school students.12 Junior high and high school students were needed in the factories (as many as 3.5 million were mobilized as draft labor) or for imo-gari—hunting for and cultivating food.13 In addition, Koreans and Chinese from Japan’s colonies had been drafted to perform “contract labor,” more than 1.3 million Koreans and 38,000 Chinese by 1945.14 After the war ended, 13,240,000 people were out of work, including the repatriated soldiers and former colonists. As many as 15 million people, roughly 30 percent of the population, had been left homeless by the air raids, which had hit 66 cities. In Tokyo alone 65 percent of residences had been destroyed by ﬁres caused by incendiary bombs.15 Osaka had lost 57 percent of its buildings, and Nagoya an astonishing 89 percent.16 All that remained was the yakeato—the burnt-out ruins (see Plate 1). At noon on August 15, 1945, the emperor’s taped message announcing Japan’s immediate surrender was broadcast on the radio. Although it is often said that few of the listeners could understand the emperor’s words, couched as they were in unusual and ambiguous phrases, an announcer then clariﬁed the meaning of the statement. The war was over, and soon Japan would be occupied by Allied forces. It is impossible to know the full range of responses of the Japanese people to the emperor’s announcement. However, ﬁrst-person accounts of the two-week period between the emperor’s broadcast and MacArthur’s arrival—both by Japanese and by foreign nationals in Japan—stress feelings of intense emotional or psychic bewilderment. For the ﬁrst time in several years, everyone had a chance to take stock of his or her situation, without fear of further air raids. (The 12 Havens, Valley of Darkness, 142. See also Shimizu, “War and Cinema in Japan,” 49, for interesting discussion of the details of the 1944 “Extraordinary Measures for Decisive Battles” legislation that pertained to the labor induction of high school students and single women. 13 Tsurumi, Intellectual History of Wartime Japan, 86–87. See also Dower, Japan in War and Peace, 114. 14 Dower, Japan in War and Peace, 114 and 117; Havens, Valley of Darkness, 104, and 101–113 for labor conditions in general. 15 Dower, Japan in War and Peace, 117 and 122. 16 Dower, Embracing Defeat, 45–46.
 
 Plate 1. Man bathing in barrel in the yakeato. (Used with permission from Watanabe Kazuo.)
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 last one had been conducted over Tokyo on the night of August 14, despite U.S. awareness that the surrender would be announced the following day. In one ﬁnal gesture of triumph, General Henry H. Arnold had mobilized 1,014 planes for a bombing run; the Japanese defense forces were so weakened that not one plane failed to return.)17 Government ministries and private individuals rushed to burn potentially incriminating documents.18 Military stockpiles disappeared into private hands; and toxic materials used in making weapons were hastily dumped.19 Residents of Japan—both Japanese and people from the colonies—strove to assimilate all the ramiﬁcations of surrender, good and bad. The terrible war was over and the surviving soldiers would be coming home, but Japan’s surrender was unconditional. The emperor’s speech had referred to new weapons capable of destroying all of humanity; rumors were already circulating about these weapons, and their eﬀects on Hiroshima and Nagasaki. Japan would now be under the power of the very nation that had developed and used such weapons, the nation that had ﬁre-bombed civilian targets relentlessly for more than a year. The Japanese people braced themselves for occupation by a foreign military force for the ﬁrst time in their history. Residents from the former colonies—mostly Koreans and Chinese— may have felt relief that the Allied forces, which had championed China in speciﬁc opposition to Japan, had defeated the Japanese. But the future disposition of Japan’s colonial holdings was not yet clear. And the earlier record of British and American involvement with China was hardly a model of spotless, unselﬁsh support. By 1945 China was already embroiled in its own civil war, and the situation in Korea Dower, War without Mercy, 301. That government oﬃcials and individuals with ties to nationalist groups burned or otherwise destroyed documents during this two-week period is often alleged. Dower (War without Mercy, 262–290), for example, repeats this allegation, and then discusses the contents of one such document, a copy of which survived and was rediscovered in 1981. 19 Toxic materials dumped at the end of the war are still turning up to poison communities in Japan. The NHK news show “Close-Up Gendai” (NHK 1, July 15, 2004) reported on a number of such incidents in recent years, involving buried drum cans full of toxic materials that have rusted or ruptured and leaked into sources of drinking water. Although the Occupation government became aware of this problem of hastily dumped poisons, and cleaned up a few sites that were discovered, there has never been a systematic eﬀort to locate and clean up all the sites—an undertaking made particularly diﬃcult by the fact that at the end of the war all documents about the manufacture of poison gas and other toxic weapons were destroyed. 17 18
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 was to lead to war again in just ﬁve years.20 Although Koreans and Chinese may have been coerced by economic and often harsher means to serve the Japanese military, it was not clear that the Allied Powers would view their “collaboration” with indulgence. No longer necessary to the Japanese war eﬀort, turned out immediately from the mines and factories where they had labored but not yet reclassiﬁed by the new authority as “liberated people,” Koreans and Chinese waited in limbo. The prospect of the Allied Occupation of Japan may well have been as emotionally bewildering for these residents as it was for the defeated Japanese, though for diﬀerent reasons.21 First-person accounts of that two-week period also stress the confusing abruptness of the change. According to Tsurumi Shunsuke, 527 military personnel and at least 39 civilians in Tokyo committed suicide between the announcement of the end of the war and the beginning of the Occupation.22 Photographs show civilians distraught with surprise and grief. Yet some people reacted with astonished 20 Several of the former Japanese possessions liberated in 1945 soon found themselves involved in further colonial battles. After the Japanese had been removed from Indonesia, for example, the Dutch government sent 150,000 soldiers to attempt to reimpose its own colonial control of the country; 100,000 Indonesians and 6,000 Dutch soldiers died during this ﬁghting, which ended with the Dutch withdrawal in 1949. In 1995, on the occasion of the ﬁftieth anniversary of the end of the war, Indonesia called for a public acknowledgement and apology from the Netherlands for its brutal behavior during this period, including the torture and execution of Indonesian nationalists. Dutch Prime Minister Kok refused. At the time of the centennial of the Treaty of Shimonoseki, whereby Japan took control of Taiwan in 1895, a number of political and academic groups in Taiwan conducted a review of the previous century of Taiwanese history. Through a comparison of the ﬁfty years of Japanese occupation and the later Nationalist Chinese occupation (1949–late 1980s), some of these scholars concluded that the accuracy of the word “liberation” in reference to the 1945 takeover was dubious. As historian Chang Yen Hsien explains: “Many Taiwanese thought the Nationalists were worse because they arrested and executed people as they wished. At least the Japanese governed by law and people knew their limits” (“Taiwan reexamines half a century under Japanese rule,” Asahi Evening News, April 18, 1995). The French battles fought to recolonize the Indochina peninsula, which eventually culminated in the Vietnam war, began in 1946. My point is not at all to attempt to vindicate or justify Japanese colonialism in the ﬁrst half of the century, but to underscore the fact that the behavior of the Allied nations toward these same Asian countries both before and after World War II was not the shining example of democratic support that is often implied in postwar Western rhetoric. 21 In fact, Koreans and Chinese who had served with the Japanese military, as POW camp guards, for example, were treated the same as Japanese military criminals in Allied courts; 148 Korean men were convicted of B- or C-level war crimes, of whom 23 were executed. Ienaga, Sensô sekinin, 108. 22 Tsurumi, Intellectual History of Wartime Japan, 105.
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 happiness. Filmmaker Kamei Fumio, who had been imprisoned for part of the war for leftist tendencies, threw his bowl of rice in the air with joy when he heard the imperial announcement of surrender. Fellow ﬁlmmaker Makino Masahiro, who was living in Kyoto when the surrender was announced, ran straight out to buy musical instruments to form a jazz band.23 The radio, which had played no music other than patriotic songs for several years, switched abruptly to the popular music of the 1920s and 1930s.24 Horrible as they were, the social and political realities of the previous ﬁfteen years (conscription, censorship, ultranationalism, Thought Police) and the material realities of the previous ﬁve years (air raids, evacuations, homelessness, and lack of food, clothes, and medical supplies) were over all too suddenly. Accounts of the time emphasize that it was impossible to imagine what social and political realities the next few months and years would bring. As Yasuoka Shôtarô remembers it: What kind of city would Tokyo be rebuilt into? Thinking about that was one odd pleasure during that time of being enclosed by depressing feelings. How the surrender would go, what the Occupation strategy would be like—naturally we had no idea. Having lost, maybe all the men in Japan would be killed, or perhaps castrated—these kinds of rumors circulated, and in that period, when it was possible to believe that this wasn’t nonsense, we had absolutely no way of predicting what was going to happen.25
 
 MacArthur’s Mandate Economically and industrially, as well as militarily, Japan is completely exhausted and depleted. She is in a state of utter collapse. Her government structure is controlled completely by the occupation forces and is operating only to the extent necessary to insure such an orderly and controlled procedure as will prevent social chaos, disease and starvation. General of the Army Douglas MacArthur September 14, 194526
 
 23
 
 Both incidents are reported in Satô Tadao, “Kokka ni kanri sareta eiga,” 49. Endô, ed., Ryûkôka to eiga de miru sengo no jidai I, 18. This and other books on the period, such as Kuwahara’s Kirareta waisetsu, make clear the degree and abruptness of the changes in all areas of public discourse: ﬁlm, radio, newspapers, etc. 25 Yasuoka, “ ‘Nisemono’ toshi Tokyo,” 213. 26 “General of the Army Douglas MacArthur’s Statement concerning the Occupation Policy for Japan,” September 14, 1945, in Occupation Documents, Vol. II: 1. 24
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 chapter two Nothing could exceed the abjectness, the humiliation and the ﬁnality of this surrender. It is not only physically thorough, but has been equally destructive on the Japanese spirit. From swagger and arrogance, the former Japanese military have passed to servility and fear. They are thoroughly beaten and cowed and tremble before the terrible retribution the surrender terms impose upon their country in punishment for its great sins. General of the Army Douglas MacArthur October 16, 194527 By appropriate means you will make clear to all levels of the Japanese population the fact of their defeat. They must be made to realize that their suﬀering and defeat have been brought upon them by the lawless and irresponsible aggression of Japan, and that only when militarism has been eliminated from Japanese life and institutions will Japan be admitted to the family of nations. U.S. State Department directive to General Douglas MacArthur November 1, 194528
 
 On September 2, 1945, the documents of surrender were signed by Japanese foreign minister Shigemitsu Mamoru, in General Douglas MacArthur’s presence, on board the USS Missouri, anchored in Tokyo Bay.29 From that day until April 11, 1951, MacArthur was the Supreme Commander for the Allied Powers (SCAP) occupying Japan. After MacArthur’s removal from that position, General Matthew B. Ridgeway was supreme commander until the Occupation ended—at 11 a.m. April 28, 1952, when the San Francisco peace treaty took eﬀect. It was not only MacArthur who characterized immediate postwar Japan in these terms. An article in the politically liberal Harper’s Magazine (March 1946), by a Japanese-speaking American soldier who had just returned from a tour in the Occupation forces, uses many of the same formulations, even though his overall intention is to present the Japanese people in a positive light: “The overwhelming impression left by a few months in postwar Japan is that of a country pliable to an extent unparalleled in history. After her increasingly suicidal ten years of war, Japan is emotionally exhausted” (May, “MacArthur Era, Year One,” 273). Note the image of Japan as a “pliable” feminine ﬁgure, too exhausted to resist Occupation policies. (The signiﬁcance of this ﬁguration is discussed below in the text.) 27 “General of the Army Douglas MacArthur’s Statement on the Completion of the Demobilization of Japanese Armed Forces,” October 16, 1945, in Occupation Documents, Vol. II: 129. 28 From the “Basic Post-Surrender Directive to Supreme Commander for the Allied Powers for the Occupation and Control of Japan,” hereafter “Basic PostSurrender Directive,” in Occupation Documents, Vol. I: 111. 29 Other signatories included representatives of the Allied nations: C. W. Nimitz of the U.S., Bruce Fraser of the United Kingdom, L. Moore Cosgrave representing the Dominion of Canada, the representatives of China, the U.S.S.R., Australia, New Zealand, and the Netherlands, and Le Clerc as the representative of the Provisional Government of the French Republic.
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 Although the Occupation was nominally under the supervision of the Allied forces, it was from the beginning almost entirely an American aﬀair, responding to American attitudes and policy toward Japan and the larger world.30 The United States Initial Post-Surrender Policy for Japan, sent to MacArthur on August 29, 1945 by U.S. oﬃcials, explains the goals for the Occupation. It explicitly states: Although every eﬀort will be made, by consultation and by constitution of appropriate bodies, to establish policies for the conduct of the occupation and the control of Japan which will satisfy the principal Allied powers, in the event of any diﬀerence of opinion among them, the policies of the United States will govern.31
 
 During the nearly seven years of the Occupation, the American advisors working in SCAP headquarters imposed comprehensive structural changes on Japan’s existing economic, political, educational, and juridical systems. The remarkable, possibly even unprecedented, extent of the inﬂuence of the Allied Occupation on Japan is frequently indicated by both Japanese and American scholars. Makoto Iokibe argues that the “Occupation of Japan by the United States was, by historical standards, extraordinarily invasive,” and he characterizes the nature of that invasion as “simultaneously severe and lenient, both to an unprecedentedly high degree.” Herbert Passin supports this view: “Except for the communization of the countries the Soviet Union occupied after World War II, modern history has probably never seen so drastic a reform program imposed by an outside power.”32
 
 30
 
 SCAP was nominally under the supervision of two organizations: the Far Eastern Commission, made up of representatives from the eleven nations that had fought Japan, with the addition of Burma and Pakistan in 1949; and the Allied Council for Japan, made up of representatives from the U.S., the U.S.S.R., Nationalist China, and the British Commonwealth, and chaired by SCAP. The Far Eastern Commission met in Washington, D.C. With growing internal disagreements between the United States and the Soviet Union, and ineﬃcient communication between the Commission and SCAP Headquarters, the Far Eastern Commission did not play a large role in overseeing SCAP. The Allied Council met in Tokyo, and was active early in the Occupation in formulating and implementing reforms. MacArthur was reportedly unhappy with the Council’s supervision and stopped attending the meetings after a few months. In the Allied Council, too, growing tensions between the U.S. and U.S.S.R. hampered eﬀective supervision of SCAP’s activities. 31 In Occupation Documents, Vol. I: 93. 32 Iokibe, “Japan Meets the United States for the Second Time,” 93–94; Passin, “The Occupation—Some Reﬂections,” 112.
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 Many histories of the Allied Occupation of Japan have been written since it ended in 1952. These histories make abundantly clear the general trends of SCAP’s management of the country, and the way Occupation decisions responded to the political climate and concerns of the United States. The major faultline identiﬁed by most historians in the seven-year span of the Occupation begins in 1947 with what is termed the “reverse course,” when the original goals of demobilization, demilitarization, and democratization gave way, under pressure from the war in China and the imminent war in Korea, to more politically conservative but economically supportive policies. While such historical narratives provide a clear overview of the Occupation, once again I must emphasize that to the people living through these years—Japanese, Occupation personnel, Chinese, Koreans, and other foreign nationals—this bird’s-eye view was not accessible; the very clarity and coherence of such retrospective narratives obscures the extraordinary cognitive, or epistemic, upheaval of the time. An examination of the documents produced by SCAP provides a contrast to these narratives of coherence, revealing a complex back-and-forth rhetoric of threat and promise, liberalization and oppression, paternalistic concern and indiﬀerence, liberation and re-incarceration, magnanimity and harshness.33 Rather than one major faultline, these documents make clear the turbulence and ambiguity of policies throughout the Occupation. For the Japanese people, subject to the absolute authority accorded to SCAP by the terms of the Potsdam Declaration, the sometimes contradictory new ideas, institutions, and laws promoted or imposed by the Occupation required mental gymnastics on a national scale, particularly when contrasted with the absolutist rhetoric of Japan’s own immediate past.34 33 An article in the June 1945 issue of Harper’s Magazine illustrates the extremely complicated, conﬂicted view of even the most generous-minded and well-informed Americans toward the Japanese. The author, who had lived in Japan for 19 years as a missionary before the war and had taught at a Japanese men’s university, argues persuasively that the occupation of Japan (foreseen and widely discussed even at this early date) should be lenient and liberal. Nonetheless, he begins his argument as follows: “In the ﬁrst place, we should remind ourselves that there is nothing in their blood that makes the Japanese a war-like, cruel, cunning, unreliable, crafty, and generally loathsome people. We will never get anywhere in dealing with them unless we stop thinking of them as being, racially, subhuman devils, monkeys without tails, or something slimy that crawled from under a rock” (Lamott, “What Not To Do With Japan,” 584). Though the author’s overall intention is to promote the idea that the Japanese people are human and capable of achieving some form of democracy, he only reinforces the wartime racist stereotypes by his extended reiteration of them. 34 For one example, see the intriguing study by J. Marshall Unger, Literacy and
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 From the beginning of MacArthur’s tenure as supreme commander, his oﬃce, the U.S. State Department, and the representatives of the Allied Powers were in agreement about the general policies and objectives for the “occupation and control” of Japan. Three of the key original goals were: 1. The eventual establishment of a democratic form of self-government, though its establishment and the exact form it would take were to be based on the “freely expressed will of the people”; 2. An intention to maintain the existing government temporarily in order to facilitate changes, despite its militarist and imperialist character—“The policy is to use the existing form of government in Japan, not to support it”35—and 3. The absolute demilitarization of Japan, based on instilling in the Japanese people a complete recognition of their defeat (as in the third epigraph above). To ensure this third goal, the State Department instructed General MacArthur as follows: You will make it clear to the Japanese people that: (a) You assume no obligations to maintain, or have maintained, any particular standard of living in Japan, and (b) That the standard of living will depend on the thoroughness with which Japan rids itself of all militaristic ambitions, redirects the use of its human and natural resources wholly and solely for purposes of peaceful living, administers adequate economic and ﬁnancial controls, and cooperates with the occupying forces and the governments they represent.36 Script Reform in Occupation Japan, detailing SCAP’s attempts to impose script reform— that is, to replace kanji and kana with the roman alphabet. Unger presents a clear picture of the complexities of the internal workings of SCAP and SCAP’s interaction with existing Japanese institutions, showing how both Americans and Japanese helped or thwarted this particular educational experiment. Another example can be found in Dower, Embracing Defeat (277–345): he explains that although SCAP required the emperor to formally renounce his divinity, the Occupation government was simultaneously extremely active in shielding the throne from criticism about war crimes responsibility or any changes in the symbolic value of the imperial family. 35 First articulated in the “United States Initial Post-Surrender Policy for Japan” of September 22, 1945 (Occupation Documents, Vol. I: 95), this exact phrase is repeated in the “Basic Initial Post-Surrender Directive” of November 1, 1945 (ibid., 117), and the Far Eastern Commission’s “Basic Post-Surrender Policy for Japan” of June 19, 1947 (ibid., 185); it is indirectly echoed in “General of the Army Douglas MacArthur’s Instruction to his Commands concerning the Basic Purpose of the Allied Occupation of Japan and the Manners in which They Are Carried Out by the Allied Forces” of December 19, 1945 (ibid., 167). 36 From the “Basic Initial Post-Surrender Directive” of November 1, 1945, in Occupation Documents, Vol. I: 137.
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 Given the fact that the Japanese population was in imminent danger of “social chaos, disease and starvation” (in MacArthur’s words), the phrase “standard of living” in the directive is a euphemism for basic survival—and that survival is explicitly linked to Japanese compliance with Occupation policy. This implicit but clear threat is typical of the tone of communications and policy decisions from September through December 1945. The ﬁrst four months of the Occupation were marked by a vertiginous rhetorical strategy of simultaneous magnanimity and coercion. Excerpts from General MacArthur’s oﬃcial instructions to his commands about the “Basic Purposes of the Allied Occupation of Japan and the Manner in which They Are Carried Out by the Allied Forces” make it clear that Allied personnel were required to absorb instructions that were just as rhetorically complex and contradictory as those received by the Japanese people at whom the policies were directed. Among the purposes spelled out in this memo was the establishment of a peaceful and responsible government which must respect the rights of other states. The government ﬁnally decided upon will support the objectives of the Supreme Commander as reﬂected in the ideals and principles of the Charter of the United Nations. This Government should conform as closely as may be to principles of democratic self-government. The form the government will take is not ﬁxed or immutable. To impose upon Japan any form of government not supported by the freely expressed will of the people is contrary to the Potsdam Terms.37
 
 In other words, the Japanese people were to have free rein in choosing their future form of government—just as long as it conformed to the government mandated by the Occupation. Later in the same document, MacArthur advised that: The Japanese government and the people are to be given every opportunity to carry out the instructions of the Supreme Commander without compulsion but orders will be given to the appropriate commands to require compliance where voluntary action is not forthcoming.38 (emphasis added)
 
 37 “General of the Army Douglas MacArthur’s Instruction to his Commands concerning the Basic Purposes of the Allied Occupation of Japan and the Manners in which They Are Carried Out by the Allied Forces,” December 19, 1945, in Occupation Documents, Vol. II: 167. 38 In Occupation Documents, Vol. II: 69.
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 It is perhaps not surprising that a military occupation’s ﬁrst actions should be directed toward establishing absolute discipline and control over Japanese networks of power, despite the Japanese people’s cooperation from the outset in carrying out Occupation commands without resistance. When General MacArthur announced the successful demobilization of the Japanese military forces, accomplished as early as October 16, 1945, he emphasized the complete abjection of the formerly proud Japanese soldiers, using such emotive terms as “humiliation,” “servility and fear,” “beaten and cowed”(see second epigraph above), and the stellar example of tolerance and rigor set by the Allied forces to whom they surrendered.39 As the ﬁrst step toward the long-term goal of seeing Japan restored to the “family of nations,” it was necessary for MacArthur to convince the United States and the other Allies that Japan’s abjection was indeed complete and the Allies’ control absolute. SCAP’s ﬁrst oﬃcial directive after the surrender (September 3, 1945) established its right to perform censorship and to mandate signs in English where necessary; in subsequent weeks SCAP announced a “Press Code” (September 19), a “Radio Code” (September 22), a policy on “Censorship of the Mails” (October 1), and so on. All asserted the right of the Occupation forces to perform censorship, and the concomitant responsibility of the Japanese organizations involved to conform to certain general prohibitions. “Destructive criticism of the Allied Forces of Occupation [or anything] which might invite mistrust or resentment of those troops” was outlawed.40 Yet at the same time, SCAP was announcing its policy of promoting free speech and freedom of the press as two of the foundation stones of a democratic government. In a September 27 memorandum, former Japanese censorship laws were abrogated—though with the reminder that SCAP-imposed censorship was still in place. An October 39 The picture MacArthur paints of the “abjection” of the Japanese and good behavior of the occupying forces is echoed in May, “MacArthur Era, Year One” (Harper’s Magazine, March 1946). Throughout his article, May, writing after several months’ experience in occupied Japan, uses adjectives such as “abject,” “pathetic,” and “bootlicking” to describe the Japanese people he met, even as his intention is to emphasize how friendly and cooperative they were. He deplores the rude and arrogant behavior of some Occupation personnel, but suggests that these are rare exceptions to their generally benevolent behavior. 40 From the “Memorandum from the Oﬃce of the Supreme Commander for the Allied Powers to the Imperial Japanese Government about ‘Press Code for Japan,’ ” September 19, 1945, in Occupation Documents, Vol. II: 180.
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 4 memorandum removed all “restrictions on political, civil, and religious liberties” and ordered the immediate release of all prisoners incarcerated under such wartime laws. In particular, SCAP emphasized the freedom of the Japanese populace to conduct unrestricted discussion, and even criticism, of the emperor system. For the ﬁrst time in many years, Japanese people were free to criticize the government without fear of reprisal—as long as that criticism was directed not at SCAP but at the Japanese government (but not at the emperor himself ).41 As Donald Ritchie summarizes it: Ironies naturally abounded: SCAP labored to promote democracy in Japan but banned all criticism of its own workings; cartoonists in this newly free society were forbidden to make caricatures of the Supreme Commander; liberated ﬁlmmakers were not permitted to ﬁlm or depict the occupiers, or even to show glimpses of Mount Fuji, which was perceived by these occupiers as an imperial symbol; anything “feudal” was searched out and uprooted, yet the emperor and much of the imperial system were allowed to remain.42
 
 On October 16, 1945, SCAP issued a memorandum that freed the motion picture industry from government control: it prohibited the punishment of actors or directors for exercising free speech, repealed a list of laws that restricted ﬁlm content, and also repealed certain police regulations governing the public performance and seizure of ﬁlms. The ﬁlm industry was at liberty, for the ﬁrst time since the war began, to make the ﬁlms it chose and to show them freely. It was free, that is, until November 16, when a memorandum from SCAP listed 225 ﬁlms that were to be conﬁscated as militaristic propaganda.43 These included feature ﬁlms by such noted directors as Mizoguchi Kenji, Kinoshita Keisuke, Kurosawa Akira, and Naruse Mikio. All ﬁlms with an apparent martial theme, including all “samurai period dramas,” were listed under this ban, including Kinoshita’s Rikugun (Army; based on a story by Hino Ashihei), a ﬁlm that had been criticized by the Japanese authorities at the time of its 1944 release for See Dower, Embracing Defeat (302–318), for a description of the many ways SCAP tried to protect the emperor from criticism, believing that to maintain his existence and his symbolic value was the best way to gain control over Japanese hearts and minds. 42 Ritchie, “The Occupied Arts,” 12. 43 “Memorandum from GHQ-SCAP to the Imperial Japanese Government about ‘Elimination of Undemocratic Motion Pictures,’ ” November 16, 1945, in Occupation Documents, Vol. II: 189. 41
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 being anti-war.44 Kurosawa’s 1945 Tora no o o fumu otokotachi (The men who step on the tiger’s tail), based on a Kabuki play, was also on the list, despite its blacklisting during the war for not being suﬃciently militaristic.45 Ironically, movies that the Japanese public had been prohibited from seeing during the war by the Japanese military government, which had deemed them too paciﬁst, were now kept from public view by the anti-militarist policies of the Occupation. Educational materials also quickly came under the scrutiny of SCAP’s censors. All texts and materials were to be examined and “those portions designed to promote a militaristic or ultra-nationalist ideology will be eliminated.”46 To have appropriate materials ready for the spring 1946 school year, it was necessary to enlist the help of Japanese schoolchildren themselves, who were instructed to paint over with thick black ink the passages in their texts that depicted the emperor as divine (including some of the key literary texts of the premodern canon). All courses in Japanese history, geography, and morals (shûshin) were to be immediately suspended, and all teachers and educators found to have advocated militarism were to be purged.47 As of 1935 the number of hours of courses on these subjects had totaled 20 out of 148 hours of instruction in the compulsory elementary education; the loss of history, geography, and morals, therefore, left quite a hole in the curriculum.48 In addition, “wartime textbooks for the teaching of art were sternly banned, but new texts were not approved until 1951.”49 The tricky situation of Koreans, Taiwanese (Formosan) Chinese, and other Japanese colonial subjects was addressed in the “Basic PostSurrender Directive” of November 1, 1945: Rikugun was originally censured because of a long scene of a mother who continues for several hundred yards to follow silently after her son who is departing for the front. As we shall see in Part III, wartime rhetoric emphasized the satisfaction and even pleasure a mother should feel in sending oﬀ a son to give his life for the empire. On Rikugun, see High, Teikoku no ginmaku, 354–368; and Satô, “Kokka ni kanri sareta eiga,” 19. 45 See Ritchie, “The Occupied Arts,” 19. 46 “Memorandum from the Oﬃce of the Supreme Commander for the Allied Powers to the Imperial Japanese Government about ‘Administration of the Educational System of Japan,’ ” October 22, 1945, in Occupation Documents, Vol. II: 205; and “Memorandum from GHQ-SCAP to the Imperial Japanese Government about ‘Suspension of courses in Morals (Shûshin), Japanese History, and Geography,’ ” December 31, 1945, in ibid., 219. 47 In Occupation Documents, Vol. II: 219. 48 General Survey of Education in Japan, 15–16. 49 Ritchie, “The Occupied Arts,” 13. 44
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 chapter two You will treat Formosan Chinese and Koreans as liberated peoples in so far as military security permits. They are not included in the term “Japanese” as used in this directive but they have been Japanese subjects and may be treated by you, in case of necessity, as enemy nationals. They may be repatriated, if they so desire, under such regulations as you may establish. However, priority will be given to the repatriation of nationals from the United Nations.50
 
 This “liberation,” long awaited by the Koreans and Chinese in Japan, was perhaps disappointingly equivocal. Nonetheless, by November 1946—only a year later—the repatriation of more than 919,000 Koreans had already been accomplished, and only 75,000 of those still desirous of leaving were yet to be repatriated. The October 4 memorandum removing restrictions on civil liberties had ordered the release of all prisoners incarcerated for political crimes, such as lèse majesté. Those released naturally included a large percentage of socialists, communists, and others on the political left, as they had been most actively resistant to the imperial government. But even before this release (or the liberation of Koreans and Chinese) was ordered, SCAP had turned to the most publicly punitive of its demilitarization measures: the arrest and trial of suspected war criminals. On September 11, 1945, ex-Prime Minister Tôjô Hideki’s arrest was ordered. The same day, in a separate memo, ex-Minister of Colonial and Foreign Aﬀairs Tôjô Shigenori’s name led a list of 39 people to be apprehended. A December memo listed 59 more suspects.51 In January 1946 SCAP issued the “Order Establishing an International Military Tribunal for the Far East,” which explained the constitution, jurisdiction, and procedures of, as well as the reasons for, the tribunal.52 Although the order emphasized that the accused would be ensured a fair trial, it also established that the usual rules of evidence would be suspended: The Tribunal shall not be bound by technical rules of evidence. It shall adopt and apply to the greatest possible extent expeditious and non-technical procedure, and shall admit any evidence which it deems to have
 
 50 In Occupation Documents, Vol. I: 129–131. Ienaga (Sensô sekinin, 108–109) discusses the fate of Koreans who were treated as enemy nationals and convicted of war crimes. 51 This list included Sasakawa Ryoichi, later an extremely successful and wellknown businessman, and benefactor of many educational programs. “Memorandum from GHQ-SCAP to the Imperial Japanese Government about ‘Apprehension of Japanese Personnel,’ ” December 1, 1945, in Occupation Documents, Vol. II: 247–249. 52 January 19, 1946, in Occupation Documents, Vol. II: 250.
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 probative value. All purported admissions or statements of the accused are admissible.53 (emphasis added)
 
 The trial itself was held between May 1946 and November 1948 in Tokyo. Twenty-eight war leaders were tried by an international tribunal. Seven were sentenced to death by hanging, and the others all received prison sentences. In separate trials held both in Japan and abroad in Allied courts, thousands of individual soldiers, too, were tried for atrocities committed in battle. Throughout Japan, approximately 5,700 men were tried and more than 900 executed for war crimes.54 The Japanese military, and by extension the whole country, was convicted of hideous and systematic brutality.55 Whatever claims could earlier have been made for the general ignorance of the Japanese civilian population about atrocities and devastation in Asia, the War Crimes Trials brought home to all Japanese the brutal realities behind “Greater Co-Prosperity Sphere” rhetoric.56 By the conclusion of the War Crimes Trials, if not before, the Japanese public at large became aware of the Allied (particularly American and British Commonwealth) attitudes toward them—attitudes that had been fed by wartime propaganda. John Dower has pointed out that during the war many, possibly most, Americans felt
 
 January 19, 1946, in Occupation Documents, Vol. II: 255. Kojima, Tôkyô saiban, 2: 225. Also quoted in Minear, Victors’ Justice, 6. 55 The one Japanese person explicitly excluded from war guilt was the emperor. Dower (Embracing Defeat, 319–330) gives a fascinating account of the ways that SCAP-GHQ managed the Tokyo Trial so that the emperor’s involvement in any “illegal” military decisions would remain unaddressed or actively hidden, even to the point of coaching defendents such as Tôjô to lie under oath. 56 Dower points out that typical Western estimates of deaths and casualties in World War II tend to overlook millions of deaths in Asia, particularly those that occurred as a by-product of the collapse of the Co-Prosperity Sphere: 10 million Chinese, 4 million Indonesians, 500,000 laborers of various nationalities forced to work on the Burma-Siam “railroad of death,” plus large numbers in Malaysia, the Philippines, Vietnam, India, and Korea. See Dower, War without Mercy, 295–296, for a complete list of such ﬁgures. For a detailed and critical history in English of Japanese imperialism, militarism, and wartime brutality, see Ienaga, The Paciﬁc War; in Japanese, see Ienaga, Sensô sekinin. In the beginning of this book Ienaga suggests that the very public Tokyo War Crimes Trials may have had the unintended eﬀect of “ending” the discussions of wartime responsibility for the Japanese. The nation had been convicted of brutality in the international court, and those perpetrators representing the nation had been punished for those crimes, leaving no reason to discuss the matter further (Sensô sekinin, 2–3). Ienaga deplores this logic but gives many examples of its use in postwar public discourse. 53 54
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 that the Japanese were the most detestable of all their enemies. He then asks: Why were the Japanese perceived as being more treacherous and atrocious than the Germans, who attacked neighboring countries without warning or provocation, engaged in systematic genocide against millions of Jews and other “undesirables,” killed additional millions of prisoners, especially in the Soviet Union, mobilized slave labor from many countries with the explicit policy of working “anti-social” persons to death, and executed tens of thousands of civilian and military “hostages” in retaliation for the deaths of German oﬃcers, not hesitating to obliterate whole villages in acts of reprisal . . .?57
 
 Throughout the war, even after German violence toward the Jews was well documented, news about Japanese atrocities and brutality was far more prevalent in the U.S. than was news about German behavior. Dower indicates that the death camps and the Holocaust were not even mentioned in the series of propaganda ﬁlms Why We Fight, made by Frank Capra for the U.S. Army. He points out that the atrocities known to have been committed by the Germans were attributed to a speciﬁc kind of “bad German”—namely, those who were Nazis. The atrocities were not perceived as proceeding from “behavior rooted in German culture or personality structure,”58 but rather as the work of deranged and criminal individuals. In contrast, the Allied discourse about Japanese wartime behavior identiﬁed the source of brutality in “Japanese-ness.” Unlike the “good Germans,” who were assumed to have been swept up in Nazi criminal activities against their potentially better judgment, there was no such thing as a “good Japanese.”59
 
 Dower, War without Mercy, 33–34. Dower, War without Mercy, 35. 59 Dower, War without Mercy, 34. Carol Gluck, in a passage criticizing the Japanese for their “amnesiac history” about war responsibility, compares contemporary Japan with contemporary Germany (Gluck, “The Idea of Showa,” 1–26, especially 13). She says that “whereas the Germans remember Nazism, the Japanese remember the war, not the system that engendered it.” This is clearly not always the case, since earlier in the same essay she writes that Japanese textbooks in the 1970s identiﬁed the war as “stupid” or “savage” and blamed military leaders and an oppressive political system for starting the war. In the 1980s there were attempts by the Education Ministry to “impose amnesia” by weakening the sense presented in textbooks of Japan’s culpability for wartime aggression. However, those attempts were publicly denounced both by groups within Japan and by foreign observers, and were not carried out. Similar attempts to erase important historical information about the war from textbooks have happened sporadically in subsequent years as well, but it is crucial to 57 58
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 One voice at the Tokyo War Crimes Trial presented an alternate vision of what constituted atrocity in such a massive and merciless conﬂict.60 Justice Radhabinod Pal of India rejected the charges that Japanese leaders had conspired to commit atrocities; instead he accused the Allied forces of having conspired to commit indiscriminate murder and having violated international law in the U.S. decision to drop the two atom bombs. During the years that the Military Tribunal for the Far East was trying Japanese war criminals in Tokyo, the rest of the world was already turning the atomic mushroom cloud
 
 point out that in every case Japanese critics have been as quick as outsiders to condemn them. (The success in October 2004 of a group of Japanese politicians in suppressing a comic book serial narrative that depicted the Nanjing Massacre is a troubling sign that some eﬀorts to “impose amnesia” may be working in a culture of rising nationalism. See Chapter 1 above, note 3.) Given Dower’s points about the American tendency to split “being German” from “being a Nazi” but to conﬂate “being Japanese” with “being a bad, war-mongering people,” it is diﬃcult to lay the entire blame for “amnesiac history” on Japanese shoulders. The West continues to discursively position Japan/Japanese diﬀerently from Germany/German/Nazi in terms of responsibility. It is only in very recent years that scholarship has emerged linking ordinary German citizens to complicity with, for example, the Nazi internment and murder of Jews. Again I must emphasize that my point is not to suggest that Japanese attitudes toward the war and war responsibility are unproblematic, but rather to inject a reminder that a portrayal of those attitudes as being monolithic and uniform is inaccurate and biased, particularly if we fail to examine the erasures and contradictions of Anglo-European discourse about the same topics. For a compelling exploration of the complexities of the German and Japanese postwar discourses of war responsibility, see Buruma, Wages of Guilt. 60 In fact there were ﬁve dissenting opinions ﬁled in addition to the majority judgment, but only the majority judgment was read in court. As Richard Minear points out in Victors’ Justice, Justice Pal’s dissenting opinion was until recently the only one widely available. As Minear further indicates, the uniformly condemnatory conclusions of the Tribunal were in fact not at all uniform: the Japanese public was only made aware of a portion of the various arguments that divided the justices. The four who most often expressed dissenting opinions—Justices Pal of India, Bernard of France, Röling of the Netherlands, and the President of the Tribunal, Justice Webb of Australia—were excluded from certain discussions by what the defense council called a “clique” of the remaining seven justices. The fact that the death sentences were passed by a vote of seven to four (or six to ﬁve in some cases), rather than by unanimous decision, was a fact not made readily public to the Japanese. See Minear, Victors’ Justice, for a detailed discussion of the procedural ﬂaws of the trial, as well as the complexities of international law that formed the background to the judgments in both Tokyo and Nuremberg. See also: Röling, The Tokyo Trial and Beyond, an extended interview of Justice Röling of the Netherlands, in which Röling candidly discusses the interaction among the justices behind the scenes during the trial; Awaya, “Controversies Surrounding the Asia-Paciﬁc War”; and Dower, Embracing Defeat, 443–484. In Japanese, the essays in Hosoya, Andô, and Ônuma, eds., Kokusai shinpojiumu, provide multiple viewpoints on the trial.
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 into the ultimate symbol of humanity’s destructive power, with the concomitant identiﬁcation of the citizens of Hiroshima and Nagasaki as the ultimate victims of such impersonal destruction. Thus the Japanese people found themselves depicted simultaneously as the quintessence of brutality and the quintessence of victimization by the international community as it attempted to pass judgment on the recently concluded war. While the Tokyo Tribunal was meeting, a new constitution—more liberal and “democratic” even than that of the United States—was drafted by SCAP, translated into Japanese, passed by the Diet on November 3, 1946, and put into eﬀect on May 3, 1947. This new constitution guaranteed, among other things, absolute academic and religious freedom; absolute right to an equal education; the right for labor to organize; equal rights for women, including the right to vote; an independent judiciary; and the right for all people to “maintain the minimum standards of wholesome and cultured living.” It also included the famous Article Nine, by which Japan renounced war as a means of settling international disputes, and renounced the right to possess military potential.61 Finally, the constitution removed sovereignty from the emperor and placed it in the hands of the people. The Diet (an elected body), rather than the Cabinet (an appointed one), became the highest organ of state. In a stroke, the juridical conception of the individual Japanese citizen had changed from one of being a lower-ranking element in a hierarchy of sovereignty headed by a divine emperor to one of being the ﬁnal repository of state sovereignty in a secularized political system. Women were suddenly enfranchised as full legal citizens, and equal rights in marriage were guaranteed for the ﬁrst time in modern history. In a diary recording his Occupation activities, journalist Mark Gayn relates the process of the drafting and promulgation of the new Japanese constitution. He explains that when Japanese government oﬃcials saw the new constitution, which was written in English, 61 Article Nine in its entirety reads: “Aspiring sincerely to an international peace based on justice and order, the Japanese people forever renounce war as a sovereign right of the nation and the threat or use of force as a means of settling international disputes. “In order to accomplish the aim of the preceding paragraph, land, sea, and air forces, as well as other war potential, will never be maintained. The right of belligerency of the state will not be recognized.”
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 they claimed to be unable to evaluate it until it was translated into Japanese. “A staﬀ of Government Section interpreters worked all day Sunday, but when the translation was done the Japanese claimed it was ‘simply not Japanese’ in word or spirit.” Gayn goes on to say that he believes the constitution (which was eventually accepted by the Japanese government despite their discomfort with its language) was a good one. However, “what is wrong—disastrously wrong—is that this constitution does not come from the Japanese grass roots. It is an alien constitution foisted on the Japanese government, and then represented as a native product, when any Japanese high-school student simply by reading it can perceive its foreign origin.”62 The signatories of the Potsdam Declaration, the U.S. Department of State, and the Far Eastern Commission had explicitly opposed any constitution that did not emerge from a broadly based Japanese consensus, but in this case, perhaps more ﬂagrantly than any other, MacArthur overrode their objections.63 Occupation Policy after 1947 The “reverse course” that historians see as characterizing Occupation policy after 1947 was the result of several factors. By 1947 the U.S.S.R. and international communism were perceived as a threat to the U.S. domination of the world economy. In particular, the still-devastated Japanese economy struck some U.S. observers as a dangerous breeding ground for communist sympathies. George Kennan of the State Department warned President Truman that Japan’s runaway inﬂation and otherwise utterly stagnant economy were threatening not merely economically but politically as well.64
 
 62 Mark Gayn, Japan Diary (New York: William Sloan Associates, 1948), excerpted in Livingston, Moore, and Oldfather, eds., Postwar Japan, 22, 23. (It is interesting that the ﬁrst volume of Gayn’s diary was translated into Japanese and in public circulation as early as 1946.) 63 An FEC Policy Statement issued March 20, 1946 takes pains to say that although General MacArthur had made plain in a public statement his complete support for the draft constitution, this was not meant to prejudice the Japanese people either for or against this proposal, and it should be understood that no pressure was intended (Occupation Documents, Vol. II: 88). That the FEC felt such reassurance to be necessary suggests the extent of the pressure SCAP actually was bringing to bear on this issue. 64 See Dower, Japan in War and Peace, 174–176.
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 At the same time, the Nationalist government in China showed signs of weakening in its war against the communists, so that instead of the U.S. government’s earlier vision of an emasculated Japan in an Asia dominated by “democratic” capitalist China, the U.S. was forced to envision a future Asia dominated by a huge communist bloc. In 1949 those fears were realized: the Guomindang retreated to Taiwan, and China became communist. At the same time, communist forces were threatening the Korean peninsula, and the U.S. was preparing to go to war to defend it. Under these political and economic circumstances, an Asian ally and base—one strong both militarily and economically—began to seem more and more desirable. The U.S. government made these sentiments known to SCAP, which thereupon reversed its course vis-à-vis Japan’s industrial base and demilitarization. In a 1948 speech, Kenneth Royall, Secretary of the U.S. Army, pointed out that Japan had never in modern times achieved suﬃcient indigenous food production to support the current population of 78 million (expected to reach 84 million by 1951), and that to keep Japan economically weak and isolated was to perpetuate the drain on the U.S. economy caused by the necessity of feeding the Japanese people. He emphasized that the development of a free and democratic government was not possible under conditions of starvation and disease.65 The rebuilding of the Japanese economy was largely successful, but despite calls by some U.S. military leaders for the institution of a new Japanese army,66 attempts to undo the provisions of Article Nine were vigorously resisted. Japan had been demilitarized, and insisted upon staying that way. In his public statement on the Japanese Draft Constitution on March 6, 1946, MacArthur had stressed above all else the forward-looking and visionary nature of Article Nine: “By it does a nation, recognizing the futility of war as an arbiter of international issues, chart a new course oriented to faith in the justice, tolerance, and understanding of mankind.”67 Although this may sound like typical MacArthur hyperbole, the Japanese had embraced this 65 January 6, 1948, in Occupation Documents, Vol. II: 4. See also “General of the Army Douglas MacArthur’s Message to the Secretary of the Army concerning the United States Policy for Japan,” January 18, 1948, in ibid., 11. 66 In 1948 General Robert Eichelberger, for example, called for a new Japanese army of 150,000 to take its place beside the American military presence in Asia. See Dower, Japan in War and Peace, 175. 67 In Occupation Documents, Vol. II: 88.
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 vision and (for a variety of reasons) refused to budge.68 In addition, many American leaders remained skeptical about Japan’s democratic rehabilitation; the idea of a re-armed Japan turning communist was of great concern to the State Department. Beginning in 1949, therefore, the Occupation and the Japanese government conducted a “Red Purge” of employees in both the public and private sectors, resulting in tens of thousands of workers losing their jobs. Many of these workers were purged for the sort of union-organizing activism that SCAP and the MacArthur constitution had originally moved vigorously to protect. At the same time, former war criminals or ultranationalists who had originally been removed from public oﬃce were allowed to return. Although in October 1946 MacArthur had issued an oﬃcial Observation praising a Japanese court for acquitting the editors of Red Flag (Akahata, the communist newspaper) of the charges of lèse majesté, by 1950 the “reverse course” had led him to order a purge of seventeen of Red Flag’s editors and contributors.69 MacArthur’s banning of the ﬁlm Nippon no higeki (A Japanese tragedy) by Kamei Fumio was similarly surprising. As Donald Ritchie explains it: It had been approved by both the CIE [Civil Information and Education Section] and CCD [Civil Censorship Detachment], but was then suddenly banned by MacArthur himself. He did so at the personal request of General Charles Augustus Willoughby, head of military intelligence, who was in turn acting on the strong request of Premier Yoshida Shigeru. The premier, a political old-timer himself, had been enraged at what he considered a ﬁlm too critical of Japan’s wartime government. Providentially, Kamei was found to be a communist, and his work could thus be banned outright by the highest authority.70
 
 68 It is not completely clear what all those reasons were, but Dower mentions two that seem to have proved compelling to Japan’s conservative leadership: the “terror and hostility” a re-armed Japan would provoke in Asia, and the political impossibility of forcing constitutional reform (since Article Nine would have to be rescinded) at a time when the Japanese public was still sick of war and increasingly wary of SCAP’s “reverse course.” Dower, Japan in War and Peace, 190. 69 “General of the Army Douglas MacArthur’s Observation on lese majeste” [sic], October 9, 1946, in Occupation Documents, Vol. II: 103; and “General of the Army Douglas MacArthur’s Letter to Japanese Prime Minister concerning Purge of Persons Sharing Responsibility for Policies Governing Content of AKAHATA,” June 7, 1950, in Occupation Documents, Vol. II (supplemental): 67. 70 Ritchie, “The Occupied Arts,” 20. Ritchie here cites Kyoko Hirano, Mr. Smith Goes to Tokyo: Japanese Cinema Under the American Occupation, 1945–52 (Washington, D.C.: Smithsonian Institution, 1992).
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 Kamei, whose wartime ﬁlm work had been censored for anti-war sentiments, and who had even been imprisoned for his “leftist tendencies” by the imperial government (see Chapter 6), was now similarly censored by the “democratic” Occupation government in its “reverse course” phase. As the economy slowly improved in the early 1950s, Japanese citizens may have felt a certain stability enter their lives for the ﬁrst time since the Imperial War Proclamation was broadcast in December 1941. Yet the complete political turnaround of the Occupation and the revived possibility of war in Asia threatened whatever progress toward social stability might have been made. One year into the Occupation, MacArthur had characterized its immediate eﬀects in his usual bombastic style: A spiritual revolution ensued almost overnight, tore asunder a theory and practice of life built upon 2000 years of history and tradition and legend. . . . This revolution of the spirit among the Japanese people represents no thin veneer to serve the purpose of the present. It represents an unparalleled convulsion in the social history of the world.71
 
 Six years later, when the Occupation had ﬁnished overseeing this “revolution of spirit among the Japanese people,” Japan had gone from being America’s most bitterly hated and most “treacherous” enemy to its closest and most trusted ally in Asia. The United States, too, had undergone a revolution of spirit—or at least a radical change of priority. The war in Korea, in its second year in 1952, and the escalating Cold War made belief in Japan’s complete rehabilitation a necessary article of faith for the United States. That many of the early Occupation measures took the form of transplanting U.S. institutions into Japanese cultural soil—regardless of their appropriateness within a Japanese context—was a result of the fact that many of MacArthur’s advisors at SCAP headquarters had little previous knowledge of Japan; they brought in the systems that were familiar from home.72 It is not surprising that MacArthur’s advisors did not consider the fact that all institutions bring with them a culturally and historically speciﬁc set of epistemic underpinnings. 71 Quoted by Mei in “The Future of Japan,” 122. Dower ( Japan in War and Peace, 169) also quotes part of this remark, and adds that MacArthur’s interest in running for president in the U.S. may have had something to do with both the tone and the timing of this statement. 72 Beasley, The Modern History of Japan, 281.
 
 the allied occupation
 
 53
 
 Most people are not accustomed to recognize, much less to analyze, the implicit assumptions that conﬁgure the institutions (including a speciﬁc language) within which we live; the institutions within one’s own cultural matrix simply appear “natural.”73 The new constitution, the new judicial, educational, electoral, and business structures, the language in which all of this was expressed and implemented—all of these brought with them a “shadow skeleton” of Anglo-European conceptions of “what is real and what is true,” as well as “what qualiﬁes as adult human and what does not,” and so on: the basic shape or essence of what counts as reality. It is perhaps not surprising that SCAP should so freely impose its own cultural matrix on the Japanese people, since MacArthur announced in Senate hearings in 1951 that his intention from the beginning of his tenure as supreme commander had been to treat the Japanese as twelve-year-old children in need of instruction.74 For the Japanese people under the Occupation—not accustomed, one assumes, to thinking of themselves as backward children—the general sense of epistemic disruption must have been pervasive and profound. Given such powerful perceptions of radical change, how does a human being know who she or he is? How is it possible to manage any sort of cognitive continuity under such circumstances? How do individuals, groups, and the institutions of cultural production go about producing/constructing/reconstructing a sense of identity in such epistemologically chaotic times? If the juridical deﬁnition of the 73 As Lawrence Leshan and Henry Margenau put it (in Einstein’s Space and Van Gogh’s Sky, 3): “Each individual is born into a culture, and its orientations and basic beliefs shape him and remain deeply rooted in his personality all of his life. If he moves into a new culture with other orientations and basic beliefs, the two versions of reality are dissonant within him. Even after he is a ﬁrmly functioning member of the new culture, the orientations of his beginnings still inﬂuence him. “As it is with an individual, so it is with a ﬁeld of knowledge. The sources from which a ﬁeld grew remain within it as a shadow skeleton, and they partly deﬁne for it what is real and what is true, what is sense and what is nonsense—in short, what is the basic shape or essence of reality.” 74 Dower, War without Mercy, 303. MacArthur was heir to a long tradition of viewing the Japanese (and other “Orientals”) as children. Dower discusses the analysis by wartime psychoanalysts of the Japanese as “collectively blocked at the anal or phallic stage” (ibid., 302–303); see also ibid., 118–146. Again we ﬁnd this view echoed in a publication that purports to be liberal, written by an author who professes sympathy for the Japanese: Lamott’s article (“What Not To Do With Japan,” 591) characterizes the Japanese as “the problem children of the world” for at least the last “three quarters of a century,” suggesting the ubiquity of this view among Americans of various political stripes.
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 individual citizen, for example, has suddenly changed, what does that do to the sense of personal identity that each human is constantly constructing on the basis of the models and assumptions of his or her historical moment? When the language deﬁning and enacting this new juridical deﬁnition of the individual (including, for example, an individual named Hirohito) is not one’s own language, what does that do to a sense of linguistic or ethnic or national identity? How did individuals and groups in Japan during the Occupation work to reweave the fabric of everyday life—by which I also mean the cognitive structures that support every human action and interaction—such that it was possible to go on? Even for those people for whom the end of the war meant the lifting of Japan’s colonialist, imperialist yoke—Koreans, for example—the basis for personal, national, and ethnic identity was profoundly shaken; how does one construct a new identity that is suddenly no longer conﬁgured by subordination? Even those who found themselves suddenly enfranchised by cognitive and juridical changes—women, for example— faced the necessity of forging, with no previous experience of it, a new relationship to the state and to other individuals. In looking at theories of identity-construction and at Occupation-period ﬁction in the following chapters, my concern is with these questions, which are both speciﬁc to the Occupation circumstances and possibly more broadly relevant under circumstances of severe cognitive rupture.
 
 PART II
 
 VISION
 
 CHAPTER THREE
 
 THE MIRROR AND THE MASQUERADE THEORIES OF VISION
 
 At noon on August 15, 1945 we were made to stand at attention in the space in front of the barracks to listen to a radio broadcast that they said was the Emperor himself, but which for the most part was so drowned out by static that we couldn’t hear a word; and then afterwards the young lieutenant ran up, ascended the platform without ceremony and said: “Did you hear it? Did you get it? Japan has accepted the Potsdam Declaration, and surrendered. But that’s a political matter. We soldiers will continue to resist to the end, and ﬁnally we will all without exception kill ourselves, thereby expressing our apologies to the Emperor. I have already decided to do this; the rest of you must also so resolve. You understand? All right. Fall out.” So saying, he came down from the platform and took oﬀ his glasses, and as he walked away the tears fell. I suppose that is the feeling meant by solemnity. As I stood there, stock still, the surroundings grew dark and hazy, from nowhere a cold wind blew, and my body felt as if it were about to sink to the depths of the earth of its own accord. I thought I would do my best to die. Dying is real, I thought. The forest in front of me was unpleasantly silent, and looked jet black; from one edge of it a group of small birds ﬂew oﬀ without a sound, like a handful of black sesame seeds thrown into the sky. It was at that moment. From the barracks behind me I could hear faintly the sound of someone hammering a nail, toka-ton-ton. The instant I heard that—I suppose it was the feeling they mean when they say the scales fell from one’s eyes—pathos and solemnity both disappeared and I was stunned, as if a curse had been lifted, and with a feeling of total blankness I looked around at the sandy plain at noontime in summer and had no strong emotion of any kind whatsoever. So then I stuﬀed a lot of things in my rucksack, and wandered oﬀ toward home. To an odd degree, that faint faraway sound of the hammer stripped completely from me the specter of militarism, and it seems absolutely impossible that I should ever again be intoxicated by the nightmares of either pathos or solemnity, but, as if that small sound had pierced the bull’s-eye of my brain, from that moment I have become a truly strange, loathsome, almost epileptic sort of man. By which I do not mean that I have ﬁerce paroxysms. It is just the opposite. When I feel deep emotion about something, when I begin
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 chapter three to get excited, toka-ton-ton, that hammer sound comes faintly out of nowhere, and I become stunned; and as if the scenery in front of my eyes had changed in an instant, I have a hopeless, stupid sensation of staring earnestly at the pure white screen which is the only thing remaining after the movie has suddenly stopped. Dazai Osamu “Tokatonton” ( January 1947)
 
 Vision Chapter 2 posed a set of questions about how individuals, communities, and institutions go about reconstructing a sense of identity under circumstances of radical cognitive rupture. Because the speciﬁc instance of epistemic change under discussion here is the Allied Occupation of Japan, issues of visible diﬀerence are central. The Occupation forces were perceived for the most part as radically other to the Japanese—racially, ethnically, and linguistically. Despite the presence of Japanese-Americans among Occupation personnel (and despite the actual heterogeneity of the residents of Japan), Japanese discourse of the time portrays the “typical” Occupation soldier as a large white male (with Douglas MacArthur as the prototype), and the “typical” Japanese as a self-explanatory category based on unquestioned racial, class, and linguistic characteristics. In the narrative ﬁction produced during this time, the visible diﬀerences between the powerful outsiders and the defeated Japanese are frequently emphasized and made to stand in as shorthand for other kinds of diﬀerence. In addition, “visuality” is important to a study of this kind because so many of the theoretical models of the human experience of subjectivity or identity are structured around vision—either the physical act of seeing/being seen, or vision in a metaphorical, tropic sense. Although these theories frequently focus on the original assumption of subjectivity in infancy and early childhood, these same models naturally come into play in adults’ attempts to reconceptualize individual identity after grave epistemic upheaval.1
 
 1 Though the Freudian/Lacanian models feature diﬀerent stages of a child’s coming to subjectivity, the cognitive “change” occurring at each stage is often ﬁgured or discussed as occurring once and with results that last for the rest of the person’s life. It has been frequently argued, however, that in fact adults re-experience or reperform similar moments of subject construction throughout their lives. Object rela-
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 Here I review a number of theoretical formulations that address visuality and its relation to subject-formation, identity, power diﬀerentials, intelligibility across discursive paradigms, trauma, and recovery. Most of these formulations were not developed in a Japanese sociohistorical context (although some were) and are not meant to circumscribe exhaustively the possible theories of visual discourse. The purpose of this chapter is to introduce a set of theoretical tools or paradigms that will be juxtaposed in subsequent chapters to the visual formulations of Occupation-period ﬁction, both to illuminate the recuperational strategies in that ﬁction and in some cases to expose the limits of the theoretical tools. The theorists discussed below range from Jacques Lacan, with his universalist and ahistorical model of the role of vision in subject-formation, through a number of scholars who discuss vision in contexts of historically and culturally speciﬁc power relationships, to Michel Foucault, with his historicized model of panoptic discipline. The discussion ends by relating several of these paradigms to Yamazaki Masakazu’s discussion of Zeami Motokiyo’s theoretization of vision in identity, riken no ken (view of the detached image), and its relation, in turn, to the situation of Japanese people under Allied Occupation. All these models reappear in the discussion of narrative ﬁction in Chapter 4 and in subsequent chapters as we explore how writers exploit visual paradigms to represent epistemic trauma and recovery. Lacan and the Mirror Man’s desire ﬁnds its meaning in the desire of the other, not so much because the other holds the key to the object desired, as because the ﬁrst object of desire is to be recognized by the other. Jacques Lacan, Écrits
 
 As with most discussions of vision and the gaze, I begin with a rehearsal of Jacques Lacan’s “mirror phase.” Lacan describes the function of tions theorists (such as Melanie Klein and Erik Erikson) and psychoanalysts concerned with the development of the “social self ” (such as Julia Kristeva) emphasize the idea of the subject as constantly changing and developing through a lifelong, continuous engagement with the environment. (See, for example, Erikson, Childhood and Society; Klein, Our Adult World and Its Roots in Infancy; and Kristeva, Powers of Horror.) Lacan’s own remarks (quoted in the text) emphasize the ongoing, lifelong nature of the human construction of subjectivity.
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 vision and the mirror in the human infant’s ﬁrst assumption of a unitary identity, between the ages of six and eighteen months: “It is a period at which, despite [the infant’s] imperfect control over [its] own bodily activities, [it] is ﬁrst able to imagine [itself ] as a coherent and self-governing entity.”2 This coherent image of the self is made concrete and speciﬁc when the infant sees its reﬂection in a mirror: This jubilant assumption of [its] specular image by the child at the infans stage, still sunk in [its] motor incapacity and nursling dependence, would seem to exhibit in an exemplary situation the symbolic matrix in which the I is precipitated in a primordial form, before it is objectiﬁed in the dialectic of identiﬁcation with the other, and before language restores to it, in the universal, its function as subject.3
 
 It is important to emphasize that Lacan distinguishes between the ego (moi ), produced originally through this “mirror phase” identiﬁcation, and the subject (sujet), which is the actual nature of an individual human’s existence in the world: Whereas the ego, ﬁrst glimpsed at the mirror stage, is the reiﬁed product of successive imaginary identiﬁcations and is cherished as the stable or would-be stable seat of personal ‘identity’, the subject is no thing at all and can be grasped only as a set of tensions, or mutations, or dialectical upheavals within a continuous, intentional, future-directed process.4
 
 Although idealized, the version of psychic integrity that we create at this age is not an infantile stage of ego development to be later super-seded by a more “correct” perception or assumption of subjectivity (as in Freud’s model of progressive “genital maturity”). Rather, “it represents a permanent tendency of the individual: the tendency which leads [him/her] throughout life to seek and foster the imaginary wholeness of an ‘ideal ego’ ” (emphasis added).5 As we shall see in this and subsequent chapters, a traumatic blow to such an idealized wholeness of self triggers the production of ﬁction that narrativizes the search for recovery of wholeness. In other words, when our imaginary wholeness has been destroyed, we tell ourselves stories to recover it. 2 3 4 5
 
 Bowie, Lacan, Bowie, Bowie,
 
 “Jacques Lacan,” 122. “The mirror stage as formative of the function of the I.” “Jacques Lacan,” 131. “Jacques Lacan,” 122.
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 The other point to emphasize in Lacan’s scenario of identity-construction, beginning from the “mirror phase,” is its three-part structure: (1) the “primordial” identiﬁcation of the infant with its specular image, (2) the dialectical identiﬁcation of the self through interaction with the other, and (3) the use of language to both express and constitute the self. The ﬁrst in this set of three paradigms is the idealized vision of an integrated, coherent, well-deﬁned self that we construct based on an analogy with the way the mirror originally presented our bodyimage to us: as coherent, unitary, and under our control. This leads us to conceptualize our bodies as remaining continuous from birth to death, and from one place to another; the stability of an individual’s image in the mirror would seem to conﬁrm the correctness of this conception. Again, we use this stable body-image as an analogy to construct a conception of a self—an individual identity—that also remains constant both temporally and spatially. Even when we talk about a radical change of personality over time, we conceptualize this in terms of the same “self ” undergoing modiﬁcation. And, further, we conceptualize the unitary body as the repository of that self. The visual nature of this paradigm—whether in the mind or in a mirror— remains fundamental. It is this visually perfect and coherent image of wholeness that we seek to recapture throughout our lives. In the second paradigm the mirror has been replaced by “the other”: the people with whom we come into contact. Their judgments of us, behavior toward us, and reactions to us give us a picture of how we appear to them, and we use this information in the constant task of constructing identity. At the most primitive level we rely on “the other” simply to see us, thereby conﬁrming that, if nothing else, we at least exist. Lacan describes this process as “dialectic,” emphasizing the fact that as the other sees us, conﬁrming our existence, she or he is also conﬁrmed in an identiﬁcation as the one who is looking or seeing. This paradigm sets up the subject-object distinction in its most simple form, identifying one individual as the subject and the other as the object of vision. Through this kind of interaction we experience ourselves as “object” for the ﬁrst time. But we are also capable of recognizing ourselves as the subject of the look, through which the other ﬁnds himself or herself identiﬁed as object. The reﬂexive nature of this paradigm implies a (sequential) reciprocity, a turnabout potential for identity-construction. And many theorists since
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 Freud have identiﬁed this as a source of gratiﬁcation: both the act of looking and that of being looked at can be pleasurable.6 In the third paradigm Lacan touches on the ﬁnal means by which humans normally construct identity: expressing existence and assuming a speciﬁc identity-location by positioning oneself as linguistic subject. To enter the realm of language as an “I” is to perform subjectivity; this act itself constitutes the subject. At the same time the subject is “already” constituted by the linguistic community she or he enters at birth. Language is not a tool that can be wielded at will by an autonomous preexisting subjectivity; rather, language is the very structure within which and through which that subjectivity comes into being. This study addresses subjectivity as it is expressed through the specialized form of language called literature—speciﬁcally, narrative prose. In this chapter I focus on the elements of these three paradigms of identity-construction that are primarily visual in nature. Because this study is concerned with a speciﬁc set of historical and cultural circumstances—Occupation-period Japan—it is necessary to consider how these “universal” paradigms have been or could be articulated under particular sets of discursive and material conditions. Historicizing Vision Another fundamental concept of the function of the visual ﬁeld articulated most extensively by Lacan is that of “the gaze.” Unlike the subject-object acts of vision on the part of speciﬁc and individual people above, the gaze is a generalized act of vision that is located in no speciﬁc other: “I see only from one point, but in my existence I am looked at from all sides.”7 The recognition of being “looked at from all sides,” being the constant object of vision, is part of what determines human subjectivity:
 
 6 Freudians often stress the pleasure of the act of looking, or scopophilia (also called scoptophilia by some theorists). Freud associated this with the child’s desperate desire to ascertain the presence or absence of the phallus in himself or herself and others, or the child’s desire to witness the primal scene—to solve the basic mysteries, in other words. Less attention has been paid in classic Freudian studies to the pleasure of being the object of vision, except in what Freudians term exhibitionism or female narcissism. Relatively little attention has been paid to the mutual pleasure of the look between, for example, mother and child. 7 Lacan, The Four Fundamental Concepts of Psycho-Analysis, 72.
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 I must, to begin with, insist on the following: in the scopic ﬁeld, the gaze is outside, I am looked at, that is to say, I am a picture. This is the function that is found at the heart of the institution of the subject in the visible. What determines me, at the most profound level, in the visible, is the gaze that is outside. It is through the gaze that I enter light and it is from the gaze that I receive its eﬀects. Hence it comes about that the gaze is the instrument through which light is embodied and through which . . . I am photo-graphed.8 (emphasis added)
 
 Here Lacan emphasizes the importance of the gaze in the constitution of subjectivity. The pun at the end of the passage just quoted (conveyed via the hyphen in “photo-graphed”) describes the act of writing, or more accurately, the situation of being written, inscribed, through vision. In addition Lacan here conﬂates the gaze with an optical apparatus: the camera. This is one of the ﬁrst indications that “the gaze” cannot be considered in an ahistorical manner, since it is dependent on speciﬁc metaphors of seeing that are characteristic of particular cultural and historical understandings of the workings of vision and particular technologies. As Kaja Silverman points out: Those optical metaphors through which the gaze manifests itself most emphatically at a given moment of time will always be those which are most technologically, physically, discursively, economically, politically, and culturally overdetermined and speciﬁed. However . . . each of those metaphors will also articulate the ﬁeld of visual relations according to the representational logic of a speciﬁc apparatus. The meaning of a device like the camera is consequently both extrinsic and intrinsic—a consequence both of its placement within a larger social and historical ﬁeld and of a particular representational logic.9
 
 In recent years there has been a tremendous amount of scholarly work toward theorizing vision and the gaze in Anglo-European discourse. One of the most important suggestions of such critical work has been that “the gaze” is not monolithic or ahistorical; rather, “the human subject’s experience of the gaze may vary markedly from one period to another, and . . . diﬀerent optical apparatuses may play a key role in determining this paradigm.”10 In general, the understanding of vision and the technologies surrounding it in Occupation Japan Lacan, Four Fundamental Concepts, 106. Silverman, “What is a Camera?” 14. 10 Silverman, “What is a Camera?” This quote is from page 11; she is discussing Jonathan Crary’s Techniques of the Observer: On Vision and Modernity in the Nineteenth Century (Cambridge, MA: MIT Press, 1990). 8 9
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 were quite similar to those in 1940s Anglo-European discourse. I do not explore this aspect of the gaze at length here, but indicate in subsequent chapters the speciﬁc models and metaphors of vision that occur in Occupation ﬁction. Another aspect of the human experience of vision and the gaze that is overdetermined by social and historical forces is indicated by the term “screen.” As opposed to a model that posits the relationship between the viewer and the object viewed as a transparent and unmediated one, Lacan talks about a mediating, structuring “screen” (or “image”) intervening between the subject and object of vision. The viewer can only see what he or she is prepared to see according to the discursive assumptions and structures of the given social/historical moment. Silverman describes the screen as “that culturally generated image or repertoire of images through which subjects are not only constituted, but diﬀerentiated in relation to class, race, sexuality, age, and nationality,”11 or, again, as “images through which a given society articulates authoritative vision.”12 This idea of the screen is crucial to a discussion of vision in Occupation-period narrative. Throughout the 1930s, and intensively during the war, Japanese public discourse was saturated with constructions of self and other, inside and outside, empire and enemy— constructions that were conﬁgured in terms of “racial,” “sexual,” “ethnic,” and “national” characteristics. Propaganda ﬁlms and cartoons, public speech and literature all made use of an interconnected set of images to ﬁgure, for example, the Anglo-American enemy. These were diﬀerent from the images reserved for the Asian enemy, for the Asians in Japan’s colonies, or for the German and Italian allies. (These images and constructions are addressed at length in Chapter 6.) The United States, too, had developed a carefully coordinated set of images for ﬁguring Japan in its own propaganda, and these diﬀered signiﬁcantly from those used to ﬁgure Nazi Germany. Those images included the following elements. First, American depictions of Japanese drew on inﬂuential American educator Henry Adams’s published opinion that “all Japanese” look like monkeys.13 The depiction of 11 Silverman, “What is a Camera?” 13. She is quoting from her own earlier discussion of the screen, in her Male Subjectivity at the Margins, 150. 12 Silverman “What is a Camera?” 13. 13 On a trip through Asia in 1886, during which he visited Japan, Henry Adams wrote a letter to John Hay, later famous as the author of the “Open Door” policy in Asia, in which Adams reported that Japan struck him as “primitive,” and
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 Plate 2. Anti-Japanese propaganda, from September 6, 1943 issue of Life Magazine. (Used with permission from Time, Inc.)
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 monkeys or apes in Japanese uniforms and with Japanese-identiﬁed characteristics—glasses, buck teeth—was ubiquitous in American graphic media propaganda in the 1940s. Second, even the more realistically human depictions emphasize this same small set of stereotypes, based on a rhetoric of depicting the Japanese as subhuman brutes. Japanese men were depicted in the U.S. visual media as animalistic in their viciousness, with long curving claws or dripping fangs (see Plate 2). Racial characteristics believed to distinguish the Japanese were exaggerated and made brutish: buck teeth, small stature, deceptive smiles, squinting eyes (often with ridiculously thick glasses), and a striking yellow pigment.14 (See Plate 2.) Memoirs by U.S. soldiers make it clear that Japanese men actually appeared this way to them.15 In other words, these visual screens were so ﬁrmly in place by the end of the war that it was scarcely possible to see the Japanese face in any other way. And, in turn, it is at least partly in the mirror of this racist U.S. propaganda that Japanese writers were seeing themselves after the war came to an end. The realistic depiction of Japanese leaders was almost nonexistent, in stark contrast to the frequent satirical renderings of Churchill and Roosevelt in Japanese media and the American caricatures of Hitler.16 This may have been the result of the third recurring element in American wartime rhetoric about the Japanese: as everyone knew from the ﬁrst line of Frank Capra’s famous military training ﬁlm that he “cannot conquer a feeling that Japs are monkeys, and the women very badly made monkeys” (quoted in Dower, War without Mercy, 155–156). War without Mercy contains eight reproductions of anti-Japanese propaganda (posters and cartoons) that depict Japanese explicitly as monkeys or apes (out of fourteen total). See also Roeder, The Censored War, 107. 14 All four examples of poster depictions of the Japanese in Derek Nelson’s The Posters that Won the War feature huge teeth. In three of the four, the Japanese man depicted is wearing small round glasses, and in the fourth his eyes are slanted slits. In two of the posters, the teeth of the Japanese men are represented as fangs (see Posters that Won the War, especially pages 26, 89, 97, and 129). When depicted as monkeys, too, Japanese are often drawn with huge teeth and glasses (Roeder, The Censored War, 107). 15 Sledge’s memoir With the Old Breed at Peleliu and Okinawa contains several references to his impressions of the faces of the Japanese soldiers he sees: slant eyes and buck teeth (in one case, “grinning” even in death) are all he remarks on. 16 A notable exception is reproduced in Nelson, The Ads that Won the War (109): an advertisement for North American Aviation features a highly realistic caricature of Hitler, Mussolini, and Hirohito. (On Hirohito’s collar are written the words “Honorary Aryan.”) As Nelson points out, however, this early realism in propaganda gave way to sketchy, shorthand stereotyped depictions of even well-known ﬁgures: Hirohito became “a pair of buckteeth.”
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 Know Your Enemy: Japan, “the Japanese all bear a striking resemblance to each other; they are like photographs taken from the same negative.”17 Given this “fact,” what would have been the point of trying to caricature a particular Japanese ﬁgure? American ﬁghting men were depicted in U.S. posters, advertisements, and ﬁlms as large, powerful, invariably white, and invariably handsome. Though a few photographs featured African-American soldiers, particularly one early war hero, Dorie (or Dorris) Miller, I have yet to ﬁnd a mass-media World War II drawing or painting that includes a black American as a typical “everysoldier.”18 Neither are there any depictions of Asian-American soldiers. Another kind of U.S. soldier rarely depicted in the American media was a dead soldier. In contrast to the Japanese emphasis on selfimmolation and certain, bloody death (which we will see in Chapter 6), American media downplayed the harm likely to befall U.S. soldiers, focusing instead on all the harm to be visited on the Japanese enemy body. Even assuming the best of intentions on both sides, it is therefore reasonable to infer that Occupation soldiers and Japanese citizens could hardly have refrained from interpreting the sight of each other using at least some of these formulations. In addition, the way that typical U.S. screens of the time conditioned the relationship between the gaze and gender, or the gaze and class, certainly inﬂuenced Occupation soldiers’ view of the Japanese, and vice versa. A 1946 article in Harper’s Magazine provides evidence that Occupation personnel saw the Japanese in terms of “screens” based on wartime stereotypes. The author, recently returned from service as an interpreter in occupied Japan, writes: Americans with orders to Tokyo, no matter how long after the surrender, are likely to crowd the rail when their ship approaches Japan. When the white summit of Fuji comes into sight, looking like any postcard, they remember that this is not just another island with some Japs on it but the place where they made those far-too-good planes and those unpleasant little mortars. This is where they raised and trained the men who hung on for months in the Saipan jungles, the men who dived 17
 
 Quoted in Ueno, “The Other and the Machine,” 76. Dorris Miller was a Navy messman who, though not trained for gunnery, took over an anti-aircraft gun during the Pearl Harbor attack. He died in action in 1943. For more on this, and an extensive discussion of Hollywood’s depictions of AfricanAmericans in war ﬁlms, see Doherty, Projections of War, 205–226. 18
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 chapter three ﬂaming into the decks of carriers. Everybody wonders how the Japanese really act at home, especially to their uninvited guests. And everybody, whatever he has expected, is surprised and mystiﬁed by what he ﬁnds. As often as not you land ﬁrst at Yokohama. . . . The ﬁrst Japanese you see are undersized, undernourished navy [sic] men in ragged cotton uniforms, busily sweeping the grounds.19
 
 The author goes on to describe “dirty grinning children,” people admitting with “a polite, hair-raising laugh” that they lost loved ones in the bombings, and several recognizable “types” that he encountered: the oﬃcious policeman; the student—“threadbare,” “pathetic,” “skinny,” and “bespectacled”—whose carefully prepared English sounds over-earnest and ludicrous; the attractive (but “threadbare”) Japanese young woman who speaks perfect English slang; and the “tiny, withered yellow, witch-like old woman in a black robe, carrying a bent stick,” who “looked like something out of an old Japanese drawing.”20 An accompanying illustration by Bernard Perlin shows a tall uniformed soldier, evidently Caucasian, with hands on large hips, looking down at two much smaller Japanese men, both bowing slightly in his direction, one with heavy glasses, slits for eyes, and a toothy, subservient smile (see Plate 3).21 Given that, as Lacan implies in the epigraph to this section, humans deﬁne (or work to redeﬁne) themselves largely through the gaze of the other, it seems clear that the complexities of these incompatible “screens” would be likely to play a large role in the narratives of identity-reconstruction of the period. A ﬁnal important distinction made in these general theories of vision is that between “the gaze” and “the look.” Lacan and his followers describe the gaze as something disembodied and impersonal; it is located in “others as such,” not in a speciﬁc individual human “other” at a given moment (although the look of a speciﬁc person can stand in for the larger, impersonal gaze). The look, in contrast, is very much embodied and personal. Anyone with vision can “look at” an object. Many theoretical models of vision produced in Anglo-
 
 19 May, “MacArthur Era, Year One,” 266. The author clearly intends to produce a sympathetic portrait of the Japanese for the American reader, and reports many positive encounters with people he met both on and oﬀ the job. That he echoes many of the “screens” found in less positive depictions of the Japanese people is therefore signiﬁcant. 20 May, “MacArthur Era, Year One,” 267–270. 21 May, “MacArthur Era, Year One,” 271.
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 Plate 3. Illustration accompanying the article “MacArthur Era: Year One,” from the March 1946 issue of Harper’s Magazine. (Used with permission from Harper’s Magazine, Inc.)
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 European scholarship in recent years rely on the optical apparatus metaphor of the camera—both still and motion picture. (As we have seen, Lacan is one of those involved in their production.) In these models the camera is in the place of “the gaze.”22 Within the picture—whether in photography or cinema—“the look” (of a woman at a man, for example) is often part of the “object of the gaze,” namely, what the gaze is deﬁning as spectacle. In other words, this distinction acknowledges a power diﬀerential within the act of using the eyes: the gaze (as conceptualized in the camera metaphor) is powerful, outside the vicissitudes of time and the body, and deﬁnes or reiﬁes its object; the look (as conceptualized in this metaphor) is not powerful, is associated with time and mortality, and is only minimally capable of deﬁning or reifying its object—in fact, it may be no more than a part of the spectacle deﬁned by the gaze. As an example of the look, Silverman discusses a photograph of a woman taken at Auschwitz. The woman is a newly arrived Jewish prisoner; it is a member of the SS wielding the camera. The woman is caught by the camera as she walks past a line of men being processed; at the moment of the shot she looks straight at the photographer. Although her eyes meet the camera directly, the diﬀerence between her “look” and the camera/photographer’s “gaze” is unmistakable.23 The viewer of the photograph, too, no matter what his or her conscious sympathies might be, sees this woman from the point of view of the camera, the point of view of the controlling gaze. Silverman adds an important point to the distinction between these two acts of vision: the look, while less “powerful” than the gaze/camera, is nonetheless free—precisely because of its embodied, subjective character—to see what the camera cannot. The look carries with it memory, and resistance to standardization. In Femmes Fatales, Mary Ann Doane adds another element to the discussion of “the look” versus “the gaze.” She presents a photograph, “Un Regard Oblique” (1948), by Robert Doisneau.24 In this Silverman (“What is a Camera?” 10) quotes Lacan, Four Fundamental Concepts (106), the passage in which he conﬂates the gaze with the camera and claims that both are “what determines me.” 23 Silverman (“What is a Camera?” 38–42) draws this example from a ﬁlm about vision: Harun Farocki’s Bilder der Welt und Inschrift des Krieges (1988). She analyzes this image at length, going far beyond what I have indicated in my brief discussion. 24 The Metropolitan Museum of Art, Warner Communications Inc. Purchase Fund, 1981 (1981.1199). Reproduced in Doane, Femmes Fatales, 29. 22
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 photograph, a man and a woman are looking into an art store window. The woman’s eyes are directed at a painting of which we (the viewers of the photograph) can only see the back. She seems to be commenting about it to the man. His eyes, however, are ﬁxed obliquely on another painting, which the viewer can see clearly. It shows a woman wearing only black stockings, depicted from the rear, bending over a table (to look at her own reﬂection in a mirror?). Despite the fact that the female member of the couple is centered in the photographic frame, and despite the fact that she appears to assume that she and the man are sharing the experience of gazing at the central painting, it is the male’s gaze at the nude woman that is central to the photograph’s meaning. As Doane writes: Both the title of the photograph and its organization of space indicate that the real site of scopophilic power is on the margins of the frame. The man . . . occupies a very narrow space on the extreme right of the picture. Nevertheless, it is his gaze which deﬁnes the problematic of the photograph; it is his gaze which eﬀectively erases that of the woman.25
 
 The important point that Doane adds to this discussion is her analysis of the role of the viewer of the photograph (whom she calls the spectator): “The spectator’s pleasure is thus produced through the framing/negation of the female gaze. The woman is there as the butt of a joke.”26 This joke, this photograph, is produced for a (heterosexual) male viewer. Clearly, the pleasure of the joke rests in the viewer’s identiﬁcation with the man in the photograph; the centrality of the male (versus the female) gaze is conﬁrmed not only “within” the photograph but in its gesture outward to a male viewer. Although women viewing this photograph will also “get” the joke, they do not have the same access to the pleasure of identifying with the centralized look within the picture. “Getting” the joke requires identifying with the man, however brieﬂy. Moreover, the negation, the debasement, of the female look within the photograph is transferred outward to the female spectator; she is not conﬁrmed in her appreciation of the joke. The diﬀerence in power between male and female vision in this particular cultural setting is the point of this photograph. It is easy to imagine a diﬀerent socio-cultural setting in which the diﬀerence
 
 25 26
 
 Doane, Femmes Fatales, 29. Doane, Femmes Fatales, 30.
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 in power between black and white vision, gay and straight vision, or adult and child vision would provide the telling point.27 Doane’s analysis makes it clear that when considering the aspects of vision and identity in cultural products of a particular historical moment, it is necessary to consider the implicit addressee of such products. Beyond who is the subject and who the object of the gaze, other questions become important: with what kind of spectator/viewer/ reader is the centralized gaze within the frame/narrative meant to be complicit? In considering the narratives produced in the context of occupation, we must bear in mind the question: who is excluded from identifying with the centralized epistemic position of the narrative? As might be expected, the implicit audience for most of the ﬁction I discuss below is an educated Japanese reader living under much the same circumstances as the author. But when the writers and readers of a text are not those identiﬁed with overall epistemic centrality and power in a given context, how does that aﬀect issues of reception or complicity? How is it possible to express marginality from the inside, to express the experience of ﬁnding onself suddenly to be the object, rather than the subject, of one’s own national/linguistic/cultural discourse? Silverman’s discussion of the Auschwitz photograph, and Doane’s of the Doisneau photograph, are brief examples of one type of analysis of the gaze—analysis that is focused on a speciﬁc set of historical and social conditions (as opposed to the more general Lacanian theorization above). This type of analysis has become common in recent years, and has produced a set of discrete mappings of the gaze as it is conﬁgured within particular socio-historico-political parameters. A comparison of those maps is useful in considering how diﬀering constellations of power produce diﬀerent kinds of deployments of the gaze. Not all kinds of “diﬀerence” are, of course, equivalent, nor are they all equally relevant to the circumstances of occupied Japan. But because this sort of mapping has not yet been done with regard to
 
 27 The relationship of vision and power has been most thoroughly interrogated to date by scholarship on issues of sex and gender. However, my use of examples from such scholarship is not meant to suggest that this is the only, or even the primary, context within which visual power diﬀerentials are important. See the discussion of race in vision below, and in Chapters 9 and 10, for example.
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 the power relationships obtaining in Japan at this time, it is useful to begin with an overview of power, vision, and epistemic oppression under various historical and cultural circumstances. I then relate these patterns to the particular circumstances of occupied Japan. Power, Diﬀerence, and Vision When one conceptualizes the gaze as Lacan does in the epigraph to the preceding section (as well as in many of his other writings), it seems to be a (potentially) mutually deﬁning, mutually aﬃrming (or disconﬁrming), reciprocally dialectical element of identity-construction. As we have already seen, however, many things intervene in this balanced, reciprocal relationship—culturally determined “screens” and power diﬀerentials, for example. Beginning with Franz Fanon—and later cultural critics such as Alice Walker, Henry Louis Gates, Jr., and Michele Wallace, among others—the question of the “raced” gaze within Anglo-European (and especially American) literature and public discourse has been extensively explored. John Berger and feminist ﬁlm theorists such as Laura Mulvey, Annette Kuhn, Linda Williams, and Mary Ann Doane have addressed the issue of the gendered gaze over the last thirty years. At the same time, the gaze in colonial and postcolonial environments has been discussed by Gayatri Spivak, Lata Mani, Trinh Minh-ha, Homi Bhabha, and others. Even more recently, practitioners of “queer theory,” such as Teresa de Lauretis, have analyzed the sexual orientation(s) of the gaze and the intersection between such orientations and power.28 The precise constellation of power is diﬀerent, of course, in each of these theoretical streams; and the constellation of power, gender, race, colonialism, and sexuality in Occupation-period Japan is diﬀerent again from all of these. Since race and representation theory, feminist theory, postcolonial theory, and queer theory all address questions of vision in
 
 28
 
 Many of these scholars explore the gaze through more than one orientational lens, of course; particularly in recent years, many writers are concerned with the more complex mappings of power onto the intersecting visual categories of, for example, sexuality and transnational race, race and gender, class and sexuality, gender and orientalism, and so on. Others whose work has inﬂuenced my thinking on power and vision include bell hooks, Donna Haraway, Rey Chow, Carol Clover, and Chris Berry.
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 situations of epistemic marginality or oppression, it is useful to consider their questions and conclusions when thinking about the visual aspects of Occupation-period Japanese experience and identity.29 Colonizer/Colonized Who is looking and who is being looked at? What is the relationship between them? Can they switch roles freely? One of the points asserted by all these historically speciﬁc studies is that the gaze is not mutual or reciprocal in the circumstances they are concerned with. The study of Anglo-European colonialism has produced several insights into the unequal nature of power as expressed through tropes of vision. In a discussion of the painting “The Ambassadors” (1533) by Holbein (1497–1543), John Berger remarks that the “relations between conqueror and colonized tended to be self-perpetuating. The sight of the other conﬁrmed each in his inhuman estimate of himself.” A diagram accompanying this statement shows that the conqueror looking at the colonized is conﬁrmed in his own sense of omnipotence, while the colonized is conﬁrmed in his own sense of being less-thanhuman.30 Berger explains: How directly or not the two ambassadors were involved in the ﬁrst colonizing ventures is not particularly important, for what we are concerned with here is a stance towards the world; and this was general to a whole class. The two ambassadors belonged to a class who were convinced that the world was there to furnish their residence in it.31 29 It is my intention throughout this study to use Japanese critical and theoretical sources wherever possible, in conjunction with those from Anglo-European sources. In this area, however, little has been generated in Japan in terms of theorizing epistemic oppression (based on whatever power diﬀerential). Although there are recent essays in Japanese about, for example, postcolonial or feminist topics, those essays rely on theories generated in Europe or North America—the same ones I am summarizing here. Studies addressing the situation of Japanese “minorities”—the Ainu, or the hisabetsu buraku dwellers, for example—have been largely sociological and “informational” rather than attempting to theorize diﬀerence in a Japanese discursive context. For examples of Japanese theorizing of the relationship between epistemic oppression and vision, see the discussion of Yamazaki Masakazu’s work on Zeami later in this chapter, and that of Miyakawa Atsushi in Chapters 4 and 10 below. I also refer to Miura Masashi’s work on the body, and John Russell’s studies of the construction of race within a speciﬁcally Japanese context, in Chapter 5. 30 Berger, Ways of Seeing, 96. 31 Berger, Ways of Seeing, 96.
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 And a little later, about the same painting, he writes: “The gaze of the ambassadors is both aloof and wary. They expect no reciprocity. . . . Equality must be made inconceivable.”32 The identity of these men as conquerors, colonizers, holders of power is dependent on the kind of dialectical exchange that constitutes Lacan’s second paradigm (in my schema) for identity-construction: for them to be the conquerors, there must be someone to play the role of the conquered. That conquered “other” is a mirror in which the conqueror can see himself as powerful. Even though the gaze of the conquered other is necessary for the conqueror’s self-deﬁnition, and even though this process is dialectical, reciprocity in the sense of equality of status is not only undesirable but utterly inconceivable. It is “the ambassadors” (here serving as a convenient shorthand for an entire class in the early years of European colonialist expansion) who have arranged to have this painting made; it is they who have the money and power to depict themselves and their relationship to the world as they wish. They have the power, within this painting, to conﬁgure their relationship to the conquered other as they prefer to conceptualize it. But of course it was not merely within this painting, or within the realm of painting in general, that “the ambassadors” wielded this power of deﬁnition; every element of discourse between colonizer and colonized was conﬁgured in such a way as to reiterate the power diﬀerential between them. “The colonized” were prevented from constructing an alternate epistemic conﬁguration—by producing paintings or narratives of themselves lording it over “the ambassadors,” for example—by various means: lack of access to materials to produce such objects, lack of access to networks of distribution or reproduction that could make such objects seen in the world, active suppression of such expressions by the military or other punitive arms of the colonizer, and so forth. And even if such a painting were produced, or such a scene included in a narrative, its contrary-to-currentfact quality might cause it to be read as utopic fantasy rather than as eﬀective social protest.33
 
 Berger, Ways of Seeing, 97. There have also been many studies of the ways that colonized people did manage to “write back” at/to the colonizers, resisting the attempts at suppression of their voices. See, for example, the various essays in Ashcroft, Griﬃths, and Tiﬃn, eds., The Empire Writes Back; or Bhabha, The Location of Culture. All these studies, 32 33
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 By the mid-twentieth century, Japan’s identity as colonizer was obvious to the world; since the turn of the nineteenth century, Japan had been the ﬁrst Asian nation to successfully duplicate the imperialist and colonialist trajectories of Western Europe and the United States, annexing Taiwan (Formosa) in 1895 and Korea (“the Chôsen Peninsula”) in 1910 as colonies.34 By 1940 Japan controlled South Sakhalin, the South Seas mandated islands (awarded to Japan by the League of Nations at the end of World War I), and its leased territory in Kwantung, and maintained a controlling interest in the puppet state of Manchûguo (Manchuria). During the Occupation period, Japan was not only stripped of its former colonial possessions but found itself in the position of “the colonized.” Franz Fanon’s deﬁnition of the “colonial mother” sounds very much like Douglas MacArthur’s professed attitude toward his Japanese charges: Colonialism . . . did not seek to be considered by the native as a gentle, loving mother who protects her child from a hostile environment, but rather as a mother who unceasingly restrains her fundamentally perverse oﬀspring from managing to commit suicide and from giving rein to its evil instincts. The colonial mother protects her child from itself, from its ego, and from its physiology, its biology and its own unhappiness which is its very essence.35
 
 The image of the colonial mother protecting her child from its “physiology, its biology” echoes wartime studies that found Japan to be “halted” at the “anal stage,” not yet fully adult and therefore in need of the guidance of the more fully mature Americans.36 During the seven years of the Allied Occupation, as the Japanese public was learning ever more about its own nation’s atrocities and brutality in its former colonial possessions, the Japanese citizen was also experiencing the day-to-day circumstances of life under foreign occupation (as described in Chapter 2 above). In the modern hishowever, continue to emphasize the diﬃculties in overcoming an unequal power distribution to express subjectivity. 34 For a brief overview of Japan’s earlier annexation of Okinawa, see Molasky, The American Occupation of Japan and Okinawa, 12–15. 35 Fanon, “On National Culture,” 37. 36 Dower, War without Mercy, 302–303. Recall, too, Lamott’s characterization of the Japanese as “the problem children of the world” for the last “three quarters of a century” (“What Not To Do With Japan,” 591, previously cited in Chapter 2, note 30). This view of the Japanese as not fully adult was common in North American scholarly and popular rhetoric.
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 tory of colonialism, Japan may be the only nation to have so fully experienced the opposing roles of colonizer and “colonized.” In less than ﬁve years Japan went from controlling more than 700,000 square miles of territory to controlling only the 148,756 square miles of the main islands of the Japanese archipelago. And since roughly 80 percent of the land of the Japanese islands is not arable, the loss in food production and other natural resources was proportionally even greater. The ﬁction written during this period reﬂects the psychological confusion involved in confronting such a massive and sudden aboutface, as the Japanese national identity changed from the powerful paternalistic position of colonizer to the infantalized position of the colonized. Though I do not intend any justiﬁcation of Japan’s colonial and military aggression in the ﬁrst half of the twentieth century, I think it important to emphasize the intensity of the epistemic shock incurred when the Japanese people found themselves to be, for the ﬁrst time since embarking on their trajectory of successful modernization a century earlier, “the bearer[s], rather than the maker[s] of meaning.”37 Under Allied Occupation the Japanese were suddenly and for the ﬁrst time confronted with the question posed by W. E. B. DuBois about being black in white hegemony: “How does it feel to be a problem [in your own country]?”38 The Gendered Gaze Another context in which the visual elements of unequal power relationships have been extensively theorized is the situation of women in modern patriarchal societies. In addition to his discussion of the visual realities of colonialism, Berger powerfully describes the position of women in the specular economy of Anglo-European patriarchy: “men act and women appear. Men look at women. Women watch themselves being looked at. This determines not only most relations between men and women but also the relation of women to themselves.”39
 
 37 38 39
 
 This phrase is from Mulvey, “Visual Pleasure and Narrative Cinema,” 15. Quoted by Gates, in “Thirteen Ways of Looking at a Black Man,” 65. Berger, Ways of Seeing, 47.
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 This is one of the earliest and clearest expressions of a view of women’s situation in patriarchy that has been extremely inﬂuential in feminist criticism—particularly ﬁlm theory, with its emphasis on the visual. Through an examination of the nude (nearly always female) in classical European oil painting, Berger asserts the interpretation to which we have seen Doane subscribe above: namely, that the women in these paintings are the object of the gaze, never its subject. Even when they are depicted as “looking out” at the spectator, they do not share his (Berger explicitly identiﬁes the spectator as male) power of a possessive, active, deﬁning gaze. Even when a classical nude was depicted as looking into a mirror, as if narcissistically enjoying the sight of her own self, Berger explains that “the real function of the mirror was otherwise. It was to make the woman connive in treating herself as, ﬁrst and foremost, a sight.”40 The social formation within which these paintings were produced determined that a man’s deﬁnition of himself as a man depended on his unilateral control of the gaze. These paintings both expressed the social fact of male dominance and performed or enacted that dominance.41 Vis-à-vis the visual elements of unequal power relationships, less work has been done to date on the situation of marginal men in patriarchy. Because of the power relationships obtaining in Occupationperiod Japan, however, I explore this situation in some depth in the following chapters. The “Raced” Gaze In Playing in the Dark: Whiteness and the Literary Imagination, Toni Morrison explores a power dynamic similar to that of women in patriarchy. One of the questions addressed in Morrison’s study is the one posed above: when the writers and readers of a text are not those identiﬁed with overall epistemic centrality and power in a given context, how does that aﬀect issues of enunciation, reception, or complicity? And how do these issues function in the process of constructing (or reconstructing) “nationhood”?
 
 Berger, Ways of Seeing, 51. Just as there have been examples of colonized authors “writing back” against colonial oppression, some scholars have brought attention to examples of women depicted in paintings or other art forms “looking back” at those gazing at them. 40 41
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 Morrison argues that within the literary culture of the United States, racial “whiteness” has been traditionally equated with centrality, with “normality,” and therefore with the power to deﬁne those others who are diﬀerent, not-white, “raced.” This has led to the cultural construction of a “nonwhite, Africanlike (or Africanist) presence or persona,” the “denotative and connotative blackness that African peoples have come to signify, as well as the entire range of views, assumptions, readings, and misreadings that accompany Eurocentric learning about these people.”42 Morrison points out that it is not just the United States that has engaged in the construction of an Africanlike persona; she also mentions South America, England, France, Germany, and Spain. But, she argues, the (“white”) United States has had a particularly compelling need for the construction in its earliest process of self-deﬁnition: “For excellent reasons of state—because European sources of cultural hegemony were dispersed but not yet valorized in the new country—the process of organizing American coherence through a distancing Africanism became the operative mode of a new cultural hegemony.”43 Morrison’s goal in this study is to explore the ways that literary “blackness” was necessary to the construction of both literary and extra-literary “whiteness.” Further, she is interested in the ways that white epistemic centrality—the American assumption that to be white is to be “normal,” “unraced”—has led both white and AfricanAmerican writers to address their work to (or at least to write against the background of ) a presumed white audience.44 Although she does not explicitly conﬁgure her discussion in terms of vision or the gaze, the asymmetrical nature of appearance, narrative representation, and power is the backbone of her argument. Another important argument in Morrison’s book is that a diﬀerence in color per se is not the primary factor in the asymmetricality of “race” in a given context; rather, it is the meanings attached to racial color that sustain the logic of asymmetry. She writes that, in the early years of the United States, 42 Morrison, Playing in the Dark, 6–7. Morrison distinguishes between her use of the term “Africanist” and the philosophical stream termed “Africanism” by Valentin Mudimbe and others. 43 Morrison, Playing in the Dark, 8. 44 I use various racial terms here, such as “white,” in the way that Morrison does in her discussion: as shorthand for the constructed conceptualizations of race current in North America (and probably throughout the Anglo-European world), not as a reference to some empirically veriﬁable set of racial categories.
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 chapter three [The] need to establish diﬀerence stemmed not only from the Old World but from a diﬀerence in the New. What was distinctive in the New was, ﬁrst of all, its claim to freedom and, second, the presence of the unfree within the heart of the democratic experiment—the critical absence of democracy, its echo, shadow, and silent force in the political and intellectual activity of some not-Americans. The distinguishing features of the not-Americans was their slave status, their social status—and their color. It is conceivable that the ﬁrst would have self-destructed in a variety of ways had it not been for the last. These slaves, unlike many others in the world’s history, were visible to a fault. And they had inherited, among other things, a long history on the meaning of color. It was not simply that this slave population had a distinctive color; it was that this color “meant” something.45 (emphasis added)
 
 The discourse of race in Japan that was current in 1945 had been constituted through historical circumstances very diﬀerent from those of North America.46 And the fact that Japan, like many other Asian countries, had an historical tradition of “caste”—including an “untouchable caste”—meant that the hierarchy of screens, conﬁgured primarily in racial terms in North American discourse, might be expected to develop another dimension in Japan. (I return to this point in Chapters 5, 6, and 9.) In addition, the juxtaposition of U.S. and Japanese racisms during the war created some unusual tripartite alliances and oppositions. Dower, for example, mentions the ambivalent, “triangulated” reactions of some American blacks to the news of Pearl Harbor and later Japanese victories. During a period when AfricanAmericans were severely discriminated against in the U.S. military (into which they were drafted to “ﬁght for freedom”) and defense industries, there was at least a small current of admiration toward the Japanese for daring to “challenge the dominant white establishment directly. . . . As the black leader Roy Wilkins put it, the disaster at Pearl Harbor was due at least partly to the stupid habit of white people looking down on all nonwhite nations.”47 The racial attitudes Morrison, Playing in the Dark, 48–49. For an enlightening discussion of the history and present circumstances of the Japanese view of “blacks,” see John G. Russell, Nihonjin no Kokujinkan. For a discussion of the complex, triangulated construction of racial categories in contemporary Japan, see idem, “ ‘It’s Pure.’ ” Faye Yuan Kleeman’s exploration of literature and cultural history in the colonies of prewar Japan, Under the Imperial Sun, is a very useful source of information about Japanese discourses of race vis-à-vis its neighbors on Taiwan and in the South Seas. 47 Dower, War without Mercy, 176. For more on the attitudes of patriotic African45 46
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 of Japanese-Americans, forced into internment camps by the U.S. government for “security reasons,” must also have been complex. It is not possible, therefore, to construct a picture of occupied Japan’s racial discourse that is as neatly dichotomized as Morrison’s. But in the analyses of Occupation Japanese literary products in the following chapters, it will be important to consider how that discourse was constructed, and, in Morrison’s terms, what the colors meant to the various discursive communities of the time. It is also important to consider how the Occupation government’s attempts to control the (numerically much larger) Japanese population made use of the implicit establishment of a racial hierarchy, just as the early Americans had in Morrison’s description. Visibility and Invisibility Living within such visual economies, “the diﬀerent” cannot (easily) achieve invisibility.48 As Morrison points out, this is true even when a black American writer is writing primarily for a non-white audience. She asks, “What happens to the writerly imagination of a black author who is at some level always conscious of representing one’s own race to, or in spite of, a race of readers that understands itself Americans toward enlistment in a military establishment they knew to be racist, in a country in which they encountered daily discrimination, see, for example, Mary Pat Kelly, Proudly We Served, ix, 4, 8–10, 12, 18, 43, 181–184. Of the approximately 100,000 African-American men who eventually served in the Navy in World War II, only the 160 men of the USS Mason took a warship into battle (ibid., 9). Most served as stewards or Seabees. The Marine Corps failed to commision even one black oﬃcer, and the Air Force would not include African-Americans on bomber crews. Blood for transfusions was separated by race as well as by blood type. For more on blacks and discrimination in the military, see Thomas Doherty, “The Negro Soldier,” in Doherty, Projections of War. The Navajo young men recruited to be “code talkers” in the Paciﬁc Theater also describe complicated reactions to the racism of “Anglo” soldiers, who in several cases took Navajo soldiers prisoner, despite their Marine Corps uniforms, assuming they were Japanese spies. See Kawano and Frank, Warriors, 11, 42, 54, 72. 48 It was not until I moved to Canada in 1997 that I heard the term “visible minority” for the ﬁrst time. Since Canada is a young nation, composed almost entirely of relatively recent immigrants, this term, in common use in oﬃcial as well as public discourse, is meant to distinguish Canadians of Anglo-European backgrounds—those who are “white”—from those who are visibly non-white (or “notquite-white,” as in the case of many immigrants from the Middle East). This is an interesting codiﬁcation of the common phenomenon of diﬀerentiating varying degrees of “diﬀerence” even within one society, and doing so according to visible diﬀerences.
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 to be ‘universal’ or race-free?”49 Even within one’s own mind, within one’s own imagination, it becomes impossible to forget one’s allotted role of “the diﬀerent” in the identity-formation of an entire community. It becomes diﬃcult to achieve racial or sexual invisibility even within one’s own mental visual economy. Henry Louis Gates, Jr., provides a far more positive vision of the possibility of producing a discursive tradition that is aware of itself as “diﬀerent” but that occurs in spaces “free of the white person’s gaze,”50 “far away from the eyes and ears of outsiders.”51 Unlike the situation of the middle-class women described by Modleski, who share their living spaces with the men who deﬁne them visually, the early African-Americans to whom Gates attributes the beginnings of this discourse did have intervals and spaces away from the gaze of the white overseer. The structures of heterosexual romance and the family require (middle-class, heterosexual) women to live constantly within the visual economy that objectiﬁes them, whereas the early African-Americans, although slaves, had family structures and other limited social arrangements that were outside of, and that could provide temporary escape from, the visual economy of race. Although Gates credits these intervals with providing the opportunity for AfricanAmericans to develop a playful discursive style addressed solely to other members of the community, he acknowledges the inﬂuence on this discourse of the constant awareness of oneself as other within the larger cultural economy. Japanese people under the Allied Occupation also had intervals and spaces away from the gaze of the overseer. Unlike the predominantly oral tradition of early African-American narrative, however, the ﬁction produced by Japanese writers during this period, like all printed published material, had to pass under the eyes of SCAP censors, as I discuss later in this chapter. In this complicated situation, some Japanese writers seem to have regarded themselves as addressing primarily the members of their own community (in the more optimistic style of Gates, above). However, as I discuss in later chapters, many others indicate that they found it impossible to forget their role as constituting “the diﬀerent” in a new and pervasive epistemic system (as in Morrison’s formulation). 49 50 51
 
 Morrison, Playing in the Dark, xii. Gates, The Signifying Monkey, xxiv. Gates, The Signifying Monkey, xxi.
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 Michele Wallace brings up another aspect of the African-American experience of constituting “the diﬀerent” in the United States: the diﬃculty of achieving visibility (as opposed to Toni Morrison’s description above of the diﬃculty of achieving invisibility). For Wallace, the source of this unremitting invisibility is in “the unilateral unwillingness of Euro-American culture to admit and acknowledge its debt, or even its relationship, to African and Afro-American culture.”52 As Ralph Ellison’s Invisible Man (1951) showed, white America’s view of “blackness” cast it either as unimaginably diﬀerent—and therefore invisible in the sense of impossible to see or understand—or not diﬀerent at all, attributing to “blackness” no distinctive identity— making it invisible in the sense that it was subsumed under an image of white culture as the norm for all. As Wallace reminds us, a group may be literally visible, and yet not seen as anything that “counts” according to the hegemonic assumptions of the larger visual economy. Ralph Ellison puts it eloquently: I am an invisible man. . . . I am invisible, understand, simply because people refuse to see me. Like the bodiless heads you see sometimes in circus sideshows, it is as though I have been surrounded by mirrors of hard, distorting glass. When they approach me they see only my surroundings, themselves, or ﬁgments of their imagination—indeed, everything and anything except me.53
 
 For an individual, group, or community identiﬁed as “diﬀerent,” questions of visibility and invisibility are inescapable, as we have seen. This remains true when the speciﬁc quality or attribute that deﬁnes one’s diﬀerence is not readily distinguished by any visual signs. For HIV-positive individuals, for light-skinned African-Americans, for homosexual men and women, for Koreans or hisabetsu buraku dwellers in Japan, the issue of “passing”—that is, not achieving, but retaining “invisibility”—is again a complex and painful one.54 Under historical 52 Wallace, “Modernism, Postmodernism and the Problem of the Visual in AfroAmerican Culture,” 43. I am citing only one point of Wallace’s quite complex discussion of invisibility, which she links to gender. 53 Ellison, Invisible Man, 3. In this brilliant description of invisibility Ellison makes use of the visual tropes of the mirror and the screen. 54 See Chapters 5 and 9 below for more about hisabetsu buraku dwellers in modern Japan. Speciﬁc strategies for “passing” in mainstream Japanese society on the part of hisabetsu buraku dwellers are discussed in George De Vos and Hiroshi Wagatsuma, “Group Solidarity and Individual Mobility,” especially 245–252. De Vos and Wagatsuma also discuss the psychological diﬃculties experienced in these attempts to “pass.”
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 circumstances that deny fundamental human and civil rights on the basis of race, sexual orientation, ill health,55 caste, or ethnicity, the ability to “pass” as a member of the dominant, unmarked group is a way of avoiding discrimination and achieving enfranchisement. It is a way of transcending the identity conﬁgurations that encode unequal power relationships. But passing brings with it the cost of eternal vigilance against revealing oneself, eternal fear of discovery, the pain of being unable to disclose or enact one’s “true self,” the pain and self-loathing that come with constant dissimulation. In addition, to pass is to be complicit with hegemonic assumptions about what is “normal,” what is worthy of enfranchisement; it requires at least “pass-ive” participation in the discriminatory structures of power. For this reason, many individuals and groups who are capable of passing have chosen to work constantly toward visibility; they have chosen to challenge the unequal relationships of power by voluntarily giving up their unmarked guise and revealing their true “marked” status. Masquerade It is crucial to emphasize that it is also possible for a woman to “pass” as a “woman” in a heterosexual economy, or for an AfricanAmerican to “pass” as a “black” in a white-dominated racial economy, and so forth: in other words, to actively perform one’s allotted inferior/diﬀerent role, knowing fully that it is a role. Similarly, a lowranking male soldier can pass as a “grunt” in a harsh military environment in order to survive. This has been called “masquerade” (by Joan Riviere, Mary Ann Doane, and Teresa de Lauretis, among others). This kind of passing involves accepting the received distribution of power because of the beneﬁts that acceptance provides: a well-known, easy-to-perform, socially approved role; the escape from active social censure; and the tangible rewards given to those who do not buck the system. All the types of visibility and invisibility—both voluntary and involuntary—discussed here, and all the beneﬁts and drawbacks they 55 William Johnston describes the attempts of TB suﬀerers in prewar Japan to keep their disease a secret, to pass as healthy, because of the discrimination that followed on revelation of infection. See Johnston, The Modern Epidemic, 14, 55, 73, and chap. 4.
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 imply, are involved in the analysis of Occupation-period ﬁction in the following chapters. I have described these visual paradigms here because I would argue that there are similarities in the strategies that disparate dispossessed groups use to survive under circumstances of epistemic oppression or violence—circumstances that threaten to strip them of some former identity or bar them from assuming some hegemonically deﬁned identity. It is also necessary to point out, however, the ways in which the power conﬁgurations of the Occupation diﬀered from those described above. The Circumstances of Epistemic Rupture in Occupied Japan “African” culture (reconstructed from fragments of several cultures— primarily Yoruba and Dahomey) survived in the New World and developed into African-American culture under conditions of forced diaspora. Africans from diﬀerent cultural and linguistic communities were taken forcibly from their own worlds into another world in which their fundamental cultural and linguistic assumptions were not central, and in which the diﬀerences between their discrete backgrounds were not recognized. They were forced to accede to the epistemology and social-political economy of the new world under pain of severe punishment or death. In the earliest years of the United States, the “minority” or “diﬀerent” status of the black population was determined more by their legal status as slaves than by numerical minority. In contemporary North America, that “minority” status is usually conceptualized as a function of numerical relationships. The more recent South Asian or Chinese or Arab diasporas (the concerns of some postcolonial critics), in contrast, involve voluntary removal from one’s own culture to another. This “voluntary” movement is often encouraged by the dismal economic and/or political circumstances at home. These circumstances are, in turn, often the result of the collapse of colonialism in the twentieth century. Frequently the diasporic movement is toward either the former colonial center, or toward North America: Indians and Palestinians often move to Britain or the U.S.; Lebanese and North Africans often move to France, the U.S., or Quebec; and so on. For such immigrants—as well as for war refugees, such as Vietnamese and Cambodians, who may have less choice in their ultimate destination—the diﬃculties of maintaining one’s own cultural patterns against
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 the pressures of assimilation are great. Those who emigrate to the former source of colonial domination may encounter the lingering eﬀects of the colonizer/colonized “screens,” which impede easy assimilation. But unlike the African slave population, for whom the maintaining of tradition may have seemed essential to sanity, a necessary psychic resistance to forced physical relocation, voluntary immigrants can sometimes view assimilation as somewhat more beneﬁcial. The situation of women in patriarchy is diﬀerent yet again. Women are always present in every culture, and have usually comprised at least half the population. Moreover, women are born into the power structures that conﬁgure their identities; there is no change in their cultural locations, except perhaps in the coming to consciousness of the role that has been allotted to them. The presence of a person (or several people) socially coded as “female” is a major part of what teaches each of us a gender identity. Women are thus not in any sense outside of the gender systems that produce epistemic centrality and marginality. It is just that, within those systems, women’s role is to constitute the margins vis-à-vis men; that is part of the deﬁnition of both genders. In contrast to the situations described above, the Japanese men and women living under the Allied Occupation did not move from one culture to another, nor were they numerically a minority in their culture. Despite the tremendous physical destruction of the cities, their surroundings were still “Japan” and they were still “Japanese.” Unlike the situation of women, however, the Japanese did experience an extreme epistemological movement—not a coming to awareness of a preexisting situation, but a sudden and complete shift in the balance of epistemic power and centrality. The language spoken on the streets of Tokyo was still Japanese, but it was no longer the “native tongue” of the centers of power.56 The new constitution forming the 56 At this point I should acknowledge a limitation in my use of the word “Japan” in this context (besides the inevitably totalizing, reifying eﬀects of any such shorthand term). Nearly all of the data that I have seen on the experiences of Japanese people in the Occupation period comes from those living in (or recently displaced from) urban centers, particularly Tokyo-Yokohama, Osaka-Kobe, Hiroshima and Nagasaki. Most of these data also relate to the industrial “middle class.” It is not clear whether a self-employed shopkeeper in Hokkaido, for example, was actively aware of the Occupation’s eﬀects on local daily life. Occupation personnel were sent to all prefectures, however, and certain Occupation-controlled procedures— food collection and distribution, for example—must have had an impact on the
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 basis of Japan’s political structures may have been written in Japanese (translated from the original English), but “any Japanese high-school student simply by reading it [could] perceive its foreign origin.”57 And ﬁnally, the Japanese were racially visible, racially other, to the perceived race of the new hegemony: Americans were conceived to be white (both by themselves, as we have seen, and by the Japanese); the presence of African- and Asian-Americans among the Occupation personnel was seen as anomalous. MacArthur, the white “alpha male,” was the visual icon of the new power. As we shall see in Part IV of this study, African-American soldiers and civilians make an appearance in several stories from the Occupation period. Their presence was a constant reminder to the Japanese of the complexities of racial “hierarchy” in this new situation, and writers used the representation of black soldiers to explore their own place in this hierarchy. Signiﬁcantly, however, Asian-Americans are mentioned in no Occupation-period story that I am aware of, despite the fact that many JapaneseAmericans participated in the Occupation (recruited, often, for their linguistic skills).58 And, as Toni Morrison’s argument reminds us, these “color” diﬀerences connoted more than simple “diﬀerence”: years of visual propaganda on top of years of visually organized racial discourse had attached speciﬁc meanings to the colors. As we shall see, an exploration of these meanings is an integral part of Occupation-period narrative. Japanese nationalist discourse in the modern period had long performed a careful balancing act, constructing a “racial” identity that majority of Japanese. But the daily reminders of loss of epistemic centrality of someone living in Tokyo may have been experienced less often or less intensely by those in rural areas. 57 Gayn, Japan Diary, 23. 58 Because Japanese-Americans appear so seldom in Occupation-period ﬁction I do not address their racial/ethnic experiences at any length. However, this is in no way meant to deny or downplay the importance of the role they played in the Occupation, nor to suggest a monolithic experience for Japanese-American soldiers. Reﬂecting on his experiences as a Japanese-speaking member of the Occupation, Henry May, Jr., suggests in a 1946 magazine article (“MacArthur Era, Year One,” 271–272) that Japanese-Americans played an important visual role for the Japanese as they adjusted to being occupied: seeing “Nisei soldiers” with such strong bodies—taller and heavier than those of the “typical Japanese”—and sharing the aﬄuent appearance of other Occupation personnel (nice clothes, leather shoes, and so on), Japanese people had visual evidence that the wartime rhetoric they had imbibed about racism in the U.S. was untrue. This realization made it easier for them to accept the bona ﬁdes of the Occupation authorities, May suggests.
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 sometimes acknowledged and sometimes denied kinship with other peoples of Asia, depending on the audience and the strategic needs of the moment. In Greater East Asia Co-Prosperity Sphere rhetoric, pan-Asian kinship was emphasized, with the added subtle identiﬁcation of Japan as the “head of the Asian family.” Within such discourse, addressed to Asian countries, the “white” Anglo-European peoples of the world were ﬁgured as the third term, the mutual “enemy” against which Japan and its Asian neighbors could deﬁne themselves as a community. In prewar rhetoric addressed to a Western audience, in contrast, Japan repudiated its identiﬁcation as an Asian country; the Japanese (the “Yamato people”) were “white” in terms of technological, military, political, and cultural modernity. In this equation, the role of the “third term” was played by the “backward” nations of Asia, from which Japan desired to distinguish itself.59 Another element characterizing the Japanese experience of epistemic rupture is, therefore, the reorganization of these terms, according to American deﬁnitions of racial categories, as well as the new power relationships pertaining between Japan and its former Asian colonial subjects. It was now up to others to “situate” Japan racially, to choose and position and discard Japan as a term of meaning. Censorship The question of the freedom of Japanese writers under the Occupation to depict themselves as they wished to is a complex one. Unlike Berger’s “ambassadors,” who claimed all rights over the visual and literary discourse of colonial relationships, SCAP’s censorship policies can be characterized as somewhat relaxed. Prewar censorship within Japan had been capricious and punishments sometimes severe; leftist writing and “pornography” were the most frequent targets of Meiji, Taishô, and early Shôwa literary censorship. In contrast, SCAP was seen as surprisingly lenient with regard to sexual explicitness and freedom of political expression, although ultranationalist sentiments were expressly prohibited.60 Some writers took advantage of the new 59 For a ﬁnely detailed discussion of an example of this rhetoric, see Dower, War without Mercy, chap. 10, particularly 278–279. I discuss the historical origins of this racial equation in some detail in Chapter 6. 60 For a thorough discussion in English of prewar Japanese censorship practices,
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 freedom to explore the sexual body in ways that had been impossible in prewar Japan. There were, however, relatively severe limits placed on depictions of the eﬀects of the atomic bombs on Hiroshima and Nagasaki. Some hibakusha writers’ accounts of their experiences were written soon after the bombings but could not be published until after Occupation censorship was lifted in 1949.61 Graphic depictions of food shortages or Allied soldiers’ involvement with the black market were also forbidden. In addition, stories depicting fraternization between Occupation personnel and Japanese citizens (particularly Japanese women and American soldiers) were frequently censored. None of these sensitive areas was explicitly listed in the ten-item Press Code formally issued by SCAP in September 1945; they were listed only in a secret outline of prohibited subjects distributed to new employees of the Civil Censorship Detachment of SCAP (CCD).62 From September 1945 to roughly September 1947, the CCD was responsible for the “pre-censorship” of all printed matter in Japan: “newspapers, books, magazines, radio and theatrical scripts, movie scenarios, even pamphlets of clubs and professional societies.”63 “Precensorship” meant that all these materials had to be submitted to SCAP prior to their publication. As of October 1947, most books and magazines were transferred to “post-censorship.” Although the CCD’s responsibilities continued formally until October 1949, very few items were subjected to examination after December 1948. Even in the active, early years of the Occupation, the speciﬁc examples of literary censorship seem oddly haphazard. Rubin discusses the
 
 see Jay Rubin, Injurious to Public Morals, and idem, “From Wholesomeness to Decadence,” for an overview of postwar literary censorship. Marlene J. Mayo provides a very useful and detailed view of SCAP’s censorship practices in “Literary Reorientation in Occupied Japan.” 61 See Treat, Writing Ground Zero, for examples of literary censorship; and Braw, The Atomic Bomb Suppressed, for examples of newspaper and other “information media” censorship. 62 Rubin, “From Wholesomeness to Decadence,” 85. The Press Code’s explicit injunctions against “destructive criticism of the Allied Powers,” and “destructive criticism of the Allied Forces of Occupation and [anything] which might invite mistrust or resentment of those troops” may have been clear enough indications that unﬂattering depictions of Allied behavior would not be acceptable (Occupation Documents, Vol. II: 180.) For the codes in full and more on their eﬀects, especially on ﬁlm production and distribution, see also: Endô, ed., Ryûkôka to eiga de miru sengo no jidai, 8, 157; Shimizu, Sensô to eigai, 162; and Imamura et al., eds., Sensô to nihon eiga, 50. 63 Rubin, “From Wholesomeness to Decadence,” 84.
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 changes that CCD censors required in Sakaguchi Ango’s 1946 story, “Hakuchi” (The idiot; described in Chapter 10), which includes graphic scenes of ﬁre-bomb attacks on Tokyo: The censors required only that such emotionally-charged terms as “enemy troops” and “enemy planes” (teki-gun, teki-ki ) be changed to the presumably more neutral “American troops” and “American planes” (Bei-gun, Bei-ki ), though one could easily imagine that the clearer identiﬁcation of the enemy would seem even more objectionable.64
 
 The signiﬁcant question for the purposes of this study is the overall eﬀect of censorship on the freedom of Occupation-period Japanese writers to depict the reality that they saw around them. Herbert Passin, Jay Rubin, and Honda Shûgo have characterized Occupation censorship as lenient in most areas, haphazard, and probably having little real eﬀect on literary production; Etô Jun, however, has argued that the censorship of the Occupation period—including the impossible-to-trace self-censorship of authors anxious to get published—permanently and negatively aﬀected subsequent Japanese literature and other cultural products.65 Writers and their publishers or editors who fell afoul of (or were simply worried about) CCD censorship guidelines reacted in various ways. Ishikawa Jun’s 1946 “Ôgon densetsu” (The golden legend), for example, ended with a very brief scene of a Japanese woman embracing a black American soldier. The story was printed intact, even though it had presumably undergone pre-censorship. In response to the CCD’s subsequent order to cut the few lines of text comprising the “fraternization” scene, Ishikawa and his publishers decided not to reprint the story in an anthology published later that year. (It was published again in its entirety after the Occupation ended.) The Hiroshima hibakusha writer Ôta Yôko’s graphic and shocking atomic memoir Shikabane no machi (City of corpses) was published in 1948 minus one chapter— but it was her Japanese publisher rather than the CCD who insisted on the deletion.66 (City of Corpses, too, was printed intact in 1950, after CCD censorship had ended.) Some writers never seem to have gotten around to replacing expurgated material, even after censorship prohibitions were lifted. 64
 
 Rubin, “From Wholesomeness to Decadence,” 87. Passin, “The Occupation—Some Reﬂections,” 120; Etô, Tozasareta gengo kûkan. Etô makes similar arguments in several of the essays in his Ochiba no kakiyose. 66 Treat, Writing Ground Zero, 93. 65
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 Writer Nosaka Akiyuki, who was a homeless child at the end of the war, has opposed Etô’s characterization of the immediate postwar period as permanently stiﬂing the Japanese creative imagination. Nosaka argues that the loss of absolutely everything that had formerly provided meaning forced people to use their imaginations in reconstructing some kind of new meaning. He is among many writers and critics to cite the sudden postwar popularity of expressions of individuality and personal taste, and the imaginative use of the few resources available.67 Certainly both SCAP’s direct censorship and the self-censorship of writers and publishers had some eﬀect on the literary production of the Occupation period. I would argue, however, that Japanese writers of the time were generally successful at expressing the sense of cognitive dissonance that characterizes life under foreign occupation; the speciﬁc strictures of SCAP’s censors could not prevent them from expressing anomie using “acceptable” (not strictly censorable) metaphoric representations. In subsequent chapters I discuss both the eﬀects of speciﬁc instances of SCAP’s literary censorship as well
 
 67 “Nippon gojûnen,” NHK 1, February 4, 1995, Nosaka Akiyuki interview. This point of view is echoed in Endô, ed., Ryûkôka to eiga, 25, in the observation that ﬁlmmakers experimented with new themes more jubiliantly than ever under the Occupation. A similar example—one of those mentioned by Nosaka—was the launching by NHK of a number of new variety programs featuring individual amateur talent (ibid., 34). Yasuoka Shôtarô, too, emphasizes the creativity of the period, including in terms of clothing: he describes the clothing masterpieces he saw as people crafted practical and stylish outﬁts out of bits and pieces of old cloth, military blankets, and so on. Yasuoka, “Umi-iro no gaitô” (Sea-colored overcoat), 152–153. Writer Nakagami Kenji, a generation younger than Nosaka Akiyuki or Etô Jun, sees validity both in Etô’s view of postwar Japanese literature as “stunted” and in Honda Shûgo’s view of postwar literature as a vibrant “literature of youth” (or perhaps “youthful literature”). Nakagami characterizes Etô’s argument as one of nostalgia for a “golden age” of writing deﬁned by power and substance, now lost. Though Nakagami recognizes that this, like all nostalgia, is based on the false premise that there was once an achieved ideal, a ﬁxed standard for literature, he does support Etô’s sense that a “literature of youth”—despite its good points—is lacking something important: the power to judge, the power to recognize and expose injustice, and so on (Nakagami Kenji, “Sengo to watashi,” 122–125). Clearly, the question of the long-term eﬀects of Occupation censorship must be considered in the light of the larger cultural and epistemic economy of both occupied and postwar Japan. As Marlene Mayo points out, the job of culling information about the CCD’s activities from the SCAP ﬁles and other archives has just begun; there is an enormous amount of material yet to be examined for evidence of deletion, revision, or outright suppression (Mayo, “Literary Reorientation,” 139). My own remarks on the eﬀects of literary censorship are based on the information available so far, patiently pieced together by scholars such as Mayo, Jay Rubin, and Etô.
 
 92
 
 chapter three
 
 as strategies of “displacement” whereby one domain of experience (the atomic or raced body—both liable to censorship) was represented in terms of an analogous domain (the erotic or gendered body—not generally liable to SCAP censorship). Between 1949, when SCAP ended its censorship, and 1952, writers were even freer to depict the psychological eﬀects of life under occupation. The Panoptic Model Because of the political circumstances on which the Occupation was predicated—its task of subduing any remaining Japanese aggression and overseeing Japan’s conversion to a democratic nation in the Anglo-European mold—one ﬁnal model of vision becomes relevant to our discussion: Michel Foucault’s notion of surveillance through the metaphor of the panopticon. For a numerical minority to impose and maintain such systematic control over a large number of people, carefully calculated structures of monitoring are crucial. The panopticon provides the perfect conceptual, strategic model for meeting such surveillance needs. Foucault describes one aspect of the work of Jeremy Bentham (1748–1832), whose proposals for social reform were extremely inﬂuential in the development of a modern democratic society based on utilitarian principles. As part of his detailed plans for the improvement of society, Bentham designed a structure, which he called the Panopticon, to meet the needs of the modern prison. This building was to have a double structure: a central tower encircled by a second building made up of rooms or cells. Each room would have two windows—one to the outside, and one, comprising the entire wall, facing the central tower. There was to be no means of moving from one room to the next, no lateral communication.68 One of the deﬁning features of the panopticon was the unilateral direction of vision. Bentham speciﬁed that it should be rendered impossible for the inmate in the cell to see into the central tower, or even to distinguish movement—the presence or absence of supervisors—there. The presence of power is visible in the sense that the tower itself is always before the eyes of the inmate. But that power
 
 68
 
 Foucault, Discipline and Punish, 200.
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 is invisible in the sense that the inmate can never tell whether or not she or he is currently under observation. As Foucault describes it, the “Panopticon is a machine for dissociating the see/being seen dyad: in the peripheric ring, one is totally seen, without ever seeing; in the central tower, one sees everything without ever being seen.”69 Foucault uses the panopticon to describe a conﬁguration of power that he calls “discipline” and associates with modern institutions of social control: the school, the factory, the hospital, the town, the state, the occupying force. At any institutional level, the panoptic model can be used to produce the eﬀects that are inherent within it: (a) eﬃciency and economy, since it requires only a small number of “supervisors” to control a large number of “inmates”; (b) automatic, uninterrupted, and homogeneous functioning, since once the structure is in place it can be operated by anyone (a change in the identity of the “supervisor(s)” has no eﬀect on the operation of the machine); (c) no need for force, since the inmates—constantly aware of being observed—take responsibility for their own constraint; (d) ease of information gathering, since the panopticon makes it possible to observe many individuals simultaneously and under identical conditions; (e) subtlety, since there is no need for physical contact between the controller and the controlled; and so on. As a modern industrialized nation, Japan had institutionalized many elements of surveillance long before the Occupation period. The mobilization and deployment of a modern military alone required social discipline of an extremely high degree. Political censorship and the presence of an increasingly powerful secret police force in the early years of Shôwa also indicate that the panoptic model of power— in these cases, in its particularly punitive form—was prevalent in Japan before and during the war.70 When MacArthur and the Occupation forces entered Japan, however, they also brought with them the articulations of the panoptic model peculiar to the United States, particularly the military. These Foucault, Discipline and Punish, 202. For an interesting example of a disiplinary system that was not in place in Japan prewar, see William Johnston’s discussion of the unsuccessful attempts to impose hygiene and public health discipline—the very examples that Foucault cites as the original disciplinary models in Europe—on tuberculosis suﬀerers, doctors, and record-keeping oﬃcials. The military, however, which understood the need for accurate information on tuberculosis as it aﬀected ﬁghting forces, did manage to impose certain rigorous disciplinary measures, especially with the rising militarism of the mid-late 1930s. Johnston, The Modern Epidemic, 73, 93. 69 70
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 new “supervisors” took up their position in the “central tower” of SCAP headquarters (conveniently located across the street from the imperial palace, the former symbolic center of power), and used both imported American and preexisting Japanese structures to inﬁltrate and establish surveillance over the entire social body. (Since SCAP headquarters was located in a tall building, MacArthur could literally look down into the palace grounds and “observe” the imperial family.) Marlene J. Mayo has characterized the Occupation as “a giant reeducation camp under the supervision of General Douglas MacArthur.”71 Occupation personnel were sent to every prefecture of Japan; although small in number, they were able to use existing and newly created institutional structures to keep close tabs on various aspects of Japanese daily life.72 The ﬁrst Directives issued by SCAP and by the U.S. Department of State required the Imperial Government to provide complete information about and access to all networks of communication and distribution; in addition, the State Department mandated surveys of Japan’s economic, industrial, ﬁnancial, social, and political conditions, in order to use to maximum eﬀect the existing structures of power to control the country. The taped interviews discussed in Chapter 1 represent one such survey.73 Internalizing the Supervisory Gaze Probably the aspect of the panoptic model most crucial to the Occupation’s success was its tendency to induce in the “inmate” a sense of permanent visibility—a sense completely dissociated from the actual fact of the direction of the supervisor’s gaze at any given
 
 71 Mayo, “Literary Reorientation,” 135. In this essay Mayo describes the speciﬁc SCAP structures of surveillance and discipline. 72 Unlike the supervisors in Bentham’s model, the Occupation personnel sent out across Japan were emphatically visible to the people they were sent to surveille. This fact is apparent in many of the literary responses to the Occupation. But on the institutional rather than the individual level, SCAP as a presence was as ubiquitous and as invisible as Bentham’s jailors. 73 See “Directive No. 2,” September 3, 1945, and “Basic Initial Post-Surrender Directive,” November 1, 1945, in Occupation Documents, Vol. I: 69, 115. Johnston notes that the Occupation authorities were able in March 1947 to establish in a single stroke the nationwide systems of reporting infectious diseases such as tuberculosis, which even the military government in Japan had been unable to impose. Johnston, The Modern Epidemic, 286.
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 moment. The supervisor may have actually abandoned his/her post, or never have fully taken it up; once the structure of the power relation has been established, once the supervisor and inmate have been installed in their respective locations, the machine functions purely through the inmate’s consciousness of being observed. As Foucault expresses it: A real subjection is born mechanically from a ﬁctitious relation. . . . The eﬃciency of power, its constraining force have . . . passed over to the other side—to the side of its surface of application. He who is subjected to a ﬁeld of visibility, and who knows it, assumes responsibility for the constraints of power; he makes them play spontaneously upon himself; he inscribes in himself the power relation in which he simultaneously plays both roles; he becomes the principle of his own subjection. By this very fact, the external power may throw oﬀ its physical weight; it tends to the non-corporal; and, the more it approaches this limit, the more constant, profound and permanent are its eﬀects: it is a perpetual victory that avoids any physical confrontation and which is always decided in advance.74
 
 In another context he describes “a gaze which each individual under its weight will end by interiorizing to the point that he is his own overseer, each individual thus exercising this surveillance over, and against, himself.”75 As we have seen, the mere existence of SCAP’s Civil Censorship Detachment seems to have been eﬀective at making some writers, editors, and publishers “assume responsibility for the constraints of power,” curtailing potentially oﬀensive material unbidden.76 As we shall see in the discussion of ﬁction in the following chapters, many writers graphically depicted their protagonists’ internalization of this supervisory gaze. Foucault, Discipline and Punish, 202–203. Foucault, Power/Knowledge, 155. 76 An early memorandum from SCAP about International Communications makes clear the mechanism of establishing the internalization of the supervisory gaze: “It is the primary responsibility of the Japanese Government Communications Agency to see that all censorable messages are submitted to censorship for action either before being sent out of the country on any circuit, or before being delivered to the addressee after receipt in Japan.” Also: “The Civil Censorship Detachment, SCAP, may maintain censors in the operating rooms of the Communication Agency’s oﬃces and may inspect these operating rooms, ﬁles and records at any time. The Communications Agency’s oﬃces will submit any or all ﬁles and records for inspection at any time Censorship so requests. No records, ﬁles, no copies of messages will be destroyed without prior written approval” (Occupation Documents, Vol. II: 198, 74 75
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 Foucault’s detailed discussion of the panopticon is useful in providing an explanation for the origins of a phenomenon described eloquently by Berger, and mentioned by nearly all critics writing about epistemic oppression: namely, the internalization of the surveillant or deﬁning gaze, and the consequent “doubling” of the subject. Morrison and Gates have described this phenomenon in the context of African-American life. Berger’s description of this phenomenon is written in the context of his analysis of the experience of women in patriarchy: To be born a woman has been to be born, within an allotted and conﬁned space, into the keeping of men. The social presence of women has developed as a result of their ingenuity in living under such tutelage within such a limited space. But this has been at the cost of a woman’s self being split in two. A woman must continually watch herself. She is almost continually accompanied by her own image of herself. Whilst she is walking across a room or whilst she is weeping at the death of her father, she can scarcely avoid envisaging herself walking and weeping. From earliest childhood she has been taught and persuaded to survey herself continually. And so she comes to consider the surveyor and the surveyed within her as the two constituent yet always distinct elements of her identity as a woman. She has to survey everything she is and everything she does because how she appears to others, and ultimately how she appears to men, is of crucial importance for what is normally thought of as the success of her life. Her own sense of being in herself is supplanted by a sense of being appreciated as herself by another.77
 
 Again, the situation of women in patriarchy diﬀers from that of the Japanese under occupation in the sense that women are born, and have been born for many generations, into their particular visual circumstances. However, Yamazaki Masakazu analyzes Zeami Motokiyo’s theoretization of the visual in terms that suggest the possibility of a “learned” response to a suddenly changed power conﬁguration. Yama-
 
 199). All responsibility for compliance is placed on the shoulders of the Communications Agency; and that compliance can be checked at any time by CCD-SCAP. Since the Communications Agency had no idea when CCD-SCAP might conduct an inspection, they had to constantly comply as if they knew themselves to be currently under surveillance. 77 Berger, Ways of Seeing, 46.
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 zaki is a contemporary playwright and literary/social critic; besides being the leading ﬁgure in the development of the Noh theater, Zeami (1363?–1443?) was an actor, dramatist, and author of several inﬂuential treatises on various aspects of Noh performance. Zeami’s analysis of Noh addresses several of the same problems that critics raise in contemporary ﬁlm and visual theory. Yamazaki prefaces his analysis of Zeami’s theories with the narrative of Zeami’s young life. A traveling performer with his father Kan"ami’s sarugaku theater troupe, Zeami caught the eye of the shogun Ashikaga Yoshimitsu. Yoshimitsu became the troupe’s patron; Zeami, about twelve years old at the time, became the shogun’s “boy favorite.” After a few years, however, as Zeami lost his boyish charm and entered the awkwardness of late adolescence, he lost Yoshimitsu’s sexual favor. This also meant that his troupe was threatened with the loss of Yoshimitsu’s patronage. According to Yamazaki’s interpretation, all of Zeami’s later theories about vision and performance originated with this moment of rejection. When he was a beautiful child, Zeami had been able unself-consciously and unreﬂectingly to project an appealing image, both to his audiences and to Yoshimitsu. With his adolescence and rejection came a recognition of dissonance between the self and the image of the self seen from the outside. His original “ﬂower-like” beauty was undercut by his own physical growth. He discovered himself to be the one that betrayed the audience [and Yoshimitsu]. So it is perhaps natural that Zeami’s attitude toward himself is tinged with a certain sense of penance. Practicing and practicing, with a feeling of self-control, he had to make a constant eﬀort to hide his ugliness from others. But of course it is also the self which discovers the ugliness of the self. And the attempt to conceal that ugliness is also a kind of selfexpression. Zeami was fully aware of this irony, and we would do well to see the complexity of his aesthetic theories as based entirely on the paradoxical nature of self-expression. That is to say, he set about accomplishing, through his own resolve and eﬀort, the art of transforming himself into a beautiful ﬂower before the eyes of others. While for him expression was a matter of self-concealment, at the same time, it had to be made to take the form of subjectively bewitching others.78
 
 78 Yamazaki, “The Aesthetics of Transformation,” 224. This is a translation of Yamazaki, “Henshin no bigaku.”
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 Zeami discovered in adolescence the need to “control the mirror”— to control the image of himself that his appearance and behavior produced in the eyes of others—in order to recover from the loss of the identity and security that had been aﬀorded by his liaison with the center of power, the shogun. As in Berger’s description of a woman’s success in life (and even her survival) being dependent on how she appears to men, Zeami came to the realization that his success (and survival) were dependent on his appearance to the audience. Yamazaki reminds us that performers in medieval Japan were stigmatized; despite the fact that they sometimes performed before the aristocracy, they had no access to social position. Zeami was constantly aware of his marginal social status, and of his consequent requirement always to perform an identity, which might or might not be consonant with his own.79 Much of his writing therefore concerns strategies for making use of this doubled or split identity in performance. Zeami turned this dissonance of identity, this requirement of dissimulation, into an active exploration of the nature and possibilities of performance, masquerade, and transformation. Zeami’s identiﬁcation of such visual/performative elements as hon’i, gaibun, and kata (essence, appearance, form)—all three related to the characteristic, deﬁning elements of a particular human condition— shows interesting points of similarity with the Lacan/Silverman discussion of screens, mentioned above. More important for the present purpose, however, is Zeami’s identiﬁcation of riken no ken, translated as “the view of the detached image.” Yamazaki explains it like this: “riken no ken signiﬁes awareness on the part of the performer such that he is able to apprehend his own appearance as viewed through the eyes of the audience. But this is explained as a receptive process diﬀerent from physical perception in the usual sense.”80 Zeami ﬁrst distinguished between gaken (selfimage—the actor’s “consciousness in controlling his own actions”) and riken (the detached image—which combines both the “objectively viewed” appearance of the actor and the subjective image produced by the audience watching that objective appearance). Then he took his articulation of visual performance one step farther, by identifying that view whereby the actor himself “sees” not only the gaken but also the riken—that is, the view whereby the actor “sees” the image 79 80
 
 Yamazaki, “The Aesthetics of Transformation,” 232. Yamazaki, “The Aesthetics of Transformation,” 245.
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 of himself produced in the mind of the audience. This is the doubled view that Zeami called riken no ken.81 Doubling and Concealment Zeami’s description of riken no ken is remarkably similar to Berger’s description of the way women in patriarchy are constantly aware of how they appear from the outside, of the image they are projecting in the eyes of the male viewer (or, more correctly, the male gaze). It also resonates with Morrison’s descriptions of the doubled awareness of African-Americans in the United States. Like Berger, Zeami emphasizes the necessity of keeping this doubled awareness “secret.” Since Zeami’s philosophy of performance is predicated on an understanding of himself as ugly, socially stigmatized, and maladjusted to the norms of his world, it is easy to see how the act of concealing these “facts” from the audience lies at the heart of that philosophy. At the ﬁrst level, the actor’s “ugliness” must be concealed from the audience so that they will enjoy looking at him. In addition to this ﬁrst level of concealment, the audience must be kept from knowing that concealment is occurring —the audience must be kept from remembering that what it sees is nothing but “performance.” And ﬁnally, Zeami emphasizes that the actor must conceal from himself his own strategies of concealment: “To truly secure the freedom of transformation a person must hide his conscious plan of performance from all, but especially from himself.”82 This is again very similar to the predicament that Tania Modleski, among others, identiﬁes as plaguing women in patriarchy (and again I would emphasize that this can be extended to other groups whose success and/or survival depends on pleasing a more powerful group). In many societies, during many time periods, the only “honorable” 81
 
 Yamazaki, “The Aesthetics of Transformation,” 245–246. Zeami Motokiyo, Kakyô, quoted in Yamazaki, “The Aesthetics of Transformation,” 248. This somewhat mystical-sounding advice is made more accessible through Yamazaki’s analogy with a pianist who, while performing, does not focus on the planned and practiced movements of her own ﬁngers but rather on the sound of the music being produced—the music as it is experienced by the audience, in other words. He goes on to discuss at length the diﬀerences between music and stage performance—since the visual aspect of acting makes it more diﬃcult to see oneself from the outside—and the speciﬁc strategies for achieving that complex multilayered view. Yamazaki, “The Aesthetics of Transformation,” 248–250. 82
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 or economically secure life course for a woman has been marriage; her success in life is dependent on “catching” a husband ( just as Zeami’s success as an actor was dependent on “bewitching” the audience). And yet a woman’s desire to catch a husband, and any related action on her part, is seen as deceitful and manipulative. She must conceal her true wishes from the man in order to appear artless or innocent. Yet this act of concealment itself is recognized by the woman as constituting the very manipulativeness that she is routinely accused of in social discourse. As Modleski puts it: Women are presumed guilty (of plotting their own rapes, of scheming to get a husband) until proven otherwise. This is even less tolerable than it might at ﬁrst seem, for once women are aware of being suspected, they must try to make themselves look innocent, and, of course, in manipulating appearances, they forfeit the very possibility of innocence. Matters are further complicated by the fact that men are always surveying and inspecting women.83
 
 And since women also constantly watch themselves being watched (Zeami’s riken no ken), “they are at every moment incurring guilt, proving themselves to be the ‘narcissists’ they are often accused of being. Women can be artless and demonstrate this artlessness only in the absence of men. Unfortunately, men are the ones they have to convince.”84 This situation—the reliance of women in patriarchy on men for economic viability—requires women to work to seduce men, and simultaneously to conceal that work both from the men and, as far as possible, from themselves. Once again, women are doubled in their relationship to their actions, required to aﬃrm and to conceal and to deny at the same time. SCAP explicitly warned the Japanese people that their “standard of living” under the Occupation was absolutely dependent on the “thoroughness” with which they rid themselves of “all militaristic ambitions” and conformed to democratic principles. In other words, the Japanese were reliant upon the Occupation for their economic viability, their very survival; thus it is not surprising that they, too, should have learned to be aware of their appearance, their behavior, in the eyes of the supervisory group—and also to conceal that
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 Modleski, Loving with a Vengeance, 52. Modleksi, Loving with a Vengeance, 53.
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 awareness in order not to be thought duplicitous.85 In the following chapters we shall see how this strategy is represented in ﬁction. Active Masquerade What Zeami (through Yamazaki’s analysis) adds to our discussion of this “doubling” or “splitting” eﬀect is a strategy of reconstructing an identity based on active masquerade. Under circumstances of recognizing one’s identiﬁcation as that of a despised, disenfranchised, marginalized “other” within a system of power, how is it possible to act? Gayatri Spivak’s famous question “Can the subaltern speak?” may here be transposed into “Can the subaltern appear, and if so, how?” Zeami proposes an existentialist sort of proactive “choosing” of an already constrained identity. Although the performer is dependent on the gaze of the audience, and must transform himself to match the requirements of that gaze, Zeami valorizes that transformation, and makes of it a new, active identity within the absolute conﬁnes of the gaze.86 Vision and Narrative Representation All of the above conceptualizations of the role of vision in identity(re)construction could be located on a spectrum, with Lacan’s (potentially) reciprocal identiﬁcation of self through the gaze of the other 85 The Harper’s Magazine article cited above (May, “MacArthur Era, Year One”) provides evidence that SCAP personnel were constantly on the watch for duplicity: “Have the Japanese altered their emotions completely in a few months . . . or is the new goodwill propaganda as false as the horror stories?” (ibid., 267). In answer to this question May writes at one point, “a large part of it is clearly oﬃcial, and clearly phony” (268), and later, “another large part of the present cordiality to Americans, diﬀerent from the oﬃcially-encouraged desire to please but no less suspect, arises from obvious commercial motives” (269). While May details many pleasant encounters with Japanese people, he also records his constant questioning of their sincerity. 86 This should be contrasted with the active, positive strategy of identity-construction that Henry Louis Gates, Jr., attributes to African-American discourse. While he, too, identiﬁes a “doubled” structure of African-American narrative, he frames this as a playful, ingenious strategy of black self-deﬁnition, in a dialectical but not overdetermined relationship with white discourse. See his “Introduction,” in Gates, The Signifying Monkey, ix–xxviii. As we have seen, Toni Morrison is less sanguine about the degree of freedom involved in African-American self-deﬁnition.
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 at one end, and Foucault’s panoptic unilateral surveillance at the other. Recognizing one’s location on that spectrum leads to various strategies of adjustment, recuperation, or resistance to one’s assigned visual role. Most of these paradigms of vision and power do not, however, address the eﬀects of radical and sudden change in the very terms of “reality.” Nor do they allow for slippage or disjunction between the laws or codes that are supposed to govern “reality” and the human experience thereof. In August 1945 in Japan, the “circumstances” within which the Japanese people were living were not simply a static set of quantiﬁable and therefore representable elements. Rather, they included the tremendous sense of change and disjunction from earlier conceptual models, as well as a barrage of sometimes contradictory new instructions, injunctions, and principles upon which to build the new Japan, as we have seen. When the epistemic circumstances have changed such that a person suddenly becomes the “bearer, not maker, of meaning”87 within a particular discourse, the desire to narrativize that experience—and thereby at least perform the masquerade of epistemological control—may be overwhelming. The next chapter explores the ways writers used elements or strategies similar to the ones delineated above to represent this sense of virtually incomprehensible change in visual terms.
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 The war was over. What that meant was that I was completely at loose ends. Up until that day, ever since I had been a young boy the thing that had supported my daily emotions was the war. So when I heard the Emperor’s broadcast, I was not prepared to believe it. The words, pronounced in that odd, wavering voice, were just so strange, and only served to give me the uneasy feeling that some new disaster was about to take place. Contrary to the facts, I took it that after the broadcast the world would be plunged even farther into war, so the next day I went to take refuge at Mt. Minobu, to which my mother had ﬂed earlier—a place that had no food at all, but where on the other hand there was no fear of the enemy invading. Mt. Minobu was the headquarters of the Nichiren sect, but I didn’t hear the slightest sound from the hand drums. The people there, like me, evidently couldn’t take in the idea that the war had gone. As far as those people were concerned, there was every reason to think that the beat of the drums might announce their presence to the enemy and provoke an air raid, or the enemy might well come to bomb this mountain that was the heart of Japanese religion. What ﬁnally convinced me that the war was over was an American cigarette. Yasuoka Shôtarô “Kunshô” (The medal)
 
 In this chapter I focus on four short novels by Yasuoka Shôtarô (b. 1920), with briefer reference to stories by Kojima Nobuo (b. 1915) and Ishikawa Jun (1899–1987). Yasuoka and Kojima were among the “Third Wave of New Writers” (Daisan no shinjin) group identiﬁed by critics in 1953, which also included other young male writers such as Shimao Toshio, Yoshiyuki Junnosuke, Agawa Hiroyuki, Shôno Junzô, and Abe Kôbô.1 Though all these writers went on to successful
 
 1 The Daisan no Shinjin group was ﬁrst described and named by Yamamoto Kenkichi in the January 1953 edition of Bungakkai (Yamamoto, “Daisan no shinjin”). For more on the group and Yasuoka’s role within it, see Torii, “Yasuoka Shôtarô,” 144–145; Senuma, Sengo bungaku no dôkô, 209–216; and Gessel, The Sting of Life, 41–74. Famous critic Hirano Ken records his lack of enthusiasm for the group in his Bungei jihyô 1: 106.
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 careers in literature, Yasuoka is of particular interest. He ostensibly wrote shishôsetsu (“personal novels” or “I novels”) based on his own life experiences, yet he brought to this staid genre a leavening of dark humor and irony that made it suitable to express the complex epistemic circumstances of occupied Japan. Yasuoka was born May 30, 1920, in Kôchi on the island of Shikoku, but by 1938, when he graduated from Tokyo City Daiichi Chûgakkô (the prewar equivalent of today’s high school), his family had moved more than thirteen times, including a four-year stint in Seoul, Korea. Through later reminiscences Yasuoka provides an amusing narrative picture of his teenaged and young adult years. After graduation, he writes that he spent three years trying unsuccessfully to enter college. The accelerating rhetoric of nationalism during this period did not appeal to him. When the “2,600th anniversary” of the founding of the Japanese imperial line was celebrated in 1940 and the cigarette brand previously known as “Cherry” suddenly and patriotically changed its name to “Sakura,” Yasuoka abruptly switched to the rival brand “Camellia.”2 In 1941 Yasuoka ﬁnally managed to enter Keiô University. His previous three years had been spent hanging out in coﬀee shops and wandering the streets with idle friends; after entering the university he continued this leisurely life, making it to class just ten days of his ﬁrst semester, he says. Later that year, Japan declared war on the United States and Britain. In 1942, Yasuoka was called to the Information Oﬃce to explain the editorial policy of a small private literary magazine he had started with friends. This ﬁrst encounter with the censorship of wartime made him immediately resolve to become a black marketeer, he later wrote.3 Instead, however, he was called up for active duty in March 1944, and was sent straight to Manchuria. After only ﬁve months of military service he was hospitalized with a chest ailment, and was later returned to a military hospital in Japan in March 1945. (In the meantime his former unit was trans2 The information on Yasuoka’s life comes primarily from: Yasuoka, “Nenpyô” (an autobiographical chronology of his life and work); Hisamatsu et al., eds., Gendai nihon bungaku daijiten; and Yasuoka’s memoirs of the period in his Chichi no sake and Tochiri no mushi. For more objective information on his life, see Torii, “Yasuoka Shôtarô no hito to sakuhin,” 9–24; or Torii, “Yasuoka Shôtarô.” For a sympathetic and insightful discussion of the Occupation-period stories “Shukudai” (Homework) and “Kenbu” (Sword dance), as well as several of Yasuoka’s later works, see Gessel, The Sting of Life, 77–124. 3 Yasuoka, “Nenpyô,” 437.
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 ferred to the Philippines, where it was virtually wiped out during the horriﬁc ﬁghting on Leyte Island, where an estimated 60,000 Japanese soldiers died.) In July 1945, before the war ended, he was discharged from active service. At the time he was still in residence at a hospital in Kanazawa. His home in Tokyo had burned down, and he had no idea how to ﬁnd his family. For a short time after his discharge, his only clothes were his army cap and hospital robe; for a full year thereafter, he had only one suit of clothes and a raincoat. In his later writing Yasuoka comments wryly that if he had only been demobbed rather than discharged early, he would at least have had his uniform and military overcoat to wear.4 By August 1945 he had located an uncle in Ichikawa, near Tokyo, and had moved in with him. On a train station platform on a trip into Tokyo for food, Yasuoka heard the radio broadcast of surrender that he later described in “Kunshô” (The medal) and other stories. In October 1945 Yasuoka moved to the coastal town of Kugenuma, where his mother was living. He had contracted spinal tuberculosis (Pott’s disease) and was often in pain, but had no money for treatment. When he was able, he worked as a laborer for the Occupation army. In May 1946 Yasuoka’s father, an army veterinarian, was ﬁnally repatriated from his post overseas; it was his ﬁrst time living in Japan since August 1938. Despite his return, the family’s ﬁnancial situation grew ever more precarious. In December Yasuoka moved to Tokyo, ﬁnally fulﬁlling his vow to become a black marketeer. In November 1947 Yasuoka took a job as watchman for Occupationrequisitioned houses that were temporarily vacant, “because it was the only job I could ﬁnd where I could lie down most of the time.”5 He continued in this job until February 1949, graduating in the meantime from Keiô University’s literature department. By this time Yasuoka’s spinal tuberculosis was so painful that he was forced to turn his watchman job over to his father while he moved back home with his mother. For the next nine months he was conﬁned to bed with a plaster corset ﬁxed around his torso. In December of that year he regained some of his strength and began writing ﬁction from his sickbed. His ﬁrst stories were written one after another in the following years; at the same time he went back out to work at a variety of part-time jobs and spent time at home convalescing when 4 5
 
 Yasuoka, “Umi-iro no gaitô,” 150. Yasuoka, “Nenpyô,” 438.
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 the spinal tuberculosis was too painful. In 1954 Yasuoka’s recovery was ﬁnally complete: his illness was cured, and he got married in April. He later wrote that “my ‘postwar’ at any rate seems to have ended” in 1954.6 It was during these years of slow recuperation and inaction, 1949– 1954, that Yasuoka wrote the stories that were to launch his literary career. “Garasu no kutsu” (The glass slipper) was the ﬁrst to be published, in Mita Bungaku (# 6, 1951); it was nominated for the prestigious Akutagawa Prize. This was followed quickly by “Jinguru beru” ( Jingle bells, Bungakkai # 10, 1951), “Shukudai” (Homework, Bungakkai # 2, 1952), “Ga” (The moth, Bungakkai # 2, 1953; English translation 1984), “Hausu gaado” (House guard, Jijishinpô, March, 1953; winner of the Current Aﬀairs Literary Prize), “Inkina tanoshimi” (Dark pleasure, Shinchô, April 1953; English translation “Gloomy Pleasures” 1984), “Warui nakama” (Bad company, Gunzô, June 1953; English translation 1985), “Kenbu” (Sword dance, Bungakkai # 7, 1953), and “Kunshô” (The medal, 1953). Yasuoka was awarded the 1953 Akutagawa Prize for the stories “Dark Pleasure” and “Bad Company.”7 After the end of “his postwar” in 1954, Yasuoka went on to an extremely successful career in Japanese letters. In 1956 he published Tonsô (Flight), a darkly humorous novel chronicling his experiences in the army. His later work often took the form of longer and less humorous novels, such as the 1959 Kaihen no kôkei (A view by the sea; English translation 1984), about his mother’s conﬁnement in a mental institution and eventual death. In later years Yasuoka again opened up new territory in Japanese literature through his translation of Alex Haley’s Roots, and then his own search for an ancestral narrative, Ryûritan (1981), which won the Grand Prize for Japanese Literature. There are more than sixty-eight separate volumes of his stories, essays, and novels in print, three multi-volume compendia of his works, and twenty-seven multi-volume anthologies that have devoted a volume to Yasuoka’s writing. Rivaled only perhaps by Abe Kôbô, Yasuoka may well be the most highly acclaimed male writer of his generation. 6
 
 Yasuoka, “Nenpyô,” 439. The English translations of “Ga” (The moth) and “Inkina tanoshimi” (Gloomy pleasures) are in Yasuoka, A View by the Sea, trans. Kären Wigen. Wigen’s translation of “Warui nakama” (Bad company) is in Van C. Gessel and Tomone Matsumoto, eds., The Shôwa Anthology: Modern Japanese Short Stories, 1929–1961. (Tokyo: Kodansha International, 1985), 76–99. 7
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 “The Glass Slipper” and “House Guard” After his brief, unsuccessful stint in the army, Yasuoka spent the years of the Occupation in a position oddly apart from the ﬂow of normal society, isolated by his continuing illness, constricted by his plaster corset. If the Occupation was a time of “rehabilitation” and recovery for Japan in general, it was more immediately so for Yasuoka—a double recuperation of the body and the mind. It is not surprising, therefore, to ﬁnd that many of his early stories use the related themes of illness, isolation, powerlessness, and the struggle toward recovery to explore the meaning of the Occupation for Japan. Yasuoka does this largely through images and structural tropes of vision. In two of these stories, “The Glass Slipper” and “House Guard,” the protagonist is a watchman: his job is to use his powers of vision to guard and protect a vulnerable space. I discuss these two stories in tandem because their similarities and diﬀerences reveal interesting aspects of visual paradigms of power. In “Garasu no kutsu” (hereafter “The Glass Slipper”),8 the ﬁrstperson narrator, referred to throughout as Boku (“I”),9 is a student who has taken the job of night watchman at a riﬂe store in Nihonbashi shortly after the end of the war. He tells us that he took the job because it provides him with two meals a day and a place to spend the night. During the day he attends school in order to sleep at his desk there. Early in the story Boku meets Etsuko, a young Japanese 8 Kasahara Nobuo argues that the language of the ﬁnal scene of this short novel is particularly eﬀective at using physical sensation as a vehicle for expressing the humiliation so common in Yasuoka’s ﬁction from this period. Kasahara, “Yasuoka Shôtarô.” 9 Boku is a masculine ﬁrst-person pronoun meaning “I.” All of Yasuoka’s stories from this period (at least all the ones I discuss) are ﬁrst-person, and the narrator’s name is never revealed. This, plus the resemblance of voice and character among the narrators of the various stories, contributes to a sense of one narratorial persona who is consistent from one story to the next: not the same person, but the same persona. In addition, since many of these stories incorporate elements consistent with Yasuoka’s own biography, these works are classiﬁed by Japanese critics as shishôsetsu—that is, as more or less autobiographical narratives. Without attributing the thoughts and feelings of the narrator-protagonists of these stories to Yasuoka himself, it is still possible to infer a consistent persona at the center of these narratives, whose physical and family circumstances parallel Yasuoka’s closely but not exactly. (For example, the narrator’s father in “The Medal” is supposed to have died in the South Seas during the war; Yasuoka’s father was stationed there but came home alive.) For more on Yasuoka as a writer of shishôsetsu, see Alvis, “Fantasies of Guilt in the Narrative Fiction of Yasuoka Shôtarô.”
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 woman working as a maid for an American couple, Lieutenant Colonel Claygore and his wife, who live in one of the houses requisitioned by SCAP for Occupation personnel. The Claygores have left town for the summer, and Etsuko has been left alone to guard the house. She invites Boku to help her in this, and he acquiesces, spending his days “watching over” the Claygore house and his nights “guarding” the gun shop. In the second story, “House Guard,” the ﬁrst-person protagonist— again identiﬁed only as Boku—has taken the job of watchman for Occupation-requisitioned houses that are temporarily empty. Usually this involves actively protecting the houses by guarding against ﬁres and burglars, showing the houses to prospective foreign tenants, supervising the Japanese staﬀ, and so on. The Japanese director of the watchmen, “M,” ensconced unhappily in the basement of General Headquarters (GHQ ), impresses upon the house guards the gravity of their responsibility. Boku, however, is sent to watch full time over a half-burned house formerly occupied by a Russian embassy staﬀer. The narrator-protagonist in both stories is immediately ﬁgured as “one who watches,” and the point of that watching is to protect others, or at least the property of others. This is an active, powerful ﬁguration of “watching.” Although this act of watching is tied to duty (rather than being voluntary), it is ﬁgured as especially responsible and powerful precisely because it is not for one’s own sake but for the sake of others. This is enhanced at the beginning of both stories by the explicit association of the narrator with contemporary symbols of power—in “The Glass Slipper” with the guns of the riﬂe store,10 and in “House Guard” by the fact that the narrator is employed directly by GHQ, which is headed by that military toughguy icon, Douglas MacArthur. In both stories, however, that powerful ﬁguration is soon hollowed out by the narrator himself. The narrator of “The Glass Slipper” explains:
 
 10
 
 Two early SCAP memoranda mandated the collection of all guns, long knives, and swords in the possession of private citizens, just as the demobilized soldiers had had all such weapons conﬁscated. (Those who used hunting riﬂes for their food or livelihood were excepted.) Members of the Occupation forces were, however, allowed to possess weapons privately for sport or other purposes. By the later years of the Occupation, such restrictions on Japanese gun-ownership were gradually relaxed. Nonetheless, the association of this narrator with the riﬂe store indicates a powerful and Occupation-identiﬁed characterization (see Occupation Documents, Vol. II: 133, 135).
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 Hired to be night watchman at the N Gun Store, my function was to be vigilant against burglary or ﬁre. But that wasn’t really my job. I was just like the two thermometers hanging on the ammunition room door. You can’t detect a ﬁre by reading a thermometer, and as for the courage to ﬁght oﬀ a trespassing thief—I didn’t have it. All I could do was wait for the ﬁre or burglary to happen. (“The Glass Slipper,” 10–11)11
 
 In “House Guard,” too, the forceful, responsibility-laden job of guarding foreign residences is undermined. Since his assigned house is already half-burned, Boku has no need to watch out for ﬁres, nor are there any possessions to be stolen or staﬀ to be supervised. Boku lies around all day, dozing or reading, while the house slowly crumbles around him from the eﬀects of the ﬁre. Despite their impressive job titles, therefore, these narrators are not active guardians of vulnerable spaces; rather, they are passive inhabitants of spaces that provide them with sustenance. As the stories proceed, we realize that this sustenance is not conﬁned to a salary with which to support life; rather, it includes a paradisial provision of abundant, delicious food (purchased and prepared by someone else), charming female companionship and attention (with increasing sexual overtones), physical comfort, and a psychological safety or stability that has long been missing from the narrator’s life. The two Bokus have returned to a particularly adult-oriented (and heterosexualmale-oriented) womb. And like infants in the womb, far from doing much “looking” from their insulated environments, they do their best to ignore the outside world. In familiar psychoanalytic terms, we might consider these narrators to be in a situation of pre-oedipal bliss, basking exclusively in the dyadic, mutually pleasurable motherchild look, safe from the prohibitory gaze of the oedipal father. The narrator of “The Glass Slipper” likens his time with Etsuko in the Americans’ house to the summer vacations of childhood, idyllic days of freedom and indulgence shadowed only by the certainty of their eventual end. After their ﬁrst meeting, Boku and Etsuko settle into a comfortable daily rhythm. While Boku naps in the Claygores’ house after his night of “guard duty” at the store, Etsuko cooks for 11 All translations are mine. Yasuoka uses a number of unusual combinations of punctuation in his stories from this period; I have reproduced those exactly in my translations. All ellipsis marks (which Yasuoka uses frequently) are in the original Japanese unless they are set oﬀ by square brackets. These stories are taken from the ﬁrst volume of the Yasuoka Shôtarô shû (Tokyo: Iwanami shoten, 1986); page numbers are noted in the text.
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 him. When he wakes up, they amuse themselves together until it is time for him to return to the gun store. Etsuko is childish and playful. At her suggestion they spend their days “playing train” in an alcove oﬀ the living room, a small, dark, richly carpeted space with a pretty fake ﬁre that gives oﬀ light but no heat. Although they always start out on the facing plush benches, they usually end up on the rug in between, lying side by side in the glowing darkness. At these moments Boku remembers the one time he kissed Etsuko—on the earlobe—and her sweet milky smell. Despite his desire to increase their intimacy, he does not reach out for her. Another favorite game is hide-and-seek, using all parts of the house “as if it were our own.” One afternoon Boku ﬁnds a particularly successful hiding place: he climbs inside the huge “ﬁeld operations water bag” hanging on the back of the storage room door. After peeking through the seam of the bag, watching Etsuko’s puzzlement at his complete disappearance, Boku falls asleep in his womb-insidea-womb. When he ﬁnally emerges, Etsuko, who has been frustrated by his long absence, teases him with a cream-covered jello pie she has made. Although she at ﬁrst refuses to share it with him, they end up eating it with hands and mouths from opposite sides, meeting in the middle in an orgy of jello, cream, and kisses. This utopic combination of a return to the womb and playful sexuality is the apex of Boku’s “summer vacation” pleasure. This idyllic playland is echoed by the situation of Boku in “House Guard.” Although the requisitioned house is mostly destroyed, the large ﬁrst-ﬂoor room is intact and quite comfortable, equipped with all the appliances Boku might need, except for a telephone. Because there is no phone, Boku’s Japanese supervisor “M”—stuck unhappily in the basement of GHQ and surrounded, we are told, by “huge” American soldiers—has no way to check on Boku’s work except through spot inspections. The young Japanese maid of an Italian family across the street takes a liking to Boku and brings him three meals a day—the leftovers of the meals she prepares for the Italians.12 This “beautiful and sweet” maid, Chako-chan, ﬂirts with Boku and expresses hurt whenever he 12 Michael Molasky writes insightfully about the role of Japanese maids in the ﬁction (particularly that coming out of Okinawa) produced in later years looking back on the Occupation; see his American Occupation of Japan and Okinawa, especially pages 40–44.
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 fails to ﬁnish the huge, rich meals she brings. It is signiﬁcant that she brings these meals over and produces them from under her apron, underscoring the link between the female’s provision of food and of sex.13 The one threat to Boku’s comfortable existence is the chance of inspection by his GHQ supervisors. When he had been assigned to Occupation-requisitioned houses previously, inspectors had frequently come by to check on the assiduousness of his “guarding.” Boku likens this to a game of hide-andseek, with the inspector as “It.” If caught by the inspector in even the most minor infraction of the complex rules, one risked immediate dismissal. Despite the tension this produced in the house guards, Boku emphasizes the fun involved in outwitting the inspectors. Living now in the half-burned ruins of the Russian’s house, Boku feels like a child hiding breathlessly from seekers who never come looking for him. He feels abandoned and forgotten. At the same time, not wishing to lose his comfortable position, he looks out the window every time he hears a jeep, in case the inspectors have ﬁnally remembered him. In both stories, then, the narrator is “hiding” in his womb-like security. Both Bokus know that it will not last, but both do all they can to maintain the paradise as long as possible. They strive to make themselves invisible; at the same time, the potential price of that invisibility—being forgotten, falling completely out of the structures of meaning—haunts them.14 The realm of signiﬁcation is a post-oedipal, adult development—these narrators must choose between preoedipal bliss accompanied by meaninglessness and obscurity, and post-oedipal adult identity. It is signiﬁcant that the protagonists of both stories are never shown taking their turn as “It” (oni, literally, “the demon”); despite the diﬀerence in their situations, they are both ﬁgured only as passive participants (kakurenbô, literally, “the hidden”) in the game of hide-and-seek. In another sense, however, they are extremely active— active in hiding so eﬀectively that their passive security is not noticed 13 “Mado o akeru to, kanojo wa epuron no shita kara, ringo ya gyûnyû ya chiizu ya yude tamago o toridashite madowaku no ue ni noberu.” (When I opened the window, she would take food out from under her apron and line it up on the windowsill: an apple or milk or cheese or boiled eggs.) Yasuoka, “Hausu gaado,” 124. 14 “Kô naru to, okashi-na mono de, moshika suru to GHQ no hô demo boku no koto wa mô wasurete shimatta no de wa nai ka to iu tawainai ginen . . . to [iu] . . . ki ga shitari mo shita” (Under the circumstances, strange as it may seem, I began to feel a slight sense of worry that perhaps at GHQ they had forgotten all about me. . . .). Yasuoka, “Hausu gaado,” 123.
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 and taken away. Although this appears at ﬁrst to be similar to the act of “passing” (discussed in Chapter 3), it is more an act of evasion, of shunning the new structures of signiﬁcation in which these narrators ﬁnd themselves dispossessed. For the narrator of “The Glass Slipper,” hide-and-seek is not a metaphor but a game that he and Etsuko actually play. For him its chief irony lies in the fact that although he and Etsuko are too old for such childish amusements, they are united in (temporarily) suspending the social rules that forbid infantile indulgence. (This is the way he interprets the game; Etsuko seems oblivious to any irony or incongruity.) It is diﬃcult for the reader to forget, however, that the warm, cozy, womb-like house in which Boku hides so successfully in fact belongs to the Occupation authorities. The womb-inside-a-womb (the ﬁeld operations water bag) in which Boku hides most successfully is even part of the military equipment of the former enemy. Though Boku may be aware only of Etsuko as the It who comes looking for him, the reader cannot help but be conscious of the much larger and more powerful supervisory authority that will surely return to ﬁnd Boku in his secure hiding place. For the narrator of “House Guard,” the game of hide-and-seek functions explicitly as a metaphor. His situation keeps him constantly aware of the overarching supervisory powers of GHQ. He is more conscious than the narrator of “The Glass Slipper” of his position being only temporarily outside the surveillant gaze of the current epistemic authority. Nevertheless, he takes the game, as he imagines himself to be playing it, to a new level. In this version of hide-andseek, the person in hiding adds active powers of vision-for-pleasure to his role. Besides peeking out through the curtains to guard against spot inspections, Boku spends his days entertaining himself by watching his neighbors—Russian women and children and their Japanese servants—from his windows. This observation gives him a powerful sense that the Russian national character is much closer to the Japanese than the Japanese character is to the American or British; he conceives a fondness for the Russians surrounding his tumbledown hiding place (although he never speaks to them). The title “The Glass Slipper” is a reference to the Cinderella story. Boku remarks more than once that the clock is steadily approaching midnight, at which time the “ball” will inevitably end. He is aware that the paradise he inhabits is transitory, his possession of
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 the house, and of Etsuko, illusory. Though he spends most of the summer in denial of this realization, a time comes when he can no longer pretend. He sees Etsuko eating crumbled crackers with milk— the only items left on the formerly crammed pantry shelves. The once-plentiful food supply has been reduced to almost nothing, just as the time remaining is almost gone. (As we shall see, food functions as metonymic replacement for various kinds of abundance— particularly the abundance of personal prerogatives—throughout Occupation ﬁction.) Boku imagines that if he restocks the pantry shelves, his time in that house with Etsuko will magically lengthen. Accordingly, he goes shopping. As he trudges back up the hill with his arms full of grocery bags, Boku is confronted by an unexpected sight: the Claygores’ station wagon and a U.S. Army truck delivering their luggage. His ﬁrst impulse is to ﬂee, but the heavy grocery bags impel him toward the house: Lieutenant Colonel Claygore was standing on the porch in his uniform, and with pipe in hand was supervising the unloading of large and small boxes from the truck. Forcibly quelling my hesitant spirit, I went through the gate. —U.S. . . . the white signboard announcing this as a commandeered domicile smote me in the eyes as if for the ﬁrst time. Picking up my feet, I called out in a loud voice. “Guudo mooningu!” The Lieutenant Colonel didn’t answer. His digniﬁed face with its heavy eyebrows twisted with suspicion as he looked at me. That was enough to defeat me. I had blown it. It was two o’clock in the afternoon. As I pictured the thick hands of the electric clock that I had glimpsed in the station, I felt extraordinarily embarrassed. At the same time horror assailed me with tremendous force, and I turned and ran, half tumbling down the hill as I made my escape. (“The Glass Slipper,” 19–20)
 
 The ticking clock, heading toward midnight, has been Boku’s only image so far of the authority that threatens to expel him from paradise. Now a similar clock has been the means of his ﬁnal expulsion. He has heretofore suppressed any explicit thought about the Claygores, the U.S. Army, or the Occupation. The fact that the “womb” he has found does not belong to him, and does not even belong to his country, is something he has not faced. Back in the gun shop that night, he does face these facts:
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 chapter four At this point I ﬁnally realized that the small wooden signboard on which were etched the numbers of the commandeered domicile indicated that both in name and in fact this was a possession that had fallen into the hands of the wartime enemy. I walked around and around the shop. There was no longer anything to wait for. The mountains of cartridges not yet packed with gunpowder, stacked in a pyramid, the blanks used at sporting events, the wooden waterfowl used as decoys. . . . My gaze slid blankly over these objects. (“The Glass Slipper,” 20)
 
 Boku has been confronted with “the gaze”; the silent Lieutenant Colonel with his threatening eyebrows is standing in for the absolutely empowered gaze of the occupying forces. The U.S. Army truck and the “small wooden signboard” are further visual signs of an outside authority that cannot be challenged. As Boku internalizes this gaze, he sees the world (including himself ) “through” it. This is one of the immediate eﬀects of the internalized gaze, as we saw in the preceding chapter. And what he sees in this instant is signiﬁcant: notyet-loaded cartridges, blanks, and decoys. Boku’s earlier sexual fantasies about Etsuko have been structured around images from the riﬂe shop, and these fantasies have ended repeatedly with the image of ﬂying bullets. Although Boku and Etsuko have rolled around on the ﬂoor together and kissed occasionally, no more speciﬁcally sexual business has ever resulted. Boku’s frustration has led him to fantasize orgasms in the image of “spurting ammunition.”15 Now, however, that ammunition is seen to be impotent (empty shells), noisy but ineﬀective (blanks), only a stand-in for the real thing (decoys). Even Boku’s vision, his own “gaze” as he looks at his surroundings, can only “slide blankly” over the objects. He has returned to being “no diﬀerent from the thermometers hanging on the ammunition room door”: his power has been evacuated; he only registers, he does not see. Before discussing the end of “The Glass Slipper,” let me return to “House Guard.” Unlike the narrator of “Glass Slipper,” willfully repressing awareness of the authoritative gaze for as long as possible, the narrator of “House Guard” remains constantly aware of the surveillant potential of the inspectors. On ﬁrst arriving at the burnt-out 15 In case this gives the impression that Boku’s sexual feelings toward Etsuko are excessively aggressive or hostile, I should point out that she is not being “shot at” in these fantasies. In fact, she is often conﬂated with the riﬂes lining the walls of the shop, over which Boku likes to rub his hands, enjoying their long, cool, smooth curves. The “spurting ammunition” may therefore be hers, too.
 
 vision in fiction
 
 115
 
 house, he had noticed the usual signboard announcing it as a SCAPrequisitioned dwelling, and had been overcome by an “oppressive, dark feeling” (“House Guard,” 120). In “The Glass Slipper” the occupying authority is temporarily absent, and Boku merely refuses to acknowledge the inevitability of its return (in the person of Lieutenant Colonel Claygore). In “House Guard,” the narrator seems to be unaccustomedly free of the surveillant gaze in his tumbledown house, but is aware that this might be only a ploy on the part of the invisible panoptic authority; the GHQ inspectors could choose to turn their gaze on him at any time. He defends himself, however, with his own act of looking—peering from behind the curtains whenever a jeep drives up. As soon as he sees the letters U.S.S.R. rather than U.S., he relaxes, knowing the jeep belongs to the Russian diplomat living next door. In “House Guard,” therefore, the Japanese protagonist’s “look” is proactive to an extent—he uses his powers of vision to protect himself and retain his cozy invisibility, and even manages to turn the act of “looking” into a source of pleasure.16 Unfortunately for the house guard, the distribution of power in this context is not simply split between a single all-powerful, gazing supervisor (U.S.-identiﬁed) and the single vulnerable object of vision ( Japan-identiﬁed); there is a third term in the equation. Moskarioﬀ, the Russian diplomat next door, is also sensitive to the possibility that he is the object of SCAP’s surveillant gaze, despite Russia’s ostensible position of authority in the Occupation’s Allied coalition. Moskarioﬀ knows that Boku has been sent from GHQ to “watch over” a tumbledown, half-burned ruin of a house. Naturally he assumes that Boku is U.S.-identiﬁed and is spying on him. Moskarioﬀ sends his Japanese houseman, Shige, to complain about how Boku always peers out the window when Moskarioﬀ arrives home at night. Although Boku is mightily amused at the vision of himself as “Secret Agent Number something or other,” he is able to sympathize with Moskarioﬀ ’s paranoia because of his own vulnerable position as “object of the gaze.” He promises Shige that he will no longer look out the window when Moskarioﬀ comes home. Boku has become so convinced that GHQ has forgotten him that the promise does not cause him too much disquiet.
 
 16 As suggested in Chapter 3, because it is embodied and subjective, the “look” carries with it memory, desire, and the possibilities of resistance and pleasure. See Silverman, “What is a Camera?” 38–42.
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 The Italian family’s maid, Chako-chan, wants to spend her birthday with Boku. He agrees, but of course cannot leave the house. She brings over the makings of a feast and transforms his comfortable but dingy room: she overturns drawers from a large chest, stacks them, covers the top with a starched white tablecloth, and adds red and white roses in an empty whisky bottle. With food and wine on the “table,” the room is astonishingly elegant. Chako-chan changes into a beautiful ﬂowery dress: “This is a surprise.” She giggled. “If you married me it would be like this every day.” We sat down opposite each other and put our napkins in our laps. After we had passed the wine back and forth a bit, the child-like hardness left her face, her eyelashes sparkled as if wet, and her cheeks became faintly pink. Under the soft cloth of her dress I could see her chest moving. Putting a record on the portable record player she had borrowed from a neighbor, she stood up and said, “You want to dance?”—that’s when it happened. There was the sound of a jeep at the gate. “What’s the matter?” Evidently I had gone pale. Seeing me like that she was startled. “No, it’s nothing.” As I said this, even though I tried to stop myself, my eyes turned inexorably to the window. She went lightly over to it. Then she raised the curtain slightly. “It’s Mr. Moskarioﬀ.” (“House Guard,” 132)
 
 The Russian is furious that he has been spied on once again. He pounds on the front door, not giving Boku a chance to say anything as he screams horrible threats in his odd but understandable Japanese. Boku realizes that it would do no good to explain that this time “the look” has been Chako-chan’s: for Moskarioﬀ it is the look itself— the fact of being under surveillance—that is oﬀensive, rather than the speciﬁc identity or intent of the person behind it. When he leaves and Boku turns back to the room, Chako-chan is gone: She probably ran out the back door in terror. . . . The dirty plates on the exposed silent table abruptly made me feel the melancholy of being alone. At one blow the light-hearted mood had unexpectedly evaporated, and the cheerful table suddenly began to look like nothing more than a dresser drawer turned upside down; at the same time my face, which had been burning with terror and astonishment, began to grow cool . . . whereupon the things the Russian had just done and said ﬂowed clearly into my mind like water.
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 “Next time you look out at me, you, you’ll become beefsteak, you get it?” These laughable but terrifying words ensnared me in a sense of unbearable humiliation. What was more, since this was an enemy I couldn’t possibly take on, this feeling was just going to continue eating away at my heart. (“House Guard,” 134)
 
 Once again, a young Japanese man’s (potential) possession of adult male prerogatives—a charming and acquiescent woman, superb food, and the trappings of an elegant life—is instantly defeated by the power structures of the gaze. It is signiﬁcant that a foreign man— Claygore or Moskarioﬀ—has the power to dispossess the Japanese man of his prerogatives, and that this happens just as the Japanese man is on the verge of sexually possessing the Japanese woman. It is also signiﬁcant that this paradigm is framed in visual terms, lending weight to the idea that visuality is one of the most eﬀective cognitive domains for expressing the experience of diﬀerential power. In addition, we see through these narrative explorations of vision and power that gaze theory is somewhat simplistic compared to the power dynamics of Occupation Japan. Rather than the dyadic relationship explored in most theory, with one empowered and one disempowered population—male and female, or white and black, for example—Yasuoka’s stories explore the work of the gaze within the intersecting contexts of race and gender or the multiple relationships of national aﬃliation in occupied Japan. Neither story ends, however, at the moment of dispossession. Both go on to show the extended eﬀects of the sudden internalization of the authoritative gaze. “The Glass Slipper” ends when Etsuko comes to the gun shop to ﬁnd Boku, the day after his encounter with Lieutenant Colonel Claygore. She has come to report that the Claygores have left for Nikkô, for a few more days of holiday. Boku is elated: I felt as if I’d been handed the glass slipper. The two days we had now been granted were like the glass slipper accidentally left behind as I ﬂed from the former vacation. . . . This would be the thing that would return to me all that I had lost. (“The Glass Slipper,” 21)
 
 For Boku, the recovery of what he has lost can take only one form: the full possession of Etsuko.17 He leads her to a sofa in the back of the 17 In Chapters 7 and 10 I discuss in greater detail how sexual possession of a Japanese woman functions metonymically for possession of all sorts of male “prerogatives.”
 
 118
 
 chapter four
 
 shop and puts his hand under her skirt. Boku is astonished by Etsuko’s resistance, despite the fact that she has always resisted all sexual advances beyond kissing. For Etsuko nothing has changed, but for Boku the stakes are now much higher: before, the sexual play was a game; now it represents his identity, his place, in the new epistemic hierarchy. His astonishment at her resistance is replaced by shame and then by rage. When he again attacks her, trying forcibly to lift her skirt, and she again resists him, Boku is suddenly drained of his anger: Etsuko was lying on her side with both eyes wide open, like a shattered doll that had been cast aside. Her slim calf was hanging limply from below her skirt as if it were broken. . . . Seeing her like that I began to feel confused, like a squadron suddenly ordered to change formation during wartime. (“The Glass Slipper,” 23)
 
 Boku realizes that his increasing desires over the course of the summer vacation have led him to misinterpret Etsuko’s intentions: she is as innocent and childish as he had thought her when they ﬁrst met. But this also signals his ultimate defeat by the forces represented by Lieutenant Colonel Claygore. If Boku cannot possess Etsuko, then there is no way to counter those “Keep Oﬀ ” signs posted by the enemy. He must submit to the new power conﬁguration, as represented by the visual markers of those signs standing in for the “Occupation gaze.” In defeat, Boku only wishes for Etsuko to leave: I got up, led her to the mirror, and turned on the light. This kindness in going along with her wishes now paradoxically meant parting from her. As I looked at Etsuko’s thin ﬁgure from the back under the glittering light, the crease in her dress between the prominent shoulder blades struck me as unbearably pathetic. (“The Glass Slipper,” 24)
 
 Although Etsuko wants to go on as if nothing has happened, Boku refuses. He spends the rest of his time aimlessly at the gun shop. The story ends as Boku suddenly picks up the silent telephone receiver on his desk and presses it to his ear. He listens intently, on and on, to the meaningless high-pitched whine of the empty line, “entranced,” he says, “by the pleasure of being deceived.” Having fully internalized the Occupation gaze through this second “defeat,” Boku can no longer deceive himself about the utopic possibilities of life with Etsuko. She has returned to being what she was when he ﬁrst saw her: a pale, thin, vulnerable girl. (At their
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 ﬁrst meeting she had reminded him of a “white sheep eating paper.”) And he has returned to being what he was: a homeless, dispossessed young Japanese man in a society where epistemic authority rests in the hands of the wartime enemy. The only prerogative that remains is “the pleasure of being deceived.”18 “House Guard” ends in a similar way. Although Chako-chan continues to bring food for Boku to eat, he refuses to accept it and soon she leaves him alone. (“After that incident, just the sight of Chako-chan’s face made me terribly depressed, and I refused all the feasts she brought over for me each morning”; 134.) The Boku of “The Glass Slipper” found that the riﬂes he had formerly taken pleasure in were evacuated of meaning once he had met the gaze of Lieutenant Colonel Claygore. The Boku of “House Guard” had taken a similar pleasure in the comfort of the “burnt-out” house; now, however, it has become nothing more than a crumbling ruin. In contrast to his former comfortable idleness, he now feels an overwhelming dreariness and lassitude in his job guarding the crumbling house. When its original Japanese owner comes by to moan about its steady deterioration, Boku—who has heretofore always commiserated with him—now answers coldly: “There is absolutely no point in telling me that you wish that the roof, at least, would be repaired. Please go to the oﬃce and talk to the person who handles these things.” I imagine this demeanor would be more satisfying to Mr. M, our director, down in the basement of the GHQ building. (“House Guard,” 135)
 
 The Boku of “House Guard” has here given in to the arrangement of power in this new context, accepting the triangulation of power relations among the Japanese, Russians, and Americans, and has taken up his appropriate position in that structure. He is U.S.-identiﬁed against the Russians (despite his earlier sense of aﬃnity between Russians and Japanese), and also U.S.-identiﬁed against the dispossessed Japanese owner of the house. His only “Japanese” identiﬁcation is with the co-opted Mr. M (despite his earlier sadistic amusement when picturing M “surrounded by huge American soldiers”). This 18 It is no doubt signiﬁcant that the story opens and closes with an audial, rather than visual, paradigm: it opens with Boku’s phone coversations with Etsuko and closes with his intent attention to an empty phone line. This suggests a hierarchy between the domains of vision and hearing, similar to the genital vs. oral hierarchy discussed below and in the conclusion of this chapter.
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 understanding of his place does not give him a proactive, positive identity that he can use to develop a relationship with Chako-chan. It only dispossesses, it does not empower. Thus the sight of Chakochan’s face only reminds him of that disempowerment. Instead of being free to observe the international community (here represented by Americans, Russians, and Italians) and choose aﬃliations and loyalties, Boku ﬁnds that the relative positioning of “Japan” (and “Russia” and “Italy”) in Occupation discourse is already determined. Each of these stories takes its narrator through a similar progress in his relationship to the gaze. In each case Boku starts out identiﬁed with an icon of visual power: the watchman guarding the vulnerable. And by the end of each story Boku discovers himself to be not the proactive watcher but the object of someone else’s absolutely empowered gaze. In both stories Boku eventually discovers himself to be the prisoner locked in the panoptic cell, the object of an unremitting surveillance that he has previously failed to acknowledge. Even the “look” that has given each Boku pleasure—peering out of the womb-like hiding place at Etsuko in “The Glass Slipper,” or out the windows at the Russian neighbors in “House Guard”—is preempted at the end of each story by the visual economy of power in life under occupation. There is another progression common to the two stories as well. In the beginning of each, the narrator likens himself to a passive visual “register”: a thermometer, or one who simply watches the gradual disintegration of his lodging. As Carol Clover has pointed out, “vision” has long been ﬁgured as having both an outward-reaching, active, even assaultive aspect and a soft, vulnerable, penetrable aspect. This latter is in force when we think of sights as “striking the eye” (compare me ni fureru, me ni utsu, etc.), or when we think about visual “imprints” on the retina (or whatever other structure we choose to identify with this receptive, “malleable” capacity of vision).19 The narrators of “The Glass Slipper” and “House Guard” immediately repudiate identiﬁcation with the active visual icons, and admit readily to their identiﬁcation with this second paradigm: they are “organs of vision” that register the information that comes to them, rather than seekers of visual information. (This is clearly related to their identiﬁcation as “the hidden”—the kakurenbô—rather than as
 
 19
 
 Clover, Men, Women, and Chain Saws, chap. 4, “The Eye of Horror.”
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 the “seekers”—the oni—in the game of hide-and-seek.) This would seem a suﬃciently “humble,” and therefore stable and safe, self-identiﬁcation for young men under foreign occupation. But by the end of the stories, both protagonists come to know what “occupation” really means. Both narrators internalize the authoritative gaze; they become inhabited by it; so that “it” looks out of their eyes and controls what they see, revealing the Japan-identiﬁed world in all its destitution and disempowerment. This is a particularly gendered reaction to the eﬀects of foreign occupation. The men in these stories undergo their epistemic crises through the women, in a way. The women, in contrast, do not change their attitudes toward the men, despite the near-rape in “The Glass Slipper” and the destruction of the birthday party in “House Guard.” From the point of view of the male protagonists, the Japanese women are almost complicit with these new paradigms, at least in failing even to see what those paradigms are, how they are aﬀecting the men. But from the females’ point of view, what counts is the personal relationship. Because they do not experience themselves as items to be possessed by the epistemically stronger male, they do not see what the problem is: neither Etsuko nor Chako-chan can understand why Boku no longer “wants” her. “Dark Pleasure”: Controlling the Mirror But what if the object began to speak? Luce Irigaray Speculum of the Other Woman
 
 If “The Glass Slipper” and “House Guard” are narratives of (ultimately unsuccessful) struggle against acceptance of the visual power structures of occupied Japan, then “Inkina tanoshimi” (hereafter “Dark Pleasure”) is a narrative of the next step: in this story, the narrator-protagonist is a man who seems fully aware and accepting of his identity as “object” of the gaze of the empowered other.20 Far from struggling against this identiﬁcation, he seems to relish it. As the title of the story implies, the protagonist of “Dark Pleasure” takes
 
 20 Kasahara discusses the techniques by which Yasuoka conveys “humiliation” in “Inkina tanoshimi” (Dark pleasure) in his previously cited essay “Yasuoka Shôtarô.” Morota’s “Yasuoka Shôtarô ni okeru jigyaku no imi” primarily addresses the later work Kaihen no kôkei (A view by the sea), but suggests that many of the same points could be made about “Inkina tanoshimi.”
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 a masochistic pleasure in submitting himself to the Occupationidentiﬁed gaze. Rather than trying to “pass” or to hide from the current structures of power, this ﬁrst-person narrator goes to some little trouble to expose himself repeatedly to the experience of being “other” to the centers of epistemic control. But even in this seemingly stable narrative context—what can one lose, after all, if one has already accepted disempowerment?—Yasuoka manages to explore the painful ramiﬁcations of the visual paradigms of Occupation-period discourse. The narrator-protagonist in this case (again ﬁrst-person, but this time “Watashi”)21 is a young man in his mid-twenties who sustained a back injury during the war that has led to spinal tuberculosis. This has left him unable to work, and he must wear a plaster jacket or corset under his clothes. He receives a disability allowance from the government that has to be picked up once a month from the prefectural oﬃces in Yokohama, about an hour by train from the coastal town where he lives with his parents. The entire narrative consists of descriptions of his experiences in Yokohama on the days he goes to pick up his money. The story divides into two parts. The ﬁrst is a general overview of his situation, who he is, and what he usually does and feels on his monthly trips to the city. The second part, which ﬁlls a little less than half of the narrative space, is a recounting of what happened to him on one particular day there. Watashi begins by explaining his feelings of fraud about his disability allowance. The monthly amount is not great—2,000 yen— but because he is by nature such a bungler and has never had a real job in his life, he wonders whether he would ever be able to earn such a sum. If not, then the money—meant as compensation for the salary he is unable to earn because of his injury—is his under false pretenses, Watashi explains. He goes on to describe the terrible anxiety he feels every time he makes the trip to Yokohama. Part of this is due to the fact that he cannot be sure that he will actually get his money: the slightest imperfection in the required documents will be used by the prefectural clerks as an excuse to deny him the allowance. But he describes a far greater source of anxiety: 21 Watashi is a ﬁrst-person pronoun that refers equally to men or women; it is less masculine and more formal than Boku (see note 9 above) and suggests a somewhat more mature narrator.
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 It is the fear that today when I arrive at the prefectural oﬃce the illness might quietly ﬂee my body, and there, obvious to everyone, would be a man who is the very picture of health. If this were to happen, I wonder what would become of me? —So, how is your health? The clerk asks me this kind of thing only when he’s in an extremely good mood. But then in a moment, like someone who has discovered a cigarette burn in a pawned overcoat, he would surely become angry and stare into my face. While straining desperately to ﬁgure out how to explain the miracle that has just occurred inside my body to the clerk, who is suspicious of me even on the best of days, my cheeks would grow ever richer with the glow of perfect health. (“Dark Pleasure,” 140)22
 
 This would be disastrous, Watashi explains, because he would then be unable to receive his allowance. He must ensure that the visual image he projects will be consonant with the correct “screen”—that is, the position he occupies in the current structure: injured and dependent. The attested fact of his illness is not suﬃcient; the appearance of illness is also required. In this, Watashi’s body and his mind are at odds. His “whole body, contrary to [his] will, is waiting expectantly for the illness’s miraculous departure” (140–141). Yet even this wish to be well makes Watashi feel guilty, as if he were suspected of a crime. To ensure that this inconvenient miracle does not occur, the narrator, already tired from his train trip to Yokohama, undertakes the steep uphill walk to the oﬃce at a very fast pace. He keeps his head down to make breathing even more diﬃcult and purposely allows passing cars to splash him with muddy water, all to present a visual image that matches the oﬃcials’ expectations: When I reach the room for Disaster Allowances I am already half dead from hoping so hard that I will be the very personiﬁcation of illness, but on top of that there is one woman there who particularly terriﬁes me. . . . As I climb the clanging staircase I always hope that she won’t be in, but when I open the door, there she is. . . . Her black eyes, overhung by thick brows, together with her large red mouth, entirely ﬁll her broad face, and although she uses makeup unsuitable to her age, she can’t be more than eighteen. Even if the rest of the clerks are not there, she invariably is. Until I am handed the few pieces of currency—which takes at least forty or ﬁfty minutes, and if 22 All quotations are from Yasuoka Shôtarô, “Inkina tanoshimi,” in Yasuoka, Yasuoka Shôtarô shu, 1: 137–153. Page numbers are cited in the text. Kären Wigen has published an extremely readable translation of this story in Yasuoka, A View by the Sea. The translations here, however, are mine.
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 chapter four I’m unlucky up to two hours—I remain exposed the entire time to her piercing gaze (which seems to gleam all the more in the darkness of the room). . . . (“Dark Pleasure,” 141–142)
 
 Watashi then describes the clerk in charge, K, a fortyish man in a soiled black suit. While he is supposed to be inspecting Watashi’s documents, K constantly jumps up to perform various small errands in the room: His movements ﬂow and then abruptly stop, uncertain, like those of a gear wheel that doesn’t quite mesh. His inability to remain still communicates itself to me, and increases the apprehension I’m already suﬀering, so that each time his movements change my pulse seems to stop and my body grow cold. Slipping a hand in the opening of my shirt I press my heart above the plaster corset, and look about me unsteadily. And then she narrows her eyes and stares at me. . . . Those eyes turn me into a fake, a beggar, a false cripple. (“Dark Pleasure,” 142–143)
 
 Watashi is at the mercy of the infective inﬂuence of K’s odd movements and the invasive, deﬁning gaze of the young woman clerk. But, feeble as he is, he is not entirely without strategies of resistance. He tells himself that conjuring up a lewd image of the young woman will give him power over her: I try to visualize the secret parts of her body. But it’s no use. . . . Inside my trouser pocket I rub together the thick pads of my thumb and foreﬁnger sticky with sweat, and strain after her image, but I can’t conjure up even one piece of her underclothes. She, with her chin on her hands and red-painted lips curled in a sneer, looks at me with unblinking eyes—her eyes defeat all my eﬀorts before they even get going. (“Dark Pleasure,” 143)
 
 Even when Watashi ﬁnally receives his money, his ordeal is not over: “As I turn and begin to walk toward the exit, I feel myself pierced, on my back, on my buttocks, on the back of my head, by countless painless needles. . . .” (143). In the “vision wars,” this man is completely outclassed by the young Japanese female clerk. Her gaze has the power to deﬁne him (as a fake), to preempt all his attempts to use his own visual capacities to deﬁne her as object (of desire or lust), and even to pierce the integrity of his body boundaries (with her gaze). The aggregate result is again a feeling within Watashi of being false, a thief, caught red-handed. Watashi is by no means unaware of the pathetic nature of his self-description and even provides an explanation of his own masochistic tendencies:
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 Sometimes I wonder if I really want the money badly enough to go through all this. Of course, you can never have too much money. And it will all be spent by Mother for rice and sardines, or candy. It’s necessary. So I have no choice but to endure the terrible anguish of going to the prefectural oﬃce to get it. . . . That’s it, isn’t it? Well, no, that’s a lie. As long as someone takes my oﬃcial seal, there’s no need for me to go in person. So why do I go? [. . .] When you get right down to it, I just don’t know why I do it. I go because I want to go. The fact is that I, resolutely and on purpose, dredge up these feelings of servility and cram my whole body with humiliation before I return home. And although I say I hate it, although I worry anxiously about it, the truth is that I wait impatiently for the day to come. It is my dark pleasure. (“Dark Pleasure,” 144)
 
 But even for this dedicated masochist, the trip to Yokohama does allow some active attempts to provide himself with more positive pleasure. Once outside the Disaster Allowance Oﬃce, he runs all the way back down the hill to Yokohama, which he describes as a city ﬁlled with all the provisions of possibility and desire. Since he may not spend the money he has been allotted, many of his pleasures take the form of purely visual gratiﬁcation: I stand in front of a grocery store display window, which has been polished until it glitters. . . . Glossy sausages dangle suspended, bone-in hams recline on their sides, dressed with celery and lettuce leaves, all pillowed on chilled piping. I gaze at them transﬁxed. On and on I stare, until it seems the thick glass would melt. And then the hams, showing bright cross-sections of white bone and pink meat, and the sausages stuﬀed to the bursting point swirl with life force in the plump oily ﬂesh; they look like a trunk and chest severed just moments before. Then they begin to move. Slowly they move to a point right in front of my face, or else swing back and forth on a trapeze, just grazing the tip of my nose. At these times I experience an inexpressibly pleasant sensation . . . as my meager stomach contracts upward from dismay. . . . Or perhaps my pleasure comes from the fact that—standing here with my nose pressed up against the glass—I am perfectly visible to the passersby. (“Dark Pleasure,” 145)
 
 Here, at least, Watashi’s desiring look seems to have the power to transform reality, causing the inaccessible foods to dance before him. But he is also aware of himself as an object of the gaze, as he was in the prefectural oﬃces. In this case, however, it brings him pleasure to imagine that he is watched. The pleasure is nonetheless undeniably a masochistic one, related as it is to the dismayed contraction of his empty stomach.
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 Watashi has a further source of visual stimulation and pleasure. He purposely goes to another street featuring shops and restaurants catering largely to foreigners, where he can watch them “doing their shopping and eating”: It’s fun to stand behind an American soldier fumbling with his camera, so that his rear end knocks me ﬂying [as he bends over to shoot]. But even better is to see a family coming out of a restaurant, accompanied by a Japanese waiter. The lady of the family comes out ﬁrst, scattering charm as if it were part of the tip. Next comes the meek-faced husband and, ﬁnally, the children. . . . I am lost in admiration of these fortunate people. They are truly a diﬀerent race from us. The waiter standing next to them is an absolute monkey in comparison. And I am a step lower even than the waiter. . . . But my pleasure comes after this. The parents turn their backs to the children, as if discussing where to go next. While their backs are turned I make terrible faces, scowling at the children. They instantly turn pale . . . as well they should. Scowled at by an adult man who is making a face like the cross between a pig and a demon, and with two big lumps on his shoulders from the plaster corset—how could they be expected to bear it? As I watch, the young children’s eyes cloud tenderly with tears between their golden lashes. (Ah, what pleasure!) The unsuspecting parents push the children—turning back to see the horrible nightmare once again—into a sky-blue Studebaker, and set oﬀ. (“Dark Pleasure,” 145–146)
 
 Placing himself where he is sure to be invisible until knocked aside by a foreign shutterbug ﬁts the masochistic behavior the reader may have come to expect of Watashi by this time. But this passage shows that there is also a sadistic component to his repertory of visual pleasures. Using his repulsive image, enhancing it rather as he does on his way to the Allowance oﬃce, Watashi derives pleasure from forcing the foreign children to acknowledge his ugliness: he is able to control their experience, and makes sure that it is an unpleasant one. After these various adventures, Watashi goes to a stand near Namidabashi, hangout of tramps and bums, where he has a ten-yen cup of weak coﬀee before setting oﬀ for home, ﬁlled to the brim, he tells us, with self-loathing. This is how he describes his typical trip to town, his typical day of “dark pleasure.” The second part of the story describes a particular day—a gorgeous, crisp day in late autumn, which begins with two unexpected strokes of good luck. First, the terrible young woman is not in the oﬃce when Watashi gets there, and then the clerk, K, inexplicably hands over an extra 1,000 yen. The speaker is suddenly empowered, for the ﬁrst time in a very long time:
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 In unusually high spirits I went down Yake hill with a light step. . . . When I got halfway down the hill and the shopping area came into view, the profusion of shop signs and decorations came leaping into my eyes (me no naka ni tobikonde kite) one after another with great force, and I felt the bills in my pocket begin to throb animatedly like freshly caught ﬁsh. . . . How many years had it been since I’d felt this excitement, having spending money in my pocket? During the war even if you had money there was nothing to buy, and after the war my family was broke. . . . Feeling as if I had returned to an earlier time, I acted like a delinquent student, snapping my cigarette away like Lloyd Nolan, and whistling a ragtime tune. (“Dark Pleasure,” 147)
 
 He decides to have something to eat, go to a movie, have tea, then buy some sweets to take home to his parents: a pleasant, rational plan. As Watashi eagerly approaches a restaurant, however, his body betrays him and refuses to enter. He tries to turn back to the restaurant, but his legs refuse to respond and keep right on walking down the street. He comes to another restaurant, where the sight of the brass ﬁttings on the door and the white tile ﬂagstones sends his body reeling backward “like an animal that dares not approach a bright light” (148). After a few more unsuccessful attempts, he decides to try a more modest plan. He will go to the grocery store where he enjoys looking in the window, and there he will buy some sausages, take them up to the fancy residential area called the Bluﬀ (where the foreigners live), and sitting somewhere up there he will “gnaw on the sausages, cramming them into my mouth” (148) while watching the harbor scenery below. This, he feels, is much more appropriate for him: Taking this chance to realize my long-held dream, I ignored the nearby butcher shops and went straight to that grocery store. But this turned out to be a mistake. In the highly polished glass of the shop window, my face was clearly reﬂected. . . . The greenish-yellow skin of my face ﬂoated like a gourd, my eyebrows and eyes drooping, my mouth hanging half open. . . . Normally when I gazed in this window I knew I appeared vulgar, but thought I looked all the tougher for that, but this was the very picture of an idiot. (“Dark Pleasure,” 148–149)
 
 After this shock, Watashi walks in a daze. The ﬁrst thing to catch his eye is a sign for a shop selling traditional Japanese sweets. He tells us that he has despised them ever since childhood, but that right now this is the kind of food most appropriate for him: “white, soft, unsophisticated, with no recommendation other than sweetness” (149). But this is no good either. The young woman he most fears
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 is sitting just inside the sweetshop, and as soon as he parts the shop entrance curtains, “the face of the girl from the prefectural oﬃce loomed enormously before my eyes” (149). He leaps backward out the door, saying that “her terrible eyes” take him back immediately to his usual humiliation. Just as the sight of Lieutenant Colonel Claygore’s scowling face robs the ﬁrst-person narrator of “The Glass Slipper” of the power of his own “look,” so Watashi’s unexpected encounter with the intimidating young woman limits his vision to objects that are suddenly stripped of their former meaning: As I stood there in the street, the only things to catch my eye (me ni utsuru) [literally, “to be reﬂected in my eyes”] were a wig on a barbershop sign that looked like the hair of a corpse, and a worn-out overcoat suspended from the eaves of a used clothing store, swaying lightly in the breeze in such a way as to put one in mind of the body of the man who had worn it. . . . There was nowhere to go. Perhaps I should just give up and go home. (“Dark Pleasure,” 150)
 
 At this low point, Watashi hits upon one last plan for getting some enjoyment out of his extra money: he decides to have his shoes shined by an old woman he has noticed on a previous trip to town. When he had seen her before she had beckoned to him in a friendly, heart-warming way, smiling, squatting in the sunshine with a towel wrapped around her head: How fortunate to have remembered that old woman at a time like this! I hadn’t had my shoes polished in six months, but with the feeling that I’d ﬁnally been given a place to go, I eagerly set oﬀ. (“Dark Pleasure,” 150)
 
 When he ﬁnds the same woman and settles down for his shoeshine, he decides to ask for an extra service, just to make the experience special. He asks her to wipe the shoes with gasoline ﬁrst, to remove the accumulated dust. She replies that all she has is oil from the Occupation Army, and will that do? It gives him an odd feeling but he agrees, and sitting on the round metal stool he relaxes for the ﬁrst time that day. But of course he is not allowed to relax for long. The woman takes a thin rope, and pulling it taut in both hands, slaps it over his shoes to remove the dirt. He tries to brace himself against the force of this assault, but his plaster corset makes it impossible. He nearly falls over, taking the stool with him. He tries standing up, with
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 hands braced on his knees in an eﬀort to keep his feet still, but they continue to slip dangerously. The woman, however, is stronger than she looks. She pins his legs down by leaning against him, with her neck and shoulder pushing into his shins. She holds him steady like this while she uses a number of diﬀerent brushes and cloths until his shoes are ﬁnally done. “My shoes now gleamed so brightly, I could scarcely believe that it was I wearing them. Suddenly, for no particular reason, my spirits sank” (152). The woman asks 20 yen for the service, a price he ﬁnds disappointingly low. He wants to give her more but does not quite know how to go about it. He pays the 20 yen and sets out for home. These are the ﬁnal paragraphs of the story: Whenever I bought a return ticket at the station, it always required some resolve. When I was handed the ticket through the dark window, I felt a certain resignation—it was like the feeling of a dog that has left its master’s home and is returning to its own foul den. There were very few people inside the station. . . . I had a long wait before the train would come. I walked all alone from one end of the long platform to the other. On those feet that were wearing the shoes that glittered with all the pleasure of the day. (“Dark Pleasure,” 152–153)
 
 In Chapter 3 I outlined three ways that human experience of identity is structured, based loosely on Lacanian paradigms of infant development. The ﬁrst is a conceptualization of the relationship between body and “self ” formed during the “mirror phase,” when a child ﬁrst learns to recognize her/his own image in a mirror. The second is a dialectical identiﬁcation of oneself through interaction with the outside world. In this case, other human beings replace the literal mirror, and we experience ourselves through the image that those others reﬂect back to us. The third involves the way human beings use language (in its broadest sense) to both express and constitute the self. In “Dark Pleasure” we see all three paradigms at work in the narrator-protagonist’s recognition of, and attempts to control, the disjunctions and distortions that characterize his current self-identity. The mirror-phase conceptualization of “self ” results in a lifelong idealized relationship between ego and image. As infants, we slowly come to diﬀerentiate ourselves from the world around us. And as we gradually become aware of the boundaries of the body, we are also learning to control the body’s movements and to express our newfound
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 autonomy in both movement and sound. Theorists of human development, working from this Lacanian model, relate the concept of autonomy created by this stage to an idealized sense of psychic integrity that will remain our standard for wholeness. Because we conceptualize and experience our bodies as remaining continuous from birth to death, and from one place to another, we also take it for granted that our identities remain constant both temporally and spatially. It is through reference to this ﬁrst idealized sense of self that we formulate certain dichotomous orientations that conﬁgure how we conceptualize ourselves and our relations to the world. Through the analogy of the physical body, we conceptualize personal identity partly in terms of conﬁgurations such as inside/outside, body/mind, up/down, human/non-human, horizontal/vertical, front/back, coherent/fragmented, center/periphery, and so on. (I return to this idea at greater length in Chapter 5.) In “Dark Pleasure” there are several tropes that reﬂect a breakdown of this particular kind of identity. First of all, Watashi’s sense of bodily control is severely compromised: he is terriﬁed that his illness, which he hates, will desert him just at the moment when he needs it. He fears that his body will betray him—as well he should, it turns out, since when he does have a chance to control his environment (by spending extra money on something pleasant), his body refuses to obey his will and turns aside from all the restaurants he tries to enter. At the shoeshine stand, too (his last opportunity to exercise control over his own pleasure), he can keep neither his seat nor his footing; rather, it is up to the old woman to give him the steadiness necessary to get the job done. This inability to maintain control over the body, especially over one’s footing, is conspicuous in many stories of the period, and is analyzed in Chapter 7 below. In “Dark Pleasure” the reader cannot help but notice another of the orienting structures of identity breaking down: the narrator seems to be losing the boundaries that separate him from the outside world. The inside/outside dichotomy is compromised. The protagonist is completely vulnerable to the piercing, burning gaze of the young woman, defenseless against what he calls the “hundred needles of contempt” penetrating his back as he leaves the prefectural oﬃce. He is also immediately infected by the nervous restlessness of the clerk, K. These images of penetration and infection are bodily analogies for the breakdown of his psychic integrity. Unlike his attackers, who are active agents, using power, he no longer has even the pas-
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 sive, defensive, skin-like barriers of mind to turn aside these invasive attacks. This, too, is a common feature of many Occupationperiod stories, and is addressed at greater length in Chapter 7. The narrator of “Dark Pleasure” often describes himself by using images that are not human. Humans do frequently experience themselves as having some characteristics in common with animals and even with inanimate objects, but an important part of human identity is based on the perception of an ontological diﬀerentiation between the human and the non-human.23 At various points in “Dark Pleasure,” Watashi equates himself with a monkey, a pawned overcoat with a cigarette burn in it, a pig, a dog, an animal that cannot approach a light, and a gourd. Even when he decides to fulﬁll his dream of buying sausages at the grocery store, he envisions himself “gnawing at them,” more like an animal than a human being. Watashi’s identiﬁcation of himself with a gourd takes place in a literal mirror scene, when he catches sight of his face reﬂected in the glittering shop window. In many literatures the mirror and the act of reﬂection are a metaphor representing an experiential analog to the human construction of identity as it is conﬁrmed from the outside (unlike the body-oriented, nondialectic modes of identity-construction mentioned above). When one’s experience of the body is out of control and no longer human, the mirror would seem to be a convenient and obvious tool for making one’s identity visible and tangible to oneself again. In “Dark Pleasure” the mirror both reveals and distorts. Shortly before Watashi catches sight of himself in the window, he has assumed the debonair pose of a young man of power and style, snapping his cigarette away like Lloyd Nolan.24 He is taken aback when his legs refuse to obey him, but far more so when he sees his face: “The greenish-yellow skin of my face ﬂoated like a gourd, my eyebrows and eyes drooping, my mouth hanging half open.” The mirror in 23 The location and ﬁrmness of the conceptual line dividing humans from animals diﬀers from one society to another. The Japanese and North American use of animals in propaganda—one example of the rhetorical exploitation of this dividing line—is discussed in more detail in Chapter 6. 24 Lloyd Nolan (1902–1985) was an American actor known in the late 1940s for tough-guy roles (usually a gangster or hoodlum) in ﬁlms such as Johnny Angel (1945), Lady in the Lake (1946), Somewhere in the Night (1946), and Street with No Name (1948). Earlier Nolan was featured in American ﬁlms depicting the horrors of war in the Paciﬁc Theater—Bataan (1943) and Guadalcanal Diary (1943)—but it is unlikely that Yasuoka’s narrator intended to reference his very diﬀerent role-type in these war ﬁlms.
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 this case is the polished window of a Western-style grocery store, a window that usually forms the transparent barrier between Watashi and the Western food he desires. On this day, the window suddenly loses its transparency and shows him his own face. Normally when he looks in this window he is cut oﬀ from the objects of his longing by the lack of money. On this day, with money in his pocket, he is separated from them by his own image, by who he is in this new, Occupation-period context. This is a shocking revelation, so it is no wonder that the elements of that image seem so exaggerated. The narrator-protagonist is seeing himself as Japanese, and therefore, paradoxically, as unnatural in this new context. The details of his countenance that attract his attention—skin, eyes, and mouth (mouth being, among other things, the source of language)—are the locations of diﬀerence between himself and the American ﬁgures of authority who constitute the societal mirror in which he ﬁnds himself reﬂected. His description of the odious young woman also focuses on these same facial features, but in her case their appearance is powerful: she has thick eyebrows (like Lieutenant Colonel Claygore’s in “The Glass Slipper”) and a cruel red mouth. It may also be signiﬁcant that, in U.S. depictions of Japanese in wartime propaganda, these features—eyes, skin, and mouth—were the most frequent targets of racist exaggeration and caricature. Mouths were depicted with fangs, or with the buck-toothed grin that typiﬁed Japanese “insincerity.”25 (See, for example, Plate 3 and the discussion in Chapter 3.) In this mirror scene, Watashi is seeing himself as he imagines he is viewed by others, and the diﬀerence between his inner attempts to manufacture a dashing image and his outer failure to perceive that image reinforces the sense that he has lost control not only over his body but also over his perceptions. He is no longer the active one who sees but only the impotent agent of the empowered gaze that he has internalized. And in the light of that gaze, he appears ludicrous. When we are no longer able to trust our own sensory equipment to give a reliable picture of identity, the only recourse is to appeal to the people around us to act as mirrors. As suggested in the second type of subject-formation in Lacan’s three-part schema, other people’s judgments of us, behavior toward us, and reactions to us give us a 25 The structure and function of such caricature in anti-Japanese propaganda are addressed in Chapter 3.
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 picture of how we appear to them, and we use this information in the constant task of redeﬁning ourselves. Of course, just as the literal mirror, which is supposed to be reliable, can distort the image, there is no guarantee that the people around us will send back images that match our self-perceptions. In “Dark Pleasure,” after the narrator-protagonist’s shocking encounter with the literal mirror, he makes two attempts to put himself in a context where he can expect to be seen as normal and powerful by those around him. The ﬁrst thing to catch Watashi’s attention is the sign advertising traditional Japanese sweets. This sweetshop would seem to be a context in which his Japanese face and identity are appropriate, a place where he will be able to use his monetary power toward his own pleasure and will not be made to feel like a monkey or a gourd. But here, too, he is confronted by a mirror, one that has thrown back an unpleasant image so often before: namely, the gaze of the young woman from the prefectural oﬃce. Even in this seemingly simple, purely “Japanese” context, his power is insuﬃcient. Watashi has only his illness to trade on—to use as collateral, as he puts it. His money and power come only from his deﬁciencies, whereas the young woman’s power derives from the force of her personality and from her position in the postwar bureaucracy, upon which he is, of course, dependent. Watashi turns at last to a person and context that should provide a comfortable, homely, unthreatening mirror: the old woman, squatting in the sun, who had beckoned to him so heart-warmingly and whose stand is near Namidabashi (literally, “the bridge of tears”), the area where he usually has his ten-yen cup of bad coﬀee, and where we are told that the bums and tramps hang out. This is someone he ought not to have to fear. But the comfortable baasan (granny) turns out to be stronger than he is; what is more, even she uses oil from the Occupation Army. This context, too, shows Watashi to himself as feeble and powerless. The sum total of his day’s pleasure (all the pleasure he can legitimately obtain, it is implied) is contained in the gleam on his shoes, purchased for a mere 20 yen. Although Watashi has ﬁnally succeeded in using his money for his own purposes, his spirits are darkened by the sight of his shoes—perhaps because their new glitter is a little like that of the shop windows that encase all the things he wants but cannot have. In discussing the spatial characteristics of the mirror, Miyakawa Atsushi says that the mirror represents precisely that distance that
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 can be seen but cannot be crossed.26 For Watashi in ”Dark Pleasure,” the glittering shop window is both the sign of his lack of access to the rich food meant for foreign customers and the mirror in which he sees his own “Japaneseness.” What he discovers there is exactly the distance that cannot be crossed. In this story Watashi repeatedly tries to reassert his existence as subject by attempting to control the mirrors in which he ﬁnds himself reﬂected. But as discussed in Chapter 3, when subject to the absolute authority of another, one’s success becomes dependent on how one is perceived by that authority, and regulating one’s appearance becomes a strategy of survival. This is a theme that appears in many stories by many writers in this period. In Kojima Nobuo’s 1954 “Amerikan sukûru” (The American school; English translation 1977), a group of Japanese teachers of English is invited to visit a school for the children of the American Occupation personnel.27 The visiting teachers make every eﬀort to present a respectable appearance to the Americans—by preparing perfect English sentences and dressing as well as possible in those days of severe shortages. The Japanese oﬃcial accompanying the teachers on their long walk to the school rebukes them for their appearance: “I don’t want you in rows, but do move closer together . . . you mustn’t look so straggly—there are Occupation personnel all around you” (ellipses added).28 Earlier, when one of the characters, Isa, was assigned to act as interpreter for an American soldier, he had spent days beforehand practicing a greeting that would immediately demonstrate his competence, only to have the soldier stare at him uncomprehendingly when he spoke his carefully prepared words. Isa had been so unnerved that after a few hours of miscommunication he had run away into the woods. On this day of the trip to the American School, several weeks 26 Miyakawa, Kagami • kûkan • imaaju, 12. Jacques Lacan made the same point in a later work: “The mirror . . . fulﬁlls another role, a role as limit. It is that which cannot be crossed. And the only organization in which it participates is that of the inaccessibility of the object” (The Ethics of Psychoanalysis, 151). 27 See Molasky, The American Occupation of Japan and Okinawa, 30–48, for an enlightening discussion of Kojima’s “The American School” and a comparison of the story with Ôshiro Tatsuhiro’s The Cocktail Party. Gessel also provides an illuminating study of this work (The Sting of Life, 208–211). In Japanese, see Isoda, “Sengoteki fuan no bungaku,” 217–220. 28 Kojima Nobuo, “The American School,” trans. William F. Sibley, in Howard Hibbett, ed., Contemporary Japanese Literature, 124.
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 later, Isa wears new leather shoes (borrowed from a colleague) and prepares various strategies in his mind for avoiding the humiliation of his earlier encounter. But on the long walk Isa’s new shoes become so painful that he has to go barefoot, causing the driver of a passing American jeep to oﬀer him a ride. The driver turns out to be the same soldier, who laughs to see him again. Isa’s blisters become a source of even greater humiliation later, when he is ministered to by a tall and commanding American female teacher of the school, who catches him half out the window in another attempt to escape. The only woman among the thirty Japanese teachers is Michiko. Unlike Isa, she converses in English with ease and appears comfortable with the attention of the passing American soldiers. For the visit she has made a new suit for herself (from an old kimono that belonged to her dead husband), and has packed high heels to put on when they reach the school. But even the provident Michiko’s attempts to appear worthy in the mirror of the Americans’ gaze backﬁre: while she is trying to borrow chopsticks from Isa, her high heels slip on the ﬂooring and she falls loudly and heavily. This leads the American head of the school to forbid any further attempts on the part of Japanese nationals to involve themselves in classes, and to forbid the wearing of high heels. The Japanese teachers of English in this story are attempting to make their status as respectable adults visible to the Americans who represent the current standard of “adulthood” or “teacherliness”; in a sense, the Japanese teachers are trying to “pass” as equals of the Americans. But under the circumstances of Occupation, Kojima implies, these attempts are doomed to failure. In another work by Kojima, the 1948 novella Kisha no naka (On the train; discussed at length in Chapter 7), the protagonist Sano’s claim to an identity worthy of respect—his insistence that he is a “Sensei” (teacher)—causes his Japanese fellow passengers to treat him all the more roughly in their jostling for position on the crammed train. Similarly, in Ishikawa Jun’s 1946 “Yakeato no iesu” ( Jesus of the burnt-out ruins; discussed in Chapter 10), the narrator-protagonist goes slumming in the Ueno black market wearing the dandiﬁed outﬁt of a prewar literary dilettante, attempting to assert his identiﬁcation with a bygone world more elegant than that of the contemporary thriving but tawdry black market. His fancy clothes attract the attention of a starving, half-wild homeless boy, whom he describes repeatedly as being covered with “rags and boils and pus and no doubt
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 lice” (boro to dekimono to umi to osoraku shirami ). The boy no doubt singles him out for assault because of his prosperous appearance—not, as the ﬁrst-person narrator conjectures, because the boy is really Jesus Christ sent down to earth speciﬁcally to give him a divine message through the medium of a brutal physical attack. Once they have recognized the “screens” that conﬁgure the visual judgments of Occupation discourse (whether those judgments are made by Japanese or by Occupation personnel), the characters in these and many other stories make every eﬀort to match their appearance to those screens. And yet, every attempt to assert their autonomy and identity through the assumption of an image that is consistent with the prevailing symbols of power results in humiliation for these characters. In a situation in which one is by deﬁnition “other” to the source of power, the object of someone else’s authoritative gaze, the only possibility of exerting control is to be an object, to stress one’s diﬀerence. If this powerless image is the one that is continually conﬁrmed, then to embrace it and exaggerate it is one’s only chance of restoring coherence between one’s outer and inner worlds. The narrator of “Dark Pleasure” is (usually) comfortable with his activities in this regard. When he makes faces at American children or forces American soldiers to knock him down with their rear ends, he is ensuring that they will return to him an image of himself as grotesque and alien. Evidence of his success at this—the horriﬁed looks of the American children, for example—gives him an indescribable “dark” pleasure. When he runs up the hill to the prefectural oﬃce, he ensures that he will be seen as ill. Under these circumstances he has the security of knowing that his outer appearance matches his inner “identity” as an abject, grotesque, dependent “other” to the source of power. He loses his balance only when he tries to repudiate that grotesque image and assume an image of power himself. The narrator of this story perceives himself to be diﬀerent, powerless, and other not only vis-à-vis the Occupation authorities but even in comparison with those of his Japanese compatriots who are surviving more successfully in the new social realities. Each of the other works mentioned here features a protagonist in the same situation: in a country that had already begun to symbolize ultimate victimization (through the ﬁrst-ever atomic bombings), these characters are especially victim-like. As opposed to the Japanese characters in the stories who have forged an entente with the Occupation authorities, these men (and occasionally women) continue to experience themselves as com-
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 pletely “other” to the source of power. Their movement toward a state of complete powerlessness is evinced by their identiﬁcation with animals and inanimate objects. And this status makes problematic their use of the third means (in Lacan’s schema) by which humans normally construct identity: namely, expressing existence by positioning oneself as linguistic subject. To enter the linguistic realm as speaker of a text is to act, and to do so as subject. How, then, can a speaker hope to express the experience of him- or herself as the object of the deﬁning power of the dominant other, and make it tangible to the reader? In a metanarrative sense, these stories attempt to restructure the world by controlling the audience in its function as a mirror. In “Dark Pleasure” the style of narration is discursive; it sounds as though it is addressed to an actual listener. The narration is full of questions—rhetorical questions, but ones that nonetheless call for a validating response from the addressee. Considered as a narrated text, this is an unusual document. The reader is shown a picture of a man who often behaves in a ridiculous way, who is anxious, paranoid, and has a serious inferiority complex. Yet he is the authoritative voice in the text, and he is perfectly aware of these elements in his personality. It is the speaker himself who recognizes and informs us of the unusual, masochistic nature of his inkina tanoshimi, his “dark pleasure.” We succumb, as readers do, to his exclusive point of view, to such an extent that we are seduced into acknowledging his authority as a speaker at the same time that we question the integrity and coherence of his identity as a character. The speaker who so clearly narrates the absurdity, grotesquerie, and poignancy of his behavior is in close complicity with the reader: we can easily share his view. The man wearing those shiny shoes, and making faces at little children, is harder for the reader to identify with. Yet he is the same Watashi who has both “lived” the events of the story and who shapes the reader’s view of them now through his narration. If we ﬁnd ourselves drawn in by the authority of his narration, we are implicitly— through what amounts to a rhetorical tour de force—put in the position of validating this man’s experience of the world, his experience of being object. On the narrational level, he is controlling the reader’s reactions to the story just as he controlled the American children’s reactions on his earlier trips to Yokohama. Once we realize this, the ironic gap we feel between the narrating-speaker and the character-speaker (which allows us to view his grotesqueries from
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 a comfortable distance) is undermined. Though the character in the story may be powerless, as the narrating protagonist he reasserts his identity through his role as speaker of the text. The result is a text that requires the reader to identify, at least to some degree, with a character who masochistically revels in his abject position as other, as the object of someone else’s power of deﬁnition. Luce Irigaray asks, in the epigraph that opens this section, “But what if the object began to speak?” “The object” might very well speak, as Watashi has in this story. “The Medal”: Successful Masquerade Yasuoka’s 1953 story “Kunshô” (The medal) is another eﬀective evocation of the act of performing for the Occupation mirror, but this time with more positive results than in any of the stories discussed so far. The ﬁrst-person narrator, again identiﬁed only as “Boku,” opens the story by saying that shortly after the war he worked for a while as a janitor in the Daiichi Sôgô Building where MacArthur had his headquarters—SCAP-GHQ. When questioned about his motives for taking such a job, Boku has a repertory of jaunty answers, conﬁding that even he cannot remember the basis for the decision: “But as for the immediate motivation, I remember it quite well. As you might expect, it was because I wanted tobacco—even cigarette butts would do” (“The Medal,” 235–236).29 Having begun with this information about his unusual job, the narrator moves backward in time to explain the circumstances that led him to such a step. Boku recalls the ﬁnal days of the war, when he had been invalided out of the army and repatriated to Japan. On one memorable day, he had walked the streets of Tokyo for the ﬁrst time since his mobilization. Sent by his uncle to Chiba to try to buy rice, Boku instead headed for town to see for himself the eﬀects of the air raids and ﬁre-bombings. Walking along the deserted streets, he keeps his eyes on the ground. During his recuperation in the hospital in K City, Boku had found himself embarrassed when pretty young women, recognizing him, despite his civilian clothing,
 
 29 In Yasuoka, Garasu no kutsu • Warui nakama, 235–253. All translations are mine; page numbers are cited in the text.
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 as a wounded soldier, bowed politely. Keeping his eyes ﬁxed on the ground became a way of avoiding such confrontations. But the origin of his habit was actually his army training. Boku tells us that before his discharge from the army, his life had consisted of picking up innumerable fallen objects: My god, how many varieties of things we were made to pick up. Pieces of wire, cartridge cases, little bits of cloth sticking to the knees of our trousers. . . . Soldiers were trained to look down all the time and pick things up, and besides, I found that pretty much anything you needed would turn up if you searched the ground carefully. (“The Medal,” 237–238)
 
 On this particular day in Tokyo, however, nothing useful is turning up. Boku desperately needs to ﬁnd something, no matter how trivial, to make up for having disobeyed his uncle. At the very least he hopes to ﬁnd enough cigarette butts to ﬁll his kiseru pipe and make one good smoke.30 After hours of walking the deserted streets, he has found only three bits of tobacco. Eventually he sees a bit of straw rope sticking out of a trash can: It may well have been that this was the most valuable substance on all the streets I had walked that day. In the unpleasantly bare town I felt a luxuriant excess in those bits of scattered straw. Shining gold out of the black trash can, the straw was packed tightly and spilling out. (“The Medal,” 240)
 
 In the midst of the straw, Boku sees four or ﬁve fat cigarettes, “not even half-smoked.” His elation is brief, however; a sudden breeze blows them away, revealing them to be nothing more than empty paper tubes. Boku’s desperate “hunger” to ﬁnd something has ﬁnally driven him to hallucinating phantom cigarettes. In Part II of “The Medal,” Boku continues with his stories about the last days of the war, before taking his job at GHQ. He begins this section with the comments that appear above as the epigraph to this chapter. It is not until two months after the emperor’s broadcast that Boku is convinced that the war is over; and, true to Boku’s addiction, the medium of that conviction is tobacco. After hiding in the countryside for those two months, waiting to see what new 30 A kiseru is a Japanese pipe with a small metal bowl (about 0.5 inch in diameter) and a metal mouthpiece, connected by a long (6 inches or so) narrow stem most commonly made of bamboo.
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 disasters the surrender will provoke, Boku travels into Tokyo to reconnoiter. An acquaintance, busy building himself a short-wave radio “to listen to French broadcasts,” gives Boku a pack of Lucky Strikes, his ﬁrst encounter with American cigarettes: I could hardly bear to open the seal on the pack of cigarettes. It was the ﬁrst time in my life that I had tried that brand. Nonetheless, when I smoked the ﬁrst one it had the eﬀect of reminding me of something I had long forgotten. Together with the cold, sweet smoke ﬂowing into my mouth, something came back to life, like the way it feels when you run into someone you haven’t seen since parting in childhood. . . . Whereupon, like the abrupt lighting of a lamp that had been long extinguished, I could suddenly see the things that had been surrounding me up to now. The custom of walking around with a cushion hanging around one’s neck, people thrusting their noses into empty cans to get the last bits of food, or the image of myself picking up discarded cigarette butts—these things were illuminated by a new light source, and became distinctly visible. (“The Medal,” 242)
 
 Once again Yasuoka has strikingly represented the moment of the internalization of “the gaze,” which causes Boku to see everything around himself in a new light. This time it does not require the glowering eyes of a Lieutenant Colonel Claygore to trigger that epiphanic moment: the long-forgotten luxury of a real cigarette, an American cigarette—perhaps higher-quality than any Boku has ever smoked— is enough to induce in Boku the power and eﬀects of riken no ken (i.e., his internalization of the gaze so that he sees himself and others through it).31 It is noteworthy that virtually the only gratiﬁcation available to the protagonists of Yasuoka’s Occupation-period stories is oral: delicious food for the Bokus of “The Glass Slipper” and “House Guard,” the meager comfort of the ten-yen cup of bad coﬀee for the Watashi of “Dark Pleasure” (because he cannot manage to procure the better food he wishes for), and cigarettes for this narrator. The “cold, sweet smoke” ﬂowing into Boku’s mouth takes him back to a feeling he has not known since childhood: here the image is of a return to the breast, again invoking a pre-oedipal paradise. But unlike the protagonists of “The Glass Slipper” and “House Guard,” who are instantly paralyzed by the eﬀects of internalizing the paternalistic supervisory gaze, the narrator of “The Medal” begins a Zeami-like,
 
 31
 
 See Chapter 3 for the explanation of riken no ken.
 
 vision in fiction
 
 141
 
 proactive response to this new form of vision. Having recognized his own “ugliness,” he proceeds to work toward “the masquerade.”32 Boku begins living in what he calls a “dreamlife” of recovery. His recovery takes the shape of an idiosyncratic visual presentation of self. Beginning with an ancient suit of his father’s, Boku puts together an outﬁt that “from the outside looked pretty idiotic and somewhat demented,” as he himself comments (243). On top of the Taishô era (1912–1925) suit, he wears a half-cape made from his grandmother’s checkered lap-robe, and a “beret” fashioned from his old school cap by removing its bill and school insignia: That this was a strange outﬁt I knew as well as anyone. On the contrary, it was precisely because it was strange that I wore it. I had secretly resolved to make others, make everyone, accept this outﬁt of mine. As I looked at my image reﬂected in the mirror I whispered to myself. —Haha! They’ll probably all be thinking, “What a jerk.” But at the same time I had conﬁdence in these clothes. Even if someone were to say that they were bizarre or in bad taste, that would be no more than a point of view enslaved to the customs of the past. The simple splendor of the checkered cape, the understated liveliness of the pen-holder thin trousers—whether you considered the silhouette or the color scheme, the outﬁt possessed a frightening intensity that had the power to overwhelm the onlooker, I told myself. (“The Medal,” 243)
 
 Boku makes a spectacle of himself, insisting on his right and ability to make the mirror of the other—the eyes of “the onlooker”—give back to him the image he has chosen. That this image is strange, he accepts; for Boku, the important thing is that it is absolutely his: it deﬁnes him as being none other than himself. In this he diﬀers from Michiko and Isa in “The American School,” for example, whose goal in taking trouble with their clothing is to “pass,” to blend in with a normative image of adult competence. In his attempts to control the mirror, the narrator of “The Medal” is like the narrator of “Dark Pleasure” when he makes faces at the foreign children or positions himself to be bumped by the Occupation soldiers. But unlike Watashi in “Dark Pleasure,” the narrator of “The Medal” has fashioned an image that, though strange, is not immediately based on drawing attention to racial diﬀerence and inferiority vis-à-vis the
 
 32
 
 See Chapter 3 for Zeami and his connection to the idea of “masquerade.”
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 occupying foreigners. On the contrary, Boku’s outﬁt incorporates elements of “French” origin. When he imagines onlookers calling him a jerk, he implies that they will be secretly envious of his exotic, cutting-edge fashion. The onlookers he imagines are Japanese-identiﬁed, and the image he imagines that he himself projects is Europeanidentiﬁed.33 Boku feels quite comfortable in his performance until “that incident” occurs: While waiting for a train at a suburban station, Boku prepares to smoke some cigarette butts he has collected and stuﬀed into the bowl of his kiseru pipe. He wanders through the crowd looking for someone who can give him a match. A young man tugs at his sleeve: “Ojisan, please take one of these.” It was a boy of fourteen or ﬁfteen, and at a glance I could tell he was Korean. He was holding out to me an open pack of American cigarettes. . . . Although I didn’t know what this was about, I was instantly panic-stricken. (“The Medal,” 244)
 
 Boku quickly realizes that the boy is oﬀering to give rather than sell him a cigarette, but ﬁnds himself suspicious of the boy’s motives. It suddenly occurs to him that he is suspicious merely because the boy is Korean, and he is surprised to discover such bigotry in himself. He decides to accept the cigarette just to show the boy that he has no prejudice. But as he admits to himself, it is really the dazzling whiteness of the fat cigarettes that motivates his change of heart: “Well then, I’ll take one.” “Help yourself.” The young man smiled with satisfaction, and besides lighting a match for me, pushed two or three more cigarettes into my pocket; but then he gave an unexpected tug at my checkered cape. “This is nice.”34 So that’s it, you gave me the cigarettes because you took a fancy to my cape. . . . But I no longer cared about my cape or anything else. Nothing mattered as long as the cool sweet smoke was ﬂowing into my mouth. After all, I was a man who went around picking up cigarette butts oﬀ the street. (“The Medal,” 245) 33 In a memoir of this period of his life, “Umi-iro no gaitô” (Sea-colored overcoat), Yasuoka reminisces about putting together an outﬁt for himself very much like this one. 34 The Japanese transcription of the Korean boy’s words makes clear his accent: instead of dôzo he says tôzo, and for ii desu ne he says ii tesu ne. Although his Japanese is ﬂuent, it is nonetheless marked as foreign, conﬁrming Boku’s immediate visual recognition that the boy is Korean.
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 Boku begins to feel a positive aﬃnity with the young Korean. They laugh together amicably. Just then a train pulls in, and the youth picks up his cloth bundle to board the train: Then he turned once more to me, thumped me on the shoulder, and sent the blood rushing from my face with his terrible words. “So, from now on, the world is ours, let’s make the best of it, both of us.” So saying he leaped between the automatically closing doors, ﬁrmly believing that he and I were brethren. (“The Medal,” 246)35
 
 Boku is able to tell “at a glance” that the young man is Korean, just as the young women in K City had known him as a wounded soldier despite his ordinary clothes. The “screens” operative in Japanese society of this period allow for instant identiﬁcation of all the diﬀerent types by which social discourse is constituted. Boku at ﬁrst feels alarmed at being confronted by the Korean boy, but reminds himself that he is “a man who [goes] around picking up cigarette butts oﬀ the street”—a suigara hiroi, one of the recognizable “types” of the Occupation period. He may not look like one in his fancy outﬁt, but he reminds himself of this fact as he searches for reasons to accept the boy’s oﬀer. Despite his cutting-edge appearance, he would not be lowering himself too much in accepting the boy’s cigarette. Boku’s pride in his appearance is momentarily conﬁrmed by the boy’s admiration of his cape. He sees himself allied with this other outsider, one who, like himself (and unlike all the “normal” ragtag Japanese swarming the platform), possesses the trappings of a more luxurious, civilized society: the boy’s American cigarettes are equivalent to Boku’s fancy cape. Boku is French-identiﬁed (despite being Japanese), the boy is American-identiﬁed (despite being Korean); the masquerade is successful, and the cigarette tastes great. But Boku’s vision of triumph is destroyed when he realizes that his outﬁt has produced an image that the Korean boy recognizes immediately as Korean, or Korean-identiﬁed. He has succeeded in projecting his image on the screen of “other” or outsider, but not the speciﬁc other he had imagined. As the Korean boy says, it is their world—the world of all of those others—now. Boku is invited to share it, but only as an other still identiﬁed as less than fully human, in both Japanese and Occupation terms. 35 In another essay, “Nihonjin to Chôsenjin” ( Japanese and Koreans), Yasuoka writes of a very similar incident that happened during the Occupation.
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 In Part III of “The Medal,” Boku ﬁnally returns to the topic with which he began: his job as janitor at GHQ. Hearing of an opening in the “maintenance department” at the Daiichi Sôgô Building, Boku applies, not knowing quite what the job will entail. He is relieved to discover that they want a sweeper, someone to pick up the dust and bits of trash: If they had wanted me to work with machinery I might have ﬂed with terrible speed. Just looking at the dozens of [American] female soldiers, lined up shoulder to enormous shoulder, banging away at their typewriters, I felt as if my body were being pounded by hundreds of tiny hammers.—But if it were just a matter of picking up the trash from the ﬂoors and stairways, I positively wanted the job. After all, wasn’t that precisely my avocation? (“The Medal,” 247)
 
 Boku has returned to the “dreamlife” of recovery, and again he uses masquerade to attempt to fulﬁll the desires that are reemerging after being so long obscured by the war. This time, however, his masquerade is far more successful than his earlier attempt to control the mirror through his “cutting-edge” outﬁt. He discovers that getting the Occupation soldiers to notice him is a good way of picking up cigarettes. Living in his dream, he loses all sense of an “inferiority complex” (his words) and answers cheerfully when the soldiers call him Joe or Mickey. His visibility now as a Japanese-identiﬁed other gets him the cigarettes that represent for him the recovery of civilized existence. Boku even cultivates his meager powers of English conversation because bored soldiers, grateful for the diversion, often give him new cigarettes when the conversation is over. Boku reports that many of these dialogues are absurd: There was a soldier who kept a violin on top of his desk. —Do you like music? —Yes, I do. I end up replying. —What instrument do you play? —The double bass. I say, because I can’t think of the names of any other instruments. Whereupon he leans forward on his desk, —Jazz, or classical? —Classical. —Wow! Really? How many people in your orchestra? —I play by myself. I reply simply, not having fully understood what he is saying. He looks amazed, You mean a solo piece for double bass? —There’s only one.
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 At that point, if he hasn’t given me any cigarettes, I break oﬀ the conversation and start pushing my mop around again. If it looks like there’s still hope, I continue with something like, “It’s by a Japanese composer.” (“The Medal,” 249; punctuation as in original)
 
 His desire in this masquerade is not to deceive, Boku emphasizes, but only to get cigarettes. The desire to smoke is one of the main supports for his identity, he has realized, and he has noticed that it seems to support many other Japanese men as well: For example, in the train I frequently caught sight of people who, having dropped the ember from their kiseru pipe onto the ﬂoor, would, for the sake of the next puﬀ, get down on all fours and crawl frantically after it. I sympathized with that kind of desperate resolve. At those times I would think (Ah, that guy is crawling on the ﬂoor in order to go on dreaming his dream). (“The Medal,” 250; punctuation as in original)
 
 Boku’s riken no ken—his internalization of the gaze so that he sees himself and others through it—is still operative. By now, however, it is unclouded by any illusions about his own power to control the screens through which the gaze constitutes the world. He now sees himself and those like him as being able to go on living only in this dream: a dream in which they are conﬁgured as “Mickeys” or “Joes”—Japanese others who do not possess the dignity of a true name—and in which their greatest achievement is limited to satisfying the desire to smoke. Still, as long as he acquiesces to the requirements of the gaze, Boku can dream that dream in relative peace. The story ends with Boku arranging a swap with an American soldier named Mitchell: his father’s old war medal for Mitchell’s briar pipe and ﬁve cans of pipe tobacco. The trade is completed and both parties are satisﬁed with the deal. Soon thereafter, however, the supply of cigarettes at the PX runs out. The American soldiers are desperate, hoarding the few packs of cigarettes they have left. The Japanese cleaning staﬀ no longer ﬁnd discarded cigarette butts, much less the nearly new cigarettes that were formerly plentiful. There is still a lot of pipe tobacco at the PX, but no new pipes. Mitchell, who had congratulated Boku repeatedly on the acquisition of such a ﬁne pipe, is no longer disposed to be cheerful about it; his fellow soldiers taunt him unmercifully with the cans of tobacco he can no longer use. All he has is the uselessly glittering war medal that belonged to Boku’s father—uselessly glittering like Watashi’s shoes at the end of “Dark Pleasure,” only this time the shoe is on the other foot.
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 In “The Medal” the Japanese protagonist manages to triumph— at least in a small way—over an Occupation soldier. Boku has fulﬁlled his continuing desire for tobacco—a desire that allows him to “go on dreaming his dream”—at Mitchell’s expense. Many readers, however, may wonder whether this triumph is worth the price: Boku’s father’s precious war medal. Since the medal provides the title for the story, it is surely a crucial element of the narrative’s overall meaning. Yet the psychological signiﬁcance of this symbol is ambiguous, as so often happens in Yasuoka’s ﬁction. At one point Boku explains how he had come across the medal when going through luggage sent home from the South Seas after his father’s death. After saying that he intends to sell it to one of the American soldiers, Boku goes on to relate some of his earliest memories about the medal. The most graphic of these is from his middle-school days, when he was sent to repurchase the medal after it had been “lost”— evidently at a curio store or pawnshop. The framing of it as his “father’s cherished war medal” is clearly more for the sake of the deal he wants to strike with Mitchell than an indication of Boku’s sentiment toward it. In other words, this story involves a young Japanese man selling the romanticized “samurai” image of the dead-and-gone Japanese soldier to the American conqueror. The medal and all it stands for to Mitchell represent the now-appealing ﬂip-side of the U.S. wartime propaganda depiction of the fanatical Japanese warrior. Boku exploits this existing screen to get access to material comfort otherwise denied him under the Occupation. Having tried unsuccessfully to manufacture his own idiosyncratic screen, Boku achieves his desires by deducing and then conforming absolutely to the screens he sees prepared for him by Occupation discourse. He acquiesces to the masquerade, and, as discussed in Chapter 3, he derives all the beneﬁts that accrue to one who accepts (or at least agrees to conform to) his or her received role. Fully accepting and performing the masquerade sometimes allows for small victories over those in power. And the consonance between the performance (inner, personal) and the screen (outer, discursive) allows one to go on “dreaming”—to remain blissfully in synch with the epistemic structures of a speciﬁc time and place. But, of course, Boku cannot choose the screens to which he must conform; these are already determined for him. And the desires he is capable of fulﬁlling through that performance are circumscribed as well: he may be allowed to
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 go on smoking, but may not usurp or imitate other Occupation (that is, empowered adult male) prerogatives. He may have access to the oral gratiﬁcation of smoke, but, like Yasuoka’s earlier protagonists, he does not gain phallic access to women or any other (hetero)masculine prerogative: he can have the “breast” but not the “genitals.” Like Watashi in “Dark Pleasure,” who is forced to cling desperately to his appearance of illness despite his equally desperate desire to get well, many people in Japan under the Allied Occupation must have felt themselves to be in untenable, contradictory positions. The recovery of individual identity would seem to call for a return to a sense of empowerment and autonomy, even if the speciﬁc terms of that empowerment were to be diﬀerent from previous ones. Similarly, a return of national/racial/ethnic identity would require a sense of cooperative community feeling among one’s fellow Japanese. But as these stories make painfully evident, the discursive requirements of maintaining the Occupation’s structures of power meant that personal empowerment or autonomy was not a viable option for many Japanese people. Simply to survive within and be supported by the new epistemic networks called for embracing an identity that was profoundly “other” vis-à-vis what was deﬁned as “powerful,” “competent,” or even “human” in some cases. And the chasm between those Japanese who had found positions of relative power in the new bureaucracy and those who had not may have exacerbated the loss of any positive concept of “national identity” for some people. All that remained was a concept of being Japan-identiﬁed in speciﬁc opposition to other nationalities: one was Japanese only because one was so obviously not American or British or Russian or Chinese or Korean. Identity as constructed “negatively” through exclusion is not new in this period, of course; this is one common means of identity-construction in all times and places. However, given the sharp contrast with the essentialist and positivist prewar rhetoric of Japanese identity, which concentrated on the “unique essence” of the Japanese people, this new conﬁguration must have been particularly shocking (see the discussion of this rhetoric in Chapter 6). That this is not the only pattern for Occupation-period conceptualizations of self and other will become clear from the ﬁction discussed in subsequent chapters. However, the evocative power of these stories by Yasuoka is attested to by his great popularity and critical acclaim during the immediate postwar years. “Glass Slipper” was nominated for the 1951 Akutagawa Prize; “House Guard” was
 
 148
 
 chapter four
 
 awarded the Current Aﬀairs Literary Prize; “Dark Pleasure” and “Bad Company” together won the 1953 Akutagawa Prize—all signs that, in the eyes of the literary community, Yasuoka’s expression of life under the Occupation was both accurate and eﬀective. Conclusion: The Role of Vision in Narrative In Chapter 3 I quoted Kaja Silverman on the historical permutations of vision: Those optical metaphors through which the gaze manifests itself most emphatically at a given moment of time will always be those which are most technologically, physically, discursively, economically, politically, and culturally overdetermined and speciﬁed. However . . . each of those metaphors will also articulate the ﬁeld of visual relations according to the representational logic of a speciﬁc apparatus.36
 
 There are many Occupation-period ﬁctional narratives that employ the representational logic of very speciﬁc optical metaphors, such as Shimao Toshio’s 1948 story “Matenrô” (The skyscraper), in which the protagonist recreates in dream a perfect miniature (from a bird’seye-view perspective) of the city of Nagasaki, now destroyed by the atomic bomb. He calls his recreated city NANGASAKU ( just as Gulliver named Nagasaki in Gulliver’s Travels). Here Shimao is combining the extraordinary visual possibilities of dream/fantasy with the sort of visual technology that allowed for pinpoint accuracy in wartime bombing raids: namely, the bird’s-eye-view perspective of radar and photography from the air. In Umezaki Haruo’s 1946 “Sakurajima,” too, the wartime technologies of long-range vision are exploited to evoke the horrors of long-range and impersonal cruelty. The majority of vision-centered Occupation-period stories, however, seem to rely less on these technology-inspired metaphors than on the psychological ramiﬁcations of the experience of the gaze. In all four of the works by Yasuoka discussed in this chapter, the moment of the internalization of the gaze is depicted with striking clarity. Even those protagonists who have been previously aware of the panoptic Occupation gaze (such as the Boku of “House Guard”) nonetheless experience trauma at the instant of being confronted 36
 
 Silverman, “What is a Camera?” 14.
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 with the power relationships of occupied Japan. The result of that trauma is, in every case, a reframing of the objects of the protagonist’s look: what has previously given him visual pleasure (linked explicitly in several cases with the possibility of sexual gratiﬁcation) is suddenly shown to be empty of signiﬁcance in the reﬂection/gaze of the Occupation mirror. Although Silverman and Foucault both emphasize that networks of power are generative of action and possibility (as in the proactive and pleasurable “looking” in “House Guard”), the ﬁnal futility of such acts of resistance and the limits of such pleasure are made absolutely clear in Yasuoka’s scenes of the internalization of the gaze. These scenes are reminiscent of the frequent and striking narrativizations of the moment of hearing the emperor’s radio voice announcing the surrender on August 15, 1945. At that moment, all accounts agree, everything changed. But it was not until the Occupation forces arrived and took power that the full eﬀects of unconditional surrender and occupation could be felt and understood. It was not until individual Japanese people had to undertake the work of imagining their way into a viable future that the full meaning of abjection could be engaged. While living in the midst of incessant wartime proclamations about the necessity of struggle and self-sacriﬁce for the eventual success of the Japanese cause, it may not have appeared so demeaning to see people “thrusting their noses into empty cans to get the last bits of food, or . . . picking up discarded cigarette butts,” as the Boku of “The Medal” describes it. But the notion that after the loss of the goal of Japanese victory—in the absence of any “Japanese” goal—men on trains would “get down on all fours and crawl frantically after” a lost ember from a pipe is one that reveals the depths of “defeat.” Moreover, it is only after the establishment of a new epistemic authority, a relocation of the gaze, that Japanese people came to see their actions as those of Japanese people, with all the newly learned attributes that now accompanied that designation: namely, abjection, brutality, duplicity, and other descriptions that emerged from the War Crimes Trials and Occupation discourse in general. It was only after occupation that this kind of scene presented itself to observers such as Boku in “The Medal” as Japanese people crawling on the ﬂoor after a lost ember. Yasuoka’s work, especially from this period, is often classed as “literature of humiliation” (kutsujoku no bungaku), and he was by no means
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 the only writer to explore the condition of dispossession (further examples are discussed in Chapter 7). As we shall see, this phenomenon is both generational and gendered. It was men of roughly Yasuoka’s age who experienced the end of the war and the eﬀects of occupation in this way, and who represented these experiences in narratives of humiliation. Because of this gender connection, it is perhaps not surprising that the moment of recognition of humiliation is implicitly related in these stories to the original pre-oedipal/post-oedipal transition, when boys are supposed to come into a phallic subjectivity that is predicated on recognition of one’s own power and autonomy. Although the oedipal moment allows entry into the symbolic, the realm of signiﬁcation, it also forecloses the possibility of the pre-oedipal bliss of bonding with the mother. The protagonists in Yasuoka’s stories, ﬁnding themselves confronted as adults with a new threat of castration by a new phallic father (and who better to act out the part than Douglas MacArthur, with his ever-present corncob pipe?), attempt to retreat from the structures of signiﬁcation back to a pre-oedipal world of oral gratiﬁcation. But this context is not the simple family dynamic of the Freudian/Lacanian paradigms: here the protagonists are confronted with both Allied nation and Japanese “fathers,” Allied and Japanese structures of signiﬁcation—and the women crucial to their subject constitution are also enmeshed in complex networks of loyalty beyond the motherfather bond of the Oedipus narrative. In the ﬁrst three stories discussed here, “The Glass Slipper,” “House Guard,” and “Dark Pleasure,” a Japanese woman is in the position of mediating between the male protagonist and the power of the occupying forces. In “The Glass Slipper” Etsuko aﬀords Boku entry into occupied space, and free play with the amenities (delicious food, privacy, comfort) pertaining to it. Chako-chan shares the abundance of Occupation privilege by bringing sumptuous meals to the protagonist of “House Guard,” although he never enters the house of the Italian family where she is the maid. (His own position as guard of the burnt-out house aﬀords him a small measure of comfort and privacy.) The protagonist of “Dark Pleasure” has even less access to these privileges. His only claim to any material or psychological beneﬁt from the current authority is the pension he receives, which can be obtained only through interaction with the eighteen-year-old female clerk he so fears. Yasuoka depicts these young women as friendly and compliant.
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 Even the clerk in “Dark Pleasure” seems a harmless-enough young woman, given to visiting sweetshops; there is no evidence of her hostility outside of Watashi’s admittedly paranoid fantasies. The young women’s loyalties are not consciously turned toward the occupying authorities. But in all three stories the circumstances of occupation make it impossible for the male protagonists to accept the women as unproblematic allies. On the contrary, in each case the protagonist ultimately feels he must conﬁrm his sexual power over the woman, to prove that her loyalty is truly to him. Even the protagonist of “Dark Pleasure” tries to overcome his fear of the female clerk by sexual means, attempting to conjure up lewd fantasies about her. To put it another way, once the possibility of pre-oedipal bliss is denied them, these young men must conﬁrm their own sexual power over these women in order to disconﬁrm the new structure of authority—the prohibitory power of the Occupation. In each case Yasuoka brilliantly depicts the way women function for the men only as markers in the new symbolic system, with control of these markers indicating ﬁnal phallic authority. Unlike the mother in the classic oedipal paradigm, these women do not “belong” to anyone yet. In the cases of Etsuko and Chako-chan, the Japanese woman would be happy to pledge loyalty to the protagonist. But in the eyes of the male protagonists, who have internalized the authoritative gaze, the women are already marked as belonging to the Occupation. The experience of dispossession, then, is conﬁned to the men in these stories, as amusingly exempliﬁed by the fact that it is Boku who takes the “Cinderella” role in “The Glass Slipper” (“The two days we had now been granted were like the glass slipper accidentally left behind as I ﬂed. . . .”). It is the young men who are in need of “rescuing” by people who are both appropriate love-objects and who have access to power/material comfort. Unfortunately for these young men, Etsuko and the Japanese women like her cannot be easily transformed into the Handsome Prince in his unproblematic embodiment of power and prestige. These women may be associated with the Occupation but they are not of it. The complex nature of gendered power relations in occupied Japan means that, just as there is no position of phallic authority for these young men, so there is no appropriate love-object capable of providing that authority by proxy. The protagonists of Yasuoka’s stories have an interesting relationship with foreign women (all Allied-nation, presumably “white” women) as well. There is no question, of course, of whose “property”
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 they are, not the slightest question of the protagonist attempting to exert sexual control over any of these women. And yet foreign women’s status as women puts them in a diﬀerent relationship to the Japanese male protagonists than that of white men. I return to this topic at greater length in Chapter 10, but draw attention here to the fact that the women of the Occupation are observed by the male Japanese protagonists in these stories but are never approached, even in fantasy. Sometimes this observation is intense, as when Boku of “House Guard” watches his Russian neighbor or Watashi of “Dark Pleasure” revels masochistically in detailing the elegant way an American woman leaves a restaurant. In other cases the observation is brief and nervous, as in the remark by the protagonist of “The Medal” about the “dozens of [American] female soldiers, lined up shoulder to enormous shoulder, banging away at their typewriters” (247). Yet there isn’t a single instance in these stories of a Japanese man actually confronting a non-Japanese woman, despite the fact that in all of them there is conversation and/or physical contact between the protagonist and a male Occupation staﬀ member. These depictions therefore seem to underscore the complexity of the power relations of Occupation-period Japan. Rather than a simple dichotomous social structure of empowered and disempowered groups, these stories depict a multi-level structure of power and authority, with (white) American men at the top, other Allied-nation white men and American women next, other Allied-nation women next, then Japanese women, and so on, with Japanese men at the bottom of the heap. So-called third-country people (Koreans, Taiwanese, Okinawans) occupied an ambiguous and shifting location, sometimes above and sometimes below mainstream Japanese (for a lengthier discussion, see Chapter 10).37 The multiple sources of threat and rejection and competition (each with its own network of power relations), the impossibility of these 37 Yasuoka’s description of an actual encounter with a Korean youth, no doubt the inspiration for the incident in “The Medal,” emphasizes the complexity of hierarchical relationships and the acceptable identity-performances of the time period: “Still, why did the Korean boy give me the cigarette? Maybe he mistook me for one of his countrymen. If so that is ﬁne. But if that’s not it, I wonder if he was imitating an American soldier. At that time when smoking on a train, for example, an American would oﬀer a cigarette to the Japanese person next so him, asking if he’d like one. Maybe the boy, too, wanted to try that. After all, Korea had become independent, so vis-à-vis a Japanese person he had become a ‘foreigner.’ ” Yasuoka, “Nihonjin to Chôsenjin” ( Japanese and Koreans), 169.
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 young, middle-class male protagonists securing the prerogatives that would normally determine their social and personal identities—this ampliﬁcation and intensiﬁcation of the oedipal paradigm is the focus of many Occupation-period stories. And it is this ampliﬁcation and multivalency in the ﬁction of Yasuoka and other writers that exposes the limited, culture-bound nature both of the original theoretical narratives of vision (by Lacan and some of the other theorists mentioned in Chapter 3) and of the construction of subjectivity.
 
 PART III
 
 THE BODY
 
 CHAPTER FIVE
 
 THEORIES OF EMBODIMENT
 
 Intervals in which one could really take it easy in the middle of the burnt-out ruins ( yakeato) were rare. Ever since being burnt out of my place in Tokyo I had been running around constantly, hardly pausing for breath, standing up the whole time, usually on trains, crammed between the hordes of people and their luggage. Shortly after noon on August 15th I was in a train running beneath Kurikara Pass when I heard the news about the radio broadcast that had happened only minutes before, but just then the big burlap bag that the old man in front of me was carrying on his back—and which for a little while now had looked precarious—came crashing into me, and instantly the watch in my breast pocket stopped dead. Ever since the night of the ﬁres the watch had been a little capricious; I had, by dint of winding it three times a day, managed to keep it going; but ever since the later air raid it had gotten more and more quirky, until recently even if I wound it four times a day it had a tendency to falter; so now in order to get the hands to move I had to take it in my hand and squeeze. In those days since pretty much all the clocks were broken, there wasn’t any point in looking for the correct time to set it by, so on the basis of the weather each day and the condition of my body I would move the hands forward or backward, adjusting the watch face according to how I felt, and I told the time based on this estimate. That is to say, under the prevailing circumstances I calculated physical time by the progress of my own physiological time. Ishikawa Jun “Ôgon densetsu” (The legend of gold, 1946)
 
 During the nearly seven years of the Occupation, the American advisors working in SCAP headquarters imposed seemingly comprehensive structural changes on Japan’s existing economic, political, educational, and juridical systems. On top of the extensive devastation of the physical environment caused by war, and the collapse (at least temporarily) of many of the prewar social and political structures caused by the defeat, these SCAP-imposed changes produced multiple, often abrupt paradigm shifts in nearly every area of Japanese life. It is important to recall that such changes are not merely abstract: they produce visible, tangible eﬀects in the daily lives of individual people, in the functioning of communities, and in
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 the discursive structures of a culture/society. These eﬀects are then experienced and understood through the body (as well as through other cognitive sites such as vision, as addressed in Part II). In this and the following chapter I provide an overview of the Japanese discourses of the body leading up to war and during wartime, the discursive streams from which writers could draw a stock of images with which to express the experience of defeat and occupation. Bodyimages of the prewar period often provided the normative background against which they attempted to construct new models of embodiment, new representations of the body and what it could mean under the new epistemic circumstances. In very broad theoretical terms the body is conceptualized in two contrasting ways: (1) as an organic entity with an existence that precedes language and culture—what we might call the “somatic” end of the conceptual scale, or (2) as a discursive entity that is primarily a social and cultural construct—the “social constructionist” end of the scale. Clearly the body exists and experiences itself in both senses, and I address both equally in this study. Four of the speciﬁc domains of body discourse that are pertinent to an exploration of the eﬀects of occupation are: 1. Scientiﬁc or medical deﬁnitions. In this area the body is ﬁgured as a replicable machine, subject to empirical classiﬁcation. Though reductive, this is the model of the body promoted by medical science with its reassuring power to name and cure. This is the most universalist theoretical discourse of the body. 2. Juridical deﬁnitions. These diﬀer from one “jurisdiction” to another, but demarcate boundaries of the body in terms, for example, of the salability of certain types of bodies or body products, deﬁnitions of categories of bodies that may or may not enter particular spaces or take part in particular activities, and the rights an individual has over his/her reproductive functions. 3. Social/cultural deﬁnitions. These arise from and are then implicated back into cultural products such as literature, visual arts, and local customs and knowledge. It is here that we learn what roles are available for what kinds of bodies, and the rewards or punishments that attend various body behaviors beyond the strictly juridical deﬁnitions. The amalgam of images learned through social/cultural deﬁnitions results in the “imagined social body”—the locally pervasive, implicit notion of the “normal,” “proper” body.
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 4. Somatic deﬁnitions. This area includes the ineluctably physical aspects of the human body: innate knowledge, autonomic body functions, the “felt” body, and so on. But more importantly for my purposes, this area also includes the assumptions that we make about the world through our bodies as they function daily in the speciﬁc environment within which we live. When writers working during the Occupation period wanted to express their feelings of epistemological or ontological derangement, it was natural that they would use representations of the body in that expression, since, as I contend below, it is a human cognitive characteristic to understand one’s world partly in terms of one’s conceptualizations of the body. Veronica Kelly and Dorothea von Mücke have argued that “fundamental cultural activities are informed by speciﬁc versions of the body [. . . and therefore] a culture in its moments of heightened self-awareness, when it would understand its own position in history, will . . . investigate its relationship to the human body.”1 Certainly the Occupation was a time of intense self-awareness, when all Japanese residents—regardless of age, profession, gender, nationality, ethnicity, region—were compelled to contemplate Japan’s “position in history.” It is important to consider, then, the speciﬁc images and conceptualizations of the body that were available in Japanese discourse up to and during the Occupation years, in order to understand the directions that investigation would take. In this chapter I look at theories of embodiment and then trace the history of some discourses of corporeality within Japan. In the following chapter I explore the mobilization of body-related images during the Fifteen Year War. The Body in Theory Humankind has yet to produce a device capable of replicating the experience of the body, as the camera (or earlier realist visual art) can be conceived as duplicating vision. Vision and the visual can be conceived as having an existence outside of, and distinct from, time and the body, as well as having an existence linked with time and
 
 1
 
 Kelly and von Mücke, “Introduction: Body and Text in the Eighteenth Century,” 1.
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 the individual body. When I look at a photograph I assume that I am seeing a part of the visual world with an existence separate from myself and my act of looking at that photograph; in both time and space, that “spectacle” is separate from me as I see it here and now.2 The same can be said, with only slight modiﬁcation, for my view of a painting or a wood-block print purporting to represent accurately some visual element(s) of an historically and culturally speciﬁc moment. The experience each human has with a unique and unreplicable body, however, cannot so easily be externalized. As Elaine Scarry writes with reference to the body in pain: When one speaks about “one’s own physical pain” and about “another person’s physical pain,” one might almost appear to be speaking about two wholly distinct orders of events. For the person whose pain it is, it is “eﬀortlessly” grasped (that is, even with the most heroic eﬀort it cannot be not grasped); while for the person outside the suﬀerer’s body, what is “eﬀortless” is not grasping it (it is easy to remain wholly unaware of its existence; even with eﬀort, one may remain in doubt about its existence or may retain the astonishing freedom of denying its existence; and, ﬁnally, if with the best eﬀort of sustained attention one successfully apprehends it, the averseness of the “it” one apprehends will be only a shadowy fraction of the actual “it”). So, for the person in pain, so incontestably and unnegotiably present is it that “having pain” may come to be thought of as the most vibrant example of what it is to “have certainty,” while for the other person it is so elusive that “hearing about pain” may exist as the primary model of what it is “to have doubt.” Thus pain comes unsharably into our midst as that which cannot be denied and that which cannot be conﬁrmed.3
 
 While Scarry’s point is in reference to the radical body state of intense pain, it is almost equally valid for any other corporeal state, including intense physical pleasure, hunger, fatigue, or even the state of “possessing” and “living inside of ” a sexed or raced body. It is possible to produce visual replicas of the body as it experiences some of these states (a pornographic movie purporting to reproduce the look of a body in orgasmic ecstasy, for example), but there is no means of externalizing and thereby verifying the actual physical sensations of that body (the actors may or may not be faking it). 2 The development of digital image technology and computer-generated images puts into question the veracity and “authenticity” of images; nonetheless, even such images and what they purport to represent remain separate from the viewer and the act of viewing. 3 Scarry, The Body in Pain, 4.
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 Perhaps it is this ineluctable diﬀerence between the human experience of vision and the experience of the body that has resulted in the tremendous discrepancy between the amount and kind of theorizing that has been done about each of these two fundamentally human features: there is virtually no end to the abstract and material theoretization of vision, whereas theory on “the body” remains both rare and almost inevitably context-bound.4 Since we cannot liberate the body from time and space, as we believe we can liberate vision, the body talked about is always a particular body (or set of similar bodies) in a particular set of circumstances. It may be that the body is in fact that which cannot ever be liberated from time and space; its most fundamental meaning may be its absolute unabstract-ability. Philosophy has, of course, long been concerned (even obsessed) with the relationship between mind and body. Religion, too, regardless of sect, concerns itself with the relationship between the physical body and the spirit or soul—the death of one and the continuation of the other. Psychoanalysis addresses the eﬀects of having particular kinds of bodies on the development and health of the psyche. For philosophy, religion, and psychoanalysis, however, it is the nonbody—the mind or spirit or psyche—that is the true object of concern, with the body merely an adjunct, container, or medium. And in every case, although philosophers or psychoanalysts may purport to address a transcendental, universal body, they are in fact analyzing speciﬁc kinds of bodies that have been constituted within particular sets of historical and cultural circumstances.5
 
 4 There is a large corpus of scholarly literature produced in the past twenty years about “the body,” most of it historiographic rather than theoretical. One striking fact about this literature is the speciﬁcity of context of each study. Typical book titles from my shelves are: The Female Body in Western Culture: Contemporary Perspectives; Body and Text in the 18th Century; The Making of the Modern Body: Sexuality and Society in the Nineteenth Century; The Body and the Lens: Photography 1839 to the Present; The Body in Parts: Fantasies of Corporeality in Early Modern Europe (emphases added). Even when the titles are less speciﬁc about the coverage of the volume, introductory remarks inevitably circumscribe the cultural and temporal context in which “the body” will be considered. Those studies that appear to aspire to universality in their theoretical constructs of embodiment (such as Grosz’s Volatile Bodies) almost invariably turn out to be based solely on Anglo-American and European examples and models. 5 While Freud, for example, may have assumed himself to be analyzing “the” human body and its relationship to “the” developing psyche, in fact he was talking about the body as it was constituted in the discursive structures of late-nineteenth and early-twentieth-century Vienna. The validity or applicability of that analysis
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 Medical science has produced a model of “the body” that it presents as universal and transcendental; this has arguably been the main purpose and function of modern medical science. However, as historians of science such as Thomas Laqueur and Londa Schiebinger have made clear, the model of the human body in current medical usage is as context-bound and “constructed” as any other kind of corporeal theory. As Laqueur points out: To be sure, diﬀerence and sameness, more or less recondite, are everywhere; but which ones count and for what ends is determined outside the bounds of empirical investigation. The fact that at one time the dominant discourse construed the male and female bodies as hierarchically, vertically ordered versions of one sex and at another time as horizontally ordered opposites, as incommensurable, must depend on something other than even a great constellation of real or supposed discoveries.6 (emphasis added)
 
 Similarly, the nineteenth-century hierarchization of “the four races,” based on supposedly scientiﬁc analysis of bodily diﬀerence, was a “necessary” and “appropriate” component of the legitimizing discourse of colonialism and imperialism. The horizontal organization of most current scientiﬁc discussions of race (and the general problematization of the very practice of racial categorization) reﬂects a new ideological imperative.7 (I return to the issue of the racialized body later in this chapter). Our standard of authorization of the validity of the current medical model of the body is its functionality. This model “must be true” because, by using it, medical practitioners can isolate and name
 
 may be thought to “thin” the farther away one takes it in time, space, and cultural aﬃnity from its original moment. Japanese psychoanalysts (such as Okonogi Keigo, for example) argue that child-rearing practices in modern Japan produce a diﬀerent relationship between body and psyche (particularly in the area of sexual or gender identity) from the model described by Freud. (See Alvis, “Fantasies of Guilt,” for an overview of Okonogi’s argument and theories.) 6 Laqueur, Making Sex, 10. Schiebinger (Nature’s Body), too, demonstrates the ways in which modern medical science’s construction of a model of the body has been inﬂuenced by ideological concerns that have little or nothing to do with “science.” 7 Studies such as Richard Herrnstein and Charles Murray, The Bell Curve: The Reshaping of American Life by Diﬀerence in Intelligence (New York: Free Press, 1994), are contemporary attempts to use “empirical” evidence to return the conceptualization of race to a vertical, hierarchical structure, entailing a completely diﬀerent ideology. For a thorough critique of this argument, see Stephen Jay Gould, The Mismeasure of Man (New York: W. W. Norton and Company, 1996, second edition; ﬁrst edition 1981).
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 injuries, diseases, and other normal/anomalous states of the body and then exercise control over those states by ﬁxing injuries, curing diseases, and reassuring or warning people about the invisible, mysterious processes occurring inside themselves. Once again, however, as contemporary ﬁrst-world societies place more and more implicit faith in the eﬃcacious functionality of that model, it has had to be increasingly reﬁned in the direction of recognizing and analyzing the diﬀering realities of speciﬁc sets of people in speciﬁc circumstances— the medical ramiﬁcations of endocrinological diﬀerences between males and females, for example, or the genetic predisposition toward certain diseases or conditions that are clustered in speciﬁc races, or ethnic or geographic communities. Given the tendency of “the body” to resist abstraction, I do not attempt the same kind of review of analytical paradigms that I did with vision in Chapter 3. Instead I ﬁrst discuss some examples of ways the body is used to provide conceptual models for all sorts of cognitive performances, the way the body functions as a cognitive template for structural metaphor. Next I examine the history of several discourses of corporeality in Japan that inﬂuenced the repertory of images of the body that were available to writers and readers in Occupation-period Japan. Cognitive Metaphor I am working from the premise that humans return constantly to the body not just as a source of metaphor or analogy—which implies a mere rhetorical ﬂourish or cognitive extension—but rather as one primary model for the conceptual organization of our understanding of the universe. In this I follow the arguments of cognitive scientists George Lakoﬀ and Mark Johnson in their work on what they call “structural metaphor.” Some of the cognitive models derived from the body may be nearly universal in their basic structure (though not in their extended applications). For example, the bipedal posture and rough bilateral symmetry of the body of Homo sapiens, together with the gravity of the earth, combine to give humans an experience of “up” and “down” (front and back, left and right, etc.) that is then extended into many other cognitive ﬁelds. Lakoﬀ and Johnson explore, for instance, the coordination of experiential and cultural paradigms that result in the cognitive sense that “more is
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 up,” “happy is up,” “conscious is up,” “good is up,” “the future is up,” “high status is up,” “ﬁnished is up,” and so forth.8 They explain the physical and cultural bases that make these metaphorical models “make sense” in the discursive universe they are addressing (North American English primarily, and other linguistic and cognitive systems to a lesser degree). For example, “conscious is up” is based on the fact that “humans and most other mammals sleep lying down and stand up when they awaken.”9 “More is up” is explained by the fact that if you “add more of a substance or of physical objects to a container or pile, the level goes up.”10 And these cognitive paradigms work in concert, they are systematic: “happy is up” is partly based on the physical impression that the body when depressed or fatigued tends to droop, whereas upright posture indicates a healthy, chipper state of mind, though it is also related to the concepts that “happy is good” and “good is up,” so happy must be “up.” As Lakoﬀ and Johnson point out, not all languages interpret these spatially oriented, bodily derived paradigms in the same way. Although in English (and in Japanese, as it happens) “foreseeable future events are in front,” they report that in some cultures the future is “behind.”11 The important point is not the speciﬁcities of the body-derived cognitive paradigms within a language-culture but the fact that certain fundamental categories of cognitive organization are “rooted in physical and cultural experience; they are not randomly assigned. A metaphor can serve as a vehicle for understanding a concept only by virtue of its experiential basis.”12 In other words, although the
 
 Lakoﬀ and Johnson, Metaphors We Live By. Lakoﬀ and Johnson, Metaphors We Live By, 15. 10 Lakoﬀ and Johnson, Metaphors We Live By, 16. 11 Lakoﬀ and Johnson, Metaphors We Live By, 14. 12 Lakoﬀ and Johnson, Metaphors We Live By, 18. Some of these concepts are homologous in Japanese: “ﬁnished is up” is paralleled by the auxiliary suﬃx agaru (meaning “to rise” or “go up”) in phrases such as deki-agaru (be ﬁnished) or wakiagaru (ﬁnish coming to the boil). That “happy is up” (and “sad” is therefore “down”) is suggested by phrases such as ki ga shizumu (the spirit sinks) for “to be depressed,” or ki o otosu (to drop the spirit) for “to lose heart, be down.” A whole set of systematically related concepts in the domain of relative status based on up and down is apparent in the verbs of giving and receiving, as well as such expression as jôka machi (castle town, literally, “town below the castle”), Tôkyô e noboru (go to Tokyo, literally, “climb/go up to Tokyo”), etc. Bachnik and Quinn, eds., Situated Meaning, is a collection of essays by linguists and anthropologists exploring the various social structures conﬁgured by the conceptual metaphors based on the fundamental body experience of inside (uchi ) and outside (soto). Again, the point is not the nature of 8 9
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 extended metaphors derived from the experience of the lived body that pertain in particular language-cultures may diﬀer, the basic paradigms of embodiment from which the metaphors are derived are common across cultures. Susan Sontag’s two long essays on body states and metaphor— Illness as Metaphor and AIDS and Its Metaphors—call attention to the persistent practice of looking to the body for models with which to analyze and express other domains of experience. She explains that diseases (and other “negative” body states such as infection or injury) have a particularly strong impact as cognitive models because they make visible what humans are most afraid of: First, the subjects of deepest dread (corruption, decay, pollution, anomie, weakness) are identiﬁed with the disease. The disease itself becomes a metaphor. Then, in the name of the disease (that is, using it as a metaphor), that horror is imposed on other things. The disease becomes adjectival.13
 
 Sontag gives examples of the powerful uses of leprosy, tuberculosis, cancer, and other diseases in descriptions of, for example, corruption in a political system. The use of the word “cancer” to describe an instance of political corruption can invoke the same kind of responses we associate with the treatment of cancer: excision of the malignancy from the body politic, all-out warfare against a merciless and potentially deadly enemy, and so forth.14 If “leprosy” were
 
 this speciﬁc system of cognitive paradigms (although they certainly come into play when Japanese writers and readers are organizing their perceptions of the experience of occupation). Rather, the point I want to emphasize is the derivation of these organizing paradigms in the human experience of inhabiting a physical body in a particular kind of physical environment. 13 Sontag, Illness as Metaphor, 58. Sontag’s goal in writing these essays, particularly Illness as Metaphor, is the quixotic task of uncoupling actual diseases and the people who have them from the metaphorical meanings that those diseases take on. For Sontag, the ineluctable tendency of humans to look to frightening body states as sources of metaphor is a negative human attribute—one she encourages her readers to reexamine because of the damage done to actual cancer patients (for example) through the injudicious use of cancer as a metaphor in other experiential domains. One of the most useful aspects of her argument is the fact that it makes clear that all this articulate argumentation on her part is necessary (and ultimately unsuccessful in any larger discursive sense) precisely because of the ineradicable penchant of humans to look to the body and its conditions for models to understand the universe. Jackie Stacey’s Teratologies is another illuminating study of the metaphors and imagistic discourses that accompany discussion of cancer and its treatments. 14 Sontag, Illness as Metaphor, 64–65, 99.
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 used in place of “cancer” in such a description, it would invoke a diﬀerent set of implicit remedies, beginning with the absolute segregation from the body politic of the unfortunate but dangerously “infected/ infectious” elements. That these responses have little or no correlation with current medical treatment for leprosy or cancer is not signiﬁcant in their use as cognitive metaphor. People make and use metaphor based on a set of salient characteristics that they believe to be true about a speciﬁc phenomenon in the world, not the empirically veriﬁable facts about that phenomenon. However, as Sontag points out, the most potent body-based metaphors do change over time in response to changes in both material circumstances and new discursive currents: there is a constant interchange between cognitive or intellectual domains and currently recognized body states. Sontag points out that “the interesting” was newly idealized in the modern, Romantic, Anglo-European aesthetic of nineteenth-century Europe. This new intellectual fad led to a valorizing metaphorization of already-known diseases that could be characterized as interesting (such as TB), in strict contrast to those that were “common” and plebeian (such as the ﬂu).15 Conversely, as a new disease or body state reaches a critical mass in public awareness (such as AIDS, the Ebola virus, or SARS), it can lead to the creation (or reorganization) of a number of metaphors in existing discursive domains, provided its features can somehow be linked to the perceived salient features of those domains. As we shall see, this interchange between “negative” or adverse body states and the intellectual currents of the time—where conditions of the body provide paradigms for understanding or expressing other domains of experience—is pervasive in Occupation-period ﬁction. The Discipline of the Body and Social Control If one were asked what the human body is, most people would probably answer: It is naked and unpainted, with an unvarying shape, just 15 Sontag, Illness as Metaphor, 30–31. The romanticization of TB is less visible in Japanese cultural history of the nineteenth and early twentieth centuries. That the phenomenon did exist, however, is attested to by novels such as Tokutomi Roka’s wildly popular 1900 novel Hototogisu (The cuckoo). See W. Johnston, The Modern Epidemic, 130–132; and Ito, “The Family and the Nation in Tokutomi Roka’s Hototogisu.”
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 the unadorned human body. It would probably be fair to say that this is the contemporary image of the human body. This is the body exposed to the gaze of medical science, from which view illness or abnormality is taken as aberration, varying from that standard bodyimage. Miura Masashi Shintai no reido (The body degree zero)16
 
 As Miura Masashi goes on to indicate, this sanitized image obscures the fact that the human body has never been simply naked, unpainted, and unadorned. From prehistoric times until now, the control, discipline, decoration, and general “manufacture” of the body have been humankind’s most elementary concern. From the tattoos, ﬁled teeth, and perforated skulls found in prehistoric bodily remains to the cosmetics, deodorants, ﬁled nails, haircuts, and body piercing of today, the body has never been left naked and untampered with. The clothing we wear is not simply to protect our bodies from cold or from contact with injurious elements of the physical environment; it shapes and conceals/reveals our bodies in speciﬁc ways that are valued by whatever society we live in. As Miura argues, even for prehistoric people living under the most primitive of conditions, clothing has always been primarily a way that humans distinguish themselves from animals, and only secondarily a protection against the environment. As long as proto-humans were “like animals” they did not need such protection, as animals do not. From the purely physical and instinctual pleasures of animals, humans have worked to produce extensions or elaborations of the body, which have no real utility other than the satisfaction of expressing the separation of the human body from its purely physical origins.17 Control over one’s body functions, the disciplining of desire into appropriate categories and behaviors, the ability to perform the bodily tasks valued by one’s society—these are the most fundamental signs of human adulthood, and all are predicated on a person’s voluntarily separating his or her body from its “natural,” naked, untrammeled, undisciplined state. The exercise of control over the body of someone else (usually some speciﬁc subset of bodies within a polity) is one of any political system’s most eﬀective expressions of power. Nick Fiddes argues that
 
 16 17
 
 Miura, Shintai no reido, 31. My translation. Miura, Shintai no reido, 32–36.
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 slavery beneﬁted the slave-owners not only through the manual labor they were thereby able to command but also because it made abundantly obvious the fact that the slave-owner had power over other bodies—strong, useful ones.18 To have such power is implicitly to position oneself as ontologically superior to those bodies: if the slaveowners were “human,” the slaves were “subhuman”; if the slaves were ﬁgured as “human,” the slave-owners must consequently be “superhuman.” Fiddes also argues, on a theme I return to below, that the AngloEuropean penchant for meat-eating (and all the complex discursive attributes of “meat”) is predicated on the need for humans in these societies to diﬀerentiate themselves strictly from animals. If humans have the power to kill and consume animals at will, then clearly we must be of a higher order, in a diﬀerent ontological category altogether. The need for demonstrable, veriﬁable evidence of power is played out in many societies in many contexts through one group’s control over the bodies of another group. The Body and Torture Elaine Scarry discusses the body as the primary medium for a society’s expression of power in the contexts of political torture and war. In a comment echoing the argument of Kelly and von Mücke above, she draws a signiﬁcant connection between moments of epistemological slippage in a society and that society’s resulting increased need to demonstrate power in this way: At particular moments when there is within a society a crisis of belief— that is, when some central idea or ideology or cultural construct has ceased to elicit a population’s belief either because it is manifestly ﬁctitious or because it has for some reason been divested of ordinary forms of substantiation—the sheer material factualness of the human body will be borrowed to lend that cultural construct the aura of “realness” and “certainty.”19
 
 This argument parallels those of Sontag and Fiddes mentioned above: the demonstration of power over the human body, particularly the
 
 18 19
 
 Fiddes, Meat: A Natural Symbol, 229. Scarry, The Body in Pain, 14.
 
 theories of embodiment
 
 169
 
 power to control or harm or annihilate that body, is taken in various contexts as a sign of substantiation or legitimation of an idea. Although Scarry here focuses on the scenario of a society formerly stable in its beliefs that has become unstable, this use of the body for substantiation of an ideology is also eﬀective in moments when a group in society is attempting to ratify or authorize an existing ideology. As nationalist sentiments grew in Japan during the 1920s and 1930s, for example, the opponents of those sentiments were systematically arrested, imprisoned, interrogated, and tortured: this control over the bodies (and thus the voices) of anti-war proponents made viable and visible the power of the rightist government. As Scarry explains about torture in general, through the structure of torture the prisoner eventually becomes “all body”—his or her experience becomes reduced to a sentient overload of excruciating pain, hunger, or cold. The point of this torture of the body is that through it the prisoner’s cognitive universe is destroyed: For the prisoner, the sheer, simple, overwhelming fact of his agony will make neutral and invisible the signiﬁcance of any question as well as the signiﬁcance of the world to which the question refers. Intense pain is world destroying.20
 
 For the torturer, in contrast, or for the regime enforcing and endorsing the torture, the structure of the situation results in his/their becoming “all voice.” Not only does the torturer enact “voice” by posing the questions of interrogation (which, as Scarry points out, frequently have no real purpose of gathering information or “intelligence”), but in eventually forcing the prisoner to say the words the regime demands, the torturer also comes to own the prisoner’s voice. The eventual result—the prisoner becomes all body as the torturer becomes all voice—reinforces the manifest power of the regime, and its role as the sole “voice” of reason and truth. As part of the early organization of public sentiment in support of the eventual Fifteen Year War, the militarist elements of the Japanese government virtually silenced, through torture and censorship, the voices of the opposition, thereby conﬁrming the regime’s claim to ideological centrality. The 1920s had seen a surge of leftist political and literary activity in Japan. This movement was abruptly
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 Scarry, The Body in Pain, 29.
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 halted in 1933, when Kobayashi Takiji, one of the most prominent writers of the proletarian literature movement ( puroetaria bungaku undô), died while being tortured by the police. Altogether 67,223 people were arrested for infractions against the Peace Preservation laws between 1928 and 1943. Of those, 65 (including Kobayashi) died under police torture; another 114 died while in prison, often from a combination of maltreatment and poor sanitation.21 Although Kobayashi immediately became a martyr in the eyes of the literary and intellectual community, this did not provoke a backlash against authoritarianism; instead, his death marked the beginning of a much broader silencing of dissident voices. One after another, writers, ﬁlmmakers, and intellectuals imprisoned and tortured by the police performed tenkô: ideological conversion or apostasy.22 Honda Shûgo has written that 95 percent of those arrested and imprisoned for leftist activities during the 1930s issued a statement of tenkô, usually from prison.23 This appropriation of the voice through torture of the body was clearly an eﬀective strategy in focusing Japanese public discourse on the nationalist and militarist goals of incursion into Asia. The Body at War When the Japanese war came to an end and the Occupation began, it is doubtful that there were more than a handful of fortunate Japanese residents who had not had some direct contact with extreme pain or other physical distress. Many of the returned soldiers had For more details, see Kisaka, Susume ichioku, 57–60. For more about the eﬀects of imprisonment and tenkô on the writers of the time, see Keene, “Tenkô Literature,” in idem, Dawn to the West, 846–905; see also Alan Wolfe, Suicidal Narrative in Modern Japan, 153–164. Film directors and scriptwriters who attempted to express anti-war sentiments, such as Iwasaki Akira and Kamei Fumio, were also arrested and prosecuted. See Shimizu, “War and Cinema in Japan,” 7–57. For more on Kamei’s arrest, see Satô, “Kokka ni kanri sareta eiga,” 9–10. 23 Honda, Tenkô bungaku ron, 180. Kanô Mikiyo emphasizes that in many cases those who chose to commit tenkô (ideological apostasy) were motivated by concern for their families. Especially in cases where both husband and wife were arrested, the question of how children or other dependents were to be cared for in their absence was worrisome, and one or the other parent might choose to recant. But even when only one person was arrested, this often resulted in a catastrophic loss of income. Kanô, Onnatachi no <jûgô>, 31. 21 22
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 participated in some or all of various activities: the killing, maiming, beating, rape, or torture of enemy soldiers, prisoners of war (POWs), and civilians. For many of the returned soldiers, contact with physical pain and suﬀering had also taken the form of often-brutal military discipline; lack of food (particularly in the ﬁnal days of the war in some areas, when Japanese soldiers were reduced to eating grass and dirt, and even the dead bodies of their comrades, according to some sources); and/or injuries and atrocities visited upon them by the Allied enemy.24 Many soldiers must have been exposed to both sides of the pain equation—both causing and experiencing excruciating pain. Unlike the structure of torture, however, the structure of war implies consent on the part of the military participants. Soldiers exposing themselves to pain and death are conceived as having “given their consent over this most radical use of the human body.”25 Indeed, one of the most radical wartime uses of the body ever conceived— the tokkôtai (special attack forces; i.e., “the kamikaze”), with their suicide planes and one-man or two-man suicide submarines—would have been impossible without the consent of the participants.26
 
 24 Although it is an issue rarely addressed in recent discussions (in English or Japanese) of wartime atrocity, there were many documented instances of Allied troops committing the same acts of brutality for which the Japanese were tried, convicted, and in many cases executed in the Allied courts after the war. In the words of a United States war correspondent, writing in 1946 about the kind of war fought by American troops, “We shot prisoners in cold blood, wiped out hospitals, strafed lifeboats, killed or mistreated enemy civilians, ﬁnished oﬀ the enemy wounded, tossed the dying into a hole with the dead, and in the Paciﬁc boiled the ﬂesh oﬀ enemy skulls to make table ornaments for sweethearts, or carved their bones into letter openers” (Edgar L. Jones, Atlantic Monthly, February 1946; quoted in Dower, War without Mercy, 64). Comprehensive as this list may sound, it only begins to cover the range and scope of atrocities committed by Allied troops. For another ﬁrst-person account of Allied atrocities, see Sledge, With the Old Breed. Unlike Jones, Sledge’s memoir suggests no sense of guilt over Allied soldiers’ actions. None of this, of course, mitigates Japanese responsibility for brutal behavior in Asia and the Paciﬁc. It does, however, lend credence to Japanese claims (on the part of both soldiers and civilians) of being terriﬁed about the possibility of capture by Allied troops. 25 Scarry, The Body in Pain, 21. 26 There were two groups referred to by the shortened form tokkôtai. The ﬁrst were the Thought Police, for which the full name is tokubetsu kôtô keisatsu (literally, “special higher police”); the abbreviated tokkôtai in this case uses the characters for “special higher forces.” The second group were the kamikaze, for whom the full designation is tokubetsu kôgeki tai (literally, “special attack force”). There is no institutional connection between the two. Along with the well-known attack planes, the Japanese Navy made use of a small ﬂeet of suicide submarines, or “human torpedoes”
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 Although it is certain that a great deal of social coercion and brainwashing went on to prepare the tokkôtai for their missions, once they were out alone in their rickety planes or tiny “iron ﬁsh,” it was up to each individual to immolate himself as scheduled.27 For the civilian residents of Japan, the question of consent to the “radical use” of their bodies is more complicated. It is certain that most civilians (particularly those in urban areas) had had contact with varying degrees of pain and physical suﬀering by the time the war ended. Long hours of heavy labor (including forced labor for Koreans, Formosan Chinese, and POWs), inadequate food, homelessness, unusual outbreaks of fatal disease (such as tetanus, contracted by newly homeless people sleeping on infected ground), injuries from explosive and incendiary bombing of the cities—these had been features of the daily life of Japanese civilian residents for at least the last three years before the war ended. When we think of the “normal” hardships of a nation at war— shortages of food and medical supplies, increased need for labor and sacriﬁce even on the part of segments of the population usually protected or privileged (women, children, the rich)—it is taken for granted that the civilian population has “consented” in some way to the resulting special uses of their bodies.28 Since civilians are responsible for the labor that supplies the military with weapons, food, clothing, and the like, it is even possible to argue that they are nearly as accountable as soldiers, and thus to some extent liable to the retribution of the enemy. International law has had relatively little
 
 (ningen gyorai, also known as “iron ﬁsh”), from the earliest days of the Paciﬁc War. These were cylinders approximately 45 feet long and 4 feet in diameter, in which a single submarine pilot would attempt to steer the torpedo into an enemy ship. Writer Shimao Toshio’s wartime command was a human torpedo squad. For a good description of the several kinds of suicide attack boats and submarines, see Gabriel, Mad Wives and Island Dreams, 10–11. 27 In a recent study, Emiko Ohnuki-Tierney performs an extensive exploration of the motives of the young men who ended up serving as tokkôtai (kamikaze) “volunteers.” Through analyses of their diaries and letters, she produces a picture of the extreme complexity and ambivalence of their attitudes toward the war and their own impending deaths. Ohnuki-Tierney, Kamikaze. 28 Examples of some of the extraordinary demands made during the Paciﬁc War on categories of Japanese bodies that are usually protected include the following: in February 1944 all male senior high school and college students, and unmarried females aged 14 to 25, were drafted for work in munitions and other types of factories. In 1945 the female labor induction was expanded to include unmarried females aged 12 to 40.
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 diﬃculty justifying the bombing of military supply bases and factories, even when it is known that civilians work there. The citizens of a nation whose government has made the decision to pursue war are assumed to be complicit with that decision at least to the extent that they must acquiesce to sacriﬁce, austerity, increased labor, the potential death of loved ones in the military, and so on. Even those people who oppose the war, whether actively or quietly, are not exempt from the special demands of wartime. Even protesters must eat, drink, sleep, and ﬁnd shelter, and so they are as much aﬀected by wartime deprivation as those who support the war, to whatever degree and for whatever reasons. But it is less clear that the civilian citizens of a nation at war can be thought of as having consented to exposing their bodies to direct attack and injury. Unlike soldiers, they are unarmed, and are incapable of raising any defense against the long-distance technology of modern weaponry. How is the bombing of civilians then justiﬁed? The success of torture is determined by the torturer’s ability to reduce the prisoner to “all body” while the torturer himself becomes “all voice,” in Scarry’s formulation. The regime attempting to enact and enforce the hegemony of its ideological position through torture works on one prisoner (dislocating body and voice) at a time. In conventional war the goal is again to establish the supremacy of one ideological position, but this is done by one side’s out-injuring the bodies of the other side: numbers—casualty statistics—become allimportant, and the question of “voice” becomes trivial. There is a powerful reason why the outcome is determined on the basis of relative numbers of dead and injured on the two sides: If injuring has only the solitary function of allowing one side to outinjure the other and thus of designating one of the disputants the winner, almost any other human activity could by now have been substituted in its place: thus injuring must have a second function . . . [namely,] the way the compelling reality of the injured bodies is being used at the end of war to lend the aura of material reality to the winning construct (as well as to the concept of winning itself ) until there is time for the world participants to provide more legitimate means of substantiation.29 (emphasis added)
 
 There is no logical or structural reason why the supremacy of an ideological position, or the supremacy of one group’s claim to territory,
 
 29
 
 Scarry, The Body in Pain, 20–21.
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 should be decided through the medium of injured bodies. Many kinds of human disputes or contests are settled through other means. Given the horror and pain that accompany the human attitude toward war when we think of or see the bodies of the dead and injured, why would we continue to use this particular means of contest-resolution instead of attempting to devise alternatives? According to Scarry’s argument (which is borne out by the observations of the other critics above), it is precisely the human predilection to look to the body for our most powerful visible and tangible concepts of “material reality” that makes the injuring of bodies such a viscerally convincing form of dispute resolution. The Allied strategic decision toward the end of the war to bomb civilian targets can have had no stronger rationale than to dramatically out-injure the opponent and thus end/win the war. The ﬁrebombings of Dresden and Tokyo can only have been conceived as an even more eﬀective (because more destructive and horrifying) strategy of injuring large numbers of bodies—bodies whose consent to direct engagement in combat, including being exposing to direct attack, was a matter of question, thereby rendering their pain all the more striking—in such a graphic way that the superiority of Allied power would be demonstrated and the war could end/be won. The 1937 U.S. State Department–League of Nations joint resolution against the bombing of civilian targets, made in response to the Japanese bombardment of China, appealed to humane, civilized recognition of the problematic nature of the assumption of “consent” on the part of civilian bodies to the practices of wartime. The subsequent Allied decision to bomb such targets was an implicit admission that the issue of consent had been outweighed by the imperative to injure.30
 
 30 Nowadays, when subsequent wars (Vietnam in particular) have permanently blurred the line between civilian and soldier (at least when the war occurs in nonAnglo-European contexts), and when the bombing, straﬁng, and napalming of civilians have become commonplace, it is diﬃcult to remember that it was in World War II that this particular line was ﬁrst freely crossed—and easy to forget the degree of outrage it caused. Although some residents of ﬁrst-world countries today express shock and outrage when their own civilian centers are attacked (as they do in reaction to “terrorism,” for example), the Anglo-European discursive universe has accepted the notion that in other countries the “civilians” are very likely guerrilla ﬁghters, and are therefore deserving of the same treatment as soldiers. It is diﬃcult to conceive any other rationale behind the casual oﬃcial acknowledgment of U.S.
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 When eight American ﬂyers who had participated in a 1942 bombing raid against Tokyo and other cities—the “Doolittle raid”—were captured, tried, and convicted of war crimes, the Japanese used the same logic to argue that the bombing of civilian targets was barbaric, uncivilized behavior. Since it was assumed (though not explicitly argued in these terms) that the ﬂyers, being soldiers, were “consenting” participants in the attack, three were condemned to death (and duly executed) and the other ﬁve sentenced to life imprisonment. Both the United States and Japan used this incident to exemplify the barbarity and hypocrisy of the enemy, basing their arguments implicitly on the issue of consent to speciﬁc wartime uses of the military and the civilian body. Even today, some people use relative numbers of injured bodies to explain and justify morally questionable decisions. The dropping of the atomic bombs and the intensive bombing of other civilian targets in Japan saved American soldiers’ lives, this argument says. That is how wars are won—by destroying more of the bodies identiﬁed as “enemy” than they destroy of “one’s own” bodies. It is the impossibility of replicating and externalizing pain in a convincing way that allows these arguments to carry such weight, and to sound rational. U.S. censors spared the American public the sight of many of the uglier forms of American or Allied soldiers’ deaths in World War II. Though many photographs of dead American soldiers in the ﬁnal years of the war were published in popular magazines and newspapers, these were carefully screened to exclude brutalized, mutilated, dismembered, or merely “unsightly” bodies, or those being treated like inanimate objects (while being loaded onto trucks, for example).31 It is unlikely that the pain suﬀered by the bodies of one’s own “side” could be tolerated if such pain could be vicariously experienced, considering that the mere sight of such suﬀering is considered intolerable. If the pain of the bodies injured in war could be vicariously (but physically and accurately) experienced by those inﬂicting the pain (the wartime American public, for example, who seem to have
 
 military long-range attacks on the civilian populations of Libya, Iraq, Afghanistan, and Iran, and the general lack of outraged response on the part of the U.S. public. This is in marked contrast to the United Nations’ apologies every time a civilian or civilian structure became a casualty in the Kosovo bombings. 31 See Roeder, The Censored War, especially 7–42, 144.
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 largely supported total war against Japan), it is unlikely that “outinjuring the enemy” could last long as the standard for warfare. The model of “conventional” war from which our modern concepts of consent and of moral responsibility and guilt originally emerged is a model in which human bodies came into direct contact with other human bodies, which they then attempted to kill or at least incapacitate. When faced with a “kill or be killed” situation—when an armed soldier confronts another soldier, or even a desperately resisting civilian—the moral equation is easy to solve: the soldier kills. In this equation, the soldier does not, however, maim or rape or desecrate those bodies, either before or after the killing. In this equation the soldier discriminates between those bodies that pose a threat to him (which he is sanctioned to injure or kill, because their “threat” implies their consent) and those bodies that do not (traditionally women, children, the elderly, and unarmed male civilians). “Atrocities” are precisely those acts of war that are seen as violating this “conventional” equation. As technology extended the range of the human body’s power to inﬂict injury at a distance—through catapults, cannons, ships, airplanes, submarines, bombs, missiles, torpedoes—the direct contact between one body at war and another was increasingly lost. The ability (and thus the moral responsibility) to discriminate between a threatening and a nonthreatening body was also lost. As Scarry remarks about the torturer, his or her power comes from the ability to maintain, even from a proximity of mere inches, a radical distance from the body of the prisoner upon which she or he is inﬂicting such agony. The amazing power of technological weaponry is also its ability to distance the inﬂictor of injury or death from the bodies thus injured. It is surely this structure of psychic distancing in the use of powerful long-range weapons that caused so much outrage on both sides of the Doolittle raid incident. From the point of view of the American public, the Doolittle ﬂyers were simply doing their job, in a “kill or be killed” situation like that of any other soldier. In the Japanese view, however, the bombing raid on Japanese civilian targets was a matter of safe, empowered soldiers inﬂicting injury and death on defenseless victims. Americans were not accustomed to thinking of their own actions in terms of the “heinous barbarity” that they had seen in the Japanese bombing of China, while the Japanese for their part put the actions of the Doolittle ﬂyers into a diﬀerent category from
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 their own earlier behavior, creating new laws on the spot to condemn enemy behaviors that they themselves were already guilty of.32 The linguistic opposite/complement of “conventional warfare” is “nuclear warfare.” As Scarry points out: Nuclear war more closely approximates [the] model of torture than the model of conventional war because it is a structural impossibility that the populations whose bodies are used in the conﬁrmation process can have exercised any consent over this use of their bodies.33
 
 Nuclear warfare deﬁnes the category of war that is no longer conventional precisely because the radical distancing made possible by technology reaches its summit (to date) in nuclear destruction: the ratio of destructive eﬀect (tremendous and long-lasting) to direct human agency and resulting psychic responsibility (instantaneous and minimal) is greatest in nuclear warfare. That this distancing is necessary for the moral and psychic security of “ordinary” humans is evident when we consider the furor surrounding the proposed Smithsonian National Air and Space Museum exhibit on the Enola Gay aircraft and the atomic bombings of Hiroshima and Nagasaki on the occasion of the ﬁfty-year anniversary of the bombings. It was veterans’ groups and politicians–namely, those with the most cause to feel direct responsibility for the bombings—who felt most strongly about maintaining an absolute cognitive separation between the act of “pushing the button” and the resulting eﬀects on the bodies of tens of thousands of Japanese (and Korean) civilians, as well as Allied prisoners of war, Japanese soldiers, and so on. During the planning of the Smithsonian exhibit, these veteran-identiﬁed groups successfully opposed the depiction of any of those bodies in conjunction with the display of the technology that injured them, or even the mention of casualty ﬁgures. These groups even opposed—again successfully—the display of non-human artifacts that gesture at the force of the technology: a wristwatch, a piece of bamboo, an item of clothing.34 The actual waging of nuclear war has had the result of
 
 For details of the Doolittle raid, see Dower, War without Mercy, 48–50. Scarry, The Body in Pain, 21. 34 These items were to have been lent to the Smithsonian by the Peace Museum in Hiroshima as part of the exhibit as originally planned. They are listed in Karasaki, “Hiroshima’s U.S. bomb exhibit idea,” Asahi Evening News, February 1, 1995. The signiﬁcance of the controversy raised by the planned exhibit—issues of memory and 32 33
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 turning some soldiers and politicians into “torturers,” according to Scarry’s formulation, and this is an extremely diﬃcult idea to accept about oneself.35 As discussed in Chapter 2, the Japanese people living during the Allied Occupation were given little choice about accepting their characterization as “butchers” during the Tokyo War Crimes Trial and the other military trials held throughout Japan. Roughly 5,700 Japanese soldiers were tried for war crimes, and more than 900 of these were executed.36 It was not until many years later that stories about documented instances of Allied atrocities began to circulate.37 Rumors about the Allied torture of Japanese prisoners, the shooting of wounded men trying to surrender, and the mutilation of bodies—many of them true—had been common in Japan during the war.38 None of this evidence of the full-scale brutality perpetrated by all sides was raised at the Tokyo Trial, however. The focus in the Allied courts was on Japanese atrocities committed against American, British, and Australian soldiers and POWs; as John Dower has pointed out, the suﬀering of civilians in the various countries of Southeast Asia under Japanese occupation was virtually ignored. In addition, the issue of the sexual enslavement of women for the Japanese troops—the socalled comfort women—was not even mentioned, perhaps because
 
 history, nation and nationalism, as well as the details of the exhibit’s planning and re-planning—has been addressed in several articles: see Yoneyama, “Critical Warps”; Treat, “The Enola Gay on Display”; and Linenthal, “Remembering Beginnings and Endings.” 35 When Justice Pal argued at the Tokyo War Crimes Trial that the Allies were war criminals for dropping the atomic bombs, this was not a palatable thought because it destroyed the psychic distance that separated the “torturers/soldiers” from the horriﬁc injuries suﬀered by their “prisoners/victims.” It is likely that SCAPGHQ was involved in suppressing the publication of Justice Pal’s opinion, which did not appear in Japan until November 11, 1952, ﬁve and a half months after the Occupation ended. See Tanaka Masaaki, Paaru hakase no nihon muzairon, 181, cited in Minear, Victor’s Justice, 33n29. In Embracing Defeat, Dower discusses the Tokyo Trial at length, and details SCAP’s complicity in decisions to pursue or avoid various issues; see especially 443–484. 36 Kojima, Tôkyô saiban, 2: 225, quoted in Minear, Victors’ Justice, 6. 37 As I discuss later, the American public was treated to information about U.S. soldiers’ brutality toward Japanese bodies in such popular forums as Life magazine, through photographs of bones, skulls, gold teeth, etc. that had been “harvested” from Japanese soldiers. Nonetheless, this was never framed as “atrocity,” nor was the possibility raised that these acts of “harvesting” might have been performed on live men, although the ﬁrst-person accounts of Allied soldiers make it clear that they sometimes were. See, for example, Sledge, With the Old Breed, 120. 38 See Dower, War without Mercy, 61–71, for instances of Allied, especially U.S.
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 the vast majority of the women were Korean, Chinese, or Southeast Asian. The fact that as many as one-third of Allied POW deaths resulted from “friendly ﬁre”—the sinking by U.S. submarines and planes of Japanese transport ships carrying Allied prisoners—was not factored into the numbers used in determining guilt.39 The trials focused exclusively on Japanese brutality, with the implication that the Allied forces had fought a diﬀerent kind of war, a “clean” war.40 and Australian, atrocities. These included “mutilating Japanese war dead for souvenirs [mostly ears and gold teeth], attacking and sinking hospital ships, shooting sailors who had abandoned ship and pilots who had bailed out, killing wounded soldiers on the battleﬁeld, and torturing and executing prisoners” (ibid., 62). Dower cites a Life magazine “human interest” story with a photograph of an American woman posed with the Japanese skull her soldier ﬁancé had sent her; skulls were a popular souvenir among soldiers but required messy and malodorous procedures for removing the ﬂesh (65). As Dower goes on to point out, “It is virtually inconceivable that teeth, ears, and skulls could have been collected from German or Italian war dead and publicized in the Anglo-American countries without provoking an uproar” (66). The most frightening, because most systematic, example of Allied brutality was the policy among many military companies toward the end of the Paciﬁc War to minimize the taking of prisoners—that is, to shoot Japanese soldiers (and civilians on Saipan and Okinawa) attempting to surrender. Charles Lindbergh, who wrote extensively about his discomfort with the level of barbarity he observed in Allied troop behavior, reported seeing a cave “ﬁlled with dead Japanese who had tried to surrender but been told to ‘get the hell back in and ﬁght it out’” (in The Wartime Journals of Charles A. Lindbergh [New York: Harcourt, Brace, Jovanovich, 1970], quoted in Dower, War without Mercy, 70). Lindbergh also wrote of a naval oﬃcer who had assembled the Japanese prisoners taken by his unit, sorted out those who could speak English, and had the rest killed (ibid., 71). This information suggests a new interpretation of the “bushidô spirit” of the Japanese soldiers, which “compelled” them to ﬁght to the death. It must not be forgotten that Japanese soldiers did engage in suicide attacks, that they compelled citizens on Okinawa to commit suicide rather than surrender to Allied troops, and that they even put to death Okinawan citizens (including many children) who might not be prepared or willing to “voluntarily” commit suicide. (See Chapter 6 for examples of the propaganda that was used to convince Japanese citizens and soldiers that self-immolation was glorious.) For accounts of Japanese military atrocities against Okinawan civilians, see Field, In the Realm of a Dying Emperor, 56–67, and Molasky, The American Occupation of Japan and Okinawa, 16–17. 39 Kingston, Review of Prisoners of the Japanese by Gavin Daws. 40 Before detailing the atrocities commonly committed by Allied troops (quoted above in note 24), Edgar L. Jones posed the question, “What kind of war do civilians suppose we fought, anyway?” During the war, photographs that documented American atrocities or brutality were censored. (See Roeder, The Censored War, 48, for examples of such photographs.) In the sixty years since the end of the war, right-wing forces in Japan have made various attempts to deny or rewrite history, although these have not (so far) succeeded because of pressure from both inside and outside Japan. During that same sixty years, the United States has never to my knowledge brought into public discussion instances of the brutality of Allied behavior in the Paciﬁc, despite all the evidence documenting Allied atrocities.
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 Before the Tokyo Trials the Japanese public cannot have been entirely unaware of some instances of atrocity committed by Japanese soldiers, or of the brutal nature of battle as conducted by the Imperial Army. But the worst and most systematic cases of cruelty, including the Rape of Nanjing and the Bataan Death March, had been eﬀectively censored and were virtually unknown by anyone but the highest-ranking military oﬃcials. Even high-level civilian government oﬃcers seem not to have been informed of the worst oﬀenses.41 Murakami Yumiko quotes Japanese ﬁlm critic Satô Tadao, who, during a 1990s American retrospective of wartime ﬁlms, saw an old newsreel about the Rape of Nanjing. Satô expresses shock at the graphic footage of violence committed by the Japanese soldiers. But what is most striking to him is the realization that Americans and people in many countries of the world had seen this newsreel in theaters only weeks after the events it showed. The Japanese may have been almost the only people on the planet not to have known about the level of destruction, not to have seen these images at the time, he says. In fact, the Japanese were shown footage of the Chinese expressing gratitude to Japanese soldiers and colonists.42 Books and magazines for children were ﬁlled with images of Japanese-Chinese amity. Throughout the war, magazines for adults, too, stressed the gratitude of invaded peoples for the beneﬁcence of the Japanese colonial/imperial presence (see Plate 4; I discuss the images prevalent in books and magazines in the next chapter). By the end of the War Crimes Trials, however, the level of systematic violence committed by Japanese soldiers on the bodies of various categories of “enemy” was something that all those who deﬁned themselves as “Japanese” had to come to terms with. Whether or not one identiﬁed personally with that kind of behavior, no one 41 Dower, War without Mercy, 61. Ienaga Saburô gives details about the Japanese government policies of censorship during the 1930s, including discussion of the suppression of information about the brutality of the Rape of Nanjing (Ienaga, The Paciﬁc War, 97–128; on the Rape of Nanjing, see 100–102). Abe Mark Nornes points out the fact that during the war American audiences were seeing documentaries featuring unprecedentedly violent images of Japanese atrocities, as well as gruesome images of dead Japanese soldiers. Accompanied by blood-and-thunder rhetoric, these ﬁlms look like a “call to genocide” (Nornes, “Cherry Trees and Corpses,” 151). In other words, the American public was experiencing the ﬂip side of the Japanese cover-up of violent images: a concentration and intensiﬁcation of those images, designed to inﬂame hatred (ibid., 150–152). 42 Murakami, Ierô feesu, 99.
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 Plate 4. Cover of Gakusei no kagaku (Science for students) magazine, April 1942: Japanese soldiers with children in the South Seas. (Used with permission from Seibundô Shinsha and Fukuda Umeko.)
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 could escape the fact that in the eyes of the international community, to be Japanese now meant—with evident justiﬁcation—to be brutal and inhuman. Besides these new discourses of the body, there were many earlier Japanese formulations of what the body meant, or could mean, that were also available for use by writers during the Occupation. Conceptualizations of the imagined social body that are normally unquestioned and invisible take on new meaning, and therefore become conspicuous, under conditions of radical social upheaval. Consequently I attempt to trace in some detail several of the major strands of the discursive formulation of the Japanese imagined social body before and during the war. The Excluded Body The body as site of purity/pollution, an organizing feature of virtually every culture, was present in Japan in a particularly rigid form from earliest written records. Unlike a body that served merely as the housing for the more important, transcendent spirit (as in much Judeo-Christian mythology), the Japanese body itself represented the ultimate sign of purity or pollution in the originary myths. If the body were damaged or impure, or came into contact with impurity, there was no recourse to a separate soul that might transcend the mere physical pollution. As John Pelzel suggests, the banishment of the originary goddess Izanami to the realm of the dead because her genitals were burned when giving birth to the ﬁre god is a sign of this lack of transcendence.43 The realm of the dead, though spatially separate from that of the living, was represented as essentially no diﬀerent from it; when Izanagi went there to search for his spouse, Izanami, he found it visually the same as the world he had left. The only diﬀerence was the putrefying, maggot-covered state of Izanami’s body, which so horriﬁed Izanagi that he ﬂed back to the world of the living. Rather than pity for the unfortunate state of the body encasing a still-beloved soul, Izanagi’s reaction is based on a direct conﬂation of the physical state of the body and its valuation. As Pelzel points out, there is little condemnation in Japan’s originary
 
 43
 
 Pelzel, “Human Nature in the Japanese Myths,” 15–18.
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 myths of lewd or promiscuous behavior; the sexual activities of the body are not morally troubling. The only body behaviors or states that cause concern are anti-social activities (such as Susanoo’s destruction of the banks of the rice paddies) or connection with putrefaction, dismemberment, or death (such as Izanami’s decaying body). From earliest historical records, “Japan” (to the extent that we can argue anachronistically the existence of such a coherent entity) has shown evidence of a strongly hierarchical social organization, with a particularly strong concern for purity and pollution.44 In addition there is evidence of a continuous—albeit historically complex— conceptualization of “normal” identity that relies on an organizational structure of exclusion. Though various groups have at diﬀerent times played the role of excluded, abject, peripheral “other” to the included, normal, central notion of Japanese-ness, the existence of an “outcast” group, from earliest times to the present, is of particular signiﬁcance.45 Clearly, a notion of inclusivity and exclusivity is fundamental to any attempt to establish identity, whether on a national, cultural, linguistic, ethnic, gender, class, or caste basis. But the speciﬁc criteria used to demarcate groups, and the structures of the interactions among them, both arise from and contribute to the perpetuation of distinct conceptualizations of the body and its meanings. In this sense
 
 44 Ohnuki-Tierney, The Monkey as Mirror, 77–81. Ohnuki-Tierney condenses the research of several Japanese archeologists and historians in her discussion. 45 As will become clear, strictly speaking it is incorrect to talk about an “outcast” group before the rigid class/caste stratiﬁcation of the Edo period. Nonetheless, many scholars project this terminology back as far as Japanese prehistory, to describe the ambiguous social role of the “special status people.” The history of “the” outcasts in Japan is complex and speculative regarding many details, especially the origins of the category; the historiography of the burakumin is contentious and politically/ideologically charged. I cannot do justice to the complexity and diversity of nearly a thousand years of the “outcast experience” in Japan, nor take the time to trace the positions of recent scholarly arguments over buraku history. For more information I refer the reader to the following sources, all of which have helped to inform the brief overview in this chapter and the further discussion of burakumin in Chapter 9 below. In English: the various essays in De Vos and Wagatsuma, eds., Japan’s Invisible Race (1967); Hane, Peasants, Rebels, and Outcastes (1982); and Ohnuki-Tierney, The Monkey as Mirror (1987). In Japanese: Akisada, Kindai to hisabetsu buraku (1993; pages 15–24 are particulary useful in laying out recent disputes in modern buraku history); Watanabe, Nihon kindai bungaku to <sabetsu> (1994); Kobayashi et al., eds., Burakushi yôgo jiten (1985); Harada, Hisabetsu buraku no rekishi (1975); Buraku Kaihô Jinken Seisaku Kakuritsu Yôkyû Chûô Jikkô Iinkai, ed., Zenkoku no aitsugu sabetsu jiken (2003); and Buraku Kaihô Kenkyûjo, ed., Zusetsu (1998).
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 the history of the Japanese oucasts is germane to the eventual meanings attached to the body and to embodiment in Occupation-period narratives. I must emphasize that what I am doing here is tracing a particular discursive move—the tendency to deﬁne the “normal” body through the creation of an outcast group—rather than adducing the existence of a recognizable, coherent, veriﬁable category of people living from the earliest days of Japanese history to the present. To simplify this discussion I refer to the people whose social role is to embody the outer boundaries of Japanese-ness as burakumin, although this usage is anachronistic when applied to pre-Edo Japan and risks implying greater categorical continuity than is historically warranted.46 Though no longer subject to rigorous legal and religious categorization, the contemporary descendants of the burakumin constitute a deﬁnable group both juridically (through continued oﬃcial designation) and in terms of social organization (through discrimination). Contemporary burakumin descendants trace their lineage back only as far as the Edo period (1600–1867), when people of certain occupations were conﬁned within tokushu buraku (“special villages”), from which the word burakumin (“village dwellers”) derives.47 Before that time there were possibly several heterogeneous groups of people who played the same role—that of impure, marginal “other” to the “normal human”—and the exact status of these “others” diﬀered from one historical moment to another, as I discuss below. Therefore I wish to emphasize that my use of the term burakumin to trace this
 
 46 For an overview of the arguments about the pre-Edo existence and continuity of burakumin, see Mizuta, Edo no buraku, especially 7–33, 45–78. 47 The phrase tokushu buraku is taken these days as being particularly discriminatory and is not used for contemporary references. The currently preferred term seems to be hisabetsu buraku (“community experiencing discrimination”), although mikaihô buraku (“not-yet-liberated village”) and dôwa chiku (“harmonious area”) are also frequently encountered. The word tokushu translates into English simply as “special,” but as opposed to other possible locutions (such as tokubetsu or tokutei), tokushu denotes a diﬀerence of essence, thus underscoring the conceptual prejudice that the people who lived in these enclaves embodied an ontological diﬀerence. See Chapter 9 for more on the signiﬁcance of this term. For an excellent explanation of the problems with this term and its recent problematic usages, see Harada, Hisabetsu buraku no rekishi, 12–19. For a history of the term buraku and its modiﬁers, see Kobayashi et al., eds., Burakushi yôgo jiten, 277–278. Through the provisions of the Tokubetsu Sochi Hô (Special Measures Law) enacted in 1959, buraku communities were identiﬁed and singled out for various kinds of social welfare assistance. Although the “special measures” were clearly well-intended, this legal designation of certain areas as buraku has in many ways only led to continuing opportunities for discrimination.
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 social role back to earliest history does not indicate that contemporary burakumin are the direct descendants of an unchanged genetically or culturally deﬁnable group of people; it is merely a convenient shorthand term for referring to an important and remarkably consistent role in the conceptualization of the social body. (In Chapter 9 I return to a discussion of the history and social role of burakumin descendants after the Meiji Restoration in 1868.) The existence of an out-caste, associated with the butchering of animals or attendance on the dead, is a feature of several Asian cultures, particularly those inﬂuenced by Buddhism.48 In Japan the original Shinto abhorrence of blood and death was exacerbated by the importation of Buddhism (with its strictures against the taking of life) in the Nara period. Though it was possible to cleanse oneself or one’s community after some kinds of unavoidable contact with impurity—such as childbirth, which could be dealt with by segregating pregnant women in parturition huts—there were other activities necessary to the community that could not be so easily avoided, cleansed, or exorcised away: the preparation of animals for ritual sacriﬁce, the slaughter of animals for food and skins, the disposing of dead bodies and guarding of tombs. The social structure of Nara-period Japan was comprised of clans, each with an hereditary economic or artisanal function: weaving, leatherwork, pottery, and so on. Some people argue that the earliest burakumin originated as such a clan (or clans), possibly descended from earlier slaves ( yakko) whose socialeconomic function was associated with these various necessary but deﬁling activities.49 Emiko Ohnuki-Tierney contends that in the Nara, Heian, and medieval periods the social evaluation of the burakumin was not entirely negative.50 Because they performed tasks such as conducting imperial funerals and caretaking of the imperial tombs in the Nara and Heian periods, she argues that they may well have been perceived as mediators between the worlds of the living and dead as well as between incommensurable social ranks. Despite their constant contact 48 Besides the well-known untouchable caste in India, John Price cites examples of outcasts in Tibet and Korea. Price, “A History of the Outcaste”; see especially 6–10. 49 For a very readable overview of the history of “special status people” in the Nara, Heian, and medieval periods, see Harada, Hisabetsu buraku no rekishi, 48–72. 50 Ohnuki-Tierney uses the term “special status people” in order to avoid the problems of terminology mentioned above.
 
 186
 
 chapter five
 
 with impure and deﬁling substances, their mediator role may have made them appropriate for certain kinds of puriﬁcation rituals as well.51 In the medieval period, as imperial power waned and the warrior class rose to political prominence, the traditional burakumin artisanal skills in leatherwork and other crafts necessary to a martial culture may have given some burakumin a measure of social status and economic power. In addition, in a martial culture the proper disposal of dead bodies (after a battle, for instance) becomes increasingly important. Although burakumin were still identiﬁed with activities considered ritually impure and deﬁling, and although they seem to have lost the important role as mediators between worlds or classes in this period, the relatively loose and transitional nature of medieval social structures allowed for considerable variation in their deﬁnition and treatment. What I am calling here the burakumin (those employed in deﬁling tasks such as butchering animals or care of the dead) were associated in the medieval period with a more general class of hinin (“nonpeople”), which was made up of criminals, prostitutes, itinerant priests, performers (including the founders of the Nô theater), and migrant menial laborers. It was the bodily activities engaged in by all of these people, their constant physical contact with “the unclean,” that primarily deﬁned their “nonhuman” status, though the bodily activities of the burakumin were particularly “impure.” Ohnuki-Tierney writes that the association between deﬁling occupations—“butchers, falconers, tanners, makers of leather goods, cormorant ﬁshermen, undertakers, caretakers of tombs, executioners, tatami ﬂoor mat makers, and sweepers”—and the permanent, ineradicable, inherent, and inheritable deﬁlement of the people who pursued them began in the Heian period, intensiﬁed gradually in the medieval period, and reached its culmination in the feudal system of Edo Japan.52 For example, though the term eta (or eta hinin) was used to refer to some burakumin in the thirteenth century, it does not 51 Ohnuki-Tierney, Monkey as Mirror, 77–79. She is referring to the work of Nagahara Keiji and Akima Toshio here. 52 Ohnuki-Tierney, Monkey as Mirror, 90. Harada, Hisabetsu buraku no rekishi, 80ﬀ., makes the same point. About the perhaps puzzling identiﬁcation of tatami-making as a deﬁling occupation, Ohnuki-Tierney explains that the problem is the association of tatami with feet, seen in Japan to be “dirty.” As we will see, burakumin became closely identiﬁed in later periods with the shoemaking industry. In contemporary Japan, this is understandable at least partly because shoemaking requires
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 seem to have had a particularly pejorative connotation, according to Ohnuki-Tierney. A century later, however, the word was being written with Chinese characters meaning “full of ﬁlth,” was pronounced etta, and carried a clearly derogatory association.53 The use of the epithet yotsu or yottsu (“four,” suggesting that burakumin were like fourlegged animals) also became common during this period. In the Edo period burakumin continued to be associated with a larger category of hinin, but for the burakumin that status had now become hereditary and permanent. Although burakumin could own property and possessed skills necessary to the larger community, they were legally identiﬁed as outcast from birth until death in the rigid Edo feudal structure. In contrast, since the other hinin groups were itinerant, they could switch jobs at any time, change location, and even become respectable commoners if they took up a “clean” trade and established themselves in a community. A commoner in the Edo period could be “demoted” to the level of hinin as punishment (for attempting double suicide, for example), but it was not possible to make someone a burakumin because that status was by this time absolutely “hereditary.”54 A commoner who married a burakumin nevertheless lost commoner status and was thereafter identiﬁed as burakumin, as were any resulting children. In 1871, after the Meiji Restoration, the former burakumin were oﬃcially redesignated as “commoners”; they became the shin-heimin working with leather, associated with butchery and dead animals. But even the burakumin in earlier periods who were straw sandal makers were considered to be involved in a “dirty” craft, again because of the association with feet. 53 Ohnuki-Tierney, Monkey as Mirror, 91–92. As she remarks, the derivation of the term eta is a matter of much dispute. Because it is one of the terms that has survived as a derogatory epithet into the contemporary period, the history of its origins and meaning is a particularly sensitive issue. For further scholarly speculation in English on the derivation of “eta,” see Price, “A History of the Outcaste,” 18–19; in Japanese, see Harada, Hisabetsu buraku no rekishi, 22–25. For an extensive catalogue of its earliest documented uses, see Kobayashi et al., eds., Burakushi yôgo jiten, 32–37. 54 Price, “A History of the Outcaste,” 21. There were isolated exceptions to this. Akisada cites the example of Chôshû Domain in the Bakumatsu period, which oﬀered burakumin who agreed to ﬁght for the Domain a choice between a change of rank (to lower nobility) or a grant of land in the event of victory. Akisada (Kindai to hisabetsu buraku, 42) reports that many preferred the land. Even those who chose the new rank were denied the family crest and anscestral tomb that usually accompanied it. Harada (Hisabetsu buraku no rekishi, 179–180) talks about the same incident. For more on the laws about the hereditary nature of Edo-period burakumin status, see Hane, Peasants, Rebels, and Outcastes, 141–142; and Ohnuki-Tierney, Monkey as Mirror, 93–94.
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 (“new common people,” another euphemism sometimes used to refer to modern burakumin descendants). This new legal status did nothing, however, to stem more than a thousand years of prejudice and exclusion. The shin-heimin were still considered dirty/impure, animallike, genetically diﬀerent, and inferior. Although the centuries-old Buddhist prohibition against meat-eating was vigorously countered by the Meiji government and beef became a fashionable food item, the association of buraku dwellers (now shin-heimin) with the aﬃliated industries of butchering and leatherwork continued to be seen as “dirty” by the majority of Japanese. The shin-heimin continued to be conﬁned to living in special villages or in speciﬁc ghetto areas of the cities—burakumin enclaves clearly deﬁned since the Edo period. I return in Chapter 9 to the recent history of the former burakumin and their status during the Occupation. For the current argument, however, the most important point is the discursive function of the existence of the category I am calling burakumin in Japan: namely, the fact that a discrete group of people—racially, linguistically, and culturally indistinguishable from any other Japanese—has been made, throughout hundreds of years of history, to embody “uncleanness” so that the rest of the Japanese social body could deﬁne itself as “pure.” The premodern burakumin and their modern descendants have served to mark the margins of the “viable” Japanese imagined social body. Judith Butler writes about the performance of identity, and the identiﬁcatory systems that conﬁgure a culture at a particular moment in history, in terms of “intelligibility.” Although she is writing speciﬁcally about the cultural imperative to be “sexed” (as in my discussion in Chapter 1 of identiﬁcatory imperatives to be “raced,” “classed,” “tribed,” etc., depending on the culture), her words apply equally well to the circumstance of inhabiting a “casted” body: This imperative, this injunction, requires and institutes a “constitutive outside”—the unspeakable, the unviable, the nonnarrativizable that secures and, hence, fails to secure the very borders of materiality. The normative force of performativity—its power to establish what qualiﬁes as “being”—works not only through reiteration, but through exclusion as well. And in the case of bodies, those exclusions haunt signiﬁcation as its abject borders or as that which is strictly foreclosed: the unlivable, the nonnarrativizable, the traumatic.55 55
 
 Butler, Bodies That Matter, 188.
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 Many contemporary hisabetsu buraku dwellers56 in Japan are active in contesting precisely this exclusion of their bodies from the realm of the intelligible; they are active in contesting their role as the excluded outside necessary to constitute the “normal” inside. Certainly there is no reason why any particular subset of bodies within a polity should be required to play this role. And I am reluctant to reinforce the continuing pejorative attitudes of mainstream discourse toward this artiﬁcial category called burakumin by enumerating its supposed deﬁning characteristics. However, it is important to note the qualities attributed to the burakumin body that are thought to exclude it from the domain of “human” signiﬁcation, because it is precisely these qualities that indicate the location of one set of margins of the “normal” body in Japanese discourse. As Japan moved into modernity, and then into the experience of occupation, the need to (re)establish a deﬁnition of the civilized Japanese body—in speciﬁc response to the “obviously” civilized Western/Caucasian body—may have seemed imperative. The word eta, which has survived as a derogatory epithet since the fourteenth century, is written with Chinese characters meaning “full of ﬁlth,” and the idea of the burakumin as “dirty,” both literally and in the sense of being ritually polluted and thus polluting, is one of the category’s most common characterizations throughout recorded history and in the present.57 Of the contemporary graﬃti cited by Kawauchi Toshihiko and the Buraku Kaihô Dômeikai (Buraku Liberation Alliance), the words kitanai (“dirty”) and kusai (“stinking”) are by far the most common adjectives appended to the already derogatory name eta.58 This “ﬁlth”—kegare, a word that indicates more
 
 56 Since the social caste burakumin was formally abolished in 1871, it is now incorrect to designate anyone a burakumin. Yet as we will see, people who still live in the villages or urban neighborhoods long identiﬁed as buraku enclaves continue to suﬀer discrimination. The term hisabetsu buraku literally means “an area experiencing discrimination”; this is, therefore, one of the contemporary locutions considered acceptable in designating this phenomenon. Another term I use here is “burakumin descendant,” since a contemporary person may well ﬁnd him- or herself discriminated against on the basis of burakumin ancestry. 57 Kuboi Norio cites the example of the increase in discriminatory measures against burakumin that resulted from Japan’s exposure to cholera in the nineteenth century. The ﬁrst cholera epidemic, in 1858, killed tens of thousands of people in the city of Edo alone. Kuboi, Kindai no sabetsu to nihon minshû no rekishi, overleaf 5 (no page number) and 35–38. 58 This trend continues in the reports of incidents from 2002. One internet posting,
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 than external dirtiness, and that can be translated as “deﬁlement” or “uncleanness”—has a corollary in the notion that the burakumin are infected/infectious, and that they have “bad blood,” with some people going so far as to specify the common infections of burakumin as syphilis, tuberculosis, and leprosy.59 Marriage with a buraku person is discouraged by mainstream society because the children of such a marriage would be tainted with the bad blood and would reveal that taint through deformity (particularly of the genitals), blotched pigmentation, or markings on the skin (blue birthmarks under the arms). Contemporary myths about children born with such congenital stigmata are common in Japan. Kawauchi reports the results of a survey in which 63 percent of those polled said they would avoid marriage with a burakumin descendant “at all costs.”60 Burakumin are often characterized as being “animals” or “animallike”; one of the most commonly cited derogatory slurs aimed at them is “four-footed” ( yotsu or yottsu).61 The extent of this prejudice is revealed by the fact that Japanese cartoon or animated characters are never drawn with four ﬁngers on each hand (as is custom-
 
 for example, complains of the “fetid smell” of a buraku neighborhood (Buraku Kaihô Jinken Seisaku Kakuritsu Yôkyû Chûô Jikkô Iinkai, ed., Zenkoku no aitsugu, 2003, 76–77). The other most common element is the violent hostility expressed in such graﬃti, which advocates killing or “exterminating” buraku dwellers, sometimes linking them with Chinese, Koreans, and other Asians, and occasionally with “Africans.” See Kawauchi, Buraku sabetsu to jinken, and Buraku Kaihô Dômei Tôkyô-to Rengôkai, ed., Konna sabetsu ga. In the 2002 incidents cited above, anti-burakumin graﬃti continued to include allusions to foreigners, most often Koreans (see Buraku Kaihô Jinken Seisaku Kakuritsu Yôkyû Chûô Jikkô Iinkai, ed., Zenkoku no aitsugu). 59 Among the graﬃti collected by Kawauchi are several that pursue this theme of blood-infection. For example: “Kill mixed-race children! Kill the burakumin, too! 1/3 of Americans have AIDS” (found on a bathroom wall in Tokyo Station, April 1, 1989; Kawauchi, Buraku sabetsu to jinken, 11). This frequent associative web of blood-infection, burakumin, and leprosy (among other elements) is discussed at length in Chapter 9. 60 Kawauchi, Buraku sabetsu to jinken, 50. See also Hane, Peasants, Rebels, and Outcastes, 148–149, for examples of tragedies arising from prejudices about intercaste marriages. By the 1990s there had been improvements in this situation, but in 1993 nearly 60 percent of hisabetsu buraku dwellers still married within the buraku. Buraku Kaihô Kenkyûjo, ed., Konnichi no buraku sabetsu, 137. 61 Among the incidents listed in the Buraku Kaihô Jinken Seisaku Kakuritsu Yôkyû Chûô Jikkô Iinkai, ed., Zenkoku no aitsugu, at least ﬁve include the epithet yottsu, either spoken or conveyed with four ﬁngers. One case contrasts hisabetsu buraku dwellers with tadashii nihonjin (“proper Japanese people”; ibid., 45), and another refers to them as hito ni narenai hito (“people who cannot become people”), underscoring the concept of subhumanity without invoking animality (ibid., 86).
 
 theories of embodiment
 
 191
 
 ary practice in North America) for fear that the characters would be associated in the viewers’ mind with burakumin status; despite the visual crowding, Japanese cartoon characters always have ﬁve ﬁngers. “Like animals,” the burakumin are criticized for having no civilized taboos about what is taken into the body: modern buraku people are “known for” eating tripe, kidneys, and other oﬀal, while in earlier periods they were “known for” eating meat despite Buddhist prohibition.62 As a result of taking this sort of “ﬁlth” into the body, burakumin are said to exude an odor or miasma that immediately reveals them as diﬀerent and unclean. Also “like animals,” burakumin are said to lack modesty about sexual behavior. The traditional willingness of burakumin to make physical contact with “ﬁlthy” or polluting substances—such as blood, the water used to wash a corpse, or, in modern times, garbage—also results in pollution by association, and in the burakumin themselves becoming “unclean” in some essential sense, it is thought.63 If these are some of the important characteristics that mark the excluded borders of the approved, normative Japanese imagined social body, then that “normal” body is, by contrast: • Clean and ritually pure, both inside and out; • Careful about remaining free of contact with or ingestion of anything that would sully its cleanliness (particularly the more graphically “body” sorts of animal products); • Modest about sexuality; • A body whose blood is “pure” and free of disease, and its lineage unstained; and • Unmarked (since blemishes reveal the hidden internal “taint”). All these qualities together signify a human rather than an animal body. As we will see, this web of characteristics does represent the 62 The writer of a particularly virulent Internet posting in 2002 repeats this stereotype by describing an invitation to the house of a colleague where he realized for the ﬁrst time that the man was “one of them” because he was calmly slaughtering a cow in his home and eating the meat raw (Buraku Kaihô Jinken Seisaku Kakuritsu Yôkyû Chûô Jikkô Iinkai, ed., Zenkoku no aitsugu, 76–77). 63 Besides the sources directly cited, my synthesis of these contemporary stereotypes is drawn from the various essays in De Vos and Wagatsuma, eds., Japan’s Invisible Race, and from the discussion about buraku discrimination in Tanaka’s Kotoba to sabetsu. In addition, Nakagami Kenji’s essays about his return to and involvement in the buraku touch on several similar incidents. See, for example, Nakagami, “Sengo to watashi,” 122–125.
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 consensus conceptualization of the Japanese social body, and any breakdown of these standards is a source of individual and/or community trauma—a theme that appears frequently in the ﬁction of the Occupation period. Modern “Purity” Although standards of pollution and purity and their social articulations may have varied in diﬀerent historical periods, it is clear that the image of the approved Japanese social body has always included a notion of essential cleanliness. In the modern period, while spotlessness or purity remained an overriding ideological imperative, the standards for assessing and maintaining normative cleanliness were revised in line with modern scientiﬁc notions imported from Europe. At the same time, other European ideas were radically transforming diverse aspects of Japanese life. The Meiji period (1868–1912) was the time of bunmei kaika (“civilization and enlightenment”), when very rapid modernization was achieved in the areas of technology, politics, gender arrangements, medicine, hygiene, nutrition, education, and so on. The speciﬁc conﬂation of “new” ideas (and new packages for existing Japanese ideologies) in the middle and later years of the Meiji period is remarkable. In particular, the new forms of discipline, control, and organization of both the “private” and “public” body are striking. The prevalent discourses of the body were inﬂuenced by an interconnecting web of “modernizations”: public health (in the direction of public discipline and empirical methods of research), the military (European notions of discipline and technology), literature and art (toward one-point perspectivalism, “realism,” clarity,64 and scientiﬁc naturalism), military engagements with China and Russia, colonial incursions into Taiwan (1895) and Korea (1910), the importation of “scientiﬁc racism” and misogyny, the popularization of meat-eating, and others. Such rapid and systemic changes naturally had multiple and profound inﬂuences on the way the body—both individual and social—
 
 64 Mori Ôgai (discussed below in the text) is supposed to have described the ideal literary style as consisting of “ﬁrst, clarity; second, clarity; third, clarity.” Ueda, Modern Japanese Writers, 252.
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 was conceptualized. Remarkably, several of the most important strands of modernization that aﬀected the conceptualization of the body intersect in the persons and careers of two Meiji-period men, Mori Ôgai (1862–1922; real name Mori Rintarô) and Fukuzawa Yukichi (1834–1901). Ôgai is perhaps best known today as a famous writer of ﬁction, but he had a parallel career as an army medical oﬃcer and published widely in the ﬁeld of military hygiene as well. In 1884 he was sent by his military superiors to Germany to study public hygiene for four years. While in Germany Ôgai visited the laboratory of Robert Koch, who had discovered the tuberculosis bacillus in 1882. Previous to this discovery it was believed in Europe and North America that tuberculosis was caused by God’s will, or was the result of a mysterious predisposition or moral failing. When Koch (who had earlier discovered the anthrax bacillus) showed through a microscope the actual, now-visible cause of this disease (which killed one out of four Americans at its height), the cognitive eﬀects were stunning, revolutionary. In Japan the results of Koch’s discovery were not felt instantly—it was not until more than ten years later that his discovery was widely accepted as correct by the Japanese medical community.65 Nonetheless, by 1892 the Japanese Institute for Research in Infectious Diseases was established by Kitazato Shibasaburô, who had been with Ôgai in Germany; they had visited Koch’s laboratory together. It was between 1875 and 1906 that the formerly invisible and unknown causes of many of the world’s most fearsome diseases were discovered, including typhoid fever, leprosy, malaria, tuberculosis, cholera, tetanus, and syphilis.66 Vaccines were developed that could eliminate the risks of infection from some of these newly discovered microbes, germs, and bacilli. The public health policies of Japan during these years kept pace with and in many ways shaped the new conceptualizations of the world that arose from these discoveries. In this sense the ﬁeld of public health could be considered one of the standard bearers of “modernity,” through the exposure of the heretofore invisible causes of visible eﬀects, and the means to control
 
 See William Johnston, The Modern Epidemic, 55ﬀ. Johnston, The Modern Epidemic, 17. He gives a complete list, in chronological order, of the diseases whose causes were discovered in this period. 65 66
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 those invisible agents. (Modern psychoanalysis, which began in the same period, of course has its roots in a similar process of exposing the unseen causes of visible eﬀects.) Public health’s hunt for the invisible animating source was an organized, disciplined, community-wide hunt. To gather the information—statistics—necessary to track down and then eradicate the causes of ill health, government-imposed discipline—law enforcement—becomes vital. Once that invisible animating source is discovered and a way is devised to control it, the same kinds of community-wide networks of discipline are necessary to distribute and enforce vaccinations, quarantine, or other control measures. Foucault traces the beginnings of modern panoptic discipline to just such nineteenth-century scientiﬁc movements as public health. Mori Ôgai’s visit to Robert Koch, and his exposure to this form of community and national discipline in Germany, therefore had eﬀects more profound than might be immediately apparent. Returning to Japan in 1888, Ôgai began both his literary and medical careers in earnest. He was sent to the front during the SinoJapanese War (1894–1895) and again during the Russo-Japanese War (1904–1905), by which time he had become Surgeon General of the Second Army. In between these military activities he pursued both his extremely inﬂuential writing and his crusade to promote German standards of public hygiene in Japan.67 (The Japanese looked to the German Second Empire for models in the task of modernizing military and educational structures, and the formulation of the Meiji Constitution as well.) Mori Ôgai’s life was lived at the intersection of several important threads of modernization, as deﬁned in terms of purity and national discipline; he was even for a brief time the head of the army medical staﬀ in the newly established colony of Taiwan in 1895. Ôgai’s career is thus emblematic of the new conceptualizations of the body begun in Meiji Japan, a complex interweaving of elements in the areas of military discipline, colonialist activities, the promotion of public health and medicine, and the new forms of literature.68 It is ironic, as William Johnston points out, that
 
 67 Besides his literary publications, Ôgai published actively in the ﬁelds of medicine and hygiene, and, in positions such as Head of the Army Medical School, he was inﬂuential in the area of medical education. 68 For a detailed and useful discussion of the interplay of Mori Ôgai’s various pursuits and the connection of this nexus with Japan’s modernization, see Lamarre, “Bacterial Cultures and Linguistic Colonies.”
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 this man—who spearheaded the introduction of modern public health in Japan—hid his own tuberculosis (from which he eventually died) because of the lingering notions of pollution associated with it.69 This fact suggests the extent to which corporeal “cleanliness” or “purity” was considered fundamental to a person’s deﬁnition as human and civilized. As Japan was exposed to (or actively sought) the discursive conﬁgurations of Anglo-European social and political systems in the Meiji period, the underlying messages about diﬀerential power that underpinned those systems must have been apparent, at least on some level. The introduction and vigorous promotion of meat-eating, for example, had as its ostensible motivation the attempt to make Japanese bodies larger, more like European ones. But an equally important, if less obvious, motivation for meat-eating may well have been the symbolic mastery of humans over animals that Nick Fiddes argues has historically been its main function in Europe and North America.70 In contrast, the eating of milk and cheese was not actively promoted, although the nutritional value of dairy products would have been as signiﬁcant an addition to the Japanese diet as beef, and with no greater expenditure of scarce pastureland. Although nutrition was the basis of the original promotion of beef by educator and statesman Fukuzawa Yukichi, its concurrent power as a metaphor for cultural control of the natural world is apparent in Kanagaki Robun’s story Aguranabe (Sitting around the stew pot, 1871). In this two-part satire, Robun is mocking those Japanese who have rushed to embrace the new Western fads, and the speeches of his characters reveal the implicit connections between the meaty contents of the “stew pot” and the larger implications of modernization. Here a particularly garrulous man is speaking: We really should be grateful that even people like ourselves can now eat beef, thanks to the fact that Japan is steadily becoming a truly civilized country. Of course, there are some unenlightened boors who cling to their barbaric superstitions and say that eating meat deﬁles you so much that you can’t pray any more before Buddha and the gods. Such nonsense shows they simply don’t understand natural philosophy. Savages like that should be made to read Fukuzawa’s article
 
 Johnston, The Modern Epidemic, 124. This argument is detailed in Fiddes, “Evolution and Elevation” (chap. 5) and “The Power of Meat” (chap. 6), in idem, Meat, 49–93. 69 70
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 chapter five on eating beef. In the West they’re free of superstitions. There it’s the custom to do everything scientiﬁcally, and that’s why they’ve invented amazing things like the steamship and the steam engine.71
 
 Despite Robun’s satirical intent, it is clear that by this time an implicit connection had been drawn in the public mind between the eating of meat and other modern (including technological) sorts of control over the natural world. This connection was strengthened by the common catchphrase gyûnabe kuwanu wa akenu yatsu (“those who do not eat beef stew cannot become enlightened/civilized”), popularized in the work of authors such as Robun and Hattori Seiichi.72 The discipline of the “natural” body that characterized modern medical, military, and educational structures, the organization of the discursive universe into female = body, male = intellect—these and other Anglo-European “body” arrangements could be brought into the Japanese discursive universe with little cognitive resistance (particularly since some of them had precursors in earlier Japanese social/cognitive systems).73 The advantages that such arrangements brought to the attempts to create a viable nation-state in the modern world were obvious, and Japan’s success in the series of wars with China, Russia, and Germany (in World War I) served in turn to conﬁrm the validity of these arrangements. But one corollary arrangement that conﬁgured national identity in most Anglo-European societies was not so easily transposed to Japanese discourse: namely, the “scientiﬁc racism” (or “biological determinism”) used in the nineteenth century to justify slavery and colonialism. The new “sciences”—including phrenology, ethnography, anatomy, evolution, and linguistics—were mobilized to produce a hierarchical organization of human “types,” the validity of which was empirically veriﬁable, it was claimed. On this scale, (male) “whites” were the most advanced, most fully evolved type; “mongols” were somewhat more primitive and childlike; and “blacks” were the least
 
 71 Kanagaki Robun, Aguranabe, excerpt trans. Donald Keene, in Keene, ed., Modern Japanese Literature, 32. 72 Kuboi, Kindai no sabetsu, 52. Kuboi goes on to discuss the multiple diﬃculties involved in converting Meiji-period Japanese to meat-eating, given the centuries-old association of meat and ﬁlth (kegare). 73 This is not the place to discuss at length gender arrangements in the Meiji period as they aﬀected modernization. For more on the male = intellect, female = body equation in Meiji Japan, see Orbaugh, “General Nogi’s Wife.”
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 evolved, virtually infantile. The women and “defectives” (criminals, and the physically or mentally impaired) of each group were a step below their men. According to Darwin, the diﬀerences between male and female intellect, as judged by cranial capacity, increased the farther “up” the scale one went; thus white males were “more superior” to white females than black males were to black females.74 The “science” of race was introduced to Japan by—once again— Fukuzawa Yukichi, in his 1869 Sekai kunizukushi (Account of the countries of the world). In it, the “population of the globe is divided into ﬁve races” ( jinshu): “Europeans are white, Asians ‘slightly yellow,’ Africans black, the people of the Paciﬁc Islands brown and the inhabitants of ‘the mountains of America’ red.”75 It is possible that the hierarchical nature of this racial (and racist) structure resonated at ﬁrst with the Japanese because of the rigid hierarchical structure of Edo. It may have appeared that “modernity” (civilization and enlightenment) would consist chieﬂy of an attempt to disassemble class/caste hierarchies and replace them with more “empirical” hierarchies of race and gender. But the ramiﬁcations of accepting this conceptual structure in the context of the larger world became evident as the Meiji period progressed.76 This view of the biologically determined superiority of the “white” nations of the world was reﬂected in European and North American public discourse about Asia. Dower gives several examples of the inﬂuence of this view on the development of American foreign policy, including this description of the reactions of inﬂuential educator Henry Adams on a trip through Asia, during which he visited Japan in 1886: In a letter to John Hay, later famous as the author of the “Open Door” policy in Asia, Adams confessed that he found most of what he had encountered in Japan to be “primitive,” and “cannot conquer 74 Charles Darwin, The Descent of Man and Selection in Relation to Sex Princeton: Princeton University Press, [1871] 1981), Part 2, 329–330, and 402, quoted in Laqueur, Making Sex, 208. 75 Morris-Suzuki, “A Descent into the Past,” 87. She cites Fukuzawa Yukichi, Sekai kunizukushi, reproduced in Fukuzawa Yukichi zenshû (Tokyo: Koumin [sic] tosho, 1926) 2: 689. 76 As I discuss in later chapters, such a fundamental adjustment—successful and inﬂuential though it may have been in some ways—achieved only limited success in eradicating class-/caste-based conceptualizations of social structure. Instead, the two hierarchical structures existed and functioned in conjunction in post-Meiji discourse.
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 chapter five a feeling that Japs are monkeys, and the women very badly made monkeys.”77
 
 American policy toward China used these same formulations of primitivism but saw in China’s huge population and complex culture a potential threat, arousing in the U.S. press and popular culture a fear of the “Yellow Peril.” Japan came in for many of these fears— increasingly so as its military power became clear through its victories over China and Russia. As Dower points out: The Yellow Peril was naturally the stuﬀ of fantasy and cheap thrills, a ﬁt subject for pulp literature, comics, B-movies, and sensational journalism. But fantasy and sensationalism shape the mind in ways beyond measure, undoubtedly a great deal more than most scholarship does; and there were many who addressed the alleged threat from the East in a manner that made signiﬁcant impact. Some, like the Hearst newspapers, warned of a “Yellow Peril” led by Japan as early as the 1890s, and maintained an unwavering editorial policy of anti-Oriental polemics over the next half-century.78
 
 In its eﬀorts to construct itself as a nation-state worthy of a place in the modern world, Japan had to cope with the implications of having “the Japanese body” marked “scientiﬁcally” as inferior to “the white body.” After ﬁghting on the side of the victor nations in World War I—defeating the Germans on their leased territory in China and the South Seas—Japan was a founding member of the League of Nations. The Japanese called these battles the Nichi-doku sensô ( Japan-Germany war), and following the earlier defeats of China and Russia, this new victory seemed to put Japan securely in a position of international prominence. Although Japan’s involvement in World War I may have appeared rather insigniﬁcant to the other victor nations, in Japan it was taken as yet another success against an even more powerful, more “central” opponent (namely, Germany). However, Japan’s attempt to have the League of Nations overturn the racist theories of biological determinism—now surely exploded by Japan’s sterling record of modernization—by including a declaration of basic racial equality in the founding charter was summarily rejected by the other founding member nations.79
 
 77 78 79
 
 Dower, War without Mercy, 155–156. Dower, War without Mercy, 157. Dower, War without Mercy, 204.
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 The complex reactions to repeated reminders of international racism culminated in Japan’s nationalist construction of a hierarchy wherein the Japanese were not “Asian” but were “the Yamato people” (Yamato minzoku)—unique, and therefore not liable to the same scientiﬁc categorizations as other “mongols.” By using the word minzoku (“a nation” or “a people”—an ethnic designation), the Japanese were not asserting the existence of a separate racial category in a “scientiﬁc” sense: the word for a transnational racial category is jinshu. (This is the word Fukuzawa had used earlier, when introducing the concept of race to Japanese readers.) As Tessa Morris-Suzuki points out, the concept of minzoku was useful in developing a rhetoric of pan-Asian solidarity during Japan’s colonial period.80 While the Japanese minzoku might be unique and superior to all other Asian peoples, because it was an ethnic designation (based on culture, language, belief systems, and so on) rather than a racial one (based on inherent and inalterable physical characteristics), it could encompass those Asian peoples willing to assimilate to Yamato “ethnicity.” Thus the Japanese asserted a unique position outside of racial categories without directly challenging the “empirically veriﬁable science” of race (as it was taken to be at that time). This allowed them to appropriate at will the convenient aspects of the international hierarchy of race and to reject those that were inconvenient. This sort of rhetorical sleight-of-hand was all the more necessary later, when Japan encountered the racial sentiments of its new ally, Germany. Several portions of Hitler’s Mein Kampf had to be deleted in the Japanese translation to make it remotely palatable to the decidedly non-Aryan Japanese.81 The Model of the Family The other discursive strategy the Japanese government used to position Japan to advantage in the modern world was promotion of the model of “the family” as a social ideal, both within the country and
 
 80
 
 Morris-Suzuki, “A Descent into the Past,” 88–90. Dower, War without Mercy, 207. The Japanese were not alone in designating themselves as outside the usual racial categories: they were categorized as “honorary Aryans” by the Axis powers. See Chapter 3, note 16, for a description of a U.S. advertisement that satirized this situation. 81
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 in its relations with the larger world. In the Meiji period, to distinguish the Japanese national polity from that of other modern nations, the notion of kokutai (national structure, or fundamental national character) was recruited and linked to Confucian values of harmony through strict but “benevolent” hierarchy. (The Confucian “family values” of loyalty and ﬁlial piety had been important in the Edo period, but only actively valorized in the samurai class; they were not at that time coupled with a concept of the nation-state.) Early Meiji reforms had included the democratization of education, the granting of surnames to commoners, the eradication of legal/social barriers to equality (such as those that had segregated the burakumin in the Edo period)—a promotion of social equality in many areas. In the mid- to late-Meiji period, however, this incipient movement toward democratization was reversed.82 Within the family each person has a role, and though these roles may appear unequal, and certainly are unequal in terms of power and authority, each is necessary to the proper functioning of the family, the argument goes. The vesting of absolute authority in the patriarch is for the beneﬁt of all members of the family. With this kind of logic extended “down” into each individual household and “up” to the level of the nation, with the emperor as symbolic father, the political rhetoric of kokutai could mobilize the entire nation under one grand metaphor.83 And, like the model of biological determinism used by European powers to justify colonialism and slavery, this Japanese metaphor of the family could be extended out to justify the late-Meiji colonial incursions into Taiwan and Korea: these were “younger sons” needing the protection and guidance of the Japanese father. To the explicit designation of the emperor as “father” of the kokutai, Lee Yeounsuk adds a national mother-ﬁgure, arguing that this role
 
 82 Many of the moves toward social leveling, such as the granting of surnames to commoners, had the simultaneous purpose of imposing state discipline and promoting the ie seido (family system). The granting of surnames, for example, enabled national taxation and military conscription, among other things. See Kuboi, Kindai no sabetsu, 11–14, for further examples. 83 In 1937 the Ministry of Education (Monbushô) published a text for classroom use called Kokutai no hongi (Principles of the national polity), which codiﬁed this metaphor of the family, using it to justify Japan’s “mission” in Asia and the suppression of individual liberties for the good of the imperial state.
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 was played by kokugo (the “national language”). In her argument Lee quotes famous Meiji-period linguist and educator Ueda Mannen: Kokugo is not merely the deﬁning sign/characteristic of the kokutai, it is at the same time a sort of educator—that is, it is a deeply compassionate mother. No matter who we are, this mother takes us on her lap and kindly teaches us the thinking of the people of this country, and the strength of the impressions of this country’s people.84
 
 As opposed to the austere and sometimes oppressive image of the national patriarch, this maternal image is kind and loving/lovable. Lee argues that the authority of the emperor and kokutai was well supported by this softer partner: though a subject might feel rebellious toward the austere father, that same subject might be happy to comply with the wishes of a loving mother. As we shall see in Chapters 6 and 7, the image of the mother was frequently recruited in wartime propaganda to produce compliant citizens and soldiers. Let me mention a brief example that supports Lee’s contention. For the 1936 Japanese National Youth Speech Contest, the representative from Taiwan presented a speech entitled “Kokugo Taiwan no kensetsu” (The construction of Taiwan [through] national language): In the ﬁrst place, Taiwan is not merely a colony, it is one of the areas that constitute the Imperial domain. Consequently, even though we who live in Taiwan may be new members [of the domain], we are also, if I may be so bold, subjects (sekishi ) [literally, “red children” or “babies”] of His Majesty the Emperor. If subjects/children of His Majesty cannot understand kokugo, can they truly be said to be Japanese citizens (nippon kokumin)? If they can’t understand kokugo, can they truly comprehend the imperial command of universal brotherhood? If they can’t understand Japanese, can they take to heart the Japanese spirit (nippon seishin)?85
 
 In the extension of the familial kokutai out to the colonies (known at that time as gaichi, “external areas,” as opposed to the Japanese
 
 84 Ueda Mannen, quoted in Lee, “Kokugo” to iu shisô, 124. On the cover of this book the author’s name is presented in the Roman alphabet as “Lee Yeounsuk,” but the Japanese transliteration of her surname is “I,” and she sometimes appears in Roman alphabet bibliographic references as “I Yeounsuk” or “Yi Yeounsuk.” 85 Ôuchi Kizaemon(?), a contestant in this competition (this is the best guess at his name, but there is no way to conﬁrm it), Taiwan respresentative; Okada, ed., Zenkoku seinen netsuben shû 1936, 89. In this 1936 competition there was a representative from Korea (“Chôsen”) as well. Two years later, in 1938, neither Taiwan nor Korea was represented.
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 archipelago, known as naichi, “internal areas”), the “benevolent pair” of emperor and kokugo are both necessary to produce subject-children who fully comprehend nippon seishin. In short, the relation of one body to another, the authority of one set of bodies over another set, was organized and controlled through this benevolent-sounding metaphor of the family. The Atomic Body In earlier chapters I discussed the structure and eﬀects of Occupationperiod censorship, as conducted by SCAP Civil Censorship Detachment (CCD). One of the eﬀects of the replacement of prewar censorship standards with the CCD code was the liberalization of acceptable depictions of the sexual body. Article 21 of the new constitution protected the media from censorship (with the exception of that performed by CCD). And that was not a problem because “the Civil Censorship Detachment held, rightly, that it had no concern with material that was obscene or pornographic, providing that material was not detrimental to Occupation objectives.”86 This liberalization spurred a rush of stories with titles like “Nikutai no akuma” (Body devil; Tamura Taijirô, 1946) “Nikutai no mon” (Gate of the ﬂesh; Tamura Taijirô, 1947), “Futatsu no nikutai” (Two bodies; Noma Hiroshi, 1946), and “Nikutai wa nurete” (The body wet; Noma Hiroshi, 1947) even in the serious literary magazines.87 Despite stretching the limits of permissible depictions of the body, these stories rarely lived up to their steamy titles. The “rawest” available printed matter, produced on the worst quality paper, were the kasutori magazines, some of which are said to have included more “hard-core” pornographic materials. Unfortunately,
 
 86 From a history of GHQ intelligence operations, quoted in Rubin, “From Wholesomeness to Decadence,” 99. Publishers or producers of “pornography” were still liable to prosecution under Japanese civil codes. The legal deﬁnition of pornography under these codes was (and is) extremely ambiguous; ever since the Occupation period there have been frequent court battles over what constitutes obscenity. 87 See Slaymaker, The Body in Postwar Japanese Fiction, for a study of the postwar literary genre known as nikutai bungaku (literature of the ﬂesh), a genre that included all the works mentioned here.
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 few of them survive in any form; although they were not cheap, the paper was such poor quality (in those days of shortages it was diﬃcult to get any paper at all) that a kasutori magazine would hardly hold up for more than a few readings. In contrast to CCD lenience about depictions of the Japanese sexual body, there were strict prohibitions against the erotic mixing of the Japanese and American body. Representations of fraternization were not permitted, and miscegenation was even more severely discouraged: it is said that the often haphazard censors rarely failed to delete any reference to “blue-eyed Japanese babies.” (See Plate 5 for a photograph of apparent “fraternization.”) The United States’ Motion Picture Production Code of 1930 (enforced as of 1934) had forbidden the depiction of interracial sexual liaisons or miscegenation in Hollywood movies; SCAP CCD merely imported the racial (and racist) taboo.88 Nor was the representation of hunger from food shortages permitted, or speciﬁc complaints about the Allied forces’ running of the Occupation. Nothing that would “invite mistrust or resentment” of the Allied troops was to pass the censors. As we have seen, however, the depiction of “facts”—such as the devastating eﬀects of the ﬁre-bombing of Tokyo—was generally permitted, no matter how graphic.89 Under these somewhat ambiguous guidelines, it was unclear how depiction of the eﬀects of the atomic bomb would fare with SCAP CCD. Two writers who had experienced the Hiroshima bombing turned their recollections into graphic narrative very soon thereafter, yet it was not until two or three years later that these accounts were published. Hara Tamiki’s “Natsu no hana” (Summer ﬂowers; English translation 1990) was published in 1947, with three minor deletions (made by the editors of Mita bungaku), after Kindai bungaku had declined to print it in 1946. The sequel, “Haikyo kara” (From the ruins;
 
 88
 
 See Chapter 3 above for an example of a fraternization scene cut by SCAP CCD (Ishikawa’s “Golden Legend”), and Mayo, “Civil Censorship,” 142–143, for further examples of cutting of fraternization scenes or entire stories; also Rubin, “From Wholesomeness to Decadence,” 92, on miscegenation. In fact quite a number of interracial babies were born during the Occupation years. Because they were not often acknowledged by their American fathers, and their mothers were often stigmatized for having such a child, many of these children ended up in special orphanages, such as the Elizabeth Sanders home. 89 See discussion in Chapter 3 above of Sakaguchi’s “The Idiot.”
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 Plate 5. American soldier fraternizing with a Japanese woman. (Used with permission from the Mainichi shinbun newspaper.)
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 English translation 1990), was published that same year, evidently untouched by CCD.90 Ôta Yôko had an even harder time getting her account, Shikabane no machi (City of corpses; English translation 1990) into print. Although she submitted it ﬁrst in 1945, the Chûôkôron publishing house was wary of angering SCAP by printing such volatile images. In 1948 they did agree to print the story, but only if Ôta consented to the suppression of a chapter containing quotations from scientiﬁc reports about the eﬀects of the bomb. SCAP CCD never even saw the chapter, so it is impossible to say whether Ôta’s story, like Hara Tamiki’s “Haikyo kara,” would have passed the censors unscathed. As published in 1948, City of Corpses had lost little or nothing of its gruesome description of the eﬀects on the human body of the ﬁrst-ever atomic bomb. In 1950 City of Corpses was published in its entirety.91 The general consequence of such stories (not to mention other media, and the word-of-mouth information circulating about the eﬀects of the bombs) was to supply Japanese discourse with a repository of images of the body that had never before existed. On August 15, 1945, the emperor had referred in his surrender speech to a new and terrifying weapon against which the nation could not stand. Curiosity about the nature of that weapon, and the fate of the people who had encountered it, was naturally intense. Until the Occupation ended and scientiﬁc information about the atomic bombs could circulate freely (including photographs and documentary ﬁlm), it was only from eyewitness accounts, such as the “literary” versions of
 
 90 In 1949 Hara published Natsu no hana (Summer ﬂowers) as a novella, combining what were originally three separately published stories: “Natsu no hana” (Summer ﬂowers, 1947), “Haikyo kara” (From the ruins, 1947), and “Hametsu no jokyoku” (Prelude to annihilation, 1949). Similarly, Ôta Yôko published Shikabane no machi (City of corpses) as a novella in 1950; the novella was comprised of approximately 30 short chapters (including one entitled “City of Corpses”) published serially in the journal Chûôkôron, plus at least one chapter that had previously been censored by the publisher. Both short novels are available in English translation in Minear, ed. and trans., Hiroshima; Minear also provides extensive background information on the authors and the circumstances of the stories’ publication. Treat’s Writing Ground Zero includes insightful discussion of both works. 91 On Hara’s situation, see Rubin, “From Wholesomeness to Decadence,” 89, and note 54 on the same page; also Mayo, “Literary Reorientation,” 150, and 159n49. On page 150, Mayo gives several examples of literary depictions of the atomic bomb and their various censorship fates. On Ôta’s situation, see Rubin, “From Wholesomeness to Decadence,” 88–89; Mayo, “Literary Reorientation,” 151; and Treat, Writing Ground Zero, 93.
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 Hara’s and Ôta’s experiences, that most Japanese people could satisfy that profound curiosity.92 As writers and readers attempted to come to terms with the meaning of “Japan” and “Japanese” in the Occupation period, they had a hideous new repertory of images of the body with which to represent various domains of experience. (The attacks by incendiary bombs or regular bombs on the majority of Japanese cities meant that a great many people had experiences and images similar enough to help them take in the literary depictions of the atomic body.) Since, as I have argued, people understand their personhood and its relationship to the environment largely through conceptualizations derived directly from bodily experience, I synthesize here some of the recurring images that appear in “Summer Flowers,” “From the Ruins,” and the early chapters of City of Corpses.93 – The surprising intactness of survivors’ bodies, contrasted with the disintegration or disarticulation of man-made structures. Both Hara’s and Ôta’s accounts of the ﬁrst moments after the bombing are identical: the speaker and immediate family members are intact, with a few minor cuts and bruises. (The people they see, the people they pass as they begin walking, are also intact, even if badly burned.) But as they look around, the physical environment is gone or splintered; the buildings, trees, bridges—all the large structures that provide visual landmarks, spatial context—are gone or drastically altered. All the man-made structures within which we live are extensions of the body, meant to protect it and to symbolize its power over the environment.
 
 92 Although SCAP was generally successful at banning the distribution of information about the atomic bombings and their aftermath, it is clear that some reports did begin circulating very soon after the bombings. In Banshû heiya (The Banshu plain, 1946), Miyamoto Yuriko writes about the radio broadcasts after August 15, 1945, which switched from martial music to light entertainment and then to a nightand-day information service, including descriptions of the eﬀects of the atomic bombs. (They also broadcast available information about soldiers, repatriation schedules, food distribution information, etc., during the weeks after the surrender.) Miyamoto, Miyamoto Yuriko zenshû, vol. 6 (Shin nihon shuppansha, 1979), 17–18. It was not until September 9 that light music and other entertainment programs were broadcast again. See Sengo 50 nen, 8. Since SCAP CCD’s prepublication censorship of daily newspapers did not begin until October 9, it is also likely that previous newspapers had carried information and photographs of the results of the atomic bombings. 93 The third section of Hara’s novel Summer Flowers, entitled “Prelude to Annihilation,” addresses the days and weeks before the bombing, as the title suggests. Therefore it is not included in the analysis here.
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 Moments after the bombing, nearly all such structures were splintered or burning. Only the body—often divested even of its most proximate “extension,” clothing—was intact. – Exposure. These intact bodies then begin walking around, looking for some kind of shelter. Many of them are naked, or nearly so. There are no walls to provide screens, no extra clothes to put on. Conventional modesty becomes impossible. Many of these intact bodies are severely burned from the initial ﬂash, and they are exposed not just to the gaze of others but also to the merciless August sun. Only survivors who are relatively able-bodied can manage to ﬁnd and keep the few shaded locations, or create a bit of shelter with debris. The most seriously burned people sit or lie in the blazing sun along the banks of the rivers. – No shoes. The speakers constantly remark on the footwear—or, usually, the lack thereof—of the survivors. Most are barefoot; a few people have sandals or geta. The survivors must walk to get to “safety,” or to ﬁnd health care or food, or to avoid the spreading ﬁres, but this means walking over the splintered wood, iron, and glass of destroyed buildings. It also means walking over corpses and the ﬂuids leaking from dying or dead bodies. Transportation lines are destroyed, the normal network connecting all the diﬀerent parts of the city is unraveled. The only way to get anywhere is to walk, usually with bare feet or in broken shoes. – The ghastly intactness of the body. The speakers describe passing body after body that is swollen beyond recognition because of the ﬂash burns caused by the atomic bombs. Many of these bodies are still alive, still walking, still talking. Faces are swollen to twice their normal size; gender and identity become impossible to determine because of loss of hair, loss of most clothing, and the swelling of the bodies. Both speakers describe meeting old acquaintances whom they do not recognize until the person speaks. These swollen people are described repeatedly as looking like dolls or marionettes, no longer human. The skin of these swollen bodies has changed color: it is black, bronze, or “earthen”—not “human color” any more. Ôta in particular emphasizes the eyes and mouths of these walking bloated marionettes, often the only thing left “alive” in these grotesque bodies. She describes eyes that gleam in the swollen, discolored faces,
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 mouths that speak or scream. Despite their original designation by Ôta as signs of life, eyes and mouth soon become, more than most other parts of the body, associated with death. When Ôta ﬁnally reaches a clinic, many days after the bombing, the doctor remarks that all the innumerable cuts he has treated are horizontal, “like eyes.” And all the people with cuts eventually die. As time passes and those who have survived the ﬁrst few days begin to show signs of radiation sickness (though they have neither name nor concept for it at ﬁrst), it is often presaged by hemorrhaging from the mouth— and such people also all die. – Inscribed bodies. Both Ôta and Hara mention brieﬂy a phenomenon that later writers seized on as a signiﬁcant image of the destruction: streaks on the skin of what looked like thin ink (from the “black rain,” presumably). What could be more “graphic” than this sort of inscription? The marked skin later showed signs of having been burned, and most of these “inscribed” people died. – Invisible, latent injuries. Like those with the “ink” marks just mentioned, many apparently uninjured people quickly developed odd symptoms and soon died. Those who were apparently most “well” immediately after the bombing —with only a few cuts, for example—were often the ones to die most suddenly in the following weeks from mysterious, inexplicable symptoms. Surviving the ﬁrst blast intact did not mean that one continued to survive. The onset of the mysterious illness later identiﬁed as radiation sickness was usually marked by a sign on the skin—diﬀerent colored spots, or “stars” (inscription from the inside in this case)—or by hemorrhaging from the mouth. – Invisible penetration. As word gradually came out about the nature of the bomb, people realized that they had been penetrated invisibly by harmful particles: the image of the x-ray was invoked. That these particles were invisible and left no trace where they had penetrated meant that no one could know whether or not s/he had been “occupied” by this deadly force that would eventually reveal itself. – Infection. Besides this metaphorical “infection” by invisible radiation, many survivors are described as looking infected. Their skin is broken and things are moving around, suppurating. The tissues of
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 the body are behaving as they do when under the control of a bacterial or parasitic force from the outside. Like bacteria or a parasite, this force—whatever it was (usually colonies of maggots)—had come from the outside, colonized the inside of the body, and was now breaching that body’s boundaries from within—bubbling out. – Inside-outside boundaries breached. Besides descriptions of this “infection,” in which the internal body seemed to bubble its way out through the surface of the skin, there are many descriptions of “internal” ﬂuids catastrophically and uncontrollably emerging on the “outside”: vomiting, diarrhea, hemorrhaging. The skin is no longer eﬀective as a barrier, and the oriﬁces through which the outside world is normally taken into the body, then expelled in a controlled way, are no longer eﬀective “gates.” The numerous “eye-like” cuts on many bodies also mark a breach of the boundary of skin. Although these cuts are rarely described as bleeding very badly—they do not represent internal ﬂuids moving out, in other words—they allow the entry into the body and bloodstream of invisible harmful substances. These cuts are like eyes in their vulnerable, penetrable aspect (as described in Chapter 4), or like the eyes described by Scarry in torture as “portals” forced open for the entry of harmful rays.94 – Loss of the protective surface. The ﬁrst evidence of this was the skin of the burn victims, described as hanging oﬀ them in strips as they walked along (horribly still intact). Later, as radiation sickness developed in previously “uninjured” bodies, ﬁngernails, hair, and teeth fell out or sloughed oﬀ. All the body’s outer “defenses”—whether passive, such as hair and skin, or active, such as teeth and nails— gradually disappear. There is no protection against exposure, infection. – Flies, maggots. The inward decay of the body, the putrefaction of wounds, is taken advantage of by colonizing ﬂies. Because the body has lost its usual protection, ﬂies lay their eggs freely in wounds. Both Hara and Ôta describe the increasingly frequent scene of maggots squirming and growing in the penetrated skin of live people. Normally, ﬂies feast on the dead; now the living are equally vulnerable.
 
 94
 
 Scarry, The Body in Pain, 48.
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 The maggots eventually become ﬂies and go on to infest/infect others. The ﬂies can ﬂy, of course, can get from one place to another, whereas the people are immobilized because of injury, no shoes, the destruction of transportation routes. People are exposed: both the houses and the skin that would normally provide some protection from the ﬂies’ incursions are now gone or penetrable. – Injuries and food. Outside the context of the atomic bombings, the body is often conceptualized in an exchange relationship with food: we kill and consume animal bodies to build and sustain our own bodies; we exchange the labor of our bodies for the money with which to buy food to sustain our bodies to perform the labor to buy the food; women’s bodies literally provide food for children both in the womb and at the breast. Here, however, it is the horriﬁc destruction of the body that is described using food metaphors and similes: burned faces look like senbei (baked rice crackers), clusters of black beans, or roast potatoes, blisters look like roasted chestnuts, a swollen face like a round loaf of bread, and so on. The living body has actually become food for maggots. In another sense, too, it is like food, because that which is ﬂesh and over which culture exercises absolute power is food/meat (as discussed earlier). Culture, in the form of the atomic bomb, has just abundantly demonstrated its power over the ﬂesh of the inhabitants of Hiroshima. “Power” has consumed them, so they may as well be described as food. The bubbling, changing nature of human ﬂesh may also have contributed to this conﬂation of the body and food. The normal process by which food is taken into the body, utilized eﬃciently, and the waste excreted back out—with the careful regulation of the body’s inside/outside orientation—can no longer be counted on. The food taken into the body may come right back out with no control whatsoever. Normally, people think of food as something that one gets, not something that one is. In these stories that relationship is no longer stable: there is no way to get food except by walking to faraway aid stations or out to the countryside, and there is far too great a chance that one is or will be food, either for maggots or in this metaphorical sense. – Mounds of corpses. Injury and death had been part of the war since its beginning, years before. But most of that death had happened
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 far away, or in discrete numbers. Now there were thousands and thousands of intact corpses—bloated and discolored beyond all recognition (many people recognize the corpse of a family member only by its location and clothing), yet intact. As crews were sent in to “clean up,” they could do no more than pile corpses in wildly disordered mounds: limbs twisted together, many bodies naked or nearly so, a huge tangled mass. The corpses are exposed, abandoned as objects of cultural meaning (one young woman lying completely naked on top of the pile); both Ôta and Hara describe the sight as somehow obscene.95 – Language. The most striking thing about language in the atomic aftermath is the nearly total absence of nonsense, of insanity. (Hara does meet with one old woman who has lost her wits, although she seems physically sound.) Despite the loss of all context, both the speakers and the people they meet maintain some kind of “plot,” even if only in the most minimal way. They make small plans for where to go next (although these rarely get carried out); they attempt to deduce, on the basis of no information at all, what has happened. Eventually Hara and Ôta both make it to the countryside, where the comfortable temporal sequence of their stories, the cause and eﬀect of everyday life, takes over again. Until then, in the ﬁrst few hours and days after the bombing, the goal that everyone seems to be pursuing is simply to “keep going” even after the loss of all structures that normally provide coherence. Both the physical structures that normally provide orientation in spatial terms and the everyday social structures that provide orientation within one’s own cultural moment are suddenly missing. Even the most basic cognitive structures are disrupted, considering that the most basic “truths” about the human body in its earthly environment—stability of inside-outside boundaries, for example—have been suddenly and radically overturned. The control we normally expect to exercise over “our” environment and “our” time is utterly gone for the atomic survivors, but if one stays alive and moves around, chance meetings with friends and family members do occur, 95 Havens (Valley of Darkness, 177–181) quotes ﬁrst-person accounts of the Tokyo ﬁre-bombing of March 9–10, 1945 that use several of the same images: countless bodies tangled together; bodies so burnt they are not recognizable even as male or female; bodies that no longer look human; and so on.
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 and the coherence of the universe slowly gets rewoven. At each chance meeting, people exchange their stories, using their disparate narratives of the experience of the bomb to promote that reweaving of coherence. Hara includes an interpolated narrator in both “Summer Flowers” and “From the Ruins”: the Hara-identiﬁed ﬁrstperson narrator suddenly disappears and someone else’s story, that of the interpolated narrator, takes center stage. Hara seems to be replicating the way that the exchange of “stories”—where I was and what I saw and what I did then—was crucial to sanity in the ﬁrst days and weeks after the bombing. Another person’s story was just as important, just as central as one’s own, in attempting to piece together a narrative of what happened in Hiroshima. The exception to this stoic “pursuit of the plot” and recovery through narrative is nighttime on the river bank. The burn victims who suﬀered quietly throughout the days scream in agony at night, many of them delirious with pain. Those who are not burned, who are relatively uninjured, such as Ôta and Hara, listen to the screams and are prevented from sleeping, but they hang on to their own slender stock of sanity and language, eventually producing the stories that introduced these sets of new body paradigms to the nonhibakusha (atomic survivor) literary world. In the following chapters I do not address any further literature of the bomb directly.96 Instead I look at the ways all the images and conceptualizations of the body discussed here—which formed the repertory of body-images from which writers had to draw—were used to metaphorize various domains of experience of life under Occupation.
 
 96
 
 For a comprehensive treatment of the subject, see Treat, Writing Ground Zero.
 
 CHAPTER SIX
 
 NATIONAL MOBILIZATION FROM NATION TO GUNKOKU (A COUNTRY AT WAR)
 
 I felt a deep pain that cut right through to my heart, and all I could do was weep and moan. Prostrating myself, all I could do was weep and moan. At night I slept ﬁtfully, and could only weep and moan. In the morning, too, all I could do was weep. For a long time my tears did not cease. Tears of profound suﬀering. Tears of grief. What did this pain mean? We still have not found words to express our feelings. Yet, we suﬀer. The pain goes on and on. Takamure Itsue’s diary entry, August 16, 1945, the day after the announcement of the surrender1
 
 From the time of the Manchurian Incident (also known as the Mukden Incident) of September 18, 1931, Japan was at war in China, in fact if not in name. (Evidence for this appears in the numerous examples of wartime images and rhetoric that date from before July 7, 1937, the day of the Marco Polo Bridge Incident with which the China War oﬃcially began.) For the entire period of what the Japanese call the Fifteen Year War ( Jûgonen sensô), 1931–1945, there were intensive and thoroughgoing eﬀorts to mobilize the citizenry in support of the government’s military activities. We can divide these eﬀorts into four areas: (1) state policy, oﬃcial regulation, and public propaganda; (2) discourses, rhetoric, and imagery disseminated through both state-controlled and popular media; (3) national and community-based campaigns, that is, mass mobilization; and (4) daily life.2 In this chapter I introduce and discuss the images and discourses that circulated most prominently in Japan’s wartime mobilization eﬀorts, drawing primarily on material from the ﬁrst two areas: public propaganda, including educational materials; and the
 
 1 Quoted in Ueno Chizuko, Nationalism and Gender, trans. Beverley Yamamoto, 53. I have modiﬁed the translation somewhat. 2 This is a modiﬁcation of a list of mobilization techniques provided by Ueno in Nationalism and Gender, 16.
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 popular media. (In subsequent chapters I include examples from government policies and mass mobilization campaigns.) Here I examine a wide range of texts. On the “oﬃcial” end are such things as government-issued propaganda posters and leaﬂets, textbooks for students from elementary to high school, and government-sponsored plays. On the popular media side are radio features,3 children’s ﬁction, popular songs, ﬁlms, mass-market magazines, and kamishibai, a very popular form of street theater for children.4 As we shall see, many of the salient images and tropes are repeated in all these various media, regardless of the intended audience. Some, however, are speciﬁc to particular addressees: men; women; girls; boys; farmers; city dwellers; Japanese colonists in Manchuria; Koreans or Taiwanese “colonials” living in Japan. I ﬁrst canvas the images most frequently used to represent the imagined social body of wartime Japan, and then discuss how those images were refocused and rearticulated, or new images introduced, to ﬁt the obligatory roles of various demographic groups. As Emiko Ohnuki-Tierney points out, not all the people who are exposed to a symbolic image understand it or respond to it in the same way.5 Even under an intensive propaganda blitz, many people are capable of actively resisting mental manipulation and will analyze
 
 3 Irokawa (The Age of Hirohito, 18) writes that there were approximately 1 million radios in homes in 1932, and that by 1940 the number had increased to 5 million. With family and neighbors commonly gathered around a single radio, popular or important broadcasts could be heard by tens of millions of civilians daily. 4 Kamishibai literally means “paper theater” and consisted of a man with a small wooden theater on the back of a bicycle, which he would park on a street corner. He would then tell a story, using a series of painted boards to illustrate it. The boards were placed inside the wooden theater, and were pulled out one by one to reveal new pictures as the story progressed. Before and after the war, most kamishibai storytellers were vendors of cheap candies and sweets, using the kamishibai merely to draw a crowd of children to whom to sell sweets before the show. But during the 1930s and 1940s the government produced a number of kamishibai stories for dissemination all over the country, with stories about the war and war heroes, stories encouraging proper behavior on the home front, warnings against spies, and even “newsreel”-type information about recent battles. These kyôiku kamishibai (educational kamishibai ) were distributed widely to neighborhood associations, schools, and factories, and were often available for sale in bookstores. Rather than being narrated by a professional storyteller, kyôiku kamishibai were performed by amateurs— neighborhood leaders, parents, teachers. For more on the history of both types of kamishibai, see Orbaugh, “Kamishibai as Entertainment and Propaganda.” 5 See Ohnuki-Tierney’s very helpful discussion of the “méconnaissance” of nationalist symbols in the introduction to Ohnuki-Tierney, Kamikaze, especially pages 1–5.
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 and reject the symbols they are oﬀered.6 Others may simply “misunderstand” the implications of a particular symbol. But it is undeniable that the cumulative weight of intentionally mobilized symbolic images has a profound eﬀect on how subsequent discourse on a topic is framed: even if a writer wishes to reject the conﬂation of cherry blossoms and glorious death in battle, for instance, s/he cannot address the issue without repeating those terms and thereby activating all the connotations they embrace. The point of the discussion below is to examine the speciﬁc images and narratives that helped shape people’s perception of themselves both as Japanese (in terms of nationality, race, ethnicity) and as participants in an important national and international enterprise, because these are the ideas that Japanese writers after 1945 had to work with or against as they tried to encapsulate a new set of identities in the new historical circumstances of occupation. The Mobilized Body The notion of the Japanese body (and thus the Japanese “self ”) as being pure and clean was a frequent theme in every medium. It was in this period that the unbroken purity of the imperial bloodline was most heavily emphasized, for example. The framers of the Meiji Constitution had insisted on including a statement in Article One attesting to this unbroken (patrilineal) imperial line stretching back to the age of the Sun Goddess, but it was not until the Fifteen Year
 
 6 A troubling aspect of Ueno’s argument in Nationalism and Gender (52–62) is her contention that it was not possible for Japanese people—including feminist and socialist intellectuals—living in the 1930s and 1940s to recognize the impropriety, aggression, or even just the rashness of Japan’s war in China and then later in the Paciﬁc. She implies that the one-sided information and rhetoric of wartime was so pervasive that even intelligent, well-educated, well-traveled people could not resist it. As I discuss in Chapter 8, most Japanese radicals—including feminists, socialists, and even the leaders of the buraku liberation group, the Suiheisha—seem to have genuinely supported the war eﬀort for reasons that are, in fact, understandable. But Ueno seems to disregard two important facts: ﬁrst, that there were writers and intellectuals of various political stripes who did recognize the “wrongness” of Japan’s colonialist war, and who spent the war in prison for articulating that idea; and second, that, given the heavy penalties levied on those who made their resistance to the war eﬀort explicit, many Japanese people must have “seen through” the rhetoric of nationalism but had the prudence not to express their doubts.
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 War that The Tale of Genji was bowdlerized to exclude the episode in which Genji cuckolds the emperor and fathers the imperial successor.7 In this period, even an eleventh-century work of ﬁction could not be allowed to cast a shadow on the purported purity of the imperial line. Most often, though, the concept of a peculiarly Japanese purity was an implicit element in a larger imagistic or rhetorical nexus. The frequent uses of the colors white, pink, and even red (discussed in detail below) were all evocations of various aspects of mental and physical purity. The word sekishin (sincerity), for example, is written with the characters for “red heart”; this word/image appeared frequently in emotive settings emphasizing purity of spirit. Similarly, Ohnuki-Tierney emphasizes the importance of the implication of purity conveyed by the pink cherry blossoms that were such a ubiquitous symbol during wartime.8 By associating the horrors of death with beautiful blossoms, images of putrefaction and ﬁlth could be erased and replaced with the aestheticized, clean beauty of the ﬂowering trees. In contrast, the enemy were often depicted as unclean, impure in one sense or another. Dower mentions numerous examples of propaganda that depicted the enemy as lice, or as an unspeciﬁed infection or pollution that must be cleansed from the earth.9 In Chapter 5 I mentioned Susan Sontag’s contention that metaphors derived from adverse body states are especially powerful; and here we see that Japanese producers of propaganda made abundant use of the image of the threatened pollution or infection of an otherwise clean and pure racial/national ( Japanese) body to frighten and thus mobilize the citizenry. The Japanese body as “human” was occasionally contrasted with the enemy body as animal-like, or even demonic. However, this was not nearly as frequent a structure for the us-them equation as in U.S. propaganda. (Recall the images that ﬁgured Japanese soldiers as monkeys, described in Chapter 3.) And unlike U.S. depictions of Japanese as animals, Japanese depictions of the enemy tended to be only partly animal or demon, and still recognizably human. While 7 For more on the signiﬁcance of purity in the Meiji Constitution, see OhnukiTierney, Kamikaze, especially 68–80, 251–252. 8 Ohnuki-Tierney, Kamikaze, 27–58. 9 Dower, War without Mercy, 213, 229–30.
 
 national mobilization
 
 217
 
 domination of the animal world, including the right to kill and consume animals at will, has been a signiﬁcant element in Anglo-European constructions of “the human,” this was not historically the case in Japan. Until the eating of meat was promoted in the Meiji period, Japanese people did not assume the right to kill animals for food; on the contrary, the Buddhist imperative was to recognize the relative lack of ontological distinction between humans and other sentient creatures. While the post-Meiji Restoration rhetoric of modernization encouraged the Japanese public to take an attitude of dominance over and separation from the animal world, it is possible that in the mid-1930s this animal-human distinction still did not carry enough power to be useful in rendering the enemy detestable. Dower discusses the use of animals to indicate a racial/national hierarchy in Japanese wartime animated ﬁlms featuring the folktale character Momotarô, the Peach Boy. Signiﬁcantly, the only “human” characters besides Momotarô are the British enemy; the soldiers of Japan are depicted as friendly and powerful animals, placing them just one short step above the peoples of Japan’s colonial possessions, who are represented by smaller, less powerful animals. This suggests that the ontological status of humans and animals was not seen as clearly distinct, but rather as a gradation.10 The Japanese body was shown as well-disciplined and under control—the bodies of young male pilots in uniform were photographed, ﬁlmed, or drawn in such a way that they echo the clean lines of their airplanes. They are nearly always photographed from below, with a view of the blue sky above, in a composition often incorporating white clouds or cherry blossoms (see Plate 6). This is in interesting contrast to the U.S. depiction of ﬁghter planes, which are most often depicted from above, often with a view of released bombs or the targeted areas below. The emphasis in the Japanese posters and ﬁlms is on a lyrical vision linking the spirits of the young men depicted to symbols of purity and beauty. The emphasis in U.S. propaganda of this sort is on the technological power and pinpoint accuracy of the planes and their pilots. In wartime documentary ﬁlms, women in Japanese factories work in perfect unison. In all media the Japanese body is depicted as lean yet hard and tough, and capable of self-control ( gaman). Metallic
 
 10
 
 See Dower, War without Mercy, 253–255.
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 Plate 6. Cover of Seinen (Youth) magazine showing a boy pilot. (Used with permission from Shadan Hôjin Nihon Seinen Kan.)
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 images abound. In one popular song the bodies of soldiers protecting their country are said to be harder than iron; in another they are “hot iron.” One song, entitled “Muteki Nippon” (Peerless Japan), describes the yûshi hyakuman tesseki (one million iron-stone heroes). The same song describes the workers on the home front as kintetsu (literally “gold-iron,” meaning “adamantine”).11 This physical discipline was contrasted with depictions of the enemy as wild, random, gluttonous, and lewd. The Japanese populace was depicted as one entity, one family, the ichioku (hundred million) moving as one. The most famous use of this phrase was in a July 23, 1940 speech by Prime Minister Konoe Fumimaro urging all Japanese as “one soul” to pledge themselves to the emperor.12 But the phrase was common in popular rhetoric as well, such as in a 1940 song commemorating the supposed 2,600th anniversary of the founding of the nation by Emperor Jinmu, in which the “hearts of the hundred million beat as one.”13 A similar sentiment was evoked in the common expression ichioku isshin (one hundred million, one heart). Later in the war, when the situation in Japan was desperate, the phrase ichiokunin no tokkôtai (one hundred million kamikaze) underscored the necessity of all citizens continuing to act as a unit, even in a plunge toward certain death. This “oneness” is further represented by the image of a jewel, which also conveniently includes the imagistic implications of hard, clean lines and brilliance. From the Meiji period on, the emperor had been referred to as the gyokutai (literally, “crystal/jewel body”) of the nation, drawing on imagery from the most archaic Japanese literary texts, such as the eighth-century Man’yôshû and Kojiki.14 Toward the end of the war Japan was depicted as a “shattered crystal” ( gyokusai )—once intact yet still gleaming, obdurate and pure, beautiful
 
 11 Information about songs is gathered from the following sources: Nihon gunkashû ( Japanese martial songs, 1937); Hyôjun gunkashû (Standard martial songs, 1939); song lyrics printed in children’s and women’s magazines (which are cited separately); Shôgaku shôkashû (Collection of songs for elementary students, 1926); and Aa, Nihon no gunka (Ah, Japanese military songs, 2001). 12 Ohnuki-Tierney (Kamikaze, 13) underscores the fact that the ﬁgure “one hundred million” was derived by counting the populations of the colonies (Korea, Taiwan, and Manchuria) and occupied territories, together with that of the main Japanese islands. 13 “Kigen nisenroppyaku-nen,” Aa, Nihon no gunka collection, disc 4. 14 For more on this, see Ohnuki-Tierney, Kamikaze, 75.
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 even in its disintegration. This became the favorite euphemism for mass wartime suicide. In contrast, the abundant publication of information about the discriminatory treatment of blacks and about immigration laws that excluded even the “ally-nation” Chinese in the United States made clear the lack of unity of the enemy. In popular military songs, the enemy were depicted in two coordinated ways: as extremely numerous (“tens of thousands,” “hundreds of thousands,” “the one million”), and also as unruly, scattering in all directions. As the ﬁrst line of the extremely well-known patriotic song “Teki wa ikuman” (No matter how numerous the enemy) has it, “No matter how many tens of thousands of enemies there are, they are nothing but a disorderly rabble.”15 The evocative force of this phrase is suggested by the fact that Tôhô Studios released a wartime feature ﬁlm by this name as well. The peoples of Asia were depicted in Japanese propaganda as friendly but subordinate creatures, one ontological step below the Japanese,16 or as members of the family—humble and distant ones perhaps, but grateful for Japanese authority. An extremely popular series of ﬁlms in 1940–1941 featured the “Chinese” beauty Li Xianglan (known in Japan as “Ri Koran”; actually Yamaguchi Yoshiko, born of Japanese parents in Japan). In all these ﬁlms the female representing China (Li/Yamaguchi) falls in love with the handsome and stalwart man who represents Japan (usually played by Hasegawa Kazuo). Their union is one variation of the family metaphor, in which the ontological inferiority of the Chinese people is reinforced through their embodiment as a woman who is happily subordinate to the dashing head-of-the-family Japanese male.17 Similar examples can be seen in magazines for children. A typical magazine cover from the time showed a benevolent-looking adult 15 Nihon gunkashû, 6. Also in Hyôjun gunkashû, 218–219; and on disc 1 of Aa, Nihon no gunka, suggesting the enduring power of its central metaphor. 16 Dower, War without Mercy, 253–255; and Ueno, “The Other and the Machine,” 85. 17 For more on the Li Xianglan phenomenon, see Shimizu, “War and Cinema in Japan,” 26–27; idem, Sensô to eiga, 63; High, The Imperial Screen, 241–245, 248–253; and Standish, Myth and Masculinity in the Japanese Cinema. Shôwa nimannichi no zenkiroku, 6: 44–45, lists fourteen ﬁlms featuring Li Xianglan, made between 1938 and 1944. The most famous are those made in 1940 and 1941 that costarred Hasegawa, but the popularity of “Ri Koran” as a concept can be gauged by the eight ﬁlms made thereafter with other male leads.
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 Japanese male sheltering two children wearing Chinese ﬂags under his capacious umbrella. In 1938, in a magazine for young women called Shojo (The maiden), there was a striking photograph of Chinese girls kneeling in front of a memorial plaque for fallen Japanese soldiers. The caption read: “‘What Japanese soldiers (heitaisan) are ﬁghting for is peace in the Orient; what they are ﬁghting for is to make us Chinese people happy.’ A graceful scene of young women in Northern China chatting among themselves, as they oﬀer ﬂowers at the memorial plaque of a warrior of the Imperial Army, conveying the sincerity of their gratitude to this heroic spirit for his sacriﬁce.”18 Japan was ﬁgured as the protective older man, and China as the child/ adolescent grateful for his protection. The Japanese body as “raced” was a delicate rhetorical problem. It was necessary for Japan to project simultaneously a message of oneness with its “yellow” Asian “brothers” and of equality with the “white” Anglo-European nations. As we have seen, this was accomplished both by downplaying the importance of racial categories (accompanied by an accusation—quite accurate—that Westerners were obsessed with these color diﬀerences) and by asserting that the Japanese were the “Yamato people,” outside of all existing categories. Japanese propaganda emphasized the historic racism of the United States and suggested that the real threat to international harmony and brotherhood was “the White Peril.”19 For the most part, however, the explicit conﬂation of race with color was simply avoided in Japanese rhetoric. (As we will see, photographs, paintings, and illustrations in mass-market magazines for women and children often visually engaged the “color” of racial diﬀerence.) In terms of symbolic color references, the Japanese depicted themselves as white, sometimes with a tinge of pink: the color of cherry blossoms.20 From at least the time of Motoori Norinaga (1730–1801),
 
 18 Wakakuwa, Sensô ga tsukuru joseizô, 134–135. Wakakuwa points out that it is impossible to see the girls’ expressions or to know exactly what they are doing. Without the caption, the picture would be open to a variety of interpretations. 19 Dower, War without Mercy, 208. A 1942 U.S. advertisement for North American Aviation makes fun of the Japanese claim to “whiteness,” and the unlikely alliance between “Aryan” Germany and “Mongol” Japan, by depicting Hirohito with the words “honorary Aryan” written on his collar. In Life magazine, August 31, 1942, 43. 20 For a variety of further examples of this, see Dower, War without Mercy, 208–210; for examples in ﬁlm, see the summaries of Japanese wartime ﬁlms in Nornes and Fukushima, eds., The Japan/America Film Wars, 189–269. Since Ohnuki-Tierney
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 Japanese philosophers and nation-builders had linked the cherry to the “Japanese spirit,” in contradistinction to the purported Chinese preference for the plum blossom. In Norinaga’s vision, and even in that of Nishi Amane, a Meiji-period architect of the modern military, the salient aspects of the cherry image were its beauty, purity, and radiance—a “celebration of life,” in Ohnuki-Tierney’s phrase.21 The plum blossom is highly perfumed, comes in a wide range of colors, including dark red and yellow, and stays stubbornly on the branch for a long time. In contrast, the cherry has virtually no scent, ranges only slightly in color, from white to medium pink, and its time of beauty is highly evanescent. These “delicate” characteristics were appropriate for the image of cleanliness, reﬁnement, and civilization relative to the rest of the world (particularly the country’s Asian neighbors) that Japanese rhetoricians wanted to project. As we shall see, however, from the late Meiji period on, the symbolic meaning of this image was changed to more readily connote beautiful death rather than radiant life. Soldiers heading for certain death, or those who had already died in combat, were incessantly linked, in every expressive medium, with the image of lightly and beautifully falling/fallen cherry blossoms. Yet despite the intensive equation of cherry blossoms and death, even in the ﬁnal years of the war the ﬂower and its delicate color were often used to ﬁgure a generalized Japanese national identity, because of the blossoms’ original connotations of purity and reﬁnement. Red was another frequently encountered color, the symbol of sincerity and strength. As mentioned above, a sincere or true heart was sekishin (literally, “red heart,” also sometimes glossed as magokoro, “true heart”). Japanese soldiers were ﬁgured as white (pure) mist or dew, with red or crimson hearts. One common word for imperial subjects was sekishi, literally, “red children” or “babies” (similar to akanbô, literally, “little red ones,” the ubiquitous colloquial word for baby), underscoring the sincerity of their devotion to the emperor. Many other wartime symbols were red and white: besides the wellknown hinomaru ﬂag (a red disc on a white ground) and the “rising
 
 (Kaimikaze) has done a nearly exhaustive job of tracing the origins and use of the cherry blossom as military symbol, I only touch on a few points here. 21 Ohnuki-Tierney (Kamikaze, 106ﬀ.) discusses Motoori Norinaga’s cherry image at length, and shows how it was later manipulated to symbolize beautiful death rather than life.
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 sun” ﬂag (red sun and radiating red stripes on a white ground), there was the senninbari (thousand-stitch belt), for which one thousand women each ﬁlled in with red thread a marked circle on a white stomach-cloth, to be given to a soldier as a talisman against injury. Even the induction notices followed this color scheme. The army induction notice was the akagami (red paper), and the national labor induction notice was the shirogami (white paper). Blood in various forms is another “red” image encountered constantly in popular wartime media. One of its most common appearances is in the word chishio (literally, “blood tide”). A quick survey of the songbooks on my shelf turns up more than ﬁfty songs that use this image, often merely to indicate metaphorically something like “zeal.” In this usage chishio is often accompanied by adjectives meaning “hot” or verbs meaning “burning” (nekketsu, literally “hot blood”; chi ga moyuru, “blood blazes”). A popular war song bears the title “Ah, the Crimson Blood Is Burning,” and repeats this phrase in the chorus after every verse.22 But chishio is also used in less metaphorical, more directly imagistic ways: “Look up at the monument to the war dead, where the bones of the brave soldiers from the long-ago Russo-Japanese War are buried, soaring high in the sky one thousand li above the wild plain, bathed in the evening sun dyed red with the tide of their blood” (from “Manshû Marching Song,” 1937); or “The tide of his blood ﬂowed and formed a river” (from a 1925 song about a RussoJapanese War hero), or, in what would seem an unlikely conﬂation, “the blood tide redder than the cherry blossom.” Blood images were rife in the popular stories of “true-life” incidents called bidan (“heroic tales”). These bidan were published in magazines, broadcast over the radio, expanded into feature ﬁlms, and used as inspiration for songs. A collection of bidan from 1938, after the start of the China Incident but well before the Paciﬁc War, is already full of sanguinary imagery.23 A selection of titles includes: “Aa, kurenai no chi wa moyuru,” on disc 5 of the Aa, Nihon no gunka collection. The Shina jihen (China Incident) was the contemporary Japanese term for the war in China (later known as the Nitchû sensô, the Japan-China War), which began in 1937. As long as Japan’s military incursions into China and its occasional skirmishes with the Chinese could be characterized as all part of an “incident,” the Japanese were not in violation of the treaty between the Nine Powers that shared control of China. In fact, after Japan took control of Manchuria in 1931, its military presence grew steadily throughout China, resulting in numerous battles even 22 23
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 “The blood-covered (chidaruma) messenger: He saved his troop from a mineﬁeld”; “The word ‘regret’ written in fresh blood: Private Yoshimura is indomitable despite his grave wound”; “The bloodstained telephone: Near-death communications oﬃcer refuses to leave his post”; and “Giving his life to light the fuse: The creek was dyed with blood.”24 When blood was mentioned as a metonym for “spirit,” “soul,” or “name,” its imagistic, “spectacular” aspects might often go unnoticed. There are multiple examples, however, of even the most symbolic or spiritual uses juxtaposed with vivid scenes: “Just at that moment it happened: in the ear-splitting noise of the enemy ﬁre, a mist of blood (chikeburi ) hung over the boat, and the Lieutenant’s form could no longer be seen.//Of his ﬁve-foot-tall body, only a one-inch lump of ﬂesh remained—his loyal blood, sacriﬁcial blood, chivalrous blood will be treasured for one thousand eras with no decay” (two verses of a 1937 song about the “war god Hirose,” whose deeds are discussed below). The word chishio and other gory terms of the time—such as chikeburi (literally, “a smoke or mist of blood”), chidaruma (“a Darumashaped ball of blood,”25 that is, a human covered in blood), or hidaruma (“a ﬁre Daruma,” a human turned into a ball of ﬁre)— were not new. In many cases they had been employed in martial imagery for hundreds of years, from the time of the fourteenth-century gunki monogatari (war tale) the Taiheiki, or in the scripts of late sixteenth–early seventeenth-century bunraku puppet plays, for instance. The use of battle terms burnished with the glow of antiquity helped put these scenes of otherwise pitiable, gory, agonizingly painful physical experience into a context of quasi-mythical heroism, allowing a degree of accuracy in the depiction of battles (which are, after all, bloody) while nevertheless maintaining a certain psychic distance.
 
 before the Shina jihen began. Some histories of the period divide the Fifteen Year War into (1) the early period, 1931–1936; (2) the China Incident or the JapanChina War, 1937–1941; and (3) the Paciﬁc War, 1941–1945. 24 These are only a few examples of the “bloody” titles in this collection: Shina jihen: bidan buyûdan. 25 “Daruma” is the Japanese way of referring to Bodhidharma (ca. 470–543?), the ﬁrst Chinese patriarch of Zen Buddhism, who is said to have meditated for so long in one position that his legs atrophied and fell oﬀ. Daruma dolls therefore are shaped like fat snowmen with a round base, and phrases like these reference that roundness.
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 Another of the most common symbolic depictions of the Japanese body was as radiant, bright—transcending even the body itself. The body (and the life it represents) is ﬁgured in song as being “light” (in both senses of the word), and sometimes, as we have seen above, as burning with zeal. After all, the Imperial Rescript to Soldiers ( gunjin chokuyû) of 1882 had said that every soldier’s obligation to the emperor was heavier than a mountain, but that death was as light as a feather. This became one of the most-quoted lines when describing soldiers’ (and, later in the war, civilians’) attitude toward oﬀering their bodies and their lives to the nation. This suggestion of lightness and transcendence is echoed in the frequent ﬁguration of the Japanese military body as “wind,” “storm,” or “blizzard.” Besides the well-known kamikaze (literally, “god wind”), this usage can be seen in numerous ﬁlm titles, such as the graphic Keppû (Blood wind) released by Nikkatsu, and Neppû (Burning wind; 1943, Tôhô Studios).26 A 1937 song, “Protecting the Fatherland,” includes in one verse the juxtaposition of a “wild blood wind” and buds on a baby cherry tree. In contrast to Japanese “lightness,” the enemy—at least as depicted in the graphic media—were obviously, heavily, even grotesquely “body.”27 The Male Body in Wartime Rhetoric Many of the images discussed thus far were applied far more frequently to depictions of adult male bodies, especially those of soldiers, than to the bodies of women or children. During the period of spiritual mobilization for the war eﬀort, the ﬁgure of “the soldier” became a sort of iconic representation of all Japanese people and of the Japanese spirit. For this reason images of soldiers and all
 
 High, The Imperial Screen, 414–416. One exception to the tendency to depict the enemy body as “heavy” can be seen in depictions of British soldiers in Southeast Asia, who are often portrayed visually as skinny and goggly, with large Adam’s apples and weak chins. Compared to the depictions of the peoples of Southeast Asia, who are slim and graceful (if always primitive), and the Japanese soldiers (stalwart and manly), British soldier bodies are certainly “grotesque,” but not “heavy.” See, for example, Arai Wagorô’s animated propaganda ﬁlm Nippon banzai (1943), which renders Churchill and Roosevelt as swollen fat-cats but British soldiers as goofy “98-pound weaklings”; the Japanese soldiers, in contrast, are robust and manly, often bearded. 26 27
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 the visual and verbal rhetoric that accompanied them were common in every medium aimed at all audiences, not just in media for adult men themselves. In fact, it would be hard to argue that the visual and verbal discourses surrounding soldiers were really aimed at soldiers at all. After all, those already inducted into the military were undergoing intensive daily discipline and training to turn them into eﬀective combatants. Though rousing patriotic songs about death and glory, and protecting the purity of nation and family, were no doubt used as part of military training, for the purpose of whipping up morale, soldiers and inductees had many more potent forms of mental and physical training to endure.28 Most of the ubiquitous images and narratives of soldiers were arguably about them much more than they were for them. Instead, the rhetoric of the soldier was organized and disseminated for the purpose of giving a particular view of the war to those on the home front—namely, men too young or old for enlistment, women, and children. The exceptions were the younger men who were likely to become soldiers in a few years: clearly, the images aestheticizing and glorifying death were meant to inculcate the proper ﬁghting spirit in them. Similarly, the exceptional soldiers expected to immolate themselves as tokkôtai (special attack forces, or kamikaze) were intentionally saturated with evocative imagery of cherry blossoms and beautiful death, as Ohnuki-Tierney has demonstrated. Many of the images associated with the generalized imagined social body reappear in the rhetoric of the soldier, but they take on more focused meanings when applied to young ﬁghting men. Soldiers/young men were supposed to be fearless, gallant, and loyal, and to leave home prepared to die violently but beautifully for the sake of the emperor and the nation: “My life is light; my duty is heavy. I don’t mind following that duty and giving up my life for the sake of the
 
 28 Each branch of the service had one or more “oﬃcial” songs, all of which relied on exactly the same sorts of rhetoric mentioned above: metallic images, blood, certain death, gladly throwing away one’s life for the country or the emperor, etc. The wartime movies made to commemorate the deeds of the diﬀerent branches— Rikugun (Army, 1944), Kaigun (Navy, 1943)—also relied on familiar symbolic patterns rather than trying to depict the reality of soldiers’ experiences. It is impossible to know the degree to which individual soldiers may have identiﬁed with and taken pride in such cultural products, but seems likely that references to speciﬁc service branches or squadrons were aimed primarily at building and supporting the pride of the soldiers’ parents and loved ones back home.
 
 national mobilization
 
 227
 
 Great Lord” (from the song “Yasukuni jinja,” 1925). The degree of patriotic gallantry expected of soldiers often approached the ridiculous, as can be seen in the bidan popular in magazines and featured daily on the radio. Examples of bidan titles from 1938 include: “He wrote ‘Banzai!’ with his dying blood: The brave death of Warrant Oﬃcer Matsuoka”; “Singing Kimigayo on his deathbed: Even the nurses were all crying”; and “They sang a heartbreaking martial song: Five soldiers with but minutes to live.”29 Popular songs, too, inscribed gallant bravery in terms almost ludicrously “purple”: “On the front line where the artillery ﬁre ﬂashes, we ‘human bullets’ shoot out, one million brave heroes, hard as iron, annihilating the immoral in a blizzard of blood.”30 Other military songs of the period rely on the ubiquitous evocative association of the Japanese soldier with the cherry blossom. One popular song entitled “Cherry Blossoms” makes explicit the conﬂation of soldiers (“the mirror of Yamato manhood”) with this seemingly paciﬁc symbol: “The unswerving loyalty of Japanese men, like the cherry blossom, is without peer.”31 Another begins, Hana wa sakura, hito wa bushi (In ﬂowers it’s the cherry, in people it’s the warrior).32 The point of this association is made clear in subsequent lines, which relate the falling of the evanescent cherry blossoms to the inevitable— but, through the imagistic association, beautiful—deaths of the soldiers: Chirite mo hana wa ka ni niou/shinite mo hito wa na zo nokoru (Even after it falls, the cherry still radiates beauty through its scent; even after they die, people live on in repute).33 The important elements of the cherry as image in these songs include: The cherry blossom’s delicate but far-reaching “fragrance”/brilliance, conﬂated with the renown of the Japanese soldier: Waga hi no moto ni hitori saku/sakura no hana yori kanbashiki/Homare o sekai ni shimeshitaru/sôretsu musô no heisokutachi (More fragrant [or radiant] than the cherry blossom/blooming in my Japan alone/The world-renowned distinction exempliﬁed by the Blockade Troop, unequaled in bravery);
 
 Shina jihen: bidan buyûdan, 273–275, 133–135, 163–166. From the song “Peerless Japan,” in Nihon gunkashû. 31 Nihon gunkashû, 10. Also included in Hyôjun gunkashû, 196–197. 32 The song “Yasukuni jinja” (Yasukuni Shrine), in Shôgaku shôkashû, 118. 33 The verb niou (to smell, be fragrant) and the noun ka (scent) are often used with cherry blossoms, but since cherry blossoms have little fragrance, it is generally taken to mean that they radiate light and beauty. As metonymy for the Japanese person/body/life, this aspect of cherry blossoms again connotes “lightness.” 29 30
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 chapter six Its associations with loyalty (hard to fathom because of the cherry’s extreme evanescence): Yamato onoko no chûretsu wa/sakura to tomo ni tagui nashi (The unswerving loyalty of the Yamato man, like the cherry, has no peer); and Its inevitable but beautiful early death: Warera wa nippon danji nari/Tennô heika banzai to/Ôshiku chiran sakurabana (We are Japanese men; giving a manly cry of “Long Live the Emperor,” we fall like the cherry ﬂower.)34
 
 The trope of ﬁguring one’s life/body as “light” and readily expendable in comparison with one’s “heavy” obligation to country or emperor is frequently conﬂated with the image of cherries, as in the words of one song, Sokuni nippon no masurao wa/kun’on omoku mi wa karuku/niou mo chiru mo sakurabana (For the warriors of the country of our ancestors, duty to the lord is heavy, while their lives are light; in radiance and in early death, they are like the cherry ﬂower).35 Light in the sense of brightness is also found frequently in conjunction with cherries and with (sometimes not so) beautiful death: “The cherry blossoms radiate scent over the brave and loyal corpses, now waterlogged and seaweed-covered, as we soldiers of the Imperial Army raise our grand marching song up to the light.”36 As we have already seen, blood images abounded in stories and songs about soldiers. Back in 1873, when the Meiji government instituted the draft for (almost) all male citizens, the idea was phrased using the concept of the “raw blood” or “lifeblood” (seiketsu) that every man owed as a debt to his emperor as head of the nation. At that time the reaction of the citizenry was not positive: riots broke out in protest against this “blood tax” on the people, which was seen as taking precious sons away from families and communities. Through patient and intensive propaganda thereafter, the government had succeeded by the 1930s in making the idea of a man spilling his blood for the emperor into something glorious. The bright red or crimson of the blood that synecdochically stood for the man indicated simultaneously his passionate zeal, his sincerity, and his blood connection with the purity of the Japanese race, as represented by the emperor with his unbroken bloodline dating back to the age of the gods. 34
 
 The song called “Mobilization Orders.” Nihon gunkashû, 88. 36 This is a rather literal rendition of the last verse of “Shingun no uta” (Marching song), from disc 3 of Aa, Nihon no gunka. 35
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 But these blood images often were used not metaphorically but representationally, indicating grave wounds and death. Recall the song about Lieutenant Hirose, cited above, whose body was obliterated as he turned into a “mist of blood.” Another popular song includes the verse, “I think about today’s battle—how can I ever forget my buddy, who died smiling though covered with crimson blood, crying ‘Tennô heika banzai’ with his last breath?”37 Images of the Japanese (male) body as dead body had been popularized at least as long ago as the Russo-Japanese War, when cultural products were full of images of bodies sacriﬁced for the emperor. In many books of military songs ( gunka) from the period, a song called “Umi yukaba” (If we go to sea) has the most prominent position—usually either ﬁrst, or second after “Kimigayo” (the de facto national anthem).38 This song retained its popularity throughout the Fifteen Year War: it was the inspiration for at least two wartime propaganda ﬁlms, and, as we shall see, lines from it were inserted into numerous stories, speeches, and songs. It was also played over the radio on the occasion of the imperial declaration of war in 1941.39 The words of the song are taken directly from a poem in the eighthcentury Man’yôshû: If we go to sea, corpses in a watery grave, If we go to the mountains, grass-twined corpses, We will die near our Great Lord, We will not die peacefully. (An alternate last line is: We will not look back.)40
 
 This theme of inevitable death appears throughout the songs, sometimes (but by no means always) connected with glory: Uchijini suru no wa atari mae (It goes without saying that I will be shot to death).41 “Roei no uta” (Bivouac song), on disc 2 of Aa, Nihon no gunka, and included in Hyôjun gunkashû, 160–161. 38 “Umi yukaba” is also included on the 2001 compilation of favorite wartime songs, Aa, Nihon no gunka, disc 3. 39 Doak, Dreams of Diﬀerence, 24. 40 “Umi yukaba,” as printed in the King songbook Nihon gunkashû: “Umi yukaba/mizuku kabane/Yama yukaba/kusa musu kabane/Ôgimi no he ni koso shiname/nodo ni wa shinaji.” The Man’yôshû poem ends with a diﬀerent ﬁnal line: “kaerimi wa seji” (we will not look back). Both versions were common in songbooks of the time. Hyôjun gunkashû, for example, includes both versions with no comment on the diﬀerence. For connections between this poem/song and violence in ﬁlm, see Nornes, “Cherry Trees and Corpses,” 153ﬀ. 41 Nihon gunkashû, 39. 37
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 Some of the most common words and phrases in popular wartime songs are kabane (corpse), mukuro (corpse), mizuku kabane (water-logged corpse), shinu (die), mi o suteru/sutsuru (to give or, literally, “throw away” one’s life), shiryoku o tsukusu (ﬁght until death), isshin chiri to karonjiru (to hold one’s life as of no more account than dust), and umi soko no mokuzu to naru (to drown, literally, “to become seaweed at the bottom of the ocean”). The glory of certain death—essentially suicide in battle—was another idea that had been popularized during the Russo-Japanese War, when military leaders sent kesshitai (suicide squadrons) to act as nikudan (human bullets) against the vastly better-armed enemy encampments. Such squadrons were immortalized in story and song, embodying the notion that Japan’s true strength lay not in armaments or resources but in the fearless, indomitable spirit of its people, willing to perform any sacriﬁce for the greater good.42 The eventual Japanese victory over the Russians conﬁrmed the idea that the Yamato damashii ( Japanese spirit) was capable of overcoming the most heavily armed enemy. Kesshitai were employed in the war in China as well, predating the tokkôtai (kamikaze) suicide squads by many years, and they appeared frequently in songs and stories in the 1930s and 1940s. Even after the tokkôtai squads were established, kesshitai remained a popular symbol of gallantry, as in the 1943 ﬁlm Bôrô no kesshitai (Suicide troops of the watchtower).43 Taken altogether, these songs, poems, ﬁlms, and sayings created a powerful nexus of romanticized and aestheticized heroism, sacriﬁce, and certain death, softened by the knowledge that the resulting “radiance/scent” would be in the service of the benevolent national father, the emperor. The idea of the fallen soldier was further aestheticized through its constant association with the beauty of cherry blossoms
 
 42 This is not to suggest that all Japanese people had been seduced by the rhetoric surrounding this military tactic. General Nogi Maresuke, who was famous for sending waves of men to their certain deaths against heavily fortiﬁed Russian targets, was severely criticized by many people, though seen as a war hero by others. The Akutagawa Ryûnosuke short story “Shôgun” (The general), in Akutagawa Ryûnosuke zenshû (Tokyo: Iwanami shoten, 1996), 8: 157–187, addresses the brutality of this military strategy and the mixed reception of General Nogi after the war. A ﬁrstperson account of the Russo-Japanese War, appropriately entitled Nikudan, has been translated into English in Sakurai, Human Bullets, trans. Honda. 43 High, The Imperial Screen, 439.
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 and the glory of being immortalized at Yasukuni Shrine.44 This image-nexus was pervasive in popular culture products on the home front, which were intended to comfort grieving family members. One wartime documentary, however, muddied that aestheticized picture. Kamei Fumio’s 1939 Tatakau heitai (Fighting soldiers) depicted the Japanese (and even the enemy Chinese) body in all its suﬀering physicality. Kamei was sent to China to document the Japanese Army’s triumphant occupation of Hankou, but his cameras did not record triumph: There were old peasants and children who had been burned out of their houses and who just stood there in blank amazement, as well as endless lines of refugees stretching over the countryside. The Japanese army seemed thoroughly exhausted and disgusted by their diet consisting solely of dried vegetables; sick army horses were left behind to die by the roadside.45
 
 Kamei also ﬁlmed the bodies of dead Japanese soldiers looking pathetic rather than glorious, and showed the victorious soldiers in Hankou looking not triumphant but exhausted. The ﬁlm was, of course, banned by the censors and never shown during the war (although it was not destroyed and can now be seen). These sorts of body images were simply not available to the Japanese public for the entire ﬁfteen years of the war.46 Kamei was arrested two years later by the Thought Police (tokubetsu kôtô keisatsu) as representative of leftist ﬁlmmakers who harbored “dangerous thoughts.”47 Author Ishikawa Tatsuzô met a similar fate. His 1938 story “Ikiteiru heitai” (Surviving soldiers)—based on his observations as a journalist accompanying the troops during the attack on Nanjing (the “Nanjing Massacre”)—depicted Japanese troops as brutal and heartless, at least partly because of the brutality of their treatment by Japanese oﬃcers. The magazine that had printed the story, Chûô kôron, was censured, and Ishikawa convicted of violating the Peace Preservation laws.48
 
 44 See Ohnuki-Tierney, Kamikaze, for a history of the establishment of Yasukuni Shrine and the ways it was used discursively during the war. 45 Shimizu, “War and Cinema in Japan,” 25. 46 For more on Tatakau heitai, see High, Teikoku no ginmaku, 84–99; Shimizu, Sensô to eiga, 58–59; and Satô, “Kokka ni kanri sareta eiga,” 9–10. For more on Kamei’s wartime ﬁlmwork in general, see Nornes, “Cherry Trees and Corpses,” 157–158, 160. 47 Satô, “Kokka ni kanri sareta eiga,” 10, 49. 48 I am indebted to David Rosenfeld for bringing this incident to my attention.
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 Most of the rhetoric explored so far employed the image of the generalized male Japanese, the “every-soldier.” But there were also many stories disseminated about the exploits of real-life war heroes, whom young men going oﬀ to be soldiers were implicitly encouraged to emulate. I have already cited many examples of bidan— “true-life” stories about the brave deeds of soldiers or those on the home front. In every case the hero of the bidan was clearly identiﬁed by name and place of residence, to demonstrate the spontaneous appearance of heroic behavior from men and women, girls and boys from all corners of the empire.49 The best-known category of hero was the gunshin, or war god, and this designation was reserved for men, speciﬁcally soldiers.50 The concept of the gunshin had been created early in the Meiji period, as the newly installed government built the Yasukuni Shrine in Tokyo to enshrine the souls of those who had fought on the imperial side in the recent civil war. The Meiji government also generated the idea of the war god to help naturalize and glorify the concept of giving one’s life for the nation/emperor—a concept resisted by many people when the idea of compulsory service in a national military was originally raised. The ﬁrst oﬃcial gunshinsai (ceremony for war gods) was held in 1868 and commemorated various ﬁgures from Japanese history and myth, such as Yamato Takeru no Mikoto.51 After the Russo-Japanese War (1904–1905), several contemporary heroes were quickly deiﬁed as gunshin, and the process of creating war gods continued apace throughout the Fifteen Year War. Among many men designated (always posthumously) as gunshin after the Russo-Japanese War was Naval Commander Hirose Takeo. Commanding a retreat ship in the strategic blockade of Port Arthur in 1904, Lieutenant Commander Hirose became concerned about a missing soldier and held back the vessel. While waiting on the deck
 
 49 Most bidan dealt with the exploits of soldiers, but a small proportion, perhaps 20 percent, narrated the brave deeds of people on the home front. The 1938 collection of bidan from the China Incident includes stories about the deeds of young boys and girls, as well as Koreans, Chinese, and even Americans and British people—a reminder that Japan was not yet at war with the Allies. See Shina jihen: bidan biyûdan. 50 Although women could not become gunshin (war gods), “minorities” could: there were a few Korean and Okinawan soldiers so designated. 51 See Ohnuki-Tierney, Kamikaze, for extensive discussion of the role of Yasukuni Shrine in Japanese nationalism and the creation of the gunshin, especially 112ﬀ.
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 for the soldier to reach the ship, Hirose was brought down by enemy ﬁre. Although he did no great deed, won no great battle, he was praised for his conscientiousness, raised posthumously to the rank of Commander, and made a gunshin. He was immortalized in at least three popular songs, including two for children—“Gunshin Hirose” (War god Hirose), and two entitled “Hirose chûsa” (Naval Commander Hirose)52—and mentioned as an exemplary soldier in scores of other songs, as well as in ﬁction, radio plays, kamishibai, and textbooks.53 Other early “war gods” had similarly unimpressive exploits to their credit. Tachibana Shûta, who died in battle at Liaotung, is famous primarily for having announced his willingness to rush into battle when his commanding oﬃcer was counseling his troops to lie low under heavy enemy ﬁre. Tachibana insisted on rushing into the hail of bullets, which killed him. In song and story this act is ﬁgured as bravery rather than rash and useless impetuosity. He gave his name to at least ﬁve popular songs and is mentioned even more often than Hirose in various media.54 General Nogi Maresuke is one of the best known of all the RussoJapanese War gunshin, having achieved fame during his lifetime as a career military man, the ﬁrst governor of the colony of Taiwan after the Sino-Japanese War of 1894–1895, and Commander of the Army Third Division, credited with the victory in the Russo-Japanese War and ﬁnally becoming the Head of the Peers’ School (Gakushûin) in Tokyo. Despite Nogi’s reputation as a war hero, he died not in battle but of suicide on the night of the funeral of the Meiji emperor. Nogi’s suicide was termed a junshi (following one’s lord in death). This was a samurai practice from Japan’s feudal period, and had been against the law for nearly 150 years when Nogi killed himself. His designation as a war god, therefore, rests more on the perception of him as reviving a traditional, “purely Japanese” concept of
 
 52 The ﬁrst is from Nihon gunkashû, 45, and the latter two from Shôgaku shôkashû, 80, 187. 53 For the ﬁlms that featured the various “war gods,” see Shimizu, Sensô to eiga, 113–114. 54 Tachibana’s surname means “ﬂowering mandarin orange tree,” and is a word familiar to educated Japanese people from classical poetry, where it was always associated with the memory of a lost love. I cannot help but wonder whether the evocative resonance of his surname had something to do with Tachibana’s deiﬁcation, given the rash nature of his “heroic deed.”
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 loyalty to one’s lord than on his actual performance in battle.55 But one item of Nogi’s biography that no doubt appealed to the public, even though it is not emphasized in the wartime songs and stories about him, is the fact that both his sons were killed in battle in the Russo-Japanese War while under his command. Nogi was seen as having oﬀered up his sons to the service of the emperor, just as all Japanese families were being urged to do. During the ﬁghting in China and the Paciﬁc War, many young soldiers were designated gunshin, usually quite soon after their deaths. In these cases the deeds for which the soldiers were commemorated were generally far more conspicuous and eﬃcacious than in the cases of earlier gunshin. For example, on December 7, 1941, ten soldiers were sent to Pearl Harbor in ﬁve tiny two-man suicide submarines, to ﬁnish oﬀ any ships the air raid might miss.56 Nine of those men were killed in their attacks; one survived and became the ﬁrst Japanese prisoner of war.57 Four months later, in March 1942, a radio broadcast about the nine heroes began with the song “Umi yakaba” (If we go to sea) and announced their designation as gunshin.58 As we shall see, these newly minted war gods were used extensively in propaganda aimed at young children. One ﬁnal group of famous heroes must be mentioned in any discussion of the exemplars put forward in Japanese wartime rhetoric:
 
 55
 
 Because Nogi was so very famous on so many fronts, there is no end to the list of texts that engage some aspect of his life or death. Like George Washington or Abraham Lincoln in the U.S., Nogi is one of the iconic ﬁgures held up to schoolchildren to emulate. Nogi’s life and death have been depicted in the work of many high-culture writers, including Natsume Sôseki and Akutagawa Ryûnosuke, as well as in literally hundreds of textbooks, school songs, and ﬁlms. For more on Nogi’s suicide, as well as the media and literary responses to it and the concurrent suicide of his wife, Shizuko, see Orbaugh, “General Nogi’s Wife.” 56 This was the ﬁrst deployment of the Special Attack Forces (the kamikaze or tokkôtai ). See Ohnuki-Tierney, Kamikaze, 4–5, for a clear explanation of the origin of the military strategy that resulted in the formation of the tokkôtai. 57 Although the United States declared that it had captured its ﬁrst Japanese prisoner of war, Japan did not release this information to the public. Anyone who heard that ﬁve two-man submarines had been involved in the attack and then heard of the new “Nine Pearl Harbor War Gods” must have wondered what happened to the tenth man, Sakamaki Kazu, but no information about him was ever made public in Japan. Far from being made a gunshin, the survivor’s name was expunged from all military records. See Ohnuki-Tierney, Kamikaze, 114; Kuboi, Sensô to sabetsu to nihon minshû no rekishi, 98. 58 The ﬁlm Kaigun (Navy) relates the story of the Pearl Harbor attack from the point of view of these “human bullets.” See Shimizu, Sensô to eiga, 113–114.
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 the nikudan san’yûshi (literally, “the three human bullet heroes”). In 1932, in the attack on Shanghai, these three soldiers carried a makeshift torpedo into a barbed-wire fence that was obstructing the army’s advance, perishing when the torpedo exploded in their arms. Although some cynical historians have suggested that this was a “deliberate accident” on the part of their commanders, who secretly planned their sacriﬁce in order to provide an example for their comrades, the nikudan san’yûshi were immortalized for their spirit of deliberate and cheerful self-sacriﬁce.59 The songs “Nikudan san’yûshi” (Three brave human bullets) and “Yamato damashii no uta” (Song of the Japanese spirit) were written in their honor, and at least four major ﬁlms were made to commemorate their deed.60 Ohnuki-Tierney writes: Throughout the country, the government erected statues of these soldiers carrying the land torpedo so that children and adults were regularly reminded to emulate them. Newspapers, radio, and other mass media told and retold the story of this heroic act. It was dramatized into a Kabuki play. . . . The entire nation was caught up in the fervor over the heroic act. Donations of money for the families poured in. Until the end of World War II, the three brave heroes were celebrated and ingrained in the minds of the Japanese as the supreme model of self-sacriﬁce.61
 
 As mentioned above, it seems clear that most of the rhetoric about the soldier was meant to encourage and provide models for the people on the home front, as much as—or probably even more than— to be consumed and absorbed by soldiers themselves. The function of “the soldier” as focal point for the gaze/imagination of those on
 
 59 See Ohnuki-Tierney, Kamikaze, 113–114, for various historians’ accounts of this incident, including the suggestion that the soldiers could have blown up the fence without losing their lives if they had been provided with a longer fuse. Kuboi Norio cites how the soldiers’ purported backgrounds were used in various ways to mythologize the incident: at least two of them had worked as coal miners; it was rumored that one was actually of shizoku stock (i.e., of samurai descent), and showed the nobility of his lineage through his willing sacriﬁce; and another rumor mentioned that at least one of them was a burakumin descendant, provoking varied responses, including admiration and disgust at the idea of venerating a burakumin descendant as a war god (Kuboi, Sensô to sabetsu to nihon minshû no rekishi, 46). See also High, The Imperial Screen, 35–40, for more on the public reaction to the nikudan san’yûshi and the ﬁlms made about them. 60 See High, The Imperial Screen, 522n36, for a list of these ﬁlms. 61 Ohnuki-Tierney, Kamikaze, 113–114.
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 the home front is evident in a popular song called “Chichi yo anata wa tsuyokatta” (Father, you were strong): I. Father, you were strong. The ﬁery will that scorched your helmet Sleeps with the corpses of the enemy. You drank muddy water, ate grass, For how many thousands of li across the rough terrain. Thank you for shooting. II. Husband, you were strong. In a creek up to your neck, With the bitter cold seeping to your bones, Even though you were submerged three days, Even though you hadn’t eaten for ten days, Thank you for shooting. III. Older brother, younger brother, you were strong. Bullets, mines, strong currents, Through them all the naval ensign advanced night and day. Your name is in one strong beat of the ﬁerce eagle’s [euphemism for an ace pilot] wing, Leaving not a shadow of the enemy plane. Thank you for achieving your goal. IV. My friend, my child, thank you. My eyes dim with tears every time I hear The story of your praiseworthy injury. Even though you fell in that day’s battle, Today you are a cherry blossom in Kudan [where Yasukuni Shrine in located]. Thank you for blooming. V. Ah, the distinguished service of so many honorable men. The spirit of Japan that links together The true hearts of the one hundred million: Now when the rising sun ﬂag shines high In the blue sky of the continent, We weep as we put our hands together in prayer over the iron helmet.62
 
 In this song and in the other images we have examined, the obsessive focus on the tragic—on men enduring pain and hardship only to die in the accomplishment of their goal—was unmistakably intended to inspire such pity and gratitude in the wives, siblings, parents, and children left at home that they would ﬁnd the will to endure hard-
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 Hyôjun gunkashû, 396.
 
 national mobilization
 
 237
 
 ships that were sometimes just as bad as those suﬀered by the soldiers themselves. In the ﬁnal years of the Paciﬁc War, when young women were inducted for work in armaments factories, the equation between the civilians on the home front and the soldiers on the war front was made explicit. The manifesto on the overleaf of the June 1941 edition of the magazine Shojo (The maiden) read: The workplace is a battleﬁeld and women are soldiers. They say that the present war is a total war for the nation. A total war means not only ﬁghting by the soldiers, but also ﬁghting by pulling together all of the resources of the country—politics, economics, production. . . . If production is also part of war, then the workplace is a battleﬁeld. In that case, women are also magniﬁcent soldiers. All of us must ﬁght as soldiers on the workplace battleﬁeld.63
 
 Similarly, the magazine Ie no hikari (Light of the home), which was aimed at a rural, agricultural audience (including Japanese farmers in Manchuria), repeatedly highlighted the connection between the ﬁghting done by the soldier and the hard work of the agricultural laborer, both of which, it emphasized, were necessary for military success. The illustration for a bidan at the beginning of the May 1943 issue, for example, shows a soldier ﬂoating in the sky looking down at a woman in monpe trousers working in a ﬁeld (with a man working in the distance behind her). The subtitle is “Mother, who is doing her training back in my hometown,” and the story concerns a soldier’s mother’s eﬀorts to live up to and match what she imagines her son’s harsh military training regimen to be.64 (It goes without saying that by the story’s end the son is dead in battle.) Again we see the image of the soldier used to concentrate the will of the people on the home front rather than to inspire soldiers themselves (see Plate 7). The qualities elevated for emulation in the discourses of the Japanese-citizen-as-soldier included uncomplaining endurance, unquestioning loyalty, and a willingness to sacriﬁce everything, up to and including one’s lifeblood. The rewards promised for this behavior Quoted in Wakakuwa, Sensô ga tsukuru joseizô, 139. See Ie no hikari (Light of the home) (May 1943): 7–13. This is one in a series of bidan with the general title “Tsuwamono no haha” (Mothers of warriors). As we will see below, an emphasis on the mother-soldier relationship is a very common trope of the period. 63 64
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 Plate 7. “Bidan: Tsuwamono no haha” (Tale of heroism: the soldier’s mother), from Ie no hikari (Home ﬁres) magazine, May 1943. (Used with permission from Shadan Hôjin Ie no Hikari Kyôkai.)
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 were the admiration of “the hundred million” (ichioku) and the gloriﬁcation and aestheticization of one’s sacriﬁce, no matter how lonely and painful the actual experience. Propaganda for Children Given the comprehensive nature of the attempts to mobilize the populace, it is no surprise that children’s media were saturated with images, tropes, and narratives designed to inculcate proper attitudes. The examples I discuss here are from textbooks, songbooks, ﬁction, radio plays, and kamishibai. From the time of the Russo-Japanese War, and intensifying in the 1930s, a consistent rhetoric of the glory of the empire and its emperor, the romantic nature of self-sacriﬁce, and the importance of qualities such as manliness, loyalty, and devotion to duty was disseminated to young people at school, at home, and at play. Many of the body-related images that permeate this rhetoric are the same as those we have seen above in the propaganda aimed at adults, but they take on a special resonance when considered in terms of their inﬂuence on impressionable children. The 1939 songbook Hyôjun gunkashû (Standard martial songs) was designed for use by teachers in introducing patriotic music to schoolchildren.65 It is remarkably comprehensive, including 178 songs with words and music. An examination of the songs considered important for children to learn reveals clearly the images and narratives intended to produce proper young people. The collection includes some of the songs already discussed, which were popular with adults as well, such as “Kimigayo” (the de facto national anthem); both versions of “Umi yukaba” (If I go to sea); and “Teki wa ikuman” (No matter how numerous the enemy). It also includes songs about various war gods: the nikudan san’yûshi (three human bullet heroes), two songs; Lieutenant Colonel Tachibana, two songs; and other heroes from the Russo-Japanese War and the war in China.66
 
 65 The fact that this is for children is made explicit in the Introduction, which is entitled “Utae gunka! Homare mikuni! Wakaki aikokusha no kokoro ni ‘hyôjun gunkashû’ o okuru” (Sing martial songs! Praise the holy nation! We oﬀer ‘Standard Martial Songs’ to the hearts of the young patriots). My copy of this book is stamped “kyôkan-yô” (teacher’s edition). 66 The Paciﬁc War had not yet begun, so war gods such as the nine suicide
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 In the children’s songs in this collection, we again ﬁnd the Japanese body or spirit ﬁgured as light/radiance: Waga kôgun wa sekai no hikari (Our imperial troops are the light of the world) reads the last line of “Kôgun no uta” (Imperial troop song); another song, all about how Japan is in the midst of a project to bring peace and enlightenment to Asia and the world, is entitled “Hikari wa tôhô yori” (The light is from the East). In children’s media, the concept of lightness is also expressed through the image of ﬂying and wings, often in songs and stories about young pilots. The song “Kôkû aikoku no uta” (Patriotic aviation song) opens with the verse, “Now is the time to arise, winged Japan! The sky! Wings! The winds of the age! Roar propellers and split the clouds! Dawn shines in the eastern sky, the fertile plains below are red. Wings, wings, give praise, wings. Wings, wings, the wings of Japan!”67 Another manifestation of this topos is the image of the arawashi (literally, “ﬁerce eagle,” a romantic euphemism for an ace pilot), which, not surprisingly, was a staple in magazines for boys (see Plate 6). These exciting magazine images of valiant pilots and their planes were later poignantly echoed in the “Rikugun shônenhei bôshû” (Army recruitment of boy soldiers) posters distributed in 1944 and 1945, when even young boys were sent to the front. Cherries make the usual appearance, though not as often as in songs aimed at adults. A song entitled “Asahi ni niou sakurabana” (The cherry blossoms that radiate light in the morning sun) begins with a lyrical description of the natural beauties of Japan and then takes on a more martial character, featuring the members of a kesshitai (suicide squad) who must climb over the dead bodies of their comrades who had served as “human bullets” and broken through the fence to the enemy camp; the suicide squad then runs forward into the “blood tide” resulting from enemy ﬁre.68 This emphasis on certain death and the blood that accompanies it would seem grueattack submarine pilots lost at Pearl Harbor are not represented here. At the end of the songbook, the national anthems of various countries are introduced. It is no surprise to ﬁnd Manchuria (Manchuguo), Germany (and the Nazi anthem as well), and Italy included, but the book goes on to teach young people how to sing the national anthems of the United States, England (“God Save the King”), and France— a reminder that until the Paciﬁc War began Japan maintained reasonably friendly relations with the Allied nations. 67 Hyôjun gunkashû, 109–110. In all, the word tsubasa (wings) appears 33 times in this four-verse song. Images of light in the sense of “brightness” are conspicuous in it as well. 68 Hyôjun gunkashû, 162–165.
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 somely inappropriate for schoolchildren, except that these images are repeated so often throughout the song collection that they eventually begin to seem normal. It is through this sort of repetition and aestheticization that patriotic rhetoric becomes naturalized, and song seems to be an especially eﬀective medium for that process. There are at least thirty-ﬁve instances of blood images in Hyôjun gunkashû that are used for graphic eﬀect (that is, not just as a metaphor for “family,” etc.), including “rivers of blood” and “tears of blood,” as well as the ever-popular images of the “blood tide” and “burning blood.” Similarly, in this songbook we ﬁnd several references to soldiers who acted as “human bullets” (at least seven), and to suicide squads or soldiers determined to throw their lives away (at least nine). Corpses of Japanese soldiers—usually but not always water-logged (mizuku kabane)—appear in at least eight songs. In contrast with the rhetoric aimed at adults, we ﬁnd less emphasis here on Yasukuni Shrine, and on the transformation of the soldier into the enshrined cherry blossom spirit. But one rhetorical trope that appears perhaps more frequently here than in materials for adults is the practice of referring to Japan as fubo no kuni (the country of my father and mother). The metaphor of the nation as family was a particularly popular theme for illustrations in children’s magazines or books. The government issued a whole series of “paciﬁcation picture books” that featured cheerful drawings of children and adults from all over the Japanese empire, in happy brotherhood.69 It is noteworthy, however, that the illustrations never show a Japanese adult in a subordinate position, and that in groups of mixed children, those identiﬁed as Japanese are depicted as larger, older, and/or in front of the rest. The Japanese children are also always depicted with lighter complexions than those of other nations. Nearly all the magazines aimed at juvenile audiences featured frequent photospreads and articles about the peoples of Southeast Asia, the Paciﬁc Islands, Manchuria, and northern China, stressing their primitiveness and distance from Japanese civilization. Nonetheless, the emphasis was on the teachability and good nature of these various ethnic groups, as they beneﬁted from the presence of the Japanese occupying troops in multiple ways. Consider the cover of the April
 
 69
 
 See Sensô to shômin, frontispiece 3 (no page numbers) for several examples.
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 1943 edition of Gakusei no kagaku (Science for students), a commercial magazine aimed at junior high school children (see Chapter 5, Plate 4). The cover shows a painting of two Japanese soldiers sitting on the ground in a ﬁeld of yellow melons, against a very green, tropical-looking background. Each soldier holds a naked (or barely clothed) little brown boy on his lap. A third boy, with his back to the viewer, carries a melon toward them. One of the soldiers bends forward and curves his spine to look into the face of the boy on his lap; the boy looks back at him with wide and friendly eyes. The other soldier gazes idly oﬀ into the distance with a slight smile on his face, while the boy on his lap looks straight at the viewer. The soldier’s arms are around the boy and his hands clasped. The contents of the magazine include articles about physics, blueprints of a train highlighting and explaining a particular kind of gear, an anthropological article about the ethnic groups of Southeast Asia, and photographs of soldiers in Malaysia and Burma. One regular column in the magazine is an explanation by the photographer, Fukuda Shinsei, of the month’s cover. In this edition he writes: This is not something I experienced directly myself. But often lately in the newsreels and news photos I have vicariously witnessed this kind of heart-warming scene from the front lines, and it never fails to captivate me. It goes without saying that the repetition of this scene is something brought about by the Greater East Asia War. Japanese soldiers’ fondness for children is universally acknowledged. During the China War I saw such incidents countless times in China. It is certain that this holds true wherever Japanese soldiers go. I wonder how people view this heart-warming scene? I imagine that some people interpret it this way: in the midst of a ﬁerce and bloodthirsty conﬂict, when a few moments of leisure are achieved, the hearts of the soldiers all at once return to the world of human feeling. No doubt that is true. But I think that even more than that, what we see in this kind of scene are the subtle and unique characteristics of the positive spirit of the Japanese people (Nippon minzoku). At the same time I see implied within it something that tells of the strength of the Japanese soldier, unmatched by any in the world. Looking at it from this point of view, I suppose that I am not the only one who sees a solemn, majestic meaning in the contents of what seems to be a simple little picture.70
 
 70
 
 In Gakusei no kagaku (Science for students) 28:4 (April 1943), 49.
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 This is one example of the discourse, endlessly circulated in children’s media, of Japan’s parental benevolence toward all the peoples in the lands it had occupied, a discourse that was part of a larger one of “familialization” of everyone and everything in the wartime empire. In this larger discourse the “benevolent” hierarchization that characterized the prewar family structure operated in parallel with the “benevolent” hierarchization of race and ethnicity, with paternal/“white” Japan caring for childish/“brown” colonial others. Books and magazines also provided children with appealing information about the various countries and peoples of the empire and its wartime allies, through, for example, illustrations of “games of the children of China,” photos of the Manchurian emperor and his Japanese wife, or drawings of ﬂags—the hinomaru, Japanese military standards, Nazi, Italian, Manchurian, and Chinese ﬂags, and various imperial household banners.71 Through such entertaining and educational means, children were encouraged to think of themselves as members of a large and happy family, with an important and responsible role to play therein. The relative ontological status of various groups in the wartime discursive universe can be seen in kamishibai illustrations as well, in which the motif of the enemy as partly animal is particularly prevalent. One narrative, called “Anguro-jima kôgeki” (Attack on Angloisland), features depictions of monkeys with the faces of Roosevelt and Churchill running from the Japanese attack.72 A kamishibai version of the Momotarô story repeats the visual structure of the animated ﬁlm mentioned earlier: the Japanese boy Momotarô is depicted as a human boy, while his helpers—the peoples of various friendly Asian nations—are depicted as animals with some human features.73 Like the depictions of Japanese soldiers as disciplined and alert, or the photographs and newsreels of women in munitions factories
 
 71 Akiyama, ed., Sensô to heiwa, Vol. 3: Tsuyoku takumashiku, 4, originally published in Shônen kurabu (Boys’ club), October 1936; and idem, Sensô to heiwa, Vol. 1: Shinobiyoru arashi, 127, originally in Shôjo (Girls), May 1935. 72 Sakuramoto and Konno, Kamishibai to sensô, 167. In similar examples Churchill and Roosevelt (identiﬁable by the British and American ﬂags they wear) are depicted as demons, with a large Japanese soldier throwing beans at them to drive them away; or as caterpillars eating away at an apple-shaped globe (ibid., Kamishibai to sensô, 103, 104–105). 73 Sakuramoto and Konno, Kamishibai to sensô, 190.
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 working in perfect unison, children’s media featured countless illustrations of obedient, well-disciplined, self-sacriﬁcing children. One frequently repeated version of this theme showed children in a schoolyard standing in perfect rows, with their arms held stiﬄy at their sides and backs straight, under a large, waving hinomaru ﬂag.74 Rural children were shown cheerfully and industriously helping their families produce food for the war eﬀort. After the start of the Paciﬁc War, the mass-market magazine Jogakusei (School girls) began to feature cover illustrations of girls in school uniform practicing martial arts with traditional weapons such as the bow and arrow or the naginata (halberd; see Plate 8). The visual emphasis is on their precision and determination. Government-issued kamishibai with titles such as “Katei bôkûtai” (Home air defense corps) and “Supai goyôjin” (Watch out for spies) encouraged children in all areas and classes to be actively involved in the vigilance and discipline of the war eﬀort. The powerful romantic image-nexus of cherry blossoms, soldiers marching oﬀ to certain death, blood, heroes who sacriﬁced their lives, and the benevolence of the emperor was as prevalent in children’s media as in the adult world. Nomura Mito recalls her ﬁrst kokugo ( Japanese language) reader in elementary school in 1934: It had been revised the previous year and was entitled Cherry Blossom Reader (Sakura tokuhon), and when you opened the book pink cherry blossoms in full bloom came leaping to the eye. Compared to the other monochrome textbooks, it was refreshing—even now, more than ﬁfty years later, I can picture it vividly. “They’ve bloomed, they’ve bloomed, the cherries have bloomed” (Saita saita sakura ga saita). The following page said, “March on, march on; soldier march on” (Susume susume heitai susume). A few pages later we found “Banzai, banzai for the Japanese ﬂag” (Hinomaru no hata banzai banzai ). The war-related vocabulary that reﬂected the times, the language that was tied to the national symbols—a conceptual place was ﬁrmly created for these at the moment of one’s ﬁrst learning to read. By the time we were old enough to have any powers of judgment, the gunpowder smoke of war had enveloped the country and we regarded the words “Banzai for the Japanese ﬂag” and “March on, soldier” as on the same plane as “cherry blossoms”; we took them all in without the slightest feeling of disharmony. The cherry blossom was,
 
 74 See, for example, Akiyama, ed., Sensô to heiwa, Vol. 1: Shinobiyoru arashi, 111 (originally in Shônen [Young men], January 1942). Also idem, Sensô to heiwa, Vol. 2: Machi no ko, mura no ko, 194–195.
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 Plate 8. Cover of Jogakusei (Girl student) magazine, showing girls training with naginata ( Japanese halberds), April 1942. The caption at the lower left reads: “Now is the time for the strength of girls to show itself.” (Used with permission from Kitamura Michie.)
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 chapter six after all, the national ﬂower, and, hounded by the situation of war, even the cherry blossom had become the symbol of young lives ending early.75
 
 Nomura recalls that in the third grade she and her classmates were required to write letters to soldiers. Before they began the teacher explained that the soldiers were ﬁghting a glorious war in China and all knew that to die for their country was wonderful. They cried “Tennô heika banzai! ” as they happily went oﬀ to their deaths. At the end of all their letters, the children were instructed to write “O-kuni no tame ni rippa ni shinde kudasai” (For the sake of the country, please die gloriously).76 This sort of romanticization and naturalization of inevitable death can be found in every medium for children. A song for elementary school students entitled “Yasukuni Shrine” begins with the words,“If ﬂowers, a cherry; if humans, a soldier,” and continues later in the ﬁrst verse, “The souls of those who, for the sake of their country, cheerfully fell like the blossoms here ﬁnd repose.” Several songs in the same book memorialize the various gunshin (war gods) and the nikudan san’yûshi (three human bullet heroes). What is stressed in the songs is the courage, purity of heart, and selﬂessness of the gunshin rather than any special military prowess. A song for children about gunshin Tachibana, called “Tachibana chûsa” (Lieutenant Colonel Tachibana), begins with the lines, “The corpses pile up and make a mountain, the tide of blood ﬂows and makes a river.” Later in the song Tachibana tells his comrades, “The time to die is now. It is for our country and for the reputation of the Army.”77 Saturated by this imagery from their elementary school years on, the young people of the late 1930s included these same rhetorical formulations in their entries for local and national oratory contests. Although most of the speeches do not take the war in China as their explicit topic, nearly all refer to “blood tides,” “hot blood,” “loyalty equal to the cherry blossom,” and the need for self-sacriﬁce. One of the speeches in the Third National Oratory contest of 1936, by the
 
 75 Nomura, “Kôkokumin kyôiku no kakoi no naka de,” 123. See Ohnuki-Tierney, Kamikaze 18, 128–130, for a discussion of the surprisingly progressive intentions of Inoue Takeshi, the author of this textbook. 76 Nomura, “Kôkokumin kyôiku no kakoi no naka de,” 124–125. 77 Shôgaku shôkashû, 86.
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 contestant from Mie Prefecture, is entitled “Burn with Love for the Fatherland.” In it the young orator proclaims that “the time has come when it is necessary for all of us to resolve to pour out our blood to the very last drop for the fatherland.”78 Another, talking about the wonderful brotherhood existing between the lands on the two sides of the Japan Sea, remarks that “with the blood tide of those who sacriﬁce themselves—truly painful and precious as it is— [the two peoples] are bound together.”79 A speech entitled “Conquering the 170 Nautical Miles of Raging Sea” shows an early version of a theme that grew stronger throughout the war: Gentlemen, even in peacetime we sacriﬁce our bodies in order to fulﬁll our duty to the nation without looking back—isn’t this the personiﬁcation of the Japanese spirit? In wartime, to fulﬁll our public service of providing one body to die for the country, we make ourselves into human bullets and smash to atoms the scientiﬁc weapons of the enemy.80 (emphasis added)
 
 Here we see again the gloriﬁcation of the frangible but properly disciplined body over the most impressive military technology, as well as the perceived duty of every man to oﬀer up his life for the country, through a suicide attack if necessary. A 1933 novel for elementary school children was structured through references to the song of certain death entitled “Umi yukaba” (If I go to sea). Akebono no uta (Dawn song) is the story of a young boy with one sister and a mother at home, and a father away at sea with the Japanese Navy. The book’s ﬁrst chapter is titled “Umi yukaba,” instantly foreshadowing the death of the boy’s father. The second is “Mizuku kabane” (A water-logged corpse), and in this chapter the father’s death is conﬁrmed. Further chapter titles allude to popular songs and narratives as well, as the boy struggles to grow into the role of “man of the house” and properly brave Japanese male.81 An even more surprising allusion to a soldier’s certain death comes in a book of singing games for kindergarten children. One playlet, entitled “Heitai gokko” (Playing soldier), has several little boys deciding
 
 Okada, ed., Zenkoku seinen Okada, ed., Zenkoku seinen 80 Okada, ed., Zenkoku seinen 81 Ôkura Momorô, Akebono kôdansha, 1933). 78 79
 
 netsuben shû 1936, 76. netsuben shû 1936, 110. netsuben shû 1936, 47–48. no uta (Dawn song), (Tokyo: Dainippon yûbenkai
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 to play war. One says, “I’m a Japanese soldier, my father and my older brother are both Japanese soldiers. That’s why I love playing war.” After more simple conversation of this sort, and a song, one of the boys says, “The enemy is hiding in the shadow of that hill. First we have to break through the barbed wire.” “Right,” says another, “so I am one of the nikudan san’yûshi (three human bullet heroes).” “So am I,” the others reply. They then sing a song: “For the sake of the nation/we must break through the barbed wire/we are the bombs/the three brave heroes.” The playlet ends as the kindergarten children run forward to immolate themselves.82 There are countless illustrations in children’s storybooks and magazines depicting heitai gokko (playing soldier).83 Children around the world play soldier, even when their community is not at war, but one remarkable feature of the war play for Japanese children of the 1930s and 1940s is the relentless connection between soldiers (including one’s father and brother) and certain death, often by self-immolation. A related aspect of the discourse of soldiery was the fact that family members were so frequently depicted as exhorting their sons to die in battle—rather than, for example, encouraging them to kill many of the enemy and come home safely. A song for elementary school students entitled “A Soldier’s Departure for the Front” has one verse spoken in the voice of a father urging his son to do his duty, and one in the voice of a mother: “My son, if you are really departing for battle, wait and listen to the one wish of your aging mother: ‘When you go to war, be sure to die from a bullet; don’t waste your life by dying of illness.’”84 In “Roei no uta” (Bivouac song), a soldier at the front remembers in dream his father’s parting injunction to “die and return in spirit.”85
 
 82 Hasegawa Shunzan, Yôchien yô shôka asobi (Singing games for kindergarten), (Tokyo: Taishô shoin, 1935), 51–60. 83 For examples, see Akiyama, ed., Sensô to heiwa, Vol. 1: Shinobiyoru arashi, frontispiece ii and iii, and 87; idem, Sensô to heiwa, Vol. 2: Machi no ko, mura no ko, 49 (originally published in Shônen [Young men], November 1941), and ibid., 57 (originally in the Kôdansha book Mura no shônendan [Boys of the village], 1933); and idem, Sensô to heiwa, Vol. 6: Inochi aru kagiri, frontispiece ii (originally in Shônen kurabu [Boys’ club], May 1935). 84 “Shussei heishi,” in Shôgaku shôkashû, 132. 85 “Roei no uta” (Bivouac song), on disc 2 of Aa, Nihon no gunka, and included in Hyôjun gunkashû, 160–161. I own an uchiwa fan from wartime that has this song printed on it together with a picture of a soldier in the ﬁeld, suggesting the popularity and ubiquity of this song.
 
 national mobilization
 
 249
 
 This frequently invoked trope derives from an extremely famous “real-life” story from the Russo-Japanese War, usually known as “Suihei no haha” (The sailor’s mother). This story had been included in media for young people ever since the Taishô period, but exploded into even wider popularity at the time of the China War.86 According to the story, a young sailor was standing on the deck of his ship, holding a letter and crying. His commanding oﬃcer happened to walk by and, seeing that the letter was from a woman, scolded the young man for sentimentality. But the sailor explained that it was not from a wife or girlfriend but from his mother, who had written, “It’s too bad your ship has not yet seen battle. For what have you gone to war if not to give your life for your emperor?” The commander was impressed and promised the sailor that he would see battle soon.87 The relationship between soldiers and their mothers was an unremitting element of narratives for boys and young men—narratives that were, no doubt, also consumed by girls and women. In every case the relationship was ﬁgured as in the story of “The Sailor’s Mother”: the mother’s love for her son is demonstrated by her willingness to give him up to the nation, and in gratitude for her love, the son obligingly dies in battle. (I discuss some of these narratives in detail below, in the section on propaganda aimed at women.) Government-issued kamishibai plays were one of the most common media for stories that demonstrated ideal wartime roles for children. Kamishibai were particularly eﬀective in spreading messages to children because they were free, highly entertaining, and came directly into every neighborhood.88 Going to the movies was expensive, and
 
 86 The story “Suihei to sono haha” is included, for example, in the 1916 Ministry of Education-approved Kaitei: Kôtô jogaku tokuhon, 94–101. Other readings in this book include articles on “the good points of Chinese people” and “the Shinto gods and Japanese sincerity.” 87 Although I have several versions of this story in various media, this synopsis is based on the one in Lee, “Kokugo” to iu shisô, 125–126. I return to this narrative in Chapter 8. 88 In the commercial form of kamishibai that circulated between 1929 and the late 1930s, called gaitô kamishibai (street corner theater), each spectator was expected to buy candy from the performer before the show. As of about 1938 the government began commissioning kamishibai for propaganda purposes, which were distributed and performed for free. For more on the history of kamishibai from its inception in 1929 through the mid-1960s, see Orbaugh, “Kamishibai as Entertainment and Propaganda.”
 
 250
 
 chapter six
 
 not all households had radios, so for many children kamishibai oﬀered the most exciting entertainment within their reach. From the point of view of the government, too, kamishibai were much cheaper to produce and disseminate than ﬁlms, and could be counted on to reach children of all classes, including those from households that could not aﬀord radios.89 There were many kinds of wartime kamishibai plays, but one genre featured some of the most recent gunshin, such as Kamita Sadamu and the other young men who manned the tiny suicide submarines in the Pearl Harbor attack. The narratives always followed the same plotline: a boy living in a rural area with hardworking parents overcomes diﬃculties (bodily weakness, fear of heights, etc.) and grows into a ﬁne young man who prepares to go oﬀ to war. As he is leaving, his parents urge him to die gloriously for his country with a clear conscience, rather than worry about them. The young man is chosen for a suicide mission, in which he succeeds in immolating himself. His parents receive notiﬁcation of his death together with his ﬁnal letter, in which he expresses his joy at the thought of his impending death in the emperor’s service and urges them once again not to grieve but to share his happiness. In addition to appearing in the medium of kamishibai, this narrative structure was repeated ad nauseam in the radio plays, bidan, and ﬁlms that featured the war gods of the Fifteen Year War. A kamishibai play called Jûgo no chikara (The strength of the home front, 1940) presents a slightly more complicated narrative setup.90 The main character is elementary school student Asada Shôichi, whose older brother Ichigorô is about to depart for military training. Shôichi’s father is recently dead, after a lingering illness that forced the family to borrow money from a local business owner. Shôichi comes home from school one day and overhears his older brother and mother talking: Mother: “If only your father were alive, repaying the one hundred yen would be no problem. But it breaks my heart to worry you with this when you are about to depart in response to our Emperor’s call.”
 
 89 A radio set in the 1930s cost just a little less than a month’s wages for a laborer; consequently, radios were not common in the poorer areas of the cities. Sakuramoto and Konno, Kamishibai to sensô, 18. 90 Script and picture panels originally produced by the Nihon Kyôiku Kamishibai Kyôkai (Association of Japanese Educational Kamishibai), 1940, 22 panels. Reproduced in Sakuramoto and Konno, Kamishibai to sensô, 21–31; my translations.
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 Ichigorô: “What are you worrying about, mother? I’ll save the money I make as a soldier and send it to you. That way we can repay the loan, a little each month. . . . Please don’t scrimp on food. I’ll take care of the hundred yen. And Shôichi also works hard. . . .”
 
 At this point Shôichi bursts into the room in tears and assures his mother and brother that he will work hard to ﬁll his brother’s shoes and keep his mother from worry. After Ichigorô’s departure, Shôichi stays home from school every day to take care of his younger siblings and the housework so that his mother can work in the ﬁelds. Meanwhile Ichigorô is almost a model soldier during training, though his commanding oﬃcer notices that some distraction prevents him from concentrating. The commander contacts the head of the reserve force in Ichigorô’s hometown, who sets out to investigate. He talks to Mrs. Asada and hears about the troublesome loan, then visits the teacher of Shôichi’s elementary school class and discovers that the boy has missed school to take care of his family. As the two men are talking, a classmate of Shôichi’s passes outside the window and overhears them—it is Takeo, the son of the local business owner to whom the Asadas owe the money. He goes home and explains the situation to his father, saying that he wants to give up his intention of entering higher school if the resulting savings in tuition will allow his father to forgive the Asada’s loan. Takeo’s father responds: Oh, is that their situation? I had no idea. It was remiss of me not to ﬁnd out. I’ll be happy to forgive their debt. I won’t accept a penny from them. In fact, I’ll help them out so that Shôichi can stop worrying and get back to school.
 
 Takeo relays this information to Shôichi, explaining that his father is happy to dismiss the debt. “After all,” Takeo says,” if we lose the war no amount of money is going to do us any good.” Shôichi promptly sends a letter to his brother Ichigorô: “No sooner had he ﬁnished reading the letter than, still clutching it tightly, Ichigorô hurried into the oﬃce of his commander. ‘Sir, how can I show my loyalty?’ ” Ichigorô is immediately sent to the front line, and “it goes without saying that, paying no heed to the shells raining down on him, he fought with peerless bravery and loyalty, and blossomed as a ﬂower of the Imperial Army”—that is, he died in battle. The last panel of the play sums up the message:
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 chapter six When we think about the fact that this was due to the strength of the warm solidarity of the nation’s citizens—to the eﬀorts of the head of the local reserve force, as well as Shôichi’s admirable hard work, Takeo’s sympathetic heart, and the generosity of Takeo’s father . . . aaah, the splendid strength of the home front, the adamantine solidarity to support the nation, the home front, keeping guard!
 
 As the last panel emphasizes, the remarkable aspect of this narrative is the chain of relationships, stretching from the home front to the war front and back again, that makes for a successful outcome: namely, the death in battle of a willing soldier.91 It is also signiﬁcant that all of the important links in the chain are men: Shôichi, Ichigorô, Ichigorô’s commander, the head of the local reserve, Shôichi’s teacher, Takeo, and Takeo’s father. These men demonstrate eﬀective communication, and sympathy for less fortunate others, as the qualities necessary for eﬀective support of the war. Jûgo no chikara is set in a small rural town and promotes the idea of wealthier citizens sharing their resources with poorer ones. In contrast, the award-winning 1938 kamishibai play Nanatsu no ishi (Seven stones) is set in the slums of a city and shows how even a poor child can contribute to the war eﬀort.92 Yoshida Kazuo and his widowed mother live in a tiny corner of a factory district in Tokyo. One day Kazuo comes home from school anxious to fulﬁll his assignment of preparing an imonbukuro—a bag of treats to send to a soldier at the front.93 His mother sadly tells him that their poverty is such that
 
 91 Not surprisingly, the recollections of real people who lived through the war repudiate many of the simplistic narratives of propaganda. During the war the government recognized the potential power of community ties, and explicitly institutionalized and supported tonarigumi (neighborhood associations) in order to promote maximum cooperation with the war eﬀort on the part of every citizen. In this kamishibai play, the web of relationships binding a community is ﬁgured as beneﬁcial. But some real-life recollections emphasize the regulatory and surveilling nature of these relationships. See, for example, Asahi Shinbunsha, ed., Onnatachi no taiheiyô sensô 2, 109–148. 92 The script and picture panels were originally produced by the Dai Nippon Gageki Kabushikigaisha (Greater Japan Kamishibai Company), and won ﬁrst prize in the fourth annual “Kamishibai Concours” in 1938. Reproduced in Sakuramoto and Konno, Kamishibai to sensô, 36–44. 93 Imonbukuro were “care packages” prepared by families, neighborhood associations, or schoolchildren to be sent to anonymous soldiers. A similar practice was the preparation of imonjô —“sympathy letters”—that schoolchildren were required to write to be sent to soldiers, and which always included an exhortation to die gloriously.
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 they have nothing to give; in despair, Kazuo runs oﬀ to the imperial palace to apologize to the emperor. Kneeling on the gravel parade ground in front of the imperial palace, poor Kazuo weeps with chagrin. But at that moment he is struck with inspiration, and goes home to announce to his mother that they can make an imonbukuro after all. The scene shifts to the war front overseas. Soldiers crowd around excitedly as the imonbukuro—ﬁlled with small comforts such as caramels, canned goods, umbrellas, and socks—are distributed. One soldier, Yamamura, stands looking disconsolately at the seven small stones and a letter that were all his bag contained. His commander takes the letter and reads it aloud as the other soldiers draw near to listen: To the soldier ﬁghting bravely for the sake of our great country: I would like to send lots of imonbukuro, but my family is poor so we have nothing to put in them. These are stones from the parade ground in front of the imperial palace. The voices of untold millions of Japanese citizens singing ‘Kimigayo’ or shouting ‘Banzai!’ have sunk into these stones. And that’s not all: these stones absorbed my tears. Please keep these seven stones with you and ﬁght for our great country. And then, if you return safely from the war, please return them to the palace grounds. From Yoshida Kazuo to a loyal soldier.
 
 As the other soldiers crowd around, clamoring to be given one of the seven stones, Yamamura is no longer downcast. The commander distributes them: one to Yamamura, who will lead a suicide charge the next day, ﬁve to the men who will accompany him, and the last one he keeps for himself. As Yamamura lies dying the next day, he gasps out, “The stone, the stone,” then dies with a smile when his commander takes it from Yamamura’s pocket and puts it in his hand. A year later, the commander visits Yoshida Kazuo’s home. He explains that three of the stones were buried with the soldiers who had carried them but that he has brought back the other four, which accompanied his troops and comforted them throughout their long campaign, to be replaced in front of the imperial palace. The play ends: And in this mysterious way the sincerity of the war front and the home front were tightly united and brought forth these shining examples of military bravery, and although those seven stones are now divided— three under the skies of the continent and four under the skies of their native land—they will all remain quietly at the foot of our imperium for one thousand generations, eight thousand generations.
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 The moral of this play was obvious: sincerity and good intentions count more than wealth and are eﬀective in helping soldiers die willingly in battle—the desired outcome toward which all the eﬀorts of the home front and the military are directed. Thus we can see that many of the features of the rhetoric directed at children to mobilize them for the war eﬀort are the same as those already delineated for adults. Children were to be self-disciplined, self-sacriﬁcing, pure and generous of heart; moreover, their eﬀorts were to go toward supporting the home front in whatever ways would best ensure attainment of a single goal: the production of soldiers to die gloriously in battle. Children were urged to see the imperium as one huge family in which they had a subordinate but vital role—although as Japanese children their role was, of course, superior to the roles of the other, humbler members of the empire. Young boys were given obvious role models in the standard narratives of wartime: they could aspire to become soldier-heroes like Ichigorô, Yamamura, or one of the gunshin, and more immediately they could take inspiration from boys like Shôichi or Kazuo, and work hard to support the home front. There were fewer obvious role models for girls in the discourses of mobilization. Until the ﬁnal years of the war, when young women were drafted for factory work and even younger ones were trained in minor defensive arts, the function of girls was primarily to grow up to become mothers of the next generation of soldiers. Representations of Women in Wartime Mobilization There were two roles in which women were seen as capable of contributing actively to the war eﬀort—the role of mother and the role of nurse. In both cases the feminine qualities considered salient were very similar: women should be subordinate and tend/support/nurture the more important ﬁgure—the son or the wounded soldier. Like men, women were expected to be sincere, patient, hardworking, and self-disciplined, though in some other ways the images and roles oﬀered for the inculcation of correct behavior in women were complementary to those oﬀered to men. Here I concentrate on the messages directed at women in songs, speeches, and mass-market magazines. In addition, since mothers were no doubt frequent audiences for media directed at children—reading to them, watching
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 kamishibai with them, listening to the same radio broadcasts—I consider the images of mothers and other women in some of the children’s media discussed earlier in this chapter. In the scores of songs I have read in songbooks from the period, there is only one that depicts women in an active role. Its title is “Fujin shûgunka” (Song of women at the front), and it concerns ﬁeld hospital nurses.94 It is included in nearly every songbook of the time and was evidently popular among both adults and children: Even after the roar of gunﬁre has faded into the distance, The insects do not sing. The wind smells of blood as it blows past Over the crimson-stained grass. At last the Red Cross ﬂag is raised, Tents are built and [the wounded soldiers] are carried there. Waiting in the tents are the women of the Land of the Sun, Brimming with benevolence and love. Stretching out their slender white hands, They wash away the ﬂowing tide of blood; As they wrap the wounds with bandages, The white sleeves of their clothes are dyed crimson. So brave! They carry the name Mother of civilization (bunmei no haha). They nurse the men so warm-heartedly. Their hearts are the color of the Red Cross.95
 
 The diction in this song alludes in at least two places to the eighthcentury poetry collection Man’yôshû, giving to the images of these women the same time-honored weight that we saw in descriptions used for soldiers. We also see here the red-white contrast that signaled both sincere passion and purity in the rhetoric of mobilization, as well as several references to blood, as seen in the passionate rhetoric of the soldiery. These women, called isamashi (gallant, valiant, heroic) in one line, have hearts whose crimson color matches that of the brave soldiers; and although they do not shed tides of sacriﬁcial
 
 94 “Fujin shûgunka” (Song of women at the front), in Shôgaku shôkashû, 83; Nihon gunkashû, 24–25; Hyôjun gunkashû, 378–379; and disc 1 of Aa, Nihon no gunka. (the title is alternatively read “Fujin jûgunka”). 95 Like “Umi yukaba,” this song comes in diﬀerent versions, in this case with a diﬀering number of verses. I have translated the version that seems to appear most often, consisting of four verses.
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 blood themselves, their white sleeves are nonetheless marked by the blood of the soldiers. It is probably signiﬁcant that it is not the women themselves that are marked but only their pure white clothing: only the male body is linked directly to blood; in the case of women, the link is metonymic. Unlike the almost brutally direct “carnality” of the images connected with men in songs and stories, women are kept in a slightly more distant relationship to the realities of war, however gloriﬁed. Nonetheless, the use here of tropes ubiquitous in soldier-oriented propaganda signals the participation of these women in the glorious and romantic, if violent, discourse of Japanese militarism. At the same time, the women in this song have particularly feminine attributes as well: they are abundant in love, which is explicitly directed at the men waiting for their succor, and they are capable of stanching the “blood tide” with their bandages. These women are depicted as having a powerful, active role to play in the war eﬀort. Among the materials I have examined, this is rare—except in women’s magazines, which frequently oﬀered articles and bidan praising the “angels in white” who served at the battlefront.96 These magazines also contained ads for schools where young women could train to become such angels themselves. Before the beginning of the Paciﬁc War, from 1931 to 1941, women were oﬀered another somewhat “active” role in the war eﬀort, as members of the various fujinkai (women’s associations) organized speciﬁcally to mobilize females. (I discuss these in greater detail in Chapter 8.) The ﬁrst was the Dai Nippon Rengô Fujinkai (Greater Japan Association of Women’s Groups), founded in March 1931, followed in March 1932 by the Dai Nippon Kokubô Fujinkai (Greater Japan Women’s Association). The latter group put out a monthly magazine called Nippon fujin, the cover of which frequently featured the image-nexus of a woman in a white apron, Yasukuni Shrine, and cherry blossoms or the hinomaru ﬂag. Between March 1939 and March 1940, these elements were repeated with minor variations on the covers of at least ﬁve of the thirteen issues. Such pictures—photographs, paintings, or line-drawing illustrations—could be found inside the magazines as well. 96 One other site where women are represented similarly can be found in the wood-block prints produced to celebrate the deeds of nurses in the Russo-Japanese War. With white clothing often stained with crimson blood, nurses appear in gallant, active poses.
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 Wakakuwa Midori draws attention to the ubiquity of the white apron in the images of women between 1931 and 1941: The apron was a sign that virtually symbolized women during the Fifteen Year War; it was the trademark of the Women’s Defense Association; and was, moreover, a “uniform” that Japanese women were practically compelled to wear during wartime. What this meant is all too obvious. These cooking aprons were work-clothes speciﬁc to the household. Normally women did not wear their aprons when they left the house. An apron was originally a piece of clothing to be worn temporarily, while doing housework. . . . It is highly signiﬁcant that clothes for household labor should become a uniform to be worn outside. It means that the entire active identity of all women was expressed by “home/ labor.” A uniform is, by deﬁnition, meant to erase individuality and promote unity for the sake of the group, but the fact that, in order to be acknowledged as useful by society, women had to wear not their street clothes but rather their household work-clothes makes it clear that the message was: women’s place is in the home.97
 
 The spotless white of the apron also symbolized the purity and chastity of Japanese adult women—chastity being a point often emphasized in materials assuring soldiers that they had no need to waste energy worrying about the situation back home. In addition to the white apron, members of the women’s associations often wore white tasuki (shoulder sashes), which were associated in most people’s minds with the tasuki worn by members of the kesshitai suicide squads, lending an air of grim but gallant determination to the women’s activities. The combination of the homey apron and military tasuki was incongruous but illustrates the inconsistent, ambiguous nature of the role women were expected to play during the war: strong and self-reliant, but not strong enough to become soldiers; loving, nurturing mothers and wives, but detached enough to send sons and husbands oﬀ to die with no overt regrets. Nippon fujin ceased publication in 1940, but Wakakuwa traces the dramatic change that occurred in several mass-market magazines for women after the start of the Paciﬁc War. Hômu guraafu (Home graph), for example, which was aimed at a well-traveled, sophisticated demographic, usually sported a foreign woman on the cover until 1941, after which only Japanese women were featured on the cover, often
 
 97
 
 Wakakuwa, Sensô ga tsukuru joseizô, 129–130.
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 in active military roles, such as the November 1942 issue’s painting of a woman pilot.98 The magazine for young women, Shojo (The maiden), went through a similar transformation. From 1937 to 1939 the cover art consistently featured a smiling young woman, but after 1940 the covers tended to show young women training with traditional weapons or working in factories or as nurses. (See Plate 8 for a similar example.) The contents, too, shifted from a general-interest focus to stories about young women performing labor for the nation and romantic tales of women who had married disabled soldiers.99 The most popular magazine for women was Shufu no tomo (Housewives’ comopanion), with a print run in 1943 of 1,638,800. In the 1920s and 1930s, Shufu no tomo was very much a general-interest, mass-market magazine for women. After 1941 the contents were concentrated almost exclusively on war-related matters, but this resulted in no drop in circulation.100 During this period the magazine dealt with topics in seven categories: (1) gloriﬁcation of motherhood; (2) defense of the home and the family system; (3) advice about housework, tending the sick, and domestic economy, including ﬁnding food, and even making shelter in the diﬃcult last months of the war; (4) worship of the imperial family, especially the empress as “mother of the nation” and the next generation of imperial princes and princesses; (5) current-interest articles about politics and military activities, from real news to bidan; (6) support for the war eﬀort, such as instructions on making and ﬁlling imonbukuro (comfort bags) for soldiers or sewing a senninbari (thousand-stitch belt); and (7) articles about sex and marriage.101 As framed within magazines such as Shufu no tomo, women had a number of crucial roles to play in the war eﬀort. As we shall see in Chapter 8, for many women this was a time of great pride and satisfaction, since their traditional tasks of bearing and raising children, and taking care of the home, were now elevated to the status of
 
 Wakakuwa, Sensô ga tsukuru joseizô, 141. Wakakuwa, Sensô ga tsukuru joseizô, 134–136. 100 Wakakuwa, Sensô ga tsukuru joseizô, 146. In her chapter “ ‘Shufu no tomo’ no kiji no tokushitsu to sono imeeji” (The special characteristics of the articles in Shufu no tomo and their accompanying images), Wakakuwa makes an exhaustive study of the contents of Shufu no tomo from 1936 through 1945, with emphasis on the visual materials. I have drawn just a few points from Wakakuwa’s fascinating study. 101 Wakakuwa, Sensô ga tsukuru joseizô, 146. 98 99
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 important war-related work. Nonetheless, until the ﬁnal days of the war, when adult women were conscripted for factory labor, women’s contributions remained restricted to those traditional housebound roles. Except for nurses, there was no place for women in more active war eﬀorts. In a “passive” sense, however, there was a place for women on the battleﬁeld: that is, as images in the minds of soldiers thinking about home. In a 1936 National Youth Oratory Contest entry, a young man interpolates a typical narrative about a soldier who explains that, although he had worried about leaving his widowed mother behind when he came to the front, “As you might expect, I discovered that in her breast, too, ﬂowed the blood tide of the Japanese spirit (Yamato damashii ).”102 Here some of the “typically male” images are invoked in the words chishio (blood tide) and Yamato damashii, though it is clearly the woman’s bravery and strength that are being praised, albeit a woman “holding the fort” on the home front, where nearly all the important images and narratives of women are centered. In the 1938 National Youth Oratory Contest, the ﬁrst-prize winner was the only female contestant, Akaike Sugi of Yamanashi Prefecture. Her speech, “The National Crisis and Women’s Mission,” encapsulates the nationalist party line on women’s ideal role. She emphasizes that although women have traditionally not been involved in the large events of history and politics, they have nonetheless contributed vitally to the construction of the Japanese nation, and to society, education, and the economy, through the important roles of creating and protecting the home and rearing the children. In this time of national crisis it is more important than ever that women prepare to bear the burden on the home front (“even through our tears”), so that men can be free to do what is needed for the nation. Drawing on the example of women in Germany, she adds that it is now time for women to add to their usual home-oriented responsibilities by entering the factories as they have heretofore watched men doing, by sending words of comfort to the front lines, and by providing comfort to the families that have already lost loved ones. Akaike then turns to the familiar trope of women sending their men oﬀ to war, describing the young wives who wait for the husband’s
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 Okada, ed., Zenkoku seinen netsuben shû 1936, 162.
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 return only to receive his bones, but who rejoice in the realization that this is a tribute to the family name. She then tells a story: On February 26 a train silently pulled into Tokiwa station, carrying the body of infantry Corporal Watanabe Katsuzô in a white box. The crowd of people who had come to greet the return of this glorious hero were also silent, waiting on the platform where trailed the train’s low black smoke. Watanabe’s spirit quietly descended from the train. His wife said, “Darling, it’s Fumiko. You did well. Tadanori and Eiko are here, too. Even though I’m now alone, I’ll raise Tadanori and Eiko properly (rippa ni ). To help them grow up strong and righteous, please watch over them.” The body was placed temporarily to rest in the stationmaster’s oﬃce. Watching six-year-old Tadanori in his sailor suit, and Eiko who had just learned to walk, oﬀering incense to their father’s spirit, and placing their little hands—red as delicate maple leaves—together in prayer, the heretofore silently watching crowd began to sob quietly, and ﬁnally erupted into a storm of grief. The image of this wife is the image of all wives who send warriors oﬀ to battle, and precisely because all women share her determination, soldiers can smilingly sacriﬁce themselves ( junzuru) for the national emergency.
 
 Akaike ends her speech by pledging that, through rigorous domestic economy, women will do their part in what looks to be a long war—not wasting one scrap of thread, not one grain of barley. Once again she emphasizes that men can go oﬀ and concentrate on their wartime responsibilities, secure in the knowledge that women are at home taking care of theirs. Akaike’s speech received a seven-minute ovation.103 As early as 1906, this kind of story was circulating about wives seeing oﬀ husbands departing for the Russo-Japanese War with the expectation of never returning. In a book called Nikudan (Human bullets), about the siege of Port Arthur, Infantry Captain Sakurai Tadayoshi tells the sad tale of Private Nakamura, whose sick wife and starving child had scraped together all their remaining money and strength to provide a meager “banquet” for the husband’s departure. All three were marked for certain death because of the husband’s mobilization, but were cheerful together at the thought of the sacriﬁce to be made for the sake of the nation. Throughout his
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 Okada, ed., Zenkoku seinen netsuben shû 1938, 150–154.
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 account Sakurai uses examples such as this to demonstrate that the Yamato damashii of the Japanese—including the women and children left behind on the home front—rendered them “human bullets” capable of defeating even the best-equipped foe. This rhetoric was appropriated, virtually without change, twenty years later.104 A famous bidan from 1931 recounted the story of Inoue Chiyoko, wife of Lieutenant Inoue Seiichi of the Osaka 37th Infantry Division, who killed herself with a short sword the day after her husband left for the front. The letter she left for her husband read: My dear husband, I am so happy; so happy my chest is about to burst. “How shall I express my happiness? Before you make your departure from Japan tomorrow, I will have happily left this world. Please do not worry about a single thing after this. In my own humble way I will protect you, so please concentrate all your attention on working for the sake of our sacred nation.”105
 
 The media immediately seized upon this story and circulated it widely. Inoue Chiyoko became known as a “Shôwa no reppu,” an extraordinary woman of the Showa era. Two ﬁlms were made about her deed, including one called Shi no senbetsu (Death as a goodbye present).106 Thereafter, a number of similar stories circulated: in 1936 Shufu no tomo included an article about a woman who had tried to commit suicide to follow her husband, Lieutenant Kurihara, in death; and a 1938 bidan collection includes a story about an inductee’s bedridden younger sister who obligingly dies just as he leaves for the front so that he will not have to worry about her while he serves his country.107 Although stories of self-sacriﬁcing wives and sisters were common enough, the most persistent narrative paradigm involved the (self-) sacriﬁcing mother. Beginning in the late 1920s and culminating in the late 1930s, the government launched a series of campaigns to encourage women to produce many healthy children for the good of the nation. (Some of these are discussed further in Chapter 8.)
 
 Sakurai, Human Bullets, 8–9. Quoted in Kanô, “Okuni no tame,” 96. 106 Kanô, “Okuni no tame,” 96. 107 Shufu no tomo article cited in Wakakuwa, Sensô ga tsukuru joseizô, 149; bidan from Shina jihen: bidan biyûdan, 339–341. 104 105
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 In addition, there were a host of other discursive sites where “motherhood” more generally was encouraged, idealized, and celebrated. Even the song quoted above about Red Cross nurses—the least speciﬁcally maternal image I have come across—includes a line calling them bunmei no haha (“mothers of civilization”). On March 6, 1931, “Haha no hi” (Mothers’ Day) was inaugurated in Japan.108 This was the date of the empress’s birthday, and people were encouraged to celebrate maternal love through such suggested activities as “Appreciate Mother Evening.” From this time the empress was increasingly known as “the mother of the nation.” The October 1937 issue of Shufu no tomo, for example, included a painting depicting the empress rolling bandages for wounded soldiers, with a caption explaining that, as mother of the nation, the empress engaged every day in assistance for the sick and wounded.109 (See Plate 9 for a similar image.) As Suzuki Yûko argues, this focus on the empress was part of a coordinated eﬀort to create tight conceptual links between “mother,” “wife,” and “woman,” so that all women, regardless of marital status or previous parturition, were expected to display the characteristics identiﬁed with motherliness.110 I would add that in highlighting the empress’s use of her “motherliness” to care for wounded soldiers, this image was also meant to encompass the only other active wartime role women could play: that of the nurse. As we have seen, stories of mothers encouraging their soldier sons to die were common in media for children and adults. Besides the examples cited above, I should mention an actual lullaby that ends with a verse in which the singing mother imagines her son grown up and leaving for the front, smiling broadly at her from the window of the train.111 Mothers were expected to raise sons who would cheerfully shoulder their burden of ﬁghting and dying for the nation, and mothers themselves were discouraged from showing any regret about that fate. This is vividly illustrated in a 1938 bidan about the
 
 108 As Suzuki Yûko reports, this was also the date chosen for the ﬁrst meeting of the Dai Nippon Rengô Fujinkai (Greater Japan Association of Women’s Groups). Suzuki, “Hirohito-shi to ‘Shôwa’ shi to onna,” 22–23. 109 Wakakuwa, Sensô ga tsukuru joseizô, 153. 110 Suzuki, “Hirohito-shi to ‘Shôwa’ shi to onna,” 23. 111 “Gunkoku komori uta” (Military nation lullaby), on disc 3 of Aa, Nihon no gunka; and in Nihon gunkashû, 89–90.
 
 Plate 9. A painting of the Empress visiting wounded soldiers. (Used with permission from Kanô Kuniko.)
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 Kaburagi family. After seeing his only son oﬀ to his ﬁrst post after induction, Mr. Kaburagi comes home and dies unexpectedly. Mrs. Kaburagi decides to hide this from her son, not wishing to weaken the manly resolve with which he had so recently departed. The son receives word from neighbors, however, and gets leave to come home to pray over his father’s body. When he arrives, his mother meets him angrily at the gate with the words, “Why have you come back here? Until you have turned into bleached white bones, and those are returned to me in triumph, you will never again cross this threshold.”112 Rather than circulating as a cautionary tale about a brutally callous woman, this bidan was intended to show a mother’s proper attitude toward her soldier son. The 1944 ﬁlm Rikugun (Army), by director Kinoshita Keisuke, was criticized for showing the opposite scenario from the one the government worked so hard to promote: in the ﬁnal scene, a distraughtlooking mother runs after her son as he departs for the front. Although she does not say anything and is not obviously crying, her clear emotional distress at his leaving was considered inappropriate and the director was accused of treason (though not charged).113 After Pearl Harbor, this rhetoric only escalated. Paralleling the creation of the nine heroes who became gunshin after the Pearl Harbor attack, the ﬁgure of the gunshin no haha (mother of a war god) was created. In particular, Kamita Saku, the mother of Kamita Sadamu, one of the nine heroes, became a frequently invoked ﬁgure. A kamishibai play based on her life, predictably entitled Gunshin no haha, lists the characteristics that deﬁne a good mother during her son’s childhood. The young Sadamu reﬂects: “ ‘Mother, who is always sacriﬁcing to protect me; Mother, who never complains no matter how hard things are, but just goes on silently working; kind, gentle Mother.’ The tears of gratitude that forced their way from Sadamu’s eyes wet his cheeks.”114 Despite handicaps such as severe poverty, with his mother’s help and example Sadamu grows into a brave and proper young man. As he leaves for war his mother bids him a cheerful goodbye. The illustration meant to accompany the scene
 
 112 113 114
 
 Shina jihen: bidan biyûdan, 345–348. See Shimizu, Sensô to eiga, 111; also High, The Imperial Screen, 402–403. Sakuramoto and Konno, Kamishibai to sensô, 67.
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 shows her in monpe (work trousers) and with a cloth tied around her head, ready to go back to her endless task of hauling lumber.115 News of her son’s death at Pearl Harbor reaches Sadamu’s mother together with his ﬁnal note, written before departing on his mission: “Mother, please rejoice [at the news of my death]. We were successful!” The narrator takes over at this point to draw the moral: In response to Mother’s great love, the child’s gratitude is also great. Mother Saku, who without looking back went on working for the sake of her beloved child—the pains of her eﬀorts have attained vigorous full growth in the dead body of Chief Warrant Oﬃcer Sadamu, and now radiate scent in full glorious bloom. That great mother raised a War God, just as did the mothers of Yoshida Shôin and General Nogi.116
 
 The kamishibai play ends with scenes of Saku continuing to go quietly and seemingly cheerfully about her work; without despairing over her son’s death, she continues her modest and humble demeanor. The play ends with the line, “The image of this mother—she who has borne one of the Nine War Gods of Shôwa—is indeed the image of the Mother of Japan.”117 This narrative paradigm became a staple of kamishibai plays, including: Umi no haha (Mother of the sea), the story of a gunkoku no haha (mother of a country at war) who oﬀers the lives of her two beloved sons to her country (mikuni ); Senshi no haha (Mother of a soldier), the story of an elderly mother who, having sacriﬁced her husband in the service of the Russo-Japanese War, now sends oﬀ her only son; Haha koso hikaru (Mothers shine); and so on.118 War ﬁlms aimed at an older audience also used the image of the mother to indoctrinate men and women. Between 1942 and 1944, at least eight ﬁlms speciﬁcally about mothers were released: Haha no Chizu (Map of mother Chizu), Boshizô (Image of mother and child), Nippon no haha
 
 Sakuramoto and Konno, Kamishibai to sensô, 69. Sakuramoto and Konno, Kamishibai to sensô, 72–73. Yoshida Shôin was celebrated as a war god as early as 1926. He and General Nogi were famous from the Russo-Japanese War. 117 Sakuramoto and Konno, Kamishibai to sensô, 73. The book goes on to give an account of Kamita Saku’s true fate, as provided by her daughter. In fact she worked so frenziedly after her son’s death that she exhausted herself and died young from tuberculosis. 118 Titles and synopses from Sakuramoto and Konno, Kamishibai to sensô, 86–87. 115 116
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 (Mother(s) of Japan), Haha wa shinazu (Mother won’t die), Senjinkun— haha to senjô (Soldiers’ ﬁeld manual—mother and the battleﬁeld), Haha no kinenbi (Remembrance day for mother(s)), Gôkoku no haha (Mother, defender of the nation), and Obaasan (Grandmother).119 Motherhood in other countries was a regular topic in Japanese magazines for women as well. Signiﬁcantly, however, such articles concerned themselves exclusively with cultures more “primitive” than Japan, as can be seen in a series in the magazine Hoiku (Childcare) called “Sekai no haha” (Mothers of the world): March 1941 featured Malay, April was “Shina” (China), June showcased mothers in Turkey, November focused on a Stone-Age South American tribe, and the July 1942 issue featured Borneo. All the articles were illustrated with photographs or paintings of half-naked women, or women in ethnic clothing, holding naked babies. The point was twofold: to emphasize that motherhood was natural and universal, and at the same time to highlight the degree of civilization and superiority that marked Japanese motherhood compared to motherhood in these more primitive cultures.120 Like the materials for children that showed Japanese adults treating “little brown children” with kindness, these articles and pictures were intended to promote a sense of the beneﬁts that Japan could provide to less fortunate peoples of the world. I conclude this section with a kamishibai play that captured many of the most emotive elements of the mobilization rhetoric directed at women: Mumei no haha (The unsung mother).121 This play concerns Hayashida Oito, a small-town widow who runs the family store, works in the ﬁelds, raises two children, and takes care of her bedridden father-in-law. When she came to the town as a bride, the local people looked down on her because of her relative lack of education and reﬁnement. Since that time she has worked hard and faithfully for her family and her community, but is still something of an outcast. Her son Chûichi, however, has felt nothing but love and pride for his mother his whole life. As a child he used ﬂowers to make
 
 From ﬁlms listed in Iijima, Senchû eiga shi ishiki, and High, The Imperial Screen. Wakakuwa, Sensô ga tsukuru joseizô, 140–141. 121 Produced by Tôa Kokusaku Gageki Kabushikigaisha (East Asia National Kamishibai Company), story by Inaniwa Keiko, pictures by Nishi Masayoshi. This is a set of kamishibai panels that I own; no further production or distribution data are listed on them. 119 120
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 her a kunshô (medal) as an award for taking such good care of the family. We see this scene taking place in Oito’s memory as she sits quietly at the end of a futon watching over her adult son as he sleeps: “Here is Oito—having worked away uncomplaining for twenty years, losing her husband, seeing her father-in-law kindly oﬀ to his ﬁnal rest, and now, tonight, not sleeping a wink, keeping watch over her sleeping child . . . as if looking at something noble and precious.” The scene shifts to the South Paciﬁc, where Chûchi’s battalion is under constant air attack. He groans to his buddy that if only more Japanese planes would come they could shoot down the enemy and end the barrage. The scene shifts back to Japan, and we see Oito talking to her daughter, Misa. She announces that she has decided to shut the family store and join Misa in the aircraft factory where she works; Oito wants to make more planes to help Chûichi. She also asks Misa to teach her to write. The next panel shows Chûichi’s ﬁrst-ever letter from his mother, written in clumsy, childish phonetic script; only the word “mother” is in kanji: “I am now building planes with all my might, hoping it will help you. Don’t worry about anything at home; just keep ﬁghting as hard as you can. Keep up the magniﬁcent, magniﬁcent eﬀorts. You don’t want people to laugh at you because you have an uneducated mother. . . . Every day I put my hands together and pray to Buddha and the gods for your sake.” (See Plate 10.) The narrator asks: “How many nights had his exhausted mother struggled to learn to write in order to compose this letter?” Chûichi then whispers to himself: Mama, what are you talking about? Do you believe I would be ashamed of my mother because she has no education? My mother, who is to me the most precious, sweetest person in the world? My mother, who put up with any amount of hardship just to raise us kids? My mother, who, thinking about us soldiers at the front, not only builds airplanes but also learned to write just so she could send me encouraging words? Mama, please don’t worry. I will not fail to repay your kindness by being useful here.
 
 Chûichi’s buddy Ôno sees him with the letter, and shares his deep emotion when he learns that it is the ﬁrst that Oito has ever written. A few days later, Chûichi is dying in Ôno’s arms. His buddy tells him, “Look, Hayashida, it’s planes from our side; Japanese planes are coming!” Chûichi smiles and with his last breath says, “Planes,
 
 Plate 10. One panel of the kamishibai play Mumei no haha (The unsung mother). (Used with permission from Muramatsu Kôhei.)
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 my Mom’s planes,” as Ôno prays silently to be forgiven for his lie. (They are enemy planes, not Japanese.) We shift scenes again to Japan, where Oito is opening the last letter from her son: “Mama. My beloved, beloved mother. I will perform magniﬁcently, as you told me to. The soldiers at the front are all waiting for your planes. You have worked so hard for many years, unknown to anyone, and you have helped us all. Goodbye, Mama.” Oito suddenly stands up, and angrily brushes away her tears. She takes her daughter and returns to the factory, where she redoubles her eﬀorts to build planes (see Plate 11). The play ends with the usual crescendo: Look at this picture of a mother. The picture of a mother who brushed away her tears and stood up with anger. It is the image of this mother, who, silently and unknown by anyone, raised strong children for her country, and who then, still unknown, worked with untiring zeal. . . . She is the fount of strength from which ﬂows the righteous ﬁre of the one hundred million, the strength that will crush the American and British enemy!!
 
 Mother-son love is the focus here, just as in the many gunshin no haha stories mentioned above. But this narrative puts particular emphasis on the unsung and unrewarded nature of what was expected of Japanese women in the ﬁnal years of the Fifteen Year War. It is a signiﬁcant point, for example, that Oito’s eﬀorts to build more planes do not have any eﬀect: not only do they not save Chûichi (which is not to be expected, since it would go against the narrative imperative that the soldier-protagonist must die), but they aren’t even in the sky when he dies.122 His buddy has to lie to him about it to enable Chûichi to die comfortably. The point is not to suggest that work will produce signiﬁcant material beneﬁt, but to remind women
 
 122 Newsreels of the time indicate that this same rhetoric was used to inspire girls and women draftted to work in airplane factories. A 1943 newsreel shows a new group of draftees listening to an introductory speech at their factory. The speaker reminds them that their fathers and brothers are on the front lines waiting anxiously for these planes to be built, so the young women must think about that and work hard. Signiﬁcantly, a group of schoolboys drafted to work in a diﬀerent airplane factory hear a speech telling them to work hard to produce planes that can beat even America’s high technology. Nihon nyûsu 1943, shown as a part of “Eizô de tsuzuru Shôwashi” (Spelling out Showa history through images), episode 3, NHK educational channel, broadcast February 8, 2005.
 
 Plate 11. One panel of the kamishibai play Mumei no haha (The unsung mother). (Used with permission from Muramatsu Kôhei.)
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 and children that it is the soldier’s belief in the earnest eﬀorts and support of those on the home front that allows him to die a comfortable death. Like Kamita Saku, Oito does not repine after being informed of her son’s death; on the contrary, she brushes away her tears and goes straight back to work—not that that work has produced any useful results so far. Japanese women, and everyone on the home front, must keep working tirelessly despite their grief and despair, and even if there are no useful results to be seen or expected. This is the bleak message of this play. The bleakness is mitigated by one overriding feature, however, and I would argue that this is the main point of most narratives directed at women and children during the war: although Oito is unnoticed and unrewarded by everyone else, her son sees her hard work and praises her for it. Oito knows that she has his love, that to him she is “the sweetest, most precious thing in the world.” In other words, her motivation for continuing her back-breaking, unremitting, and unrewarded labor is intensely personal and familial. For girls and women watching this play, the message is clear: if you become this kind of mother, you will be worshipped by your son. Rather than putting forward abstract, geopolitical reasons for the war and all the sacriﬁces it demands, narratives such as these encouraged the Japanese people to tap into their deepest emotions to ﬁnd the energy to endure and keep ﬁghting. Rather than trying to whip up hatred of the enemy, this home-front rhetoric whipped up family honor and love of family, making that rhetoric very hard to resist. In the following two chapters, we will see how writers working during the Occupation period dealt with the narratives and images that had saturated wartime mobilization eﬀorts even as they struggled to express the new situation of defeat, privation, and occupation. Chapter 7 focuses on male authors: Kojima Nobuo and Shimao Toshio, who lived through the war as young soldiers; and Ishikawa Jun, an older man who managed to survive the air raids in Tokyo. In Chapter 8 I turn to the work of women writers during the Occupation, and how the highly gendered rhetoric of both wartime and postwar aﬀected their ﬁction.
 
 CHAPTER SEVEN
 
 THE DISARTICULATED BODY MEN WRITING MEN
 
 The order had come out that morning that since the Emperor was going to make a speech over the radio, everyone not on duty was to listen. . . . “The broadcast today was an Imperial proclamation of the end of the war, sir.” “What?” I shouted automatically, half-rising from my seat, with my hands on the table. “It was an Imperial proclamation, sir, that the war is over.” A queer shudder ran through me from head to foot. I felt my right hand on the table begin to tremble. I turned round and looked at C.P.O. Kira’s face. All expression had gone out of it, and I saw his lips tremble slightly as he tried to speak. He said nothing. He just collapsed onto his chair. I distinctly saw tears rolling down his thin cheeks. . . . Sitting before the table, C.P.O. Kira had drawn his sword from its scabbard. He brought the blade close to his face. . . . He was staring at it as if bewitched. There was an aura of ferocity about his whole body. In the slightly bent back, in the eyes, like those of a hungry animal, I saw a brutal will which was not of this world. I stood leaning on my bunk, my eyes ﬁxed on him. A strange excitement set my whole body trembling. I was aware of the faint noise which my knees were making, knocking together. I stood there with eyes wide open while time went by, a ghastly time during which my blood seemed to freeze. C.P.O. Kira moved. Guided by his hand, the blade, gleaming hypnotically, was put away in its scabbard. I heard the sword-guard strike the scabbard with a hard, clear sound. The sound went right through me. C.P.O. Kira altered his grip on the sword and stood up, looking at me all the time. And he spoke to me softly, in a pathetic voice. I did not budge as I listened to him. “P.O. Murakami. I’ll go with you to the cipher room.” As we left the dugout, the sea was bright with the reﬂection of the glow in the evening sky. The path disappeared into the fading dusk. C.P.O. Kira walked ahead of me. . . . As I hurried along the stony path trying to keep up with C.P.O. Kira, scalding tears suddenly streamed from my eyes. Again and again I wiped them away, but they fell in an endless ﬂow. The landscape, through my tears, became dis-
 
 the disarticulated body
 
 273
 
 torted and disjointed. I clenched my teeth and walked on, ﬁghting back the choking sensation which rose in my throat. My mind was a confused jumble of thoughts and nothing was clear anymore. I did not even know whether I was sad. Only, my eyes brimmed with tears, again and again. I covered my face with my hands and staggered on step by step down the path. Umezaki Haruo, “Sakurajima,” trans. D. E. Mills
 
 Michel Foucault begins his exploration of the history of modern “discipline” with the image of the soldier’s body. Whereas in the seventeenth century a soldier was born, not made, and became a soldier because of speciﬁc bodily characteristics, he explains, By the late eighteenth century, the soldier has become something that can be made; out of formless clay, an inapt body, the machine required can be constructed; posture is gradually corrected; a calculated constraint runs slowly through each part of the body, mastering it, making it pliable, ready at all times, turning silently into the automatism of habit.1
 
 In Chapter 4 we saw how, in his story “The Medal,” Yasuoka Shôtarô used a metaphor of vision culled from his own army training to express the triviality of war and its aftermath on the individual level. Having been trained always to look at the ground as he walked, his protagonist ﬁnds after demobilization that the habit has become so deeply ingrained that he cannot rid himself of it. In typical Foucaultian fashion, this form of discipline is not entirely negative and prohibitory in its eﬀects; it has beneﬁts the military authorities never dreamed of—namely, ﬁnding useful objects in the midst of deprivation. Yasuoka’s overall theme, however, is the humiliating recognition of the degree to which his protagonist’s body behaviors have been changed by military training, chained to what Foucault calls “the automatism of habit.” Like Yasuoka Shôtarô, two of the writers discussed in this chapter, Shimao Toshio and Kojima Nobuo, were fairly young men recently demobilized from military units when they began their writing careers. Having undergone the pervasive discipline of military life—which had prescribed and proscribed body attitudes, postures, and gestures for every conceivable activity; conﬁned soldiers to speciﬁc
 
 1
 
 Foucault, Discipline and Punish, 135.
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 functional spaces; partitioned time into incremental blocks, each with its function, so that all time was exhaustively used; and forbidden bodily privacy—these writers were familiar with the intensive construction of the adult male body (and mind) into the speciﬁc form of a soldier. Before entering the military, Yasuoka and his peers had experienced many other signiﬁcant attempts to shape them into ideal soldiers, in a conceptual rather than a physical sense. Much of the propagandistic rhetoric during wartime (explored in Chapter 6) centered on idealized images of precisely this demographic group: young men of an age appropriate to be drafted for either battle or labor. As we have seen, they were supposed to be fearless, gallant, and loyal, and to leave home prepared to die violently but beautifully for the sake of the emperor and the nation. A children’s book provides a vivid example of the radical reversal of discourse about “the enemy” as soon as the war ended. The May 1946 edition of Hikari no kuni (Country of light), a monthly picture book for kindergarten children, included a two-page spread of picture and story, with a colorful illustration covering both pages and the text (in katakana) across the top of the page. The illustration shows in red line-drawing the yakeato: piled-up garbage, shells of buildings, steel girders sticking up twisted and exposed from a broken wall. In the middle of this, in color, is a big bulldozer with two men in army uniform on it. The illustration is by Imatake Shichirô. The text, by Takeda Kôichi, reads: Amongst the buildings in the yakeato something is making a noise: gatatan, garagara. It is a bulldozer, cleaning up the mess of the yakeato. It scoops up and sweeps away and smashes the stones, the bricks, and the scraps of steel. The Occupation soldiers (shinchûgun no heitaisan) look happy chewing gum and driving with one hand. It’s spring. It’s peace. There’s a blue sky. There are butterﬂies ﬂuttering in the noontime city.2
 
 If we recall the rabid propaganda in the media for children and young people that was prevalent until less than a year before this publication, we can see how drastic a change this is. Until August
 
 2
 
 Hikari no kuni, 5.
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 1945, boys, male adolescents, and adult men had been inundated with rhetoric that insisted it was their duty to die gloriously (or at least willingly) to eradicate a terrible enemy from the face of the planet. Although it is impossible to know the extent to which any individual young man was inﬂuenced by the discourses of the ideal soldier, it is certain that the radical disjuncture between the romantic rhetoric of wartime propaganda and the harsh realities of military life, and then between wartime rhetoric and the brand-new propaganda of the Occupation, produced signiﬁcant cognitive shock.3 Shimao Toshio: Inversion Former suicide-squad commander Shimao Toshio’s 1948 story “Yume no naka de no nichijô” (Everyday life in a dream; English translation 1985) opens with the young male protagonist having just proudly redeﬁned himself as a novelist, and ends, after a surrealistic journey back to his parents’ home, with the young man turning his body inside out “like a sock,” and thereby ﬁnally achieving a state of blissful peace.4 This progression from an attempt at self-deﬁnition to the absolute loss even of one’s deﬁnition as human (the narrator’s inverted body is “squid-like”) parallels that in many stories of the period. “Everyday Life in a Dream” is remarkable among these stories, however, for the startling tropes of the body that are used to narrativize this terrible loss of identity. Because Shimao is writing here in a surrealist style, he is able to bring in whatever images or metaphoric connections he pleases, without being constrained by the requirements of physical reality or narrative realism. In a short space he can therefore graphically introduce many of the body-centered tropes
 
 For evidence of this shock, see Ohnuki-Tierney, Kamikaze. See Kathryn Sparling’s insightful analysis of this story in Shimao, “The Sting of Death” and Other Stories by Shimao Toshio (Sparling, “Interpretive Comments”); it was with Professor Sparling that I ﬁrst read Shimao, and many of her ideas and arguments have no doubt found their way into this discussion, although her analytical concerns are diﬀerent from mine. I gratefully acknowledge her inﬂuence on my thinking about Shimao. See also Van C. Gessel, The Sting of Life, for detailed biographical information on Shimao, and a helpful contexualization of his work within the literary history of modern Japan; Gessel’s discussion includes a brief analysis of this story. See also Gabriel, Mad Wives and Island Dreams, for a comprehensive and useful overview of Shimao’s career. 3 4
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 that other writers of the period use more diﬀusely in their representations of the dissolution of identity. Because this story makes such concentrated and eﬀective use of some of the prominent narrative tropes for expressing the embodied trauma of occupation, I lay out the plot of Shimao’s story at some length and then link its important components with stories by Kojima Nobuo, Yasuoka Shôtarô, Hayashi Fumiko, and Ishikawa Jun. “Everyday Life in a Dream” seems to be set within two or three years of the end of the war. In the ﬁrst paragraph the male ﬁrstperson narrator, Watashi (“I”), says quite plainly, “I had recently deﬁned myself. . . .” (Watashi wa saikin jibun o gentei shita).5 The word gentei means to set limits or boundaries around a thing, thus deﬁning it. The issue of setting and maintaining boundaries is of primary importance to the story, and it is signiﬁcant that the ﬁrst instance of it occurs in terms of actively and consciously attempting to set the bounds of one’s identity. The identity this young man has chosen is that of “novelist” (using the katakana word noberisuto [novelist] rather than the Japanese sakka or shôsetsuka). Thus he is not only someone who bounds his own self but someone who controls the environment around him by shaping it into narrative, representing it on his own terms. Like the ﬁrst-person narrators of Yasuoka Shôtarô’s stories “House Guard” and “The Glass Slipper” (discussed in Chapter 4), the ﬁrst thing this man does is identify himself with a “powerful,” proactive role. However, again like Yasuoka’s two narrator-protagonists, this narrator immediately hollows out that “powerful” identiﬁcation by explaining that he has not yet published anything. He has had his ﬁrst story—120 pages, written over the course of a year—accepted for publication, but it has not yet appeared in print. At the beginning of the story Watashi is looking for material for his second piece, having exhausted his own ideas in the ﬁrst. He has arranged to join a gang of juvenile delinquents (somewhat younger than he is), and plans to use their lives and activities for inspiration.
 
 5 Translations are by Sparling, from Shimao, The Sting of Death, except where otherwise noted. Page numbers cited hereafter in the text refer to Sparling’s translation. My translations are from Shimao, “Yume no naka de no nichijô,” Shimao Toshio sakuhinshû 1: 88–102; page numbers from the Japanese text are cited in footnotes.
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 His private plan is to have sex with one of the twenty-year-old delinquent girls—this will provide useful material for his story. He goes to the bombed-out shell of the building where the gang is living on the roof: On the roof—actually on the third ﬂoor of the building—as a result of bombing during the war, all that remained was a bare shell of reinforced concrete; the inner walls dividing the room had been blown out, leaving one hollow space like a huge lecture hall. Exposed steel girders dangled from the ceiling, bits of concrete lay everywhere about, and the large, now glassless windows, like gaping holes, looked out over the harbor and the sea. (“Everyday Life in a Dream,” 58)
 
 This is where the gang has invited him to attend their meeting. As soon as he arrives, however, Watashi is called by the building receptionist. She tells him someone is waiting for him below: “It seemed a bad omen: I had been called back by the receptionist just as I was about to take the plunge into a new way of life. I went downstairs” (59). Just as he has arrived “up and out” in the place where he will begin to build on his new deﬁnition as “novelist,” the narrator is called back “in and down.” The rest of the story follows this trajectory as he moves back into his own past and farther away from the freedom of self-deﬁnition. The man waiting for him is an acquaintance from elementary school. The man is supposed to have been diagnosed with leprosy. Whenever Watashi has seen him heretofore he has tried to hide his fear and disgust at the disease. On this day, too, although he wants the man to leave immediately, Watashi knows he will not have the courage to be blunt with him. Without any explanation of how he knows about it, the man immediately comments on Watashi’s new life as a writer. He then pulls out a bag full of condoms, which he says Watashi had asked him to ﬁnd. Although Watashi has no such memory, he feigns gratitude. The leprous man holds one up and comments that the quality of the rubber employed is no longer what it used to be, and that Watashi should watch out because these might well break. As if to test them, the man pulls the condoms from the bag one by one and stretches each between his ﬁngers. Watashi is revolted: “I felt a dull anger spread steadily through my stomach. Why weren’t people with his disease kept in isolation? And what would bring him to touch something like that with his contaminated hands?” (60).
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 When he ﬁnally moves to pay the man, Watashi tries to avoid his touch but is unsuccessful: the leprous man closes his ﬁngers over Watashi’s. When the man turns to leave, Watashi immediately goes to a nearby room to plunge his hands and the bag of condoms into disinfectant. He is caught there by the leper, who becomes enraged and, after chiding Watashi for being “a phony” or fake (nisemono), vows to infect him. As Watashi moves to stay out of his reach, the receptionist comes to the door to see what all the noise is about. Unable to reach Watashi, the leper turns and starts after her instead. In terror, Watashi runs away: “I kicked the door and ﬂed. I escaped, leaving the young girl to die” (61). An unspeciﬁed amount of time passes. Watashi can no longer remember whether he had been able to disinfect his hands or whether he had run away before managing to do so: I tried to recall from the context the precise order of events, but I simply could not remember. I lost conﬁdence in my own ﬂesh—and there were all those planes ﬂying overhead. My story had not yet appeared. I had had no reaction to my work. My plans for the next work were at a total standstill. For all I knew, having my story printed up in many copies and distributed to the public at large would turn out to be no more than a ﬁgment of my imagination. (“Everyday Life in a Dream,” 61–62)
 
 Watashi is losing conﬁdence both in his ﬂesh and in his deﬁnition as a novelist. However, rather than taking any steps to reinforce his self-image, he abruptly becomes curious about the fate of his parents: I had not been able to discover my father’s whereabouts, but I had a pretty good idea where my mother was. She was supposed to be living in a town in southern Japan, said to have been largely destroyed during the war. The newspapers had in fact reported that it was completely obliterated, but I would have to see for myself to know for sure. (“Everyday Life in a Dream,” 62)
 
 With no transition whatsoever (except a line space), and no explanation of how he got there, the narrator has arrived in the southern town. He is surprised to ﬁnd that “it had not been destroyed after all” (62). He wanders aimlessly, sure he will ﬁnd his mother’s house even though everyone he had known in that place is gone. In the evening, he suddenly remembers where to go: All I had to do was to take a train for the suburbs and go to a certain place. And that place was the very spot the newspapers had said was totally destroyed.
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 There seemed to be train tracks heading into the darkness northward, away from the terminal. I had no idea where those tracks went or what kinds of towns they strung together, but it seemed to me that if I went in that direction, I would ﬁnd that place, in a district ﬂattened when the hills and the buildings had turned to ashes and crumbled, virtually melted, to the ground. And I felt twinges of budding worry in the area around my heart. I had to get there fast. (“Everyday Life in a Dream,” 63)
 
 Unlike his earlier instantaneous arrivals, however, despite (or because of?) his haste, Watashi must in this case actually go through the process of making the journey. After buying a ticket from an old woman running a stall by the roadside, he boards the suburban train. Attracted by a plump young woman in kimono, he makes gestures until she moves over to give him room to squeeze in beside her. He is suddenly ﬁlled with “an overwhelming desire”: I sensed the resilient warmth of the body of another human being. At her slightest movement, I was keenly aware of the contours of my own ﬂesh, distinguishing clearly the boundary between my body and the woman’s. Then, as though I had been smoking a little too much, my vision blurred. Suddenly, I sensed that since that day my ﬂesh had begun to give way and was no longer sound. At the same time I was certain that the woman was perfectly aware of all this and was having a feast. (“Everyday Life in a Dream,” 63–64)
 
 The girl moves her leg away from his, and he is even more upset, believing that she had “sized up [his] penis and then abruptly withdrawn the warmth of her leg” (64). As he looks angry, she apologizes, and at the sound of her voice his overwhelming desire for her melts completely away. In another dizzyingly abrupt transition, Watashi says he ﬁnds himself at “a certain house.” It is, of course, his mother’s house, still standing even though the entire area was supposed to have been destroyed. As he looks at it, he tells us, suddenly I realized that I had forcibly dragged my father with me. That’s right, I had forgotten—on the way here I had felt somehow physically hampered. Someone was with me, following me like a shadow. It was my father. As soon as I entered this house I realized clearly that it was my father. (“Everyday Life in a Dream,” 64)
 
 The house has not been destroyed, but it is leaky, dusty, and depressing. The description of it resembles the rooftop room of the bombedout building inhabited by the juvenile delinquent gang:
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 chapter seven The ceiling boards had all been removed, exposing the ugly sight of roof beams full of spiderwebs and electrical wiring. True, it had escaped extinction, but I saw that, in the instantaneous ﬂash, the entire house had sustained unhealable wounds. (“Everyday Life in a Dream,” 64)
 
 Looking at the dirty house, Watashi associates it with his mother, who strikes him for the ﬁrst time as “unclean.” In loud tones he vows to ﬁx the house up “right,” thus currying favor with his father, he says. His mother looks younger than he had expected, even seductive. On her back she is carrying a large boy, “an illegitimate child of mixed blood. I remembered having seen that albino-like little boy, every now and then, in the town where my mother was born” (65). Watashi had not realized before that this child was the product of his mother’s “misconduct,” but somehow he is not surprised: “In fact, the thought that I possessed this truly ‘novelistic’ background mysteriously encouraged me. I felt I held my own will in my bare hands. Don’t forget, I had deﬁned my identity as a novelist” (65). Worried that his parents might begin to argue over his mother’s conduct, the narrator then attempts to take her part, saying, “There’s nothing to worry about, Mother. After all, this child is my little brother” (65). Moved by his own magnanimity, he imagines that his mother and the child are moved and grateful as well. In contrast, his father seems to have almost no role there in the family: I had brought my father here to my mother’s house, but my father had almost nothing approaching a position there. Moreover, it was clear that, mentally, I had awarded him a position with respect to my mother. His fatherliness resided in this position. And this “fatherliness” looked annoyed.
 
 My father spoke. “Besides this kid, there are two girls,” he remarked simply. (“Everyday Life in a Dream,” 66) Watashi is shocked. He had assumed that his family was “normal”—up until wartime he had taken that for granted, he says. But now he no longer knows what he is. The sense that his reality is ripping apart and reorganizing itself moment by moment comes over him “like the pox” (66). As opposed to that sense, “Father seemed like the immovable iron wall of society” (66). He thinks of telling his father that he has leprosy. But instead his father makes a statement (the reader is not told what it is) that shocks Watashi even further. Whatever that statement is, it makes Watashi feel that he and his mother share one skin, and that that skin is somehow linked to ﬁlth, pollution.
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 Watashi waits to hear how his mother will respond, feeling as though everything depends on her restoring the balance of power between herself and his father. She takes out a tray and puts it on the ﬂoor, preparatory to making a statement: Apparently, whenever my mother wanted to say something to my father, it was agreed that in order to prove there was no falsehood in her words, she would perform a sort of fumie ritual, trampling on a sacred image.6 I suppose there was a portrait painted on the tray. It happened to be upside down so I could not see it; I wondered whose portrait it was. I felt an unnatural curiosity to see. Lifting high her skirts, my mother stepped on the tray. The sight was so bewitching that I could hardly believe she was my own mother. Intuition told me that this extremely critical, taut moment was the best possible chance for reconciliation. I felt almost like praying. But what in the world. The words my mother ﬁnally blurted out were an expression of her true devotion to her Caucasian lover. (“Everyday Life in a Dream,” 66–67)
 
 The father bellows with rage, a feeling Watashi shares. At the same time, Watashi gets satisfaction from seeing his father’s “psychological unraveling.” Seeing that the father is about to beat the mother, Watashi oﬀers to take the beating in her place: It was a formidable ﬂogging. I all but lost consciousness. My father stood like a stone at the extremity of hatred. I was brutally made to realize that I had taken too indulgent a view of things, but I was determined not to cry out in pain even if it killed me. After the whip, he beat me roundly in the face with a club. (“Everyday Life in a Dream,” 67)
 
 Abruptly Watashi ﬁnds himself outside the house, wandering again through the area that was supposed to have been obliterated but is strangely still standing. His tongue is coated with grit from several broken teeth: “My mouth felt like the mouth of a grasshopper or a katydid” (67). As he stumbles away from his parents’ house, Watashi gradually realizes that he must be heading for “that house.” He passes a long wooden building and notices the windows ﬁlled with the faces of children:
 
 6 Fumie is discussed in greater detail later in this chapter. It originated as an Edoperiod ritual to determine whether a person was a Christian during the period when Christianity was outlawed in Japan.
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 chapter seven My whole body burned with humiliation. Still, there was no reason to think that all those students were staring at me. I tried taking another good look—rather, I turned my face in that direction, lacking the serenity for careful observation. What appeared to my feverish eyes convinced me that only two or three of the children were looking at me and laughing. (“Everyday Life in a Dream,” 68)
 
 The narrator’s voice splits at this point, probably as a result of having felt himself to be the object of the gaze of the schoolchildren. Something that he tentatively identiﬁes as his “mood” begins whispering to him that he is “Fake, fake” (inchiki, inchiki ). As he argues with it, a third voice from within himself tells him not to trust the voice of his mood. And then, abruptly again, he has arrived at “that” house. A woman lives there, and the narrator expects to have sex with her. (“Let’s have your usual superb performance,” someone—his mood?—whispers to him.) But there is a child in the house, and the woman tells him that the doctor has given up hope, that the child will die. Watashi talks to the boy, who stands looking out the window at a wide view of barren rice paddies, a pine forest, and, far away, the ocean. He picks up the boy to give him a better view of the sea, whereupon the child goes into convulsions and dies. Watashi puts him down again. At this point Watashi notices that his head itches terribly. As he frantically scratches it, he sees the magazine that was to have printed his story on a table in the room. The story is there, but he does not recognize the title as the one he had given it. The itching moves to his neck as well: “Look,” said the woman as though she had had a start, “What’s the matter with your head? It’s full of something peculiar.” I felt my scalp with my hand. Big sores, like calcium rice crackers, had formed all over my head. I shuddered and was assailed by the unpleasant sensation that all the blood in my head was freezing and withdrawing to the center. I tried peeling oﬀ the scabs. They came oﬀ easily. But afterward, the itching was completely out of control. Able to stand it no longer, I began to scratch and claw uncontrollably all over my head. At ﬁrst, it felt intoxicatingly good. But immediately, a violent itching returned. This time it was not just on my head, but an itching that seemed to well up all over my body. There was nothing I could do to assuage it. . . . Whenever I stopped to rest my hands, the sores grew like mushrooms. With the strange feeling that I might at any moment be about to abandon the human race, I scratched and scratched the sores on my head.
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 At the same time I felt a violent pain in my stomach. . . . Gathering my courage, I thrust my right hand into my stomach. Then, still madly scratching my head with my left hand, I tried forcibly scooping out what was in there. I felt something hard adhering stubbornly to the bottom of my stomach, so I pulled at it with all my might. And then the strangest thing happened. With that hard kernel uppermost, my own ﬂesh followed up after it. So desperate at this point, I was beyond caring what happened to me; I kept pulling. Finally, I had turned myself completely inside out like a sock. The itching on my head and the pain in my stomach were both gone. On the outside I was like a squid, smooth and blank and transparent. Then I realized that I was submerged in a pure murmuring stream. It was a shallow stream, apparently in the open ﬁelds. (“Everyday Life in a Dream,” 69–70; my ellipses)
 
 Near this stream is a leaﬂess tree with a crow hanging onto each branch with its beak. They hardly move, just clinging tight to the branches in that odd position. The story ends with Watashi thinking, “Still bathing my body, I thought how much I wanted to strip those crows, those scale insects, from the tree” (70). This story makes use of several of the most prominent narrative patterns for expressing the “embodied” epistemic trauma of the Occupation. I will discuss each in turn, relating it to other stories of the period. One of the ﬁrst of these that we see in “Everyday Life in a Dream” is the loss of the human extensions that represent civilization: namely, buildings and other protective structures. Although scenes of physical destruction might be taken as merely “natural,” that is, as accurate representations of the physical state of immediate postwar Japan, it is important to recall that the loss of such structures (and the subsequent narrative representation of that loss) means something within the human cognitive economy. As Elaine Scarry explains: In normal contexts, the room, the simplest form of shelter, expresses the most benign potential of human life. It is, on the one hand, an enlargement of the body: it keeps warm and safe the individual it houses in the same way the body encloses and protects the individual within; like the body, its walls put boundaries around the self preventing undiﬀerentiated contact with the world, yet in its windows and doors, crude versions of the senses, it enables the self to move out into the world and allows that world to enter. But while the room is a magniﬁcation of the body, it is simultaneously a miniaturization of the world, of civilization. Although its walls, for example, mimic the body’s attempt to secure for the individual a stable internal space—stabilizing the temperature so that the body spends less time in this act; stabilizing
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 chapter seven the nearness of others so that the body can suspend its rigid and watchful postures; acting in these and other ways like the body so that the body can act less like a wall—the walls are also, throughout all this, independent objects, objects which stand apart from and free of the body, objects which realize the human being’s impulse to project himself out into a space beyond the boundaries of the body in acts of making, either physical or verbal, that once multiplied, collected, and shared are called civilization. There is nothing contradictory about the fact that the shelter is at once so graphic an image of the body and so emphatic an instance of civilization: only because it is the ﬁrst can it be the second. It is only when the body is comfortable, when it has ceased to be an obsessive object of perception and concern, that consciousness develops other objects, that for any individual the external world (in part already existing and in part about to be formed) comes into being and begins to grow.7
 
 In narrative, the physical structures that represent both civilization and the body can be used as metonymic signs of what is happening to the body in its relationship to civilization under particular material and epistemic circumstances. One way we have seen houses/buildings used in stories is in the prohibition of access of the Japanese male to the comfortable, civilized structures now owned by the Occupation. In Yasuoka’s “The Glass Slipper” and “House Guard,” the Occupation-requisitioned houses function at ﬁrst for the protagonists as structures of protection, comfort, and sustenance— womb-like spaces (see Chapter 4). They oﬀer a return to “civilization,” and the male prerogatives thought to accompany it, after years of war. But by the end of both stories the protagonist has been made to realize that these structures are not for his use. The houses may have originally been built to represent and protect the Japanese body, but now they are possessed and occupied by the wartime enemy. In Yasuoka’s “Dark Pleasure,” too (see Chapter 4), the protagonist ﬁnds that even with money in his pocket, his body refuses to enter the well-appointed, brightly lit restaurants and shops that represent civilization to him. Despite his money, these structures now belong to the foreigners he so often watches, and his money is incapable of purchasing legitimacy for him there. Even the relatively “Japanese” structure of the sweetshop repels him when he ﬁnds it occupied by
 
 7
 
 Scarry, The Body in Pain, 38–39.
 
 the disarticulated body
 
 285
 
 the terrifying woman from the prefectural oﬃce. His entire pleasure is obtained at the outdoor stand of the shoeshine lady, and the outdoor coﬀee stand near Namidabashi. In Kojima Nobuo’s “The American School” (also discussed in Chapter 4), the visiting Japanese teachers are stunned by the magniﬁcence of the buildings constructed by the former enemy with Japanese taxes on Japanese soil. The fact that they may only enter these buildings by invitation—that the Japanese body, no matter how well dressed, well educated, or ﬂuent in English, has no place inside these structures—is one of the story’s most signiﬁcant points. “Civilization” and the civilized body are now deﬁned by and in terms of the foreign (chieﬂy American) “other.” For the great majority of characters in Occupation-period ﬁction, intact, well-appointed buildings (and often the women who inhabit them, even if Japanese) are oﬀ-limits.8 The buildings that are accessible to the Japanese body, and that seem to represent it, are of the pattern epitomized by the atomic bomb stories: buildings destroyed or twisted out of all shape, buildings that no longer perform the function of protecting the human beings who live inside them, that no longer provide the cognitive assurance of the integrity and stability of one’s “civilization.” In “Everyday Life in a Dream,” it is this paradigm that is at work. The story opens with the narrator-protagonist going to a building that has been bombed out. The protective boundaries provided by walls and roof are now violated, leaving the building permeable, vulnerable. The “nerves” and “bones” of the building—the wires and steel girders—are twisted, hanging loose, disconnected; its “eyes”— the windows—are forced open and staring blankly. His mother’s house, too, is described with its joints sprung and odd wires dangling from the ceiling. If these structures are metonymic representatives of the Japanese body/civilization, it is in sad shape. Just as many of these buildings have lost their deﬁning boundaries, so the narrator in “Everyday Life in a Dream” is rapidly losing the stability of his body boundaries as well. The images of infection and suppuration of the body—leprosy, the pox, the skin lesions that plague Watashi at the end of the story—mark the
 
 8 Molasky provides an astute analysis of this point in The American Occupation of Japan and Okinawa; see especially 39–48.
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 disintegration of the deﬁning boundaries of the self. Those objects meant to provide a protective barrier against infection or contamination, such as the condoms, are also no longer reliable. As the leper tells Watashi, “Lately the quality has really gotten bad. They aren’t strong like in the old days. They might break right away.”9 The result could well be infection by the venereal disease that is a fear of Watashi’s, or the multiple breaching of body boundaries implicated in pregnancy. (In addition, Watashi now must fear that the condoms themselves are infected with leprosy, unlikely as that is in fact, which would promote both their breakage and the eventual suppuration of Watashi’s skin if he were to use them and become infected—a particularly unpleasant version of castration.) And like the condoms, the boundaries of identity in this period “aren’t strong like in the old days. They might break right away” if put to any test. We have seen this breaching of body/ego boundaries presented metaphorically in Yasuoka’s “Dark Pleasure,” where the narrator was immediately “infected” by K’s restless movements, and pierced by the “countless needles of contempt” emanating from K and the frightening young woman at the prefectural oﬃce. The homeless boy in Ishikawa Jun’s “Jesus of the Burnt-out Ruins” presents a literal example of this. He is terrifying largely because he is covered with “rags and boils and pus and no doubt lice”: whatever is infesting his body, whatever is causing his body to suppurate, could be transmitted to the “normal” people with whom he comes into (violent and invasive) contact—the woman selling rice balls, or the ﬁrst-person narrator. (This story, discussed brieﬂy in Chapter 4, is analyzed at further length below, and also in Chapter 10.) In Yasuoka’s “Aigan” (Prized possessions, 1952; English translation 1977), too, the narrator-protagonist (another ﬁrst-person narrator, Boku) feels that the boundaries of his body are breaking down under the pressure of economic and psychological hardship after the war.10 He is bedridden with Pott’s disease, and the family looks to the father, recently returned from military duty in the South Seas, to ﬁnd some means of support. When the father brings home two
 
 9
 
 This is my translation. Shimao, “Yume no nake de no nichijô,” 92. Yasuoka, “Prized Possessions,” trans. McClellan, in Hibbett, ed., Contemporary Japanese Literature (1977), 110–118. Page numbers are cited in the text. In Japanese, see “Aigan,” in Yasuoka Shôtarô shû (Tokyo: Iwanami shoten, 1986) 1: 81–97. 10
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 angora rabbits to raise and breed, the destabilization of the humananimal boundary begins. This process is paralleled by the gradual disintegration of the inside-outside distinction of the house. (Since part of the function of the modern house has been to keep animals and insects outside while providing a haven for humans inside, that these two processes run in tandem is highly appropriate.) As the number of rabbits rapidly increases, the father can no longer keep them neatly caged; they hop in and out of the house, leaving their food and droppings everywhere. This attracts “bugs and slugs of every description,” which crawl about the house smeared with food (115). Flies infest the house as sanitation breaks down, and Boku even begins to ﬁnd insects copulating in his hair. In addition, the boundaries of the human body are inﬁltrated by the fur and other body products of the rabbits. The narrator ﬁnds himself aﬄicted by a terrible itch, as if the rabbit fur had entered his body: From the tips of my toes, embedded in the ticklish wadding of the coverlet, a strange itchy sensation crawls up my legs and ﬁnally buries itself in the aﬄicted part of my spine. Everything I have on me begins to feel terribly constricting. I tear oﬀ the plaster cast, then my undershirt, and scratch my back hard, but to no avail. All that the scratching does is to drive the itch farther inside. In a desperate eﬀort to force it out, I place my ﬁngers on my chest between the ribs and push as hard as I can. As though in response to my anguish, the animals start making more of a din than ever. In the next room there is a duet of snores going on, interrupted by idiotic cries and mutters. (“Prized Possessions,” 114)
 
 Because this Boku inhabits the real world, he is unable to relieve this itch by turning himself inside out, as Shimao’s narrator does. Instead he continues to suﬀer: “Made a nervous wreck by this din in the dark, I begin to imagine that my body is about to disintegrate from both outside and inside” (114). The rabbits’ invasion of his father’s body takes a diﬀerent form. Bits of fur cover all three members of the family, but the father even more than the others: “There was rabbit fur in his nostrils always. As I watched him across the dinner table biting his food with his front teeth, the fur in his nostrils quivering with each breath, I would catch myself thinking of him as being one of them” (115). By the end of “Prized Possessions,” the metaphoric transformation from human into animal is almost complete. Every function that
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 the rabbits were supposed to perform for the sake of the human family has been reversed: the sale of the rabbits’ fur was going to provide clothes and food for the mother, but instead she is reduced to selling her clothing piece by piece to provide food for them. The rabbits’ fur was likewise going to provide food and comfort for Boku, but because the father has invented a way of extracting a protein supplement from human hair, Boku lies awake in dread that his father is going to shave his head one night to provide food for the rabbits. The father was going to regain his “fatherliness” through the raising of the rabbits; he was going to reconstruct his role as provider for the family, turning his authority, wisdom, and energy into provisions. The half-crazed “meaningless energy” (muimina enerugi ) that had characterized his activities immediately after his return from the war was to be channeled into productive, fatherly, future-directed work. But at the end of the story the father has been reduced again to a half-crazed state. The market for angora rabbit fur is already glutted, and although the rabbits have ﬂourished, there is no way to proﬁt from them. The mother brings in a butcher to buy the rabbits for meat. The butcher berates the father for being such a fool as to believe he could be a success raising rabbits; when one of the rabbits bites the butcher, it seems to the narrator as though it is his father taking a feeble revenge. But that tiny revenge, too, is rendered meaningless when the butcher proceeds to crush the rabbit’s skull before paying the mother and taking his leave. As we saw in Chapters 5 and 6, the metaphor of the nation as patriarchal family, with the emperor as “father,” was one of the most potent (if abstract) rhetorical/conceptual structures around which support for Japan’s colonialism and wartime aggression was organized. It is extremely signiﬁcant, therefore, that in several stories of the Occupation period, the “fatherliness” of the head of the family is called into agonized question. In “Prized Possessions” the father is reduced to an ineﬀectual, ludicrous, “animal” state, helpless in the face of the butcher who represents the cruel material realities of the Occupation. It is signiﬁcant that the rabbits are related to the emperor as well: “What sort of a cry a rabbit made was something I hadn’t thought about before, but I discovered that it was a squeak—chû, chû. It was, I found, a profoundly disappointing sound; and like the Emperor’s voice when I ﬁrst heard it on the radio, it made me feel quite hollow inside” (113). Both the prewar father and the prewar emperor have been reduced to disappointing and ineﬀectually squeak-
 
 the disarticulated body
 
 289
 
 ing, rabbit-like existences in the ontological economy of occupied Japan. (I return to a discussion of the conceptual relocation of the emperor in Chapters 9 and 10.) In Shimao’s “Everyday Life in a Dream,” the father’s abrupt appearance partway through the story is triggered by Watashi’s sudden arrival at his mother’s house. It is clear that this surreal trip is occurring in a spatial/material “reality” that is engendered from within Watashi’s mind. Although he journeys to places he knows to have been destroyed in the bombings (speciﬁcally Nagasaki), these places “still exist” because he still remembers them. And the conditions of their current existence are dependent on relationships within his conceptual universe, rather than on the material reality of the Occupation.11 His mother’s house is dilapidated and sprung open, like other buildings in the story. But it has also taken on the characteristics he assigns to his mother: dirty and permeable.12 His ﬁrst impulse, when he sees the house and recognizes that he has also brought “his father” (or the role of fatherliness) with him, is to announce that he will clean up this disorderly house, put things back to rights. The narrator clearly wants to reestablish the “law of the father,” the symbolic system that conﬁgured his epistemic universe before the twin disasters of war and occupation. This may explain his obsession with castration or loss of the phallus, as represented both by the bizarre episode with the leper and the condoms and by the encounter with the girl on the train. That is, his paranoid fear is just a way of pretending that the oedipal father is still in his original position of threatening, potentially castrating, authority, in which case the old familiar symbolic system still underpins his psychic universe.
 
 11 Featuring a similar narrative strategy, Shimao’s 1948 story “Matenrô” (The skyscraper) is another surreal account of a journey into the now-destroyed past: the narrator moves through a perfect facsimile of his hometown, which he calls NANGASAKU (using the roman alphabet, capital letters). He enters a tower and moves through various levels of what seems to be his own mind, ﬂying for much of the upward journey, then descending again quickly, assailed by monsters. The story is an exploration of the relationship between the narrator’s current reality and the past that now exists only as he can construct a replica of it in his mind. See “Matenrô,” Shimao Toshio sakuhinshû (Tokyo: Shôbunsha, 1977) 1: 26–31. 12 Matsubara’s “Shimao Toshio ron” (299–303) includes an insightful discussion of the mother-ﬁgure in several of Shimao’s stories. Although he does not explicitly mention “Everyday Life in a Dream,” there are many similarities in it to the points he raises.
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 Unfortunately, however, within the narrator’s conceptual universe, the new system represented by his mother seems as compellingly “real” as the fatherly one. As he states explicitly, it is only because he is at his mother’s house that he suddenly remembers having “brought” his father, and it is to curry favor with the father that he denounces his mother’s slovenly ways. At the same time, the narrator acknowledges something analogous between his mother’s skin and his own. While he may have a connection with the abstract law of the father, he also shares the embodied quality of the mother. His mother is “unclean” because she has betrayed the father, allowing sexual access to another man, and a Caucasian one at that. The proof of her sexual betrayal—the simultaneous permeability of both her body and her loyalty—is there in the form of a child, whose skin color (“albino-like”) is the most noticeable sign of its “mixed” blood, its own permanently unstable boundaries. Watashi feels a glow of excitement when he discovers his connection with the mixed-race brother. As a novelist, it is his job to rewrite reality; therefore, the fact that this child is evidence of the breakdown of the old “law of the father” is not a problem: reality is here being rewritten in a new pattern. But when the father reveals to him that there are two other such children, the enormity of the new reality is too much for Watashi, and he longs for the “normal family” he had assumed was his before the war came along to change everything. The ﬁnal proof of Watashi’s kinship with his mother (dissolution) rather than his father (coherence) is in his strange skin disease at the end of the story, whether that is caused by leprosy, by the “pox” he may have inherited from his mother, or is simply his own peculiar manifestation of physical dissolution. It is in the fumie scene that the husband actually attempts to reassert the law of the ( Japanese) father. The historical point of this ritual is to test what a person really believes, to test which belief system rules in a particular context. Watashi waits breathlessly to see what will happen because this is the moment that could restore the symbolic order that is so profoundly threatened. But rather than apostatizing, rather than giving up her loyalty to an exploded cause so as to return to the old order, the mother deﬁes “the law of the father.” Thus the Japanese woman—although she is a “mother,” she has been sexualized throughout the previous description—asserts the validity of her association with the Caucasian man, and the resulting mixed-blood children. Read allegorically, this could be taken as
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 an expression of the mother’s allegiance to the power of “the Occupation,” and lack of any desire to return to the prewar order ruled over by the Japanese male. In a violent rage, out of control, having lost his power of prohibition, the father wants to beat her. In oﬀering to stand in for his mother, the son is perhaps attempting to make one last bid to reinstate the law of the father. If the son submits to the patriarch, the patriarch must retain at least some authority. (By the same token, of course, this will enable the mother to get oﬀ scot-free, so the son will be in some sense abetting her mutiny.) Standing in for the mother, Watashi is beaten until he loses most of his teeth. As Kathryn Sparling points out in her study of this story, this suggests (among other things) a return to infancy.13 The son has been beaten by the law of the ineﬀectual father back to a pre-oedipal state. This would seem to utterly deconstruct the basis on which the father’s authority is constituted: no more mother, no more son, no more father, no more coherent family for the state to use as building-block and model. As in so many of the other stories discussed previously, the male protagonist of “Everyday Life in a Dream” seems to live his experience partly through, or against, the example of the female body. The very “permeability” of the female body has in many historical contexts been perceived as a threat to the idealized concept of the (male) coherent “self.”14 Here, too, the behavior of the mother—her promiscuity—threatens the coherence of the male in several ways: the “law of the father,” through which subjectivity is constituted, is deconstructed through her assertion of loyalty to the foreign lover; her suspected venereal infection may have been passed to Watashi, causing him to scratch himself inside out; and so on.
 
 13 Sparling, “Interpretive Comments,” 158. She further suggests that time is moving simultaneously in two directions here: the loss of teeth could imply the physical degeneracy of old age as easily as infancy. 14 For this argument, see Huyssen, “Mass Culture as Woman,” especially 52–53; also Clover, Men, Women, and Chain Saws, chap. 2: “Opening Up.” Clover quotes Carole Pateman: “His [the prototypical individual’s] body is tightly enclosed within boundaries, but women’s are permeable, their contours change shape and they are subject to the cyclical processes of birth. Physical birth symbolizes everything that makes women incapable of entering the original contract and transforming themselves into the civil individuals who uphold its terms.” Carole Pateman, The Sexual Contract (Stanford: Stanford University Press, 1988), 96, quoted in Clover, Men, Women, and Chain Saws, 90–91n41.
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 The earlier encounter with the girl on the train reminded Watashi of the safe and stable boundaries of his body (the boundaries that make desire possible), but then led to his recognition that perhaps his ﬂesh had begun to break down—much to her glee, he imagines. Although he seems to be breaking down, she is intact, and pulls away from him the warmth (the secure boundary) of her leg because she has sized up his penis and found him wanting, he imagines. The next thing we know, the narrator is at his mother’s house, preparing to do battle with (both “together with” and “against”) his father for the reassertion of the basis of subjectivity of the Japanese male. It is clear that here, as in so many stories of the period, the Japanese men protagonists experience their disempowerment partly in terms of competition with other men (often Americans) for the possession of women, and partly in terms of envy of the women’s perceived access to a new and diﬀerent body state that is more in tune with the changed epistemic circumstances.15 (I return to this point in Chapters 9 and 10.) When the story began, the narrator’s newly asserted self-deﬁnition as a novelist was solid and proactive, though not yet materialized. At the end, it is materialized—his ﬁrst story has come out—but neither it nor he has matched the deﬁnition he expected. (The story is published with a title he does not recognize.) And it is too late for him, anyway; already he has succumbed to the terrible itching of his head and the terrible rock in his stomach. Finally he is at peace in a stable deﬁnition as a smooth, transparent, squid-like creature, sitting in a shallow stream: the opposite of solid and proactive deﬁnition. He is no longer human, except perhaps in a fetus-like sense. The itchy, scale-like things that have plagued his body throughout the story have been externalized to the birds hanging onto the branches with their beaks. Although he still ﬁnds them annoying, he seems virtually at peace now that they are outside his body. This clean and pure body state, with the “lice” safely at a distance, is 15 For example, at the end of Shimao’s “The Skyscraper” the ﬁrst-person narrator sees a woman he knows, a woman he has had a sexual relationship with, being carried up the stairs by a monstrous apparition as he is hurrying to get downstairs “in time.” He feels a poignant desire to try to retrieve the woman but nonetheless continues down the stairs, lest he be “too late.” This again seems to indicate that a male prerogative—sexual access to acquiescent women—is being stolen by powerful outsiders, monsters, much to the chagrin of the narrator. Nonetheless, he does not succeed in doing anything to prevent it.
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 reminiscent of the “ideal” Japanese body state as described in Chapter 6. In this state, how can he be plagued by the internal splitting of subject and object that made his mood call him a fake (as the narrator-protagonist also felt himself to be in Yasuoka’s “Dark Pleasure”)? How can he experience the gendered body that brought him both desire and frustration? How can he be identiﬁed as the son of either his “unclean, triumphant” mother or his “betrayed, disempowered” father? These splits and choices are too overwhelming. In this body state, these questions become irrelevant: the narrator has found the only possible postwar peace for himself in the inverted body form of a squid. Kojima Nobuo: Disarticulation While many ﬁctional works of the Occupation period feature protagonists who are transformed (or fantasize a transformation) into an animal or insect form, there are also those in which the protagonist longs to give up sentience altogether to become a robot or inanimate object. The protagonist of Shimao’s “The Skyscraper,” for example, likens himself in fantasy to a ﬂuid and to a machine. One of the most striking of these narratives is Kojima Nobuo’s 1948 novella Kisha no naka (On the train).”16 The entire story concerns a nightmare train journey made by a schoolteacher, Sano, and his wife. The reader never learns exactly where the two have been (Kyûshû?) or precisely where they are headed (Tokyo?), but only that they have managed to procure some precious food, including some impossible-to-come-by white rice. The opening of the story describes the typical circumstances of the trains packed with city dwellers who are journeying to and from the country to trade clothing and possessions for food: The eastbound train on the Tôkaidô line was beginning to tire. Since leaving Kyûshû it had run night and day non-stop. On the platform between the cars alone there were twenty passengers. Three of them were even hanging oﬀ the step. As the train began inevitably to pant,
 
 16 See Isoda, “Sengoteki fuan no bungaku,” 216ﬀ, for a discussion of Kojima’s “On the Train” that emphasizes the accuracy and evocative nature of its description of the conditions of the immediate postwar period. This novella is also discussed insightfully in Gessel, The Sting of Life, 196–202.
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 chapter seven like a horse feeling the whip on its ﬂank, this group became quiet, but the racket until then had been like pigs raging around a slaughterhouse. Even the voices were just like pigs. At ﬁrst glance it was an absolute mystery how twenty-plus human beings could be packed into such a narrow space. But if you looked a little harder, there was nothing to it. Half of them were standing on only one leg. If these people had the opportunity to change the right leg for the left, they desperately cajoled and encouraged the leg now bearing the weight. No matter how ponderous with gray matter a worthy personage’s head might be, in the train he was still only worth one leg. This grand personage was no doubt admonishing his one leg with ﬁne phrases such as “Time will heal all.” The situation was such that protruding parts of the body, such as the buttocks, shoulders, and face, were ﬂung around wildly until they found a suitable hollow in which to bury themselves. Tall men for the most part rested their faces on the tops of the heads of shorter men, or of their wives. . . . Smoke, cinders, and burning embers from the train’s smokestack blew into the space between the cars, causing the tightly packed passengers to writhe with pain and discomfort, but all they could do was produce expressions of misery on the faces riding on top of faces. Hanging oﬀ of the step, Sano had no feeling of being alive. (“On the Train,” 126) 17
 
 Sano has one hand gripping the handrail, but in his other he has a heavy cloth bundle. Both arms are so tired that he feels he must soon let go and abandon both himself and the bundle to fate. On his back he has a heavy rucksack: He kicked the leg of his wife, who, with one foot on the very edge of the train platform, was barely hanging on herself, and said, “I’m about to fall oﬀ ! I can see a curve just ahead. It’s an outward curve. I’ll be thrown oﬀ: please, just move in a little farther! Come on, please, just a little farther!” “I’m about to fall myself ! There isn’t any way!” “You’ll only fall oﬀ if I do. Please, as long as I don’t fall oﬀ, you’ve got support. Ahhh!” (“On the Train,” 127)
 
 The wife is also carrying packages and has no way of moving farther onto the platform between the cars, despite her husband’s pleas. As they bicker back and forth, the train goes into the curve; Sano holds on with his last strength. Just when he cannot hold out any longer, the train turns in the opposite direction, and the inward
 
 17
 
 Kojima, “Kisha no naka,” Kojima Nobuo shû, 126.
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 momentum gives him some relief. When he thinks that he will have to go on like this indeﬁnitely, however, he despairs: Just then, the face on top of his wife’s head spoke: “Mister, they’ll all get out at the next station, T. You just have to be patient a little longer and we’ll be able to get inside the doors. If we’re lucky, we’ll even get a seat.” (“On the Train,” 128)
 
 Although this man sprays warm spit through his missing teeth into the upturned eyes of the wife as he speaks (causing her to cry out, “Disgusting!”), Sano is impressed by his evident experience with the circumstances of the journey. (For much of the rest of the story he is referred to as monoshiri no otoko, “the provident man.”) The man has only a small bundle, and he wears this tied to the top of his head, leaving his hands free. He lights up a fat foreign cigarette and oﬀers it to Sano. Apologizing to the wife, he says: “Sorry to trouble you with the ‘disgusting’ smell. Hey you, mister, there on the step, this will pick you up, have a puﬀ, you’ll feel better.” “That’s nice of you, but no thank you. Please don’t worry about me, I’m . . .” “Come on, how about it, my hand will reach.” “Unfortunately my hands aren’t free. Really, I’m . . .” “Mister, your mouth is free, isn’t it? You just hold it in your mouth.” (“On the Train,” 128)
 
 Sano has no choice but to accept the cigarette. As he puﬀs the smoke into his wife’s face, causing her to rail at him, he is livid with despair and anger: Sano wanted to stamp his feet with frustration, but the two other people on the step had silently moved to occupy the space of one of Sano’s feet, so that now one of his legs was swimming in the air, and if he tried to rage around he would be ﬂung oﬀ the train. (“On the Train,” 129)
 
 The word for “occupy” here is the same one used for the Occupation: senryô (suru). This is the ﬁrst use of a kind of aggressive, martial vocabulary, which then occurs throughout the story, suggesting that the journey is an allegory for some sort of war; words and phrases such as “invasion” and “occupied territory” are used metaphorically here to describe conditions on the train. The “provident man” tells Sano that all the rest of the curves until they reach the next station are inward ones, so Sano has nothing
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 to worry about. He even donates a rope and helps Sano string his bundle around his neck, giving him another hand to hold on with. Sano protests against this help, however, saying that he has never carried anything like that before, it is all right, he will just fall oﬀ the train, never mind. The man chides Sano for worrying about appearances and explains that he has already made this trip ﬁfty or sixty times, so he knows all the tricks of it. He says it is obvious that Sano has not ridden the train since the end of the war because he is so clearly unprepared for the realities of it. But he will look out for the two of them, and at the next station they will all get seats, he promises. The farmers that they pass stop their work and point and laugh at the train packed so full of “wounded wild pigs.” Perched on the very outside of the train, Sano cannot help but be aware that he is the object of their scorn: “Sano tried desperately in his humiliation to make his body as small as possible (karada o chijimeta), but he could feel their laughter on his back” (130). In Part Two of the story the train makes it safely to T station, but Sano does not know how to handle the situation. He is afraid that if he moves from the step, he will not be able to ﬁght his way back onto the train. Yet if he does not move, the departing passengers cannot get oﬀ: “Hey you, hurry up and get oﬀ !” As Sano was about to be dragged bodily oﬀ the train he replied, “No! Wait, I’m not getting oﬀ here!” “But if you don’t get oﬀ, nobody else can either.” “Bu . . . but, if I get oﬀ, you . . . you won’t let me back on, even though up to now I . . . I’ve. . . .” “Who are you?!” “I’m a Sensei.” “You mean a medical doctor or what?” A . . . a schoolteacher.” Whereupon a wild laugh rose in the crowd and rolled from one person to the next like a roar of thunder. (“On the Train,” 130)
 
 The waiting crowds lift Sano bodily from the train and deposit him on the station platform. He lies there, stunned, as they push past him onto the train. Finally, realizing that if he does not get back on the train he will have to spend the whole day lying on the platform, he rises, but has no idea what to do. Just then the provident man calls to him from the train window:
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 “Come over here. Come to this window; your wife is here, too; hurry, hurry!” Sano rushed blindly over to the window and jumped in at exactly the same moment that the train began to move. Even though he leapt in, with the rucksack on his back and the cloth bundle in his hand, he was still hanging half out the window as he begged his wife, “Pull me, this thing on my back is heavy.” “Are your shoes okay, are you about to lose them? Hurry, put some eﬀort into it, show a little pride. Ugh, your face is really dark, you look disgusting.” “Just pull me in, would you! We’ve passed the end of the platform!” “The train just scoops up the passengers and takes oﬀ—things have really changed, haven’t they mister,” said the man from before as he pulled Sano’s body into the train car. But whether because he pulled too hard or because Sano had made his body too much like a stiﬀ log from the strain, Sano’s hands swam through midair, one of his feet hit the throat of a man sitting by the window, and the other mashed sideways into the cheek of his wife, who was frowning, scandalized at her pitiful husband, as he ﬁnally slid into place. (“On the Train,” 130)
 
 Sano’s wife begins again to rail at him, saying she would be better oﬀ if he were a child or even a robot. Sano agrees absolutely, saying that he would be better oﬀ, too, if he were a robot, since a robot would not have to worry about procuring food in these dreadful times. As the provident man laughs, Sano’s entire body contracts with pain, and then he begins to speak wildly, like the bursting of a dam. Sano’s long outburst covers the insolent conduct of his current students, who claim they cannot hear a word he says, and the perﬁdious behavior of one boy who had approached him with the deference of former times solely to “borrow” two of the only ﬁve books Sano had managed to save from the ﬁre-bombings—and who had clearly sold them for food by now. Sano then goes on to deplore the fact that, to get onto the train that morning, he had arrived at the station early enough to be at the head of a long line that formed behind him. After waiting for ﬁve hours in that orderly line, when the train had ﬁnally arrived, the crowd had rushed on with no order whatsoever, leaving Sano hanging onto the outermost step: “What was the point of forming a line?! What was the point of forming a line?! What was the point of forming a line and waiting for the train to come when from the beginning you knew that you were all going to push your way onto the train willy-nilly? Is it just that if you didn’t form a line it would hinder the people trying to clean the station
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 chapter seven platform?! For what purpose did I wait for ﬁve hours?!!” (“On the Train,” 133)
 
 After hysterically baring his frustration with the disorder of the postwar world, Sano raises his eyes and is startled to see disembodied smiles hovering here and there near the train ceiling. One of these mouths speaks: it is a returned soldier turned black marketeer who has perched himself on the narrow baggage rack over the seats. He tells Sano to forget this business about trying to hang onto the dignity of a “teacher” position; Sano should start working on the black market “for the good of the country,” like everybody else (133). The phrase “for the good of the country” is one formerly used to romanticize military participation; the returned soldier uses it sardonically here to “romanticize” his new vocation of black marketeer. Sano subsides into his seat and shuts his eyes. His wife turns from him in shame. The black marketeer in the luggage rack lies down again, leaving just his feet in their army socks hanging down from above. The provident man suggests that they rearrange their packages, which must contain contraband (such as white rice obtained illegally from farmers), he says. Without waiting for Sano’s permission, he takes things out of the bags, cloth bundles, and the rucksack, and distributes the contents more eﬃciently, giving everyone a good look at the same time. He says that he knew what they were carrying in the bags as soon as he saw them—his father had always told him that he was clairvoyant (literally, that he had “thousandleague eyes”). From this point on the man who up to now has been referred to as mono-shiri no otoko (the man who knows things, or “the provident man” in my translation) is often referred to as senrigan no otoko, “the clairvoyant man.” Sano looks on passively as though the packages did not belong to him. As people continue to jostle for position, Sano ﬁnds someone pushing gently on his legs. It is a man with a basket full of live ﬁsh: “Please lift your legs a little, sir, there’s an empty space just under there, and it’s going to waste . . .” (134). As the train goes into a tunnel, the smell of the ﬁsh and the toilet becomes almost unbearable. At that moment “a pair of buttocks” pushes Sano’s elbow oﬀ the arm rest and perches there. Part Three opens with a new problem: “Now that we’ve passed F station, mister, the contraband police will be coming around.”
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 It was the provident man who opened his eyes partway and spoke as if he’d just thought of it. Whereupon the buttocks on Sano’s armrest became strangely restless and changed position several times. (“On the Train,” 134–135)
 
 Sano and his wife, too, become restless; Sano begins biting his ﬁngernails. The provident man reassures them, saying he will take care of it if they are questioned. The round-shouldered oﬃcial who boards the car begins by ordering the black marketeer in the luggage rack to come down. The young man argues that he is no diﬀerent from luggage himself, so why should he not stay on the rack? If he were to come down, it would just further discommode the other passengers. The oﬃcial replies, “Look, if that’s your attitude, I can’t be democratic, either. Which is your luggage?” When the young man claims Sano’s bag as his own, Sano rises to protest. This draws the oﬃcial’s attention; he begins to question Sano about the contents. The provident man smoothly intercedes, explaining that Sano is a “university teacher” returning from giving a lecture in the countryside. His luggage consists of gifts of local produce from the grateful listeners. Even though this is a complete lie, at the end of his explanation the man urges Sano: “Under the circumstances, why don’t you show him your business card, even though really there shouldn’t be any need to go so far. . . .” “A university teacher, that means you’re a professor, right?” So saying, the oﬃcer examined Sano as if trying to make the word “professor” ﬁt him, looking him minutely up and down. It so happened that this oﬃcer had recently managed to procure a pair of conﬁscated chocolate-brown dress shoes at the oﬃcial price, so when he caught sight of Sano’s lumpy black shoes covered in patches, he continued in a softer tone, “No, we needn’t go so far as your business card. Okay, put your things away.” (“On the Train,” 136)
 
 The oﬃcer ends up pouncing on the basket of ﬁsh, and although the ﬁsh seller attempts to hide his ownership of it by looking ﬁxedly out the window as if lost in admiration of the scenery, he is exposed by the fact that he is the only one doing so. The oﬃcer leads him away with the conﬁscated basket of ﬁsh. The returned soldier-black marketeer, who had temporarily descended from the luggage rack, climbs right back up as soon as the oﬃcer is gone: Facing the faraway luggage rack on the opposite side, he called out: “Hey, how much farther?”
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 chapter seven Whereupon, from a corner of the luggage on the far rack, came: “Um, four more stations.” “Wake me up, okay?” “Sure, sure.” (“On the Train,” 138)
 
 Part Four opens with Sano’s wife asking that he get their lunch out of the bag on the luggage rack. Even though, as usual, she complains about the dirty (“Disgusting!”) conditions, she is so hungry she has decided to put up with them. When Sano tries to stand, however, he is surprised to discover that neither leg will serve him. His left leg is asleep from having been bent in one position for so long, and when he tries to move his right leg, he discovers that it is buried under the “two-and-a-half ” people crammed between his seat and the next: “Excuse me, I’m really very sorry, but I would like to get to my bag on the luggage rack.” When Sano said this, the two-and-a-half bodies moved a tiny bit, thus showing their politeness. But they didn’t make enough room for both of Sano’s feet. In the ﬁrst place, it simply wasn’t possible. There simply was not a space in which two feet could stand. . . . When he ﬁnally began to lift his body into a standing position (karada o tatekaketa toki ), a pair of buttocks quickly slipped into his seat from one side. Sano didn’t realize it until he had gotten the lunch box in his hand and sat down again. (“On the Train,” 139)
 
 As he hands the lunch box to his wife, Sano tries to worm his own buttocks into the space they had formerly occupied, but to no avail; the interloping buttocks have completely ﬁlled the space. At this point they acquire a voice: “I cannot possibly stand up any longer. I’ll collapse. I absolutely cannot stand up. Give me a break. It’s important that we all help each other.” “That may be so, but I just need you to move over a little more.” “We all paid the same fare, so the early bird gets the worm.” “But look, you, this place was originally . . .” While saying this, Sano was buﬀeted so much from all sides that he could no longer even stand. “Mister, you have to squirm your way in. No problem, you’ll make it. It’s just a human butt.” Doing as he was told, Sano forcibly recaptured the occupied territory, but as if his buttocks had been hung in a pillory, they ﬂoated above the seat. (“On the Train,” 139–140)
 
 Throughout the rest of Part Four, Sano’s wife devours the rice balls from her lunch box as if her mouth were a machine sucking them
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 in. When she drops one, she orders Sano to leave his seat to pick it up. Knowing that, once he moves, his place will again be usurped, Sano shuts his eyes and pretends to be deaf to her complaints; he is so miserable he wishes he could become a stone. Part Five opens on a new source of misery. Sano’s bladder, weak since childhood, begins to signal him urgently; he must urinate. As soon as he opens his eyes, however, he realizes the impossibility of it. Just to ﬁght through the mass of passengers to get to the toilet would be “as diﬃcult as traversing the Alps”; indeed, climbing across the tops of their heads would seem to be the only way to get through. And supposing he did make it through, what about the seven people whom he would surely ﬁnd using the toilet as passenger space? In essence there is no longer a toilet on the train. Sano is desperate. His wife recognizes her husband’s problem but has nothing to suggest; she ﬁnds it, as usual, “disgusting.” The provident man tells him to wait for two more stations, where there will be a ﬁfteen-minute stop. Sano cannot wait. He plunges over peoples’ feet and recumbent bodies to a water hose in one corner. Detaching the hose, he urinates into the drain. His fellow passengers scream with laughter. One in particular, the man who has once again occupied all of Sano’s seat, is “laughing in a thick voice like the grunting of a pig” (142). When Sano reaches his seat and worms his way back into it, his only wish is “to disappear forever from the midst of people like this, if only in spirit” (142). In Part Six Sano is tormented in yet a new way. The man next to him, who had gone on laughing in his pig-like voice long after the other passengers had stopped, now begins a conversation with Sano: “Excuse me, but are you a believer?” (142). The man is a spiritualist, teaching a new moral philosophy based on scientiﬁc principles, he explains. He says that Sano’s weak bladder is the result of spiritual weakness. Although he had run a laundry and dyeing service before the war, now he combines his cleaning business with teaching this new moral philosophy to the intelligentsia, who, he says, are suﬀering more perplexity at this time than any other group. He oﬀers Sano a small journal in which he has “an essay” printed: “Please read it.” “Is it this ten-line bit here?” “Yes. Hey, what do you think, Sensei, these days an unscientiﬁc religion has no appeal for the educated person, right? Everything is
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 chapter seven saiensu (science). After all, this is a world in which it was the atomic bombs that brought an end to the war. So in our religion—we take the best parts of several religions, and blend them thoroughly together, so that the theory is extremely scientiﬁc, and modern. We eliminate all superstition. I can let you have this journal, so please take a look at it.” (“On the Train,” 144)
 
 This religion is a sort of spiritualism, and at the same time a sort of materialism, he further explains. While he tries to push the journal on Sano, and Sano tries to resist, the provident man becomes interested in it for the worth of the paper alone. Suddenly the spiritualist tells Sano in a loud voice: “The spirits are calling to you!” “The spirits? You mean ghosts?” “Yes. Excuse me, but where are you from?” “. . .” “Where are you from?” “Please leave me alone. I’m from the countryside.” “I know you’re from the countryside, but which prefecture?” “K Prefecture.” “I see, but originally you are from the west. The fact is, for the last few minutes, a spirit called ‘Li’ has been eagerly calling you.” “Are you trying to tell me that my ancestors are from the Korean peninsula? Look, just leave me alone, please.” (“On the Train,” 145)
 
 After babbling on for two hours about karma, “science,” the spirits, and the examination of origins, and experiencing visions related to Sano’s ancestors (as Sano continues to beg ineﬀectually to be left alone), the spiritualist suddenly realizes that the train has stopped at his destination: “T station? Oh damn. I’m being called here by a fellow subscriber. Sorry to trouble you, but could you open the window? The window, just a little, could you move over just a little more? A little more, ah, I’m about to lose my right shoe. My right one’s just a little big. Where’d my shoe go? My shoe. . . .” The clairvoyant man said: “We’ll throw your shoe out after you, just go on and jump out, the train’s about to take oﬀ. You have to jump out pretty far here because the gap between the train and the platform is wide.” “Okay, thanks. A little more, can you open it a little wider? Can’t anything be done about this butt of mine?—ah, just a little more. Oh, great, it’s open! Ah, ma’am, sorry about my knee here,” he said, and tumbled upside down out the window. (“On the Train,” 147–148)
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 Realizing that he has left his cloth bundle on the train, the man asks Sano to throw it out to him. Retrieving it from under a new pair of buttocks that have moved into the opened space, Sano throws it at the man so hard that he falls over the back edge of the platform as the train rolls away. Part Seven, the last section of the story, ﬁnds all the passengers asleep in whatever positions they have assumed. Even the standing passengers are dozing. It is at this moment that the ticket collector comes through the car. He pokes the passengers awake to inspect their tickets, holding a white handkerchief to his nose and mouth all the while. (“Filthy!” says the wife.) He puts one shoe on Sano’s armrest to reach the returned soldier–black marketeer sleeping up above. Although the young man’s ticket is clearly not valid, the conductor is at a loss as to how to proceed. Vowing to come back later to straighten it out, he moves on down the car. At this moment, glancing up toward the luggage rack, Sano notices that his bundle is gone. The returned soldier tells them that it was the provident man with the “thousand-league eyes” who had taken it away with him a little earlier. The wife blames Sano: “It was stolen—hey, conductor! There’s been a robbery! What shall we do? That man, I knew he was being too nice to us about everything. You didn’t even notice that. It’s because you have no sense of pride. In that bag I had . . .,” his wife suddenly broke oﬀ her shouting and gazed after the departing conductor. “You idiot! You’re cheap and you have no pride, it’s disgusting here, and despite all that you just let someone walk oﬀ freely with our stuﬀ. You’re lucky your whole body doesn’t get stolen.” Sano thought that it would have been preferable if his body had been stolen while the man was at it. Once again he began to feel how useless it was to be alive. (“On the Train,” 151)
 
 All Sano can think of at this point is how to leave this world. If death means escaping from all this, then dying is what he will do. The story ends with a sort of apotheosis of abjection: For Sano, his two children, everything, slipped away: the voices of the other passengers, of his wife, their appearance; everything faded away to another world, as he himself became like a faint shadow, a vague substance, as he became literally absolute nothingness. (“On the Train,” 151)
 
 Like Watashi in Shimao’s story “Everyday Life in a Dream,” who ends by becoming an inside-out squid-like creature, Sano ﬁnds
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 existence under the harsh circumstances of postwar Japan tenable only when in the form of a robot, a stone, or a vague, shadowy nothing-at-all. Since the fellow humans in Shimao’s “Everyday Life in a Dream” are ﬁgured as humans, Watashi’s ﬁnal animal-like state is an ontological step below theirs. In the case of Kojima’s “On the Train,” however, the humans on board are often ﬁgured as animals—most often as pigs. To mark the fact that Sano—who in the beginning of the story makes clear his intellectual stature by quoting Spinoza—cannot maintain even the humble level of existence of his fellow passengers, it is necessary that he sink below the ontological level of animal, to something vague, inert, inanimate. One of the buzzwords of 1945 was take no ko seikatsu (literally, “bamboo-shoot lifestyle”).18 This term referred to a common dilemma of urban residents of the time. The oﬃcial food rations were critically low, even when collection and distribution of staple foods worked as intended—an uncommon event.19 Because of a worldwide cereal shortage, and Japan’s worst rice harvest in many years in 1946, the Occupation was unable to provide even a remotely suﬃcient amount of food through oﬃcial channels for the ﬁrst two years or so after the end of the war; it was not until 1949 that the food collection and distribution system delivered adequate food rations to all parts of the country.20 No imported food arrived until March 1946, and the shipments were far less than SCAP had insisted were necessary in its communication to the U.S. government.21 The oﬃcial ration
 
 18 Listed in Sengo 50 nen, 11. Other revealing new words and phrases included kyodatsu jôtai (state of collapse), ichioku sô zange (the collective remorse of the hundred million, a play on the wartime use of “the hundred million” in rallying slogans), furôji (homeless kids), gibu mii chokoreto (give me chocolate), haba haba (hubba hubba, meaning “hurry”), senpan (war crime), DDT, and yômoku (Western cigarettes). 19 B. F. Johnston, Japanese Food Management in World War II, ends with a chapter on the details of the food collection and distribution system in Japan under the Occupation, including a year-by-year description of the diﬃculties in collection and distribution. See chap. 13, “Japan’s Postwar Food Shortage.” See also Dower, Embracing Defeat, especially 87–97. 20 Johnston, Japanese Food Management, 213 (text and note 1); 1949 information, 230. This study also points out the impact in 1945–1947 of the sudden cessation of food imports from Japan’s former colonies, as well as the increase in population resulting from the repatriation of former colonists and soldiers. 21 Johnston, Japanese Food Management, 214–215. Throughout the ﬁrst years of the Occupation of Japan, the United States was required to balance its food policy there with the needs of European nations: food shipments to Japan were often less than requested by SCAP because of sudden shortfalls in Germany, for example.
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 remained at 2.1 go of rice (roughly 4/5 of a pint), or 1,042 calories per day per adult. In the spring and summer of 1946, Japan experienced “the most serious food crisis in [its] modern history,” worse even than in the ﬁnal years of the war.22 It is often forgotten that people suﬀered severe malnutrition and even starved to death in Japan after the war had ended and the Occupation had begun. Even when the calorie goals were met on paper, the distributed foods were often nearly impossible to use eﬃciently. In the summer months of 1946 and 1947, much of the staple food ration consisted of “wheat ﬂour, corn ﬂour, or polished barley.” Despite the sample recipes distributed to help housewives cook these unfamiliar foods, most households found it impossible to use the suggested recipes because even intact Japanese houses—not to mention the makeshift huts or barracks in which millions were still living—had no ovens and no access to yeast, baking powder, and appropriate shortenings.23 (The distributed ﬂour was most often made into a hardtacklike biscuit.) Like many other American systems imported during the Occupation with no thought of their appropriateness within a Japanese context, the American concept of “staple foods” caused considerable problems. In 1947 and 1948, sugar was one of the major components of the staple food ration, simply so that the oﬃcial calorie quota could be ﬁlled.24 Although sugar was easy to use and a pleasant relief from years of an ascetic diet, it was not eﬃcient in terms of maintaining health. The only way to obtain food outside of the oﬃcial channels was to travel to the countryside and bargain directly with farmers, who often kept back part of their harvest to sell at inﬂated prices in this way. The Occupation authorities had only mixed success at cracking down on the farmers who were not delivering their quota to the food distribution system. The situation became so critical that in 1946 the emperor made a special appeal to farmers to comply with the distribution programs.25 Urban dwellers were forced to trade any belongings that had survived the air raids for food: their furniture
 
 22 Johnston, Japanese Food Management, 216. In 1946 SCAP raised the daily calorie ration to 1,246 (compared with a 1,550 ration in Germany; ibid., 221). In 1948–1949 this was raised again to 1,440 (ibid., 229). 23 Johnston, Japanese Food Management, 225. 24 Johnston, Japanese Food Management, 227. 25 Johnston, Japanese Food Management, 215–216, 218.
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 piece by piece, their clothing layer by layer. This was the takenoko seikatsu, the “bamboo-shoot lifestyle.” Because bamboo shoots grow in concentric layers, they oﬀered an appropriate image for this practice of peeling oﬀ one layer after another in order to eat. Photographs of the time show trains packed with people desperate to get food, and with black marketeers smuggling food into the cities to sell. Passengers hang oﬀ the steps between the cars, jut out the windows, and even perch on the roofs in these frantic times (see Plate 12). And since these transactions were illegal under the strict rationing system, “contraband inspectors” could conﬁscate the foodstuﬀs for which the starving urbanites had traveled so far and paid so much.26 The account of Sano’s journey, then, exaggerated as it seems, is in fact quite realistic. At the same time, it functions as an allegory for many of the larger epistemic traumas of the period. The most immediately noticeable of these is the absolute disarticulation of the human body. From the ﬁrst scene on the train platform between the cars—where a person’s “worth” is reduced to one leg, and where unidentiﬁed, disconnected body parts are ﬂung about until they ﬁnd a hollow in which to bury themselves—this story is ﬁlled with images of unattached, free-ﬂoating body parts. “Faces” rather than people speak, “feet” and “pairs of buttocks” are described as invading spaces with no hint that they are attached to human bodies, “smiles” hover near the train ceiling, “voices” issue from luggage, “legs/feet” hang in midair, “mouths” suck in food like openings in machines, and so on. If the human experience of identity (the ego, or moi ) is conceptualized partly in terms of our mirror-stage (mis)recognition of the body as a stable, coherent entity, then the disorganization of bodies, the breakdown of bodies into their component but unrelated parts, is a powerful metaphor for the breakdown of a coherent identity. For Lacan, the loss of the imagined wholeness of the mirror stage is equivalent to the loss of the entire Symbolic structure (see discussion in Chapter 3). The fact that Sano’s fellow passengers are ﬁgured as radically disarticulated suggests that the concept of an
 
 26 Dower tells of a judge, Yamaguchi Yoshitada, who presided over mostly blackmarket crimes and who decided, as of sometime in 1946, to eat nothing beyond his allotted food ration. Yamaguchi felt that if his job forced him to punish people who committed crimes out of desperation and hunger, his only ethical choice was to follow the strict letter of the law himself. He died of malnutrition on October 11, 1947. See Dower, Embracing Defeat, 99–101.
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 Plate 12. Snapshots of crowded trains, taken by an Occupation soldier. (Used with permission from Stefania Burk.)
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 integrated, articulated individual human Japanese body (recall that they are also ﬁgured as pigs) is no longer the norm in this context. Rather, the coherent identity of the generalized Japanese individual, the imagined social body, is called into question. The depiction of the body disarticulated to this radical degree is not as common in Occupation-period ﬁction as, for example, the depiction of a Japanese human as animal. But there are many examples of narratives that feature subtler and more realistic instances of the loss of body parts, such as the exploded bodies in Sakaguchi Ango’s “The Idiot” (see Chapter 10), the man with the missing ear in Hayashi Fumiko’s “River Fish” (Chapter 8), the returned soldier missing his lips and nose in Nakano Shigeharu’s “Five Cups of Sake” (Chapter 10), and the prostitute missing an ear in Umezaki Haruo’s 1946 “Sakurajima” (see the epigraph that opens this chapter). These latter cases seem to be signs that by the end of the war there is virtually no one who has remained “whole” in body and mind—everyone is fractured or wounded. There are also many stories that focus on a traumatic split between mind and body induced by the circumstances of occupation, including Ishikawa Jun’s “Golden Legend” (Chapter 10); Yasuoka Shôtarô’s “Ga” (The moth, 1953), in which the narrator gets a moth stuck inside his inner ear, causing tremendous mental and physical discomfort (loss of balance); and Shimao Toshio’s “The Skyscraper,” in which the narrator enters a tower that represents his own mind and ﬂies around inside it. In many of these narratives, the disarticulation of the body— whether realistic or surrealistic—reﬂects Lacan’s notion of the corps morcelé, that is, the (psychic) body in pieces. Images such as these underscore the shock of realizing the potential divisibility of that which should be whole. In “On the Train” we ﬁnd that the self-disciplined, perfectly integrated ﬁghting machine comprised of the ichioku (hundred million) Japanese (which is how Japan was depicted in wartime rhetoric) has now broken apart, both physically and socially. Instead of self-discipline, cooperation, and mutual aid, the individuals who used to make up the single imagined body of the imperial subject are now split into mutually mistrustful, contentious, and competitive body parts. This is reminiscent of the idea of Japan as a gyokusai (“shattered crystal,” mentioned in Chapter 5)—the beautiful metaphor used to aestheticize mass suicide during the war—except that there is nothing beautiful about the postwar shattering of what once was whole. These parts no longer constitute a meaningful entity;
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 even when gathered together, they become no better than a “disorderly rabble” (which is how the enemy was depicted in wartime songs). For the protagonist of the story, Sano, the ﬁguration of the body is rather diﬀerent. Because the story is focalized through him, the reader experiences Sano’s body as Sano himself does: Sano is occasionally surprised to discover that his leg, for example, suddenly will not function properly yet is still “his leg.” In contrast with the freeﬂoating but still functioning body parts of the other passengers, Sano experiences his body as a whole as an unbearable and largely nonfunctional encumbrance. In the text he is described repeatedly as “shrinking his body” or “lifting his body”: it has become something separate from himself that must be actively maneuvered under adverse conditions. It is increasingly painful to him that, while he lives, he must carry this body around with him. Particularly now, when his claimed identity as a “sensei”—which formerly would have guaranteed him a clear role and at least a measure of respect in society— no longer has any meaning, his body has become the only means of experiencing/constituting his identity. Unfortunately, circumstances are not conducive to that body’s comfort. As Scarry pointed out in the passage cited earlier in this chapter, “It is only when the body is comfortable, when it has ceased to be an obsessive object of perception and concern, that consciousness develops other objects, that for any individual the external world . . . comes into being and begins to grow.”27 Scarry is describing the process of the development of “civilization”— moving from a state of obsession with the body’s needs to a state where consciousness is freed to explore other objects. Sano’s circumstances are moving in the opposite direction. As he experiences his body as more and more of an encumbrance, as he is forced to spend more and more time and eﬀort just keeping it minimally fed (and is no longer able to imagine keeping it comfortable), as even conventional bodily modesty becomes impossible, “civilization” becomes less and less of a possibility for him. Sano is less and less able to be conscious of any other concerns, until ﬁnally he is not conscious of anything at all.
 
 27
 
 Scarry, The Body in Pain, 39.
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 chapter seven Ishikawa Jun: Loss of Standing
 
 It is impossible to miss the repeated focus on feet, one’s “footing,” and shoes in Kojima’s “On the Train.” As we have seen, a preoccupation with feet and shoes is also common to many other stories of the period. In Yasuoka’s “Dark Pleasure” the narrator is unable to control his legs as they walk right past the restaurants he wants to enter. Although he derives a dark pleasure from purposely positioning himself behind American soldiers so that they will knock him down when bending over to take pictures, he is not at all pleased when his one actual attempt to use money for his own pleasure at the shoeshine stand is threatened by the fact that he can keep neither his seat nor his footing: the obaasan (old lady) has to hold him steady just so that he can get his worn-out shoes shined. In the discussion of the disarticulated body above, I noted the epistemic shock of recognizing the hitherto unimagined divisibility of what has been believed to be a coherent whole. But to focus on disarticulation alone is not suﬃcient. When it comes to the Occupation narratives that focus on particular body parts that have become detached or that no longer function, it is also imperative to consider which body parts those are. As David Hillman and Carla Mazzio point out, “Because corporeal parts have individuated functions, locations, and diﬀerentiated relations to the body as a whole, they can become concentrated sites where meaning is invested and often apparently stabilized”—or destabilized, I might add, during time of epistemic rupture.28 What, then, is the signiﬁcance of the fact that feet and legs are prominent in so many Occupation-period narratives? Of what sorts of meanings are they the “concentrated sites”?29 As discussed in Chapter 5, the type of body that humans have (with bipedal upright posture) in the physical environment we inhabit
 
 28 David Hillman and Carla Mazzio, “Introduction,” in Hillman and Mazzio, eds., The Body in Parts, xii. 29 In “On the Train,” images of “buttocks” are nearly as frequent and conspicious as those of feet. Jeﬀrey Masten argues that in early modern European conceptualizations of the relationship between body and selfhood, the buttocks had a fundament-al role, representing foundation, establishment, stability. It seems likely that a similar argument about the buttocks could be made for Japanese linguistic and cognitive structures, though I do not pursue it here. Masten, “Is the Fundament a Grave?” especially 132–138.
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 (the earth with its gravity) leads to a tendency to organize our conceptualizations of certain abstractions, such as psychic stability, through our experience with these bodies. Our use of language, including the mode of language called literature, is determined by these fundamental conceptualizations. As cognitive linguist Mark Turner remarks, “We use these concepts without noticing them. If we did notice them, we would probably believe them to be so natural and objective as to be plainly above suspicion. We would be wrong about that.”30 Peter Stallybrass would no doubt agree. In his essay “Footnotes,” he traces the concept of “feet” in the context of early modern notions of selfhood in England. As he notes: “The whole body rests upon the feet. They are the body’s essential support, emblems of ﬁrmitas and soliditas.”31 In the Japanese language, too, the ideas of stability, realism, rationality, and security are expressed through, and understood through, idioms involving feet or legs (ashi ). We have seen the power of synecdochic condensations of meaning in military propaganda (e.g., chishio, “blood tide,” or sekishin, “red heart/spirit”); here I brieﬂy explore some of the underlying meanings of legs and feet as synecdochic expressions of occupation. Ashi ga chi ni tsuite iru (to have one’s feet on the ground) means in Japanese, as it does in English and French, to be stable, rational, and practical. When one’s feet are both ﬂat on the ground, the body is in its most stable upright posture. To be supine would be more physically stable, but that posture implies inertia, rest. Standing with both feet on the ground is to be both balanced and ready for action. Ashi ga chi ni tsuite inai (not to have one’s feet on the ground) is to be rationally unstable, unrealistic. Ashi o hipparu (to pull someone’s leg[s]) means in Japanese to cause a person trouble, to thwart someone’s rational plan. Ashi ga agaru (one’s legs/feet rise) means to lose one’s security—to lose one’s job, for example. There is nothing surprising, therefore, in the fact that writers should use the loss of footing to represent the loss of stability, the feeling of having lost the security of being in touch with “reality.” (The epistemic changes that conﬁgured Occupation discourse in this sense are represented as being as invisible and as pervasive as gravity.) What is worth remarking, however, is the extraordinary frequency
 
 30 31
 
 Turner, Reading Minds, 25. Stallybrass, “Footnotes,” 315.
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 of this kind of scene and its connection with questions of centrality and subjectivity in the Occupation period. Ishikawa Jun’s story “Jesus of the Burnt-out Ruins” opens with nearly ten pages of swirling, kaleidoscopic, densely sensual description of the black market near Ueno station in Tokyo, on the day before it is shut down by order of GHQ. The reader is unable to locate the speaker of the text until a ﬁrst-person narrator suddenly appears at the very moment that he is knocked oﬀ his feet by a homeless boy. Up until that moment we have seen various views of the black market in August under a blazing sky, focusing ﬁnally on a stall selling sardines grilled in the open air on a sheet of galvanized iron, and next to it a stall run by a quiet woman selling onigiri (rice balls). A young waif bursts out of the crowd surrounding the sardine stand, scoops up one of the ﬂy-covered rice balls, and crams it into his mouth. This adolescent boy is one of the approximately 123,000 children left homeless after the war (see Plate 13); he is covered in rags and ﬁlth and has suppurating sores all over his head. After bolting the rice ball, the boy grabs the meaty, succulent calves of the woman at the stand and hangs on for dear life. The woman screams and a crowd collects to drive him oﬀ: The woman leapt up with a screech: “What the hell are you doing, damn it, you stupid kid!” With all her strength she tried to shake him oﬀ, but the young man didn’t let go. At that point the man in the army boots came running back up waving a thin bamboo stick, but perhaps because he was afraid of the boy’s dirt and sores he just yelled, “You bastard, you bastard,” and went no further than running around the two entwined bodies, slashing the bamboo stick through the air but stopping short of putting out a hand to pull the two apart. The woman and the boy were one body, and as they came out from behind the stand, still tangled together, they stumbled straight in this direction and ran right into me as I stood there. At that moment I was standing in front of the candy stall next to the rice-ball stand, where I had bought some of the tobacco the candy-seller kept hidden in a gasoline can, and had just struck a ﬂame to light my cigarette.32
 
 The boldface “me” in the quoted passage is the ﬁrst time the ﬁrstperson narrator reveals his presence. Up to this moment—which
 
 32 Ishikawa, “Yakeato no iesu,” in Ishikawa Jun zenshû 2: 187. English translation available in Ishikawa, The Legend of Gold and Other Stories, trans. Tyler. The translations here, however, are mine.
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 occurs ten pages into a twenty-two-page story—there have been few if any linguistic clues to the fact that the kaleidoscopic view of the black market is actually focalized through the presumably unitary subjectivity, occupying a speciﬁc point in time and space, of a ﬁrstperson narrator. This Watashi turns out to be a throwback of sorts to an earlier, gentler day. He has only stopped in at the black market on his way to a temple graveyard where he plans to take a rubbing from the gravestone of the mid-Edo-period Confucian scholar Dazai Shundai. Watashi explicitly tells us that he does not like Confucianism and does not care for Shundai; it is the gravestone inscription by the Temmei-period (1781–1789) writer Hattori Nankaku that he covets. He has dressed well for this elegant errand and considers himself to be “slumming” in the black market. At ﬁrst glance Watashi ﬁts a pattern familiar from earlier ﬁrstperson narrators in Japanese ﬁction, whose subjectivities were represented through their elegant everyday lives and thoughts, and their literary wanderings: Nagai Kafû, who also enjoyed “slumming,” comes immediately to mind, for example.33 But this narrator is quite diﬀerent from those established prewar models. What should be the stable, centralized subjectivity in this story is buried in the swirling sensory overload of the aggressive weed-like description of the aggressive weed-like market, until that subjectivity is suddenly brought to our attention just as it is knocked oﬀ its feet by a hurtling lump of incoherent ﬂesh consisting of a ﬁlthy homeless boy and an attractive diﬃdent woman trying to scratch out a meager living. (See Plate 14 for a similar image.) This is a powerful evocation of the new postwar lack of control and lack of stability experienced by those who had exempliﬁed the Japanese modern subject: middle-class educated males. Sano in Kojima’s “On the Train” and the ﬁrst-person narrators of Yasuoka’s stories also ﬁt this proﬁle. As those who had the most to lose by an overturning of prewar systems of privilege and power, it is perhaps not surprising that middle-class male protagonists are used to represent the greatest loss of “standing” in Occupation-period stories. 33 The narrators of Nagai Kafû’s Amerika monogatari (American stories, 1908) and “Bokutô kidan” (A strange tale from east of the river, 1937), for example, ﬁt this proﬁle. Although Kawabata Yasunari does not come immediately to mind when we recall elegant ﬁrst-person narrators who enjoy slumming, the speaker of his Asakusa kurenaidan (The scarlet gang of Asakusa, 1929–1930) also qualiﬁes, among other numerous examples by prewar male authors.
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 Plate 14. Woman running a bar in a garbage dump. (Used with permission from Hayashi Yoshikatsu.)
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 Occasionally, however, a female character loses her balance, too. In Kojima’s “The American School,” the culmination of the story occurs when Michiko, the Japanese teacher of English who seems most comfortable speaking English and interacting with the Occupation soldiers, loses her footing while trying to borrow a pair of chopsticks from one of her colleagues. Through the combination of her embarrassment at requiring such a homely article and the high heels she has worn to impress the Americans, she slips and falls in the corridor of the school. The ensuing commotion angers the American head of the school, who summarily forbids any future teaching of English by Japanese nationals in his institution. In the economy of this story, too, Michiko’s slip reﬂects the instability of the foundations of autonomy and identity on the part of the Japanese teachers. It is not only in ﬁction that metaphors of “feet,” ﬁnding or losing one’s footing, “standing,” and standpoints were important in expressing the circumstances of the Occupation. In October 1945, just two months after the surrender, Miyamoto Yuriko published an essay entitled “Shin nihon bungaku no tansho” (The ﬁrst step toward a new Japanese literature) in the Mainichi shinbun. In December of that year, she published another essay on the same topic entitled “Utagoe yo, okore” (Singing voices, get angry!). In these essays she asserts the complete destruction of Japanese literature by the ﬁfteen years of war, a destruction greater than that suﬀered by any other wartime country, she believes. But this is not an entirely bad thing, since prewar literature had been anti-humanist and profoundly commercially oriented. The nascent possibilities of a more realistic, “democratic” literature—as represented most promisingly by the proletarian literature movement ( puroetaria bungaku undô ), she suggests—had been strangled by government strictures in the 1930s. Miyamoto calls on her fellow writers for an analysis ﬁrst of their own war complicity, and then of the cultural systems that had led to both a stultiﬁed literature and a wrongful war. It is only on a platform (ashiba) of such careful analysis that a new Japanese literature can be built, she argues.34 It was here that several issues implicated in a passionate postwar literary debate ﬁrst were aired: the relationship between war responsibility and literature; the nature of the Japanese “collective
 
 34 Miyamoto’s essays are excerpted and analyzed in Satô Shizuo, “Haisen chokugo no ronsô o megutte,” 11–16.
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 self ” versus an Anglo-European “individual self,” and the relationship between this diﬀerence and wartime complicity; the nature of “democracy” and “humanism”; the postwar evaluation of prewar acts of tenkô (political or ideological apostasy, mentioned in Chapter 5), and so on. Miyamoto’s two essays are full of idioms and metaphors involving “feet” and “footing”: ashi o ubawareru (to lose one’s footing; literally, “to have one’s footing stolen”), ashiba o teikyô suru (to oﬀer security; literally, “to oﬀer a place to stand”), sono doryoku o ashiba toshite zenshin shite iku (to move forward taking that eﬀort as our “platform”—literally, “the place for our feet”)—these are just a few examples on the subject. The essays also feature the related metaphors of “balance” (kinkô ) and “scales” (tenbin). Again I must emphasize that these are perfectly normal phrases and idioms; the signiﬁcant point is that in attempting to address these issues—of the past, responsibility, correct progress toward a diﬀerently oriented future, and so on—so much of the discourse is structured around the particular body experience of the upright posture of two feet planted ﬁrmly on the ground. In Shimao’s “Everyday Life in a Dream” we saw a further example of feet as an important site of narrative organization. When the father requires the mother to recant her loyalty to her Caucasian lover, they prepare to do this through a fumie ritual (literally, “stamping on the picture”). In the years of the Edo period when Christianity was outlawed (1628–1857), suspected believers were required while recanting to stamp upon a wooden, brass, or copper engraving of a cross or other Christian icon to prove their repudiation of the faith. To refuse to perform fumie, to maintain allegiance to one’s Christian faith, was to incur torture and death. (Note the similarities to tenkô.) Part of the force of this ritual came from the fact that in Japanese society the feet and shoes are considered particularly dirty; to touch someone with the foot is particularly rude and insulting.35 Thus to
 
 35 Cf. Ohnuki-Tierney’s explanation of the fact that the trade of tatami-maker was considered so “dirty” that it was relegated to burakumin, as were more obviously polluting trades such as butchery and leatherwork. As she explains, tatami are considered “dirty” only because they will eventually come into constant contact with feet. This degree of impurity—so bad that it aﬀects people who make mats that have not yet been touched by feet—is striking. Ohnuki-Tierney, Monkey as Mirror, 90–91.
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 touch the image of Christ with the foot was to repudiate all respect for that image. It is unclear what picture is painted on the tray that the narrator’s father and mother habitually use for this ritual in Shimao’s story. In any case, the mother here, far from losing her footing or acquiescing to the authority of the Japanese father, actually uses her legs and feet to assert allegiance to a new paradigm. Because this is occurring in “Nagasaki,” the presence of a European “other” is hardly a new phenomenon. And the origins of the fumie ritual are tied directly to the issue of allegiance to a foreign “other”: the Christian god. The form of this ritual is therefore old, but the Japanese female’s sexualized allegiance to a foreign male is new here. And although through this ritual the Japanese wife/mother risks the husband/father’s revenge, in fact she emerges unscathed. This is a feature common to many stories by male Japanese authors of the period, in which Japanese women seem able to achieve an entente with the new system of power, an entente that is not available to men. For example, in Kojima’s “The American School,” even though Michiko eventually loses her footing in the American school (when she tries to combine her “Western” high heels with her need for “Japanese” chopsticks), up to that point she has been ﬁgured by the narrator and viewed by all her male colleagues as having an especially easy relationship with the Occupation soldiers because of her gender. In the same author’s “On the Train,” Sano’s wife, though dissatisﬁed with every element of her situation (“Disgusting!”), nonetheless maneuvers more successfully and comfortably in the chaotic, amoral world of the train than Sano does. The ﬁnal repeated element in these stories that requires comment here is the use of shoes as an important site of metonymic displacement for the representation of identity. Western shoes, as opposed to straw or wooden sandals of various types, were introduced in Japan in the 1870s as part of the modern uniforms necessary for a modern military. As late as the 1920s many Japanese men had their ﬁrst experience of wearing Western-style shoes and boots after their induction.36 Civilians employed in heavy labor often acquired these 36 Yoshida Yutaka (Nihon no guntai, 32–33) discusses the eﬀects of the militarization of Japan on the clothing that people—both military and civilians—wore. Yoshida explains that whereas Edo-period clothing (and hairstyles) carefully diﬀerentiated among the various classes in society, Western clothing was seen as being the same
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 shoes secondhand after demobilized or discharged soldiers had pawned or sold them. As Yoshida Yutaka explains, the great popularization of Western-style shoes for both men and women came after the Great Kantô Earthquake of 1923, when large numbers of civilians had diﬃculty escaping the ruined landscape in ﬂimsy footwear.37 By the late 1920s, Western footwear had become the norm for city dwellers except when they were wearing formal Japanese clothing. Photographs from wartime show many schoolchildren barefoot. Because leather was needed for the war eﬀort, magazines advertised shoes and boots made of various “leather substitutes,” mostly marine products: salmon skin or porpoise leather, with whale leather soles. As we saw in the summaries of the stories of the atomic aftermath by Ôta Yôko and Hara Tamiki (Chapter 5), what a person had on his or her feet was important, and was the subject of repeated observation and remark. In the photographs from the period immediately following the surrender, most people wear sandals—zôri or geta. But in these literary narratives sandals are rarely explicitly mentioned: they are presumably the (invisible) norm against which the genuine leather shoe becomes the conspicuous sign. (See Plate 15 for examples of typical Occupation-period footwear.) In detective ﬁction—one of those hallmarks of Anglo-European modernist epistemology—footprints are a recurring topos. They mark the trace of the absent suspect, the one who did the deed. (Cigar ash, broken twigs, etc., also serve this function, but the footprint is somehow paradigmatic.) Something of that desperately searched-for missing person is still there in the footprint; it is metonymic, though not an actual piece of her or his body, just the trace of earlier presence in a speciﬁc location. Van Gogh’s famous paintings of worn-out leather shoes turn that topos around. There are ﬁve of these paintings, done in Paris in 1886–1887. They are usually interpreted as a reﬂection on Van Gogh’s own life: a self-portrait through the medium of shoes. The shoes that once left the footprints are now themselves functioning as trace. But this trace functions in two directions. The unique footprints
 
 for everyone, regardless of status. The introduction of the Western-style military uniform and of the short military haircut were meant to help democratize the soldiery. 37 Yoshida, Nihon no guntai, 37.
 
 Plate 15. Mainichi shinbun newspaper photo montage of footwear from the immediate postwar period. (Used with permission from the Mainichi shinbun newspaper.)
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 they once left can be inferred from the soles—as individually worn and marked as any face. (Of the ﬁve paintings, four include at least one shoe turned so that the sole is visible, and each of these soles is heavily marked—with nails, scrapes, worn heels, etc.) But they also bear the traces of the feet that inhabited them, the shapes deforming the leather from the inside, pushing out in speciﬁc patterns of pressure with each step. The miles those feet have walked (leaving footprints at every step) are visible in the shoes. The trace is not just of an earlier speciﬁc instant’s presence, but of years of habitation. A house might give a similar sense of subjective intimacy, but its walls would be stubbornly resistant to the outward push that we see in the shoes. As the person who wore the shoes walked or stood, he or she left a mark on the world through these shoes; at the same time, she or he marked these shoes. And the world, too, marked the shoes, wearing down the soles, scuﬃng the leather. As a tangible sign of the interaction between subject, world, and time, shoes may thus be paradigmatic. On a more prosaic level, shoes protect the feet—those feet so important to balance and activity, as we have seen. Like the walls of the house in Scarry’s formulation (quoted earlier in this chapter), shoes allow the body to maintain a level of comfort and security from injury that enables attention to things other than the body. They mark the development of civilization. The stereotypical ﬁgure of the “hillbilly”—a person identiﬁed in U.S. culture as lacking civilization—is most often depicted in popular media as habitually barefoot. In Sakaguchi Ango’s “The Idiot,” it is shocking to see women running outside with bare feet; this is taken as a sign of dementia. This is echoed in Niwa Fumio’s indication of Ume’s senility through her tendency to go outside barefoot in “The Hateful Age.” (Both stories are discussed in Chapter 10.) Edo-period burakumin were in many places not permitted to wear shoes, although one of their most important crafts was the making and repairing of sandals and shoes for others. This prohibition was meant to signify their supposed ontological inferiority, which made it inappropriate for them to wear this sign of civilization. Their feet were to remain exposed to the dirt of the world.38 Similarly, when Henry IV, emperor of the Holy Roman
 
 38
 
 See Price, “A History of the Outcaste,” 11.
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 Empire, stood barefoot before the Pope in the snow at Canossa, it was a conspicuous act of vassalage.39 Shoes and feet frequently appear in their function as fetish objects in psychoanalytic analysis, as well as in literature and art. Anyone familiar with Tanizaki Jun’ichirô’s ﬁction, for example, is aware of his intense interest in foot fetishism. It might even be conjectured that the Japanese connection between feet and irremediable “impurity” exists because of the fetishistic association, through the process of psychic displacement, between feet and genitalia. It may be, therefore, that shoes function in some Occupation-period narratives as a psychic “stand-in” for (absent) male genitalia. More common than this, however, is a prosaic association between shoes (or their absence) and the class aﬃliation of the person wearing (or lacking) them. They may, in this sense, represent a Lacanian sort of phallic authority, but not the fetishized site of sexual desire of the Freudian fetish narrative. In this period of radical reorganization of previous hierarchical structures, shoes become a paradigmatic metonymic/synecdochic fetish object expressing class identity. Ishikawa Jun’s 1946 story “Meigetsushu” (Moon gems; English translation 1985) is set in the last months of the war, between January 1 and mid-March 1945. The ﬁrst-person narrator is a middle-aged male writer who can ﬁnd no place for himself in the war eﬀort that consumes everyone around him. He opens the story with comic verse (kyôka) composed in the style of the Temmei period. But he cannot maintain this elegant pastime for long. As he remarks later, “In a moment like this, who has time for comic verse?”40 The narrator locates the source of social disequilibrium in two things: his lack of boots, and his inability to ride a bicycle. A few months before the story begins, he had gone to apply for a job in a corporation in an attempt to involve himself in “the essential business of the day,” as
 
 39 See Stallybrass, “Footnotes,” for numerous other examples of barefootedness representing vassalage or abjection in English history and literature. 40 Ishikawa, “Moon Gems,” trans. Tyler, in Gessel and Matsumoto, eds., The Shôwa Anthology 1: 51; subsequent page numbers are cited in the text. In Japanese, see “Meigetsushu,” Ishikawa Jun zenshû (Tokyo: Chikuma shobô, 1961), 2: 29–52. These are not the only stories by Ishikawa that feature shoes and feet as important narrative elements. In 1941, for example, Ishikawa published “Chô Hakutan,” a story about a Chinese mythical ﬁgure in which the narrator at one point details the problems following the theft of his only pair of shoes. For more on this story, and Ishikawa in general, see Tyler, “The Agitated Spirit,” as well Tyler, “On ‘Moon Gems.’ ”
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 his friends put it. When he walked into the room to be interviewed, he was overwhelmed by the man inside: It would be more correct to say that what I met was not the man but his boots. As he lounged in his chair with one leg extended casually over the other, the room was so overwhelmed by his pair of spitpolished, oxblood red leather boots—so tight-ﬁtting as not to show a single crease, so spanking new as to still reek of a live steer—that the man’s face, poor fellow, seemed disproportionally small and insigniﬁcant, as though it had been relegated to the back of the room. Admittedly, there was good cause for my being impressed by a pair of boots. Need I recite the litany of their praises? When the air raid siren goes oﬀ in the night, how much simpler it would to [sic] ease one’s feet into a pair of boots rather than fumbling in the dark with puttees and getting them on inside out. Or, rather than cringing in the shadows and tiptoeing along a thief-infested street in an ordinary pair of shoes, imagine how boldly one could strut about in boots! Besides, boots are essential footgear for bicycles. They look stylish, and one pedals better. There need be no fear of brushing against objects along the way and scraping an ankle. It may sound extravagant of me to speak of boots, however, when I have yet to attempt the bicycle. I shall content myself with a pair of plain, even slightly faded, black leather boots . . . although that too is a dream I only halfheartedly believe will materialize. But now that the man’s boots appeared on the scene to make sport of the unprepossessing pair that I had only dreamed of owning, I ceased to recall what errand had brought me to his oﬃce in the ﬁrst place. There was nothing for it but to submit to the beautiful shine of his boots, however intimidating that might be. (“Moon Gems,” 49)
 
 The interviewer asks the narrator if he can ride a bicycle, and he must answer no, embarrassed. No job is found for the narrator in this company.41 He does, however, soon acquire a dilapidated secondhand bicycle, and begins taking lessons from a neighborhood girl in how to ride it. He imagines himself gliding freely all over town, thus achieving involvement in the important matters of the day. 41 One of the famous bidan from 1938 concerns a woman left to fend for herself after her husband and three brothers are all drafted. She refuses to repine and teaches herself to ride a bicycle—nearly unheard of for a woman at the time—in order to increase her independence and job prospects. She is praised for being so enterprising (Shina jihen: bidan buyûdan, 372–374). This and other examples suggest that during the war the bicycle stood for self-reliance—the ability to ﬁnd a way to survive in hard times. In Ishikawa’s story we see this image tweaked for the Occupation context: while still connoting self-reliance, the ability to ride a bicycle is featured here as a symbol of recovery.
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 Although the young woman (slightly handicapped by having one leg shorter than the other) is graceful and skillful on the bicycle herself, and tries patiently to teach him, the narrator falls repeatedly. Embarrassed by the children who gather from all directions to laugh at his clumsiness, he takes to practicing his riding late at night, especially on nights of bright moonlight (hence the title). After months of surreptitious practice, he manages to gain some facility on the bicycle. Just at this time, the March 9 air raid occurs. Although the narrator’s neighborhood emerges intact, he is anxious to check the state of other parts of town. This is the perfect opportunity to make use of his new skill: This was my ﬁrst excursion. Never would I have believed it would occur on a day like this and, lost in thought, I sped along untroubled by the mechanics of the bike’s operation, pedaling madly in my old tennis shoes. I had yet to obtain a pair of boots. Perhaps it was for the best. All my dreams would have been fulﬁlled, and I would no longer have known what to do with myself. (“Moon Gems,” 59)
 
 The story ends that evening, after his return from the excursion. He has visited the house of a famous prewar writer whom he calls Gûka (“The Lotus”; this refers to Nagai Kafû), only to ﬁnd it destroyed in the ﬁres. According to the neighbors, Mr. Gûka had taken his current manuscript from the burning house, and then had watched quietly as all his possessions had disappeared in the ﬂames. This has a profound eﬀect on the narrator’s feelings as he imagines the scene. Back in his own neighborhood that evening, he rides the bicycle in circles with ease. It no longer seems so important to him. As Mark Turner points out, it is not really possible to “teach” someone to ride a bicycle: What does it consist of ? It consists of holding the seat. You hold the seat, and ultimately your pupil can ride, and this counts as teaching someone to ride a bicycle. What have you taught your pupil? Could you write it down? Now suppose you are the person learning to ride the bicycle. Certainly it seems to take conscious attention. You are certainly aware that you are trying to learn to ride a bicycle. But when you have learned it, what have you learned? Could you write it down? Could you learn it from a book? Could you read a book about riding a bicycle, and then get on the bicycle for the ﬁrst time, and ride it?42 42
 
 Turner, Reading Minds, 38.
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 Turner’s point in posing these questions is to indicate that the body (together with the unconscious mind) “learns” things to which the conscious mind has no access. In Ishikawa’s “Moon Gems” the narrator has no place in the current streams of society: he has no “standing.” Learning to ride a bicycle, besides conferring the obvious advantages of increased mobility and possibly increased access to employment, will give the narrator the “balance” that he lacks. He comments repeatedly about the fact that even children of ten have this skill that he does not possess, and even the neighborhood girl— who has been released from labor conscription, and may have diﬃculty marrying, because of her slight handicap—has the balance and poise to ride a bicycle. Somehow they ﬁt into the current society better than he does, and it is something their bodies “know” that makes the diﬀerence. Unlike Sano on his train, who seems to have suddenly and catastrophically lost the unconscious “body” knowledge that allowed him to keep his footing (and his “standing”) in the gravitational ﬁeld of prewar society, this narrator gradually and deliberately acquires that knowledge; he analyses his deﬁciency and rectiﬁes it. As a metaphoric instance of physical balance standing in for social coherence and activity, the use of the bicycle here is remarkable. In this story, boots, too, are used in a striking way; they are signiﬁcant for connoting power and authority. The narrator has neither, but knows enough to be immediately impressed, even intimidated, at the sight of the interviewer’s fabulous boots. In Ishikawa’s “Jesus of the Burnt-out Ruins” one of the most conspicuous ﬁgures in the black market is a man identiﬁed only as heitaigutsu no otoko, “the man in the army boots.” He, too, seems to have great authority, conﬁrmed by those boots, until the homeless boy grabs the legs of the woman at the rice-ball stand. Then he merely circles the struggling pair, ineﬀectually shouting and waving his phallic stick. As we have seen in the discussion of Kojima’s “On the Train,” Sano only manages to evade what would be a damning inspection by the contraband police because the inspector’s new leather shoes are so much more impressive than Sano’s old patched lumpy ones, thus conﬁrming that Sano is not a major player in the power economies of postwar. The young returned soldier-black marketeer, who has sturdy army boots, is harassed by both the inspector and the ticket collector because they recognize that he wields power outside the law that they represent. They are unable to enforce any of their commands toward him.
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 Isa, the ineﬀectual male protagonist of Kojima’s “The American School,” has made the eﬀort of borrowing leather shoes from a friend for his important visit to the school. But the shoes do not ﬁt him (in more ways than one), and his resulting lameness leads to the humiliating encounter with the black soldier who gives him a ride, and then to the even more humiliating encounter with the female American teacher who catches him sneaking barefoot out the window rather than submit to having his feet bandaged by her. Michiko’s high heels, mentioned several times already, are also worn as a sign of her respectable “standing” in a postwar society conﬁgured by American values; and, of course, they also fail. In all these stories, shoes are taken as markers of one’s standing in the world. In immediate, practical terms this makes sense, since sturdy shoes were very hard to come by and yet very necessary in the early years of the Occupation; only those who were fortunately placed in the postwar economies of power had access to good shoes. In this sense they functioned like food or other prerogatives of “normal” (middle-class) civilization that had been taken for granted but that were now “luxuries.” Yet it is signiﬁcant that in these stories the one-to-one equivalence between the wearing of “nice” or “clean” or “new” or “strong” shoes and the status of the person—an equivalence that ought to be stable if their function is only on this practical level—is frequently repudiated: the wearers of the strong shoes may have no right to the social standing those shoes imply. New shoes, such as those worn by the contraband inspector in “On the Train” and by the interviewer in “Moon Gems,” generally do signal the wearer’s genuine access to the new platforms of power. (This is why the narrator in “Moon Gems” covets a pair of new boots.) Army boots, however, usually signal a clinging to a former powerful identity, now evacuated of strength. The heitaigutsu no otoko (man in the army boots) in “Jesus of the Burnt-out Ruins” is shown to be impotent in the wild new world of the black market, uselessly waving his stick. The young black marketeer in “On the Train,” however, has ironized his relationship to the military and the nation, trading in the black market “for the good of the country” while wearing the same boots which that country forced upon him when he was a solder. Old shoes, like Sano’s, show all too clearly the wearer’s years of existence under a diﬀerent system of power, and his or her continued reliance on the standing that those shoes formerly represented. (This is an imagistic echo of Sano’s attempt to rely on the title “Sensei,” which in the previous system would have
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 evoked respect.) Borrowed shoes, or shoes worn simply to impress others, are in some ways the worst, punishing the wearer for attempting to inhabit an identity to which she or he is not entitled—the fate of Michiko and Isa in “The American School.” The narrator of “Dark Pleasure,” too, becomes depressed at his own attempts to make his worn-out shoes reﬂect something of the glitter to which he has discovered he has no right. Conclusion All the stories discussed in this chapter are centrally concerned with the body (and its metonymic extensions or synecdochic condensations) as it exists in relation to larger and constantly changing social constructions of power and identity. One of the conspicuous elements of these stories is the radical “split” between the experiencing/transforming body and the “I” necessary to speak or narrativize that experience/transformation. (This is the split that leads to the unlocalized internal whispers accusing the narrator of being “fake” or “phony” in the stories by Yasuoka and Shimao.) “To speak” requires that one is operating in the realm of the “I”—the realm that is constituted partly through the idealized coherent image of the body, and thus of the “self,” that we form during the mirror phase of identity-construction. Considering that the very constitution of the “I” is predicated on “the coherent body,” how can the “I” of language be expected to speak the body/self in its experience of traumatic loss of coherence? In fact, as many critics have argued, the “I” that is constituted in this way is a normatively deﬁned “male” subject. The “female” body with its multiple permeabilities cannot constitute this stable, enclosed, perfect image. Neither can the “excluded” body do so, such as that of the burakumin descendent in Japan, or the racially marked body in various cultures.43 The secure, unchanging, “transparent” relationship between body and self that is posited in this formulation is only
 
 43 In fact, what we are talking about here is a retrospective understanding at a later age of the consequences of that infantile idealization. It occurs in the same way for all infants, one would assume, but then the relationship between that image and the body lived becomes clear later on, and it is that relationship that diﬀers between the normative male body and the “other” kinds of bodies: female, “superhuman,” “subhuman,” racially marked, etc.
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 accessible in an ongoing way for those who possess the socially normative body. That includes all the protagonists discussed in this chapter, who are middle-class Japanese males. (I discuss the representation of the female body by women writers in Occupation literature in Chapter 8. That is followed by a discussion of the “visible body,” those bodies that fall outside the normative category in some “visible” way—female again, Chinese or Korean, POWs, mixed-race children, American soldiers, the Imperial body—in Chapters 9 and 10.) In the remainder of this chapter I concentrate on the experience of middle-class Japanese men in this period. In the safe realm of the “name of the father,” the realm of the symbolic, the relationship between the (male) body and the (male) I/ego/moi is taken as transparent and stable. What happens, then, when some aspect of this core relationship undergoes a forced and radical change? For example, when the law of the father is seen to have broken down, what happens to the relationship between the body and the “I”? One thing that might be expected is that the visually based assumption that the body is a coherent entity across time and space, and as such represents the nature of the “I,” could be called into question. Perhaps the body is not coherent; and in that case, perhaps the “I” is not coherent and monolithic, either. Or perhaps the logic moves in the opposite direction: the “I” seems suddenly, because of new epistemic pressures, to be fragmenting, disintegrating, losing its boundaries, so the body, despite its location in what should be a more stable realm ruled by the laws of physics, loses its conceptual stability as well. This new circumstance moves Japanese men to an experience of the body closer to that of “women” (or the “visible other”) than any they have known before. In Chapter 3 I cited the description by John Berger of a woman’s split visual experience of self: A woman must continually watch herself. She is almost continually accompanied by her own image of herself. Whilst she is walking across a room or whilst she is weeping at the death of her father, she can scarcely avoid envisaging herself walking and weeping. From earliest childhood she has been taught and persuaded to survey herself continually. And so she comes to consider the surveyor and the surveyed within her as the two constituent yet always distinct elements of her identity as a woman.44 44
 
 Berger, Ways of Seeing, 46.
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 This internalized “surveyor” in the scopic economy is analogous to the name of the father, the constituting role in the realm of the symbolic, which is also the realm of language, and thus of narrative. Just as the “eye” of vision/the father/the symbolic watches the self as it walks and weeps, so the “I” of language/subjectivity/the symbolic comes to “watch” the body as it experiences disruption, as it fragments, loses its footing, dissolves into nothingness. It would seem, therefore, that the radical disarticulation of the body ought to be accompanied by a dis-articulation of language, an inability to speak as subject. And yet, in the ﬁction discussed in this chapter, we ﬁnd these extreme bodily experiences narrated in an understandable, if sometimes surreal, fashion. Writers must perform an act of translation to turn the “language of the body” into the “I language” which is by deﬁnition non-body. It is clear that this trivializes and betrays the experience of the fragmenting body/self, but what is the alternative? In Chapter 1 I discussed the ways that the protagonist of Marguerite Duras’ Hiroshima, Mon Amour is caught between untenable choices: refusing to narrate her experience, which then leaves it to be subsumed under the master narrative of wartime complicity; or organizing it into narrative, which trivializes and betrays the experience and betrays her German lover. The “experience itself ” was best retained for her through madness, and through scraping her ﬁngers on the wall of the cellar to relive the pain and taste of blood that she had known at the moment of his death. But this is not sharable, and only exists outside of time and history. To continue to live in any meaningful sense of the word, she must rejoin social time, and this impels her to face an untenable set of choices. Writers living through the shocking epistemic reversals of wartime (particularly those with military experience) and then occupation in Japan faced a similar set of options. The “I” structures the world in terms of an idealized whole. Narrative further structures the world in line with idealized concepts of time and space, treating these concepts as coherent, comprehensible, unchanging systems that operate by the related laws of linear chronology and of cause and eﬀect, organized around a central subjectivity. When Shimao Toshio makes use of a surrealist style, he removes some of the constraints of narrative realism that might betray the experience of fragmentation. Other writers, writing in other styles, make use of techniques such as domain displacement, metaphor, or fetishistic metonymic or synecdochic description—of shoes, feet,
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 buttocks, among others—to try to translate the experience of the fragmentation of body/identity into the language of the “I.”45 In these stories of fragmentation, as in the stories by Yasuoka discussed in Chapter 4, there is a pronounced bifurcation in the experience of occupation between the protagonists and the other Japanese people they encounter. In Shimao’s “Everyday Life in a Dream,” Watashi is losing his boundaries and becoming a squid, but the juvenile delinquents in the story are not doing so, nor are the schoolchildren who laugh at him or the various women he encounters. The members of the family in Yasuoka’s “Prized Possessions” are losing hold of their deﬁnition as human, but the butcher is still perfectly sound (and perfectly prepared to take advantage of those who are no longer so). In Kojima’s “On the Train,” although many people are suﬀering, Sano seem to be the only one who has no ability whatsoever to survive the chaos of occupation: the “clairvoyant man,” the spiritualist, the black marketeer, the contraband policeman, the ticket collector, and even Sano’s wife maneuver much more comfortably than he. The “sanest” of them all—the “provident” or “clairvoyant man”—does not scruple to take advantage of Sano’s helplessness. The ﬁrst-person narrators of Ishikawa’s stories, “Jesus of the Burntout Ruins” and “Moon Gems,” are in some ways above the turmoil and grit ﬁrst of the last days of the war and then of the postwar black market (as perhaps beﬁts the protagonists of an older, somewhat more established writer), yet neither of them has the “balance” and assurance of most of the people around him, including the young female cyclist in “Moon Gems” and the homeless boy in “Jesus of the Burnt-out Ruins.” Similarly, in Yasuoka’s “Dark Pleasure,” the workers at the prefectural oﬃce (particularly the scary young woman) and even the shoeshine lady all seem, in the view of the narrator, to have greater access to a “normal,” psychically comfortable position in the new epistemic and material reality than he himself does. This underscores the dissolution of the once-coherent (at least in
 
 45 This is no doubt related to a phenomenon noted by John Treat: in Hara Tamiki’s memoir of the atomic bombing of Hiroshima, he sometimes abruptly switches from prose narration to poetry, “to express more adequately what he had witnessed” (Treat, Writing Ground Zero, 167). The “inadequacy” of normal language and normal narrative structures to express such intensely physical and sensory experiences is a problem shared by many Occupation-period writers; ibid., 149–150, 160, 167.
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 rhetoric) ichioku (hundred million) Japanese, all working together cooperatively toward one sublime national goal. Other salient aspects of wartime body discourse are also shown to have disintegrated. In Shimao’s “Everyday Life in a Dream” and Yasuoka’s “Prized Possessions,” the family dwellings are now characterized as dirty and permeable. As metonymy for the body, these buildings’ lack of cleanliness shows the loss of normative human-ness on the part of the Japanese body. Shimao takes this further by implying that his protagonist may have been infected by leprosy or syphilis, another sign that previous standards of physical purity and wholeness have been violated. In Yasuoka’s story, the ascendency of animals over humans is highlighted. In prewar and wartime discourse in Japan, the continuity between animals and humans was stressed (as opposed to the typical rhetoric of complete ontological diﬀerence in Anglo-European discourse), though Japanese humans were most often depicted as human, or at least as equivalent to a powerful, intelligent animal (see the discussion of the Momotarô ﬁlm in Chapter 6). But in “Prized Possessions” the family members are completely overwhelmed by rabbits—their ontological status is no longer remotely human. Similarly, in Kojima’s “On the Train,” the protagonist ends up in a class of being that is far from the human, and even somewhat elite, status he formerly enjoyed. Moreover, the images of the story emphasize corporeal heaviness—the body as terrible burden— in direct contrast to all the wartime rhetoric about the body and one’s life being “light.” All these reversals are used to indicate that the deﬁnitions of normalcy that middle-class Japanese people, especially men, could once take for granted are now impossible to maintain, leaving the protagonists in ontological limbo. What are they now, and who is setting the standards? In Shimao’s “Everyday Life in a Dream,” the mother has achieved a postwar position that she relishes: she may have betrayed her husband and produced children with her foreign lover, but she is unrepentent and pays no price for this betrayal. Instead, her son takes a savage beating from his father. Similarly, the woman on the train in this story rejects the protagonist because, he imagines, she ﬁnds him insuﬃciently masculine. In other words, Shimao’s narrative suggests that Japanese women in the postwar are in a more powerful position than Japanese men, at least partly because of their diﬀerent relationship to the foreign occupiers. We have seen this suggestion in several stories by Yasuoka Shôtarô and Kojima Nobuo as well
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 (discussed in Chapter 4). Why are the young male writers of this period concerned to this degree with relative gender status? One answer is no doubt connected to the extreme emphasis on Japanese female chastity in wartime rhetoric. Showing the Japanese woman to be unchaste is another way of indicating the breakdown of all that used to conﬁgure the discursive universe as “normal.” In Shimao’s case, it is the mother who enacts the betrayal of triumphant promiscuity. Again, this may be related to the intense emphasis during wartime on the mother as the conceptual anchor of social responsibility. As we saw in Chapter 6, the importance of the role of mothers and the gooey sentimentalization and romanticization of that role were ubiquitous in the wartime media of mobilization. Mothers were to be selﬂess, hardworking, nurturing, and completely focused on their children’s needs, and were then expected to turn around and send their sons oﬀ to die, supporting their sons’ determination by ﬂatly refusing to accept them home again “except as bleached white bones,” as Mrs. Kaburagi told her son in a popular bidan (see Chapter 6). In contrast, fathers and fatherliness are nearly absent in wartime propaganda, except in the abstract personiﬁcation of the emperor as father of the nation and the empire. It is no surprise, therefore, that women/mothers come in for ambivalent treatment on the plot level of these Occupation-period narratives, while young male writers’ engagement with fathers and fatherliness tends to happen at the more abstract, narrational level. The protagonists of the stories discussed in this chapter are all male, middle-class, and educated; these are the people who should have been the heirs to power under the previous social, political and discursive systems. Even if, like Ishikawa’s narrators (who happen to share many of his own life circumstances), these men opposed the war and did what they could to deconstruct militarism (through writing, for example), they nevertheless represent the prototypical Japanese subject—the very subject who now had to come to clear terms with wartime responsibility.46 As the heirs to the metaphorical family headship that had so systematically conﬁgured prewar and wartime society, these men were bound to be judged, almost by deﬁnition, as having been complicit with the forces that had brought about the
 
 46
 
 See Chapter 10 for more on Ishikawa’s wartime resistance/complicity.
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 disastrous, destructive war. Yet in the new power conﬁgurations of foreign occupation, where could these men ﬁt in? To what or to whom should their loyalty now be pledged? Conversely, against what or whom should they now exert themselves to resist? The Communist Party? The new American-style democracy? A liberal internationalism? The emperor? The past? Their fathers? Themselves? They had lived through a dizzying cycle of 1920s leftist activism, a police state, torture and tenkô, a nationwide rhetoric centered on patriarchy and on emperor worship, censorship, an idealistic pan-Asian kinship rhetoric, the horriﬁc realities of battle in Asia, the destruction of the Japanese cities, unconditional surrender, the imposition of a new censorship, the heretofore unthinkable image “Mr. Hirohito,” war crimes trials, the release of leftist political prisoners, and ﬁnally the Occupation’s reverse course in which those leftists were purged and formerly purged nationalists put back in power. A clear-cut decision on where to stand henceforth cannot have been easy for the generation of Japanese men who had experienced all these changes from childhood on, and whose fathers and grandfathers were those most obviously responsible for the country’s disastrous and criminal militarist course. For those who had retained their leftist ideals and had spent the war in prison, and even for those who had been at the center of emperor worship and war crimes, the question of postwar identity/loyalty to an ideology may have remained fairly clear-cut. For writers like Yasuoka, Shimao, Kojima, and Umezaki, however—who had served in the military and thus been complicit with the nation’s crimes, yet who had been extremely ambivalent about their loyalty to the military during the war and who certainly had no nostalgia for it—the question of choosing a postwar position, an ideological identity, was far from straightforward. Who should be indicted as “the enemy,” and with whom should such postwar men identify? One critic who has studied the problem of the literary search to identify “the enemy” is Tania Modleski. In her study of women’s addiction to romance novels, Modleski has identiﬁed a cathartic strategy in the Gothic: Gothic novels narrativize the necessity of projecting an enemy in order to cope with a woman’s own aggressive feelings (engendered by the real strictures and dangers of a repressive system), and to reaﬃrm the security of the boundaries of the self. For the women protagonists in Gothics (and perhaps their readers), the primary issue is “the desperate need of the heroine to ﬁnd
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 out who her ‘enemy’ is and the equally imperative desire to discover that the enemy is not the father.”47 Later, Modleski expands the list of suspected “enemies,” saying that Gothics provide “a way for women to work through profound psychic conﬂicts, especially ambivalence toward the signiﬁcant people in their lives—mothers, fathers, lovers.”48 Although Miyamoto Yuriko was the ﬁrst to call (in her essays discussed above) for writers to analyze Japan’s recent past in order to build a new literature, she herself does not perform such analysis; her leftist, anti-war ideals had remained unshaken by the events of the previous ﬁfteen years, so perhaps for her that analysis was unnecessary. However, the agonized search in many of the stories examined here to discover “the enemy” seems a necessary ﬁrst step in the analysis of Japan’s prewar militarist trajectory. That “the enemy” in these stories so often turns out to be the father (sometimes conﬂated with the emperor) or the father-and-mother, yet most often turns out to be oneself is a sign that these writers were attempting painfully to come to terms with their own past. The narrators’ struggles with fathers or father-ﬁgures here seem to be desperate attempts to reestablish the law of the father, the oedipal/symbolic system, thus restoring some kind of meaning to their lives, even if this requires taking up a subordinate position toward the father. But, as we have seen most clearly in Shimao’s “Everyday Life in a Dream,” these attempts inevitably fail. Having located “the enemy,” these stories do not go on to suggest any sort of possible recovery, or even movement forward. The stories most often end with a masochistic claiming of an utterly disempowered ontological status on the part of the protagonist. This was the case with the protagonists of the Yasuoka stories discussed in Chapter 4 as well. The “site” of the middle-class Japanese male, formerly the locus of maximum societal status and power, has been entirely evacuated of such meaning; and there is no adequate alternative meaning that can be claimed for that space.
 
 47 48
 
 Modleski, Loving with a Vengeance, 74. Modleski, Loving with a Vengeance, 83.
 
 CHAPTER EIGHT
 
 PRODUCTION AND REPRODUCTION WOMEN WRITING WOMEN
 
 I had been mentally prepared for something impossible, but I was nonetheless quite startled. Outside, like an oil painting, a man with a mountainous mass of grass on his back walked in the blazing heat to deliver his quota.1 Ah, it’s ﬁnally over. It’s over. The war and all of it is over. It’s over. I felt like dancing and yelling something a hundred times with my face turned to the heavens. I wanted to feel that I’d been released, but maybe because the bonds had been too tight, a feeling of emancipation did not immediately arise. Hirabayashi Taiko Shûsen nikki (End of the war diary, 1946)
 
 In the modern history of Japan, the female body has been subjected to Foucaultian discipline that was as pervasive, in its own way, as the discipline imposed on the male soldiers described in Chapter 7. In particular, the roles of Japanese female bodies in the production of goods and reproduction of the populace were organized and fostered on a national level from the mid-Meiji period onward. During the years leading up to the war, the roles inculcated in women through oﬃcial and popular discourse were structured in near-perfect complementarity to the roles oﬀered to men. But during the war itself, and in the years following the surrender, the body experiences of men and women appear extremely diﬀerent, as least as represented in ﬁction. I begin with a discussion of the ways that government policies aﬀected women’s political activities, and how the resulting experiences shaped their view of the war. I then discuss examples of the narratives women produced during the Occupation and relate these to the diﬀering material circumstances, both before
 
 1 In the ﬁnal days of the war, when coal, gas, and even wood were impossible to come by, dried grass was used as fuel for cooking, heating, and even for cremations, as well as being used to stuﬀ futons and make tatami. Citizens were expected to deliver a quota of grass to the neighborhood authorities for distribution, just as they were required to deliver garden products and other resources.
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 and during the war, that may have fostered gender diﬀerences in the representation of the occupied body. Body Discourses for Women, 1868–1945 The early Meiji period saw the opening up of potential opportunities for women in several areas: the possibility of women’s suﬀrage was raised early on; ﬁve young women were sent by the government to the United States in 1871 for education (like the many young men sent concurrently and thereafter); and Fukuzawa Yukichi advocated the granting of certain civil rights to women.2 The works of inﬂuential British advocates of civil rights for women, such as John Stuart Mill and Mary Wollstonecraft, were translated into Japanese early in the Meiji period. But few of these promising signs developed into post-1890 expanded roles for women. Despite the liberating potential of early Meiji eﬀorts to reconceptualize the role of women for the new modern society, by the time of the promulgation of the new constitution in 1890, the inﬂuence of both Japanese neo-Confucianism and Anglo-European modernist misogyny had restricted the role of women to their place in the household and family. The Shûkai Oyobi Kessha Hô (Law on Associations and Meetings) of 1890 prohibited women from organizing or joining political groups, and even from being present at lectures on political topics.3 The Ministry of Education promoted the slogan ryôsai kenbo (good wife, wise mother) to highlight and elevate the importance of women’s role in the family structure that was now to provide the model for the nation-state as well. Women were thus ostensibly oﬀered an active and crucial role in the modernization of Japan, and some embraced it enthusiastically. That this was a statist policy was made evident by the government’s explicit rewarding of women who were selfsacriﬁcing for the good of the family, and explicit censorship and punishment of those advocating other possible roles for women.4 The female body was allotted two functions in the political/ conceptual economy of modernizing Japan: young and poor women Pharr, Political Women in Japan, 17. Pharr, Political Women in Japan, 18; also Nolte and Hastings, “The Meiji State’s Policy Toward Women,” 154–155. 4 Nolte and Hastings, “The Meiji State’s Policy Toward Women,” 152. 2 3
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 were used for production in light industry (especially textiles),5 and women of childbearing age were used for reproduction of the state’s most valuable resource—human beings, who were rendered particularly suitable for eﬃcient use through the carefully controlled family structure, the maintenance of which was a corollary duty of the childbearing woman. Early feminists found themselves divided in their responses to these functions. Between 1911 and 1916, the journal Seitô (Bluestocking) provided one major venue for feminist debates, which centered on chastity/prostitution, abortion and other forms of birth control (all of which were illegal at the time), and the balancing of motherhood and other kinds of work. Several issues of Seitô were censored by the government, including the June 1915 issue, which ran an article by Yasuda Satsuki advocating a woman’s right to choose abortion. Yasuda’s essay was matched in the August issue by Yamada Waka arguing that abortion and birth control were wrong; this issue of Seitô was not suppressed.6 Other Seitô issues that fell afoul of government censors were those that included ﬁction or essays about female adultery, unmarried cohabitation, unwed motherhood—anything that was perceived as threatening to the maintenance of women’s proper social roles, organized around production and reproduction. Beginning in 1916, there was a famous debate among Hiratsuka Raichô (1886–1971), the founder of the Seitôsha (Bluestocking Society); the famous poet Yosano Akiko (1878–1942); and Yamakawa Kikue (1890–1980), a Marxist sympathizer. Yosano began the debate with an essay refuting Tolstoy’s contention that men’s mental and physical labor was primary and women’s role should be to support that labor. Yosano argued that women’s mental and physical labor was as important and worthwhile as men’s. Motherhood was one thing women could do, but it need not be the central thing; the strict division of roles in society according to gender was counterproductive, she argued. Women should have equal rights to employment and
 
 5 “Female workers outnumbered males in light industry, especially in textiles, where a work force that was 60 to 90 percent female produced 40 percent of the gross national product and 60 percent of the foreign exchange during the late nineteenth century” (Nolte and Hastings, “The Meiji State’s Policy Toward Women,” 153). 6 Sievers, Flowers in Salt, 184. See also Bardsley, The Bluestockings of Japan, for details of the speciﬁc issues that were censored, and translations of some of the problematic stories and essays.
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 equal social duties as men—with no special protection or support. (Yosano was at this time thirty-eight years old, the sole support of her family through her writing, and had just given birth to the ninth of eleven children). Raichô countered that motherhood was a woman’s most important job and “natural vocation” (tenshoku), and that women deserved state protection and support in this role so crucial to humanity.7 Yamakawa argued that they were both wrong in proposing mere stopgap solutions to immediate problems: if society were restructured along socialist lines, abolishing private property, then equal rights and equal protections for women would follow. Because these three streams have conﬁgured feminist debate in Japan ever since, it is important to mention a class component that is not usually discussed in gender-focused studies of this debate. Yosano directed most of her arguments toward middle- and upperclass women: she exhorted them to become active, contributing members of society rather than passive parasites. Raichô was more concerned with the activities of lower-class women, many of whom were laborers. She argued (somewhat condescendingly) that they should limit the size of their families to match their income, but also that the government should protect such women and their children against catastrophic economic hardship. Yamakawa’s thinking was addressed in more abstract terms to a wider, trans-class audience. Rather than the personal initiative advocated by Yosano or the gloriﬁcation of one’s role as mother of humanity implicit in Raichô’s stance, both of which addressed only the conditions of individual women, Yamakawa advocated a broadly based reconceptualization of the goals of society. Yamakawa’s arguments were inﬂuential in forming the “feminist wing” of the anarchist and Marxist movements of the 1920s.8 7 Rodd, “Yosano Akiko and the Taishô Debate over the ‘New Woman,’” 189–190; Suzuki, “Bosei • sensô • heiwa.” 8 There was, in fact, a fourth stream in this debate, typiﬁed by the contributions of Yamada Waka, who argued that a woman’s goal should be the optimal functioning and harmony of the family. In contrast to the attempts to situate and optimize the Japanese female “self ” ( jiga) that characterize the work of Yosano, Raichô, and Yamakawa, Yamada argued that women should direct their energy toward being the “self-less” center of the family. (Yamada was one of many women who had been tricked into a life of prostitution in the U.S.: told that they were going to get good jobs as clerks or salesgirls, they were instead incarcerated in brothels. Yamada was lucky enough to escape, marrying a Japanese man and settling down.) This denial of the importance of the individual, autonomous self is a precursor of the contemporary deconstruction of the modern(ist) ego; some people might therefore
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 In the 1920s, some small gains were made in the progress toward full civil rights for women. In 1922 the Chian Iji Hô (Peace Preservation Law) was revised to permit women to attend and even arrange political meetings, although they were still prohibited from joining or forming political organizations. Also in 1922, birth control proponent Katô Shidzue invited Margeret Sanger to Japan; the government ﬁrst denied Sanger entry, then allowed her in on the condition that she not lecture in public about birth control.9 The ﬁght for female suﬀrage that had begun many years before gained momentum in the 1920s. (The Universal Suﬀrage Law of 1925 granted the vote to all male imperial subjects, including Korean and Taiwanese men living in mainland Japan, but not to women.) Groups such as the Fusen Kakutoku Dômei (Women’s Suﬀrage League) were formed to step up the ﬁght.10 Although the cultural message to (middle- and upper-class) women was that they should not work (and should not have to work), the combination of an expanding economy and rising prices sent increasing numbers of middle-class women into the work force, mostly as teachers and nurses.11 By the early 1930s, however, nearly all these modest gains had been overturned. The Peace Preservation Law of 1925 had greatly expanded the government’s powers to censor and imprison those found guilty of leftist or “unsound” or anti-nationalist thought; such “crimes” were punished with increasing frequency in the 1930s. The number of arrests for infractions against the Peace Preservation laws rose from 3,426 in 1928 to 14,622 in 1933, just ﬁve years later.12 Although the Lower House of Parliament passed a modest civil rights bill for women in 1931, the Upper House eﬀectively killed it. Plans to reintroduce the bill in 1933 were preempted by the Manchurian Incident and the subsequent national state of crisis.13 In 1934 Katô
 
 see in it an early version of one kind of radical feminism. Be that as it may, at the time Yamada’s arguments were solidly in line with those of the Ministry of Education and other organs of state in the government’s attempts to organize the modern conceptualization of “the female” for its own purposes. See Bardsley, The Bluestockings of Japan, for biographical information about Yamada and a translation of some of her writings. 9 Rodd, “Yosano Akiko and the Taishô Debate,” 191–36. 10 Pharr, Political Women in Japan, 19. 11 Nagy, “Middle-Class Working Women During the Interwar Years.” 12 See Kisaka, Susume ichioku, 59, for complete ﬁgures from 1928–1943. 13 Pharr, Political Women in Japan, 20.
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 Shidzue managed to establish a birth control clinic, but in 1937 she was arrested and the clinic closed down.14 As more and more men were drafted for the escalating war in the late 1930s, the proper nationalist role for women was clearly deﬁned and vigorously promoted by the government. Three publications by the Ministry of Education—the Kokutai no hongi (1937), Shinmin no michi (1941), and Senji katei kyôiku seidô (1942)—explained the larger meaning and function of the family system, and emphasized the crucial role women played in protecting the family-state. The phrase kokkateki bosei (motherhood for the sake of the nation) became current. Government slogans urged women to produce large families of children, educate them properly in the beliefs of the nation, and cheerfully send them oﬀ to war for the honor of that nation.15 (As we saw in Chapter 6, such scenes were common in popular song, bidan, ﬁlm, kamishibai, and ﬁction as well.) The emphasis on the social importance of motherhood, which had been one of the main streams of feminism since the Meiji period, was thus coopted by the government for its own purposes. Women were increasingly invited to participate in public political discussions; their “opinions” and “expertise” about the needs of women and children were sought by government agencies. Many longtime feminists (such as Ichikawa Fusae) were encouraged at the progress represented by this increase in political visibility. For women who had fought since 1890 for the bare right to attend political assemblies, and who still had no right to join a political party, this attention may well have seemed like a move forward.16 It may not have been immediately obvious that this “expertise” was sought merely for the more eﬃcient production of future soldiers and munitions factory workers. In 1937, when the war in China became oﬃcial, Ichikawa Fusae took the lead in consolidating eight important women’s groups, including the Fusen Kakutoku Dômei (Women’s Suﬀrage League), into something called the Nippon Fujin Dantai Renmei (Federation of Japanese Women’s Organizations). The idea was to consolidate activities and movements to support the mobilization of soldiers and the defense of the home front. Ichikawa subsequently became a leader in several other governmental and quasi-governmental organizations 14 15 16
 
 Rodd, “Yosano Akiko and the Taishô Debate,” 191. Miyake, “Doubling Expectations,” 271. Miyake, “Doubling Expectations,” 273.
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 concerned with mobilizing the nation and whipping up the war spirit—activities that seem odd for such a longtime feminist. But one of her strongest positions was that women’s labor was important to the state, and that the state ought to recognize that fact. Ichikawa also continued to push for women’s suﬀrage throughout the war, arguing that women had an important role in the national project and should be allowed to play it fully, which included their having a voice in political aﬀairs.17 Similarly, Hiratsuka Raichô continued to push her maternalist policies as concern with women’s reproductive capacity grew in the 1930s. She, too, believed that the government’s wartime need for women’s cooperation would lead to better recognition of women as national citizens, leading in turn to fuller rights and protections under the law. In 1940 and 1941, two policy papers were written and made into law that made clear the state’s purpose in elevating the status of women, particularly the role of mother: the Kokumin Yûsei Hô (National Eugenics Law, written in 1940 and promulgated in 1941), and the Jinkô Seisaku Kakuritsu Yôkô (Outline for Establishing Population Growth Policy, written in 1941, promulgated in 1942). Both were for the purpose of controlling and maximizing human resources in the ongoing war eﬀort. The ﬁrst advocated the sterilization of women with hereditary diseases, and the prohibition of any sort of birth control for all those who were healthy.18 The second, made up of eleven provisions, was for the explicit purpose of expanding Japan’s population (not including the “imperial colonies”) from 73 million to 100 million within twenty years.19 It included the lowering of the average age of marriage by three years, and the promotion of ﬁve children per couple as the ideal. With provisions relating to education, taxation (preferential treatment for larger families), employment, health care, and social services such as matchmaking 17 Ueno, Nationalism and Gender, 22–23, 41. To her credit, after the war Ichikawa acknowledged her mistake in having supported the government’s militarist activities, and she never tried to hide what she had done. She was among those purged by the Occupation for her wartime nationalism, but later had a long and successful career as an elected ofﬁcial at the national level. 18 Although Raichô censored her own papers to some extent, glossing over her wartime activities, there is evidence that she made several statements in support of this law, and of the emperor system. See, for example, Ueno, Nationalism and Gender, 23–25. 19 Miyake, “Doubling Expectations,” 278.
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 consultations, this policy was designed to bring about a comprehensive structuring of the responsibilities of the female body in the (re)production of human resources. In line with this, mothers of families that ﬁt certain “ideal” guidelines—ten or more healthy children, born of one set of legally married parents—were recognized and publicly rewarded for their role as kodakara butai, the nation’s “childbearing corps.”20 As the war progressed, however, and Japan’s labor-intensive production facilities required more workers—as men were drafted for military service and lack of supplies had to be made up for by increased labor—it was clearly impossible to keep women out of the factories. The compulsory labor conscription of single women ages 14 to 25 began in 1944, and expanded to ages 12 to 40 in 1945. Women who were potentially childbearing (married), or who had children at home, were exempted. As Yoshiko Miyake puts it: The government’s pro-natalist policy at a time when women’s labor was desperately needed resulted in a dichotomized view of women’s roles: women were treated either as mothers to be mobilized on a mass scale in patriotic associations or as draft labor to be organized in munitions factories. These two roles, however, shared the same origin: the state’s deﬁnition of the woman’s place.21
 
 As we have seen, the state’s deﬁnition of and control over the woman’s place—which focused on the acceptable and unacceptable activities of the woman’s body—began long before the start of the Fifteen Year War. Even those deﬁnitions and policies that related to women’s
 
 20 It may be hard to imagine how mothers could go along with a rhetoric that explicitly congratulated them for producing many children “for the good of the country” when they knew that those children were needed explicitly to swell the ranks of soldiers and munitions factory workers. For many previous years, however, despite the prohibition of all forms of birth control, women of the blue-collar and agricultural classes had been chastised both for bearing too many children (by some feminists such as Hiratsuka Raichô, as well as by the government) and for seeking government support for the care of those children. Now families from those classes were being recognized as important contributors to what was framed as a sacred national mission. Like the women brought into public political forums for the ﬁrst time (so long as their contribution led to the production of more and healthier potential soldiers), interviews with mothers of these families reveal that they, too, were ﬂattered at being brought favorably into public discourse (for having already acceded to that human resource production). For quotes from interviews, see Miyake, “Doubling Expectations,” 270–280. See also Havens, Valley of Darkness, 134–138. 21 Miyake, “Doubling Expectations,” 269.
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 minds—the (limited) promotion of education or the prohibition against joining political parties—had as a goal the most eﬃcient harnessing of women’s (bodies’) capacity for production (of goods) and reproduction (of children to serve the state). Recent historians have noted that many ordinary women remember the Fifteen Year War as the most productive and satisfying period of their lives. Just as some feminist leaders hoped, the government’s eﬀorts to mobilize women actually resulted in women becoming “liberated” in ways they could not have dreamed of earlier. In a wartime roundtable discussion published in the highbrow magazine Bungei shunjû, Marxist feminist Yamakawa Kikue remarked approvingly that “ordinary women who until now lacked awareness are as a result of the [China] Incident acting like mobilized persons for the ﬁrst time. . . . They have been mobilized as members of the state and in the process have been found to have a special function as women and are receiving new training related to this.”22 For the ﬁrst time, women from small towns and rural areas were encouraged to put aside their full-time labors for the family, attend political meetings, and learn about national issues and policies, so it is no surprise that they found this exciting and liberating.23 Historian Kanô Mikiyo recounts the experiences of an Osaka woman, Yamashita Mine, who perfectly enacted the role that women were expected to play in wartime. She worked hard every day to provide tea and snacks to soldiers departing to the front from Osaka port, treating them with kindness, giving encouragement, and performing small favors such as sending money home to their families (which they no longer needed since they were headed for the battleﬁeld). During her free time she made imonbukuro (comfort bags) to send to soldiers already overseas. She sent her two sons oﬀ to war, giving the older one a “kick in the pants” to speed him out the door when he expressed reluctance.24
 
 Quoted in Ueno, Nationalism and Gender, 40. Ueno, Nationalism and Gender, 38. 24 Kanô, Onnatachi no <jûgo>, 306–310. Kanô goes on to tell us that both of Mine-san’s sons died overseas. She did not get the remains of her beloved second son returned to her until 1946, at which time she witnessed the Japanese ofﬁcials treating the “bone boxes” very disrespectfully when they thought they were out of sight of the families who had come to collect them. All she found in her “bone box” was a handful of sand, wrapped in what looked like a discarded medicine wrapper (ibid., 310). 22 23
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 Mine-san was proud of these activities, proud to be able to be of service to her nation. Consequently, after the war it may have been hard for her, and millions of other women like her, to look back on their eﬀorts as having been mistaken. But as Kanô points out: If it had not been for this labor on the part of women, the contradictions of the wartime system would have erupted much sooner. It is no exaggeration to say that the war, which began with the “Manchurian Incident,” could not have gone on so long, and could not have been fought so ﬁercely without the supporting activities of people like Mine-san. And, in that case, it is also true that Mine-san is implicated in the deaths of more than three million Japanese and the deaths of more than twenty million people in China and other parts of Asia in a war that was clearly one of aggression, an unjust war. No doubt Mine-san’s deeds were a manifestation of feminine kindness and motherly love. But this was solely for the purpose of lubricating the machinery of war. The victims that arose from this short-sighted love and kindness need to be acknowledged.25
 
 Kanô also reports the rarely discussed fact that a signiﬁcant number of younger women would have been happy to serve their country as soldiers. In 1927, when the government revised its military service laws to include all male imperial subjects, some lawmakers brought up the question of military service for female subjects, but this was not pursued. Although the number of people on active duty swelled from 280,000 in 1931 to 7,160,000 in 1945, severely straining the country’s population of men, there was still no serious consideration of a military draft for women because it was feared that it would interfere with the “family system.”26 Some feminists, however, strongly supported the idea. At a 1943 meeting of the Taisei Yoku Sankai (Imperial Rule Assistance Association), Yamanaka Shigeri, an activist in the women’s suﬀrage movement, stated, “I would like to request that the draft of single women is carried out without hesitation.”27 Evidently there were a number of single women who would have jumped at the chance, especially those who held pilot’s licenses (see Plate 16). After the China War was well under way, a young woman
 
 Kanô, Onnatachi no <jûgo>, 310. Kanô, “Okuni no tame.” Kanô points out that the total in 1945 included 135,000 Koreans, 8,000 Taiwanese, and 143,000 other men from the colonies, after a 1943 decision that allowed the draft to be extended to colonial men. 27 Quoted in Ueno, Nationalism and Gender, 41. 25 26
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 Plate 16. Young woman learning to ﬂy an airplane, from Reijokai (Young ladies’, magazine) June 1943.
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 pilot named Matsumoto Kiku, for instance, submitted a petition to the Army Ministry to be allowed to enlist and ﬂy medical transport planes. Matsumoto had won a trophy at an international ﬂying meet in Manchuria in 1934, and was recognized as a skillful pilot. But her request was summarily turned down. And in 1942, in a newletter for female pilots, a young woman wrote: Just now, on the radio, the newsreader cheerfully announced that “the Imperial Army is approaching Manila.” Is it any wonder that I thought to myself, “Oh, if only I’d been born a boy!” Left hand on the lever, right hand on the steering post! Don’t you think you’d like to gaze to your heart’s content on the scene of the enemy soldiers ﬂeeing in all directions and the town going up in ﬂames? I am waiting patiently every day, telling myself that soon, soon, the time when I will be allowed to be of use will deﬁnitely come.28
 
 But that chance never was given to women. As Kanô points out, “In this sense, in achieving national citizenship, gender turned out to be a bigger hurdle than ethnicity,” since nearly 280,000 colonial men served in the Japanese military but no women did.29 Sexual Mobilization Another element of the wartime organization and mobilization of women’s bodies that was part of the “body discourse” within which Occupation-period women were writing and reading was the Imperial Army’s institutionalized prostitution of the so-called ianfu (“comfort women”). Some of these were Japanese women who had had previous experience in prostitution, recruited from both the main islands and the colonies to serve in Imperial Army brothels. A signiﬁcant proportion, however, were Korean or other colonial women with no previous prostitution experience who were forced or tricked into serving in the Japanese brothels, and who were even required to accompany troops to the front lines on occasion.30 It is unclear how much the Japanese public knew during wartime of the institutionalized use
 
 28
 
 Quoted in Kanô, “Okuni no tame,” 94–95. Kanô, “Okuni no tame,” 95. 30 Kerkham (“Pleading for the Body,” 315, 350) cites ﬁgures of between 70,000 and 200,000 women total, about 80 percent of whom were Korean. 29
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 of women’s bodies for the “comfort” of the soldiers, but many certainly learned about the concept when the war ended.31 The concept of prostitution was well known, of course, having a long and rather ugly history in modern Japan. Still, domestic prostitution could be conveniently ignored by the mainstream because it typically involved only lower-class or mixed-race women. As soon as the surrender was declared, in the brief weeks before the Occupation Army arrived in force, a directive went out from the head of the Peace Preservation Bureau to all prefectures of Japan, ordering the immediate organization of “comfort facilities” for the use of the invasion forces. As Nishikawa Nagao explains: The Japanese government, never having experienced occupation on its own soil, expected that the same thing the Imperial Army had done in China and Southeast Asia would probably now happen in Japan, and sent out to all prefectures from the Head of the Peace Preservation Bureau a notiﬁcation entitled the Gaikoku chûtongun ian shisetsu tôseibi yôkô (Outline for the Provision of Comfort Facilities for the Foreign Occupation Army). This was a call for the establishment of public brothels catering to foreign soldiers and was designed to protect the wives and daughters of “normal” families (ippan katei ). In Tokyo, in accordance with this notiﬁcation, the Tokushu Ian Shisetsu Kyôkai (Recreation and Amusement Association) was formed, and right away the following advertisement was sent out and posted: “To the women of new Japan. We seek the voluntary cooperation of the women of new Japan in participating in the important enterprise of comfort for the Occupation Army as one part of the National Emergency Facilities of postwar 31 In fact, although knowledge of Japanese women’s participation in wartime “comfort” activities may have become fairly common in the immediate postwar years, the knowledge that Korean and other colonial women had been forced or tricked into sexual slavery was not brought out until much later, by Yoshimi Yoshiaki of Chûô University. Japanese journalists such as Senda Kako had been researching and documenting the stories of ex-comfort women since the 1960s. Professor Yoshimi’s contribution was forcing the Japanese government to acknowledge the ofﬁcial system of sexual slavery during the war. After I originally completed the research for this project in 1994, a number of important studies on the Comfort Woman issue emerged, and Yoshimi’s groundbreaking Jûgun ianfu has appeared in English as Comfort Women, trans. O’Brien (1995). Among these recent studies, the work of Yamashita Yeong-Ae, a Korean-Japanese scholar of women’s history, is particularly useful in its complex questioning of the workings of both Korean and Japanese patriarchy and of Korean and Japanese government policy, as well as in addressing the context of the larger international community, not only in the original institutionalization of the comfort woman system but also in terms of postwar attempts to address or ignore the issue. See Yamashita, “Identity, Social Movements and Nationalism,” “Kankoku ni okeru ianfu mondai kaiketsu undô no kadai,” and “Nationalism in Korean Women’s Studies.”
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 chapter eight management.” These facilities existed until January 1946, when GHQ ordered their dissolution.32
 
 Before their dissolution, there were thirty-three Recreation and Amusement houses in Tokyo alone, and they existed in more than twenty cities.33 According to some sources, the Japanese were correct to fear that U.S. soldiers would sexually assault Japanese women; in the ﬁrst years after the war, there were many reports of rape and attempted rape.34 The potential wartime use of women’s bodies—through childbirth, labor, or prostitution—was discursively organized such that the women were not to expect any control over or share in the products of their bodies’ eﬀorts. Mothers were expected to send their sons oﬀ to war without questioning the cost and without shedding tears. As mentioned in Chapter 6, the motion picture censorship codes forbade scenes of mothers (or wives) expressing too much sadness at the moment of departure.35 Women laborers in wartime industry were paid one-third of men’s wages for the same dangerous jobs, for which they got little or no training. Even the professional prostitutes (much less the Korean and other women forced to provide “comfort”) were expected to do their sexual work of keeping the Japanese soldier ﬁt for ﬁghting with no share in the surplus production, the potential “proﬁt” accruing to sex: love and pleasure. In addition there was a class component to all these uses of the female body. As Nishikawa points out above, the call for women to perform voluntary “comfort” duties for Allied soldiers was meant quite explicitly to protect the women of ippan katei—“normal households,” 32 Nishikawa, Nihon no sengo shôsetsu, 63–64. This dissolution was mandated by the “Memorandum from GHQ SCAP to the Imperial Japanese Government about ‘Abolition of Licensed Prostitution in Japan,’” January 21, 1946, in Occupation Documents, Vol. II: 238. 33 Dower, Embracing Defeat, 130. Dower reports that SCAP-GHQ decided to shut down the houses because of the extremely high rates of venereal disease among the troops who had visited them. 34 See Ienaga, The Paciﬁc War, 237, and Dower, Embracing Defeat, 211. Many ﬁrstperson accounts by former Occupation soldiers stress the ease with which they could negotiate for sex with hungry Japanese women. This may not have constituted rape but certainly was a form of economic coercion. 35 See Shimizu, “War and Cinema in Japan,” 31–32, for the Motion Picture Code used to censor such scenes (which were found demoralizing); also ibid., 47, for an example of such censorship. In “The American School,” Kojima presents what was probably a more realistic (if brief ) scene of agonized partings marked by tears, at least on the woman’s side.
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 the middle class—from being forced into sexual service, raped. Who, then, were these women who were expected to come forward to volunteer? Clearly, they were those of the lower classes. The wartime coercion of Korean women into sexual service is another reﬂection of this class consciousness: the Imperial Army could sanction for Korean bodies of any status what it would never allow for the bodies of “pure” (middle-class) Japanese women.36 As we have seen, it was largely in agricultural and blue-collar communities that the very large household, ten or more children produced for the war eﬀort, was celebrated. And, as Miyake points out, unmarried (therefore not potentially childbearing) women from well-oﬀ families were able to get exemptions from the worst of the labor-induction job assignments by arranging to take easier positions through the inﬂuence of friends and family. Thus the degree of control women could exercise over the wartime and postwar use of their bodies was regulated to some extent by their class standing. When the Occupation began, the question of war guilt and complicity was a complicated one for “average” women. Although the huge majority of Japanese women had actively supported the war eﬀort through labor of various kinds, as well as through eﬀorts to encourage and strengthen the troops (like Mine-san), very few had had any direct role in waging war. Female writers and intellectuals may have had more opportunities for actively supporting or opposing the war, and thus more obvious grounds for evaluating their own conduct. But for Japanese women in general, the issue of guilt and responsibility was a more complex, less direct one than for their male counterparts, and this is reﬂected in the way war complicity is addressed (or ignored) in their ﬁction. Women Writers in the Occupation Period The reader may notice that the number of women writers addressed in this project is much smaller than the number of men. As I did the preliminary research for this study, I was repeatedly dismayed 36 Since the beginning of licensed prostitution in Japan, it had been either women of the poorest, lowest classes or mixed-race women who were most often sold or forced into life in the brothels. In Japan’s colonial empire of the 1930s and 1940s, Korean women ﬁt the same bill—they were the poorest and among the least regarded of the various imperial subjects.
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 at the relative scarcity of works by women writers in published collections, and at how rarely they are referred to in studies of the period. After doing more bibliographic research, however, I realized that there simply are far fewer publications by women during these years. The Gendai nihon bungaku nenpyô (Chronological table of modern Japanese literature) lists 782 “ﬁction” publications for the period September 1945 to April 1952.37 Of these, 79 are attributed to women authors, indicating that only one-tenth of the ﬁction published during the Occupation was written by women. The reasons for this serious gender imbalance are not entirely clear. In the years following the end of the Occupation, women writers steadily increased their market share in literary production. In 1956, for example, out of 123 listings in ﬁction, 19—one-sixth of the total—were by women; by 1957, 23 out of 124 listings were by women writers, roughly one-ﬁfth of the total, or double the representation of the Occupation years.38 It is also signiﬁcant that of the thirty women who published at least one of these 79 listed items during the Occupation, six women account for 42, or more than half, of those publications: Hirabayashi Taiko (1905–1972), nine items; Hayashi Fumiko (1903–1951), nine items; Sata Ineko (1904–1998), eight items; Yamashiro Tomoe (1912– 2004), six items; Amino Kiku (1900–1978), ﬁve items; and Tsuboi Sakae (1899–1967), ﬁve items. The youngest of this group, Yamashiro, 37 Yoshida Seiichi, ed., Gendai nihon bungaku nenpyô (1958). A “listing” marks the publication of a chôhen shôsetsu (the closest equivalent would be a “full-length novel” published in one volume, a tankôbon), a tanpen shôsetsu (“short story”) collection, or the publication of a shôsetsu—either a one-time complete story or the serial publication of a longer work—in one of the literary journals or newspapers of the day. (I have excluded the publication of plays, also listed in the nenpyô, from my ﬁgures.) This is not a comprehensive listing of all works published during the periods covered. It does, however, oﬀer a representative overview of the “serious” ﬁction of the time. 38 The representation of female authors in the literary world had been low but steadily increasing before the war: from 0 out of 56 listings in 1925; to 9 out of 101 in 1930, 9 percent (3 of 18 plays published that year were by a woman); 9 out of 80 in 1933, 11 percent; dropping to 7 out of 117 in 1935, 6 percent; and up to 20 of 102 in 1940, 18 percent (perhaps because many men had been called up for military service). A more recently compiled nenpyô, Odagiri Susumu, ed., Nihon kindai bungaku nenpyô (1993), lists roughly the same number of ﬁction publications for each year (approximately 95), and while there is much overlap in the listings of the two bibliographies, they are not identical. The earlier work, Yoshida Seiichi’s Gendai nihon bungaku nenpyô (1958), lists more publications by women, which is why I have used it for the ﬁgures cited in the text; Odagiri’s listings would have resulted in even lower percentages of women’s writing. Odagiri’s compilation demonstrates the same general trajectory of relative numbers of publications by women: increasing slowly but fairly steadily during the prewar years, declining again during
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 was thirty-three years old by the time the war ended, and the oldest, Tsuboi, was forty-six. These women are from a generation older than the male members of the “Third Wave of New Writers” (Daisan no shinjin) group who emerged so prominently during the immediate postwar period, most of whom were born around 1920. These women had established writing careers before the war, and many had been actively involved in prewar left-wing political movements. One of the women who is absent from the record of Occupationperiod ﬁction is Nakamoto Takako (b. 1903), despite her many publications up to 1941 and after 1952. During the immediate postwar years, her survival was so precarious she did not have any opportunity to write. This may have been true for other potential women writers during the Occupation period as well, and may go some way toward explaining the low relative representation of women writers. Nakamoto was among the women writers of the period who were deeply involved in prewar leftist politics; she was an active labor organizer and a Communist Party sympathizer who was arrested by the Thought Police (tokubetsu kôtô keisatsu; literally, “special higher police”), tortured, released on probation, rearrested for breaking probation (by going to work in a factory outside Tokyo), and imprisoned for three years. Unlike Nakamoto, Sata Ineko published relatively frequently during the Occupation. Although she, too, wrote extensively for communistidentiﬁed publications during the early Shôwa period, and was a member of the Communist Party, she later took a diﬀerent path from that of Nakamoto. When Sata’s husband, Kubokawa Tsurujirô, was arrested and imprisoned for a year in 1932, and Sata was subsequently arrested for two months, her family was plunged into a ﬁnancial crisis. When she was released, Sata faced a set of uncomfortable options: (1) continuing to write communist-identiﬁed material to feed herself and her children in their father’s absence, thereby risking rearrest (which would leave the children alone again); (2) ceasing to write, which would allow her to maintain her communist the years of the Occupation, and increasing again steadily thereafter. In addition, the bibliography in Muramatsu and Watanabe, eds., Gendai josei bungaku jiten, 400–472 (compiled by Watanabe), lists approximately the same number of publications by women each year as does Yoshida. The women most often represented between 1930 and 1940, according to these three sources, were Miyamoto Yuriko, Okamoto Kanoko, Tsuboi Sakae, Sata Ineko (at that time Kubokawa Ineko), Nakamoto Takako, Hirabayashi Taiko, Uno Chiyo, Hayashi Fumiko, and Koyama Itoko. All these women were born before 1905. (Okamoto died in 1939, so is not represented at all in Occupation-period ﬁction.)
 
 352
 
 chapter eight
 
 ideals but leave her with no source of income; or (3) continuing to write, but focusing on themes that were not explicitly communistidentiﬁed. She chose the third, much to the dissatisfaction of some of her political friends. In later years the tension between maintaining political loyalties and personal survival was a major theme of her work.39 Of the other three women who published more than two items during the Occupation—Miyamoto Yuriko, Nogami Yaeko, and Ôta Yôko—one was similarly politically active during the years leading up to the Paciﬁc War: Miyamoto (1899–1951, four items) was imprisoned and tortured by the Thought Police for her Marxist activities. The oldest of these women, Nogami (1885–1985, three items), was not active on the political front—at least not to the extent that she was arrested—but from early in her career had used her ﬁction to address the problems for women of coordinating social or political activism with private needs. Ôta Yôko (1903–1963) was even less directly involved in politics before the Paciﬁc War but afterward became politicized: all four of her Occupation-period publications deal with the personal and political implications of the atomic bombing of Hiroshima. Perhaps because of the diﬀerence in generation, perhaps because of diﬀerent degrees of previous involvement in political activism, perhaps because of the diﬀerence in gender-based experiences of war and Occupation, the writing of these women is in general dissimilar to that of most of the male writers discussed in this study. Because the relative number of published stories by women is so small, I hesitate to compare these pieces directly with the much larger, and therefore more various, body of work by men. Nonetheless, a few of the most conspicuous contrasting tendencies between male and female writing of the period deserve mention. Nearly all the ﬁction produced by women in the Occupation period is concerned with the “real-life” situation of “ordinary” people as they were aﬀected by the war and its aftermath. Not only is this the 39 See, for example, Sata Ineko, “Utakata no kiroku” (Seafoam memoir, 1948), which focuses on Sata’s ambivalent relationship with the intolerant members of the Communist Party despite her continuing commitment to leftist politics. For biographical sketches in English of the women writers of this period, see Tanaka, ed., To Live and To Write, and Lippit and Selden, eds. and trans., Japanese Women Writers. In Japanese, see Josei Bungakukai, ed., Josei bungaku no kindai; Imai, Yabu, and Watanabe, eds., Tanpen josei bungaku; and Muramatsu and Watanabe, eds., Gendai josei bungaku jiten.
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 ostensible concern of such ﬁction, but the “ordinary lives of ordinary people” also provide its vehicle. Unlike the surrealistic writing of Shimao in “Everyday Life in a Dream” or “The Skyscraper,” or the darkly self-satirizing humor of Yasuoka or Kojima, unlike Ishikawa Jun’s use of complex language to show the decentering of subjectivity characteristic of the epistemic circumstances of Occupation, these stories by women tend to be realistic depictions of the day-today problems of ﬁnding food and shelter for oneself and one’s children in the absence of a husband and all the other social safety nets of prewar society. The people depicted in these stories, male and female, tend to come from the lower classes of society; some are educated people who have fallen on hard times because of the war, or who are poor because of ideological commitment; many of them have prison experience. As we shall see, prostitutes and mothers (or women who are both) are the paradigmatic ﬁgures in Occupation ﬁction by women. Another conspicuous diﬀerence is the number of men’s stories that involve a journey, usually with a concommitant depiction of the loss of “home”—and of the grief/dismay/cognitive shock that accompanies that loss. In contrast, most women’s stories of the Occupation period are centered in the home, even when it is a barely intact structure enclosing a newly imagined type of home-life or family. Women’s stories seem concerned with processes of reconstruction along some sort of beneﬁcial lines, in contradistinction to the radically deconstructed home of much of the Occupation ﬁction written by men.40 Just as the Third Wave of New Writers looked to themselves to provide models for their protagonists—who are therefore young, educated, middle-class males with some military experience—so these women may have drawn their protagonists’ life circumstances at least partly from their own knowledge of family, political involvement, and the wartime activities required of women. During the war, men had to worry about induction, inﬂicting and being vulnerable to violence, living under capricious military discipline, and facing the near certainty of death in many cases. Afterward, men faced the direct imputations of war guilt and war atrocities. 40 Cf., for example, Shimao’s radically deconstructed “home” in “Everyday Life in a Dream,” or the breakdown of the prewar family found in Yasuoka’s “Prized Possessions” (both discussed in Chapter 6). For examples of journeys, see “Everyday Life in a Dream,” Kojima’s “On the Train,” Yasuoka’s “Dark Pleasure,” etc.
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 Most women, in contrast, had spent the war worrying about fathers, husbands, and sons in the military, working in factories, trying to keep life together for dependent family members as food, medicine, and commodities grew ever scarcer, and ﬁnally coping with the horrors of air raids, ﬁres, homelessness, and disease. As we saw in Chapter 6, the prewar and wartime propaganda aimed at women, designed to provide them with ideal prototypes on which to model their behavior, was very diﬀerent from—though often complementary to—the propaganda aimed at men. This, too, no doubt inﬂuenced the way women wrote about their later body experiences. Once the war ended, many women had to come to terms with the news that their fathers, husbands, and/or sons would not be returning, so that they would remain responsible for keeping the family fed and clothed under material circumstances that were just as diﬃcult as the worst months of wartime. As mentioned in Chapter 7, Japan’s worst food crisis in modern times occurred in 1946, after the war was over. Women who had the responsibility of preparing the household’s food were particularly challenged, in the early years of the Occupation, to ﬁnd ways to make unfamiliar foodstuﬀs palatable, or even edible in some cases. Other women, although continuing to be the sole support of their children, lost their wartime jobs and joined the huge ranks of the unemployed as returning men were given precedence in being hired.41 As the political circumstances of Japan underwent momentous changes in the ﬁrst months and years after the war ended, many women must have been too busy trying to keep food on the table to give more than passing attention to all that was going on in the larger world. In addition, some of the women writers who had published most proliﬁcally before the war began—such as Tamura Toshiko (1884–1945), Miyamoto Yuriko (1889–1951), and Hayashi Fumiko (1903–1951, discussed below)—died before the Occupation ended. It may initially seem odd that the generation of women born in the 1920s, who would have been young adults at war’s end, did not produce many writers during this time. This may, however, be related
 
 41 Miyake reports (citing Mitsui Reiko, ed., Gendai fujin undôshi nenpyô [ Tokyo: Sanichi shobô, 1963], 176) that approximately 3 million women were ﬁred in 1945 to provide jobs for returning soldiers. Miyake, “Doubling Expectations,” 292.
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 to the fact that the brunt of wartime factory labor, which was conducted under cruelly harsh and intensive conditions toward the end of the war, was borne by young women—those considered not yet ready for childbearing. In 1943 certain clauses in the Factory Act (promulgated in 1923), which had prohibited the employment of women or children under age sixteen in potentially hazardous jobs, were eliminated so that young women could provide necessary labor in the mines, could work night shifts in factories, and could be assigned to the more dangerous jobs in the steel and other heavy industries. With inadequate food and training and long hours, many women suﬀered injuries, and many others were forced to leave work because of tuberculosis. Women’s wages in these jobs were less than one-third those of men.42 In 1944 the national induction of women for military labor began. Women who were producing children for the war eﬀort were exempted, but women not yet of childbearing age had no basis for appeal; they could be ﬁned or imprisoned for refusing to comply with the labor induction notice. Such women found themselves in high-risk jobs in munitions factories and munitions arsenals, targets of choice for Allied bombers. In a raid by the U.S. Army on August 7, 1945, for example, about a thousand women were killed while working at the Toyokawa Naval Arsenal.43 Because of the various protections provided for childbearing women, it may be that those who were teenagers in the early 1940s—old enough to work but not old enough to get married— were the most vulnerable of all Japanese women in wartime, and therefore not well represented in the ﬁction of the immediate postwar period, when they would have been young adults. Occupation Fiction by Women I concentrate in this discussion on prose ﬁction by Hirabayashi Taiko and Hayashi Fumiko, the two most proliﬁc women writers of the period, with briefer examples from the work of other women.
 
 42 43
 
 Miyake, “Doubling Expectations,” 285–286. Miyake, “Doubling Expectations,” 291.
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 Hirabayashi Taiko Hirabayashi’s involvement with anarchist groups began immediately upon her move to Tokyo in 1922 at the age of seventeen.44 With her political activities as her main focus, she worked at a series of low-paying, unrewarding jobs. Her ﬁrst arrest was in 1923. After her release from detention she left Tokyo with a male lover to learn about conditions in occupied Manchuria and Korea. While in Manchuria her lover was imprisoned for writing an article critical of the Japanese emperor. Hirabayashi, who was pregnant, gave birth to their child in a Manchurian charity hospital. The baby died a few weeks after birth. This was the only child Hirabayashi was ever to have. She returned to Tokyo alone in 1924 and began writing actively, while supporting herself through waitressing work at the newly popular cafés. She had several lovers, none of them very satisfactory and some actually abusive. Eventually she married Kobori Jinji, a leftist writer with whom she had lived for several years. Although she had published children’s stories and popular ﬁction for adults for several years, it was not until 1927 that Hirabayashi published her ﬁrst piece of serious ﬁction, Azakeru (Self-mockery; excerpt English translation 1987), for which she won the New Writers Award. After that most of her writing was politically oriented ﬁction, about, for example, the struggles of the common people in factories or on farms. She was also concerned about the special circumstances of women who were politically active and their attempts to juggle love, family, and activism within the gender systems of the time. Hirabayashi spent the war years in prison or in a sickbed. Having been imprisoned in 1937 on vague charges stemming from her involvement with anarchist groups, she contracted tuberculosis, which was exacerbated by the gross neglect and hardships of prison conditions. After her medical release from prison, she spent the remainder of the
 
 44 Biographical and bibliographic information on Hirabayashi was synthesized from the following sources: Tanaka, To Live and To Write; Lippit and Selden, Japanese Women Writers; Keene, Dawn to the West; and Muramatsu and Watanabe, Gendai josei bungaku jiten. See Molasky, The American Occupation of Japan, 149–156, for a useful discussion of Hirabayashi’s 1952 “The Women of Chitose, Hokkaidô,” a story about Japanese women living in a U.S. base town that links marriage, prostitution, and class diﬀerence.
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 war trying to recover. Although she had published actively until 1937, often in proletarian or anarchist journals, she was unable to write from 1938 until 1946. One of her ﬁrst postwar publications was “Mô chûgoku hei” (Blind Chinese soldiers; English translation 1991), in the March 1946 issue of Sekai bungaku (World literature).45 This story describes a woman’s wartime encounter with a group of Chinese prisoners in Japan who have evidently been blinded through their deliberate exposure to chemicals in a military experiment.46 This brief but graphic exposé of Japan’s mistreatment of POWs, and the presence of atrocity in the midst of “ordinary” Japanese life, is typical of Hirabayashi’s provocative and fearless writing. It was not until several years later that vivisection, poison gas experiments, and other atrocities committed by the Imperial Army on prisoners of war began to appear in the ﬁction of prominent male writers.47 (In Chapter 10 I return to a more detailed discussion of “Blind Chinese Soldiers” in the context of the “visible body.”) 45 Sekai bungaku was a journal published out of Kyoto right after the war ended. Perhaps because it was produced in Kyoto rather than Tokyo, it was not as well known as some of the other literary journals of the time, though according to Nishikawa Nagao it was one of the few “progressive liberal” (as opposed to “democratic” or “communist”) journals of the period. It was in Sekai bungaku that much of Sartre’s work was introduced in Japan, as well as literature and essays from China, India, Germany, the United States, and elsewhere. Nishikawa, Nihon no sengo shôsetsu, 36. 46 Novelist Enchi Fumiko provides illuminating historical background to this story and others that Hirabayashi wrote during this period (including “Kishimojin” and “Hitori yuku,” discussed below); see Enchi, “Kaisetsu” (Interpretive notes), Hirabayashi Taiko zenshû 3: 462–470. 47 Hotta Yoshie (b. 1918) was one of the earliest male writers to broach such a subject with his 1955 novel Jikan (Time) about the atrocities perpetrated in the Rape of Nanjing. Endô Shûsaku’s novel about poison gas and vivisection experiments performed on POWs by the Imperial Army, Umi to dokuyaku, was written in 1957 (The sea and poison, English translation 1972). Immediately after the end of the war, several men with military experience wrote about the horrors of the ﬁnal days of war as experienced by Japanese soldiers (including crimes such as the murder of civilians), but these accounts tend to focus on the desperate acts of soldiers driven mad by fatigue, hunger, and despair, rather than revealing systemic military policies of brutality or atrocity. Ôoka Shôhei’s Nobi (Fires on the plain, published serially from December 1948 to August 1951; English translation 1957) describes the ﬁnal months of ﬁghting on Leyte Island, where the few surviving Japanese soldiers murder and rob civilians and kill and eat their fellow soldiers. Takeda Taijun’s post-Occupation story “Hikarigoke” (Luminous moss, 1954) also describes acts of cannibalism among starving Imperial Army units. Ôoka’s 1948 Reite no ame (The rains of Leyte) and Furyoki (POW memoirs), 1949 Ikite iru horyo (Living prisoners), and 1951 Furyo engei taikai (The prisoners’ drama contest) all deal with conditions of Japanese POWs.
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 In 1950, Hirabayashi published “Hito no inochi” (A person’s life; English translation 1962). This story draws on her experience of incarceration to portray the details of prison life, though the ﬁgure at the center of the story is a man, convicted of the rape-murder of a schoolgirl, whose sentence of death will be carried out at any moment. Despite the unappealing nature of this character, Hirabayashi makes clear the vitality, the terror and courage, with which even such a despicable person clings to his life when he knows it will soon be taken from him. Given the ubiquity of the Occupationperiod theme of the eﬀects of foreknowledge of death, this story could be considered typical of the period, except perhaps in terms of the venue Hirabayashi has selected—a male prison housing lowlife murderers and thieves (the narrator himself is a gangster convicted of murdering one of his fellows), rather than the middle-class returnedsoldier perspective of much Occupation ﬁction written by men.48 Another Occupation-period theme that emerges in this story is related to the process of tenkô —apostasy, the prewar renunciation of one’s commitment to leftist ideologies such as Communism. In some stories of the time this theme is addressed explicitly; in others it is addressed in symbolic terms. Guilt and war responsibility—who had
 
 Ishikawa Tatsuzô’s Kaze ni soyogu ashi (Reeds in the wind, 1949–1951) includes scathing descriptions of the internal brutality of the Japanese military, particularly toward those soldiers thought to harbor paciﬁst ideals. This work also makes clear the frightening power of the Thought Police (tokubetsu kôtô keisatsu, “special higher police”), and the complex issues of complicity and resistance. Noma Hiroshi’s 1952 Shinkû chitai (Vacuum zone) also deals with the internal brutality of the military, focusing on an indictment of Japanese society, in which the poorest classes always carry the biggest burdens and make the greatest sacriﬁces for the least credit. It is not clear why so few male writers dealt with themes of wartime guilt and brutality until the mid-1950s. It may be that, as long as the Occupation was in eﬀect, male writers were wary of evincing any knowledge of wartime atrocities toward Allied soldiers or civilians in their stories, since this could make them liable to arrest and trial in the Allied courts. Depictions of the Japanese miltitary’s cruelty toward its own soldiers were, however, not only permissible but even encouraged. 48 Examples of the theme of a foreknowledge of death in ﬁction by male writers include Umezaki Haruo’s “Sakurajima” and the stories by Shimao Toshio that are based on his experience as commander of a suicide squadron in the last days of the war. Shimao’s 1949 “Asphalt and Baby Spiders” inverts this theme: the ﬁrstperson narrator is somehow made aware ahead of time not that he will die but that the war will end at a certain time on a certain day, and his concern is how he will manage to go on living past that unimaginable moment. As the various August 15 epigraphs in this study show, the moment of the emperor’s broadcast is frequently represented as a dividing line nearly as intense as that of life and death. For details of Shimao’s experience, see Gabriel, Mad Wives and Island Dreams.
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 given in to the pressures of the militarists and who had resisted, what constituted complicity—these were painful questions in the minds of many writers and readers as the Tokyo War Crimes Trial proceeded. Hirabayashi’s narrator opens his story with a question about the possibility of “conversion,” which he explicitly links to the prewar tenkô, though he conceptualizes it in terms of moral redemption rather than ideological apostasy.49 Again, Hirabayashi here pursues an important social theme of the time through the context of the lowest, least respected members of that society. Unlike the stories just mentioned, however, most of Hirabayashi’s writing from this period concerns the lives of women as they have been aﬀected by the war. I will discuss two of these in some detail: “Hitori yuku” (Going on alone) and “Otete tsunaide” (Holding hands), both published in 1946. “Going on Alone” is a ﬁrst-person story of a woman whose experiences parallel almost exactly those of Hirabayashi during her years of imprisonment, illness, and recovery. Like Yasuoka Shôtarô’s narrator Watashi in “Dark Pleasure,” who is concerned with his physical debilitation (discussed in Chapter 4), Hirabayashi’s narrator represents her body in striking, graphic terms. Unlike Yasuoka’s focus on Watashi’s recognition of the incongruity of his own physical appearance, however, Hirabayashi conﬁnes her story to her narrator’s internal record of how her body feels. “Going on Alone” opens with two intriguing short paragraphs: This is how I got it—the one mat of tatami big enough to rest this sick body on. In this case, the length and breadth of the single tatami mat underneath my back was comparable to the girth and weight of the endless
 
 49 As mentioned in connection with Shimao’s “Everyday Life in a Dream,” tenkô (political or ideological apostasy) is often linked to the Edo-period act of fumie — trampling an image of Christ to prove that one is not a Christian (thus saving oneself from torture and death). The interweaving of the ramiﬁcations of fumie and tenkô is complex: Is it unforgivable hypocrisy or a justiﬁable saving of oneself from torture? Is it merely form or does it represent a true conversion, a true repudiation of one’s former beliefs? These sorts of painful questions are addressed in many stories of the period. See, for example, Van C. Gessel’s discussion of Endô Shûsaku’s postwar ﬁction in The Sting of Life, 231–287; Kathryn Sparling’s discussion of Shimao’s ﬁction in Shimao, The Sting of Death (Sparling, “Interpretive Comments”); Alan Wolfe’s interesting and extensive discussion of the complex meanings of tenkô in Suicidal Narrative in Modern Japan; Brett de Bary’s “‘Credo Quia Absurdum’: Tenkô and the Prisonhouse of Language”; and Kevin Doak’s discussion of writer Hayashi Fusao’s tenkô in Dreams of Diﬀerence, 126–127.
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 chapter eight earth, and with utter gratitude and satisfaction I felt that I and my breast were shining with a golden light.50
 
 Following this are a few paragraphs about the narrator’s current situation, in which we learn that her husband is in prison and that her miraculous tatami mat is in a hospital: she has been ill for some time but is just now beginning the treatment for her illness. It was only when she had arrived at the hospital earlier that day that she had been told that the illness was advanced and widespread tuberculosis (as she had suspected). Despite this frightening news, she continues to “glow with golden light” because she has ﬁnally reached a place where her condition is acknowledged and will be treated. The narrator eventually reveals that she has been held for a long time in a prison cell. Because she had nothing to look at there and nothing to think about except her deteriorating physical condition, she had concentrated on imagining herself to be a “blade, able to pierce innumerable layers of obstacles”; she had “burned” with the conviction that she would survive. She is astonished and delighted to ﬁnd that, deep down, she is convinced of her absolute right to be treated and to recover her physical health (“Going on Alone,” 10). It is signiﬁcant that the images Hirabayashi’s narrator uses to imagine herself are so similar to those used to ﬁgure the ideal imagined social body during wartime: namely, being blade-like and burning with zeal. But rather than the certain death that accompanied these images in wartime rhetoric, this woman associates them with life and her right to live. Now in the hospital, once again summoning her determination to live, the speaker remembers earlier visits she had made to the bedside of tuberculosis patients back when she herself had been perfectly healthy. There had been no medical treatment of the disease, just aspirin to reduce the accompanying fever and liquids to soothe the stomach. The patients could only wait for the tuberculosis, “godlike in its ubiquity and invisibility,” to depart their bodies. These patients had seemed to her like the tungsten ﬁlament inside a light bulb— inﬁnitely thin, burning incandescent, and liable at any moment to break (12). Now that she ﬁnds herself in this state, she is less complacent about this conceptualization of tuberculosis as “godlike” and beyond 50 Hirabayashi, “Hitori yuku,” Hirabayashi Taiko zenshû 3: 9–25. Translations mine; page numbers are cited in text. A tatami mat is approximately 6 feet long by 3 feet wide.
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 the power of modern medicine to cure.51 The doctors who so pessimistically and deﬁnitively state that there is no possibility of a cure for TB seem to her willfully irresponsible: In the same age of the same world that builds battleships and bombs, I couldn’t help feeling a bitter contrast in all the nonsensical fantasies perpetrated in the name of medical science. “That’s where the sacriﬁcial victims of this age are to be found. And from now on I’m one of them.” (“Going on Alone,” 12)
 
 Thus the narrator realizes that, despite the advances of medical science touted as part of Japan’s modernization, it is ideological imperatives that determine how modern technologies are pursued and how they are deployed. She recognizes that the “modern body,” in its clean, healthy perfection, automatically excludes many bodies— that modernity, rather than providing the tools to cure imperfection, is merely predicated on excluding the imperfect: the sick, the old, and, as she later realizes, the female body not employed in wartime production or reproduction. At this point the narrative moves backward in time to explain the enigma of the ﬁrst sentence: “This is how I came to get it—the one mat of tatami big enough to rest this sick body on.” Originally housed in the same jail as her husband, the narrator had found a certain comfort in being able to look over to his area and occasionally see him. After a guard had noticed how often she gazed in that direction, however, she had suddenly been transferred to a small prison in a suburb of Tokyo. There she spends the winter months constantly cold, with no adequate blankets or source of heat. An oﬃcer from the Metropolitan Police Agency comes to the prison to interrogate her, but since he knows she has not in fact committed any crime, he takes a nap rather than asking any questions. She would consider “the small miracle called tenkô ” (13), she says, except that ﬁrst she would need to be accused of something substantial so that she could then repudiate it; and besides, since she has no home to go to, no possessions anywhere to recover, she has no reason to hasten her release from jail. After months of mild illness, she develops an increasingly bothersome cough, which feels like “something living deep inside my body trying constantly to get out” (14). Her cough disappears when she 51 The ﬁrst cures for TB were streptomycin, introduced in Japan in 1948, and PAS and isoniazid, introduced in 1952. See William Johnston, The Modern Epidemic, 99.
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 has a fever, which, though it consumes her, is intoxicating in the surge of “life” it brings to her pulse and her skin. She attributes her physical weakness to the proletarian life she has chosen—no possessions, no regular source of income. She has no regrets about its eﬀects on her health but does feel bitter over its inﬂuence on her marriage. Before their imprisonment, she and her husband had reexamined the basis of their relationship every day, arguing over the smallest details of housekeeping. While this kept the relationship fresh, it also prevented any permanent bonding, she feels: she and her husband are like two tabi (socks), one left and one right, that nonetheless do not make a pair. Although she would like to give her husband the comfortable “normal wife” that she imagines him to want, she does not believe herself capable of playing that role. As her illness worsens, her repeated petition for a medical exam is ﬁnally granted. A doctor whom she knows slightly from her old neighborhood is called in. When she greets him quietly, clothes unwashed and hair ﬁlthy, the doctor turns to the attending police oﬃcer and denies any previous acquaintance with her. Throughout the perfunctory exam, he speaks only to the policeman. When she asks him if the illness might be tuberculosis, he only looks at her contemptuously. He tells the policeman he has found nothing wrong. Although her symptoms steadily intensify, the prison guards are convinced that her petitions for another medical exam are attempts to use a trumped-up illness to get an early release. She sometimes chews her blankets in frustration, and dreams of revenge. But for the most part she is consumed by a feeling that nothing matters, that there is nothing to believe in, and she realizes that one of the body’s paradoxical strategies, when aching desperately to get well, is simply to give in to the illness and let it rage. If she is to die, better to die here, cared for by prostitutes and thieves, than alone on the streets. Her only regret will be leaving her husband alone in the world. In these days of utter destruction—she occasionally gets news of the war’s early progress from incoming prisoners—she has comforted herself with the idea that at least love survives. It would be terrible to destroy that, too, with her death, she thinks. Just as she has given up, she is granted another medical exam, this time with a more sympathetic doctor. He says that her illness “could become” inﬂammation of the peritoneum—but since he does not state plainly that she already has become ill, she is sent back to her cell. By this time, however, the guards are convinced of her ill-
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 ness; they sterilize her possessions while she is out. Fearing that she will die in their custody, the prison authorities arrange for her early release. When she is suddenly given the order to leave, the narrator asks if she can remain in prison a few more days while she tries to arrange for a place to go. The jailer is astonished: no released prisoner has ever before asked to stay. Evicted from her prison cell, the narrator spends a few days with a relative, Hana-san, a married woman with children, all living together in a four-and-a-half-mat room abutting a streetcar line.52 Lying awake at night, watching the trains pull one by one into their nighttime berths across the street, the narrator reﬂects sadly that even trains, like birds and animals, have a place to spend the night; only she is absolutely homeless. During the day she travels with Hana-san to hospitals and clinics, trying to ﬁnd one with an empty bed. Though the doctors whom she sees conﬁrm that she is ill—one draws a large quantity of “dirty-looking” ﬂuid from her abdomen with a long needle—none has a bed to give her. She tries to get readmitted to her old prison, but they refuse her as well. Finally the narrator calls the prison where her husband is being held to try to set up a visit. The policeman who answers the telephone, identiﬁed only as Y, remembers her and takes an interest in her problem; that same day he gets her into a hospital in the neighborhood. The last paragraph of the story is a parenthetical comment, with no ﬁnal punctuation: (As a policeman Y never got promoted and his evaluations were not good, so he was quite poor, but he was well liked by his colleagues and the prisoners—later he quit) (“Going on Alone,” 25)53
 
 After the abrupt and mysterious beginning of the story, the reader has followed the narrator’s long journey from incarceration and illness to virtual homelessness, and ﬁnally to a one-tatami paradise of security and possible recovery. This last paragraph is incidental to the main timeline of the narrative, all the momentum of which is now A four-and-a-half-mat room (a yojôhan) is approximately 9 feet by 9 feet. Hirabayashi’s 1946 story “Kô iu onna” (This kind of woman) is also set during the narrator’s stay in a hospital recovering from tuberculosis after long incarceration in a prison. In this case, however, the story moves backward in time to the relationship between the narrator, her anarchist husband, and the policeman who repeatedly arrests him. The intimacy that develops between the leftist couple and the policeman, and the price he eventually has to pay for their friendship, deconstruct 52 53
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 directed toward the bright future. By 1946, when this story was published, Hirabayashi’s own physical recovery was assured. The story’s trajectory of conﬁnement, abandonment, utter physical devastation, and then hopeful movement toward a bright future is equally appropriate to the larger context of Japan in 1946, and although Hirabayashi nowhere suggests that she intends this story as allegory, it may have been read that way by many other Japanese struggling to go on alone in the changed circumstances of the Occupation. As we shall see, the consequences—both positive and negative— of being “alone” are at the heart of much of the Occupation-period ﬁction by women. Another 1946 story by Hirabayashi, “Holding Hands,” addresses the postwar predicament of orphaned children and the families—particularly the women—who take them in. Whereas male writers of the period largely ignore the situation of widowed women and orphaned children, women writers frequently address the consequences of men’s absence head-on.54 Hirabayashi’s “Holding Hands” is concerned with the feelings of an adoptive mother rather than with the plight of the adopted child. Like her own earlier writing and that of other women writing in the 1920s and 1930s, she concentrates here on the tensions between a woman’s political commitments and her responsibility toward and emotional involvement with her family.55 The story begins with the charming scene of a woman, Keiko, watching her daughter, Yoshiko, splashing through puddles in bright raingear on her way to kindergarten.56 The charm dissolves immediately, the easy dichotomizing of “good” resisters versus “bad” police oppressors. The last paragraph of Hirabayashi’s “Going on Alone” hints at the same ambiguity and complexity of an individual’s relationship to an “oppressor” group. Hirabayashi Taiko zenshû, 3: 93–125. 54 As we have seen, war widows and (orphaned) children certainly make an appearance in male-authored stories of the period. The diﬀerence, however, is that men tend to use these female and child characters as ﬁcelles —characters whose sole narrative function is to represent some aspect of the male protagonist’s psychic journey, as in the case of the wild boy in Ishikawa’s “Jesus of the Burnt-out Ruins” or the mixed-race child in Shimao’s “Everyday Life in a Dream.” This idea is explored further in Chapter 10. 55 Hirabayashi’s “Kishimojin” (also pronounced “Kishibojin”) features the same protagonists: Keiko and her adopted daughter Yoshiko. In “Holding Hands” the background of the adoption is never broached. In “Kishimojin,” however, it is explained that Yoshiko is one child of a large family, impoverished by the war, that was forced to adopt Yoshiko out in order to survive. Hirabayashi Taiko zenshû 3: 126–131. 56 Hirabayashi, “Otete tsunaide,” Hirabayashi Taiko zenshû 3: 83–92; all translations mine. Page numbers are cited in text.
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 however, as Keiko thinks about the process of getting Yoshiko ready for school each morning and her odd sensation of being split in two, with her “real” self watching the actions of her “ordinary mother” self: Koko ni heibonna haha ga iru (“Here we have an ordinary mother,” 83). We learn that Yoshiko is a moraigo—an adopted child, her situation somehow a result of the war—and that the everyday responsibilities of a mother are therefore new to Keiko. She feels this uncomfortable sensation of being split to be fading, however, as “the connecting cord between adoptive child and adoptive parent seems to have taken root, and blood seems to be ﬂowing through it” (83). Unfortunately, with the disappearance of the “split” self she also feels the loss of the fun and excitement of motherhood: all that is left is the daily routine of being an “ordinary mother.” Keiko is involved in the campaign to get a progressive woman candidate elected to the Diet in these ﬁrst days of women’s rights to engage in political activity, including the right to vote and hold oﬃce; in connection with this she frequently attends meetings and planning sessions.57 For the ﬁrst of these scheduled after taking charge of Yoshiko, Keiko had arranged to leave the child at her husband’s oﬃce for the duration of the meeting. Yoshiko had been unhappy, and the workers at the oﬃce even more so. Keiko tries taking Yoshiko with her to the next important meeting but ﬁnds it impossible to concentrate on the business at hand or to say what needs to be said. It is not that Yoshiko is actively disruptive but that Keiko is once again split—between attentive mother and actively participating political adult; neither “self ” gets adequate attention, and she feels guilty toward both Yoshiko and her fellow political workers. This tension between the calls of family and work is nothing new in women’s ﬁction, though Hirabayashi expresses contradictory and troubling dimensions of Keiko’s questioning of motherhood that are harsher and more radical than is often seen. Not long after the two unsuccessful experiments in mixing Yoshiko and politics, Keiko takes the girl to the zoo. There Keiko stands transﬁxed in front of the kangaroos, unexpectedly moved by how the mother kangaroo’s nimble, powerful body changes when she has a baby in her pouch. The tilted-forward, protective, careful hopping posture of the laden mother
 
 57 In the ﬁrst postwar election (the ﬁrst-ever after female suﬀrage), thirty-nine women were elected to the Diet.
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 fascinates Keiko. Yoshiko comments with delight that the baby has become part of the mother’s body. In response Keiko says to herself, “Although the kangaroo child becomes a part of the mother’s body, mine has become a separate lump and goes leaping about” (85–86). Picturing one’s child as an uncontrollable lump ﬁts neither the romanticized, bourgeois view of an appropriate maternal attitude nor the goopy maternal rhetoric of prewar and wartime natalist propaganda. Keiko follows up this metaphor in her mind; the problem of inadequate child-care facilities in the neighborhood, over which she has expended much worry and eﬀort, takes on a diﬀerent aspect when she pictures her child as “a growth”: “There was a tremendous diﬀerence in the idea of entrusting a part of your body to child care and entrusting a lump to child care” (86). Thinking about all these issues on the rainy morning, Keiko suggests to her husband that they send Yoshiko to the country to live with Keiko’s natal family. Her arguing point is the diﬀerence in schools for Yoshiko: if she stays in Tokyo, she will go to a school that was until recently a military barracks, dirty and with inadequate facilities; if she goes to live in Shinshû, where Keiko grew up, she will have the idyllic school experience that Keiko remembers. There had never been much money in the area, but the poverty of the countryside wore a more innocent, homely face than the squalor Keiko now sees in the city. Yet the omniscient narrator undercuts the seeming compassion of these sentiments: “The impetus for Keiko’s bringing up this issue with her husband on this morning was not at all this kind of innocent nostalgia. The sudden impulse to relieve herself of a heavy burden is what caused Keiko to speak” (87). Keiko struggles with her conﬂicting impulses, telling herself that the countryside would be best for Yoshiko and then feeling strong resistance to the idea of sending the child to a place where there is only potato gruel to eat. When a letter arrives from Keiko’s sister, oﬀering immediately to take Yoshiko, Keiko is relieved but at the same time a little disgusted with her sister’s light-hearted readiness to take on such an important burden. Yoshiko expresses excitement at the idea, which again raises conﬂicting emotions in Keiko. Keiko is ashamed of the ways she attempts to manipulate the child into saying that she does not want to go if Keiko will not be there; at the same time, she needs profoundly to hear those words. When Yoshiko departs on the train, accompanied by Keiko’s niece, she smiles happily out the train window. As Keiko walks away, her predominant feeling is of being “alone”: Hitori ni
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 natta . . . hitori ni natta (“Now I’m alone/singular/solitary . . . Now I’m alone”), she says over and over to herself, evidently with satisfaction (89). But a few weeks later, when a postcard comes from Shinshû with a few childish words scrawled by Yoshiko, Keiko cannot stop gazing at it. When her husband comes home, he, too, just sits and looks at it for a long time. Keiko has enjoyed her recaptured freedom, but she wants to make sure that Yoshiko is happy in her new life, so she plans a trip to Shinshû. She arrives at her sister’s house while Yoshiko is at school. As she waits impatiently for Yoshiko to come home, Keiko is made to listen all day to the sister’s complaints about Yoshiko’s naughtiness and bad habits. Although Keiko had been troubled by these same faults when she cared for Yoshiko, now she cannot bear to hear the girl criticized. In the afternoon Yoshiko comes home through the rain; under the hood of her tattered rain cape, her face is red with crying. (This image is the reverse of the one that opened the story, when Yoshiko splashed happily oﬀ to school in her bright yellow rain cape and red boots.) Seeing this, Keiko also cries, and ﬁnds herself choked with maternal feelings for this child. Although her niece says unkindly that Yoshiko had been anxious to see her mother only because of the candy she would bring, Keiko knows that that is also a sign of love: “After all, it’s because a baby loves the breast ﬁrst that it then comes to love the mother” (91). On her short visit Keiko is dismayed at how dingy and tattered Yoshiko’s clothes have become. Because her socks are now too small, she often runs around in the mud with bare feet. Her face is sunburned and she has lost a tooth. Nonetheless, Keiko leaves her there and prepares to go back to Tokyo: She boarded the train feeling that now she had something heavy hanging from her back. “Cry, mourn, but get on with it,” she told herself. (“Holding Hands,” 91)
 
 On the train her mixed feelings are evident. On the one hand she feels great pity for Yoshiko and imagines the sound of her crying voice. On the other hand, she tells herself, there is nothing wrong with wearing old clothes and living a healthy life in the country. The story ends as she looks out the window of the train: Without realizing it Keiko had begun humming the song that begins, “When we walk on the country road holding hands . . .,” and then suddenly she saw through the window children playing at the level
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 chapter eight crossing on the outskirts of Kôfu City, and found herself singing, “They’ve all become cute little beggars . . .” as she looked at the pitifully tattered clothes of the children of this war-ravaged city. (“Holding Hands,” 92; in the correct words of the song, the children are “cute little sparrows.”)
 
 True to the contradictory and complex feelings throughout the story, this ending is ambiguous. It is diﬃcult to know whether Keiko believes she made the right decision about Yoshiko’s welfare, or whether she now feels the heavy burden to have shifted from her front to her back because she must carry the guilt of having sacriﬁced Yoshiko’s well-being for her own political activities, which are meant to better the conditions for women and children in general. Does she think children in the impoverished countryside are better oﬀ, or those in the war-ravaged towns? The point of the story seems to be the impossibility of reaching a ﬁnal conclusion, the impossibility of a woman knowing whether her choices about family and work are the “right” ones, and the burden she must carry either way. It is signiﬁcant that the image that closes the story is the converse of the typical mother-child image in wartime propaganda. As we have seen, women were frequently depicted as stoic or even cheerful as they saw their sons leave (often on trains) for the front. Here it is the mother who is on the train, leaving her (female) child, unsure of what she should feel under these new circumstances. Hirabayashi is drawing on the recent history of the politics of motherhood in Japan in her protagonist’s ﬁnal rejection of Yoshiko. Recognizing the fact that the idealization of maternal love and the role of the mother had been used in recent years to further nationalist, state-building, and eventually militarist goals, Hirabayashi worked in this story toward deconstructing the romanticized ideal of the mother. Her protagonist, Keiko, is actively involved in the struggle to make conditions better for all women and children in a politically progressive framework, including adequate child care so that women can work equally with men. But in front of her eyes is a female child victim of the militarist course her country has just taken for so many years; not only is Yoshiko orphaned, but the school she is soon to enter is housed in the tattered and dirty remains of a military barracks. For Keiko the question is whether she can legitimately refuse her own individual assumption of the role of mother simply because the national/social deiﬁcation of motherhood (for the wrong purposes) must be fought, whether she can legitimately refuse the
 
 production and reproduction
 
 369
 
 role of mother because her own work for the good of women and children in general is so important. This is a question to which there is no satisfactory answer. In this story and in many of her other works, Hirabayashi’s writing is often harsh and unresolved but always unblinkingly honest about the complexities of life. Hayashi Fumiko Compared with Hirabayashi’s uncompromising honesty and rigor, expressed in almost severely straightforward prose, Hayashi Fumiko’s narratives from this period are more obviously ﬁctional and “literary.” Although she, too, deals unsentimentally with the positive and negative repercussions of the various manifestations of women’s aloneness after the war, her stories tend to have dramatic plots that are appealing to the general reader. Hayashi and Hirabayashi’s early careers were nearly parallel: both debuted as writers in the late 1920s; both were poor, and struggled to balance relationships with (sometimes abusive) men, involvement in progressive causes, and ﬁnancial survival. According to Yukiko Tanaka, they even shared a room for a time and one set of decent clothes, each wearing it in turn for important meetings with editors and publishers.58 Hayashi was active on the fringes of anarchist groups and occasionally published in Communist or leftist journals, but she never shared Hirabayashi’s commitment to any speciﬁc political movement. Because her own background was unequivocally “proletarian,” perhaps she felt her own life, her own vigorous survival and energetic self-expression, to be her activism. Hayashi was the youngest of four children her mother bore to diﬀerent men; her biological father oﬃcially registered her as “illegitimate” in the family records. Her year of birth is listed diﬀerently in diﬀerent sources, largely because Hayashi herself did not know her exact birthdate. In her father’s family records, her birth is recorded as December 31, 1903. According to Nishikawa Nagao, however, there is evidence that her mother had falsiﬁed the date when reporting it to the father.59 Hayashi and her mother, Kiku, lived with her father in Wakamatsu City until 1911, at which time her father 58 Yukiko Tanaka, “Hirabayashi Taiko,” in Tanaka, ed., To Live and to Write, 69–70. 59 Nishikawa, Nihon no sengo shôsetsu, 75.
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 brought a geisha into the house. Kiku in turn took the seven-yearold Hayashi and established a new life with a man twenty years younger than she.60 Thereafter Hayashi’s childhood was spent moving from place to place with her mother and her new stepfather, an itinerant peddler. Both mother and stepfather were kind to Hayashi and gave her great emotional support; she provided her own ﬁnancial support through high school by working nights in a factory. After moving to Tokyo in 1922, Hayashi, like Hirabayashi, worked at a variety of menial jobs, struggling to keep body and soul together. She frequently had no place to sleep and had to curl up wherever she could ﬁnd minimal shelter. Nonetheless, she wrote steadily. Her ﬁrst major work of narrative prose was Hôrôki (Vagabond’s song; excerpt English translation 1987), published in 1930. This was extremely well received, selling over 500,000 copies; her subsequent work also sold well.61 Donald Keene asserts that in the early 1930s Hayashi was probably “the most popular writer in the country.”62 Hayashi’s characters were often drawn from the society in which she lived—marked by poverty, creativity, and a sense of separation from the mainstream of social and political movements. But she moved beyond the semiautobiographical material of the shishôsetsu (“I novel”) writers of the day, creating obviously ﬁctional characters and narratives as well. In the 1930s Hayashi traveled extensively, despite her limited resources, including trips to France and China. After the outbreak of war in China, she traveled as part of the military-approved group of journalists allowed to tour the battleﬁelds, as a correspondent for the Mainichi shinbun. Later she moved to the Asahi shinbun because they oﬀered her greater opportunities for working close to the battlefront. Although her journalistic writing from the time does not deviate signiﬁcantly from the military’s preferred view of Japan’s war in Asia, her later ﬁction, based on what she saw as a journalist, is much more multivalent and critical of Japan’s role.63 Nonetheless, Hayashi’s critique of militarism was always based on the harm she
 
 Nishikawa, Nihon no sengo shôsetsu, 76. Nishikawa, Nihon no sengo shôsetsu, 77. 62 Keene, Dawn to the West, 1142. 63 Itagaki Naoko went so far as to label the stories Hayashi wrote in this period (including “Fubuki,” “Kawahaze,” and “Hone,” discussed below) her “anti-war” ﬁction. Itagaki, “Hayashi Fumiko no shôgai,” 84–85. 60 61
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 saw done to individual lives; she never extended her critical eye to a more systemic, abstract critique of the social and political structures that had led to war. However, it could well be argued that Hayashi’s work does provide a systemic critique of the cultural-social gender categories that were implicated in Japanese nationalist discourse because throughout her career she remained sensitive to the discursive situating of women in Japanese society and the resulting harm to society as a whole. Her ﬁrst long work after the surrender, for example, was Uzushio (Whirlpool), serialized in the Mainichi shinbun beginning in August 1947. This novel deals graphically with the plight of war widows, focusing on this special body category of women who were (according to prewar social standards) sexually “adult” (because once married, however brieﬂy) but sexually inactive (out of respect for the memory of dead husbands)—many of whom were forced to renounce that socially encouraged celibacy and take new lovers or sexual clients in order to support themselves and their dependents.64 It could be argued, based on this and much of the rest of Hayashi’s postwar writing, that for her the personal and gendered was what constituted the political. She died in 1951, of heart failure, leaving behind a devoted husband and an adopted son. For an example of Hayashi writing the political and abstract through the personal and embodied, we need only consider the ways her stories demonstrate her absolute grasp of the exchange relationship pertaining between the body, particularly the female body, and food. Her ﬁrst major publication, Vagabond’s Song, makes one such equation clear: Women are tossed about like ﬂags in a breeze, I think as I wait in this long line. These women around me wouldn’t be here if their circumstances were better. It is their need for work that binds them. Unemployment is an assault, your life becomes confused like that of an unchaste woman. What does it mean that I can’t get a job that pays a mere thirty yen per month? With ﬁve yen I could buy some good quality Akita rice. I would cook it to the right ﬂuﬃness and eat it with takuan pickles. This is all I ask. Can’t something be done for me? The line grows shorter; some come out of the door smiling, others look disappointed. Those of us still waiting by the door gradually
 
 64 For more on Uzushio and Hayashi’s depiction of war widows, see Nakazawa, “Kaisetsu: Kyomu to tôwaku.”
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 chapter eight become irritable. More than a hundred of us are waiting to apply for two jobs available at this wholesale grain store. Finally it is my turn. In comparing our qualiﬁcations, the employer looks ﬁrst at appearance, build, and weight. Exposed to stares for a few moments, I am told I will be notiﬁed by mail. I’m used to this procedure, but still, it’s distasteful. How unfortunate that I was born. If one is exceptionally beautiful, that is fortunate enough. I have nothing. Nothing except this strong body.65
 
 The impressionistic transition from one paragraph to the next owes everything to the interdependent relationship between food and a woman’s body, and the work she needs to ﬁnd in order to connect the two. (It is signiﬁcant that unemployment—the failure of connection between body and food—is likened to an assault and to the unchaste behavior of a woman who sells her body, thereby avoiding the need for an “intermediary” job. This is one alternative to work and/or starvation.) In this woman’s case, unable to present the necessary body appearance, she fails to get the job, which means she fails to get the money to buy food. In a later segment, this is connected in turn with the narrator’s status as human being: Entering a café and seeing the containers of smudged chopsticks, I feel my poverty. With a pair of balding lacquer chopsticks that have touched the mouths of other people, I eat my rice. It’s exactly like being a dog. I no longer notice the dirtiness. I don’t feel like a human being. I bite into a grilled sardine, lost in the sensation of its intense deliciousness and in the aroma of the small dish of cooked greens.66
 
 To be “human” in Japanese terms (as we saw in Chapter 5) is to be clean, and to have the chance of controlling what enters the body as food (among other things). For people like the narrator of Vagabond’s Song, the only way to get food is to relax those strict body boundaries, to accept, “as a dog would,” poor food eaten with dirty utensils. This sustains the body, but at the price of one’s deﬁnition as “human.”
 
 65 Hayashi Fumiko, Hôrôki (Vagabond’s song), excerpt trans. Elizabeth Hanson, in Tanaka, ed., To Live and To Write, 105–106. For complete information about Hayashi’s life and career, including insightful readings of many of her stories, see Joan Ericson, Be a Woman. 66 Hayashi, Hôrôki (Vagabond’s song), excerpt trans. Hanson, in Tanaka, ed., To Live and To Write, 109.
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 Hayashi said that she derived inspiration for her life’s work from Nobel Prize winner Knut Hamsun’s 1890 novel Sult (Hunger). Certainly the immediate politics of food—how one gets it, what can be exchanged for it, what social prerogatives and taboos about food one is able to maintain—surface repeatedly in Hayashi’s ﬁction. It may be signiﬁcant that the long narrative she left unﬁnished at the time of her death in 1951 was entitled Meshi: food, rice, meal. Kusaka Yôko (1931–1952), whose brief career parallels the years of the Occupation almost exactly, presents this equation in a diﬀerent light. The daughter of a once wealthy family, Kusaka depicts protagonists who tend to be a social class above the narrators of Hayashi or Hirabayashi’s ﬁction, although her protagonists also graphically experience the exchange relationship between the body and food. The young female protagonist of Kusaka’s “Ochite yuku sekai” (The falling world, 1950; nominated for the Akutagawa Prize), for example, bargains with her ailing father, trading him some of her blood (for transfusions) for money to buy cigarettes and decent food—luxuries she can no longer take for granted now that the war and Occupation have made basic survival so much harder, and her father so much less generous. (Kusaka died at the age of twenty-one in her fourth attempt at suicide.) As we saw in the discussion of Yasuoka Shôtarô’s work in Chapter 4, the subject of food arises for male writers and their protagonists as well. In Yasuoka’s stories, however, food and other sources of oral gratiﬁcation, such as cigarettes, are accessible—even miraculously plentiful, in some cases. In Yasuoka’s stories food functions as a stand-in for other kinds of gratiﬁcation that his protagonists desire but then realize they cannot have. For Yasuoka, food becomes the site of displaced desire for women, or for other adult male prerogatives. For Hayashi’s prewar female protagonists, however, a concern with food is not a displaced desire for a man. Access to decent food does serve as a marker of one’s status, but merely the most humble status as a human being. Frequently food is represented as existing in a direct exchange relationship with the (female) human body (as in Kusaka’s story). In Hayashi’s Occupation-period works, the equation between a woman’s body and food is again paramount. In “Bangiku” (Late chrysanthemum; English translation 1960), ﬁrst published in Bekkan bungei shunjû in November 1948, Hayashi tells the story of a ﬁfty-sixyear-old woman, Kin, who has used her body all her life to procure
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 her living.67 After having been raped by her foster mother’s boyfriend when she was nineteen, Kin had ﬂed to a teahouse, where she was taken on as a geisha. She had realized early on that beauty could procure money, and that, in turn, “to maintain one’s beauty forever required a lot of money.”68 She had worked from age nineteen on at perfecting that equation: the more beautiful she was, the more money she could make (by attracting men), and the more money she made, the longer she could maintain her beauty, which would allow her to go on attracting men to make more money. The story, set shortly after the end of the war, concerns a visit from a former lover, named Tabe, whom Kin has not seen for six years or so. He is young enough to be her son, though they had a passionate aﬀair just as the war was expanding to the Paciﬁc. In the time since their last meeting, Tabe has fought as a soldier, returned unharmed, and married a woman much younger than Kin. Kin has likewise developed a comfortable occasional relationship with a man her own age. Now that she is to see Tabe again, Kin is determined to present an appearance that will live up to her illustrious past and make clear to him that she has as much control over her beauty as ever. She may not have the “natural” beauty of a young woman, but Kin has more than enough art and experience to make up for that. Tabe is indeed surprised at her continuing loveliness, but it soon becomes clear that he has no interest in renewing their relationship. He has come to borrow money, hearing rumors that Kin has done well even through the ravages of the war. As Kin refuses, and Tabe becomes drunk and increasingly abusive, Kin realizes that she is in danger, perhaps even of being murdered. She has only her will and her beauty to counter his aggression. But this is enough; Tabe has gone to seed during the war, and despite his realization that Kin is “an old woman” (in his terms), he cannot maintain his angry energy in the face of her greater physical power and control. Although Kin has never before had to use her beauty to defend her money—only to acquire it—she ﬁnds that the equation works just as well in this 67 “Late Chrysanthemum” has probably received more critical attention than any of Hayashi’s other short works. It is discussed most insightfully in Mizuta Noriko’s Monogatari to han-monogatari no fûkei, 214–225. See also Shiina, “‘Bangiku’ to Hayashisan no koto”; Nakamura, “Hayashi Fumiko to sono bungaku”; and Mori Eiichi, “Negatibu no nikutai bungaku.” 68 Hayashi, “Bangiku,” Hayashi Fumiko zenshû 7: 36. My translation. Also available in translation by Lane Dunlop, in Dunlop, A Late Chrysanthemum (1986), 95–112.
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 direction. Kin is a woman who is alone and thriving, having turned the economics of the body to her own beneﬁt. Hayashi’s 1949 story “Hone” (Bones; English translation 1981) concerns a protagonist who is becoming familiar with the female body = food equation for the ﬁrst time.69 Michiko is a twenty-sixyear-old war widow with tuberculosis. She is still ambulatory but not well enough to do strenuous work. Since the Tokyo ﬁre-bombing destroyed her house she has ended up in a small one-room apartment with her father, now crippled with rheumatism; her younger brother Kanji, whose wartime work in a factory exacerbated his tuberculosis until now he is completely bedridden; and her sevenyear-old daughter, Emiko. The story begins with Michiko remembering the words of the widow of a government minister who had been executed for war crimes; the wife had said: “Please return his bones to me.” Michiko, too, had received an empty bone box, with nothing but a bit of red dirt in it, in lieu of the bones of her husband lost somewhere in battle in Okinawa: Michiko thought it was quite strange. What would the government minister’s wife do with the bones, once they were hers? She shut her eyes tight, and hot tears began to form at the corners. Perhaps her present attitude proved that she really had turned into a heartless monster. But hadn’t her own life changed completely ever since her husband’s empty bone box came back? (“Bones,” 133)
 
 Husbands in this story are immediately ﬁgured as absence; not even their bones have made it back from the war to represent some kind of paternal continuity. And because of that absence of the husband (able-bodied adult male provider), Michiko must ﬁnd a way to support her father, brother, and daughter. After trying various jobs, all of which she loses because of her precarious health, Michiko is convinced by a friend to try prostitution: On cold rainy nights, Michiko picked up men on the streets. “One . . . two . . . three . . .,” she counted, as she held her breath and gazed steadily toward the station. When someone approached her, she wanted to cry out, “Wait! Give me some bones!”
 
 69 Hayashi Fumiko, “Hone” (Bones), trans. Ted Takaya, in Oe, Umezaki, Hara, and Hayashi,The Catch and Other War Stories (1981). Pages noted in the text are from the Takaya translation. In Japanese, “Hone” can be found in the Hayashi Fumiko zenshû 7: 243–257. “Hone” has been usefully discussed in Nishikawa, Nihon no sengo shôsetsu, 78–81.
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 chapter eight From time to time, men thin as ghosts shuﬄed out of the station. Their bones creaked as they made their way in her direction. Their lonely, glimmering eyes approached her, shining brightly. (“Bones,” 133)
 
 The men who managed to survive the war and return are ﬁgured as “bones.” Michiko cannot get her husband’s bones back, so in place of them she seeks those of other men. The money she makes from these men she takes home and puts in her husband’s empty bone box, to hide it from her family. Michiko’s younger brother Kanji pesters her for rich food, which he believes will cure him. Before she had made up her mind to try prostitution, their poverty had reached such a desperate state that she had prayed for her brother’s death. Soon, however, she has learned how to exchange her body for the food he needs: She did not feel guilty. As the money accumulated, she hid the bills, stained by her own body, in her husband’s bone box. She bought a blanket on the black market. Now she could even buy a daily egg for Kanji. The patient picked up the egg with his wasted hand and held it up to the light, smiling broadly. (“Bones,” 149)
 
 The equation is now complete: Michiko’s body makes the money which is put in place of the husband’s absence (the empty bone box), and which is in turn exchanged for the food that supports the family and her own body. The bones of the men who did return are substituted for the husband who did not return in maintaining the survival of the men who had been too young or too old to go to war; and Michiko’s body is the medium through which that substitution/ exchange takes place. If husbands are absence, sexual clients are bones, and dependent males are relentless consumers, then the woman that Michiko used to be—the “normal housewife”—is represented by an image that recurs to Michiko at various points in the story: a woman wearing a white apron, with a baby carriage. Michiko ﬁrst sees this vision as she leads a man back to the hotel for her ﬁrst attempt to earn money through sex. The woman in the white apron is standing just outside the hotel entryway with her baby carriage, “looking uncomfortably cold” (135). The next morning, as Michiko lies in bed with her customer, feeling an unexpected comfort in having someone next to her—even this man she neither knows nor likes—the image of the woman returns:
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 All at once she saw the baby buggy and the woman standing, her white apron blown by the cold wind. Long ago, she had spent a similar hour with her husband. She felt such remorse that it seemed to set her ears ringing. (“Bones,” 142)
 
 Kanji dies one cold night while Michiko is out with a customer. She pities his lonely death and feels angry at her father, who had not even noticed as Kanji choked on his own blood, but her dominant feeling is one of guilt: She absentmindedly took hold of her brother’s hands. How cold they were. She was overcome by a terrible feeling of guilt that plunged her into the very depths of hell. Michiko was completely exhausted. Suddenly she saw the baby buggy and the woman in the white apron. Feeling quite limp with fatigue, the cold hands of her brother felt soothing in her own feverish hands. (“Bones,” 152)
 
 A week later, on a beautiful warm day, Michiko goes to the crematorium to pick up the urn ﬁlled with Kanji’s bones. Emiko, walking with her, is singing. Michiko thinks about how the tiny apartment seems bigger with Kanji gone.The story then ends as follows: The urn was heavier than she expected. A tattered baby buggy was left behind in front of the mat shop. Holding her daughter’s hand, Michiko turned into the narrow alley. The smokestack of the crematorium was closer than she had realized and loomed up in front like a cross. The black smoke from the big chimney rose toward the blue sky. Suddenly a thought crossed her mind: she wondered when her father would die. (“Bones,” 154) If the woman with the baby buggy represents the postwar fate of the bourgeois ideal of the housewife Michiko used to be—the model of a chaste, faithful, respectable wife with a husband and child— then this ending would suggest that Michiko has ﬁnally escaped from that haunting apparition. In this hostile postwar environment marked by the absence of the husband, the woman with the white apron is cold, blown by the wind, standing aimlessly outside the hotel with her infant child. In contrast, Michiko has found a way to survive and to support those who are left, though at the cost of her selfidentity as that “ideal” wife. After Kanji’s death, the woman in the white apron is gone; only the empty buggy gestures at her earlier presence. The woman and her child have presumably moved on, as Michiko and Emiko are doing, or have disappeared, unable to survive
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 in those traditional roles in the new postwar context. When her dependent father dies, Michiko will be alone with her daughter. All the men in this story are ﬁgured as either already dead (Michiko’s husband and even her customers, who are described as “ghosts”) or dying (Michiko’s brother and father). Somehow, despite this utter devastation of the male, the female has managed to survive. As in Hirabayashi’s stories, and in Hayashi’s “Late Chrysanthemum,” the ﬁnal solitariness of the woman comes at great cost but represents a freedom and autonomy that oﬀset much of the loss. As the number of Michiko’s dependents lessens, the tyranny of other people’s demands on her body simultaneously decreases. Hayashi also wrote many Occupation-period stories that show women attempting to reweave coherence in the absence of their husbands through a relationship with another man, and the complications, rewards, and punishments this entails. “Fubuki” (Blizzard, 1946), “Dauntaun” (Downtown, 1948; English translation 1956), and “Kawahaze” (River ﬁsh, 1947) all deal with this theme.70 In “Blizzard” the protagonist, mistakenly informed that her husband died in the war, becomes involved with another man and develops a happy relationship with him. When her husband turns up alive, the three must ﬁnd a way to resolve the situation. Similarly, in “Downtown,” the protagonist, Riyo, has had no word from her husband, missing in Siberia, for six years.71 After the end of the war she brings her young son, Ryûkichi, to Tokyo, where she tries to scrape out a meager living selling tea door to door. She meets Tsuruishi Yoshio, a prisoner in Siberia until recently, who came home to ﬁnd that in his absence his wife had gotten involved with someone else. Now he lives alone, eking out a living working at a construction site in the middle of bombed-out “downtown” Tokyo. The two become friends and then fall in love. Just as Riyo begins to feel a measure of stability return to her life, Tsuruishi is suddenly killed in an accident at work. They
 
 70 See Nishikawa, Nihon no sengo shôsetsu, 75–84; Nakazawa, “Kaisetsu: Kyomu to tôwaku,” 332–334; and Mori, “Kichô toshite no kyomu.” 71 The Ivan Morris translation of Hayashi’s “Dauntaun” is available in Donald Keene, ed., Modern Japanese Literature (1956) under the title “Tokyo,” and in Morris, ed., Modern Japanese Stories (1962) under the title “Downtown.” There are minor diﬀerences in wording between the two translations; neither is an exact rendition of the Japanese original: there are omissions and transpositions throughout. I have corrected Morris’s “Ryô” to “Riyo.” In Japanese, “Dautaun” can be found in the Hayashi Fumiko zenshû 9: 17–28.
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 had slept together for the ﬁrst time on the night before his death; he had assured her that he would take care of her and her son (and any children that the two of them might subsequently have). The momentary security and happiness she had felt vanishes in less than forty-eight hours. As the story ends, however, Riyo, who is back selling tea and wondering if she is pregnant, comes across a dilapidated hut in the yakeato (burnt-out ruins) in which a group of women are busy sewing. Although they look as destitute and “alone” as she, they greet her kindly, scrape together money to buy some of her tea, and invite her in for warmth and rest, just as Tsuruishi had done when she ﬁrst met him. She decides never to leave this area, “downtown,” where the people are open-hearted even in the midst of devastation. “River Fish” presents a woman in an even more complicated situation. In the ﬁrst paragraph of the story, the protagonist, Chihoko, thinks about her options as she walks to the river to ﬁnd a man named Yohei: she could kill herself, together with her newborn child, but that would be socially unacceptable; or she could kill just herself, but that would be too cruel to the baby, who is still in the maternity hospital, not even entered in anyone’s family register yet. Yohei is her father-in-law, grandfather to her two young sons, Tarô and Yôkichi. Yohei’s wife, Matsu, is bedridden, hardly able to move. Chihoko has lived with her husband Ryûkichi’s parents since he was sent overseas to ﬁght. Now the war is over and he has not yet come home, but is expected back within a few days. As Chihoko calls Yohei home from the river for dinner and helps him change his wet clothes, the reader gradually realizes that the baby in the maternity hospital is Chihoko’s, and that since her husband has been away for more than four years, the little girl cannot possibly be his. Yohei and Chihoko have tried to arrange for the baby to be adopted, but because the child is small and ill-favored, the prospective adoptive parents have backed out on the deal. (The baby’s skin is an odd, “inhuman” color, and its body products—for example, its meconium—are also “strange.”) Now Chihoko must face her returning husband with this illegitimate baby. As if this were not enough of a problem, as the information accumulates further, the reader abruptly realizes that the child is Yohei’s. After ﬁve years of his wife’s paralysis and four years of Ryûkichi’s absence, Yohei had become sexually involved with his daughter-inlaw, Chihoko. For her, the memory of her husband’s face and body
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 have grown ever dimmer, while her feelings for her father-in-law have grown ever stronger. Now she is no longer certain which of them she loves more: Both Yohei and Chihoko were born in the Year of the Tiger. At the thought of the male and female tigers growling as they raged wildly in their single cage, Chihoko’s body seethed with heat. It wasn’t like with a young lover, whispering together and sharing secrets. . . . It was just that, like two rivals meeting by chance, the bodies of the Tiger Year pair called to each other. (“River Fish,” 181)72
 
 From Yohei’s point of view, the sexual relationship had developed from his deep pity and aﬀection for his daughter-in-law. He had seen her now and then on the street from the time she was a schoolgirl, and had never been particularly struck by her. But once she moved into his house with her two children and, with her slight, youthful grace, began taking care of Yohei and Matsu, he had felt a profound sadness that Chihoko had to endure her husband’s absence and possible death—that her life as a young wife should be blighted by the war. From the ﬁrst, Yohei had recognized that the sexual relationship was wrong. Every day he has vowed to end it, and yet every night he drinks raw sake until he falls asleep, then wakes up in the middle of the night to ﬁnd himself breaking that vow again. Chihoko and Yohei have agreed to have the baby adopted and then to confess everything to Ryûkichi when he returns. The pitiful state of the premature baby girl, and the fact that no one wants to take her, have overturned those painfully determined plans. At the end of the story, expecting Ryûkichi home the next day, Chihoko is distraught. In the ﬁnal scene, she stands on the bridge over the nearby river, trying to make up her mind to commit suicide: It was painful that she could not make up her mind to die. She must not really want to die. When she thought that she really did not want to die, Chihoko became even sadder, and pressed the sash of her work pants to her eyes. She must somehow ﬁnd a way to escape as fast as possible from this pain. . . . Ryûkichi would be home tomorrow. She ought to be happy. She would once again, after so long, see Ryûkichi’s face with those prominent white teeth. When she thought about it
 
 72 Hayashi, “Kawahaze” (River ﬁsh), Hayashi Fumiko zenshû 6: 177–189. My translations. Page numbers are noted in text.
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 now, she couldn’t understand how her relationship with Yohei had developed as it had. . . . Things had naturally gotten more and more tangled up, and now this pitiful child had been born.—Perhaps because she had been squatting for so long on the bridge, her calves began to tingle. Chihoko hopped lightly down to the muddy bank, waded into the tall grass, and urinated in a posture as if she were bowing to someone. It felt good. (“River Fish,” 189)
 
 Although somewhat melodramatic in plot, “River Fish” does not pursue a dramatic and tragic narrative resolution. Instead, it appears that Chihoko will not die; her light, quick body will somehow continue to function despite the messy emotional situation she is in. This is, ﬁnally, simply an example of the kind of untenable position Japanese people could ﬁnd themselves in after the war was over. Men returning home intact from the battleﬁeld might ﬁnd that their wives had become involved with someone else, as in the case of Tsuruishi in “Downtown,” the husband in “Blizzard,” or Ryûkichi in “River Fish.” Wives might ﬁnd themselves alone and responsible for dependent family members, as in the case of Michiko in “Bones” or Riyo in “Downtown.” Children might be orphaned and/or inconvenient, as in the cases of the adopted child in Hirabayashi’s “Holding Hands,” the baby possibly resulting from Riyo’s one night with Tsuruishi in “Downtown,” or the newborn baby in “River Fish.” All these stories, however, include an element of recovery, a sense that lives—particularly women’s lives—will go on. This continuation may necessitate, may be predicated on, the rupture of certain epistemic boundaries and categories that were taken for granted before the war. Women may have to exchange the well-known, clearly demarcated roles of “wife,” “widow,” or “mother” for identities that combine elements from roles that had previously marked the excluded, abject boundaries of the socially acceptable, socially intelligible woman: prostitute, animal, sexually active woman living independently. The “products” of the female body—infants—may be emerging catastrophically, wrongly, at least according to the previous standards, and, like the baby in “River Fish,” the “product” itself may be strange. For Hirabayashi’s narrator in “Going on Alone” or in her “Kô iu onna” (This kind of woman), it may be impossible to maintain the standards of cleanliness necessary to retain the deﬁnition of human: the doctoracquaintance who visits the narrator of “Going on Alone” in prison refuses to acknowledge her or give her treatment when he sees her ﬁlthy state. But like the survivors of the atomic bombs, these women
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 somehow keep going even in the absence or after the destruction of previous narratives, while coherence is slowly rewoven in new patterns. By the end of “Going on Alone,” the narrator has regained at least the minimal requirements for “personhood,” and can see that the future will be even brighter. Although the stories discussed here by Hirabayashi and Hayashi engage actual material problems faced by people during the Occupation, they rarely make mention of the presence of the occupying forces, or of the dramatic political changes taking place around them. Unlike the protagonists in the Occupation-period ﬁction of Yasuoka Shôtarô, Kojima Nobuo, Ishikawa Jun, Sakaguchi Ango, and Shimao Toshio, the characters in these stories hardly seem aware of the psychological ramiﬁcations of invasion by a foreign power.73 Hirabayashi and Hayashi’s plots are predicated on the material changes that the war has brought, and on the emotional consequences of these changes on the lives of individuals. Some readers might complain that the Occupation-period ﬁction by women is somewhat claustrophobic and shortsighted because of its focus on the lives and personal problems of individual women. It could be argued, however, that women in the years 1945–1952 were engaged in rethinking the ways that the female body had been disciplined and controlled by Japanese political discourse from the Meiji period through wartime, particularly surrounding issues of reproduction and contraception, and standards of chastity, prostitution, and labor. Conclusion: The Female Body in Occupation Narrative Given the circumstances of the war and the Occupation, it is understandable that the issues of most intense interest to women writers were the female body and its relationship to its products (such as children) and to itself (pleasure, health, security). As we have seen,
 
 73 There are, of course, exceptions in both directions: women writers who mention the Occupation, and men writers who focus on the material eﬀects of the war on individual lives. Despite the exceptions, it is generally true that the best-known stories by women writers of the period do not directly engage the Occupation presence.
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 women’s bodies had been mobilized during wartime (and leading up to it) in ways very diﬀerent from men’s. The importance of motherhood and women’s role in the proper nuclear family had been the sum total of women’s social education for more than forty years. The stories by Hirabayashi and Hayashi discussed above show how the war shattered those cohesive metaphors, and that shattering reveals the ways those ideologies had controlled and betrayed women in the ﬁrst place. (If women writers, like men, are “seeking the enemy,” as Tania Modleski puts it, they do not have far to look.) When the war came to an end, women found themselves facing the very real, immediate, and absolutely embodied consequences (as in children) of those ideologies. Now it was time to go on alone, if one were lucky—or to try to work out some new system of moral/social cohesion, a system that might ﬂy in the face of previous moral systems but that would allow one somehow to survive: prostitution, adultery that would not have to be “atoned for” by suicide or getting rid of the baby, and so on. The people living at the time may in general have organized their conceptions of new identities using large abstract categories and surrealist notions of dissolution (as we have seen in the stories of Kojima and Shimao), but day to day they had to ﬁnd food and feed the kids and ﬁgure out what their identity might now be in a world where the family system had shattered, at least until women and men could ﬁnd a way to rebuild it. Hirabayashi’s amazed discovery, in “Going on Alone,” of her conviction that she has the right to recover begins to make sense when one considers that she lived in a society where women’s bodies/lives were signiﬁcant or acceptable only as long as they were either productive or reproductive in the service of the state. Hirabayashi (and the narrator who shares her life circumstances) is neither. All her eﬀorts are political and intellectual, and do not at all support the state’s agenda. Her assertion of a right to existence, to health care, is therefore the radical claim of a woman’s right to self-determination, even outside of socially sanctioned or state-sanctioned female roles. In Hirabayashi’s “Holding Hands” the narrator is asserting her right and duty to maintain her political activities even if this means not raising a child. In direct contrast to the wartime mothers, she is turning her back on her child, turning her back on motherhood itself. This is a radical choice to make in the immediate aftermath of a social discourse absolutely focused on women’s responsibility to produce healthy children for the state.
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 Hayashi’s stories do not assert these radical ideas as forcefully as Hirabayashi’s, but they nonetheless address women’s postwar responses to the prewar and wartime organization of the female body. When formerly respectable and “pure” Michiko opts for prostitution in “Bones,” she is crossing the clearly drawn line between the women appropriate for that role (of a “lower” class or ethnicity) and the women of the ippan katei (“normal households,” or middle class), who were expected to be chaste before marriage and faithful after. Michiko’s obsession with the vision of the woman wearing the white apron is related to her lingering guilt at having crossed this line. (Recall the ubiquity of the white apron as a sign of women’s hard work and chastity during wartime, discussed in Chapter 6.) What is more, Michiko is not taking up prostitution for “the good of the country,” to save more “respectable” women from the ravages of Allied troops— a “heroic” choice the state would have approved. Michiko’s actions are heroic, but it is a heroism that is not rewarded by social appreciation or even sanction; the only reward is continued survival for those who depend on her. Like most women engaged in prostitution, as a rule Michiko does not have (and probably does not seek) access to the “proﬁts” of sex: love and pleasure. She does, however, take pleasure with her ﬁrst customer and, more importantly, she is able to keep the money she makes for her own purposes. In the stories “Downtown” and “River Fish,” Hayashi addresses the problem of the products of women’s bodies—their children. During the war, when the government had sought out and rewarded women who excelled at producing children, it had limited its praise to families in which all the children were healthy mentally and physically, and were the product of the same pair of legally married parents. It is this background that makes the illegitimate baby in “River Fish” (and the possible baby in “Downtown”) more than just a personal tragedy, more than simply a betrayal of the husband. These “products” defy the wartime standards and policies about the family and its synecdochic relationship to the nation-state. In “River Fish” the newborn girl is “substandard”—the wrong color and not entirely healthy. This precludes the possibility of dispensing with her in a socially sanctioned way, by having her adopted out to another family, where her “illegitimate” status would be superseded by her legal entry into another family’s register. Moreover, this baby was conceived in a relationship of sexual pleasure for Chihoko, outside the bounds of marriage.
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 By prewar standards the only other socially sanctioned course of action for a woman in Chihoko’s position is suicide, taking the baby with her. But this Chihoko’s body somehow refuses to do; she does not want to hurt the child, pitiful though it is, and she cannot bring herself to commit suicide. In this story, too, the female protagonist is forced to ﬁnd a new way of responding to the social pressures that have heretofore structured her relationship to her own body and its products. It is not clear how Chihoko or Riyo (in “Downtown”) will handle these problems in the long term; but for the moment each continues to survive and move forward in a newly formed (and still forming) relationship to her body and its place in society.
 
 PART IV
 
 THE VISIBLE BODY
 
 CHAPTER NINE
 
 THEORIES OF THE VISIBLE BODY
 
 Up until a little while ago, Dr. S.’s elderly wife had been hard at work preparing prescriptions in the apothecary. As I was sitting there, she came into the oﬃce, polishing the metal rims of her glasses, her face a little diﬀerent from usual, and said to her husband, “They say Japan’s capitulated! The children heard it on the two o’clock broadcast. . . .” Dr. S.’s face suddenly turned dry and pale: “What? For sure? Not a rumor?” In a vague and listless tone, his wife said: “They say Japanese territory will now be trimmed back to a line east of Kagoshima or Nagasaki.” His brow wrinkled, as crestfallen as a child, Dr. S. sat speaking now to his wife, now to me: “What to do? What to do? What should we do? What has Japan done? There are various ways of surrendering. What kind of surrender has Japan made? The same as Germany’s?” Going out the large gate of Dr. S.’s house, I climbed down the stone steps. People often describe such an experience by saying that everything went black, but I felt I had been set free into bright clear air. I say air, but it was an indescribable emptiness, as when you climb to mountain highlands; the air was thin and too light, the kind that makes you giddy. It was like walking in the fog when no one else is around. My legs trembled. I was shaking so badly I couldn’t even walk. Ôta Yôko City of Corpses, trans. Richard Minear
 
 In Part IV of this study, I explore how visual and body-related paradigms intersect in the (re)construction of identity. Though I have argued that the hallmark of the experience of the body (unlike the experience of vision) is its un-abstract-ability, part of our (mis)understanding of individual subjectivity is nevertheless based on an idealized visual image of bodily wholeness and coherence. That image is in turn inﬂuenced by our encounters with others, as they conﬁrm or disconﬁrm our beliefs about ourselves. In Part II above, the subjects undergoing visual forms of identity-construction (such as Yasuoka’s protagonists discussed in Chapter 4) are for the most part formerly “mainstream” and “unmarked” Japanese: that is, they are middleclass, ethnically Japanese, relatively young, relatively healthy, and male. The same is true of the male protagonists of the body-related narratives by Shimao Toshio, Kojima Nobuo, and the other male
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 authors discussed in Part III. They represent a subjectivity that was considered absolutely epistemically central and “normal” before the war. For such men, the defeat and Occupation meant coming to a new recognition of oneself as no longer epistemically central, no longer unmarked. Suddenly, to be “normal” and “adult” was to be not only male but also physically large, white, English-speaking, and prosperous-looking. In contrast to that normative image, young Japanese men discovered themselves to be ﬁgured in the visual economy of Occupation as small, “raced,” linguistically inept, materially impoverished, abject infants/adolescents. In addition, given the propensity of MacArthur and other Allied oﬃcials to use the pronoun “she” when talking about Japan, particularly when emphasizing “her” new abject status, formerly epistemically central Japanese men found themselves to be newly “gendered”—as feminine—in terms of national identity, as in this example from MacArthur’s Statement of Occupation Policy: Economically and industrially, as well as militarily, Japan is completely exhausted and depleted. She is in a state of utter collapse. Her government structure is controlled completely by the occupation forces and is operating only to the extent necessary to insure such an orderly and controlled procedure as will prevent social chaos, disease and starvation.1
 
 In this and the following two chapters, I explore the situation of the already marked body—how the reconstruction of identity in the visual economy of Occupation works vis-à-vis the “non-standard” body: women; the sick; “abject” groups such as burakumin descendants;2 “sublime” groups such as the imperial family; and those marked by ethnic or racial diﬀerences. Unlike the segments of the Japanese populace who were for the ﬁrst time experiencing themselves as marked, as the “other,” as the problem, the people inhabiting the bodies under discussion in these chapters had traditionally represented alterity, the marginalized, the abject or the sublime against which and through which the “normal” Japanese body/identity was constituted. 1 “General of the Army Douglas MacArthur’s Statement concerning the Occupation Policy for Japan,” September 14, 1945, in Occupation Documents, Vol. II: 1. See also, for example, the FEC’s “Basic Post-Surrender Policy for Japan,” June 19, 1947, in ibid., 181. 2 The term burakumin, literally meaning “village dwellers,” refers to Japan’s hereditary “untouchable” caste, abolished in 1871. See Chapter 5 for a discussion of burakumin history.
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 In response to the fundamental question “How do I look?” Teresa de Lauretis elaborates a useful set of further questions and issues: The ﬁrst take is to hear it narcissistically . . ., to hear it as an intransitive verb: how do I look—to you, to myself, how do I appear, how am I seen? What are the ways in which I’m seen or can be seen, the conditions of my visibility? The second take is to hear the transitive, active verb, subject to object: how do I look at you, at her, at the ﬁlm, at myself ? How do I see, what are the modes, constraints, and possibilities of my seeing, the terms of vision for me? The next take is to hear the verb as active but not transitive: how do I look on, as the ﬁlm unrolls from reel to reel in the projector, as the images appear and the story unfolds on the screen, as the fantasy scenario unveils and the soundtrack plays on in my head? In short, the questions . . . seem to be: to see or not to see, to be seen (and how) or not to be seen (at all?). Subjective vision and social visibility, being and passing, representation and spectatorship—the conditions of the visible, what can be seen . . . and on what scene.3
 
 De Lauretis is primarily concerned with the intersection of sexuality and visibility in the medium of ﬁlm. But these same questions, with slight modiﬁcations, echo throughout historically speciﬁc studies of vision, power, and identity, and apply to lived experience as well as literature. In this chapter I address two distinct types of visible body: (1) the (apparently) racially and ethnically “Japanese” body whose marked status—as either abject or sublime—becomes visible only through socially constructed or linguistic cues; and (2) the gendered, raced, or “monstrous” body that is always already marked by its visible diﬀerence from the imagined ontological norm. As before, I begin with a review of the history of, and theoretical work on, this sort of diﬀerence. It should be noted, however, that most of this theory has concentrated on populations divided into a clear central versus marginal conﬁguration (A versus not-A: white versus not-white, for example). But the situation in occupied Japan was more complex than this. Within both halves of the dominant schism between the “A” (Allied nationals, as central) and the “notA” ( Japanese, as marginal), there were several kinds of traditionally marginal others. Among the Japanese, the margins of normality had traditionally been marked by the burakumin, the imperial family, the zainichi-Kankokujin or -Chôsenjin (Koreans living in Japan), other colonial
 
 3
 
 De Lauretis, “Film and the Visible,” 225.
 
 392
 
 chapter nine
 
 subjects, the mentally or physically handicapped, and women. Even among the Allied nationals—now the dominant model of ontological normality—people of color and women were clearly diﬀerent from the epistemic norm. Rather than a simple binary structure distinguishing the normal/central from the marked/marginal, we ﬁnd in occupied Japan a complex, brand-new, and therefore confused and confusing hierarchy of ontological positions. It is necessary to keep this complexity in mind as we consider the ramiﬁcations of inhabiting a “visible body,” an already marked body, within the visual economy of Occupation. Alterity Made Visible: The Abject and the Sublime In Geographies of Exclusion, David Sibley writes about a phenomenon known as boundary consciousness. Rather like the conceptualization of the human body as being unitary, stable, and bounded, and the anxieties that arise over perceived violation of those boundaries, communities, too, constitute identity through the concept of boundedness. One easy way to see the workings of boundary consciousness is to look at the literal practice of quarantine: a community’s act of excluding and conﬁning potentially infectious or otherwise dangerous elements. In premodern Japan, those quarantined as infectious or polluting included people suﬀering from leprosy (Hansen’s disease) and other chronic visible illnesses, and the burakumin and hinin (“non-persons,” i.e., actors, prostitutes, and so on) discussed in Chapter 5.4 Those with Hansen’s disease have historically been segregated in most cultures of the world; Japan, however, is unusual (though not unique) in the intensity of historical segregation of the ethnically and linguistically “normal” burakumin and hinin body. In the medieval period (1185–1599), the term hinin (including the burakumin) referred to an existence—whether itinerant or ﬁxed— outside of taxable settlements. These “outside” areas, as well as the people who inhabited them, were called sansho (or sanjo, scattered 4 For a brief but useful account of the Japanese quarantine of Hansen’s disease suﬀerers in the modern period, see Kuboi, Kindai no sabetsu, 148–149. In the same volume Kuboi also discusses quarantine practices and laws addressing truly infectious diseases such as cholera (ibid., 35–38), and completely nontransmittable states such as that of being designated a burakumin (27–29).
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 places), as opposed to honsho (central places).5 This is one of the early and fairly benign manifestations of a literal, spatial, boundary-marking role played by burakumin and other “non-people,” which grew over time into a conceptual boundary-marking role as well. Even in the medieval period, it is clear that this boundary-marking had a conceptual element, as indicated in the term hinin itself—literally, “non-person.” The Confucian-inspired caste system that organized Edo society— warriors, farmers, craftspeople, and merchants—had no category for the two groups that had previously marked the outer borders of Japanese social identity: the emperor and the burakumin/hinin. Whereas burakumin in the medieval period inhabited a marginal but in some cases valued social location, in the Edo period (1600–1867) they were increasingly pushed to a position of absolute, and absolutely reviled, “other.”6 Emiko Ohnuki-Tierney reports that the local and Shogunal governments pursued explicit policies to exacerbate the perceived diﬀerences between the people of the four-caste system and those who fell outside it—burakumin and hinin—as well as between burakumin and hinin themselves. As opposed to what she identiﬁes as their previous status as mediators, in this period, she argues, burakumin were turned into “scapegoats.”7 By the end of the Edo period, burakumin were for the most part gathered in speciﬁc villages: the tokushu buraku (literally, “special villages,” to distinguish them from the villages where “normal” people lived), from which they derive the name burakumin. As in the medieval period, many of these villages were famous for their inhabitants’ skill in producing items highly prized by members of the samurai class, such as saddles, drums, bowstrings, and so on, derived from animal products.8 Nonetheless, burakumin did not appear on Edo census roles; and often their villages were deliberately omitted from otherwise accurate maps.9 It was in this period that the concept of the “infectious” nature of burakumin “impurity” became codiﬁed: even to acknowledge Ohnuki-Tierney, Monkey as Mirror, 85. For more on the complicated and various usages of these terms in diﬀerent times and places, see Kobayashi et al., eds., Burakushi yôgo jiten, 134–137. 6 See Chapter 5 for examples of how burakumin were sometimes valued in medieval society. 7 Ohnuki-Tierney, Monkey as Mirror, 94. 8 Akisada, Kindai to hisabetsu buraku, 42. 9 Totten and Wagatsuma, “Emancipation,” 33 note. 5
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 their existence was tantamount to coming into contact with them, and contact led to the transfer of deﬁlement.10 That burakumin and hinin were excluded from oﬃcial population registers, and that their designated villages and urban enclaves were left oﬀ maps, indicates the degree of danger and “infectiousness” they were thought to embody. In order for “normal” Japanese to recognize and thus protect themselves against such dangerous bodies when encountered outside the enclaves to which they were generally conﬁned, burakumin were required to perform various body behaviors that would reveal their “true,” marked status. At various times in various areas they were forbidden to wear shoes or hats, required to sew a piece of leather to their clothing, or required to go down on all fours when speaking to an employer, to mention just a few examples.11 Prostitutes of various ranks constituted another subset of the abject in Edo Japan, and were explicitly “marked” in some similar ways. Prostitution was legal as long as it was conducted within the governmentdesignated compounds in a city. Signiﬁcantly, these compounds were surrounded by walls, moats, and other barriers, to create and enforce a clear distinction between the so-called pleasure quarters and the “normal” town (as well as to make it more diﬃcult for prostitutes to escape). Many women and men plied their trade outside these compounds, but such street-walking prostitutes were occasionally rounded up and dumped back into the compounds. It was not illegal to sell one’s body for sex, but it was forbidden to do so in a way—or, more accurately, in a place—that potentially blurred the diﬀerence between the prostitute’s body and the “normal” body.12 The pleasure quarters of the Edo period generated their own fashions in clothing, hairstyles, and speech. They were, in fact, the center 10 For speciﬁc examples that indicate the belief of some people in the “infectiousness” of burakumin “ﬁlth,” resulting in their exclusion from normal or sacred spaces, and avoidance of physical contact with them or their possessions, see OhnukiTierney, Monkey as Mirror, 95; Hane, Peasant, Rebels, and Outcastes, 142–143. 11 In fact, during the Edo period, clothing, accessories, hairstyles, and body behaviors were carefully regulated to maintain a visual distinction among all the feudal classes. To take just one example, only men of bushi (warrior/samurai) households were allowed to wear two swords, and a merchant caught doing so was liable to punishment. Yoshida Yutaka emphasizes this fact as he shows how the introduction of Western clothing and hairstyles in the Meiji period was meant to promote the visual demonstration of the new democratic principles of modernity (Yoshida, Nihon no guntai, 32–37). 12 It is also suggestive that after the Yoshiwara pleasure quarter in Tokyo burned down in the mid-seventeenth century, it was moved from its central location in Nihonbashi to a new walled compound on the (then) outskirts of the city, in Ryûsenji near Asakusa, providing further segregation through distance and marginality.
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 of the popular culture imaginary of the day. After a style had caught on in the quarter, it often passed into the sartorial or linguistic repertory of people outside the quarter—by which time the people inside the pleasure quarter had moved on to another fashion statement or fad. While prostitutes were in some sense socially despised as hinin, they were at the same time admired and imitated—though only from a distance. One point of signiﬁcance here is that these styles always worked to distinguish prostitutes from “ordinary” women. If an ordinary woman tied her obi in back, the prostitute tied hers in front; if the prostitute blackened her teeth, the wife left hers unblackened. A few years later these signs might be reversed (as happened with the blackening of teeth), but they nonetheless clearly indicated at any given moment in a speciﬁc community which side of the abject–normal boundary one was on. David Sibley shows that the ability to maintain clear boundaries— literal or metaphorical—is easier, of course, for the aﬄuent. In addition, he argues that boundary consciousness, amounting to boundary anxiety, is more intense when “the identity of the community is threatened.”13 This was certainly the case after 1871, when the new Meiji government oﬃcially abolished the “abject” categories as legal entities. The former burakumin and hinin were oﬃcially redesignated as “commoners”; they became the shin-heimin (“new commoners,” another euphemism sometimes used to refer to modern burakumin descendants). A chart made by Kawauchi Toshihiko demonstrates that, although the rigid class diﬀerences of the Edo period were ostensibly abolished in early Meiji, in fact each class remained in exactly the same position in a still-rigid hierarchy. The former structure of (a) emperor and imperial family, (b) samurai, (c) farmers, (d) artisans, (e) merchants, and (f ) “eta” (derogatory term for burakumin)14 and hinin was changed by 1871 to the new structure: (a) emperor and imperial family remained at the top; (b) the former samurai were divided between kazoku (the peerage) and shizoku (samurai lineage); (c), (d), and (e) were combined into a single heimin (commoner) class; and (f ) “eta” and hinin became the shin-heimin (new commoner) class, after an intervening designation, from 1869 to 1871, as senmin (“the lowly,” “the outcast”). Sibley, Geographies of Exclusion, 38. See Chapter 5 for a discussion of the meaning and history of the term “eta,” which is considered extremely derogatory. I use it here because Kawauchi does, presumably quoting the use of the term in the 1871 act that restructured the class system. 13 14
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 In other words, instead of being absorbed invisibly into the “commoner” class, the former burakumin were still legally and rhetorically distinguished from all other classes. This certainly did nothing to stem the momentum of hundreds of years of prejudice and exclusion.15 Indeed, the new designation of former outcasts as “like commoners” threw the people who identiﬁed themselves as “real commoners” into a panic. In 1873 in Okayama, 26,000 “regular” commoners (heimin), whose identity-boundaries were evidently profoundly threatened by these “new” commoners (shin-heimin), rioted, demanding that the former burakumin be required to return to the body behaviors that had formerly marked them as diﬀerent: namely, conﬁnement in designated villages and bowing in particular ways when talking to “normal” people. In this riot, and others that occurred later that same year in other parts of Japan, shin-heimin were attacked, their homes burned; some were killed and many injured.16 Again it is diﬃcult to understand the impetus for such violence without considering the fundamental role of boundary maintenance in the constitution of identity even in the modern world.17 In Meiji-period Japan (1868–1911), despite sporadic government attempts to counteract anti-buraku ideas, the “abject” associations continued. The shin-heimin were still considered dirty, animal-like, and/or genetically diﬀerent and inferior. Although the centuries-old Buddhist prohibition against meat-eating was vigorously countered by the Meiji government and beef became a fashionable food item, the association of buraku dwellers (now shin-heimin) with the aﬃliated industries of butchering and leatherwork continued to be seen as “dirty” by the majority of Japanese.18 The shin-heimin continued to be conﬁned to living in special villages, or in speciﬁc ghetto areas of the cities— burakumin enclaves clearly deﬁned since the Edo period.
 
 15 Kawauchi, Buraku sabetsu, 146. (I have simpliﬁed Kawauchi’s chart somewhat in this explanation.) The laws surrounding this new set of categories are also explained very clearly in Kuboi, Kindai no sabetsu, 12–13. 16 For a complete list of the incidents of resistance to buraku liberation in this period, see Kuboi, Kindai no sabetsu, 19–26. 17 Akisada’s study of the various anti-buraku liberation riots of this period conﬁrms the idea that although the riots were motivated to some extent by social insecurity, the rioters’ demands included many elements that can only be traced to attempts to maintain traditional conceptual boundaries between the “normal” and the abject (Akisada, Kindai to hisabetsu buraku, 166–170). 18 Ohnuki-Tierney reports (quoting Harada Nobuo, Rekishi no naka no kome to niku [Rice and meat in history], Heibonsha, 1993, 17) that in 1871 the emperor ordered
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 Prejudice against buraku dwellers did not end with the close of the Meiji period. As late as the Taishô period (1912–1925), an entire buraku, Hôra village in Nara Prefecture, was forcibly moved because it was adjacent to the site that had been determined in 1863 to be the burial mound of (the mythical) Emperor Jinmu. In 1917, because the Crown Prince (later the Shôwa Emperor) was scheduled to visit the site, the Imperial Household Agency insisted that the village be moved, arguing that it was disgraceful and humiliating to have “burakumin” so near the sacred imperial tomb. The government agreed to comply with the request and ordered the villagers to move.19 In another example, a small buraku in Oita Prefecture was burned the ground by the police in 1922 because a member of the imperial family was scheduled to pass by it on a train, and it was feared that he would glimpse it as he looked at a nearby beauty spot.20 Thus it is clear that hysterical attempts at boundary maintenance, even on the part of the government that had legislated equality, continued well into the twentieth century. Yet there were also several movements in the Meiji and Taishô toward emancipation and true equality by various groups of shinheimin themselves—some advocating radical social reform, and others promoting simple acceptance. The Meiji change of status had removed from some burakumin their former exclusive right to practice certain lucrative (if “dirty”) trades, such as shoe making and repair. The resulting competition from non-buraku dwellers impoverished some formerly thriving communities. Other buraku communities had long been poor, existing on subsistence farming in the least desirable areas (primarily riverbanks and hillsides),21 eked out with sandal making and other odd jobs. Because the prewar momentum toward social his kitchen to begin serving him meat products (primarily mutton and beef ), and that the news circulated that the emperor had actually eaten some meat on January 27, 1872 (Ohnuki-Tierney, Kamikaze, 64). Given the interrelationship between the abject (represented by burakumin) and the sublime (represented by the emperor) explored later in this chapter, it is signiﬁcant that the imperial household was oﬃcially and publicly working to break down prejudices against meat-eating at exactly the same time that laws were being put in place to break down the traditional caste barriers. 19 For more on this incident, see Kuboi, Kindai no sabetsu, 131–133; and idem, Nihon minshû to buraku no rekishi, 58–59. 20 Harada, Hisabetsu buraku no rekishi, 193–194. Also in Hane, Peasants, Rebels, and Outcastes, 146, and Kuboi, Nihon minshû to buraku no rekishi, 59. 21 Among the traditional names for the people of this caste cited by Price are some indicating the sorts of inferior land they were allotted: kawara mono (riverbank
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 revolution and economic reform in Japan came not from urban factory workers (as in Europe) but from impoverished farmers in rural areas, many of the goals of the buraku-dweller liberation groups, such as the early Zenkoku Suiheisha (National Levelers Society), founded in 1922, corresponded to those of other left-identiﬁed organizations. And, together with most other progressive social movements of the 1920s and early 1930s, these buraku-dweller liberation groups dissolved under a combination of internal dissension and police pressure. In 1926 the Suiheisha lost ten of its leaders to a fabricated charge of plotting to blow up a regimental barracks of the Imperial Army; ﬁve of the ten died from the hardships (and probable torture) experienced in prison.22 After the war ended and the Occupation began, the issue of burakumin descendants’ rights was never directly addressed by SCAP-GHQ. Although the hereditary nobility was abolished to promote “equality” and “democracy,” and although the rights of women to full citizenship were guaranteed under the new constitution to a degree unmatched by U.S. law (to this day), the special situation of Japan’s out-caste was not recognized by Occupation reformers (perhaps because race was still such a divisive and unaddressed issue in the United States). The American presence in fact exacerbated burakudweller problems in the postwar period (though possibly unwittingly), because several military bases were established on land owned and occupied by former buraku communities, whose occupants were summarily displaced as the bases were built.23
 
 dweller), yama no mono (mountain dweller); in addition, Price cites names that indicated less-than-human status: yaban (savage), yotsu (four-legs), ningai (outside the human), and hinin (non-human). Price, “A History of the Outcaste,” 13 note. See Sôtôshû Shûmuchô, ed., Sabetsugo o kangaeru gaido bukku, for more examples. Price gives one major example of a prosperous burakumin community that lost its economic base at the time of the Meiji Restoration (“History of the Outcaste,” 29). For more on the modern fate of traditional buraku industries such as leatherwork and butchering, see Akisada, Kindai to hisabetsu buraku, 63–75 and 166–170. 22 Totten and Wagatsuma, “Emancipation,” 51–52. 23 This situation contributed directly to the 1957 Girard Incident, which threatened Japan-U.S. relations for a time. A displaced buraku woman, collecting spent riﬂe shells to sell as scrap from the U.S. military base that had formerly been her home, was deliberately shot and killed by an American soldier. A Japanese court sentenced him to three years in prison, but in fact immediately returned him to the United States where he served no time. Wagatsuma, “Postwar Political Militance,” 78–80.
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 In 1947, Matsumoto Jiichirô, the most prominent of the ten Suiheisha leaders framed in the 1926 incident—one of the ﬁve who survived his sentence of hard labor in prison—and chairman of the Buraku Kaihô Zenkoku Iinkai (National Committee for Buraku Liberation), was elected to the House of Councilors on the Socialist Party ticket. Nine other burakumin descendants were elected to the Diet, the ﬁrst time any acknowledged former burakumin had achieved public oﬃce at that level. Matsumoto proved a popular and controversial ﬁgure. On the occasion of the formal opening of the Diet session in January 1948, Matsumoto refused to bow to the emperor in the particular way that customary parliamentary procedure demanded. His democratic insistence on enacting equality, his refusal to perform the physical movement that signiﬁed the diﬀerence in status between the imperial body and a commoner (especially a burakumin descendant’s!) body, electriﬁed the Japanese public.24 The “imperial body,” of course, marked the opposite end of the spectrum from the “burakumin body”: it was also oﬀ the scale of “normality” but represented the quintessence of all “good” qualities, such as discipline and purity. As opposed to the discursive location of burakumin, who were positioned as subhuman, the prewar emperor was positioned as transcending humanity. Matsumoto’s refusal to perform the traditional sideways walk and bow asserted that the postwar spectrum of “normal” Japanese bodies had expanded both to include him and, simultaneously, to include the previously transcendent “imperial body.” Although conservatives were horriﬁed, Matsumoto remained a popular hero, and the parliamentary custom of bowing to the emperor in a particular way was thereafter discontinued. During the Occupation’s “reverse course,” however, Matsumoto was among the socially and politically progressive leaders removed from government oﬃce when conservative Prime Minister Yoshida Shigeru maneuvered to have him oﬃcially purged in 1949. Despite the tremendous public reaction on Matsumoto’s behalf—a petition of over a million signatures, and the backing of more than two-thirds of the Diet members—MacArthur refused to rescind the purge.25
 
 24 Wagatsuma, “Postwar Political Militance,” 69. See also Kuboi, Nihon minshû to buraku no rekishi, 59. 25 Wagatsuma, “Postwar Political Militance,” 70–71.
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 (In August 1951, two-and-a-half years later, Matsumoto was reinstated; Douglas MacArthur had been replaced by Matthew Ridgeway as Supreme Commander in April of that year.) In the years since SCAP’s withdrawal from Japan, there have been active eﬀorts on the part of various buraku emancipation groups, both political and otherwise, to oppose the discrimination they still suﬀer in the areas of employment opportunities, marriage, entrance into private organizations, and so on. But there is ample evidence to suggest that burakumin descendants and those who inhabit former buraku enclaves still live at the margins of Japanese society and are frequently the targets of overt bigotry and discrimination.26 For example, Kawauchi lists nine separate directories that identify villages and neighborhoods that were formerly tokushu buraku; these directories are created for the use of personnel managers of companies when researching the backgrounds of prospective employees and are also used extensively in background checks on prospective spouses. Although employment discrimination on the basis of buraku origin is illegal, it is widely practiced, as evinced by the annual reissuance of these guides, which have no other function but to identify “buraku dwellers.” Although hisabetsu buraku dwellers are no longer required to perform body behaviors that reveal their supposedly marked status, the existence of these directories shows that the contemporary Japanese bourgeoisie is as concerned as ever about boundary maintenance through exclusion.27
 
 26 Kawauchi, Buraku sabetsu to jinken, lists documented incidents of anti-buraku discrimination of various kinds, all of which occurred between 1979 and 1989: graﬃti (much of it on college campuses) advocating the killing or driving out of “burakumin” or “eta,” private schools issuing internal directives not to admit buraku children, oﬀensive educational materials, hate mail to buraku-identiﬁed organizations, husbands or wives seeking divorce and child custody upon the supposed discovery of a spouse’s burakumin descendant origins, etc. According to the 1990 edition of Buraku Kaihô Dômei Tôkyôto Rengôkai, ed., Konna sabetsu ga, in 1989 there were seventeen incidents of violently derogatory graﬃti or posters on university campuses in Tokyo alone. 27 In Buraku Kaihô Jinken Seisaku Kakuritsu Yôkyû Chûô Jikkô Iinkai, ed., Zenkoku no aitsugu sabetsu jiken (2003), the editors express their concern about the increasing use of the Internet to distribute or access information about the locations and boundaries of hisabetsu buraku. Those who seek such information on chat sites mention long-familiar motivations: they wish to avoid moving to a new home in or near a buraku-designated area; they wish to avoid sending their children to a school attended by large numbers of hisabetsu buraku dwellers; they suspect their ﬁancé(e), colleague, or prospective employee of being a burakumin descendant, etc. (Zenkoku no aitsugu, 71–82). Boundary maintenance is still the goal of the “normal” Japanese who make these inquiries.
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 It is signiﬁcant that the kinds of diﬀerence that burakumin are thought to embody are, even in modern discourse, ontological: burakumin descendants are considered by many Japanese people to be “other” to what it means to be a Japanese human on some fundamental level. This is revealed partly in the continued belief, expressed by 70 percent of the people polled in a postwar survey, that burakumin derive originally from a diﬀerent race, a diﬀerent lineage, than “the Japanese.”28 This belief suggests an explanation for the fact that even contemporary anti-burakumin graﬃti, letters, and Internet postings often link them with foreigners, most often Koreans. In fact, Koreans have been treated as abject others in modern Japan in ways that are similar to buraku discrimination. In the Chôsenjin gyakusatsu jiken (Korean massacre) of 1923, several thousand Korean residents of Japan were slaughtered by police, soldiers, and ordinary citizens right after the Great Tokyo Earthquake in an absurd act of “reprisal” for the natural disaster.29 As fellow subjects of the colonial empire, the Koreans were not foreigners, strictly speaking, yet their ontological diﬀerence was felt be so great that they could be slaughtered with impunity. It is noteworthy, therefore, that to identify Koreans at the time of the slaughter, the attackers asked suspects to speak certain Japanese phrases in order to detect any signs of a Korean accent. In other words, there was no visible sign that distinguished these ontologically “abject” subjects who could be put to death from the “normal” Japanese who could not.30 In the ﬁrst months and years after the end of the Fifteen Year War, the Korean residents of Japan who chose not to be repatriated 28 Harada, Hisabetsu buraku no rekishi, 36. Also quoted in Hane, Peasants, Rebels, and Outcastes, 139–140. 29 Shortly after the earthquake, when everyone was still in shock and just beginning to take stock of the situation, a rumor circulated that Korean residents had been seen rioting. This was the ostensible but utterly illogical reason given by those who participated in the slaughter. The exact number of victims is a matter of dispute. The oﬃcial reports of the time put the number at around 230, but KoreanJapanese investigations put the total as high as 8,000. Current sources seem to agree on an estimate of 6,000–7,000 victims. For more details, see Yamada Shoji, Kanto daishinsai ji no chôsenjin gyakusatsu. My thanks to Alex Bates for drawing this source to my attention. 30 Seiji Lippit has brought up this same point in a somewhat diﬀerent context, and remarks, following Tessa Morris-Suzuki, that the Japanese government’s policy of dôka, or assimilation of its colonial subjects, had worked so well that Koreans were nearly indistinguishable from Japanese—a fact that roused considerable anxiety. See Lippit, Topographies of Japanese Modernism, 24, 81. He cites Morris-Suzuki, “Becoming Japanese,” 159.
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 often found themselves living in the kinds of sites formerly associated with burakumin: riverbanks, mountain villages, or the bombedout ruins of factory slums. Kim Yon explains that during this period when millions of people in Japan were homeless, resident Koreans had an even harder time than Japanese did in ﬁnding new places to put up their meager shelters. They were often driven away by their “pure Japanese” fellow squatters, and gradually ended up in the least desirable new locations. But once a Korean family was established, other Korean families would quickly move in, forming densely populated communities of shacks. These communities were called Chôsenjin buraku (Korean buraku), and they proliferated in Osaka, Hyôgo, Aichi, Kyoto, Fukuoka, Hiroshima, Kanagawa, and Yamaguchi prefectures.31 With a few exceptions, there is considerable overlap between these and the prefectures that today have the largest numbers of designated hisabetsu buraku and/or the highest populations of former burakumin, again suggesting a link between the social conditions of burakumin and those of resident Koreans in Japan.32 Finally, the continuing importance of the “ontological diﬀerence” between zainichi-Kankokujin or -Chôsenjin (resident Koreans) and “normal Japanese” can be seen in the fact that to this day they are not eligible for Japanese citizenship, no matter how many generations of their forebears have been born and raised entirely in Japan. Another persistent belief about burakumin descendants is that they have physical diﬀerences from “normal” Japanese: a missing rib, diﬀerent genitals, literally “dirty” blood, or diﬀerent internal organs. The belief persists—even though contemporary burakumin descendants are visibly no diﬀerent from any other Japanese—that the apparent sameness is only superﬁcial and that the true bodily diﬀerence can be visually revealed under the right circumstances. It is perhaps because of this belief that some physically challenged groups are linked with burakumin in discriminatory graﬃti and letters. In postwar and contemporary Japan, the qualities that require segregation for the protection of the “normal,” “healthy,” “clean” populace are similar to those of the past. People suﬀering from a visible infection are often quarantined: Japan is one of the few 31
 
 Kim Yon, “Omoni no senzen • sengoshi,” 161. Fukuoka, Osaka, Hyôgo, and Kyoto are in the top ﬁve prefectures in terms of former burakumin population, while Fukuoka, Hiroshima, and Hyôgo are among the top four prefectures in terms of the number of designated hisabetsu buraku (with Kyoto also in the top ten; Buraku Kaihô Kenkyûjo, ed., Zusetsu, 14–17). 32
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 industrialized nations that legally required Hansen’s disease patients to live in isolated colonies into the late 1990s.33 The facts that leprosy is actually diﬃcult to transmit and was largely controllable as early as the 1940s were not taken into account in the community act of quarantine. As mentioned in Chapter 5, leprosy is a disease linked in the public mind with the modern constructed category burakumin: the two are connected through the idea of “bad blood” (even though leprosy is caused by a bacillus) that works its evil invisibly until ﬁnally it begins to show eﬀects on the body’s surface, as in the revealing birthmarks said to indicate buraku origin. Kawauchi lists scores of examples of anti-buraku graﬃti found in various areas of Japan in the 1980s, many of which highlight this idea of blood-infection. An example quoted earlier (in Chapter 5) is particularly revealing (though not particularly unusual) in the elements it conﬂates: “Kill mixedrace children! Kill the burakumin, too! 1/3 of Americans have AIDS.”34 Other graﬃti include a reference to the “black blood” (kuroi chi) ﬂowing in “people who come from eta villages” (eta mura shusshinsha), and a lengthy one, found at Waseda University in April 1988, which ends, “Send all eta, yotsu, hinin, atomic (radiation disease) suﬀerers, hemophiliacs, and physically disabled people to the gas chamber.”35 The conﬂation of people who are medically infectious, no matter how unlikely the actual danger of infection (such as those who are
 
 33 The diﬀerence between the common/metaphorical understanding of the disease and its current medical status can heard in the diﬀering resonances of the words “leprosy” and “Hansen’s disease” in English. In Japanese the current names for the disease are raibyô and Hansen-byô, corresponding in tone more or less to the two English words, respectively. Dictionaries continue to list a third name for leprosy that had been common for hundreds of years: tenkeibyô, “divine punishment disease.” See Watanabe, Nihon kindai bungaku to <sabetsu>, 180, for an explanation of the NHK broadcasting regulations about words and phrases considered discriminatory; these regulations are often cited as social/cultural standards. Raibyô is listed as absolutely taboo; Hansen-byô is the only acceptable name for this disease. But rai is still acceptable as an element of kango (Sino-Japanese) compounds such as raibyôhô (“leprosy laws”) and raikin (Mycobacterium leprae). The law requiring absolute quarantine of Hansen’s disease suﬀerers was ﬁrst issued in 1907, and renewed in 1953. It remained in force in 1995 ( “Leprosy law end is urged,” Asahi Evening News, April 24, 1995). Although it was ﬁnally repealed in 1996, former Hansen’s disease suﬀerers continue to experience discrimination and attempts to exclude them. 34 Kawauchi, Buraku sabetsu, 11. 35 The ﬁrst graﬃto is cited in the 1986 edition of Buraku Kaihô Dômei Tôkyôto Rengôkai, ed., Konna sabetsu ga, and the second in ibid., 1990 edition. See the text of Chapter 5 for an explanation of the terms “eta” and yotsu.
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 HIV positive), with people whose condition is absolutely not transferable to the general populace (such as the physically disabled) is intriguing and perplexing. It is hard to imagine a reason for hostility against hemophiliacs and hibakusha (those who survived the atomic bombings) other than this terror of those whose “blood” (including the sense of “heredity”) is somehow thought to be contaminated. And it is signiﬁcant that those whose blood boundaries are perceived as compromised—mixed-race children—are also categorized as unclean and dangerous to the imagined social body. It is a fact that many of the Japanese who embody even the seemingly innocuous categories listed in these graﬃti have experienced segregation and exclusion. For example, until recently the disabled have often been hidden from public view; and many of the hibakusha lived out the remainder of their lives in the Atomic Bomb Casualty Commission hospitals because their scarred appearance led to social ostracism and shame.36 The modern boundary consciousness that reveals itself in literal quarantine of suspected infectious elements shades into a form of social quarantine that both serves to protect the bourgeoisie from danger and, more fundamentally, constitutes the deﬁning boundaries of the bourgeois, the conceptually “normal.” When contemporary suburban residents enact laws that prohibit vagrancy or enforce standards of residential cleanliness or maintenance, they are constructing a community/class identity through the marking of spatial community boundaries. The perceived/constructed diﬀerence of ontology that separates those who are designated abject and those who are designated sublime from the norm is reﬂected in the hereditary group at the opposite end of the social hierarchy from the former burakumin and other “infectious elements”—namely, the imperial family and other members and descendants of the prewar aristocracy. Just as the term for buraku enclaves, tokushu buraku, connotes a diﬀerence of essence, so the common slang term for the nobility, kishu, incorporates the same connotation.37 And, like the former burakumin, the hereditary nobility 36 When I ﬁrst visited the ABCC (Atomic Bomb Casualty Commission) hospital in Hiroshima in 1982, I was told that many of the elderly patients I saw had been residents since shortly after the 1945 bombing; although, for many, their physical condition did not mandate full-time hospitalization, there was no longer a place for them in “normal” society. 37 For more on the problems with the word tokushu, see Harada, Hisabetsu buraku no rekishi, 12.
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 continue to exist as a distinct group even after the Occupation-period abolition of their oﬃcial legal status. Public discourse still commonly includes information about a person’s prewar family: the words kazoku shusshin (descendant of the peerage) or shizoku shusshin (of samurai family descent) are frequently heard, particularly in the context of marriage negotiations. Despite the Shôwa Emperor’s Occupationperiod declaration that he was a human being, no diﬀerent from any other Japanese citizen, his conceptually necessary “essential” diﬀerence (and, to a lesser degree, that of the former nobility) continued to be socially marked until the time of his death in 1989, and in many of the same ways as that of burakumin descendants. One of the Suiheisha’s most important ideas was encapsulated in the saying “Kizoku arite, senzoku ari ” (It is because of the existence of the nobility that the lowly/abject exist). In other words, “As long as the nobility exist, the lowly will exist.” This saying underscores the buraku liberation movement’s understanding of the fact that conceptions of the “normal” in Japanese society have been predicated on the simultaneous and interdependent boundary-marking functions of an upper and a lower ontological border, and that a reconceptualization of “normality” would require the removal of both boundarymarking groups at once. It is not possible to maintain a concept of imperial transcendence without maintaining a concept of some group marking the opposite end of the spectrum.38 Since the emperor and imperial family represent the height of purity rather than pollution, they cannot be conceptualized as “dangerous” to the general populace, and thus their spatial isolation cannot be attributed in the same way to the necessity of quarantine. On the contrary, it is the purity of the nobility that must be protected from deﬁlement by the less pure “normal” Japanese. Nonetheless, the spatial isolation that marks the burakumin body is reﬂected in the restricted movements of the nobility as well. Prewar burakumin were segregated into enclosed residential compounds in the least desirable areas of the cities, into special schools or classrooms, into special dormitories in the textile mills, and into special units in the military; similarly, members of the prewar nobility were isolated in enclosed residential compounds in the most desirable areas of the cities, in special schools (such as Gakushûin), in exclusive career paths and military duties, and so on. 38
 
 See Akisada, Kindai to hisabetsu buraku, 41, for more on this saying.
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 Of course, many of these structurally similar ways of identifying the abject and the sublime are mirror images: for example, most burakumin enclaves were tiny, densely packed, and allowed for no privacy or modesty because of overcrowding in primitive conditions, whereas the enclosed residences of the nobility were large, sparsely populated, virtually empty spaces that shut out the teeming crowds of the city. Yet during the Occupation, members of both groups found themselves evicted: several areas that had formerly been inhabited by burakumin were given over to the U.S. military for the construction of bases (as mentioned above), and in a similar fashion, many of the nobility (though not the emperor himself ) were turned out of their homes when these were requisitioned for use by highranking Allied oﬃcers (a situation addressed in two of the stories discussed in Chapter 4, Yasuoka Shôtarô’s “House Guard,” and “The Glass Slipper”). Like Edo-period buraku people, members of the nobility had their own special items of clothing, particular argot, and distinctive forms of body behavior vis-à-vis their “normal” Japanese counterparts, even into the modern period.39 It appears that in some respects, however, the special body behaviors of the two groups were remarkably similar. For example, one of the stereotypical slurs against the burakumin is that they lack the modesty that characterizes the “normal” Japanese. To the extent that people tried to explain or justify this stereotype, they did so on the basis of the crowding and lack of privacy in buraku ghettos. Conversely, the lack of conventional modesty noted in some members of the prewar aristocracy derived from their privileged status: Takie Lebra reports stories of princes utterly lacking in “minimal modesty over nudity and private parts” because they were accustomed to being bathed, dressed, and otherwise physically tended by servants.40 The constant presence of servants meant that the aristocracy had no social privacy as well. It is traditionally in terms of restricted spaces that the transcendent and the abject borders of the Japanese body have been made visible.41 39 Takie Sugiyama Lebra’s fascinating anthropological study of the Japanese nobility, Above the Clouds (1993), includes a chapter called “Life-Style” that delineates many examples of this: the layout of space in aristocratic compounds, special kinship phrases used only by the aristocracy, distinctive body behaviors, and so on (ibid., 147–195). 40 Lebra, Above the Clouds, 180–181. 41 SCAP’s attitude toward and handling of prostitution were conﬂicted and contradictory in many ways, but it is signiﬁcant to note here that prostitution was legal
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 Since there was nothing about the body of the emperor or the bodies of buraku dwellers to distinguish them visually from any other Japanese body, the imagined ontological distinction so crucial to the discursive organization of identity had to be constructed and maintained by conﬁning both kinds of bodies in “special” places. As we have seen, buraku people were (and often still are) deﬁned by where they (or their ancestors) live(d). The imperial body, too, has been “conﬁned” in diﬀerent ways in diﬀerent periods, but it was always marked by a use of space to which the commoner had no access. In Slavoj Zizek’s terms, the traditional conﬁnement of the emperor to certain spaces, which kept him invisible to the public eye, would be part of the “determinationof-reﬂection”—the fact that “a king is a king because his subjects treat him like one and not the reverse.”42 That the subjects of the emperor voluntarily performed the boundary maintenance that excluded them from his “special” spaces shows that they were the ones responsible for “treating him like” a king, and not the converse. That the emperor was accorded the space in which to remain relatively “invisible” was part of the construction and maintenance of his ontological diﬀerence on the part of prewar Japanese social discourse. After the defeat it was no longer possible to maintain the emperor’s privilege of isolation. On September 27, 1945, the emperor made an unprecedented trip out of the imperial palace grounds to visit MacArthur at the general’s residence in the former American Embassy building. A photograph of the event was published in the major Japanese newspapers and has since become famous worldwide. It shows the emperor in a tailcoat, looking small and quiet with his hands held stiﬄy at his sides, next to a tall, large MacArthur in khaki uniform with his hands on his hips. Both look straight at the camera (see Plate 17). During the war, the emperor had been visible only in carefully staged photographs, always in military uniform, most often on a tall white horse. The September 27, 1945 photograph removed from him his visually sacrosanct status and encapsulated the new circumstances of normative embodiment of occupied Japan.
 
 as long as it was conﬁned to “red-line” districts. Although these compounds were surrounded only by lines on a map rather than walls, this is nonetheless an echo of the Edo-period techniques of boundary maintenance. 42 Slavoj Zizek, “The King Is a Thing.” Zizek is working from ideas proposed by Ernst Kantorowicz in The King’s Two Bodies (originally published 1957).
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 Plate 17. General Douglas MacArthur and the Emperor at SCAP-GHQ. (Used with permission from the Mainichi shinbun newspaper.)
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 On January 1, 1946, the emperor issued a public statement renouncing his divinity and claiming the same ontological status as all Japanese. Yet he was not indicted for war crimes and continued, when necessary, to use his position as “symbol of the state” (the status explicitly assigned him in the new constitution) to make public appeals for cooperation in rebuilding the country: clearly the meaning of the concept of “emperor” had not been completely evacuated. The imperial body, which had been virtually invisible up to the end of the war, was now frequently on display as he traveled around the country visiting and encouraging “the people.”43 His carefully chosen civilian clothing, though no doubt cleaner and of better quality than that of his poverty-stricken subjects, was intended to erase the visual cues that had formerly highlighted his “sublime” status (see Plate 18). When MacArthur and Allied authorities made the decision to retain the emperor but deprive him of his divinity, they may have assumed that this would result in drastic changes in the way the Japanese “subject” was conceptualized, and that a democratic leveling was to be achieved by making the emperor visible and touchable. 43 John Treat (“Beheaded Emperors,” 109) points out that “until the end of World War II it was a punishable oﬀense even to stare at a photograph of the emperor; now, because of the media coverage lavished on him and his family, it is impossible not to.” In fact, photographs of the emperor and other members of the imperial family were not uncommon in popular magazines even in the early 1940s. The June 1941 issue of Seinen (Young people) magazine, for example, includes a photograph of the emperor in military uniform reviewing cavalry horses (overleaf ). Women’s magazines, too, included pictures of the emperor, such as the February 1943 Shufu no tomo (Housewives’ companion), which includes a photograph of the emperor leaving the Ise Shrine at which he had prayed for victory. In addition, women’s magazines featured frequent photographs of the empress and her children. Treat is correct, however, to suggest that such photographs were strictly controlled and the emperor was shown only in his role as head of state or military leader. Many “high-culture” visual media of the time accompanied each picture of the emperor with a ﬁlmy paper overleaf to prevent direct consumption of the imperial image. For example, a collection of reproductions of war-themed paintings produced for the 1944 Grand Autumn Festival at Yasukuni Shrine includes two paintings of the emperor and one of the empress, and these three pages alone have ﬁlmy paper covers to partially obscure the images (see Tanaka Seiichi, ed., Yasukuni no emaki ). It is interesting that the ﬁrst painting in the collection is clearly based on the photograph that was printed in the Shufu no tomo magazine mentioned above. In the catalogue of paintings the picture is covered with ﬁlmy paper, whereas in the magazine it was not. This suggests that in mass consumption media the imperial family was ﬁgured as friendly, close, and not so distant from the commoners, while in those media intended for a higher class of viewer, the imperial family was ﬁgured as awe-inspiring and distant. After the war the imperial image was just as carefully controlled, but by SCAP, and the impression it was organized to convey was that of a “normal” human being.
 
 Plate 18. “Mr. Hirohito” talking to schoolgirls. (Used with permission from the Mainichi shinbun newspaper.)
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 Zizek, writing about the “two bodies of the king,” explains why this assumption is not altogether valid: As soon as a certain person functions as “king,” his everyday, ordinary properties undergo a kind of “transubstantiation” and become an object of fascination: “. . . it is the natural body which, because it is combined with the supernatural body, exercises the charm which delights the people. It is insofar as it is a sexed body, a body capable of procreation and of physical love, and a fallible body, that it eﬀects an unconscious mediation between the human and the divine.” . . . The more we represent the king as an ordinary man, caught in the same passions, victim of the same pettiness as us, . . . the more he remains “king.” Because of this paradoxical exchange of properties, we cannot deprive the king of his charisma simply by treating him as our equal.44
 
 Certainly in the ﬁrst years of the new appearance and spatial performance of the imperial body after the war, Japanese people must have felt that something fundamental had shifted: visually they were now presented with “Mr. Hirohito.” But the Occupation had not deprived him of the name “emperor,” it had not removed him from the huge, walled-oﬀ palace grounds in the center of Tokyo, nor had it denied his status as a symbol. Again, as Zizek points out, “This symbolic function redoubles his very body, introducing a split between the visible, material, transient body and another, sublime body, a body made of a special, immaterial stuﬀ.”45 Whereas the prewar imperial body may have been carefully conﬁned and hidden from unhindered view in order to protect the belief in its unqualiﬁed special character—to hide any hint of such a split, in other words— the postwar visible imperial body nonetheless managed, through this split, to maintain its status of “sublime body.” The public spectacle surrounding (then) Crown Prince Akihito’s engagement and marriage to a commoner in the mid-1950s, the birth and childhood of the next generation of imperial children and their subsequent marriages— all this has served to enhance the new imperial role of mediator between the ordinary (middle-class) Japanese citizen and that sublime
 
 44 Zizek, “The King Is a Thing,” i–ii; the internal quotation is from Claude Lefort, Democracy and Political Theory (Minneapolis, University of Minnesota Press, 1988). 45 Zizek, “The King Is a Thing,” ii.
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 locus of transcendent identity against which the “normal” subject can still construct its deﬁnition.46 “Passing” versus Assimilation Fantasies of “passing” that feature nobles passing as commoners or “peasants” passing as aristocrats are common in Anglo-European narrative, such as the novels The Prince and the Pauper and A Tale of Two Cities, and the ﬁlms My Fair Lady and Roman Holiday. I am aware of far fewer such examples of boundary-play involving class boundaries among widely popular Japanese cultural products.47 (Gender boundary-play, however, may be more common in Japanese than in Anglo-European narrative.) Rather, the careful maintenance of the artiﬁcial structures that render the imperial family or burakumin visible is one of the jobs of modern Japanese cultural discourse. Because the burakumin as a legally distinct caste was ostensibly dissolved in 1871, the designation of someone as a descendant of this
 
 46 In a poll of 10,000 people over age twenty conducted by the Prime Minister’s Oﬃce in May 1994, a stunning 89.8 percent identiﬁed themselves as middle class (“Japan moving in wrong direction,” Asahi Evening News, August 16, 1994). This selfdeﬁnition as inhabiting the “middle” suggests a lingering sense of “normal” identity as being deﬁned spacially between distinct and uninhabitable areas deﬁned as the abject and the sublime. See Treat, “Beheaded Emperors,” 106–107, for a description of the annual utakai-hajime (poetry competition) held on New Year’s Day at the imperial palace. As Treat explains, the tradition is presented as though it had continued uninterrupted for centuries. In fact, however, the utakai-hajime was revived in the Meiji period to reinforce the idea of the imperial function as keeper of the ageless Japanese tradition. But the Meiji emperor was a “modern” monarch, so this age-old tradition was to some extent opened up to the public—providing a carefully controlled and limited access to the imperial locus. In the Meiji period commoners could submit poems and the best of them would be read aloud by members of the imperial party. It was only after World War II that those commoners whose poems were selected were allowed to attend the palace gathering. Now that the emperor had been reduced to “just another commoner” himself, it only “made sense” to permit the presence of non-imperial bodies in the formerly sacred space. But the degree of access to that space, and the visibility of the imperial body, are still strictly controlled and orchestrated in Japan to give the simultaneous sense of humanity and “special-ness.” 47 There are exceptions to this generalization, particularly among avant-garde artists, novelists, and playwrights in the postwar period. But, as Treat discusses in “Beheaded Emperors,” works that take the emperor or imperial family as their subject often meet with censorship or right-wing violence. Thus, unlike the cultural products based on class boundary play in the West, such as Roman Holiday, such works in Japan do not circulate widely in the popular market.
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 group ought to have no contemporary meaning. “Passing” ought not even be an issue, since there is now nothing to distinguish burakumin descendants from any other Japanese citizen except their ancestry and (sometimes) their registered place of family origin. Because discrimination on this basis still persists, however, the two emancipatory strategies followed by contemporary burakumin descendants are: (1) erasing the barriers constructed between burakumin descendants and other Japanese, with the goal not just of passing but of actually being assimilated into mainstream society; and (2) continuing, at least for the short term, to call attention to the fact that they are the victims of active discrimination, which requires underscoring one’s identity as a burakumin descendant. This requires modern-day burakumin descendants to somehow reinscribe their marked status, as when, in an early example, Kitahara Taisaku risked death in 1927 by presenting a petition directly to the emperor on the occasion of an imperial review of Kitahara’s military unit. Despite criticism that in revealing his burakumin descendant status he was condemning family members to discrimination and danger, Kitahara asserted the necessity of refusing to “pass” in order to eﬀect real systemic change. In Chapter 3 I discussed the situation of immigration, and the advantages and disadvantages of assimilation for diﬀerent groups of immigrants. For those Koreans in Japan during the war who had been forced to leave Korea through either economic or more direct coercion, assimilation was not a matter of free choice. After the war, the majority of these people took advantage of the Occupation’s oﬀer of repatriation. By November 1946, more than 919,000 of them had returned to Korea, and only 75,000 more were still waiting for transportation. For whatever reasons, however, more than 500,000 Koreans chose to remain in Japan. Though the issue of language and power under Japanese colonial rule of Korea is too complex for the scope of this discussion, it is noteworthy that during the ﬁrst three decades of the century many aﬄuent Korean families voluntarily sent their sons to Japan for education. In the 1930s Japan began an aggressive and systematic campaign to ensure Korean assimilation called naisen ittai ( Japan-Korea one body), and many Koreans forced to learn Japanese under this campaign harbor understandable resentment toward the Japanese language. But for those young men educated in Japan before the imposition of naisen ittai, Japanese was a valued tool and became, for many, an inescapable part of their identity. Among these bilingual zainichi-Kankokujin or -Chôsenjin (Koreans
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 resident in Japan), the issue of passing again arises. “Racially” indistinguishable from the Japanese, Koreans suﬃciently ﬂuent in the language possessed no visible markers of diﬀerence (unless they chose to maintain their traditional clothing and/or hairstyles). As we shall see in the discussion of the Kim Talsu story in Chapter 10 below, this fact made possible a complex and sometimes disturbing variety of relative self-positionings on the part of Koreans in Japan in the immediate postwar period. The Visible “Other” Just as it is usually possible to identify a person’s sex and/or gender by visual clues—some socially, others biologically determined— so it is usually considered possible in North America to identify a person’s race. The very concepts “sex/gender” and “race” are based on fundamentally visual (and therefore potentially illusory) distinctions, despite their implicit—though inaccurate—claims of representing scientiﬁcally veriﬁable categories. It is therefore not possible for people in categories considered marked in racial or gender terms to “pass” (at least without considerable eﬀort) as do those in the abject/sublime categories discussed above. People in these categories are (nearly) always visible. In Chapter 3, I discussed Toni Morrison’s analysis of race and visibility in the construction of an American mainstream identity. Her main point is that, in the early years of the United States, it was the particular meanings attached to color that inﬂuenced the “screens” through which the white population saw their slave-status compatriots.48 And those visions of the black “other” in turn inﬂuenced the way white America saw itself. In the visual economy of occupied Japan, too, the array of distinctive racial colors meant something beyond the simple fact of diﬀerence. In Chapter 10 I discuss examples of the ways color was used as a sign to mark relative location on a social spectrum of “normality” or power. Morrison’s work reminds us of the fact that visibility itself is a complex and not necessarily beneﬁcial attribute. Visibility may often be thought to connote power, activity rather than passivity. But critics
 
 48
 
 Morrison, Playing in the Dark, 48–49.
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 interested in questions of sex/gender and race repeatedly point out that the impossibility of being not-seen is one of the consequences of being culturally deﬁned as the permanent object of the unilateral gaze of the dominant other. It is certainly possible for women in patriarchy, or blacks in white hegemony, to be not-heard. Indeed, making oneself heard is the diﬃcult, sometimes impossible, task under such circumstances. But for the dominant group to maintain its identity of power, it must be conﬁrmed therein by the sight of the dominated. As in the diagram drawn by John Berger to express the visual relationship between colonizer and colonized, this is a dialectical process: the dominant person’s look at the dominated conﬁrms his or her sense of hegemony, while at the same time the look of the less powerful at the dominant conﬁrms his or her sense of powerlessness (see Chapter 3). Morrison reminds us, however, of a point that Berger’s diagram does not address: in power relationships determined by race or sex/gender, the visually central person (male, or white, in these cases) is not considered raced or sexed; the visually central is racially or sexually unmarked, and thus “invisible.” When a white American writer addresses a literary work to a white audience, no one classiﬁes it as racially marked. When a male writer addresses a male audience, there is no explicit concern with issues of sex/gender. As soon as “diﬀerence” enters the equation, however, in the form of the visually distinguishable non-white or non-male, race or sex/gender is suddenly and inevitably visible again, and becomes an issue.49 Tania Modleski also addresses this point in her study of mass-produced fantasies for women. In explaining the enormous popularity among North American women of romance novels, Gothics, and television soap operas, she attributes part of the appeal to the power of these genres to “make a grown woman disappear,” as promised in a television advertisement for Harlequin Romances. Although Modleski criticizes romance novels for encouraging the reader to
 
 49 The same point could be made about literary or other texts encoding sexuality: heterosexuality is taken as the norm and is “invisible” in a text, but homosexuality or bisexuality is marked and therefore puts the text into a non-standard category. The diﬀerence here is that there are no inherent visual cues to indicate a person’s sexual preferences (although often socially constructed cues are mobilized to make the distinction clear), so passing is relatively easy, unlike the situation of a person inhabiting a non-white or non-male body.
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 “participate in and actively desire feminine self-betrayal,” she adds that In quite another sense, however, women’s longing to “disappear,” their desire to obliterate the consciousness of the self as a physical presence—increasingly diﬃcult to do these days when mass culture has turned women into delectable sights for consumption—surely cannot be completely condemned.50
 
 In circumstances of epistemic oppression, when one’s allotted role is to embody diﬀerence, to disappear (through literature or whatever other means) can mean to return to or achieve centrality, at least temporarily. When such (temporary) disappearance is not possible, the only choice available to those bodies marked as diﬀerent is between “the masquerade” (as discussed in Chapter 3) and resistance to the active epistemic hegemony. As we shall see, however, there are very few narratives written during the Occupation from the point of view of the marked other. Rather, such others are most often represented in narrative in order to underscore a point about the conceptual re-location of “normal” Japanese under the new circumstances of defeat and occupation. In the Occupation-period narratives that do engage marginal subjectivities, there is a distinct bifurcation between (1) those stories written by and representing the point of view of the already marked body as it experiences the new situation of Occupation—the stories by women discussed in Chapter 8, plus “Fuji no mieru mura de” (In a village from which Fuji can be seen) by the zainichi-Chôsenjin writer Kim Talsu (discussed in Chapter 10 below), and (2) narratives written by formerly epistemically central subjectivities that use the marked body to reposition the post-surrender identity of mainstream Japanese subjects. In the ﬁrst section of Chapter 10, I discuss examples of narratives that feature abject/sublime bodies in a reexamination of what it is to be “normal” in occupied Japan, as well as a narrative that examines the interaction of two “marginal” groups: Koreans and burakumin. The ﬁction addressed in the second section of Chapter 10 features examples of the “raced” or “sexed” or “monstrous” body—the body that cannot achieve invisibility.
 
 50
 
 Modleski, Loving with a Vengeance, 37.
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 THE MARGINS OF NARRATIVE EMBODIMENT Banzai, banzai! Korean Independence banzai! The Japanese government’s planned repatriation of Koreans, ordered by the Allied Army, had not yet been carried out. Amid the cheers and shouts ringing out after August 15, the Korean Association, which had begun to close down its oﬃces all over the country, issued peremptory demands to the Japanese government to send out evacuation trains. The Koreans who had immigrated to Japan after their farms or homes had been usurped by unscrupulous means numbered three million, and those who had been forcibly brought to Japan as soldiers or forced laborers for the sake of the stupid war numbered more than one million. At the moment of the surrender these people were thrown out of the mines, the army units, the factories, and so on, like old straw shoes; running hither and thither in this foreign land they jostled together trying to reach Shimonoseki, trying to reach Hakata, and there was no way that the one or two trains sent out in response to the Korean Association’s demands could be adequate. Kim Talsu “After August 15”
 
 Section I: The Abject and the Sublime As we saw in Chapter 9, the Japanese body within a strictly Japanese context had rarely been conﬁgured in contrastive racial terms before the Occupation; however, the parameters of the normative body had long been conﬁgured through contrasts with bodies considered to be outside the parameters of normality in other ways: the imperial body (or other “sublime” bodies) at one end of the scale, and the burakudweller body (or other “abject” bodies) at the other.1 In some 1 On what we now think of as “Japanese soil,” the only real confrontation with a body “racially” diﬀerent from that of the Japanese was with the Ainu in Hokkaidô. Other East Asians, who may have been in the same “racial” category as the Japanese as far as nineteenth-century Anglo-European deﬁnitions were concerned—Koreans and Chinese, for example—were considered in Japanese terms to exist on the far side of a line dividing them from the “normal,” human Japanese body.
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 Occupation-period narratives the parameters marked by these bodies, and the new deﬁnitions of these bodies themselves, were put into question. Space and the Body Hirabayashi Taiko’s 1946 story “Mô chûgoku hei” (Blind Chinese soldiers) is set on March 9, 1945, the day of the Tokyo ﬁre-bombing.2 (Although the ﬁrst-person narrator explicitly mentions this fact, it does not ﬁgure into the story in any obvious way.) The narrator is making a trip toward Tokyo involving multiple train changes. At a station called Takasaki, where she is waiting with crowds of people to board one of the rare passenger trains, she sees oﬃcials making chalk marks on the platform and herding people outside of the chalked lines. When the train ﬁnally pulls in, there is one well-kept car that no one is allowed to board. Most of the passengers are so busy cramming their way onto the available cars they do not pay much attention, but the narrator stops to look inside the nearly empty, well-appointed car. She sees a man she identiﬁes as Prince Takamatsu by his distinctive nose (as well as his uniform and the presence of a few attendants): “With the strange, deep emotion that one might experience upon recognizing an existence hitherto believed to be ﬁctitious, I gazed at this beautiful young man. My natural urge was to shout and tell everyone out loud, ‘The Prince is in there. He’s real!’” (42). But she quickly realizes that she had better see to getting herself crammed onto the train if she does not want to wait around for the next one, so she moves away.3 Because she has taken her time about getting on, the narrator cannot ﬁnd a space to squeeze into in the dilapidated, ﬁlthy cars ﬁlled with regular passengers. She moves to the very last car of the train, where she sees a group of passengers being led oﬀ: 2 The ﬁrst-person narrator is “Watashi” and identiﬁes her- or himself as a farmerintellectual. As far as I can tell there is no absolute indication in either the Japanese or the English translation of the speaker’s gender; for the sake of convenience I use feminine pronouns in my paraphrase of the story’s plot. The quotations in the text are from “Blind Chinese Soldiers,” trans. Noriko Mizuta Lippit, in Lippit and Selden, trans. and eds., Japanese Women Writers (1991). Page numbers are cited in text. In Japanese, Hirabayashi, “Mô chûgoku hei,” Hirabayashi Taiko zenshû (Tokyo: Shio shuppansha, 1977), 3: 36–39. 3 Prince Takamatsu was one of the younger brothers of the Shôwa Emperor; he died in 1987.
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 A soldier, possibly a lower-ranking oﬃcer, was counting with slight movements of his head the number of the plain soldiers in white clothes who were coming out of the car. An unbearable smell arose from the line of soldiers who, carrying blankets across their shoulders, had layers of ﬁlth on their skin—ﬁlth which one could easily have scraped oﬀ. I was looking up at the doorway wondering what this could mean; then my legs began trembling with horror and disgust. Looking at them carefully, I could see that all of these soldiers were blind; each one stretched a trembling hand forward to touch the back of the soldier ahead. They looked extremely tired and pale; from their blinking eyes tears were falling and their hair had grown long. It was hard to tell how old they were, but I thought they must be between thirty-ﬁve and ﬁfty years old. (“Blind Chinese Soliders,” 43)
 
 When the narrator hears one of the sighted soldiers speaking Chinese, she realizes that “all the soldiers in this group were Chinese. I understood why, even aside from the feeling evoked by their extreme dirtiness, they looked strange and diﬀerent” (43). Eventually there are ﬁve hundred of these blind soldiers standing on the platform, and then they are led away. The narrator gets into the car just ahead of the one in which they had been riding. The other passengers on the train have also seen the blind Chinese soldiers and speculate about what they are doing in that place; some seem undisturbed, others are moved and upset. But soon everyone reverts to his or her own immediate concerns, talking about the hardships that war has brought them. At a later stop the narrator tries to board the car that had carried the Chinese soldiers because all the others are so crowded. The smell, however, is “intolerable,” and she soon returns to her former place. She thinks about the presence of the prince in the car at the front of the train, and the empty car at the end that had held the victims of an Imperial Army poison gas experiment, but she is too tired to talk about it with anyone. Later, she says, she went back to Takasaki to discover what had happened to the Chinese soldiers. They had never been seen by anyone again. This very short story is remarkable most obviously for its graphic description of Japanese atrocity toward prisoners of war, and of the presence of this horror in the midst of the “ordinary” Japanese life of wartime. But it is also striking for the way it so clearly situates the “normal” Japanese body conceptually through a metaphor of literal, physical space: namely, between the (clean, bright, nearly empty, exclusive) space occupied by the body of an imperial prince and the
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 (ﬁlthy, smelly, excluding) empty space formerly occupied by a set of bodies that had so obviously been treated as “not-human.” The “normal” Japanese bodies cannot inhabit either of those spaces—in the one case because they are not allowed access, and in the other because the “normal” body cannot tolerate the conditions obtaining in the “abject” space. (It is striking to compare this wartime situation with that of the immediate postwar, when Occupation personnel occupied clean, nearly empty train cars and Japanese citizens were forced to cram themselves into and on top of every inch of the cars allotted to them; see Chapter 7, Plate 12.)4 Hirabayashi’s intention does not seem to involve the re-situating of the Japanese body in response to the changed conditions of surrender and occupation. Rather, she is taking an opportunity, aﬀorded by the Occupation’s revocation of militarist censorship, to represent the fact that the “normal” Japanese body/subjectivity in wartime was implicated in the oppression and torture, the forced abjection, of Asian “others.” The narrator and her fellow travelers are aware of the (former) presence of the Chinese prisoners; they discuss them with pity but soon forget the prisoners in their own immediate concerns. At the same time, the narrator does not make the other travelers aware of the presence of the prince. As in Kojima Nobuo’s “On the Train” (discussed at length in Chapter 7), the train in this story acts as synecdoche for the Japanese empire. In the spatial allegory thus constructed, it is in some sense the existence of the “sublime” that necessitates the existence of the mirror-image “abject”; and yet the implicit responsibility of “the sublime” in the construction of “the abject” is not brought forward by the narrator, who herself represents “the normal” in this paradigm. The wartime prince, like the postwar emperor, is let oﬀ the hook, at least within the plot-space of the story. Hirabayashi’s spatial conﬁguration, however, gestures outward to the reader in a suggestion of the interlocking complicities of “the
 
 4 Henry F. May, Jr., describes this situation on his return from acting as an interpreter during the ﬁrst few months of the Occupation: “Japanese trains run on time, and Americans . . . get special privileges. Trains are almost always full of a shoving, kicking, ﬁghting mob, mostly with children and large wicker bundles. . . . But you seldom have any trouble getting a place. If there isn’t a special car for Allied troops, the station-master can always make you comfortable . . . in the engineer’s cab. If necessary, he will clear out a couple of families and get you two double seats” (“MacArthur Era, Year One,” 268).
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 sublime” and “the normal” in the construction of “the abject” in Japanese imperialist discourse. This recalls the Suiheisha motto “Kizoku arite, senzoku ari ” (As long as the nobility exist, the lowly will exist) discussed in Chapter 9, though here Hirabayashi explores the responsibility of those who are neither noble nor lowly in the construction and maintenance of this hierarchical discourse of identy. The narrator’s explicit mention of the fact that the incident occurred on March 9, the day of the Tokyo ﬁre-bombing, may serve a similar purpose. The date has no signiﬁcance within the story, but every Japanese reader would remember it as the night when, in one spectacular raid, American bombers had dropped 2,000 tons of incendiary bombs on Tokyo, leveling 16 square miles of the city and leaving at least 80,000 people—nearly all of them civilians—dead. The sense of Japanese victimhood associated with this date rivals even that associated with the dates of the atomic bombings of Hiroshima and Nagasaki. And yet Hirabayashi’s story is not about the victimization of the Japanese, but rather about the Japanese as victimizers of others. The complex, interdependent nature of colonialist/ imperialist hierarchies and the unstable, shifting nature of one’s national identity as victim or victimizer are evoked brilliantly in this short narrative. Liminality: Emperor as Abject It is perhaps remarkable that so few stories written during the Occupation address the changed status of the emperor. Despite the cognitive shock expressed in numerous ﬁrst-person accounts at the sight of the emperor in civilian clothing, walking among the people, lifting his hat politely to his subjects, there are few instances of narrative ﬁction that engage this new visual embodiment. The famous photograph of September 27, 1945 (when the emperor made the unprecedented trip out of the palace grounds to meet with MacArthur; see Chapter 9, Plate 17) shows the general, hands cockily on hips, towering over the emperor, who stands, stiﬀ and correct, with his arms at his sides. This was the ﬁrst of hundreds of published photographs and newsreel ﬁlms of the emperor that were designed to recast his visual image to ﬁt the new ontological status assigned him by the Occupation (see Chapter 9, Plate 18). Nonetheless, for the most part the spectacle of the newly visible monarch does not surface in the ﬁction of the time. Later narratives
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 and artworks that directly deconstruct the sanctity of the imperial body have been met with public discomfort, and even with rightwing violence.5 Evidently the discursive requirement of an “untouchably sublime” body category (performed by the emperor) remains current in Japanese conﬁgurations of the normal body/self, at least for some members of society. The persistence of discrimination against bodies thought to inhabit the other end of the spectrum implies that they, too, are a necessary element, for some, of Japanese social-identity construction. (By “necessary” here I do not mean acceptable or inevitable, merely current at an unconscious, unexamined level.) One of the few Occupation-period narratives that does directly engage the new status of the emperor is Nakano Shigeharu’s novella “Goshaku no sake” (Five cups of sake, 1947; English translation 1979), published exactly one year after the emperor’s renunciation of divinity.6 It was less than a year since Nakano had been named the Cultural Aﬀairs editor of the Communist newspaper Akahata (Red ﬂag).7 The “story” is in the form of a long rambling letter from a school principal to a (Communist?) friend about his “regret toward
 
 5 Treat’s “Beheaded Emperors” addresses at length the public reaction to one such story, Fukazawa Shichirô’s “Furyû mutan” (The story of a dream of courtly elegance, 1960), which resulted in assault and murder. In a similar incident, the artist Oura Nobuyuki exhibited 10 collage works that incorporated images of the Shôwa Emperor at the Toyama Prefectural Museum of Modern Art in 1986, at the museum’s invitation; but because of right-wing demonstrations against the exhibit, the museum withdrew it and burned all the exhibition catalogues. In 1993 it was disclosed that the museum had sold the works to an unnamed private individual without informing Oura. Like the disappearance of the “Furyû mutan” story from libraries across Japan, including the National Diet Library, reported by Treat, Oura suspects that the collages were sold to a right-wing group to prevent their ever being exhibited. Moriguchi, “Artist ﬁghts for freedom of expression” (The Japan Times, January 6, 1995). 6 Nakano Shigeharu, “Goshaku no sake,” Nakano Shigeharu zenshû 3: 3–33; English translation in Brett de Bary, Three Works by Nakano Shigeharu (Ithaca, NY: Cornell University East Asia Papers, No. 21, 1979), 77–131. De Bary (“Introduction”) also provides a short but useful introduction to Nakano, particularly his relationship to the tenkô (political or ideological apostasy) phenomenon. Passages quoted in the text are from de Bary’s translation; page numbers are noted parenthetically in text. The only other story I am aware of from the Occupation period that treats the imperial body is Kon Hidemi’s 1950 “Tennô no bôshi” (The emperor’s hat); this story pokes fun at the physicality of the imperial body, but only in the person of the Taishô Emperor, who is represented (indirectly) in this story as having had an enormous head. 7 See Chapter 2 for an account of SCAP’s contradictory behavior toward Akahata— at ﬁrst supportive of its editorial policy of criticism of the emperor, but later ordering sanctions against the editors for their objectionable Communist “bias.”
 
 the margins of narrative embodiment
 
 423
 
 the future.” It has no plot as such, consisting merely of a series of tenuously (but thoughtfully) associated incidents and arguments on the part of the narrator. Although “Five Cups of Sake” therefore reads more like a free-form essay (zuihitsu) than like a novella—as beﬁts a drunken letter—it nevertheless reveals careful structuring and interrelating of its disparate topics. Nakano, born in 1902, was a committed Marxist throughout his career and was a Communist until he was purged by Party leadership in 1964; he was imprisoned twice in the 1930s for thought crimes.8 A generation older than Yasuoka, Shimao, and other returned-soldier writers of the period, Nakano exhibits a longer-term perspective on the political currents of prewar Japan. (In this sense he resembles Hirabayashi Taiko and Miyamoto Yuriko more than he does many of the male writers discussed in this study.) For Nakano, who had himself committed tenkô (ideological apostasy) in its most minimal form to secure release from prison in 1934, after being held for two years, questions of integrity, loyalty to a cause, and the identiﬁcation of the “real” enemy are even more immediately consequential than they are for the younger male writers of the period.9 Yet such questions are elaborated in Nakano’s work within the quotidian realities of job, family, reading newspapers, watching ﬁlms. For Nakano the relationship between politics, the individual person, the nation, and the visible body is a real, lived connection rather than a surrealistic (Shimao) or darkly humorous (Kojima, Yasuoka) disconnection. It is therefore particularly signiﬁcant that Nakano structures “Five Cups of Sake” around multiple incidents of boundary confusion and boundary anxiety. One of the most frequent kinds of boundary confusion brought out in the narrator’s drunken ramble is that of ideological boundaries. Nakano’s own deﬁnition as a tenkôsha—surely one of the most consequential ideological deﬁnitions in the aftermath of war—is compromised. Rather than the full-ﬂedged rejection of Communism and expression of support of the emperor system that constituted full tenkô, as committed by many of his contemporaries,
 
 8 For a thorough study of the politics of Nakano’s work as a whole, see Oketani, Nakano Shigeharu. 9 Few Japanese critics have written speciﬁcally about “Five Cups of Sake,” but for an interesting analysis of another of Nakano’s tenkô stories, “Mura no ie” (The house in the village), see Nakayama, “Tenkeiki no nôson to ‘jendaa.’”
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 he performed only the two minimal tenkô requirements: admission of guilt, and a promise not to engage in illegal activities in the future.10 This was suﬃcient to get him released from prison, but he remained under police surveillance. Similarly, Nakano’s narrator, Boku, after asserting that his letter concerns his “regret toward the future” (shôrai e no, mirai e no miren), begins with an account of the ambiguous ideological boundaries that have conﬁgured his entire life (“Five Cups of Sake,” trans de Bary, in de Bary, Three Works by Nakano Shigeru, 78). He says that although he had tried as a young man to join the “New Man Society,” a Marxist student group in the 1920s, he had been rejected when it was discovered that his father was a police chief. His own political leanings were disregarded by the leftist group because of his father’s apparent allegiance to the right wing. Despite that (unfair) rejection, Boku took his progressive politics into his chosen career in education; although his students perceive him as conservative because of his position of authority as school principal, he has spent the war years trying quietly to resist the rhetoric of militarism. Nonetheless, now he is in danger of becoming one of the two hundred thousand people eventually purged by the Occupation authorities as ultranationalist—again because of his position rather than his individual views or actions. Toward the end of the letter/narrative, Boku returns to a memory of his father wearing the dress uniform that was required on special occasions: On New Year’s Day and at local festival times, he would report to the prefectural oﬃce in glittering regalia. He took great pleasure in this. Since he was the chief of police in our town, and an honest and upright one (if such a thing exists), I suppose his feeling was entirely justiﬁed. As chief of police, he must have accepted all manner of assignments as his “duty.” He lived with this, simply for the sake of his children. One could say that there lay a whole side of his personality. The side revealed, for example, when he refused to lay a ﬁnger on bribes he might easily have accepted, refused them for the sake of his children. (“Five Cups of Sake,” 125–126)
 
 This upright and honest man, doing his duty for the sake of his family, became a source of shame for his son, Boku, when Boku entered high school. The father, too, began to feel shame at his profession, and avoided Boku’s eyes on the days when he wore his dress 10
 
 De Bary, “Introduction,” in de Bary, Three Works by Nakano Shigeharu, 4.
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 uniform. This return to the memory of his father’s career occurs immediately after a discussion of the heroism of the hi-tenkôsha, those who resisted committing tenkô and remained in jail. While Boku expresses great admiration for these “treasures of the people” (125), the adult Boku, looking back, also clearly feels a certain admiration for his father, who had resisted abrogating his loyalty to his position even after becoming aware of the loss of his son’s respect. The father had been as honest a police chief as possible for the sake of his children; later, even the saddening loss of his child’s respect did not shake his integrity. As in the Hirabayashi Taiko stories discussed in Chapter 8, we see here a breakdown in the rigid ideological boundaries that are supposed to divide left and right, good guys from bad. Another early reference to boundary confusion, or liminality, is seen in Boku’s description of his role model as an educator: a ﬁctional character from a Russian novel. This character is a German youth, wandering in Russia, who has become a tutor to the children of the “half-Asiatic” Russian court. After teaching the children all he knows, the tutor one morning disappears, leaving behind a note saying that there is nothing more he can give. Boku ﬁnds this indescribably beautiful: 100 percent devotion, accompanied by the honesty of knowing and admitting when there is no more to give. But, as all the later examples of liminality and boundary confusion show, the teacher’s drifting presence in a foreign land, and that land’s own intriguing ambiguity, are also appealing to Boku. During the war, Boku had performed resistance mostly by attempting to maintain the integrity of language, refusing to let his students blindly take on the rhetoric of war.11 But when one of his teachers is called to service and asks Boku’s permission to take leave of him
 
 11 When the Chinese character meaning “conquer” became commonly substituted for the character meaning “to go” in the writings of soldiers leaving for the front, the meaning of their departure took on increased nationalist, imperialist tones. In Nakano’s “Five Cups of Sake,” Boku ﬁghts against that usage, among other examples. The term goshaku is not a particularly common liquid measure; there are many more common ways to express “ﬁve cups.” It is, however, a homonym with a word meaning “the interpretation of words” or “the explanation of a word’s meaning.” It is likely that Nakano chose to use this unusual term for a liquid measure in his title partly to draw attention to one of his main themes: that the meanings of a word (or action or form of embodiment) change subtly according to (constantly changing) context, and must be carefully and sensitively interpreted. (My thanks to Stefania Burk for suggesting this connection.)
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 with such a phrase, Boku is too moved by the man’s situation to protest. Here, too, his original attempts to preserve linguistic boundaries for the sake of maintaining a clear ideological position break down when confronted by personal connections, break down in the face of a courageous loyalty, even to a bad cause. Since the young teacher has little choice but to go, for Boku to insist on the integrity of his own position would imply a hurtful critique of the other’s situation. Here Nakano evokes the rhetoric that insistently personalized the war, indicating that in that atmosphere even those capable of critical thinking found it hard to resist this emotional ploy. At the end of the letter Boku returns, as he did with the discussion of his father, to reveal the long-term fate of this teacher. Whatever criticism the reader might have felt about Boku’s failure to make the teacher live up to rigorous ideological standards is shaken when we learn that the young teacher has survived but has returned missing an earlobe, his lips, and his nose. Boku reﬂects sadly on the future of this man and his wife, formerly a “beautiful couple” deeply in love. When the teacher refuses to return to work, ashamed of his horrible appearance, Boku accepts his decision. In the confusing post-surrender world, Boku ﬁnds his own position to be an increasingly liminal one: he negotiates between the conservative teachers (who see him as too sympathetic to the leftleaning students) and the newly politically energized students (who see him as an ally of the conservative teachers). In the same way, although Boku professes an intellectual preference for Communism and harshly criticizes the emperor system, he also expresses tremendous frustration with the speciﬁc Communist writers and thinkers who strike him as blindly radical, and feels tremendous sympathy for the emperor as a human being who has also been oppressed by the emperor system. Boku’s sympathy toward various groups he identiﬁes as oppressed by the emperor system is experienced and expressed in graphically physical and visual terms: Recently I can’t seem to tear my eyes away from those dark patches of skin that every Japanese woman seems to have on her feet, those calluses just beneath the ankle bones that come from sitting on the ﬂoor. Girls who have not reached late adolescence don’t seem to have them. They ﬁrst appear when a young woman makes her preparations to become a bride, they are fully formed with marriage and motherhood. My ﬁrst wife had them. So does my second. My daughters
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 do not. Would I could prevent them from forming, even if it were my daughters alone I could spare! And if I am helpless to change them, then let me soothe and stroke the calluses on the feet of my wife, on the feet of all the women in Japan. Bruises that sum up the misery of your lives! Knowing myself, a man, to be the source of those calluses, instinctively I ask for the sake. (“Five Cups of Sake,” 90–91)
 
 For Boku these minute physical features symbolize a lifetime of oppression in the Japanese marriage system, with the speciﬁc physical demands that system makes on a wife. He cannot tear his eyes from this physical result of an abstract ideological cause. During wartime, the sight of his adolescent students called up to join the Special Attack Forces (tokubetsu kôgeki tai, or tokkôtai, the kamikaze) produced an intensely physical urge to protect them, he writes. And in the same way, his intense sympathy for the emperor as a human being is based on a visual recognition of the other’s physical “abjection”: Probably you remember the time when you and I were in our late teens, when the Emperor made a visit to England. A British painter did a picture of him which was sold in Japan as a post-card. I remember to this day the burning shame, the indignation, the self-pity I felt when I ﬁrst glanced at it. The scene was dominated by a quiet black. The black of frock-coats and swallow-tail suits, dotted with the white of collars, the pink of faces. In the central foreground stood one ﬁgure in a khaki uniform. The body was slightly bent, and there was a splash of sepia above the collar. Since it was a water-color, the facial features were diﬃcult to make out. But that dash of sepia was gazing up at the tall race around it like a lost child encircled by adults. “Look, he can talk.” “He’s trying to tell us something.” “What a dear little man!” In their utterly reﬁned conversation, I could almost hear these comments, and I covered the picture with my hands. . . . The hands which reached out to cover that picture were the hands of my race. It was a spontaneous gesture of brotherhood. How could I have kept myself from hiding it? And now, to what extent does the Communist Party bear this sense of racial solidarity with the Emperor. I urgently desire to know. (“Five Cups of Sake,” 100–101)
 
 He goes on to list several examples of the emperor’s and the imperial family’s physical “oppression,” including a wartime example of the emperor in Manchuria, hopping stiﬄy and anxiously from one of his lined-up daughters to the next as he introduced them to the Manchurian emperor: So he clattered from one end of the line to the other, vainly trying to keep his sword in place with one hand. Here, indeed, was a nice man. . . . His manner toward the Emperor of Manchuria, toward the
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 chapter ten other members of the Imperial family—from all these relationships it was clear that here was a man whose sense of vanity, concern for appearances, and desire to impress, was far below that of the average person. (“Five Cups of Sake,” 107)
 
 Later, Boku visits a movie theater showing the emperor in a newsreel going around the country in his civilian suit and talking to the citizens, doﬃng his hat at every step, mechanically asking gentle questions of schoolgirls too choked with emotion to answer (see Chapter 9, Plate 18). Watching this, Boku experiences, once again, a viscerally physical desire to protect this awkward human being. In the balcony of the theater, a group of raucous voices are laughing at both the clumsy emperor and the emotional schoolgirls. Boku associates the tone of this laughter—laughter without any “trace of enjoyment, no saving glimmer of self-mockery”—with Japan’s moral bankruptcy. It is the failure of the people laughing, and the failure of the Communist Party, to recognize their own oneness with the emperor, and with the crying schoolgirls, that prevents any true change from coming about, Boku believes. Boku’s critique of the Communist Party is based on its members’ failure to diﬀerentiate between a Japanese human male—with whom they share a racial, ethnic, and linguistic identity, with whom they share identical (abject) “body” characteristics in the eyes of the world in the 1940s and 1950s—and the emperor as socially constructed symbol. It is the emperor as symbol, as system, that led to the longtime oppression of Japanese women in marriage, the wartime sacriﬁce of adolescent boys in suicide planes, and millions of men in the military, not to mention the oppression of millions of Asians in Japan’s war of aggression. And, according to Boku’s argument, the Communist Party perpetuates these problems by mocking and reviling the body of the man while simultaneously and unthinkingly reinscribing the system. Rather than recognizing the abject location of the emperor’s Japanese body in an international racial/ontological discourse, the Communist Party takes that awkward embodiment of abjection as its target. He quotes an article in Akahata that mocks the idea of the emperor’s “descent to the status of subject,” which calls in the end for the emperor and family to “go back to the High Plain of Heaven.” Boku responds: “Who, tell me, is descended from the gods in this country? If one of the Imperial Family appeared asking for a ticket to the High Plain of Heaven, what would we do? . . . The sheer stupidity
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 of such thinking astounds me. The notion of the Imperial Family’s descent to the status of ‘subject’ must be ﬁrmly rejected. There are no subjects here” (115–116). Boku’s point is that there never has been any true, ontological diﬀerence between the emperor and his supposed subjects; rather, whatever diﬀerences have been celebrated in high-ﬂown rhetoric in the past were those constructed by the Japanese people, who themselves claimed the status of subject by positioning the imperial family above and beyond the “normal” Japanese. Boku is critiquing the Communist Party for failing to recognize what Slavoj Zizek points out—that “a king is a king because his subjects treat him like one and not the reverse” (as discussed in Chapter 9).12 It is only by acknowledging the emperor’s humanity and vulnerability—acknowledging that he was always no diﬀerent from themselves—that the Japanese people could come to a postwar morality capable of recognizing the complicity of all the people in systems of oppression, colonialism, and militarism. The emperor must be acknowledged as a fellow victim so that all Japanese people can recognize themselves as fellow victimizers. Boku is not, however, unmindful of the material diﬀerences created by the conceptual situating of the emperor as sublime; he is as sympathetic toward the humanity and vulnerability of those who class themselves “subjects” (however mistakenly) as toward those who are classed as “rulers.” After the November 3, 1946 ceremony to celebrate the upcoming promulgation of the new constitution, at which the emperor and empress had made a one-minute appearance, Boku muses on the sight of everyone hurrying oﬀ again toward home, back to real life: “Homeward”: how shabby, how pathetic, how touching, how Japanese they looked. “Homeward”—and where was home for these people? “Be it ever so humble . . .” the refrain came to my mind. What a melancholy phrase, really, and what a strange, enormous contrast there was that day! Between the homes of the scattering people . . . and the homes to which their Majesties the Emperor and Empress returned. I’m not talking about a diﬀerence in size but a diﬀerence in feeling. A human diﬀerence, sensed in the very skin, in the feeling of relief upon arriving home. The diﬀerence between the sigh of relief heaved by fathers coming home at the end of the day, or the sigh of relief breathed by their daughters, who have hurried home with minds tensed and jaws set against imaginary assailants waiting in the dark, who have 12
 
 Zizek,”The King Is a Thing,” iii.
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 chapter ten turned at the punctuations of narrow hedges unlighted even by a candle, thrown down shopping bags, and checked for beri-beri with their thumbs pressed to their shins—and the sigh of relief that the Emperor and Empress utter after their limousine has ground down the gravel path, after the world behind the pine trees has faded from view, as they go through the entry-way, across the threshold, and into a world where no noise or voice can be heard, where human life stirs not a single echo. Isn’t this the diﬀerence that the Communist Party should teach to the people, and teach them to feel it? (“Five Cups of Sake,” 96–97)
 
 Despite the safety, health, spaciousness, and beauty of the imperial enclave compared to the homes of the common people, Boku makes clear the artiﬁcial, isolated nature of the emperor’s residence. The boundaries that deﬁne the imperial “diﬀerence” are the same as those that deﬁne the abject “diﬀerence” of the former tokushu buraku (literally, “special villages”; see Chapter 9), and are just as artiﬁcial. Far from being some kind of “naturally occurring” ontological diﬀerences, what separate emperor from subject are purely the artiﬁcial boundaries of class privilege. It is precisely these artiﬁcially constructed boundaries that must be examined, and deconstructed, he argues, if Japan is to move into a morally responsible future. View from the Margins: Kim Talsu Kim Talsu ( Japanese pronunciation Kimu Darusu or Kin Tatsuju, 1919–1997) lived his entire life in Japan after age ten. His family had been middle-class farmers in Korea but were tricked out of their land by Japanese loan sharks. In 1924 his parents emigrated to Japan, leaving Kim and his younger brother behind. After his father died in Japan ﬁve years later, Kim Talsu was brought to Tokyo by his older brother to rejoin his family. Throughout his school years Kim was forced to work at menial jobs to survive—factory work, selling nattô (fermented soy beans) door to door, garbage collecting, tending the ﬁre at the local bathhouse—but nonetheless did well enough in school to enter Nippon Daigaku in 1939, where he began his writing career. Kim Talsu spent the war years working as a journalist at the Kanagawa shinbun newspaper. During this time, he and other Korean intellectuals started a national association intended to protect the integrity and rights of Korean colonial subjects in Japan under the complicated situation of the war. Even though Kim’s entire career
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 was spent writing in Japanese in Japan (with many visits back to Korea), he is not among those singled out as collaborators by postwar Korean critics, perhaps because of his lifelong commitment to pro-Korean, anti-hegemonic, leftist ideals, even within Japan. After the war ended, Kim became a member of the Shin Nihon Bungaku Kai (New Japanese Literary Society), a leftist, progressive group to which Nakano Shigeharu also belonged. By 1957 Kim’s writing had earned him the Heiwa Bunka Shô (Peace Culture Prize), and in 1958 he was nominated for Japan’s most prestigious literary award, the Akutagawa Prize. Later in his career he turned to research and the writing of nonﬁction accounts of the history of Koreans in Japan and the various forms of discrimination they suﬀered in diﬀerent periods. Kim Talsu thus occupies an interesting space in postwar cultural production. Although he chose not to leave Japan—his home since childhood—in the repatriation, he was constantly aware of his position as an outsider there. His entire body of work was written in a language not “his own” and addressed to an ambiguous audience. Until gaining broad recognition in the late 1950s, most of Kim’s ﬁction was published in journals that had some sort of Korean aﬃliation. It is unclear whether his readership was conﬁned to other Japanese-educated zainichi-Chôsenjin or whether it included “native readers” of Japanese. Kim’s 1951 story “Fuji no mieru mura de” (In a village from which Fuji can be seen)13 directly engages the issues of marginality, visibility, and epistemic hegemony in Japan. Although he never once mentions the Occupation in the story, it is explicitly set just a few years after the end of the war, and a general atmosphere of national malaise pervades the narrative. “In a Village” opens with a ﬁrst-person narrator, Watashi, walking down a country road with a group of men. Mount Fuji is visible in the background. (This is one of the few stories addressed in this study that is set entirely in rural Japan.) The ﬁrst of the group to be identiﬁed is Iwamura Ichitarô, introduced as “an energetic talker.” At the moment Iwamura is talking nonstop to two men walking with him, whom the narrator identiﬁes as In Saikaku and Li 13 As we shall see, there are several other possible ways of translating this title; I have used the simplest one here. Kim Talsu, “Fuji no mieru mura de,” in Chikuma gendai bungaku taikei (Tokyo: Chikuma shobô, 1978), 62: 276–300. Translations mine; page numbers are noted parenthetically in text.
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 Keikoku. As soon as the reader encounters the three-character names of In and Li, s/he knows that these are Koreans. In addition, the text provides furigana ( Japanese pronunciations) for these names (though not for Iwamura Ichitarô), indicating that they are not “legible” in Japanese.14 The fourth member of the group is Li Sanshô. As the narrator walks alongside Li Sanshô he listens to Iwamura’s conversation with In Saikaku and Li Keikoku, a monologue riddled with the phrases “I can’t be honest about this to anyone else; except for you guys, I can’t talk to anyone about it” (276). The narrator thinks wryly to himself that the meaning of the phrase “you guys” is “us Koreans”— and the reader now realizes that the narrator and his three companions are all Korean, walking down a country road with a lone Japanese man. In a later paragraph it is revealed that Iwamura Ichitarô is an iwayuru burakumin (a “so-called burakumin”; Kim’s narrator uses the word iwayuru like English quotation marks in every instance of using the term burakumin, to set it oﬀ ). Watashi has known Iwamura for some time, though not intimately: after being ﬁred from his teaching job in a purge of “communists,” Iwamura had decided to embark on a literary career and had contacted Watashi in Tokyo for help in getting published. His ﬁrst novel had told the story of his own life, featuring the discrimination he had suﬀered as a burakumin. Iwamura had evidently thought that the Korean-run literary journals with which the narrator was associated would be interested in such a topic. Because of the confusion surrounding the repatriation of Koreans in the ﬁrst days after the war, and the subsequent breakup of various Korean associations, Watashi had not been able to help Iwamura get published. Iwamura had then turned to a right-wing literary ﬁgure for help—politically, an odd move. Nonetheless, the narrator and Iwamura had remained in contact.
 
 In a later edition of this story, Kim Talsu again provides furigana for the Korean men’s names, but this time he uses approximations of the original Korean pronunciations of the names rather than the Japanese pronunciations of the relevant kanji. In the later version, “In Saikaku” becomes “Yun Jiehaku,” “Li Keikoku” becomes “Li Gyonkuku,” and so on. Although it is intriguing to speculate about the reasons for this change, for the purposes of this analysis I continue to use the pronunciations provided for the names in the earlier version. See Kim Talsu, Kim Talsu shôsetsu zenshû (Tokyo: Chikuma shobô, 1980), 2: 7–33. 14
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 The night before the scene with which the story opens, the narrator and the other Koreans had been invited to Iwamura’s home, located in a small city near Mount Fuji, for the ﬁrst time. On the train down from Tokyo to meet Iwamura in his hometown, the narrator had informed the other Koreans that Iwamura was married to a non-burakumin, “normal” (the narrator uses the word futsûmin, literally, “normal person”) Japanese woman, who in fact was even of shizoku (former samurai) stock, with one son, living all together with the wife’s mother. Based on this information, Watashi had always assumed that Iwamura’s rather unpleasant personality was the fault of an unhappy marriage. Watashi had imagined the wife to be a fashionable intellectual who treated Iwamura condescendingly. As Watashi walks down the road as the story opens on the morning after the visit, he muses about his radically diﬀerent impression now that he has met Iwamura’s wife and mother-in-law. Far from being a domineering, noble-looking woman, the wife had been meek and virtually silent, sitting in a corner rocking her son in her arms. Iwamura had treated her coldly and had spoken of his mother-inlaw with contempt, complaining of her constantly expressed prejudice toward him and his son. Though Watashi had seen signs that the mother-in-law was unhappy with her daughter’s marriage, it was Iwamura who seemed to contribute most of the friction. It had been an uncomfortable evening, with Iwamura talking nonstop until early morning, when they had all gone to sleep in their clothes on the ﬂoor of Iwamura’s tiny room. Now, however, the group is heading for Iwamura’s “real home,” as he puts it: the home of his burakumin parents in the village where he grew up. They have decided to walk there, on a winding road between the ﬁelds, with Fuji towering overhead in the distance. As they walk along Iwamura loses the harsh edge to his voice and eyes that irritates the narrator; as they approach his home his eyes become “soft” and he ﬁnally ceases his complaining monologues. The narrator realizes that for Iwamura the outside world is uniformly “the enemy” and must be resisted, whereas in his home place he can relax his defenses. The narrator begins to understand the logic behind Iwamura’s ambiguous political aﬃliations: to someone who for so long has experienced discrimination, any outsider—left wing or right wing—is equally an enemy, or, if useful, a friend. When they arrive at the gate of a well-kept house on the outskirts of a small village in the early evening, Iwamura asks the Koreans
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 not to use their own language inside the house. The narrator speculates that for the Koreans to speak among themselves in Korean would be seen as rude by his hosts, so he and the others willingly agree. Once inside the family home, they meet the various family members, and in the simple warmth of their reception the Koreans immediately relax, feeling a homely comfort and hospitality “more like Korea than Japan.” The narrator again speculates about the source of this immediate feeling of warmth and satisfaction: At the base of the satisfaction that we felt ﬂowed a poignant sense of empathy: this household had experienced discrimination, and we had experienced discrimination, too. Between us there existed the diﬀerence of Japanese vs. Koreans, but in essence we were the same. (“In a Village,” 289)
 
 The evening spent with Iwamura’s natal family continues to be comfortable. The narrator takes a particular interest in Iwamura’s adult brother, Asakichi, and in his much younger brother, Keiji. Although Asakichi is Iwamura’s younger brother, he has stayed on the family property, performing the role usually associated with the eldest son by taking care of his parents and working hard on the land to improve their family income. At one point in the evening, as Iwamura is bragging to his mother about his cosmopolitan literary life, Asakichi suggests that Iwamura relinquish his position as eldest son to Asakichi, and Iwamura agrees, saying that he will gladly join the “family” represented by his guests, whom he has presented as famous literary ﬁgures. Despite the slight discomfort the narrator feels at being represented as so consequential in the literary world, he is nonetheless impressed with this exchange: that Asakichi should so easily be granted the inheritance rights he deserves, and that Iwamura Ichitarô should so readily throw in his lot with the socially marginal Koreans. At the end of the evening, Iwamura’s sister, Senko, brings in a decorative paperboard for the guests to sign as a momento of their visit:15 Li Keikoku usually wrote with quick and ﬂowing characters rather than distinctive calligraphy. Maybe because he wanted to take pride in tonight’s calligraphy, he took an age to write a long passage that 15 It is customary to commemorate an occasion by having guests write a poem, saying, or greeting on a piece of cardboard covered with decorative paper, called a shikishi, usually with a gilt edge. These are purchased, rather like greeting cards, and kept until needed.
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 looked like nothing but Chinese characters, then, signing the board with his name, he returned it and the brush to Senko. And, ﬁnally, at that moment, I understood. Senko’s faced changed before our eyes. And then for the ﬁrst time I tried to remember whether since we had arrived at the house Iwamura had introduced any of us by name to his family. He hadn’t. Even though he had talked freely and exaggeratedly enough to embarrass us, he had not once introduced us by name, even though we were his “important friends.” That’s right! Before we came into the house, when we were still standing in the road at the back hedge, he had said that he had a favor to ask, and requested “Please don’t speak in Korean.” What had that meant? Now I understood! I watched Senko, who had been stunned when shown Li Keikoku’s signature, as she compared the faces of Li Keikoku and Li Sanshô, and then, skipping over In Saikaku and me, she looked at Iwamura Ichitarô. Iwamura looked as if he were praying, sitting stock still with his head bowed over the hibachi. Li Keikoku was very shocked. And even more so were Li Sanshô and In Saikaku, who sat silent enduring the furious color that spread over their faces. (“In a Village,” 298–299)
 
 Despite Senko’s surprise, she passes the board on around to each of the other Korean guests to sign with his three-character Korean name. The narrator signs and appends a short message: “Those who are always treated with contempt then wish to slight others. And those who made it so are those who should truly be treated with contempt” (299). Afterward, with nothing more said, they all go to bed. In the morning the narrator remembers a promise to Keiji, made the night before, to shoot birds together. Outside the house, in the morning sunshine in the story’s ﬁnal scene, the half-crazed narrator ﬁres a shotgun again and again at Mount Fuji, standing white-capped in the distance. The Japanese title of this story could be translated into English in several ways: “in a village from which Fuji can be seen”; “in a village from which we can be seen by Fuji”; or “in a village that can be seen by Fuji” (in fact, the Japanese phrasing means all three things at once). It is possible, too, for the word mura (village) to be interpreted as plural, suggesting that both Iwamura’s home with his mother-in-law and his natal home exist in the same relationship to Fuji (whichever relationship that is). Since the group walks around the base of Fuji from Iwamura’s house to that of his natal family, it would seem that this is the case. The characters in this story are
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 all constantly within sight of Mount Fuji, the symbol of Japan so ubiquitous that it amounts to a cliché, and so closely associated with Japanese nationalist rhetoric that in the early years of the Occupation its depiction was banned (see the discussion of this point in Chapter 2). It is within and under this symbol’s constant “gaze” that the issues of visibility, passing, and relative marginality are played out in this story. Focalized through the Korean narrator, the story’s focus of attention seems from the beginning to be an observation of the burakumin character, Iwamura Ichitarô. The narrator is with a group of three other Korean men whom he knows well; Iwamura is the lone Japanese and is not well acquainted with any of the others. Iwamura is the outsider as the group walks down the road when the story opens; and even when he takes the Koreans into his own home spaces, they are the united observers of this “non-standard” Japanese man’s situation. When the narrator explains in a ﬂashback that on the train to meet Iwamura he had explained the “special circumstances” of his background and marriage to the other Koreans, we recognize that thereafter these men will observe Iwamura Ichitarô with almost sociological curiosity. (Li Keikoku is, in fact, a sociological researcher.) The central-marginal conﬁguration is set, with the Koreans as central and Iwamura, representing Japanese burakumin, as marginal in this situation. The evening spent in Iwamura’s present home upsets some of the narrator’s assumptions about what Iwamura’s burakumin marginality should entail. Though Iwamura and his wife and son live in a single tiny room adjacent to his mother-in-law’s large home, conﬁrming the spatial isolation one might expect, there is nothing powerful, condescending, or domineering about the futsûmin mother and daughter. On the contrary, it is Iwamura who treats the women, especially his wife, with harsh contempt, and who yet seems to revel in his role as victim of their “oppression.” Despite the ﬁguring of the Korean point of view as central in the story, the hospitality shown by Iwamura’s natal family convinces the narrator that these burakumin and the Koreans share an essence— the essential fact that both are victims of discrimination on the part of mainstream Japanese. Thus, instead of a central-marginal conﬁguration, the narrative setup shifts to a sense of common marginality vis-à-vis the Japanese oppressors. And, eventually, within the safe nighttime conﬁnes of Iwamura’s natal home, the power conﬁguration can
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 even be ﬁgured as Korean/burakumin solidarity as central against the marginality of the rest of Japan. This is a space like that described by Henry Louis Gates, Jr. (mentioned above in Chapter 3): far from the gaze of the overseer, a space in which even “marginal” people can construct a playful, proactive identity of their own that is not conﬁgured by subordination.16 In another sense the evening could be described as a chance for the usually “marked” Koreans to achieve and enjoy “invisibility” (in Tania Modleski’s description). The fact that they are conﬁrmed and aﬃrmed in their identity as Koreanothers (or so the narrator originally believes) by the burakumin-others allows them to lose consciousness of their marked outsider status. After the narrator has thus thoroughly broken down his original conceptual boundaries between himself and the burakumin (with the reader following along, of course, in this process), he is snapped back to a sense of ineradicable boundaries by the realization that Iwamura has been “passing” the Koreans oﬀ as Japanese futsûmin in order to impress his family. This is a remarkable example of a marginal group “passing” not of its own volition and, indeed, without even being aware that it is happening. The comfortable “invisibility” that the narrator thought himself to be experiencing was, rather, erasure: his identity was being disconﬁrmed by Iwamura (and his family, although unwittingly in their case). Iwamura has exploited the fact that the Korean “others” in Japanese society are marked by nothing visible and can only be revealed through language and their proper names. That Kim begins his story with the visually conspicuous set of three-character Korean names and their accompanying furigana, which alerts a reader of Japanese immediately and indelibly to the men’s nationality, underscores the reader’s sense of shock (and shame) when those same three-character names provoke such strong reactions in Iwamura’s family.17 What was visible to the reader from the beginning was not marked in any other way, we are reminded.
 
 16 We should bear in mind Toni Morrison’s less sanguine view of the possibility for marginal groups to escape, even temporarily, the hegemonic gaze. 17 Of the many Kim Talsu stories I have read, furigana are provided for Korean characters’ names in only two cases; no furigana appear with Japanese names. It is evident, therefore, that Kim wanted to draw attention in this story to the illegibility of Korean names for the Japanese reader. (In some cases, of course, the decision to provide furigana or not may have been up to an editor rather than Kim himself.)
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 The narrator places the blame for the situation on Iwamura Ichitarô’s strange desire to show himself to his family as the equal of non-burakumin—and of famous cosmopolitan writers and scholars, no less. But he places the blame even more squarely on the implacable, inescapable Japanese gaze, represented by the ever-visible, everoverseeing Mount Fuji. The narrator has at one point mentioned a hope that in the post-surrender world Japan would provide a new atmosphere in which formerly marginalized others such as Koreans and burakumin could work together to build a new identity. At the story’s end, however, he has recognized the fragmenting of oppressed groups that is another feature of the hegemonic, conceptually “central” gaze—in this case, perhaps, all the more implacable as Japan discovers itself to be the marginalized, “otherized” object of a new epistemic centrality. As the narrator wrote on the commemorative paperboard, when one is slighted, one wants to slight someone else. Feeling slighted in the new circumstances of occupation, perhaps the Japanese people’s need to protect the boundaries between “normal” self and “abject” other(s) became even more intense than it had been before. The Abject and the Sublime: Conclusion Hirabayashi, Nakano, and Kim all explore the attempts of postwar Japanese people to reposition themselves in a new international discourse of identity, and all three do so using narrative situations in which the eﬀects of invisible diﬀerence are highlighted. The narrator of Hirabayashi’s “Blind Chinese Soldiers” cannot identify the soldiers as non-Japanese except through language and the fact that they are so ﬁlthy/abject that they clearly are not being treated as fully human, as any “normal” Japanese person would “normally” expect to be. Similarly, the major indication of the prince’s identity is the empty space around him, rather than any visible indication of his embodiment of what was taken to be an ontological diﬀerence. The diﬀerences of “race” and ethnicity so proudly trumpeted in wartime propaganda are here shown to be constructions, entirely dependent on culturally and historically speciﬁc relationships of power—nothing more substantial than that. National identity based on conceptions of the imagined social self as “good guy” or “bad guy,” victim or victimizer, are also entirely disrupted in this story. Hirabayashi does not go on to present a program for new kinds of identity-construction in the new circumstances of the postwar period, but her revelations about the nature
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 of earlier Japanese identity structures enable the reader to see their dangers, and perhaps wish to try to imagine other possibilities. In Nakano’s story, “Five Cups of Sake,” the issue of the visibility of race is highlighted through the ﬁgure of the emperor. Within Japan he appears “just like” any other (male) Japanese person, and he is not “raced.” But in the painting commemorating the occasion of the emperors’ visit to England, his face is depicted as a “splash of sepia” in the midst of all the other, pink-faced (non-Japanese) dignitaries. Because this is a painting, the diﬀerence in color is deliberate— and all the Japanese who saw the resulting postcard could see the British painter’s highlighting of racial diﬀerence and could begin to internalize the “screens” that conﬁgured Anglo-European views of national/racial hierarchies. (We have seen narrative exploration of the eﬀects of these screens in the work of Yasuoka Shôtarô, discussed in Chapter 4.) What is remarkable about Nakano’s approach to this problem is that his narrator, using an epistolary format, consciously and insightfully analyzes the ramiﬁcations of the situation of occupation, and does present at least the beginnings of a program for creating new kinds of identity structures in the Japanese postwar era. Although he presents many examples of the fracture-lines that divide Japanese people in new ways under the circumstances of occupation—the young men who laugh at the ﬁlmed image of the emperor, the ideological divisiveness of the Akahata writers, the distrust his own students feel toward him, and so on—he pleads for a recognition of the similarities that bind Japanese people as embodied human creatures, so that change can be eﬀected in the conceptual systems that enforce such divisions. This story’s point is to deconstruct “geographies of exclusion” by clearly revealing where constructed conceptual/identity boundaries lie (including racial ones), and then making a humanistic appeal to the people in occupied Japan to somehow let them go. The narrator is insightful and passionate but ultimately seems to have little hope that the situation will improve. Kim Talsu’s narrator in “In a Village from which Fuji Can Be Seen” ends on a similarly pessimistic note. Despite signs earlier in the story that solidarity among disenfranchised groups is possible— perhaps especially so in the unsettled circumstances of the end of the war and foreign occupation—by the end the narrator seems to have concluded that the conceptual systems that structure Japanese notions of hierarchy (symbolized by Mount Fuji) are ineradicable. In the new racial economy of the Occupation, in which “whiteness”
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 has become central and normal—and in which Japanese people and Koreans are visually indistinguishable and therefore equally marginal, equally diﬀerent from the norm—new aﬃliations should be possible; artiﬁcial barriers from the past should be ignored or destroyed. But the subsidiary characters in all three of these stories—the Japanese people surrounding the narrators—refuse (for various reasons) to take the opportunity of rethinking the epistemic strictures that have long bound them. Nonetheless, each of these stories gestures outward toward its readers, inviting them at least to recognize the systems that have conﬁgured their lives and their conceptual universes, and then to consider the possibility of change. Section II: Positioning the Visible Body When the war ended, because I hadn’t imagined this kind of ending, I was bewildered, as if a promise had been broken. I was perplexed, not knowing how to handle myself. In fact I’ll bet the Japanese Government and the soldiers and the priests and the scholars and the spies and the barbers and the black marketeers and the geisha and everybody didn’t know how to handle themselves. Praying Mantis was mad. Boiling mad. He said, why are you stopping now? He said, why didn’t you stop before Tokyo burned? He said, why didn’t you do it before all of Japan was screwed? Sakaguchi Ango “Zoku: Sensô to hitori no onna” (Continued: The war and one woman, 1946)
 
 In the earlier discussion of tropes of vision in the work of Yasuoka Shôtarô (Chapter 4), we saw that one of the recurring psychic events was a sudden internalization of the gaze. This could also be described as a splitting or doubling of the Japanese male subject, such that there was a simultaneous experience of self as both the surveyor and the surveyed. Similarly, in terms of “body” experience we have seen a splitting or doubling of the internal voice in the sudden unlocalizable whispers of “Fake” (inchiki or nisemono) in the stories of Shimao and Yasuoka (see Chapter 7). Finally, there was a sense of doubling between the body and the “self,” with the body undergoing transformations uncontrollable by the conscious, mindful self, as in Kojima’s “On the Train” and Shimao’s “Everyday Life in a Dream” (both discussed in Chapter 7). As we shall see in what follows, however, many of the stories of the period (including some already discussed)
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 engage in an even more radical split in which aspects of the self that are too frightening to own are projected out onto a “monster double”—a separate and therefore visible embodiment of the most terrifying aspects of a psychic conﬂict. Sandra M. Gilbert and Susan Gubar’s Madwoman in the Attic revealed the ways female anger at the epistemic strictures of a patriarchal system resulted in a common trope in nineteenth-century writing by women: the embodiment of female protagonists’ (and authors’) repressed rage in a “monster double.” (Bertha Mason in Jane Eyre is the prototypical example in the Gilbert and Gubar argument.) 18 Tania Modleski has identiﬁed a similar strategy in Gothic novels, which narrativize the necessity of projecting an enemy in order to cope with one’s own aggressive feelings (engendered by the real strictures and dangers of a repressive system), and to reaﬃrm the security of the boundaries of the self. As I have suggested earlier, for the women protagonists in Gothics (and perhaps their readers), the primary issue is “the desperate need of the heroine to ﬁnd out who her ‘enemy’ is and the equally imperative desire to discover that the enemy is not the father (or the lover, who is the father substitute).”19 Later, Modleski expands the list of suspected “enemies,” saying that Gothics provide “a way for women to work through profound psychic conﬂicts, especially ambivalence toward the signiﬁcant people in their lives— mothers, father, lovers.”20 At the conclusion of Chapter 7 I posed a pair of questions about a psychic dilemma plaguing young Japanese men during the Occupation period: To what or whom should they now pledge their loyalty? Conversely, toward what or whom should they now exert resistance? The atmosphere of the time was ﬁlled with accusations of misplaced faith/identity/loyalty: (1) direct war guilt; (2) indirect complicity; (3) unforgivable loyalty to an “evil” prewar ideology, whether that had been “militarism” (as the Occupation would certainly have it) or “communism” (as the hyper-democratic U.S. elements of the Occupation would also have it, despite the anti-war stance of most prewar leftists); or (4) the unforgivable repudiation of loyalty to a “good” ideology (as in the prewar tenkô repudiation of communism), which in the postwar Japanese political world could 18 19 20
 
 Gilbert and Gubar, The Madwoman in the Attic; see especially 359–362. Modleski, Loving with a Vengeance, 74. Modleski, Loving with a Vengeance, 83.
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 be interpreted as salutary (by Occupation standards, because anticommunist), as suspicious (by Occupation standards, because it might veer into hyper-emperor-worship), or as hypocritical and cowardly (by the newly revived Communist Party, basking in the knowledge of its own freedom from suspicion of militarist complicity)—at least until the “reverse course,” when the valence of many of these ideologies “ﬂipped” in the view of SCAP. In the early days of the Occupation, when the rhetoric crystallized around the idea of a new start, a reconceptualization of the individual’s relationship to the state, the imperative to position oneself actively and meaningfully, was clear. This entailed making a decision about where to pitch one’s loyalty and identity among the possibilities available (each of which carried a huge weight of baggage from the past that had to be considered as well). The necessity and the enormity of this decision, and yet its impossibility, were perhaps clearer than they had ever been before. During the 1930s, one could be tortured and even killed for one’s attachment to or repudiation of a particular set of loyalties, an ideology. But because this occurred within a Japanese discursive/social/ political framework, the set of choices was at least limited and relatively well-deﬁned. At war’s end, however, the competing ideologies from within Japan, plus the many new ideologies of the victorious occupying nations (dominated by the U.S.), made for a bewildering set of options. Certainly one’s relationships to the “signiﬁcant people” in one’s life—mothers, fathers, lovers—were more complicated and ambivalent than perhaps ever before in Japanese modern history, especially considering the intensely family-oriented propaganda of wartime. As the former “heirs apparent” of a now-exploded, seemingly universally derided social-political structure, the young men writing at this time must have felt some ambivalence and even hostility toward themselves and their own social role, as well. As Modleski concludes about the Gothic novel, “Because Gothics have evolved such complex mechanisms as externalizations, projection, doubling and splitting, they permit women to experience hostile emotions without forcing them to see this hostility turned against themselves.”21 As we shall see, some male Occupation-period writers used similar strategies for this same purpose of simultaneous psychic catharsis and defense.
 
 21
 
 Modleski, Loving with a Vengeance, 82.
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 Projecting the Enemy: The Monster Double One of the clearest examples of the monster double in these narratives is the homeless boy in Ishikawa Jun’s “Yakeato no iesu” ( Jesus of the Burnt-out ruins; see Chapter 7 for a description of the story’s plot).22 Of all the various persons and personalities that Ishikawa’s “slumming” narrator Watashi encounters in the black market, it is this boy who most compactly encapsulates his fears (and probably those of most of the other people there, humble though they may appear to Watashi’s eyes). The boy is lawless, ﬁlthy, barely clothed, infested with external parasites, and suppurating from some internal disease—covered with “rags and boils and pus and no doubt lice,” as the refrain has it. The ﬁrst thing we see him do is to cram a ﬂycovered rice ball into his mouth. Later, when he viciously attacks the narrator in the graveyard, his nails and teeth are more like those of a wolf than a human. Everything that signiﬁes civilization and/or the civilized Japanese human body—cleanliness, purity, bodily integrity—is overturned in this boy. Everything that Watashi seeks to sustain through his literary pretensions, his elegant errand of taking a rubbing from the gravestone, is denied by the very existence of this boy. And the situation is made even more painful because in the circumstances of the Occupation the boy is much more powerful than Watashi, knocking him oﬀ his feet—taking away his stability— at the very instant Watashi appears on the scene as narrating subject. For Watashi, this is “the enemy” embodied. Ishikawa’s narrator takes this monster double, however, and unexpectedly uses him to produce a “transcendent” identity for himself. Unlike the “transcendent” ﬁnal identities of the narrators of Shimao’s “Everyday Life in a Dream” (inverted human/squid) and Kojima’s “On the Train” (wispy nothing-at-all), the solution of this narrator is not based on a physical impossibility. Remaining within the bounds of the laws of physics and narrative realism, Ishikawa’s narrator 22 There is a ﬁne English translation of “Yakeato no iesu” available in Ishikawa, The Legend of Gold and Other Stories, trans. Tyler. Because this translation was not available when I originally wrote this chapter, I have used my own translations here. “Jesus of the Burnt-out Ruins” is one of Ishikawa’s most critically acclaimed stories. One of the classic articles on it is Satô Yasumasa, “Sengo bungaku ni okeru kami to jitsuzon.” For background information on Ishikawa in the context of his generation of writers (including several mentioned in this chapter), see Satô Ken’ichi, “Ishikawa Jun to Nakano Shigehara,” and Kôno Toshirô, “Ishikawa-Sakaguchi no shôwa jûnendai.”
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 nonetheless escapes from what could be considered an untenable position. After Watashi has arrived at the graveyard but before he can begin taking the rubbing, he is again knocked down by the boy, who has followed him from the Ueno black market. The boy bites and claws at him, just like a wolf. At this point Watashi, who has already mused about the boy’s possible identiﬁcation as Jesus—the “son of man” who appears in the humblest form to the lawless and outcast—has an epiphany: Summoning all my strength I somehow managed to pin the enemy down. Now the face of my enemy, covered with pus and mud and sweat and ﬁlth, twisted and gasping painfully, was directly under my eyes. Then, in an instant, I was shaken to the point of rapture. What I saw before me was not the face of a boy, not the face of a wolf, not even the face of an ordinary human. This was none other than the living face of Jesus of Nazareth, ﬁlled with agony, just as it was when its image was transferred to Veronica’s headcloth. I realized with biting clarity that the boy was, as I had already suspected, Jesus, but also that he was The Christ. In that case he must have been sent to give me the message of salvation. (“Jesus of the Burnt-out Ruins,” 194)
 
 The boy, evidently not recognizing himself as the Messiah, takes advantage of Watashi’s ecstatic trance, wriggles out of his grip, and runs away, after having grabbed Watashi’s parcel and wallet. The story ends with a brief description of Watashi’s trip the next day to the site of the black market, which has now been shut down “on oﬃcial orders.” Nothing is left of the bustling market but a line of empty stalls, with freshly raked sand between them. On the sand are marks that look like the hoofprints of a beast in the desert. In August 1945, Ishikawa Jun (1899–1987) was forty-six years old. He had been writing for ten years, winning the Fourth Akutagawa Prize for Literature in 1936 for the novel Fugen (the Japanese name for the bodhisattva Samantabhadra). Ishikawa’s formal education had been in the ﬁeld of French language and literature, at Tokyo Gaigo Gakkô (Tokyo School of Foreign Languages), from 1917 to 1920. He had translated novels by Anatole France and André Gide.23 In the 1930s, as the nationalist and militarist spirit had overtaken cultural
 
 23 Information on Ishikawa is from several sources, including: Tyler, “The Agitated Spirit”; Hisamatsu et al., eds., Gendai nihon bungaku daijiten; and Maeda, “Ishikawa Jun no Edo,” as well as the sources cited above.
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 production, Ishikawa had become increasingly uneasy. His 1937 story “Marusu no uta” (The song of the war god) expressed his unhappiness with the unthinking patriotic fervor with which Japanese popular culture had taken up the militarist cause. This story was banned by the military authorities for expressing precisely that frustration. After this setback, Ishikawa had spent the rest of the war years quietly, writing only a few pieces, most of them nonﬁction. Unable to leave Japan, and with no tenable or eﬀective venue for active resistance, Ishikawa had begun what he later called his Edo ryûgaku (“study abroad in the Edo period”).24 This was, unquestionably, an escape. Unlike the German or other European refugees who ﬂed their homelands during the war, Ishikawa had no means to leave Japan; his escape was only in his mind. But like many of those refugees, Ishikawa never fully returned to the homeland he had left. In 1945, when he began writing again, his sojourn in Edo had transformed his ﬁction. Unfortunately, one of his ﬁrst published works after the end of the war, “Ôgon densetsu” (The golden legend), was banned from republication by the new Occupation censorship because of a brief scene at the end of the story where a Japanese woman embraces a black American soldier.25 Ishikawa had managed in less than ten years to oﬀend both the Japanese military government and the new American democratic one. Several elements of “Jesus of the Burnt-out Ruins” reveal inﬂuence from Ishikawa’s sojourn in Edo. He had written of his appreciation of the haikai style of Ôta Nanpo, citing particularly Ôta’s use of the fresh or unusual (ki ) and his use of the vulgar or plebeian (zoku).26 (He contrasted this with the haikai of Bashô, characterized by “the correct” [shô ] and “the courtly” [miyabi ].) As in many of his stories of the immediate postwar period, in “Jesus of the Burnt-out Ruins” Ishikawa elevates the vulgar, aggressive, common, and even ugly to a discursive centrality, attributing to it a vigor lacking in the more reﬁned prewar model, represented by his narrator Watashi. In this
 
 24 Tyler (“The Agitated Spirit”) sees Ishikawa’s wartime activities as generally “resistant” to the militarist mood of the times. I would agree. But Donald Keene mentions some surprisingly pro-Hitler and pro-Japanese nationalism sentiments among Ishikawa’s wartime essays, for which Ishikawa was later embarrassed. See Keene, Dawn to the West, 1098. 25 See Chapter 3 for details about the censorship. 26 Ishikawa, Edobito no hassôhô ni tsuite.
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 topsy-turvy postwar world, a homeless boy can achieve the narrative status of a messiah, and the apparent authority of “the man in the army boots” (see Chapter 7) can be revealed as nothing more than empty posturing. The business of one thing standing in for another is central to the Edo overlay that Ishikawa brings to his stories of this period. According to Ishikawa, the art of the Tenmei era (1781–1789) was known for two narrative tropes: yatsushi and mitate. Yatsushi referred originally to someone in disguise, a famous person traveling incognito. Ishikawa uses this idea not just in his identiﬁcation of lowborn characters with famous people and transcendent cultural icons, but also in his conﬂation of the stylistically or imagistically vulgar with the act of representation itself, what he calls the “haikai-ization” of literature. In this story we see this trope of yatsushi speciﬁcally in the boy who is identiﬁed as Jesus. Although it is diﬃcult to tell at ﬁrst whether Watashi means that Jesus has been incarnated in the form of that boy or whether the boy merely replicates some characteristics of Jesus, in the epiphanic scene Watashi is convinced that the boy is a god who has taken this form to bring him an important message. The boy is Jesus in disguise—according to the narrator Watashi. This trope is balanced by the other, mitate, which involves the reverse: the transformation of the lowly into the noble, or at least the recognition of nobility in the vulgar. In the 1947 “Kayoi Komachi,” Ishikawa uses this device, equating two women he takes to be lowerclass prostitutes with, variously, the Virgin Mary, the Heian poet Ono no Komachi, and characters from The Tale of Genji. He professes to see in them qualities equivalent to those that ennobled these cultural icons.27 When the narrator ﬁrst imagines the homeless boy to be “like Jesus” (because he appears as the humblest person in an already pretty lowly crowd), the narrative is engaging mitate; later, when he imagines the boy to be the incarnation of the Messiah, the narrative is engaging yatsushi. It is hard to know how seriously to take these yatsushi and mitate equivalencies, particularly because they are constructed by a ﬁrstperson narrator who is far from transparent and stable himself. In fact, the point of Ishikawa’s use of these Edo-period tropes seems 27 Ishikawa, “Kayoi Komachi” (Kayoi Komachi), Ishikawa Jun zenshû (Tokyo: Chikuma shobô, 1961), 2: 253–289.
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 not to be that the glories of the past are still with us, but rather that nothing in this new reality is as it seems: the apparently low may not really be so powerless, and the apparently high may not be what they once were. Even the vigorous, weedy new life of the black market, which seems to oﬀer the hope of a hardy (if vulgar) new stock, disappears without trace overnight, as a result of nothing more than tsukasa no fure (arbitrary orders from an invisible source). Yamazaki Masakazu’s explanation of Zeami Motokiyo’s proactive “doubling”—the actor’s capacity for riken no ken (view of the detached image), discussed in Chapter 3—has an analogous manifestation in the structure of one type of play originated by Zeami: the mugen nô (dream plays) in which the apparent identity (usually humble and quotidian—an old woman sitting by the side of the road, for instance) of the main actor in the ﬁrst half is shown to have been illusory in the second half, when the actor’s “true identity” (usually that of a famous person from history—the Heian poet Ono no Komachi, in this instance) is revealed: We can observe Zeami’s view of man by looking at the mugen nô which may be called his creation. A person is not a lone individual; a village girl always has in her the possibility of being the transformation of an aristocratic lady. Human existence becomes, so to speak, twoleveled, and when it is transformed from one form to another, it is heightened.28
 
 Zeami (1363?–1443?) predated the Tenmei era (1781–1789) by 400 years, and predated Ishikawa Jun’s Occupation-period writing by more than 550 years. But in Ishikawa’s ﬁction, as in Zeami’s plays, the two-leveled (or perhaps even multi-leveled) nature of “reality” is valorized. Even the monster double, embodied by the homeless boy, becomes a part of the “heightened” nature of human existence when conceptualized as a transcendent ﬁgure such as Jesus. And if this lowly, ﬁlthy boy has such a two-level identity, then it follows that the narrator probably does as well. It is in this way that Ishikawa’s narrator uses the monster double to construct for himself a transcendent identity that rescues him from the epistemic oppression and disempowerment of Occupation. The various aﬄicted males that Shimao Toshio’s narrator meets in “Everyday Life in a Dream” could also be viewed as a series of 28
 
 Yamazaki, “The Aesthetics of Transformation,” 257.
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 monster doubles: the leper, the “albino-like” mixed-race child, and the young boy who dies in convulsions (see the earlier discussion of this story in Chapter 7). Despite the determination of Shimao’s narrator, also designated Watashi (“I”), to proactively deﬁne himself in empowered terms, these characters undermine the boundaries of that deﬁnition. More importantly, they themselves represent—embody— the loss or inherent lack of stable boundaries, thus once again carrying the projections of Watashi’s worst fears about himself and his own “true nature.” If, as argued in Chapter 7 above, this story can be interpreted as an exploration of the hollowing out of “fatherliness,” as precipitated by war and defeat, then it is entirely appropriate that the three doubles appear in reverse chronological order in terms of age. In order to deconstruct his own psychic (and the nation’s recent psycho-social-historical) past, the adult narrator must move backward in time and confront his embodied fears at each stage of his own childhood development. The “leper” is an acquaintance from elementary school. The fact that he calls Watashi back downstairs just as he has made it “up” and “out” to the freedom of a new self-deﬁnition immediately signals that Watashi’s past, particularly his schooling, is what needs to be dealt with. At the same time, the leper has brought Watashi a bag of condoms, signaling adult sexuality. We must recall that one of Watashi’s explicit intentions in his new life is to have sex with one of the delinquent girls in order to provide material for his next novel.29 Watashi should be pleased to get the condoms because they could aid such a plan. But as with all the trajectories that move “forward” into an adult future for Watashi, this one is soon derailed, in this case by the leper’s handling of the condoms before he gives them to Watashi. Unlike the homeless boy in Ishikawa’s ”Jesus of the Burnt-out Ruins,” the “leper” in Shimao’s “Everyday Life in a Dream” evidently does not show outward signs of physical corruption. He seems
 
 29
 
 In fact, in Watashi’s words, he plans to “snatch from her willy-nilly the acrid ﬂower of her adolescence,” which sounds quite a bit like rape (Shimao, “Everyday Life in a Dream,” trans. Sparling, in Shimao, The Sting of Death and Other Stories, 58). When I discuss the trajectory of this story in terms of movement forward or backward, I am speaking solely from the point of view of Watashi’s own timeline and Watashi’s own vision for a positive future; I am not endorsing his ideas of what constitutes a positive identity for postwar Japanese males. (And neither is Shimao, I would argue.)
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 reluctant to let Watashi see his hands (“His right hand was unnaturally hidden in his loose sleeve, the bag dangling directly from the sleeve”) but gives no other indication that his illness is visible.30 Still, Watashi knows of it, and the man conﬁrms both it and his power to transmit it in his enraged “Damn you. You’re nothing but a phony. I’ll give it to you, I’ll infect you with my incurable disease!”31 Like the invisible “particles” from the atomic bomb, which make it impossible to determine whether one has been “penetrated” and “infected” until the later physical corruption begins from the inside out, the leper’s “power of transmission” is invisible, and its results potentially hideous.32 Thus the leper represents the invisibly doomed body. This is an identity that Watashi is understandably reluctant to own (which is why it is represented in the body of another), but one that comes to have more and more power over his imagination. From “that day” on, he feels the boundaries of his ﬂesh giving way.33 This process is partly what leads him to his instantaneous journey “home”—to Nagasaki presumably, which is supposed to have been utterly destroyed. Within that home Watashi confronts a common psychic conﬂict in stunningly direct terms: he must decide “who
 
 30
 
 Shimao, “Everyday Life in a Dream,” 60. Shimao, “Everyday Life in a Dream,” 61. 32 As noted in Chapter 9, there is an interesting conﬂation of leprosy and atomic radiation sickness reﬂected in defamatory graﬃti. In a similar example, in Shimao’s story “The Skyscraper,” the narrator links his mental reconstruction of Nagasaki with Gulliver’s Travels by designating the city NANGASAKU. Gulliver’s Travels is centrally concerned with issues of pollution/deﬁlement vs. purity as markers of civilization. 33 Van C. Gessel interprets the reference to “that day” in Shimao Toshio’s “Everyday Life in a Dream” rather diﬀerently. He takes it as referring to one of the deﬁning days of Shimao’s own life: the day when the order to prepare for departure came to the suicide squad commander Shimao. The subsequent order to depart never came; the war ended in the meantime. Shimao had been ordered to prepare for certain death, but that order was then never aﬃrmed or taken back (see Gessel, The Sting of Life, 142). This event was certainly a deﬁning aspect of Shimao’s own experience with the war and subjectivity, and I ﬁnd Gessel’s connection of it with Shimao’s narrator Watashi’s sense of epistemic rupture compelling. There is nothing in the text itself, however, to suggest that Watashi’s experience of the war included any such event. “That day” might plausibly refer in the reader’s mind to the day of the surrender, which every Japanese person experienced, or to August 9, the day the narrator’s hometown (and Shimao’s—Nagasaki) was obliterated by the atomic bomb. However, as far as the internal logic of the plot is concerned, the most immediate referent for “that day” is the narrator’s encounter with the leper. 31
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 the enemy is,” and his mother and father ﬁght the issue out before his eyes, with his own loyalty shifting from one to the other moment by moment. Throughout the background of this scene, however, is felt the presence of the oddly colored (in Watashi’s eyes) mixed-race boy. Watashi has seen this child running around the streets of his mother’s hometown for years, suggesting again a link to his own childhood, but a link that is itself younger than elementary school age this time. In addition, this boy is announced to be Watashi’s half-brother; and the child—though large—is carried on the mother’s back. This time, the deep identity fears that Watashi is afraid to own have taken the revealing form of his mother’s child. What “monstrous” embodiment could be closer to himself ?34 As I discussed in Chapter 7, this child represents permeability, permanently obscured boundaries, through the concept of his “mixed”/“bad” blood. The graﬃto cited by Kawauchi Toshihiko (quoted in Chapter 9), “Kill mixed-race children! Kill the burakumin, too! 1/3 of Americans have AIDS,” is related to this idea of obscured boundaries.35 This is an extreme instance of a conﬂation that appears throughout the graﬃti collected by Kawauchi and others: namely, the conﬂation of “tainted blood” with a frightening ontological status (that of being non-human)—a status so frightening that murder or extermination is advocated as the only recourse. Though the Eurasian boy in this scene in “Everyday Life” most directly represents the frightening “mix” of Japanese and Caucasian “blood,” he also no doubt serves as a radical embodiment of Watashi’s agonized sense of himself as the “mixed” child of his opposed parents: his “dirty” and permeable but triumphant mother, and his clean and “iron-hard” but now betrayed and disempowered father. He must ally himself with one of them in this scene, yet how can he possibly choose an allegiance to one when he himself is the product of the mixture of both? How can he possibly choose when to ally with the father is to espouse the disastrous militarism that has ruled heretofore, and to ally with the mother is to accept fealty to yet another tough-guy icon, but this time an American one: Douglas MacArthur?
 
 34 As Gessel points out in his chapter on Shimao, the 1947 story “Tandoku ryokôsha” (Solitary traveler) includes several (derogatory and hostile) references to “mixed-race” children on the part of the narrator (Gessel, The Sting of Life, 135–141). Clearly this concept had some special resonance for Shimao. 35 Kawauchi, Buraku sabetsu to jinken, 11.
 
 the margins of narrative embodiment
 
 451
 
 And although he must choose, how can he hope to choose at all when his father only exists in the context of the mother, and vice versa (as he discovered when he arrived alone at his mother’s home, only to suddenly “remember” his father’s accompanying presence)? With nothing new solved, and with his teeth knocked out by the force of his father’s beating (a push farther back in time, toward infancy), he stumbles oﬀ to his last encounter. The young boy (small enough for Watashi to pick him up easily) is like “the leper” in that his doomed condition is at ﬁrst invisible. Although the woman tells Watashi that the child’s illness is fatal, he ﬁnds it diﬃcult to believe because the child “didn’t look sick at all.”36 As soon as Watashi touches him, however—to give him a better view of the distant ocean—the boy goes into convulsions and (presumably) dies. Watashi has come to the end of his childhood psychic models. The only frightening thing about this particular double is his rapidly and invisibly approaching doom. His status as ﬁnal stand-in for Watashi is revealed in the fact that as soon as the child convulses Watashi begins his own transformation. The “monstrous” possibilities represented by these three male characters become simultaneously apparent in Watashi. The “bad blood,” “infection,” and “non-human” status that he has feared throughout the story reveal themselves as part of him. Like the atomic bomb victims, he has been invisibly “infected”: his boundaries are absolutely not impermeable or secure, his body revolts from the inside out, and he experiences the most extreme of convulsions, a complete physical inversion. If this is a narrative that attempts to locate “the enemy”—hoping desperately to identify that enemy outside oneself— then in the end Watashi would seem to have recognized the enemy as himself. His only recourse is to repudiate, transcend, or destroy that self: to become a translucent blob ﬂoating in a stream. (He is still not at perfect peace, however; the annoying crows, hanging from the branches by their beaks, must be dealt with, even though now they, too, have been successfully externalized.) There is no explicit monster double in Yasuoka’s “Dark Pleasure,” though it could be argued that the mirror-scene image of the narrator Watashi’s face fulﬁlls many of the same narrative functions (see the earlier discussion of this story in Chapter 4). This image is a
 
 36
 
 Shimao, “Every Life in a Dream,” 69.
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 visible (because physically separate from himself ) encapsulation of an identity that Watashi does not wish to own: In the highly polished glass of the shop window, my face was clearly reﬂected. . . . The greenish-yellow skin of my face ﬂoated like a gourd, my eyebrows and eyes drooping, my mouth hanging half open. . . . Normally when I gazed in this window I knew I appeared vulgar, but thought I looked all the tougher for that, but this was the very picture of an idiot. (“Dark Pleasure,” 159; ellipses in original)
 
 Recall that, in discussing the spatial nature of the mirror, Miyakawa Atsushi points out that the mirror represents precisely that distance that can be seen but cannot be crossed. For Watashi in this story, the glittering shop window is both the sign of his lack of access to the rich food meant for foreign customers (a literal barrier) and the mirror in which he sees his own “Japaneseness.” What he discovers there is exactly the distance that cannot be crossed.37 The experience of looking in the mirror is diﬀerent from that of encountering a monster double. In the case of a double, because the feared identity characteristics are safely lodged in another body, they cannot possibly be equated with oneself: “everybody knows” that two bodies cannot occupy either the same space or the same identity. The denied characteristics can be seen over there, in that body, and so do not have to be owned by the self over here. The mirror presents a structurally similar experience but oﬀers less opportunity for psychic evasion of identity recognition. Although the mirror represents exactly that distance that can be seen but does not have to be crossed (because, after all, it cannot be), what one sees there is nonetheless generally taken to be a valid representation of the self. Watashi knows that it is himself that he sees, looking “the very picture” of an idiot.38 He could deny this self-recognition. The mirror distance does not have to be crossed—after all, he has, just minutes before, felt like the tough but debonair Lloyd Nolan—except for the corroborating evidence of his legs’ refusal to walk him into the fancy restaurants he wants to enter. Yet “Dark Pleasure” (unlike Shimao’s “Everyday Life”) remains securely within the bounds of the laws of physics, so Watashi has no recourse to a surreal transcendence of Miyakawa, Kagami • kûkan • imaaju, 12. The phrase “the very picture of X” in English functions analogously to the ways “the mirror of X” is used in Japanese: it refers to an exactly accurate embodiment of an ideal (and the visual recognition thereof ). 37 38
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 his identity crisis. He has identiﬁed “the enemy,” and it is, terrifyingly, himself, but in this story he is oﬀered no means of escape from that realization. The Body as Place Marker Beyond the monster double, there is another way that the body of an “other” is made to stand in for the central self in narrative, or is used to “perform” the body against which, or through which, the protagonist experiences his (nearly always male) own crisis. If the monster double is in some sense a parody of the coherent (but permanently unreachable) self glimpsed in the mirror by Lacan’s infant, then the body of the other that I am speaking of here is a sort of parody of the ideal partner in Lacan’s next paradigm, the process of dialectical identity-construction (described in Chapter 3). In this second paradigm, the mirror has been replaced by “the other”: the people with whom we come into contact. Their judgments of us, behavior toward us, and reactions to us give us a picture of how we appear to them, and we use this information in the constant task of constructing identity. At the most primitive level, we rely on “the other” simply to see us, thereby conﬁrming that, if nothing else, we at least exist. Lacan describes this process as “dialectic,” emphasizing the fact that as the other sees us, conﬁrming our existence, s/he is also conﬁrmed in an identiﬁcation as the one who is looking or seeing. This paradigm sets up the subject-object distinction in its simplest form, identifying one person as the subject and the other as the object of vision. Through this kind of interaction we experience ourselves as “object” for the ﬁrst time. But we are also capable of recognizing ourselves as subject of the gaze, through which the other ﬁnds him- or herself identiﬁed as object. The reﬂexive nature of this paradigm implies a (sequential) reciprocity, a turnabout potential for identity-construction. The way certain bodies are represented in many stories of the Occupation period functions in this dialectical way, standing in for the literal mirror, though the structure of the interaction is far from this ideal reciprocity. Instead, these bodies function as place-markers in a hierarchically organized spectrum of “what counts as human” in these new epistemic circumstances. In Yasuoka’s “The Medal,” the ﬁrst-person narrator Boku seems at ﬁrst to have solved on his own the problem of positioning himself
 
 454
 
 chapter ten
 
 in the postwar/Occupation universe (see earlier discussion of this story in Chapter 4). His unusual outﬁt, pieced together in a new mode from scraps of his past (his father’s suit, his grandmother’s lap robe, his school cap), is meant explicitly to signify to the onlooker his assumption of an exotic, foreign-identiﬁed position in the new hierarchy. Boku’s encounter with the Korean boy, however, is the mirror in which his real position is revealed to him. When he is ﬁrst approached by the boy, Boku reacts with mistrust. During the war the Japanese discursive positioning of Korea and Koreans was virtually at the “non-human” end of the spectrum: as we have seen, Korean men were forced to labor in the mines and factories, and Korean women were forced into sexual slavery.39 At war’s end Koreans who had served as guards in Japanese POW camps throughout Asia were left to face war crimes charges while Japanese guards escaped. But in November 1945, GHQ announced the liberation of Korea and Taiwan from Japanese colonial possession.40 The Korean position in the social hierarchy of occupied Japan immediately shifted. As noted in Chapter 3, Koreans and Formosan Chinese were thereafter considered diﬀerent from “Japanese”—that is, not liable to the general sanctions being imposed on Japanese citizens, though they were given less status than were “nationals from the United Nations” (as spelled out in the “Basic Post-Surrender Directive of November 1, 1945”).41 Boku therefore has good reason to expect that the Korean boy might express either hostility or contempt toward a Japanese man. But when he sees that the boy is oﬀering him his heart’s desire— American cigarettes—he reminds himself that he himself is, after all, a suigara hiroi (a collector of cigarette butts from the streets) and thus has no reason to feel superior. And it seems that the boy is oﬀering to give him the cigarettes out of admiration for Boku’s trendy clothes, so he has no reason to feel threatened or inferior, either. But then the boy leaves, after expressing his sense of connection and identiﬁcation with Boku: in other words, Boku is placed at a point on the new social spectrum that is identiﬁable as Korean. 39
 
 In contemporary graﬃti, too, Koreans are the most frequent “foreign national” targets of derogatory and sometimes violent discrimination. Harada links discrimination against former burakumin with the commonly held notion that they are of Korean ancestry: see Harada, Hisabetsu buraku no rekishi, 22–25. 40 As ordered in the “Basic Initial Post-Surrender Directive” to SCAP from the U.S. Department of State. 41 In Occupation Documents, Vol. I: 129–131.
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 Despite his earlier professions to himself of his freedom from prejudice, this realization devastates Boku. For this middle-class male narrator, the Korean boy functions merely as a place-marker on the hierarchical spectrum of the Occupation. Although Boku has fancied himself to be projecting an image that is European-identiﬁed, and thus high up in the hierarchy, he discovers that he looks Koreanidentiﬁed, (like a “third-country person”). The true shock of this, however, is the realization that, on the new scale, to be Koreanidentiﬁed may be higher than Boku’s true, utterly disempowered identity made up of mutilated and re-sutured bits of the past. After all, the Korean boy has whole, real cigarettes—enough to give some away—whereas Boku has only stale cigarette butts stuﬀed into his kiseru pipe. After this realization, Boku takes up his allotted new position as a complete suigara hiroi: he begins the masquerade. As we have seen, this brings to him the (limited) advantages accruing to those who agree to perform their allotted roles in the system. The African-American soldiers who appear in many of these stories seem to be fulﬁlling the same function—namely, making clear the new position of “Japaneseness” in the postwar hierarchy of race. For Isa in Kojima’s “The American School,” the fact that his ﬁrst humiliation comes at the hands of a black soldier renders it all the more confusing and painful. As mentioned in Chapter 6, Japanese wartime propaganda had enthusiastically publicized incidents of racism in the United States against African-Americans. It was not diﬃcult to ﬁnd evidence of this sort: the U.S. military was completely segregated, and Jim Crow laws were in force all over the U.S., but especially in the South. Given this background, it could be imagined that Occupation-period Japanese would expect to ﬁnd some sense of fellow feeling in their encounters with the black Americans who were also “disciplined” by white America. And, indeed, there is some sense in “The American School” that this might be possible. Despite his careful preparation of a correct English phrase to break the ice with the soldier for whom he is to act as interpreter, Isa’s complete failure to communicate has stunned and humiliated him. Terriﬁed at having to speak English in front of an even larger group, Isa runs oﬀ into the woods: On discovering that his passenger had ﬂed, the soldier went after him, partly out of fear of being left alone in these dark hills. Deep in the woods, Isa saw the man coming. He called out to him in Japanese: “You’ll have to speak our language. Speak Japanese or else! What would you do if someone really said that to you?” As the face of his
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 chapter ten adversary drew near, a neatly trimmed beard, features strained in an eﬀort to make out the indistinct words, it gave a feeling of loneliness. The beard contributed an incongruously civilized air, and as the face moved still closer it seemed almost to show some understanding of the stream of Japanese that issued forth from behind the trees. Isa babbled on as fast as he could. When the Negro at last realized that the words were not in his language, he threw up his hands and shrugged his shoulders. Seated behind the wheel again, he looked even lonelier than before, as if unaccountably intimidated by this creature who spoke scarcely a word of normal English, and who would lapse without warning into Japanese gibberish.42
 
 Because this passage is focalized through Isa, the interpretation of the man’s beard as making him looking “incongruously” civilized reveals Isa’s prejudice toward African-Americans. But it is also in Isa’s eyes that the soldier’s face gives an impression of loneliness, so it would seem that some kind of communication ought to be possible. Isa’s shouted remarks about language, however, reveal one source of the problem: the Occupation has decreed that Isa and the other Japanese teachers of English must serve the new authority by speaking English. Although the black soldier may, in Isa’s view, be less highly placed on the new social hierarchy than a white soldier would be, and therefore slightly more approachable, the fact that English is his native language puts him on the other side of the line of authority and centrality that is oppressing Isa.43 When Isa encounters the soldier again, on the long walk to the school, Isa is already barefoot (which in itself is embarrassing), limping along in pain and shame at having drawn the scorn of his fellow teachers. When he is forced to accept a ride in an American jeep, and comes face to face again with the same black soldier, Isa is terriﬁed. At ﬁrst the soldier seems to conﬁrm Isa’s opinion of him, drawing out a gun and expressing anger over their last meeting. But then he laughs and shows Isa that the gun is not real and he is not 42 Kojima Nobuo, “The American School,” trans. Sibley, in Hibbett, ed., Contemporary Japanese Literature (New York: Knopf, 1977), 122. 43 Nearly every time a Japanese male speaks English in the stories of the period, disaster ensues. Even those ﬁctional characters whose English is represented to be good, such as Isa’s horrible colleague Yamada in “The American School,” end up causing misunderstandings: it is Yamada’s insistence that the Japanese teachers be allowed to teach a demonstration class at the American school that triggers the ﬁnal blowup. In Yasuoka’s “The Glass Slipper,” when Boku ﬁrst encounters Lieutenant Colonel Claygore, it is his mistaken greeting “Guddo mooningu!” (it is afternoon) that sets oﬀ his immediate sense of humiliation.
 
 the margins of narrative embodiment
 
 457
 
 really angry; the soldier has by now realized that Isa’s odd behavior is primarily the result of embarrassment at his complete inability to speak English (rather than some deliberate insult, as he had at ﬁrst thought). When they arrive at the school ahead of the other Japanese teachers, the soldier shows his good will toward Isa by sending his son, a student at the school, to ﬁnd someone to give Isa ﬁrst aid for his damaged feet. Unfortunately, the person who appears is also terrifying to Isa, “a beautiful tall lady of a type one often sees in American movies.” Like the black soldier, this female teacher is a particular “type” of American that Isa has seen on screen and has heard about but has no direct experience of: she is like an apparition, unreal. Although he has probably had little experience with white male Americans, either, the fact that they represent the conceptual norm means that his reading of their attitudes and his choice of appropriate behavior toward them would be more straightforward. Comparing himself to a white male American, he would know immediately where he ﬁt on the new hierarchical spectrum. When the school’s principal, Mr. Williams, later summarily forbids the teaching of English by any Japanese national in his classroom, his position of authority, his access to the power of prohibition, is absolutely transparent to the teachers. But, compared to the principal, where do the female teacher and the black soldier ﬁt on the hierarchical scale; and where does Isa ﬁt in relation to all of these people? If the ﬁctional narratives of the time are any indication, Japanese encounters with black Americans consistently provoked a greater sense of terror and confusion than those with white Americans. Similarly, American women seem to have provoked more fear and shame than American men, at least as they are represented in Occupation ﬁction. In Yasuoka’s “The Medal,” for example, when Boku ﬁrst goes to GHQ , he is overpowered by the sight of “dozens of female soldiers, lined up shoulder to enormous shoulder, banging away at their typewriters” (“The Medal,” 247; see Chapter 4 for a synopsis of the story). And the narrator of Yasuoka’s “Dark Pleasure” (Chapter 4) has his attention captured almost exclusively by the foreign woman he sees coming out of the fancy restaurant, even though she is clearly accompanied by her husband. Evidently Americans who did not ﬁt the expected prototype provided more “spectacle,” more cognitive impact, in stories whose purpose was to express the male protagonist’s psychic confusion over his place in the new system.
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 Ishikawa Jun’s 1946 “Ôgon densetsu” (The golden legend) concerns the ﬁrst-person narrator’s attempts to realign his body and his identity in the ﬁrst weeks after the surrender.44 For three or four months before the war ended, he had traveled all around Japan (having been burned out of his Tokyo house in the air raids) looking for three things: someone to ﬁx his broken watch, a place to buy a real hat (not just the ignominious air-raid hoods), and a woman he had known before and had a crush on who has now lost her husband and child in the air raids, he has heard. As of the date of surrender, he has not succeeded in any of those goals. He still has no sense of correct time, no access to the “civilization” he directly connects with owning a “real hat,” and no access to a cultivated and elegant woman (as he remembers his friend’s wife to have been). On one particular day back in Tokyo a few weeks later, however, he decides not to worry about his watch any more: setting the time each day according to his “body clock” is working just ﬁne for his present needs (see the excerpt from this story that is the epigraph to Chapter 5). And the instant he has realigned his inner and outer worlds in this satisfactory way, he comes across a shop selling exactly the sort of hat he has been seeking; he buys one. With these two goals satisﬁed, he tells himself he no longer cares so much about ﬁnding the woman. He immediately runs into her, at a “barracks shop” he has heard about in Yokohama. As he sits in it, drinking his coﬀee and smoking, the woman comes in and sits next to him. But far from being the elegant, reserved “mirror of Japanese wifeliness” he remembers, she is heavily made up, has a purse full of American cigarettes and chocolate, and speaks in the latest vulgar slang. As they leave the cafe together and she leads him toward Sakuragichô station, hanging tightly to his arm, he ﬁnds that his watch has stopped completely, his blood is not ﬂowing, and his new hat is drooping: When we got close to the station, the person who had up to now been pressed up against me suddenly released my arm and ran across
 
 44 Ishikawa Jun, “Ôgon densetsu,” Ishikawa Jun zenshû (Tokyo: Chikuma shobô, 1961), 2: 53–64. “Ôgon densetsu” (The golden legend) is available in English in Ishikawa, The Legend of Gold and Other Stories, trans. Tyler (Honolulu: University of Hawai’i Press, 1998). Here, however, all translations are mine. Nishikawa Nagao includes a detailed and useful discussion of this story and “Yakeato no iesu” in Nishikawa, Nihon no sengo shôsetsu, 39–62.
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 to the other side of the street. Steadying my faltering steps, I looked across and saw over there one obstinate soldier, so tall he towered above the heads of the crowd, and so black it was uncanny. This black soldier had a pretty pink silk scarf wrapped carelessly around his neck, and in his mouth, which seemed to be shouting something, the hard line of white teeth sparkled like crystal. On the soldier’s broad chest, like a butterﬂy clinging to a tree trunk, the body of the woman in the red print dress was pressed up tight. Without even bidding me adieu her back was turned in my direction, and it appeared that she would never again for all eternity turn back toward me. What should I say in farewell? Maybe, Please watch your step? Maybe, First you turn left, then please turn right? [echoing her words to him one night years earlier as he had left her house after drinking late with her husband] But there were no words I could say, and with only a feeling that I could die of embarrassment, without understanding anything more I ran oﬀ at full speed into the swirling crowd of people in the middle of the square in front of the station. Whereupon, as I ran, my blood began to ﬂow freely, my muscles perked up, the sick feeling disappeared, my arms and legs moved with conﬁdence, my breathing was in good order—my body returned to normal right away. Moreover, my drooping hat somehow righted itself, and the watch in my breast pocket began ticking away merrily.45
 
 (This is the ﬁnal passage of the story, and is, of course, the passage that prompted the SCAP CCD censors to ban its reprinting.) The realization that a well-spoken, gentle Japanese housewife could, after losing everything in the war, turn slangy, fraternize with soldiers for material goods, hug the former enemy!—this is the shocking element of this narrative. The only way for the narrator to regain his body’s proper balance (used all the way through the story as a metaphor for the balance of his psyche) is to run as far and as fast as possible from such a spectacle. And the extra ﬁllip of the soldier’s color serves to underscore the shocking, spectacular nature of the narrator’s experience. After nearly a hundred years of exposure to the biological determinism or “scientiﬁc” racism that conﬁgured Anglo-European hierarchies of race—“whites” on top, “mongols” in the middle, and “blacks” at the bottom—Japanese discourse had absorbed this ranking at the same time that it had constructed rhetorical strategies to oppose it (see Chapter 5). Stories like this one, however, provided visual conﬁrmation of the fact that now the ranking had shifted, and that 45
 
 Ishikawa Jun, “Ôgon densetsu,” 63–64.
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 the (male) Japanese body, far from being able to claim identity as “honorary white,” was not even able to claim “second place” by agreeing to consider itself “mongol”; now the racial body identiﬁed as Japanese was positioned “beneath” these black Americans. To put this in the terms of the Toni Morrison passage quoted in Chapter 3 (and also discussed in Chapter 9), it was not just that the black American soldiers in the Occupation had a distinctive color, it was that this color meant something particular in the organizing discursive structures of the period. The visibility of the Occupation personnel is one of the most striking aspects of many narratives (and photographs) of the time. It is this fact that may, somewhat paradoxically, explain the near total absence of depictions of Japanese-American members of the Occupation in ﬁction. Because the Japanese-American body would not have been immediately visible in the conspicuous way that the white or black body was, because it would not have insisted visually on its identity as American (even if wearing a U.S. uniform), it did not have a readily comprehensible meaning in the hierarchy of racial/national identity being reconstructed in Occupation-period narratives. Since many Japanese-Americans who participated in the Occupation had been recruited for their Japanese language skills, the words that they spoke would also have served to obscure their status as “other” to the Japanese. The Female Body as Spectacle The ﬁnal type of visible body used in Occupation narrative spectacle is the Japanese female body. Just as white Americans do not consider themselves to be raced, and males in patriarchy do not consider themselves to be gendered, so some Japanese male writers (and their protagonists) do not seem to feel themselves to be “embodied.” On the contrary, they seem to conﬂate embodiment with abjection, and abjection with femininity. The wartime and Occupation experiences that may have brought the body to the attention of Japanese male writers, more painfully and insistently than ever before, led some to produce narratives in which the male body undergoes uncontrollable trauma, as we have seen. But other writers created narratives in which the female body, or rather the female-as-body, becomes the focus of stories featuring male protagonists who ﬁnd a diﬀerent solution to the trauma of loss and occupation.
 
 the margins of narrative embodiment
 
 461
 
 Sakaguchi Ango’s “Hakuchi” (The idiot, 1946; English translation 1962) is one such story.46 The protagonist, Izawa, rents a room in a working-class Tokyo neighborhood; the story is set in the last months of the war. In the densely populated neighborhood, all of Izawa’s neighbors are described as venal, insane, cruel; out-of-wedlock pregnancies, suicides, prostitution, and incest abound. The most interesting of Izawa’s neighbors are an attractive couple—but the man is “insane” and the wife is “an idiot”: The madman was a handsome fellow. His feeble-minded wife had an elegance becoming a daughter of a good family; her narrow-eyed, oval face had the prettiness of an old-fashioned doll or of a Noh mask. Outwardly the two were not only good-looking but appeared to be a well-matched couple of considerable breeding. The madman was extremely shortsighted and wore strong spectacles. As a rule he had a pensive air, as though tired from reading innumerable books.47
 
 Izawa works for a ﬁlm company but is completely disillusioned about the worth of his job because he is forced to create countless propaganda ﬁlms. He believes in art and individualism and creativity, yet none of those characteristics is valued at all in his job. At the height of his boredom, Izawa goes home one night to ﬁnd the idiot woman from next door crouching inside his closet. She is barefoot and bruised. Although she is barely able to communicate, Izawa gathers that her husband or mother-in-law must have scolded her harshly (a common occurrence) and that she had ﬂed to his room. He ﬁnds himself strangely moved by her desperation and decides to protect her by letting her stay for the night. Although he reassures her that he will not hurt her, will not touch her at all, the woman seems reluctant to sleep. Eventually she manages to communicate to him her desire to have sex with him: Izawa wanted a woman; this is what he longed for most of all. Yet life with any woman would ineluctably be limited by [his] two hundred yen [salary]. His saucepan, his cooking pot, his bean paste, his rice—everything bore this curse. When his child was born, it too
 
 46 See Nishikawa, Nihon no sengo shôsetsu, 85–100, for a analysis of this story in terms of Sakaguchi’s famous essay “Darakuron” (On decadence). 47 Sakaguchi Ango, “The Idiot,” trans. George Saitô, in Ivan Morris, ed., Modern Japanese Stories (Rutland, VT: Tuttle, 1962), 387; subsequent page numbers are cited in the text. In Japanese, Sakaguchi, “Hakuchi,” Hakuchi (Tokyo: Shinchô bunkô, 1970), 37–70.
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 chapter ten would be haunted by the curse, and the woman herself would turn into a demon obsessed by the same curse and would be grumbling from morning until night. His enthusiasm and his art and the light of his hopes were all dead; his very life was being trampled on like horse dung by the wayside, drying up and being blown away by the wind to disappear without a trace, without so much as the slightest nail mark. Such a curse it was that would cling to the woman’s back. (“The Idiot,” 397–398)
 
 The idiot woman, however, would not be troubled by his meager salary or the poverty of their life; since he cannot aﬀord a “real woman,” he decides that she will do very well. Still, he hesitates: “Was there some intrinsic rule which said that the prostitutes in their apartments and the society ladies in their houses were more human than this feeble-minded woman? Yes, absurdly enough, it looked as if there really was such a rule” (399). Nonetheless, he allows her to stay. After living with her for a while, Izawa discovers that the woman has two faces. One is her sexual face. She is “no more than a waiting body with no other life,” waiting for Izawa to come home and touch her. “A coma of the mind combined with a vitality of the ﬂesh—that was the sum and total of this woman. Even when she was awake her mind slept; and even when she was asleep her body was awake. Nothing existed in her but a sort of unconscious lust. The woman’s body was constantly awake and reacted to outer stimuli by a tireless, worm-like wriggling” (400). Izawa only sees her other face one day when an air raid hits near their neighborhood. The two of them huddle together in the closet, and suddenly Izawa is struck by the mindless, unrestrained agony on her face: “Her anguish moved, it writhed, it shed a tear. If a dog’s eyes were to shed tears, it would probably be inﬁnitely ugly, just as if he were to laugh. Izawa was shocked to see how ugly tears could be when there was no trace of intellect behind them” (402). Izawa thinks that her fear is not even that of a child; the closest analogy he can think of is a giant caterpillar, writhing in purely instinctual agony. After the air raid Izawa takes a walk to assess the damage. He sees “a woman’s leg that had been torn from her body, a woman’s trunk with the intestines protruding, and a woman’s severed head” (403). He remembers having walked around after the March 9 ﬁrebombing, too, when he had seen body after body looking like “roast
 
 the margins of narrative embodiment
 
 463
 
 fowl.” Some of the bodies are human, some are the bodies of dogs, but all look like cooked food neatly arranged on a platter. Having seen the ugly face of the woman’s agony, Izawa now thinks that perhaps it would be only “natural” if she were to die in an air raid. He will not kill her but will let nature take its course. In April his neighborhood is again bombarded, but this time the incendiary bombs hit very close to his apartment. Despite his earlier plan to leave the woman to her fate, Izawa risks his safety by waiting until all his other neighbors have left (they do not know that the idiot woman has moved in with him) and then carries her out of the house together with some bedding. All the buildings in every direction are on ﬁre. Izawa chooses one road that looks barely passable and encourages the woman, who is holding back: “You just look straight ahead on this road and rely on me! Do you understand?” The woman nodded. It was a childish nod, but Izawa was overwhelmed with emotion. For this was the ﬁrst sign of volition, the ﬁrst answer, that the woman had shown in these long, repeated hours of terror during the day and night bombings. It was so touching that Izawa felt quite dizzy. Now at last he was embracing a human being, and he was ﬁlled with immeasurable pride about that human being. (“The Idiot,” 409–410)
 
 They run for a long time through the ﬂames. When they reach a river, and the woman takes the initiative in dousing herself with water before they resume their progress, Izawa is thrilled to see “the birth of a new and lovable woman” (even though he acknowledges to himself that a dog would have done the same thing in the circumstances). When they reach a relatively quiet area, however, and the woman lies down to sleep, all such aﬀection dies away: She was snoring faintly. It was the ﬁrst time that he had heard her snore. It sounded like the grunting of a little pig. Yes, thought Izawa, everything about her is porcine. And abruptly a fragmentary memory from his childhood came back to him. A group of about a dozen urchins had been chasing a baby pig at the command of their gang leader. When they cornered the animal, the leader took out his jackknife and sliced a piece of ﬂesh oﬀ its thigh. Izawa recalled that the pig’s face had showed no sign of pain and that it had not even squealed very loudly. It simply ran away, evidently unaware that some ﬂesh had been sliced oﬀ its thigh. Now Izawa’s mind conjured up a picture of himself and the woman as they would run away, stumbling among the clouds of dust, the
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 chapter ten crumbled buildings, the gaping holes. The American forces would have landed; the heavy artillery shells would be roaring on all sides, huge concrete buildings would be blown sky-high, enemy planes would be diving and spraying them with machine-gun ﬁre. Behind a pile of rubble a woman would be held down by a man; he would overpower her and, while indulging in the sexual act, would be tearing oﬀ the ﬂesh from her buttocks and devouring it. The ﬂesh on the woman’s buttocks would gradually diminish, but the woman would be so preoccupied with her carnal enjoyment that she would not even notice the depredations from behind. (“The Idiot,” 414)
 
 After this fantasy, Izawa begins to plan what they will do next. It is dawn. He has no aﬀection left for the woman but also cannot summon enough energy to dispose of her (like a used tissue, as he puts it to himself ). He decides that they will take whatever train is running for the most distant destination possible: “He wondered whether there would be a clear sky and whether the sun would pour down on his back and on the back of the pig that lay beside him. For it was a very cold morning” (415). This is where the story ends. While it is remarkable in many ways, the most striking aspect is the ontological status of the woman: she has been represented as absolutely inhuman, despite her occasional ﬂashes of “human response.” The depiction of the female body as primarily sexual, and as obsessed with carnal pleasure, is a fairly common element of many prewar stories by men. But Izawa’s hostility toward this woman—his utter contempt for her, and his ﬁnal desire to rip apart her ﬂesh and eat it—is far more extreme than the veiled contempt of earlier stories. One wonders, in fact, why Izawa’s hostile feelings are directed at the woman rather than at the enemy bombing his city and turning his neighbors into “roast fowl.” Why does Izawa see only women’s dismembered bodies on his walk through the bombed area? Although seeing the ﬁre-bomb victims as roast chicken echoes the body-as-food tropes of atomic ﬁction (described in Chapter 5), Sakaguchi is unlike atomic writers in having his narrator fantasize with hostility and aggression about actually eating the (female) human body as food. In a 1947 story by Niwa Fumio (b. 1904), “Iyagarase no nenrei” (The hateful age; English translation 1962), it is a senile old woman who plays the narrative role of female-as-body. Although this can easily be read as a realistic representation of the problems of families who must care for aged parents—a common issue in Japan— the speciﬁc cluster of “hateful” characteristics that this old woman
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 embodies is remarkably similar to those of women in other stories, particularly “the idiot” in Sakaguchi’s narrative. Eighty-six-year-old Ume stays awake all night in the house where she lives with her granddaughter and grandson-in-law. All she lives for is food and the fun of tearing up perfectly good clothing. She no longer remembers anything from one minute to the next; as soon as she has ﬁnished eating, the meal leaves her mind and she complains that her granddaughter is starving her. Recently she has taken to stealing small, odd items from around the house and hiding them in her room. When confronted about such behavior, she denies the theft and complains of being persecuted. Conversation with her is no longer possible. One of her grandsons-in-law calls her a “cancer,” a “real disease,” a “greedy, ungrateful, dirty old pig!”48 He wants his wife to pack her oﬀ to the other granddaughter. Eventually she agrees. On the train, accompanied by her great granddaughter, Ume and another elderly woman draw the attention of their fellow passengers: “From their expressions it was clear that they did not feel they were looking at human beings at all but rather at some strange species of superannuated plant or animal” (“The Hateful Age,” 326–327). Later in the story she is described as a trussed chicken, a puppet, a bag of rice, a useless lump of ﬂesh. The second grandson-in-law, Minobe, is an artist and is more kindly disposed toward Ume. He notices that her face must have been beautiful in an elegant, classical style, and he enjoys gazing at her: “After a while, becoming aware that she was being observed, Ume would laugh awkwardly. Then she would turn aside and gaze into the distance, as if she were quite alone. To Minobe there was something almost frightening about this instinctive movement of Ume’s. It made him think of animals who can from one moment to another disregard the human onlooker” (332). Other old women in the neighborhood are even farther gone in animality. One, until her recent death, had spent all her time in the manure piles, rooting about half blindly. Another “used to take lumps of night soil and mold them into diﬀerent forms as if they were clay. Then she would call to her grandchildren: ‘Come along, kiddies, here are some nice toys for you to play with’” (336). 48 Niwa Fumio, “The Hateful Age,” trans. Ivan Morris, in Morris, ed., Modern Japanese Stories, 323. Subsequent page numbers are cited in the text.
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 Ume becomes incontinent and always leaves the toilet in “an appalling mess.” She hallucinates and cries out at night so that no one can sleep. She wanders outside barefoot and must be led back in. She calls out to passersby that the family is starving her. Even Minobe loses patience with Ume after a short period of living with her, and thinks of her as “conscious . . . of only the physical aspects of life. . . . Ume had become just a body, in which it was impossible to detect the slightest trace of soul, spirit, conscience, or anything that makes human beings worthy of respect” (340). He contrasts her with the great writer and scholar Kôda Rohan, who had retained his intellectual powers until he died at age eighty. But then one day Minobe discovers an old picture of one of Ume’s daughters, who had died long before. Ume cries over it, and tells the woman in the photograph how much she has missed her: Minobe was deeply moved. Now at last he seemed to have discovered, beneath all the physical and moral ugliness with which age had marked old Ume, a human heart that felt and suﬀered. Bowing his head he left the room. He did not want to intrude on her terrible grief. (“The Hateful Age,” 348)
 
 But immediately the crying stops. When Minobe peeks back into the room, Ume has thrown aside the photograph and returned to her task of ripping apart a pair of her great-grandson’s pants. It should be noted that both Sakaguchi’s protagonist Izawa and Niwa’s character Minobe are artists in a world and time that does not have much leisure or respect for art. The mindless women with whom they share their living spaces are the antithesis of these intellectual men, and their pursuits are the antithesis of the uplifting, cerebral, civilized power of art itself. In this time when art is not appreciated and the body has become catastrophically, insistently visible, these men feel threatened and dispossessed. In consequence these narratives project their protagonists’ fears onto a visible other; and for the projection of fears about the uncontrolled, insistent body, what visible other could possibly be more convenient than the female body, long ﬁgured as the site of carnal weakness? If this is not at least in part a projection of the protagonists’ fears, then why are all the “useless lumps of ﬂesh” in Niwa’s story old women? The only elderly man mentioned is the famous writer and scholar Kôda Rohan, who—far from becoming nothing but a disgusting, greedy, dirty, sly body, playing with lumps of excrement—
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 had maintained his dignity and abstract intellectual faculties to the end of his life. Why in Sakaguchi’s story is it only women’s bodies that are described as having been torn apart by the bombs?49 Why does Niwa focus on the mindless ugliness of old women, and Sakaguchi on the mindless ugly writhing of the idiot woman? (I return to these questions below.) In a related vein, there are several stories by male writers that might be termed “sick wife stories” (to borrow a phrase that Kathryn Sparling uses about one stream of Shimao Toshio’s work).50 Kanbayashi Akatsuki’s “Sei Yohane byôin nite” (At Saint John’s hospital, 1946), Tonomura Shigeru’s “Mugen hôei” (Transient image, 1949), and Dan Kazuo’s stories about his wife Ritsuko are all narratives of men caring for the sick bodies of dependent women, usually their wives. The grotesque and frightening changes in the sick woman’s body; her greed for food (and the husband’s consequent deprivation); her gradual loss of control over bodily functions that require the husband to clean up excretory messes, vomit, coughed-up blood; the tedium of being tied to this sick lump of ﬂesh; and the ﬁnal relief that follows upon the woman’s death—these are the signiﬁcant events narrated in all three cases. The ﬁrst-person narrators of these stories love their wives. Nonetheless, the condition of uncontrolled physicality brought about by disease, and the sense of a force from the outside taking control of bodies and lives, strikes all these men as horrifying. John Treat discusses Hara Tamiki’s perception of almost demonic forces being at play around his sick wife; she is said to exist “within a world somehow possessed.” 51 Although Hara’s is the most graphic treatment of the invading, possessing, demonic forces surrounding a wife, there are echoes of this in most of these “sick wife” narratives, which describe the wife living out a terrifying destiny, controlled by forces that cannot be stopped. 49 When Izawa reﬂects back on his walk in the smoldering ruins of the March 9 ﬁre-bombing, he mentions having seen many bodies looking like roast fowl or burned dogs. But there is no gender attached to these bodies; presumably they are both male and female, though for the narrator they are just undiﬀerentiated bodies. It is signiﬁcant, therefore, that in another post-air-raid ramble, the narrator describes clearly sexed bodies, and those bodies are all female. 50 Shimao’s “sick wife” stories date from a later period, and his wife’s illness is not fatal; I do not include them among the “sick wife” stories I am discussing here, all of which were produced during the Occupation. 51 From Hara Tamiki’s 1950 “Utsukushiki shi no kishi ni” (On the brink of a beautiful death), in Treat, Writing Ground Zero, 132.
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 In contrast, there are no “sick husband” stories that I am aware of.52 Hirabayashi Taiko’s “Going on Alone” and “This Kind of Woman” (discussed in Chapter 8) have elements that might warrant their classiﬁcation as “sick self ” stories. And the depiction of the dying Kanji in Hayashi Fumiko’s “Bones” (Chapter 8) shares a few elements with the dying wives here—his craving for hard-to-comeby rich food, for example, and the relief that his death brings. But Hayashi spends very little time lingering over the details of Kanji’s physical deterioration, or describing all the care and cleanup necessary while he lives. Nor is Kanji’s sister and caregiver Michiko an artist or writer, as all the narrators of the “sick wife” stories are; on the contrary, she, too, is sick and has nothing but her body with which to make a living. In her study of gender in the modern English-language horror ﬁlm, Carol Clover discusses a process common to the occult genre of horror: the use of the female body, in all its excessive, spectacular potential, to accommodate the representation of a psycho-social shift for the male character who is the real protagonist: It is in the systematic quality of this parallelism—the fact that however intense the male story becomes, the female story is always a few degrees more so—that we glimpse the underlying politics of the occult ﬁlm. At the risk of over-schematization, I would suggest that the remapping of the masculine in the occult ﬁlm entails a kind of territorial displacement in the world of gender. . . . Crudely put, for a space to be created in which men can weep without being labeled feminine, women must be relocated to a space where they will be made to wail uncontrollably; for men to be able to relinquish emotional rigidity, control, women must be relocated to a space in which they will undergo a ﬂamboyant psychotic break; and so on.53
 
 The psycho-social shifts plaguing men in Occupation-period Japan are very diﬀerent from those Clover identiﬁes as conﬁguring the American horror movie of the 1970s and 1980s. Nonetheless, at the risk of over-schematization, I would likewise suggest that the remapping of the masculine in postwar discourse entails a territorial displacement in the world of gender (to use Clover’s phrasing). Though the
 
 52 A “sick husband” story would be the inverse of those above: a narrative by a woman about caring for a sick or dying husband, focusing on the process of body decay and lack of control. 53 Clover, Men, Women, and Chain Saws, 104–105.
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 female had long been ﬁgured in modern Japanese cultural products as inhabiting a conceptual location of (dead, mad, silent but eroticized) body, the absolute mindlessness, inhumanity, and grotesque physicality of the female in the above stories is new in this period.54 Sakaguchi’s “The Idiot” and Niwa’s “The Hateful Age” are conﬁgured by a parallel plotline. A mentally deﬁcient, utterly dependent woman, characterized chieﬂy by sensual greed, becomes the charge of a sensitive, artistic man, after having ﬁrst lived under harsh circumstances with someone else (the husband and mother-in-law in “The Idiot,” and the ﬁrst granddaughter’s family in “The Hateful Age”). The sensitive man observes the woman and notes many ugly characteristics and behaviors. Nonetheless, his observation is far more bemused than hostile. Gradually the man ﬁnds signs of a faint humanity or beauty in the woman, but these are rapidly countered with even more graphic signs of her status as mindless, ugly body. By chance, through a small action, the woman reveals her true humanity; the man feels like Pygmalion and congratulates himself at having discovered/created a new human creature. And then, in the ﬁnal scene, that creature proves itself once again to be an animal, capable only of bodily pleasure and pain. The male protagonist must resign himself to having this ugly lump of ﬂesh dependent on him, with no hope of reward. This is reminiscent of Sano’s feeling toward his own body in Kojima’s “On the Train” (Chapter 7), except that in this case the ugly, unwieldy body has been externalized as an idiot woman. If Japanese men in the Occupation period are confronted with an unpleasant set of characteristics said to deﬁne the “Japanese” identity—ontological inferiority to the Western male, exempliﬁed in terms of femininity, animality, childishness, lack of humanity (in both senses), and so forth—then in order to naturalize that position for “the male” it may be necessary to move “the female” to a position of wild excess. For these men to position themselves as spiritual-disembodied artistintellectuals, even under these new circumstances, it may be necessary to shift the location of the physical-embodied ugly-mindless “female” against which the man is deﬁning himself as “male.” This pattern holds for the “sick wife” stories as well: the relief felt in each story at the ﬁnal death of the beloved wife could be read as the freeing of the artist-intellectual from the ever-increasing demands of 54 For a detailed discussion of the construction of the female as dead/mad/silent in Meiji and Taishô cultural products, see Orbaugh, “Nogi’s Wife.”
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 the grotesque and decaying ﬂesh.55 If “the female” can be seen to be (the spectacle is crucial here) grotesque and uncontrollably changing—if she is ﬁlthy, has no control over body boundaries, is animal-like—then “the male” does not have to be all those things. She is over there in that form, so he is free to be over here in some contrastive state. Tamura Taijirô’s “Nikutai no mon” (Gate of the ﬂesh) caused a sensation when it appeared in 1947.56 It was one of a sudden rush of stories with steamy titles, such as Noma Hiroshi’s “Futatsu no nikutai” (Two bodies) and “Nikutai wa nurete” (The body wet), which followed on the realization that SCAP CCD had little interest in prohibiting the “obscenity” that had been severely punished by prewar censors (see discussion of censorship in the Chapters 2 and 3). Unlike most of these stories, which were tamer than their titles would suggest, “Gate of the Flesh” is quite lurid.57 A group of feral prostitutes living together in a makeshift hideout in the yakeato (burnt-out ruins) takes in a returned-soldier-turned-criminal who has been shot by the police. The one and only code these women follow is to sell their ﬂesh as expensively as possible and to perform sex only for money, never for love or pleasure. One of the women, who violates this rule, is summarily dismissed from the group after undergoing a harsh trial in a mock court. When the male criminal, Ibuki, recovers, he steals a bull, brings it back to the hideout, and slaughters it to celebrate. In the bacchanalia-like atmosphere this generates, one of the prostitutes, Borneo Maya, ﬁnds herself overpowered by desire. She gives herself to Ibuki, who treats her very roughly; Maya experiences tremendous physical
 
 55 Some might argue that these authors are simply providing realistic depictions of their wives’ illnesses. But in any narrative representation, a writer chooses what to highlight and what to downplay. Takamura Kôtarô’s descriptions of the madness, illness, and death of his wife Chieko provide one contrastive example. They include very few allusions to the physical ugliness of her illness; instead, he accentuates the spiritual aspects of her dissolution. 56 Nishikawa discusses Tamura’s “Nikutai no mon” insightfully; see Nishikawa, Nihon no sengo shôsetsu, 63–73. 57 It is doubtful that Noma, for example, was actually aiming to produce pornography in these stories. Instead, they seem to represent an exploration of the new meanings of the body, and embodiedness, through a rather ﬂimsy vehicle of heterosexual desire. Tamura’s “Nikutai no akuma” is in fact not lurid at all. It concerns a Japanese soldier, stationed in China, who becomes intrigued by, and then falls in love with, a Chinese woman prisoner.
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 pleasure. (She is likened to a frog as her thighs are forced apart by Ibuki, and to a kanzenna ippiki no kemono—a “complete white beast”— in the throes of her pleasure.) After Ibuki has left, however, Maya is caught by her prostitute companions, who are furious that she has violated their code. They suspend her from the ceiling by her wrists, tied with rough rope: Soon on her wrists and ﬂanks Maya felt a searing pain as if touched by a hot iron. Through her wrists she learned for the ﬁrst time the weight of her body. She had not realized before that her body was such a heavy thing. From out of the darkness mosquitoes came in a cloud and sucked blood from her chest, belly, and thighs. Gritting her teeth, Maya patiently endured the pain. How long was it that the mind-numbing pain continued? One can get accustomed even to pain if it goes on long enough. She didn’t feel it so much any more. Maya felt the joy of being an apostate. But she thought it would be embarrassing if Ibuki were to come back now and see her stark-naked in this ugly posture. “Maya, in a minute we’ll show you some more good tricks, so just hang on a little longer,” Sen and the other women gulped down the last of the sake, clapped their hands and jeered at her. They appeared as hostile as hell’s demons preparing to carry out a cruciﬁxion. With an expression near tears, Maya forced herself to smile. As if drawing a line, her tears traveled down her cheeks, down her upturned breasts, and while glittering faintly with the colors of the neon on the far shore, they traveled down her belly, down her legs, and fell onto the dark ground. The sound of raucous jazz echoed from a riverside cabaret. She could hear it mixed with the melancholy sound of the steamboats on the water. Maya vowed in her heart that she would never give up the delights of the ﬂesh that she had experienced tonight for the ﬁrst time, even if she were to be plunged into hell for it. In the depths of her gradually fading consciousness, Maya felt that her new life was just beginning. In the dark underground room Maya’s suspended body was bathed in a white halo of light, sublime as a prophet on the cross.58
 
 Although Tamura’s Maya is no helpless and dependent “idiot”—she is, on the contrary, one of the ﬁerce survivors in the harsh world of the yakeato—she shares with Sakaguchi’s idiot woman the apotheosis of salvation through sex, experiencing such carnal pleasure that even the torture of her body means nothing to her. In the case of “The Idiot,” the male protagonist, Izawa, merely fantasizes about tearing oﬀ chunks of the idiot woman’s buttocks and eating them 58 Tamura Taijirô, “Nikutai no mon,” Chikuma gendai bungaku taikei (Tokyo: Chikuma shobô, 1978, 62: 32–54; this passage from 53–54; my translation.
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 while she remains oblivious in her pleasure; here, however, the torture is represented both as real and as occurring after and because of Maya’s sexual pleasure. In addition, “Gate of the Flesh” is focalized through Maya rather than through a male protagonist. It is she who comes to an epiphany about the meaning of her life, and unlike Izawa’s realization at the end of “The Idiot,” Maya’s is an ecstatic one.59 Both stories are clearly directed, however, at a heterosexual male reader/audience/spectator.60 The vision of wild, rough sex with a beautiful but mindless woman while ripping the soft ﬂesh from her buttocks and devouring it; the vision of a beautiful woman strung up helplessly by her wrists, the tracks of her tears glittering on her breasts and thighs—these are spectacles clearly meant to appeal to the heterosexual male viewer. And in both cases the woman has been reduced to a state of sexual ecstasy so intense that she does not even notice her pain. Even the sexual predator Borneo Maya has been subdued by the power and potency of Ibuki, and the psychic necessity, if not the plausibility, of this as a scenario is clearly more likely to be felt by a disenfranchised heterosexual male than a female reader/audience/spectator. Again, these spectacles of excess played out on and through a female body are for the purpose of repositioning (hetero)masculinity in Occupation discourse. For men to recapture a sense of the male body as pleasurable (not just as vulnerable and grotesque) even in the midst of painful circumstances, women’s bodies must be shown to be so carnally satisﬁed that pain means nothing to them. And that their satisfaction comes at the hands of Japanese men (in both cases on the run from the American forces) is a way of asserting the repossession of the Japanese female. Unlike the young men in Yasuoka’s
 
 In her insightful and informative discussion of Tamura’s Shunpuden (Biography of a prostitute), about a Korean comfort woman, Eleanor H. Kerkham argues convincingly that in much of his writing Tamura attempted with some success to display the cruelty with which non-Japanese women were treated by the Japanese military during the war. Having been a soldier himself in China for seven years, Tamura knew about such women ﬁrsthand. (See Kerkham, “Pleading for the Body,” 310–359.) It could be argued that Tamura intends a sympathetic portayal of Borneo Maya as well. But here (as in every case in which Tamura depicts prostitution sympathetically) Tamura underwrites the belief that masculinity can only be supported through the ecstatic compliance of a female sexual partner, and it is ultimately the restoration of Japanese masculinity that concerns him. 60 Tamura’s “Gate of the Flesh” was quickly produced as a play, which proved very popular. It has also been made into a ﬁlm. 59
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 stories, who lose access to acquiescent Japanese women through the internalization of the Occupation gaze, these men elude or ignore that gaze, recapture the female, and reduce her to utter dependence on Japanese male power. In contrast to the mother in Shimao’s “Everyday Life in a Dream” who betrays her Japanese husband to assert loyalty to her foreign lover, Tamura’s Maya “apostatizes” in favor of the brute sexual force of the Japanese male. As narratives of recuperation of the dominance-identity of Japanese men, these stories that depend on the female-as-body and female-body-as-spectacle seem remarkably eﬀective. Whereas all the narrators/protagonists of the stories discussed in the ﬁrst section of this chapter—concerned with the “artiﬁcially marked” body—address issues of Japanese responsibility for oppressive systems of relative ontological status (which had led to the war as well as to other adverse situations), the protagonists of the ﬁction discussed in the second section have externalized their sense of “the enemy” or “the problem” in their attempts to recapture the sense of normalcy and stability that these formerly epistemically central subjectivities had known before the war. Rather than addressing questions of their own complicity with militarist goals by examining the phenomenon of the production of the abject (and its complement, the sublime), the male protagonists of these stories inscribe the abject in order to simultaneously reinscribe their own position as “normal.” In contrast to the protagonists in the earlier narratives by Yasuoka, Kojima, and Shimao (all young returned soldiers), who end by claiming an utterly disempowered, evacuated space for themselves in the Occupation economy of identity, the protagonists in these stories proactively use concepts of relative ontological worth originating from before the new circumstances of occupation to reconstruct a relatively powerful identity despite those new circumstances.
 
 CHAPTER ELEVEN
 
 CONCLUSION: THE CONTINUING EFFECTS OF OCCUPATION
 
 From the atmosphere of a village in a valley in the middle of the woods in wartime, to the new high school built in the neighboring village after the war, the episodes involving the bicycle, the meals of oxtail, the artillery wheels, the red phonograph records from Victor . . . and at the center of all of those concrete and detailed memories there is August 15, 1945—from my individual self, a child at the time, to my family, my school, village society, and then to the nation, the totality of that day spreads outward, forming a structure of tragic strain. In addition, in an overarching process that reaches from the inside of the individual to the entirety of the nation, that structure of strain has at its base the enormous shadow of the Emperor of the prewar constitution. Ôe Kenzaburô “Etched in the Spirit of a Child” (1991)
 
 In academic studies of the competing ideologies of postwar Japan, it is most common to speak in abstract terms and to examine only the narratives that achieve the hegemonic position of “history,” such as government documents. However, when we examine narrative ﬁction, particularly with attention to the relative positioning of various kinds of bodies and to the constructed hierarchies of the scopic economy, a complex picture emerges of the speciﬁc elements of the ideological confusion of the immediate postwar period. In addition, we see the ways that men and women used narrative to attempt to reposition themselves ideologically under these chaotic circumstances. The identity-reconstruction strategies we ﬁnd in Japanese ﬁction produced between 1945 and 1952 enlighten us about the cultural and epistemological history of Japan in the Occupation period, and help us understand some of the ways in which people in many times and places attempt to re-suture the inaccessible past to the diﬃcult present in order to ﬁnd or create a viable future. Finally, close attention to the ﬁction produced in this period shows the derivation of narrative elements—structuring tropes, images, plotlines—that continue to conﬁgure Japanese attempts to narrativize retrospectively the experiences of war and occupation.
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 In Chapters 5 and 6 I discussed a number of the important themes of wartime propaganda (both government-issued and popular propaganda) and listed some of the images that supported those themes. Men were depicted as being simultaneously as hard as steel, as passionate as crimson blood, and as delicate and beautiful as the falling cherry blossom when they (inevitably) gave up their lives for emperor and country. Women were disciplined and productive, pure as unblemished white cloth, completely selﬂess as they gave up their energy and their husbands and sons to the war eﬀort. The Japanese people were known as the ichioku (hundred million), acting and thinking as one entity, with discipline and harmony. When that singular entity was forced to shatter in mass suicides, its dissolution was described as beautiful—associated with particles of crystal, or again with fallen cherry clossoms. It is striking how few of these images appear in Occupation-period ﬁction, at least in their original forms. In the work of Sakaguchi Ango and Tamura Taijirô, discussed in Chapter 10, there are references to male passion, strength, and (sexual) potency, using some of the same images found in wartime propaganda: the blazing heat of male passion, iron-hardness. Except for stories such as these, which seem designed to recreate a fully masculine and autonomous identity for the dispossessed Japanese man, few of the Occupation-period narratives we have examined were conﬁgured using these familiar webs of imagery. Instead, not surprisingly, the images prevalent in wartime popular culture are frequently inverted in Occupation-period narratives, in order to actively repudiate the themes of wartime propaganda. Such wartime values as loyalty, (female) chastity, discipline, and harmony were hard to sustain after the material and epistemic devastation of war, defeat, and occupation. “Blood,” for example, is no longer depicted as hot, pure, and crimson red—iconic of loyalty and courage—but rather as dirty, infected, and mixed or impure in Occupation-period stories such as Shimao’s “Everyday Life in a Dream.” In this work Shimao uses “dirty blood” to address the general loss of the belief in the spiritual purity of the imagined Japanese social body, and also the loss of the sense of the integrity of the family, with blood symbolizing heredity. The image-nexus of the female body as clean, chaste, and utterly devoted to the causes of the patriarchal nation and the patriarchal family—another of the key elements of wartime narrative—is inverted
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 in a large number of the Occupation-period texts we have examined. Male writers such as Yasuoka Shôtarô use the ﬁgure of the Japanese maid in an Occupation household, or other Occupationidentiﬁed women characters (such as the clerk in the welfare oﬃce), to show how Japanese men had “lost control of their women.” In Yasuoka’s stories, the men never regain that control. Kojima Nobuo’s depictions of ineﬀectual, disenfranchised men (such as Isa of “The American School” or Sano of “On the Train”) are set in relief against a background of women (Michiko and Sano’s wife) whose greater sense of ease under the circumstances of occupation highlights the protagonists’ loss. Ishikawa Jun likewise depicts women who are getting along better in the diﬃcult times than his male protagonists— such as the long-lost “mirror of Japanese wifeliness” in “The Golden Legend” who is revealed at the end of the story to be thriving because she has given up her chastity to a representative of “the enemy.” Women writers in the Occupation period frequently depict female characters who are no longer able to maintain the standards of cleanliness, selﬂessness, or chastity required of prewar women. In “Going on Alone,” Hirabayashi Taiko narrativizes the predicament of a woman who becomes so ﬁlthy in prison that she is no longer treated as human. And in “Holding Hands” she shows the emotional turmoil experienced by a woman who feels torn by the conﬂict between the (prewar) demands that she behave in a maternal fashion and her own (selﬁsh, by prewar standards) determination to resist such pressure and instead help large numbers of women and children by becoming active in politics. The protagonist’s mental image of her adopted daughter as a lump, or growth, is very far from the natalist rhetoric of wartime. Hayashi Fumiko portrays women who have turned to prostitution to feed their families or who have engaged in sexual aﬀairs outside marriage under the chaotic circumstances of war. The fundamental diﬀerence between these stories and those by the male authors mentioned above is that Hirabayashi and Hayashi represent in detail the reluctance their female characters feel in violating the moral standards they have internalized, the shame and guilt they suﬀer at having become “impure” or “selﬁsh.” But, like the women in the stories by Yasuoka and Kojima, the female protagonists in the ﬁction by Hayashi and Hirabayashi are depicted as survivors. They are actively involved in recreating a viable future
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 for themselves and their families, even if that necessitates the repudiation of prewar standards and images. Other wartime icons that are deconstructed in Occupation-period ﬁction are the concept of the ichioku—the Japanese population as a singular imagined body, coherent, integrated, and harmonious—and the related concept of the individual body as iron-hard and intact (until, perhaps its apotheosis into a “blood mist” or glorious corpse). We see the repudiation of these notions in stories featuring ﬁguratively fragmented bodies, impossible to control: Kojima Nobuo’s “On the Train,” Yasuoka Shôtarô’s “Dark Pleasure,” and Shimao Toshio’s “Everyday Life in a Dream.” We see the deconstruction of the imagined social body in works featuring protagonists who cannot maintain their balance/footing: Ishikawa Jun’s “Moon Gems” and “Jesus of the Burnt-out Ruins,” Kojima’s “On the Train” and “The American School,” and Yasuoka’s “Dark Pleasure.” And ﬁnally, we see a more realistic and pathetic challenge to notions of the integrity of the social and individual body in the depiction of characters who have lost body parts but have not thereby disappeared into radiant death and glory. This is particularly striking in Nakano Shigeharu’s “Five Cups of Sake,” but is also suggested by the ghostliness of the returned male soldiers in Hayashi Fumiko’s “Bones.” Nakano’s “Five Cups of Sake” is also striking for the way it shows the disintegration of the harmony and accord among the ichioku— the very harmony celebrated in earlier propaganda. Nakano depicts instead the tensions and disharmonies among various groups of Japanese people in the postwar period, focusing particularly on issues of class and political aﬃliation. Kim Talsu makes the same point in “In a Village from which Fuji Can Be Seen,” though his story features characters who never did identify themselves with the idealized image of the Japanese social body, and explores the ramiﬁcations of ethnicity and caste under occupation. In this postwar period of social and epistemic upheaval after the Japanese ichioku had shattered, there ought to have been an opportunity for previously marginalized groups to ﬁnd their own harmony and accord—yet Kim demonstrates how even marginalized or colonized populations are governed by the same paradigms of hierarchical identity-construction as the colonizers. In a somewhat diﬀerent mode, Yasuoka, Kojima, and Ishikawa depict the competitions and tensions between Japanese people that characterize the struggle for survival in occupation, in
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 which some people are faring much better than others: the clerks at the welfare oﬃce in Yasuoka’s “Dark Pleasure,” the “clairvoyant man” and the other passengers in Kojima’s “On the Train,” and the man with the wondrous leather boots in Ishikawa’s “Moon Gems.” The women writers working during this period do not as frequently produce challenges to the wartime image of the imagined social body, perhaps because that idealized social body was always, implicitly, a masculine one anyway. Although Chihoko in Hayashi Fumiko’s “River Fish” ﬁnds her body rocketing out of her control— in her passion for her father-in-law, the resulting unwanted pregnancy, and the “substandard” baby produced thereby—it is also her body acting on its instincts that reassures her (and the reader) at the end of the story that somehow she (and all those around her) will survive. Similarly, Michiko’s body in Hayashi’s “Bones” alarms her by responding with pleasure when she is in bed with her ﬁrst client after having taken up prostitution, but it is also through the sexual labor of that body that she is able to slowly pull herself and her family out of their hopeless material situation and toward a viable future. I have argued here that both the men and the women writing ﬁction during the Occupation period tended either to ignore or actively to overturn the dominant images of prewar and wartime propaganda. In every case, however, these writers had no choice but to organize their narratives around the dominant structural tropes of their time and place: purity-pollution; possession-dispossession; the family as synecdoche for the state; rigid hierarchies of gender, class, caste, race, nation, colonizer/colonized; desperately maintained boundaries of abjection-normality-transcendence; and so on. Through these structuring tropes, women and men produced narratives that participated in the culture work of repositioning individuals, groups, and the Japanese nation as a whole in the new epistemic and ideological circumstances of defeat and occupation. As we have seen, however, men and women writers seem concerned with very diﬀerent aspects of the new situation. Women writers show concern with the material realities of everyday life, and with the material results of the nationalist and militarist policies that have heretofore constrained the activities of the female body. To the extent that their ﬁction can be viewed as part of a strategy of recuperation, its focus would appear to be on reconstruction in the material domain and on improvement in the operative discourses of the
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 juridical or conceptual domains. There is little concern in women’s ﬁction about determining who was “at fault” for plunging the nation into a disastrous war, little concern with the war responsibility of women themselves. Because government policy and law had prevented them from becoming full national citizens (with the right to vote and an active role in waging war), postwar women writers were able to avoid the psychic turmoil of guilt and war responsibility (despite their actual complicity) and to focus instead on material reality. Only very recently have postwar historians and cultural or literary critics begun to address the ways that women’s activities were complicit with the war eﬀort, as we have seen in the work of Kanô Mikiyo and Wakakuwa Midori. Male writers, in contrast, seem to adopt one of two general strategies to cope with a more pervasive sense of epistemological and ontological disempowerment and confusion. The ﬁrst, exempliﬁed by Yasuoka and Kojima (among others), invokes what seems to be a masochistic rehearsal of the humiliation of the Japanese male’s disempowerment at the hands of the Occupation (with the complicity of Japanese women). The many narratives of this kind enact a sort of repetition compulsion, reproducing in various forms the psychic trauma of occupation. To the extent that narrative by deﬁnition means imposing boundaries on chaotic, unbounded reality, putting such trauma into this form means regaining at least some sense of control. And, as we have seen in Yasuoka’s “Dark Pleasure,” the ability of the ﬁrst-person narrator to seduce the reader into validating his experience of the world—his experience as unilateral object of the gaze—is a way of reasserting his role as subject, as speaker of the text. Similarly, in Yasuoka’s “The Medal,” we see the protagonist regaining some measure of power through his complete assumption of “the masquerade,” which enables him to score a (small) victory over even an Occupation soldier. The degree of control asserted over traumatic disempowerment is not great within the diegetic frame of these stories, but the repetition of humiliation experienced by their protagonists may gesture outward to a similarly disempowered reader, who can ﬁnd in them at least a familiar narrative paradigm for his own experiences. The second strategy employed by male writers is to use the body/ identity of someone else to reposition the Japanese male in the postwar social network. Although this sometimes leads to the recognition of oneself as close to being an “abject other” in the new frame
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 (as in Shimao’s work, for example), this strategy can also be used to elevate oneself. Ishikawa Jun’s narrator in “Jesus of the Burnt-out Ruins” uses the homeless boy to construct for himself a privileged identity as one to whom God has sent a personally addressed message of salvation. Niwa Fumio and Sakaguchi Ango use the representation of the hyper-physicality and animality of the female to reposition the threatened artistic male as (hyper-)intellectual and undeniably human. Tamura Taijirô similarly depicts a hyper-physical and hyper-sexual woman in order eventually to reassert the sexual potency and dominance of the Japanese man. The ﬁction written after 1952 that looks back on the experience of war and occupation cannot help but appropriate many elements from the Occupation-period stories discussed here. These ﬁrst attempts to articulate the experience of national and personal epistemic trauma deeply inﬂuenced subsequent ones. In many cases this is easy to see. Ôe Kenzaburô, a ten-year-old child when the war ended, wrote many stories and novels about the war and the Occupation. Two of the earliest—stories that cemented his reputation by winning him the prestigious Akutagawa Prize for new writers—were “Shiiku” (Prize stock, 1958; English translation 1977) and “Ningen no hitsuji” (Human sheep, 1958). Both these stories borrow images and tropes directly from Occupation-period ﬁction. The captured African-American soldier in “Prize Stock” is even more of a “spectacular” body, more of a ﬁgure of pure ontological and visible diﬀerence, than any of the black soldiers in Occupation narrative. He never speaks a word and is depicted with body behaviors as animalistic, sensual, and ugly—with occasional ﬂashes of near-humanity—as any of the demented women in the stories discussed in Chapter 10. The children of the village think of him as beautiful (once they get over their original terror), but quite explicitly as a beautiful animal. And it is even more clearly through and against his existence as ontological “other” that the story of the Japanese male protagonist (a young boy, in this case) is played out. The fundamental psychic need to identify “the enemy”—seen in the work of Yasuoka, Shimao, and Kojima in particular—takes an extremely violent form in Ôe’s “Prize Stock.” Is the enemy (1) the soldier, who wears an enemy uniform when not naked, and ﬁnally takes the boy hostage; (2) the father, who smashes his son’s hand with an axe in order to kill the beloved soldier; (3) the clerk, who represents the larger structures of Japanese militarism and conveys
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 the order that results in the boy’s injury; or perhaps (4) the emperor, who implicitly authorizes and anchors this entire oedipal structure? At the end of the story the soldier is dead, the clerk is dead, the protagonist’s hand is smashed, and the father has been permanently removed from his position of authority in the protagonist’s conceptual universe. The boy has been forced into a position of deciding between conﬂicting loyalties, and has been betrayed by all of them. The betrayals eﬀected by fathers, functionaries, and African-American soldiers in the Occupation-period stories discussed earlier pale when compared to the vehemence of Ôe’s vision. In Ôe’s “Human Sheep,” too, the now-familiar trope that we might encapsulate as “Japanese person reduced to the status of animal when exposed to the humiliating gaze of the normatively human Occupation soldier” is intensiﬁed to an almost unbearable degree. In the claustrophic space of a dilapidated bus, a potentially harmonious group of Japanese people fragment unpleasantly into terrorized competing factions when a few of them are literally forced by some cruel Occupation soldiers to pretend to be sheep. As in the case of many of Yasuoka’s and Kojima’s stories, for the young men victimized and reduced to less-than-human status by the hegemonic gaze in “Human Sheep,” there is in the end only humiliation. There can be no hope of justice under the circumstances of the collapse of the ichioku (no support from one’s similarly disempowered and frightened peers) and the absolute authority of occupation (no way to bring Japanese law to bear on the outrageous behavior of the soldiers). Nosaka Akiyuki, who was a homeless teenager when the war ended, is another writer who seems to have been profoundly inﬂuenced by the formulations of the “literature of humiliation” stream of Occupationperiod narrative. Nosaka’s retrospective narratives of the Occupation, such as “Amerikan hijiki” (American hijiki, 1967; English translation 1977), feature young Japanese men using their fragments of embarrassingly strange English to pimp for Japanese women who want to consort with American soldiers. The now-familiar competition between the Japanese and the American male for possession of the Japanese female is played out in startlingly direct and literalized terms, and the Japanese male loses. In one scene, a Japanese professional sex artist, reputed to be “Japan’s Number One penis,” fails for the ﬁrst time in his life to get an erection precisely because he is the object of the gaze of an (elderly and unattractive) American man. While similar to Yasuoka Shôtarô’s “The Glass Slipper” in its speciﬁc tropes
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 of vision, linguistic humiliation, and the need to establish complete possession of the female, “American Hijiki” is even more pitiless in its depiction of the utter impotence of the Japanese men whose minds are permanently inhabited by the “occupiers.” Murakami Ryû, too, produces depictions of humiliation, sexual shame, and self-prostitution under circumstances of involuntary occupation by a foreign power that are clearly similar to, but radical intensiﬁcations of, themes and images we have seen in Occupation ﬁction. The interesting point about his works in this vein is that they are set in a later period, well after the end of the formal Occupation after World War II. Murakami uses these tropes to express a sense of continuing humiliation vis-à-vis America’s continuing military presence in Japan in the 1960s and beyond. When Ibuse Masuji wrote Kuroi ame (Black rain; English translation 1969) in the late 1960s, he seized upon selected elements of the atomic experience out of the many that had been narrated by people like Ôta Yôko and Hara Tamiki. Ibuse structures his account of the long-term eﬀects of the bombings around the image of the black rain that fell, leaving streaks like writing ink on people’s faces (an event mentioned by both Ôta and Hara). Beginning with that image, Ibuse weaves a vision of the interconnection between writing, memory, and the doomed body. It is a much more carefully constructed, more “literary” narrative than any that came out within a few years of the bombing. Again, it is signiﬁcant that this novel—voted by postwar Japanese intellectuals to be the most important work of Japanese ﬁction ever written—relies on the distillation and intensiﬁcation of selected images from the ﬁction written immediately after the war to produce its extremely powerful (retrospective) narrative of the horrors of the atomic bombing of Hiroshima. Ôba Minako was a teenager when she was sent into Hiroshima a few days after the bombing to assist the wounded. She has never written prose ﬁction engaging that experience explicitly, but her 1977 novel Urashimasô (Urashima grass; English translation 1995, entitled Urashimasô) does explore the long-term eﬀects of war, the bomb, and the Occupation on two generations of protagonists. The themes of women’s Occupation-period ﬁction—families torn apart and then resutured in new forms, unexpected pregnancies, mixed-race children, orphans, and the continuation of war eﬀects into the next generation—all appear in Ôba’s novel, but in intensiﬁed forms. As in Ibuse’s Black Rain, Ôba’s exploration of these themes in Urashimasô is much
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 more carefully crafted, more literary, than the typical Occupationperiod works by Hirabayashi or Hayashi. Ôba has taken the discursive paradigms of war and occupation and boiled them down into a powerful evocation of the “poison” that continues to be passed down in the blood of those involved in the Fifteen Year War. More generally, women writers in the post-Occupation period have been involved in an active exploration of the political/social/discursive meaning of the body and gender in Japan. The body as both material fact and social construct is a literary topos for women that may derive its current potency from the material circumstances of wartime and occupation. In particular, the extreme social disciplining of the female body leading up to war and during wartime may have engendered an interest in revealing and deconstructing the invisible underpinnings of that discipline. It is frequently the natalist and nation-as-family policies of the prewar period that are challenged in women’s post-Occupation ﬁction. In the late 1950s, Enchi Fumiko produced searing indictments of the patriarchal family system of the prewar era in Onnazaka (The waiting years, 1957; English translation 1971) and Onnamen (Masks, 1958; English translation 1983). The female protagonists of both novels eventually manage to revenge themselves on the men/family structures that have oppressed and tormented them throughout their lives, but in both cases at great cost. The 1960s and 1970s ﬁction produced by women writers such as Kurahashi Yumiko, Kôno Taeko, Mori Mariko, Takahashi Takako, and Kanai Mieko rarely deals directly with the war or subsequent occupation. But in their insistent deconstruction of the binarisms and rigid hierarchies that conﬁgure Japanese psycho-sexual discourse (male-female, possessor-possessed, pure-impure), they may be said to be continuing the resistance of female writers during the Occupation to the material and conceptual systems that had so long constrained Japanese women (and that continue to constrain them). To the extent, then, that postwar Japanese literature confronts the psycho-social and political ramiﬁcations of recent history, it seems to do so using selected and concentrated elements from the narrative ﬁction written during the Occupation. For better or worse, the stories that were written during that seven-year period have laid the foundation, as Miyamoto Yuriko predicted they would, for the Japanese literature that has succeeded them. Ôe Kenzaburô’s “Prize Stock” is considered one of the quintessential narrative representations of
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 the confrontation with the “other” that marked Occupation. When Ôe wrote “Prize Stock,” twelve years after the war had ended, did he consciously draw his narrative elements from earlier narratives of war and occupation? Most likely not. But by 1957, the constitutive narrative elements of those experiences were in place, and one “remembered” the experience through them even when attempting to narrativize them anew. In Chapter 1 I discussed the concept of “prosthetic memory” and argued that in fact all memory is prosthetic: there is no possibility of recovering a genuine memory of lived experience. As the female protagonist of Hiroshima, Mon Amour discovers, the very act of surviving on through the present and into the future entails a rewriting of memory, newly necessary at each moment for the constitution of a currently viable identity in the current context. It is all the more crucial, then, to scrutinize and analyze the nature of the narrative elements that are mobilized to represent “genuine” memory in the culture work of a nation as it uses narratives of the past to naturalize the needs of the present. Few topics undergo such constant and agonized reinterpretation as the Japanese experience of the Fifteen Year War and the Allied Occupation after World War II. One of the most valuable aspects of an examination of the cultural production of that time period, therefore, is the insight such an examination aﬀords into the origins of the building blocks that still conﬁgure identity-narratives of wartime and postwar Japan.
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