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Volume 1 Preface:

Can a History of Japanese Popular

Culture Exist?

Why do we crave for a comprehensive history?

Whenever I tell people that I am writing a comprehen-
sive history of Japanese popular culture, I am systematically
confronted by people’s doubts about almost every single
word in the title: how are “popular” and “popular cul-
ture” to be defined? Can “Japanese” be taken as a given?
In the first place, is a comprehensive history even pos-
sible? Certainly, these are all important questions. In
fact, one could ask whether writing this book involves
an intention to present an opinion or stance on each one
of these notions. But I sense in these questions a certain
odd will to avoid comprehensive histories.

As such, the follow-up to such questions does not
seem to suggest potential perspectives to make a history
of Japanese popular culture, such as “here’s my defini-
tion of ‘popular” or “do you not think this perspective is
needed to relativize Japan.” No, rather they lead only to
the dead-end of a tacit denial that such histories cannot

be told, hence, there is no point in even trying.

Sure enough they have a point: from the unverifiable
ancient history in which Emperor Tenmu commanded
Hieda no Are to “memorize” the documents on which
the Kojiki history was to be based, to the publication
of an “official history” based on popular submissions in
celebration of the 2600th anniversary of the Japanese
Empire, referred to herein as well, most attempts at
comprehensive histories have never been free from
political inclinations.

The basis for this book itself, the Japanese Popular
Culture Research Project at the International Research
Center for Japanese Studies, has an undeniable connec-

tion to the “Cool Japan Policy” adopted since the 2000s.

Areas does not matter, political appetite for com-
prehensive histories makes wacky jobs. I am also very
aware that endless jigsaw puzzle solving through the
painstaking accumulation of individual document cri-

tiques constitutes academia’s idea of scientific historical

Otsuka Eiji

research.

But on the other hand, who is then supposed to
respond to people’s interest in “history”?

If one’s interest lies in a particular person or an event
from a given era, one can perhaps find answers from an
“expert” in that field. However, the interest in history
itself is surely not limited to its details. Usually, when
the interest in the trivial deeds of a specific historical
figure leaves the hands of the experts and becomes a
matter of frequent discussion, it is because the expla-
nation for such specific details have been made clear;
small doubts and questions then serve to broaden our
historical perspective. Anyone can look forward to the
pleasure of finding the details of the distant past con-
nected to oneself in the present within the long view of
history. Naturally enough, there are nevertheless dan-
gerous hazards involved as well. That pleasure may be
an illusion. The danger is not confined to the so-called
imperial view of history; for example, in the case of the
Aum Shinrinkyo incident, cult founder Asahara Shoko,
positioned his followers within the fake history that he
preached, giving them in the process a falsified histor-
ical perspective.

People are always fond of linking the past and the
present directly. It is probably because they feel that in
so doing, tradition or, in the case of this country, Japan
will easily be manifested, as if by magic. For these rea-
sons, I have many times rejected the discussion of the
medieval Shigisan Engi or Choju Giga scrolls as the pre-
cursors of the thriving modern expressions of animation
and manga as “no more than an invented tradition” in
the sense of refuting the kind of joy that comes from
simplistically connecting the past and the present.

Thus, I am not insensible to the reason for this silent
criticism that a smart researcher ought not to turn their
hand to a comprehensive history beyond their area of

expertise.

However, while this aversion for comprehensive
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history among researchers may be an artifact of my
own impressions, I cannot believe it to be unconnected
with the fact that in contemporary Japan, the writing of
history with a long view has been entirely the work of
authors. Same goes for historical novelists such as Shiba
Ryotaro; comprehensive histories that have, for good or
bad, become well known have been written by authors
such as Takahashi Katsuhiko, Hyakuta Naoki, and
Deguchi Haruaki. Manga artists are likewise responsible
for comprehensive histories, among them Ishinomori
Shotaro with Manga Nihon no rekishi (A Manga History
of Japan) and Minamoto Taro with Fuunji-tachi (The
Fortune-seekers). While opinions are mixed regarding
their work, they have at least in common their presenta-
tion of the historical perspective to their readers.

In regard to this trend, some academics consider
authors to be unqualified to discuss historical research.
It is, indeed, these very academics who are happy to
discuss historical manga in a horribly light fashion. How
is it possible that historical researchers somehow are
unable to link their own inaction with the authors and
manga artists who have, in the researchers’ stead, taken
up the role of offering a long view on history?

I do not consider the absence of comprehensive his-
tories to be a problem that can be solved by sneering at
the fallacies of authors who are “amateurs” only in the
sense that they are not academic scholars. I worry that
this type of reaction abandons history itself and thus
may weaken public resistance to historical revisionism
and conspiracy theories. While an academic basis is cer-
tainly required for historical writing, a comprehensive
history should not be a sacred text reaching unto eter-
nity but a constant work in progress, told and revised in
the present tense. How are people and society supposed
to live without any signposts on the axis of time?

This is the major reason why this book, limited to
cultural history as it may be, had to be written.

In the first place, Japanese history has been reduced
to an elective subject in the current Japanese high school
curriculum. Students choose to take it based entirely on
whether it will be beneficial for their college entrance
exam results. Many of them enter college without ever
grasping the basic outlines of Japanese history.

For example, my previous workplace was a univer-
sity that mainly taught the practical techniques of
manga creation. The entrance exam focused on indi-
vidual achievements and practical skills, without testing
applicants on Japanese history. Naturally, the students
enrolled without the slightest knowledge of Japanese

history, or world history for that matter; the university
even let them get away with it. Is a knowledge of history
really that irrelevant to the study of manga creation?
Surely not. Relevant knowledge is essential not as the
source material for historical manga but with regard
to the history of human expression; the actual field in
question. If they never learn how the methodology they
are about to study has been formed through its own his-
tory, they can neither learn nor develop it themselves.
The students do not merely lack historical knowl-
edge but the time axis of history itself. But we have
to start from there. In my case, my classes on the his-
tory of manga doubled as lectures on modern history.
I discussed the historical origin of the methods that
they studied in parallel, the ways that manga drawing
techniques emerged within modern history including
relations to politics, economics, and expression in other
cultural areas. The students probably found it a bit of a
nuisance, as a historical lecture forcibly tacked on, for
no academic credit, to their practical studies. Naturally,
the content of those lectures has found its way into this

book to some extent.

The liaison of Japonisme and postmodernism

In addition to the absence of the time axis, which is
a result of school education, over-academized manga
and anime studies are also confronted with the absence
of history. For best and worst, manga and anime stud-
ies have become a significant part of Japanese cultural
studies overseas. Their scholarly interest is however con-
centrated on the 1980s and thereafter, with a particular
focus on the 21st century. We face a similar situation in
Japanese academia. While I accept the desire to discuss
recent phenomena and expressions per se, it strikes me
as a problem that the time axis of research fails to go
beyond the barrier of the millennium, or at least of the
1980s.

For example, as noted herein, a great deal of the
methodologies and aesthetics of Japanese manga and
anime from the postwar years to the present day were
formed during wartime, that is, during the Fifteen-Year
War from the Manchurian Incident in 1931 until Japan's
defeat in 1945. However, with a perspective beginning
only in the 1980s, Japanese manga and anime have been
considered, and are widely and erroneously believed,
to have reached postmodernism; a step ahead of the
other developed capitalist countries. This has given rise
to another myth converging with Japonisme, to declare

medieval scrolls as the origin of present-day manga and
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anime. Within and outside Japan, museums frequently
display medieval scrolls and contemporary manga as
though the connection between them is a matter of
accepted truth.

However, the discourse linking scrolls and modern
image expressions is precisely the “Japanese cultural
theory” created to answer a political need during the
Fifteen-Year War. Nonetheless, conventional Japanese
cultural theory, focusing on the classics, and manga and
anime studies, discussing only the present, have become,
in a sense, partners in crime in the “erasure of wartime,”
thus permitting Cool Japan-style theories of Japan's awe-
someness to become widespread. The Fifteen Year-War
was the starting point not only for manga and anime
but for a wide range of visual expressions, including
photography, film, and advertising. However, without
ever referring to this fact, medieval and early modern
“Japanese culture” has been connected with present-day
manga and anime, enabling the reproduction of his-
tory without reference to history itself. And yet no one
notices that the absence of history functions as an avoid-
ance of modern and contemporary history, as well as
a hotbed of conspiracy theories, historical revisionism,
and the invention of traditions.

This can by no means be blamed on the generations
who have not received sufficient history education
in school; it is a different dimension altogether from
simple ignorance.

The problem, then, is not the gap of “culture and
education” so often revealed between the educators
and the educated. Certainly, those on the instructors’
side may perceive “Japanese culture” as the classics and
other icons of so-called high culture, while the young
people receiving instruction think of it as manga, anime,
Vocaloids, light novels, and so on. At first glance, this
knowledge gap is not easily closed.

However, compensation for the “culture and educa-
tion” gap is not what we need. We need a long view that
may connect the two sides, or perhaps show that there is
no connection possible. The format of the comprehen-
sive history seems appropriate for this purpose.

At first glance, historical research without a histori-
cal perspective should be impossible, but is allowed to
exist within the periphery of Japanese manga and anime
studies. The absence of this perspective, in fact, seems
to be acting as a buffer zone preventing research on
contemporary culture from crossing over into research
on the “classics” or “high culture.”

However, if this is left unchecked, even in the

restricted area of Japanese cultural history, won't
researchers eventually fail to respond to the demands
of those pursuing a long view of history?

That is why this book aims to provide a comprehen-

sive history, with a view to its use as a textbook.

“Popular” means “the creator as a crowd”

The problem arises again; how to grasp and redefine
the concepts that compose the bookss title: Japan, pop-
ular, culture, and history.

“Japan” is quite simple. This book is simply a local-
based chapter of a “global popular cultural history”
to be written one day. To that end, its objective, as a
major premise of “Japanese” cultural studies, is the
relativization, to the extent achievable, of the various
“assumptions” of Japan. “Japanese studies” exist to not
render Japan as an unquestioned given. The reason
for the aversion of academic studies of history for the
intervention of authors lies in the feeling that Romantic
longing for the human past takes nation and tradition as
givens and blurs the boundaries of history and litera-
ture. Naturally, this book endeavors to take care of this
point as well.

The area under the control of the political regimes
which have arisen over the ages on this archipelago
(and yes, there were eras when multiple regimes were
in power) has expanded and contracted repeatedly over
time. This succession of regimes has played a signifi-
cant role in the formation and transformation of culture.
This is precisely why “Japanese cultural studies” must
not serve to substantiate the dream of “Japan” as the
origin of something universal.

Therefore, the series of issues raised in this book are,
naturally, converged within the word “popular.” In other
words, the protagonist of the book is the universal con-
cept of the people, the masses rather than the Japanese,
because it is the people who are the protagonists of
culture.

How, then, do we define “popular”?

Words like “popular,” or similarly, “masses,” “common
people,” “ordinary people,” “populace” and so on have
two implicitly recognized elements.

The first is a social class. The image of the “popu-
lace” includes nuances of belonging to the “lower”
classes, in comparison to the “upper” ruling class and
nobility. Researchers are quick to nonchalantly use
expressions like “high culture.” Inevitably, then, “pop-
ular culture” becomes the culture available to people

in the “lower” classes. There is probably no need to

57



mention counterexamples indicating that high culture
was not exactly established as such from the start, nor
has it remained consistently so until today. This book
questions the view that “low culture” is not worthy of
the name of culture, along with the converse tendency
to privilege it without question as the culture of the
“people.” This book starts by throwing in the trash the
fixed, pyramidal hierarchy of culture.

The other given point within the image of the “pop-
ulace” is their unilateral definition as the recipients or
consumers of culture.

This view is related to the tendency, lingering on the
surface of history from the 1920s, to consider “pop-
ular culture” as including the recipients en masse of
mass production or reproduced expressions. This kind
of understanding of the populace makes it relatively
unlikely that divergent opinions will appear as discus-
sions on popular culture theory.

However, this book is skeptical on this point as well.

Is the populace really just made of passive consum-
ers of a culture reproducing mass-produced goods?
For example, take any volume of popular history that
history scholars consider just to be an item of popu-
lar consumption. Aside from its academic evaluation,
it accounts of “popular cultures” in the sense of mass
production and consumption. However, do its readers
simply read it through, period? Are they nothing more
than passive receivers?

Surely not. Many people are likely to find themselves
unable to resist talking about the knowledge gained
therein.

And this is not limited to history books.

When connecting to certain “expressions”, aren't the
masses inspired to respond to it?

Now of all times, we have well-developed social media
as infrastructure for this purpose. Anyone and everyone
can have their say.

Whether or not we call them the “populace” this is
the behavior that serves as the major premise of the
bearers of history that this book aims to depict. At the
same time, it is also the major premise of “popular cul-
ture theory.”

That is, the act of telling a story, having one’s say,
is not the privilege of experts or authors with proper
names alone. Including the one-click operations of likes,
hearts emoji, and retweets, social media is an infrastruc-
ture that opens the act of speech, making it possible for
anyone to produce “speech utterances.” Certainly, social

media is also used for vast quantities of “utterances” that

may not withstand fact check. This includes hate speech
and slander. The Internet has become a chaotic space,
sometimes crawling with unacceptable worldviews and
ideas of history; however, these too contribute to the
formation of a collective intelligence wherein people
participate through their devices. This collective intel-
ligence is also a database for speech utterance.

There may be some hesitation in calling this “culture.”
Yet, if this is not a visible form of “popular culture,”
what is? The “populace,” as the speaking protagonists,
is unmistakably present.

This book considers the involvement of people in the
formation of “culture” in this sense to be an important
attribute of “popular culture.” It posits that people do
not need specific proper names to be among the cre-
ators of culture.

Simultaneously, it holds that “the populace making

” «

utterances,” “the populace creating culture,” are not the
results of social media, but can be found when looking
back through history as well.

This process requires, however, a revision of the con-
cept of “creation.” While we tend to assume that creative
acts consist of making something out of nothing, many
forms of artistic expression come to be, in fact, as the
reception and remaking of existing expressions.

Surely, this is not a particularly outlandish attitude.
Yanagita Kunio, an essential theorist when considering
the history of popular culture, wrote the following about
the original form of “literary art” in an essay on the oral

tradition of literature.

The positions of the creator and the reciter remain
very close. Some make the most faithful attempts to
preserve the story word for word, while others fre-
quently add innovative ideas, working to adorn the
ancient traditions with the trappings of the time,
but both share a refusal to stray far from the scope
of their audience’s expectations.

Once upon a time, the crowd was the creator, and
the creator, simply a clever representative thereof;
this schema can still be found here and there

today.™

In other words, Yanagita says that when a speaker
conveys oral literature such as folk tales, they do not
simply memorize “word for word” the expressions
received from the previous generation; instead, they add
“innovative ideas” and change the story in response to

the expectations of the new recipients. The line here
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between “creation” and “recitation” is blurred. While the
speaker of the time may be a creator of sorts, as long as
they tell the story within the framework of the listen-
ers’ expectations, the creators intervening in the content
thereof are the people present, that is, the audience as
a whole. The person positioned to appear as the creator
can even be considered simply as the representative of
this whole. Yanagita argues, thus, that the creator is not
a single individual but a crowd.

In this sense, while there are doubts that Hieda no
Are ever really existed, their definition as a “memorizer”
raises interesting issues. Rather than simply inputting
the documents on which the Kojiki is said to be based
into their memory, Hieda no Are arranged and inter-
preted them mentally as well. That is, assuming that
Hieda no Are actually existed in the first place, she
was not simply an IC recorder but someone straddling
the blurred line between creator and reciter. One is
tempted to imagine that once upon a time, it was the
crowd of memorizers of this kind who were responsible
for the language used to narrate history. Likewise, the
narrators of folk tales and sermon ballads do not memo-
rize them word for word; instead, they serve as creators,
arranging the texts on the spot each time. However,
while the editor of the Kojiki is known to us by name
as O no Yasumaro, most of the “memorizers” of culture
remain nameless.

We could say that the boundary between the creator
and the reciter is blurred, with creators appearing every
time a given text is retold. In this sense, the creator is,
both spatially and on the time axis, the “crowd.”

Scholars of folklore studies or Japanese literature may
take for granted the retelling of narratives by their nar-
rators, who add interpretations and revisions. The same
applies to tanka poetry. Yanagita Kunio, himself a poet
of the Keien School, knew tanka to be permutations and
combinations of the expressions of older days, writing
some irony-laden commentary thereon as well.

However, we must look a little more closely at the
context in which Yanagita referred to the “creator as a

crowd.” His preceding paragraph includes the following.

It is inevitable that plagiarism and rehashing have
cropped up recently. Originally, contributive litera-
ture was a significant characteristic of Meiji culture,
but of these tens of thousands of tanka and haiku
that have suddenly been centrally aggregated, it was
never reasonable to hope that each would be new

in itself, without overlap or coincidence, and never

humdrum. [...] Recorded in writing and compared
across the entire country, it is only natural that sim-

ilar content would appear often. ™

Here, Yanagita is describing Meiji-era literary mag-
azines. Chapter 4 discusses the “contributive space”
of Meiji-era literary magazines, composed of “contri-
butions” from readers; it took no time after this space
was established for plagiarism of existing works to
become a concern. This is what Yanagita is referring
to. The plagiarism problem appeared when the creator
as crowd attempted to land as individual “authors” in
the print media of magazines. Yanagita would have seen
this happen in real-time during his literature-obsessed
youth in the Meiji era. He knew how “contributions”
could cover a spectrum from creativity to plagiarism.
Here, the idea of culture is important, in which an
utterance fades from view the instant it is considered
plagiarism, that is, theft or copying.

“Places,” “scenarios,” and “plots”

The focus of this book’s concern is how the creator as
a “crowd” tell stories.

Yanagita looked for it in the desires of the receiv-
ers, that is, “what the public has been expecting.” By
that he means the direct reactions of the audience in
front of the storyteller is more than the needs of read-
ers and watchers in the modern sense. When studying
folklore as a student, I often saw folktale storytellers
changing their narration in response to the expectations
of their audience. “What the audience is expecting” is
thus brought to light in a “place.” The existence of a
participating audience, including this “place,” is likely
Yanagita’s image of the “creator as a crowd.”

This “place” has undergone diverse transformations; it
may have been the stages where Noh and Kabuki were
performed, the hearths where folk tales were told, a
street corner, or a music hall. Extreme as it may seem,
social media platforms may provide this kind of “place”
as well.

However, we must consider that there were also
“frameworks” for the creation of expression, distinct
from a “place.” Yanagita recalls that his grandmother
“had once written over twenty thousand poems, which
she often reused as needed when she grew older.” This
was possible because tanka shares a database, as it was,
or collective intelligence in the form of past works such
as the Manyoshu or Kokin Wakashu collections, which

poets tweak to create their own poems. In a sense, this
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is a mechanical form of creation.

Therefore, when Yosano Tekkan tried to move away
from old-school tanka in the Meiji era, his plan was to
update the database of Meiji poets itself; for this reason,
his magazine, Myojo, was filled with European art and
literature. "3

Some research into Japanese literature takes the
position that the storyteller’s utterance is not simply
a memorized text replayed, but an “oral composition
method” combining memorized characters, sequences,
and “set phrases,” through which the narrative is con-
stantly being created.™ In other words, the storyteller
has an internal dictionary of sorts composed of patterns
of words made for storytelling, along with the rules for
their use; the story is recomposed therefrom in each
context. Thus, what is “passed down” is not the precise
details of the narrative, but this dictionary and its use
as a storytelling method.

In this way, the “collective intelligence” shared among
people serves as an apparent database for expression;
the acts of sampling, editing, and tweaking this infor-
mation to produce one’s own narrative are not limited to
tanka or sermon ballads. The oral composition method
has focused solely on the database creation of storytell-
ing; however, in the narratives of sermon tales such as
“Judge Oguri” told by singers with shamisen, a similar
database of anecdotes and characters must have been
passed on as well.

This is presented as a creative model in the early
modern Sekai Komoku or “list of scenarios” (sekai). The
materials shared by transmitters and receivers in the
fields of Kabuki and Bunraku, called “scenarios,” are
listed in this text. It is thought to have been a creative
manual for authors of Kabuki plays and so on.

The text contains approximately 100 scenarios, each
comprising specifically a list of “famous scenes” and
characters. The Kabuki audiences were also familiar
with the scenarios, as a framework enabling them to
visualize an upcoming performance by asking “Whats

the scenario this time?”

If the scenario chosen was Taikoki”, its kyogen per-
formance would feature Mitsuhide (naturally as
Mashiba Hisayoshi, Oda Harunaga, and Takechi
Mitsuhide), based on familiar relationships and
events, with plotlines generally known to the audi-

ence. This was the framework in use. ®

In short, if the NHK was to report that next year’s

historical TV drama would feature Oda Nobunaga, the
audience would be able to infer that he would dance
to the song “Human Life Is but Fifty Years” before the
Battle of Okehazama and fall to the treachery of Akechi
Mitsuhide in the Honnoji Incident. The totality of these
character names and anecdotes make up each “sce-
nario.” Choosing the right scenario was apparently very
important for the kaomise Kabuki entertainments held
annually in the early modern period to introduce the
troupe’s actors for the year. In Western Europe, a men-
tion of the “Legend of King Arthur” might immediately
bring to mind Lancelot, the Knights of the Round Table,
or the Quest for the Holy Grail. This is one scenario.

Naturally these kinds of scenarios are subject to
ebbing and flowing popularity, their content changing,
and new scenarios being added over time.

Individual Kabuki productions competed in the cre-
ative transformations they could work on with the given
scenario, as they chose which characters and anecdotes
to depict and how to depict them. These were called
“plots” (shikou). Originality did not mean creating
something from nothing, but was found rather—in
modern-day terms—in arranging or editing.

For example, an idea might involve borrowing char-
acters and episodes from the world of Taikoki” and
using them to depict a motif based on the recent Forty-
Seven Ronin incident. In short, the “Treasury of Loyal
Retainers” play. Each time around, the playwrights
framed their “plots.” These “scenarios” and “plots” are
Kabuki terms, similar in a way to “worldviews” and
“characters” in anime and manga, as well as to “trans-
formative works.”

Some theories position this establishment of creativity
within a framework as a reflection of “freedom” in the
early modern era, when freedom was restricted by the
caste system; however, this book considers it to be a
more universal generative principle of culture.

Therefore, this book has absolutely no intention of
calling the “culture of transformative works” a charac-
teristic of Japanese culture formed in the Edo period.

The culture of transformative works among fans of
the North American television series “Star Trek” is well
known', and “transformative works” of Sherlock Holmes
and H.P. Lovecraft continue to enrich murder myster-
ies and horror novels anew, welcoming in new fans as
transformative creators. Shakespeare’s plays likewise
constitute shared “scenarios.” Various religious narra-
tives and arts can also be considered as “plots” output

from the “scenarios” thereof.
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In short, the “creator as crowd” and the “scenario and
plot” model are both universal forms of culture genera-
tion, and this book uses “culture” to refer to the cultures
thus generated and, above all, to this kind of framework
itself. Of these, conventional histories of art and cul-
ture have been written by “authors” and their “generated
products” selected based on some kind of standard of
value. Naturally, some of them have probably longed to
become “destroyers” or “creators” of new scenarios, but
even then, most can be placed within a single scenario.

In this way, this book ultimately defines “popular cul-
ture” as the culture that appears through the “creator
as crowd” on each occasion and from the “scenario”
as commons. The transmission of culture takes place
through this iterative output.

At that time, obviously, the “creator as a crowd”
becomes an attribute of the “populace.” In this sense,
those responsible for popular culture are the creating pop-
ulace. Authors and works with proper names, even the
classics, are frequently created within this framework.
During the early modern period, the “scenarios” in the
Sekai Komoku were adopted for various early modern
artistic expressions, not only Kabuki and Bunraku.
Today, in the field of manga doujinshi, various “canons”
used for “transformative works” are likewise a “scenario”
of their own. Therein, even authors with proper names
become just one of the crowd.

This iterated generation of culture, developed
diachronically along the time axis, becomes the trans-
mission of the classics and of oral culture, while its
shared multimedia development within the same time
period leads to mixed media. Not only are “scenarios”
updated by the repeated production of generated prod-
ucts, but new scenarios are likewise formed while others
are forgotten. It should ultimately be possible to depict
the “history of popular culture” as the history of the rise
and fall of these “scenarios.”

The history of popular culture is thus not composed
of authors and works with proper names, but of dynam-

ically continuing generation and revision.

The limits of narrative consumption theory and
database consumption theory

Here my critics may argue that this discussion fails to
go beyond the “narrative consumption theory” I dashed
off in the late 1980s and its updated version, Azuma
Hiroki’s “database consumption theory” of the 2000s.

They are quite right.

In the first place, the Cool Japan policy attempts to

position transformative works as the essence of Japanese
culture, and overseas Japanese culture studies have
often taken their cues from narrative and database con-
sumption theories.

For this precise reason, this book does not merely
praise the “creator as a crowd.” It naturally discusses
the bottlenecks there as well.

The limits of the discussion ranging from narrative to
database consumption theory are to be found in their
original intent as a theory of advertising. My narrative
consumption theory was, in fact, formulated from var-
ious short essays written for Dentsu and Hakuhodo in
the 1980s. It is a marketing theory intended to stimu-
late consumption by mobilizing the recipient’s internal
capacity for storytelling. As the author, I can state this
with certainty.

More precisely, both narrative and database con-
sumption theories, which unconsciously adopted
this background, are in essence a logic for popular
mobilization.

Unless this point is discussed critically, the popular
culture theory in this book will end up as a contribution
to the theory of mobilization. Therefore, the first thing
to examine is the history of the image of the populace as
“targets for mobilization.” Naturally, this history should
be at the heart of popular culture theory. There is no
way to depict the history of popular culture without rais-
ing this issue critically.

Therefore, this book presents two images of the “pop-

e »
ulace” in “principle forms.

Amateurs and laymen

The forms in question are the amateur and the
layman.

Both words, for all their everyday use, are terms with
historical context.

“Amateur” was popular in the late Meiji through
Taisho eras as the overall term for a citizen author.
While based on the use of the “scenario and plot”
model, its origin point was the modern “I” and the
nature of humanity wherein individual existence and
thought attempt to make their presence felt. For exam-
ple, “artistic” expressions in the history of photography
were for a long time the province of amateurs. “Art” was
not a privilege reserved for artists with proper names. As
Yanagita writes, even if the author—or, in other words,
the “populace”™is the crowd, it is from there that the
“modern individual” and “citizen” must arise, even

though this wording is somewhat questionable.
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Yanagita also used the word “crowd” in the context
of calling out those who, after the introduction of uni-
versal suffrage, voted with the flow rather than based
on their own opinions.” That is, his use of the word
“crowd” implied what we would now call the pressure
to conform. He argued, thus, that to realize universal
suffrage, people must become “individuals.”

For Yanagita Kunio, then, the “crowd” and the modern
“individual” were opposed concepts.

The expressive amateurs of this kind became clearly
visible at the early modern stage. In the Meiji era, their
connection with modern media resulted in “contribu-
tors” and “hobbyist” creators. These are attributes of
those often called “amateurs,” with the foreign loanword
italicized in Japanese.

This book treats the time from the early modern era
through the Great Kanto Earthquake as a single period
precisely because this was the “era of amateurs.” Indeed,
there is considerable room for debate on how indepen-
dent their expressions were and to what degree they
were free from political force. However, when discuss-
ing amateurs, this book emphasizes the aspect of their
potential.

In contrast, from the 1930s or so, the word “amateur”
was replaced by the use of “layman,” carrying different
nuances. This was a new name for the nameless cre-
ators called up for mobilization. The strict division in
the usage of the notions of “amateur” and “layman” was
not, of course, perfectly observed.

Laymen were considered by corporations a source
of motivation to purchase, to be evoked by advertising,
by Marxism the target of indoctrination, and by the
wartime government that of “participation in national
policy.” In all cases, they were there to be mobilized.
I have drawn attention to the origin of the narrative
consumption theory in advertising theory out of shame
at my own ignorance and youth at the time; “laymen”
are not simply there to be mobilized with the guns of
propaganda and militarism pointed at their heads.
“Spontaneity” above all comes onstage at this point.
That is, “layman” refers to the attribute of the populace
being willing to step up for mobilization. Further, this
is mediated by the act of “creation.”

The proletarian arts movement encouraged “laymen”
to put on their own plays, while the Showa Kenkyukai
think tank (which designed the Konoe New Order) used
the word “cooperation” to refer to participation in the
nation-state through the act of “creating” on the part of

the people. “Corporatism” (kyoudou) may also be termed

“collaborationism” (kyoudou). This word is still alive and
kicking as bureaucratic terminology, expressing trans-
formative works and citizen participation in the Cool
Japan debate as “collaboration.” As seen in the Imperial
Rule Assistance Association’s wartime propaganda
focused on “contributions,” one aspect of mobilization
was its promotion of creative participation in the fascist
regime. We may call this participatory fascism. During
this period, therefore, it was laymen rather than profes-
sionals who were raised to prominence, with education
in expressions such as manga and film also becoming
systematized.

The postwar years developed similarly.

After the war, those responsible for wartime propa-
ganda took up and developed the “popular mobilization”
method in advertising agencies, magazines, television,
and so on. Public relations adopted the same mobili-
zation methods as before; their client simply changed
from the nation to corporations. Once again, in the
postwar democracy, the radio quickened as a medium
for the layman's participation; by contrast, television
appeared as a medium that seemed simply to render
its viewers passive.

And so we come to the present day.

The “recipients” are once again faced with the choice
of whether to take back the initiative from the media.
This is discussed in the final chapter. In the 1980s,
through the appearance of the first “otaku,” who received
subjectively the information available and reorganized
it for good or bad, media changed from a tool for uni-
lateral reception of high volumes of information to a
device using the information proactively. This is espe-
cially notable in smartphones. We find ourselves in a
present-day environment where, through these devices,
people “contribute” all the time.

Based on the perspectives above, this book is com-
posed of three sections and an epilogue.

The first section addresses the “pre-media’ era.
Stories were told on the spot through voices and bodies;
even when written down, they remained connected to
the world of oral transmission. Before printing methods
became widely used, even written texts were recreated
each time they were copied as errors crept in. These
include what we now call the “classics” and “Japanese
art.” From the early modern era on, many of the “scenar-
ios” that served as the raw material for the generation of
popular culture were formed in this context. The exis-
tence of the “creator as crowd” is difficult to record in

text in the history of documents, but stories with authors
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attached by proper names were, if anything, exceptions.

The second section, with the appearance of print
media as its index, addresses the time from the early
modern period through the Great Kanto Earthquake
as the era of amateurs. It combines the periods con-
ventionally referred to as “early modern” and “(prewar)
modern.” From the “creator as crowd,” individuals
living out their hobbies came to be, as the times turned
toward the modern, individual. Connections can also be
made with the reproduction media beginning with early
modern woodblock printing. The “populace” is depicted
rather positively.

The third section addresses the post-Great Kanto
Earthquake era. This is the period of the mobilization of
laymen. The full text includes a discussion of the deci-
sion to view the earthquake as a turning point. Let me
point out in advance, however, that it is not based on
the simplistic perspective of disaster history, suggesting
that the earthquake shook up the world or so. Here, the
“populace” becomes the “laymen” subject to mobiliza-
tion by the rapidly appearing media such as radio and
television. However, this is a “participatory” mobiliza-
tion, not a passive one. Let us say that the instant they
are discovered as targets for mobilization, the “amateur”
becomes the “layman.”

The book closes with an epilogue discussing the pres-
ent day wherein each and every individual has their
device.

With the appearance of VCRs and home gaming
setups, televisions—once considered equipment for
popular mobilization—became monitors connecting
to devices, serving as an index for the division of eras.
Here, the culture generation system in which culture
arises from individual “scenarios” is folded inevitably
into “platforms.” This, too, is our present day.

So are we amateurs or laymen? Which potential are
we to live out? Or are we to become something else
again?

The present day brings us these questions.

The objective of this book is to share questions, more
than perspectives, with its readers. The perspective of
history not only provides comfort by indicating the attri-
bution of the “I” but also awakens doubt about “now”
and the “world,” in its role of shaking the ground under
our feet.

Finally, some may criticize this book for its lack of
reference to important works, authors, or phenomena,

its deviation from accepted discourse, or its brute-force

arguments. Let me note that the responsibility for any
and all of these criticisms lies not with the professional
historians who checked the entire draft for errors and
misunderstandings but with me.

Why I became involved as the storyteller of a “com-
prehensive history,” even a history of culture, and what
my exact role has been is left to the imagination of the

reader.
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Volume 2 Preface:

Disasters

The Japanese archipelago is often called a “disaster
archipelago.” Indeed, looking back through history,
Japan has suffered almost every year from heavy rains,
earthquakes, and other disasters, as well as epidemics.
This volume investigates how people have coped with
these disasters and calamities inflicted by nature, with
a focus on popular culture.

Certainly, the reaction of the masses assailed by
disasters such as epidemics and earthquakes was fear,
along with various efforts to escape, as well as the qui-
eting of heightened emotions such as anger and grief.
These experiences had a strong impact on the popular
imagination, which was eventually expressed in litera-
ture, paintings, performing arts and more, and led to
the enhancement of disease control and disaster pre-
paredness as well as to the construction of monuments.
The term “the popular culture of disasters” used here
encompasses all these areas.

The word “popular” in this case is synonymous with
the masses, the common people, the populace, citizens,
and so on. Obviously, each of these terms has its own
definition, with overlaps and differences among them.
Nevertheless, the commonality found within these
terms lies in the notion of the people as a “crowd,” as
demonstrated in the comprehensive overview provided
in A History of Popular Culture in Japan, published prior
to this volume. In other words, the “popular culture”
referred to is the culture generated by this “crowd.” The
creator of this culture is, of course, the crowd, and its
recipient, of course, is also the crowd.

The aforementioned work provides greater detail on
this topic, but to briefly summarize the views of the
editor of this volume on the “crowd” here: the “creator
as crowd” and “recipient as crowd” share a relationship
of complicity and cooperation. Furthermore, this rela-

tionship is supported by a variety of desires, such as

A Tentative Theory of the Popular
Culture of Epidemics and Natural
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pleasure and catharsis. These desires are sometimes
expressed directly and sometimes conveyed uncon-
sciously. In both cases, however, works that fully satisfy
the desires of the “recipient” become firmly established
as popular culture. Although appreciation of artistry
and high quality may also enter the equation, a higher
priority is placed on works that grasp and respond to
these desires.

Among the crowd that generates and transmits pop-
ular culture, there are obviously many famous authors
as well as nameless ones. However, they too sense the
desires of the recipient as crowd, and to respond to
those desires, they are the ones who, on behalf of the
recipient as crowd, provide words and form; whether
they succeed or not ultimately decides the course of
their lives.

The desires of recipients have been diverse. They
have included everything from anti-establishment
sentiments to sex (or Eros), from disasters to everyday
incidents, as well as fascinations with the strange or the
grotesque. They tend to be underestimated, labeled
as “sensational,” “vulgar,” or “lowbrow”; however, it is
therein that the characteristics of the masses are to be
found.

The creators and recipients of popular culture as a
crowd share deep ties and overlap, in that they are dom-
inated by the same desires. Mediating between them
is the mass media, that is, media that transmits large
quantities of information (or cultural representations).

In Japan, these media made their first appearance
with the development of woodblock printing as surimono
prints, widely circulated via bookshops, print shops, and
kawaraban (single-page newspapers). Thereafter, at the
turn of the century, came the printing press; records and
radio then enabled aural information, and films and

television then conveyed information as images.

64  Volume 2 Preface: A Tentative Theory of the Popular Culture of Epidemics and Natural Disasters



Notably, although popular culture took advantage
of these media (mediators), a major influence on its
development and permeation was that of performances
given in theaters and on street corners. There, the
recipients and the creators (or their spokespeople) as
a crowd faced each other in a relationship of complic-
ity and cooperation, where works that fulfilled both of
their desires found a firm place as the “core of popular
culture.”

As mentioned above, the desires of recipients are
diverse. This means that while some popular culture
may satisfy the desires of the many, there is also popu-
lar culture that satisfies only the desires of a given part
of the crowd. The latter is known as a “subculture.”
In other words, although popular culture tends to be
lumped together as a single entity, it actually contains a
variety of subcultures of different scales and sizes. They
may perhaps be called “sub-popular cultures” within
popular culture.

It must be noted that those in positions of power or
authority may suppress the crowds desires to prevent
criticism of established systems, or may use popular
culture, that is, the crowds desires, to steer people in
ways suited to the interests of the powerful. In short,

the crowd’s desires have a truly troubling aspect as well.

Following on from the above, let us look at some of
the features of this volume.

This volume compiles research reports resulting from
the project titled “Historical and International Research
into Popular Culture to Pursue New Images of Japan”
(part of the Popular Culture Research Project), estab-
lished as part of research enhancement activities at the
International Research Center for Japanese Studies
(Nichibunken). The project comprises four teams:
“Ancient/Medieval,” “Early-modern,” “Modern,” and
“Contemporary.” In addition to ongoing research within
each team, research output has enabled increasing col-
laboration among teams with each passing year, which
in turn has led to research and international sympo-
sia on a range of topics. Further information on the
research outcomes achieved thus far can be found on
the Nichibunken website.

The editor of this volume is the head of the Early-
modern Research Team, which aimed to position the
end of the medieval period through the Edo period
as the time when Japanese popular or mass culture
coalesced and formed, and to understand modern and

contemporary popular culture as an extension of mass

culture from that time.

In the later early-modern period (the Edo period),
industrial development led to a rise in productivity, and
Edo, in particular, became a budding metropolis with a
population of one million. The chonin class of merchants
and craftsmen, who comprised over half the population,
formed the core class of “the people as crowd”; it was
here that the market targeting them developed.

The masses of Edo are generally discussed in terms of
this one class, which emerged as a result of industrializa-
tion. However, the city’s masses were in fact composed
of three classes: an upper class, a middle class, and a
lower class. The lower class comprised people who lived
in the realm of the everyday, that is, the crowd, or labor-
ers. Among the lower-class citizens of Edo, the majority
came to the city from farming villages, made their living
through manual labor, and were money-poor. They
were roughly what folklore studies define as “common
people.” They had their own culture as ordinary people,
and they created and consumed this culture within the
spaces and domains of everyday life. Their culture
typically included festivals, music (folk songs, parody
songs), games, and so on. However, the transmitters
and recipients of the culture alike were ordinary people
living in the same environment; thus, life and expres-
sion were inextricably linked. This might also be called
the culture of nagaya (tenement) residents.

Above the lower class was a middle class of people
in diverse professions, emerging as a result of indus-
trial development. The middle class was the pool where
those falling from above met those rising from below;
its members had a reasonable income, were neither
very rich nor very poor, and had something set aside in
case of an emergency. Edo entertainment culture and
popular culture such as kabuki, joruri (puppet theater),
vaudeville, freak shows, yomihon novels, nishiki-e paint-
ing, musical performance and more were cultivated
mainly by these middle-class city dwellers.

At the apex of Edo popular culture was the upper
class, affluent merchants who were labelled wealthy
even by the chonin. They established various systems to
manage the town of Edo while remaining in line with the
wishes of public authorities, and developed industries to
increase their fortunes. As these innovations spread and
took hold among the Edo chonin, they also became part
of the culture. These included, for example, firefighting
systems, red-light districts, festivals such as the Kanda
Festival, sumo wrestling, healthcare, apparel, terakoya

(schools for reading and writing), travel including the
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Ise Pilgrimage, and more. Edo popular culture thus
developed by incorporating and transforming the cul-
ture of the upper classes as well as absorbing that of the
lower classes.

Thus, Edo popular culture was stratified and diverse,
and superimposing upon it the diverse desires of the
crowd mentioned above may help to further clarify the
characteristics of popular culture.

Among the various forms of popular culture exam-
ined by the Early-modern Research Team, publications
relating to yokai and horror culture were particularly
numerous. In this book, however, owing to space con-
straints and to the spread of the novel coronavirus
pandemic, the theme has been narrowed to focus, as
described in the opening paragraph, on natural disasters
such as earthquakes and epidemics, centering on the
early-modern period, through discussion of the popular
culture that emerged in relation to these events.

Today, scientific and technological advancements
have allowed us to accurately predict the heavy rains
and strong winds caused by weather phenomena such as
typhoons. However, we have yet to find a way to prevent
these events, which are growing in scale as the global
environment continues to change, and cause great
damage around the world nearly every year. In the case
of earthquakes, even prediction is still an impossibility;
today, as in the past, the focus is on how to cope with
the damage caused by major earthquakes and tsunami.

As for epidemics, there has been significant change
from premodern to modern times. In premodern
times, depending on the symptoms, traditional Chinese
medicine showed some success as a fever reducer,
but treatments and preventive medicine such as vac-
cines were virtually non-existent. The modern era has
enabled suitable responses to epidemics; however, as
with the recent COVID-19 pandemic, there have been
cases where neither treatments nor preventive vaccines
had yet been developed.

How have people coped when confronted with nat-
ural disasters, epidemics, and other events that cause
suffering? How have they represented these events?
Furthermore, as a result, what popular culture envi-
ronments did they establish at the time? With these
questions in mind, this book aims to elucidate the char-
acteristics of popular culture through a wide variety of
materials.

The overall structure of the book is made up pri-
marily of discussions relating to epidemics, given the

novel coronavirus crisis. Below is a description of each

chapter, divided into epidemics and natural disasters,

with some of the editor’s thoughts and comments.

Chapter 1 (Fukuhara Toshio) discusses the wide
range of ways people coped with epidemics and “evil
spirits”, also known as yokai, in the final years of the
Edo period. Its aim is to illustrate views on epidemics
at the time, particularly as they pertain to folk religion.

The topics discussed are manifold, from “prophetic
beasts” such as the amabie, amabiko, and himeuo aquatic
creatures, the two-headed crow of Mount Haku, and the
arguably similar Kitai no doji, the boy spirit of Kanda
Shrine, to evil spirits such as the osaki foxes said, during
a cholera outbreak, to have spread the disease in Edo
and its nearby farming villages.

Particularly interesting is the “letter of apology from
the gods of pestilence,” where the god Susano'o (Gozu
Tennd) suppresses the demons of pestilence and forces
them to swear off bad behavior. This inspired works by
artists such as Chikamatsu Monzaemon and Katsushika
Hokusai, and was in turn related to the “letter of apol-
ogy from the kappa” and the “letter of apology from the
namazu” which inspired woodblock prints of the giant
earthquake catfish.

An unusual rite was the “banishing of Otafuku” at
the time of an outbreak of mumps (epidemic paroti-
tis). The Japanese term for mumps, otafuku, stems from
the way in which the lower parts of the face swell and
the sufferer comes to resemble the mask of Otafuku,
often featured in kyogen. During outbreaks of mumps,
people wore this mask and performed the “banishing
of Otafuku” to ward off the disease. The Jinmen-zashi
(Book of Faces) is a popular attraction at the Miyoshi
Mononoke Museum, a museum dedicated to Japanese
yokai in Miyoshi City, Hiroshima Prefecture. Fukuhara
observes that a cute human-faced character depicted
in the book, whose face appears to be swollen at the
bottom, may be derived from Otafuku.

Chapter 2 (Kagawa Masanobu) looks at a smallpox
outbreak in Edo and examines in detail how people at
the time coped with the disease. In the Edo period, and
especially amid the industrial development of late Edo,
an inclination toward “play” (amusement) came to the
fore as one of the characteristics of popular culture.
Chonin who had some amount of disposable income
flocked to the bustling lines for kabuki and joruri theater
as well as freak shows and the like, bought nishiki-e color
prints of popular kabuki actors, and read voraciously,

with a preference for light literature such as sharebon,
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kokkeibon, kibyoshi, gokan and other illustrated books, as
well as yomihon and ninjobon novels. The chonin’s taste
for play was apparent even in their manner of coping
with smallpox.

Known in ancient times as wanzukasa or mokasa,
smallpox was first recorded as the “great Tenpyd era
epidemic” described in the Shoku Nihongi. The outbreak
caused the death in rapid succession of four brothers of
the Fujiwara family, who held power in Heijo-kyo at the
time, and decimated the high-ranking nobility, plunging
the government into chaos. Repeated outbreaks there-
after meant that smallpox came to be considered as a
disease that everyone would catch once in their lifetime.
In other words, many would contract smallpox as chil-
dren and some would die of it, but those who recovered
would acquire immunity and be able to live on. Thus, in
the Edo period, smallpox was viewed as a rite of passage.

Kagawa focuses on the following two points in partic-
ular. First, people at the time believed that the spread of
smallpox was caused by evil entities known as “smallpox
demons” and that they could alleviate the symptoms
of smallpox and escape death by worshipping these
demons. “Smallpox demon festivals” were thus held,
using the color red in the rituals, including red paper,
red figurines, and boiled rice with red azuki beans.

Second is the aspect of “play.” Children sick with
smallpox were depicted in color prints and other images
known as “smallpox pictures” surrounded by a variety of
toys. These were bought for them by family, relatives,
and friends, a reflection of the increasingly popular idea
that recovering “while playing” would make it easier to
get through smallpox. While it was not only smallpox
demons which were expelled from everyday life or wor-
shipped therein, the custom of gifting toys and having
sick children play to alleviate the disease is particularly
striking in this case. Interestingly, the chapter points
out that, during the COVID-19 pandemic, the feelings
of proponents of the Amabie Challenge, centered on
the amabie depicted in Edo kawaraban, actually shared a
deep connection to these ideas of “play” and “diversion.”

Chapter 4 (Takahashi Satoshi) reveals the state of
restless confusion of people experiencing the cholera
epidemic of 1858, making full use of local historical
materials. Near the end of the Edo period, a series of
natural disasters and famines caused the price of rice to
skyrocket, leading to riots and peasant revolts through-
out the country, which could no longer be managed by
traditional politics. On the international side as well,

contact with Europe and America began to increase, and

the shogunate finally decided to open the country with
the Convention of Kanagawa, signed with the American
Commodore Perry at Uraga. At that juncture, learning
of Japan’s opening, many foreign countries sent naval
delegations seeking to establish amity and trade. It is
believed that their crews brought with them cholera
(korori), which subsequently began to spread, leading
to an outbreak in Edo.

Takahashi depicts, in documentary style, people’s fear
of the looming danger of cholera and the actions taken to
prevent the disease through the full use of varied forms
of knowledge such as prayers and medicine, during the
turmoil of the epidemic and the surrounding events. In
doing so, Takahashi takes cues from Sode Nikki, the diary
of Yokozeki Yabei, the wealthy ninth-generation owner
of a sake brewery in a town named Omiya, Suruga
Province, Fuji County.

The strategies for coping with cholera that can be
inferred from this document include all sorts of reli-
gious practices, from the Buddhist methods of chanting
the daimoku and unveiling mandalas and images of
Vairocana, to folk methods such as dosojin festivals, daily
and nightly gun shooting, repetition of New Year’s rites,
and rituals to ward off the gods of pestilence. Takahashi
investigates in particular detail the urban legend of
“American foxes” which sprang up when other methods
proved ineffective. At the time, there somehow came to
be a belief in the Kanto and Tokai regions, including
Edo, that cholera was spread by foxes (kuda foxes or
osaki foxes, depending on the area) brought to Japan
by Americans (Commodore Perry and his crew). In
response, people sought protection from the guardian
dogs belonging to Mitsumine Shrine in Bushi (western
Kant6), known for their miraculous ability to trap foxes
(possessing spirits). The sight of people in search of this
protection was astonishing.

This case is not only a powerful depiction of the fear
of cholera but also a demonstration of how folk reli-
gious rites from ordinary times were repurposed in the
extraordinary event of a widespread epidemic; in addi-
tion, it illustrates the mentality of the time, which was
heavily influenced by rumors tied to the major events
of the arrival of ships from abroad and the opening of
the country.

Chapter 5 (Takaoka Hiroyuki) focuses on the “ban-
ishing of epidemics,” referenced in previous chapters as
well; it is characterized by its examination of material
sought from the Kamigata rakugo titled Banishing of the
Flu God. In this rakugo, a bad cold (influenza) outbreak
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is underway; therefore, the citizens hold a ritual for the
banishing of the flu god by building a simple altar and
setting upon it a figurine representing the god; then,
after praying that the god will leave, they carry the fig-
urine to the river and throw it in, accompanied by the
music of gongs, drums, and shamisen.

Takaoka believes this rakugo was created in the Edo
period, and expertly deduces that its origin was a person,
rather than a figurine, who was used as a proxy for the
flu god. This assertion is based on accounts such as the
following, found in Mimibukuro (The Earmuffs): “A hinin
(person of the untouchable caste) dressed as the flu
god was pushed off the bridge, and all returned home
roaring with laughter.”

In cities like Edo and Osaka, there were religious
people and entertainers positioned among the “lower
depths” even within the lower classes, short even of
their daily meals. With their simple prayers and per-
formances, they caught the attention of people on the
street and made a meager living by exorcizing or assum-
ing the “misfortunes” of the chonin. Thus, there were
also cases where they played the role of evil entities such
as the flu god.

As Takaoka points out, it should be noted that those
who carried out the ritual were roaring with laughter
as they threw the person posing as the flu god off the
bridge. The banishing of the flu god thus had a dimen-
sion of “play” in addition to the religious dimension of
warding off disease. Utterly repulsive though it may
be, this case conveys the complexities of Edo popular
culture.

Chapter 7 (Yokoyama Yasuko) draws on the diary
of the popular literature author Okamoto Kido, who
lived from the Meiji through Showa periods and is best
known for Hanshichi Torimonochd (The Detective Stories
of Inspector Hanshichi), to understand the common peo-
ple’s views on epidemics at the time through the eyes
of Kid6, who was prone to illness himself. Yokoyama
writes: “Kido’s works do not depict noble images of
human beings bravely fighting against illness. Instead,
they give a raw, realistic picture of people’s fear of dis-
ease. As an author of popular literature, he wrote his
works as entertainment. As such, these works were
obviously read for amusement; however, readers today
may use them to understand how people in past times
experienced illness.”

Kido obviously knew that prevention and treatment
were possible through the modern medicine intro-
duced to Japan from the West, and he was quick to be

vaccinated during epidemic outbreaks. However, he
was fascinated by the common people’s ways of coping
with epidemics, strongly influenced by their premod-
ern, superstitious views on the subject. Kido referred to
numerous primary sources to depict the fear of epidem-
ics felt by common people in the Edo and Meiji periods
in the style of ghost stories, in works such as “The Bald
Snake” and “The Amazake Shop” from the Inspector
Hanshichi series, and in “Yellow Paper,” which discusses
the cholera epidemic of the Meiji period. These stories
also reflect Kidd's own experience of becoming sick and
losing loved ones due to epidemics. Although the details
may differ, in Kid6's diaries and works we may discover
situations not so dissimilar from the sudden loss of life
caused by the COVID-19 pandemic.

Chapter 8 (Kozai Toyoko) analyzes a game of
sugoroku based on the theme of hygiene, called “hygiene
sugoroku,” to investigate how policymakers conceptual-
ized epidemics in the Meiji period. While Okamoto
Kido's interest was directed to the common people’s
premodern views on epidemics through his works of
popular culture as entertainment, Kozais perspective
focuses on the Meiji government’s attempt to control
various ideas and practices relating to epidemics as part
of their efforts toward the creation of a modern nation.
To that end, they used sugoroku, a game that was pop-
ular with the common people at the time. Examples
included “Pure Land sugoroku,” “travel sugoroku,” “suc-
cess sugoroku,” “yokai sugoroku,” and more.

With the introduction of Western medicine to Japan,
Japanese views on epidemics underwent a major shift
from the late Edo period through the Meiji period, from
the understanding of disease as an attack or invasion of
the body by outside entities, such as demons and gods
of pestilence, to the idea that physical pathogens cause
infection and disease through specific mechanisms.
Consequently, it was hoped that the former would be set
aside as “superstition,” and the latter circulated widely
as “correct” knowledge. “Hygiene sugoroku” developed
these views on epidemics and medicine on the sugoroku
board. In short, players would roll the dice to get from
start to finish while contracting various “illnesses”: their
fate would be decided by whether they would land
on the “infectious disease hospital” and receive treat-
ment, rely on “medicine sellers,” or take the road of
“superstition” along the way. Needless to say, the road
of superstition would lead to “death,” and relying on
hospitals or medicine sellers would lead to ending the
game with “health and longevity.”
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When considering popular culture, before entering
into matters of right and wrong, it is necessary to closely
observe and analyze this kind of approach, that is, the
use of popular culture, by those in power.

The above chapters address epidemics, whereas the
following three chapters discuss natural disasters.

Chapter 3 (Komatsu Kazuhiko) uses the color-printed
kawaraban called namazu-e, which circulated in large
numbers soon after the 1855 Edo earthquake, to exam-
ine the popular culture consumed by Edo townspeople
at the time through the lens of the conditions from
which namazu-e emerged and the various themes pre-
sented therein. The term namazu-e (lit. catfish prints)
is derived from the frequent depiction of a great catfish
(namazu), or an anthropomorphized version thereof,
said to cause earthquakes, in the designs.

Why did people flock to buy namazu-e despite having
suffered damage from the earthquake? This chapter
presents multiple reasons: namazu-e played the role
of conveying the terrible scenes of the earthquake and
the lives of survivors; they functioned as “talismans” to
alleviate people’s fear of aftershocks; or they were drawn
after things had somewhat calmed down to depict the
social situation during reconstruction.

Even more fascinating, however, is that comparing
various namazu-e evinces the stratified internal struc-
ture of the Edo masses (the chéonin class), as well as the
popular culture in demand at the time. The depictions
of people struggling with unemployment due to the
earthquake, people reaping the benefits of the recon-
struction economy, and people from the wealthy class
who were forced into almsgiving are sometimes positive,
and sometimes negative. Furthermore, the tastes of the
time, in terms of social conditions and various trends,
are depicted in the designs and captions. In other words,
namazu-e are, in a sense, a direct reflection of popular
culture at the time. Moreover, namazu-e were also brim-
ming with the humor and satire sometimes referred to
as the “Edokko spirit” (typical of Edo natives).

Chapter 6 (Saitd Jun) is an extensive examination of
the folklore shared by multiple regions regarding the
“pits” that formed after heavy rains or floods. There was
areligious belief dating back to ancient times that floods
were caused by “serpents” slithering out from mountain
ponds and swamps and into the sea. This is evidenced
by the fact that in Nagano Prefecture and Shizuoka
Prefecture, among other areas, floods and landslides
were called “snake escapes” or “snake crumbling.”

Sait6 focuses on the way in which the legend about

floods being caused by great snakes decreased in scale,
as it were, as it was passed down, turning into the
smaller legend of the “sea snail escape.” The “sea snail
escape” is a somewhat strange piece of folklore. Large
pits forming in cliffs and the like after heavy rains were
viewed as the traces of buried sea snails emerging from
the ground.

There were tales of sea snail escapes in Tokyo as well;
Saitdo presents a kawaraban about a sea snail escape in
Dokanyama in 1871. It depicts a creature resembling a
dragon or snake in the shell of a sea snail underground,
which then sheds the shell and flies to the sky, slithering
among black clouds. “Shussebora (Appearance of a sea
snail)” from Ehon Hyaku Monogatari (Picture Book of a
Hundred Stories), which is introduced as a depiction of
the sea snail escape, is also well known to yokai research-
ers. This folklore is most likely connected to that of the
earthquake catfish as well.

Chapter 9 (Kawamura Kiyoshi) discusses monu-
ments (memorials) to the Great East Japan earthquake.
Monuments are an attempt to preserve the memory of
events and names against the inevitable oblivion of
time. Kawamura examines the monuments built in
Kesennuma City, aiming to reveal “monuments’ poten-
tial to preserve individual memory and practice while
also integrating the systems and environments formed
through the use of official authority, rather than directly
resisting systems and totalization.”

Here Kawamura evokes in discussion two contrasting
forms of earthquake monuments. One is prewar earth-
quake monuments, exemplified by the Earthquake
Memorial Hall (now the Tokyo Metropolitan Memorial
Hall) built through a public-private partnership to
collectively enshrine the victims of the Great Kanto
Earthquake of 1923. The other is postwar earthquake
monuments, such as the monuments to the Great
Hanshin-Awaji Earthquake, created in accordance with
individual feelings in multiple locations struck by the
disaster in 1995.

The former emphasized the aspects of praying for the
repose of victims’ souls and consoling the dead, and offi-
cial authorities were deeply involved. The “Earthquake
Memorial Hall” is the only extant monument to the
Great Kanto Earthquake. In contrast, the monuments
constructed after the Great Hanshin-Awaji Earthquake
did not include a large-scale public memorial that
conveys a sense of totalization, such as an earthquake
memorial hall. They may be described instead as a

mass of small-scale monuments; some are “cenotaphs”
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focused on the victims, whereas others emphasize
“memorializing” the earthquake in order not to forget.
A look at Visiting Earthquake Monuments (ed. Mainichi
Shimbun Earthquake Media Team), which Kawamura
refers to as well, reveals 120 diverse monuments illus-
trated with photographs.

Through an examination of various monuments built
in the Kesennuma City area, Kawamura reveals, in their
diversity, similarities with monuments constructed after
the Great Hanshin-Awaji Earthquake. Furthermore,
through the “chaotic state” of altars and offerings left
at the site of the now removed No. 18 Kyotoku-maru
fishing trawler, he attempts to glimpse the diversity and
multiplicity of the people within the “crowd” who hope
for consolation and remembrance.

Finally, there is Itd Shingo’s “Research Notes: Fires,
Humor, and Names.” As in the saying “Fights and fires
are the flowers of Edo,” Edo was also known as a “city
of fires,” frequently struck by such incidents. Many
forms of popular culture relating to fires were therefore
created; the one discussed here is the humorous piece
Kanan dehon shoshingura (The Blaze of Roasted Retainers),
one of the forms of storytelling, satire and critique cir-
culated after a great fire. The tale follows a fire that
actually occurred in 1829, originating on the riverbank
of Kanda Sakuma-cho; as the name demonstrates, it is a
parody of Kana dehon chiishingura (The Treasury of Loyal
Retainers), while also including descriptions of the fire
at the time.

It6 compares the two works in detail, judging the
parody as “a word game in the shape of a story that
follows the style of a pseudo-author,” as carried on from
the medieval period. He concludes that “though fires
awakened a desire for creativity, many townspeople did
not have anywhere to express that urge, and could only
write in the form of rough drafts. Most of these works
were lost, with nothing left behind for posterity. This
piece is a little story that has barely survived until today.”

In short, in Edo as today, there was a “crowd” of aspir-
ing or would-be authors whose creativity, spurred by
fires as well as many other incidents, was never to be
realized other than in the form of rough drafts. These
people were also responsible for popular culture,
although they were incapable of fulfilling the desires of
many entertainment consumers.

What, then, is popular culture? Who are the masses?
Where are their characteristics to be found? Do they
show different images of Japan than those we have

known thus far? Bearing these questions in mind, this

book attempts to elucidate these issues using actual
source materials and their inspirations. The book exam-
ines the early-modern period, when Japanese popular
culture coalesced and formed, in a discussion centered
on the city of Edo. However, it also considers the neces-
sity to widen the scope beyond Edo to the underlying
folk world and to successive eras, so as to provide a
more in-depth examination. Nevertheless, the studies
collected in this book comprise only ten articles; they
cannot be said to fully answer questions like those pre-
sented above. Even so, the interconnected nature of
these studies means that, by putting them together,
readers may be able to understand the state of popular
culture relating to disasters of the time, as well as the
lives of the masses who consumed this culture.

This International Research on Japanese Popular
Culture Series is to include three future volumes, each
with a different topic. By placing this book in that con-
text, it will hopefully be possible to further explore

Japanese popular culture.
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Volume 3 Preface:

Popular Culture Theories on the Body

and Media

Yasui Manami / Alvaro Hernandez

1.The Body and Media

Popular Culture and the Body

In everyday life, we use our bodies to comprehend
many things. Visual information overwhelmingly
assumes a dominant position in the modern era, but
it has not always been so. Until now, we have used our
hands and feet, moved our bodies, pushed our five
senses—vision, hearing, smell, taste, and touch—as
far as they will go to comprehend the world around us.
Moreover, we have made use of that elusive “sixth sense”
to feel the invisible, expressing ourselves through pic-
tures, song, dance, costume, and more. At the same time
as we use our bodies, we have refined various tools and
technologies as extensions of the body; we might call
these media, the objects mediating between the body
and the world.

This book explores the way people have used their
physicality to express the world around them, from the
perspective of popular culture.

As shown in the first book of this series, A History of
Popular Culture in Japan, the act of telling a story—of pro-
ducing language—is by no means the prerogative only of
those with titles like experts or writers; the “people,” as
subjects producing language, have likewise been deeply
involved in creating culture. Here, “the people” can be
understood as “the crowd as creators.” *!

Similarly, in the second book of the series (The Popular
Culture of Calamity: Natural Disasters, Epidemics, and
Oddities), the “crowd” are considered to be collabora-
tors and conspirators as both “creators” and “enjoyers”
of popular culture, a connection supported by various
desires, such as pleasure and catharsis. The crowd as
“creators” and “enjoyers” are deeply bound together
through their domination by the same desires, medi-
ated by the mass media, which produces vast amounts

of information (cultural representations). *2

Media as an Extension of the Body

First, in the discussion of popular culture, we hope to
emphasize the approach of conceptualizing the body in
a larger context. Tools and technologies can be viewed
as “the body” in a broad sense, an idea that is linked to
McLuhan’s theory of civilization, with its focus on how
technology extends, and even replaces, the capacity of
human organs. He stated that media were extensions of
the human body, arguing that changes in media would
change the way we are connected to the world and also
the way we view the world—that bodies and media, as
well as worldviews, were in an inseparable relationship. **
This approach suggests that we can be liberated from
the restrictions of the bodies we are born with, expand-
ing our “physical” potential through media, such as tools
and technologies.

Looking at modern popular culture from this per-
spective, we hardly need to point out that, for instance,
social media has changed the way we are connected with
the world and allowed us to realize new possibilities
with our bodies, hence the overwhelming influence it
possesses.

Amid the current COVID-19 pandemic, where our
physical movements are being restricted, we maintain
social behavior by resorting to remote working arrange-
ments and so on. In the current situation, we allow our
bodies to be taken over more than ever by the media, or
should we say that we have no choice but to allow our
bodies to be taken over by the media. We must now,
more than ever, reconsider the relationship between
media and the body, as well as the notion of the body
itself.

2. Anxieties of the Body and Digital Platforms
The Politics of Anxiety

In the current COVID-19 crisis, as social and eco-

nomic activities shrink because of the declaration of
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states of emergency, as economic restructuring and
bankruptcies arise, and as the medical system is put
under strain, anxieties of the body are constantly on the
rise. Furthermore, the economic disparities and gender
inequality already inherent in society are becoming ever
more obvious. Volume 2 of this series reveals the spe-
cific methods used by the people of early modern Japan
to cope with disasters and calamities brought about by
nature.

A reconsideration of the anxieties of the body of today
brings to mind the “politics of anxiety” described some
thirty years ago by Bryan S. Turner. He describes the
1980s as a period of increasing social fear and anxiety
based on environmental destruction, chemical warfare,
the HIV/AIDS epidemic, and the declining birth rate,
leading, in turn, to the planning and execution of poli-
cies and support for medical technology concerning the
body. **

This kind of “politics of anxiety” can be overlaid on
the arguments here about the body in popular culture—
how we imagine the body—in other words, what kind of
technology we use to imagine its connections with soci-
ety and the world. Worthy of emphasis here is that this
anxiety is about the living body. The important point
is how we bring to light once again the tension in the
relationship between “the living body” and “the body as
a tool,” where the body is being used as a means to an
end of some kind. This point overlaps as well, for exam-
ple, with Turner’s argument that Romanticism and late
Baroque culture, which exerted broad influence on the
formation of expression in European popular culture,
were related to anxiety concerning bodies and machines
in the late nineteenth century and to the sense of crisis
at the time regarding industrialism. **

Just as Turner, in his discussion of the body, suggested
similarities in the mentalities of European Baroque
culture and of the modern (post-modern) era, here we
use the concept in media technology called the “digital
platform”, with its tremendous influence on modern
society, to discuss popular culture in Japan from the
early modern to the modern and contemporary eras.
While it may be considered an unusual approach to
analysis, this change in perspective can expand our

imaginative potential.

Digital Platforms
Digital platforms use user networks, including social
media, such as Twitter or Facebook, as well as the linking

technologies enabled by online conferencing services

provided by IT companies (Zoom, Meet, Teams, and
so on), as platforms to provide content and services,
and are currently used in many fields. After YouTube
achieved huge success in 2006, there has been a dra-
matic escalation in terms of our society’s familiarity with
such platforms. These platforms have become integrated
into every part of our daily lives, yet we cannot say with
certainty that everyone has an accurate understanding
of the social contexts now actually referred to as plat-
forms. ** However, the popularity of digital platforms
reminds us of how anxieties of the body are increasing
in popular culture through technology.

The services known as digital platforms, along with
the IT companies supporting them, have expanded tre-
mendously during the COVID-19 crisis. These vastly
enlarged platform services are gradually replacing
public “spaces of interchange (spaces for connection
and communication).” In this sense, digital platforms
are a form of media (technology) that enables work,
education, and entertainment while preserving social
distance.

Digital platforms make safe interactions possible even
in contexts where the other person in the communica-
tion is unfamiliar or untrusted. Trust here is guaranteed
not by the other person but by the medium provider,
based on the assumption that users can safely and
smoothly connect with others through the digital plat-
form. Incidentally, anxieties and distrust about direct
connection with others are also thought to have pro-

moted the expansion of digital platforms. *7

Connection with Others

It is conceivable that the tendency of the last twenty
years or so, wherein the desire to “connect” with others
has been related to fear of relationships themselves or
to distrust of others *®, overlaps with anxiety towards
others’ bodies due to the risk of infection brought about
by the current pandemic. Governmental and social calls
for social distancing as well as digital platform tech-
nologies have been accepted as safety devices of sorts,
accelerating the general acceptance of connections that
can be cut off at any time. We might say, in other words,
that digital platform media call for a form of the body
that can be freed from the constraints of connection at
any time, that is, a virtual body.

As noted above, perceiving danger in the very act of
connecting with others may also be included among the
anxieties of the body. What is it that we demand from
the media (digital platforms) that set us free from this
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danger? The following sections explain the content of

this book from this perspective.
3. Freedom of the Body and Popular Culture

Two Movements

Based on the discussion above, let us organize our
approaches to the discussion of popular culture. First,
in the history of popular culture, we focus on two read-
ily identifiable movements concerning the body. The
first is the exploration of new physical possibilities with
technological and media expressions as intermediar-
ies. This movement is treated here as the “search for
freedom from [of] the body,” as it represents the con-
stant attempt to overcome the limits of the body. The
second is based on the limited nature of the body itself,
concerning the body that is born and later dies, the con-
ditional body, the days of which are numbered. Here it
is treated as the “search for freedom through the body.”
From the perspective of the body and media, popular
culture can be considered to operate constantly in these
two directions.

Here, these two movements—the search for free-
dom from [of] the body, and the search for freedom
through the body—are applied to the history of popular
culture, and based on this fundamental idea, this book
has been divided into three parts: Expressing the Body,
Transposing the Body, and Returning to the Body.

Part 1, Expressing the Body, is composed of chapters
that demonstrate the characteristics of the search for
freedom from [of] the body. Making use of the concept
of expression, the emphasis is on the notion of imagin-
ing new physical possibilities, a form of popular culture
that can also be expressed as “moving away from the
body.” Part 2, Transposing the Body, contains chapters
that fall on the borderline between Parts 1 and 3. Part 3,
Returning to the Body, contains chapters on the search
for freedom through the body, which may also be called
“expression through physicalization.” This structure,
where Part 2 covers topics at the borders of the discus-
sion, was used to demonstrate more clearly movement
away from the body followed by a return. Below is an

overview of each chapter.

4. Moving Away from the Body/Returning to the
Body

Expressing the Body
Part 1, Expressing the Body, is a collection of papers

on the process within the history of popular culture
wherein the body itself is objectified through the use of
tools, technologies, and so forth.

In Chapter 1, Kimata Satoshi focuses on the large
number of e-iribon (illustrated books) containing many
images that were published from the late Meiji through
the early Taisho periods, examining the nature of per-
ception and knowledge in the prewar era. While the
early modern era saw the development of woodblock
printing that integrated text and images on a single
woodblock, prewar letterpress printing separated the
printing of pictures and text into two distinct processes.
The manual nature of expression through woodblock
and lithograph printing methods, that is, the physicality
of the creator embedded in the print expression, was
lost in the mechanization of bulk printing and trans-
formed into the reproduction of symbols and signs. In
the context of this loss of the creator’s physicality, the
issue of the modernization of printing technology, based
on the letterpress technique, had a significant impact.
The transformation of the body-media relationship
through the evolution of technology becomes clear
through the printing of pictures.

In Chapter 2, Yamamoto Yukari focuses on shunga
erotic pictures to explore the physicality not of the cre-
ator but of the reader savoring these pictures, along with
the human physical sensations related to shunga. In the
Edo period, attitudes towards sexual matters from men
and women of all ages were open and positive. Shunga
in the early modern period, depicting sexual relations,
were arguably among the forms of expression most
intimate with the body. However, after being banned
by the early Meiji government as a sign of a backward
civilization, people began to hide these shunga and
peek at them discreetly, creating a distance between
readers and the objects of their interest. This overlaps
as well with the process wherein the object becomes
entertainment. In other words, shunga can be positioned
within the process of the expansion of visual culture
entertainment, wherein sex is enjoyed not as a physical
experience, but as something to see.

Yamamoto notes that even in modern-day Japan,
holding shunga exhibitions can be difficult because of
the mindset, ingrained since the Meiji period, that
shunga are shameful, and people show resistance and
self-restraint toward such exhibitions out of uncertainty
over how they will be perceived. However, her analysis
shows that at the same time, modern-day sensibilities

also enable the discovery of new interest and value in
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shunga.

A similar framing can be found in Chapter 3, in which
Kiba Takatoshi addresses the culture of “pleasantly
scary” things in the early modern period. Kiba’s analysis
suggests that from the mid-Edo period on, the peaceful
environment untouched by warfare may have in fact
driven people to desire to feel fear. He focuses on the
gruesome visual culture to which people from the mid-
Edo period onward were drawn; more specifically, the
public punishments, such as crucifixion and the parad-
ing of prisoners to be executed. Kiba points out that in
the mentality of the spectators at these events, there
was a clear differentiation between themselves and the
criminals condemned to die. Here too we find a frame-
work wherein hideous punishments, such as crucifixion,
were viewed from afar, without direct involvement.
The process of enjoying gruesome fear from a place of
safety expanded as well into the world of fiction, such
as plays and haunted houses. This culture of the “pleas-
antly scary” continues to exist today; according to Kiba,
modern examples include the works of Umezu Kazuo,
which offer unique expressions of the strange and fear-
some in the form of horror comics.

When it comes to considering expressions of physi-
cal sensation and fear, the perspective of Ito Ryohei in
Chapter 4 is important as well. According to Ito, the yokai
(monsters) in modern popular culture are understood
through visual expression as “non-human characters in
strange forms.” The origins of these images are yokai
pictures by Edo painters, including Toriyama Sekien
(1712-1788), creator of Gazu hyakki yagyé (Illustrated
Pandemonium) (1776), and in the yékai passed down in
folk tradition as described in reports from folklore stud-
ies. Moreover, an important role in the transformation
of yokai into the commonplace yokai of popular culture
was played by the manga creator Mizuki Shigeru (1922
2015). While Sekien, the Edo painter, depicted “fantasy”
yokai, Mizuki—arguing for the importance of the sense
of hearing—created his yokai by capturing them visually,
while infusing them with his characteristic “depiction of
invisible sound.” These yékai in popular culture moved
beyond the “pleasantly scary,” blossoming as a visual
expression of popular culture in a context separated
from human physicality. It6 argues that while the one-
time yokai of folklore were visible and audible to anyone,
modern creative works operate on the assumption that
yokai are invisible and inaudible. This point is also of
interest when considering the relationship between
media and the body.

Transposing the Body

Part 1 traced various forms of expression that were
established in the early modern period through their
transformations in the prewar era as the body was
objectified. Part 2, Transposing the Body, comprises two
chapters specifically addressing the transition between
moving away from the body (Part 1) and returning to it
once again (Part 3).

In Chapter 5, Yokota Naomi shows with copious
examples how clothing, the thing thought to be the
most deeply involved with the body, has gradually
moved away from the body. Yokota provides an over-
view that shows that before readymade clothing became
widespread in the 1960s and 1970s, there was a cloth-
ing-related life that was based on values distinct from
fashion (trends). Yokota focuses on examples such as
working attire of the past, where traces of use remained,
and repairs, such as patches, were constantly being
made. Elsewhere, she introduces a number of famil-
iar modern phenomena, such as buying clothes online
without checking the actual products, ignoring materi-
als while paying attention to shapes and patterns alone,
or putting on underclothes without knowing one’s own
body size. Clothing, an essential aspect of daily life, is
shown, ironically enough, to be moving further away
from the real-life body. Yokota sees the long-awaited
introduction of trousers as part of school uniforms for
girls as a change that has greater implications in terms
of universal fashion, rather than in terms of eliminating
the gender gap. These phenomena show that within the
two movements concerning the body in popular cul-
ture, the search for freedom from [of] the body is taking
place in the fashion world as well, and can be viewed as
the process of transposing the body.

In Chapter 6, Alvaro Hernindez addresses cos-
play, a kind of dress-up “play” wherein people take on
aspects of characters from manga, anime, and games.
Cosplayers form communities and networks in which to
play, which are closed spaces. According to Hernédndez,
one of the attractions of cosplay is the chance to move
away from the world of real life, one’s own body, and
one’s own identity and to play as a character, with others
doing the same. With regard to the approaches of this
book, these activities can be understood as acts in the
transition stage of popular culture, moving away from
and transposing the individual body. What, then, does
the imagination produce after this transposition is com-

plete? While Hernandez's article does not touch upon
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this point, after having “played dress-up” within the
community, the possibility of acquiring a new identity
with a new body even in the world outside this closed
community—that is, returning to the body—may be

ready and waiting.

Returning to the Body

Bearing this context in mind, Part 3, Returning to the
Body, is composed of chapters that explore the possibil-
ities of destinations for the transposed body.

In Chapter 7, Yasui Manami examines the custom
of writing prayers on ema (small wooden plaques) and
hanging them up at shrines or temples, focusing on the
mechanisms that make it possible to create hand-drawn
pictures on these boards. She also analyzes interpersonal
communication that takes place via these ema boards.
From the early modern era through the prewar period
and up to the modern day, those with and without artis-
tic talent alike have been able to express their wishes
on ema through drawing by hand. Such expression is
made possible by mechanisms that enable the populace
to become involved with ema board creation by imi-
tating existing drawings or adding to already existing
drawings. This applies as well to modern itaema (pain-
ful ema, referring to extremely ostentatious and fanciful
ema drawings that can cause “pain” to others looking at
them), which feature drawings of anime characters and
are dedicated to the “sacred places” that appeared in,
or temples or shrines in the vicinity of locations from,
the anime. In the present day, with communication now
possible through social media, it can be said that there
is appeal and value in the time-consuming, physical
practice of actually visiting a temple or shrine, writing
an ema, and hanging it up.

In Chapter 8, Kinoshita Tomotake outlines the histor-
ical birth of the wheelchair in the prewar era, providing
a detailed discussion of the process through which the
izari-guruma, an early modern assistive device like a cart
propelled by sticks, was transformed into the modern
wheelchair during the prewar era alongside the prog-
ress of various technologies. Kinoshita also illuminates
the various forms of expression used to depict the
izari-guruma in early modern literature. Conversely,
modern wheelchairs continue to evolve as an extension
of the body rather than as a physical assistive device.
Considering the relationship between expression and
the body in the media, the wheelchair can be considered
a medium that has contributed greatly to consideration

or visualization of disability. This chapter also offers the

opportunity to reconsider the disabled body: if the body
is considered to have been extended by media (technol-
ogies and tools), at what point do we define the limits of
the body as “disability”? This calls for a reconsideration
of understandings of the discriminated-against disabled
body.

In Chapter 9, Wajima Yusuke provides a detailed
overview of the history of popular music in prewar Japan
using “record songs” (Japanese songs recorded on pho-
nograph records), with a focus on practices involving
the body. Wajima points out the particularly strong ten-
dency in Japan to view music captured on phonograph
records as “music itself,” whereas live performances are
understood as reproductions of this music. While crit-
ically discussing the significance and influence of how
“the genre of these Tecord songs’ was made possible
only through foreign recording companies”, Wajima
elucidates the process through which “songs as voice
alone,” disconnected from the context of live perfor-
mance, became once again connected to the physical
body. Examples include using a song popular in the
early Showa period called “Tokyo ondo” for the creation of
a bon odori (lit. bon dance) that involves dancing around
a central turret to the tune of the song, as well as the
broadcasting of singers’ physical performances with the
advent of television. It is also shown that karaoke, in ful-
filling the popular desire to sing solo with a microphone
with the same accompaniment as the record, became
popular as a musical practice involving the body. Within
the history of popular music, we can clearly see the ways
in which the body, once disconnected from recording
technology, becomes once again involved in physical
practices, that is, in the process of returning to the body.
This chapter also provides an opportunity for a recon-
sideration of the relationship between the new medium
of television and the participating audience, for example
the returning to the body in idol culture.

In Chapter 10, Edmond Ernest dit Alban analyzes
manga and anime, which can be considered represen-
tative of Japanese popular culture, through the lens of
queer theory, attempting to break down the persistent
attachment of identity to the body. Queer theory is an
approach, based on research on the experiences of LGBT
people and other sexual minorities, which deconstructs
the values that determine what “ordinary lifestyles” are
as expected by society, criticizes the mechanisms that
create societal rules, and examines “transgressive lives”.
Ernest dit Alban argues that within “queer expressions”

in Japanese subcultures, the most important element is
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the body that works to break down stereotypes of gender
and sexuality.

With regard to the preface’s theme of media and the
body, Ernest dit Alban makes the significant point that
to make queer theory in manga possible, the discus-
sion must move away from the stereotyped bodies of
the characters and address the expression of “subjec-
tivity” itself. This argument overlaps with the analytical
perspective of this book with regards to popular cul-
ture: moving away from and then returning to the body.
And, upon this return to the body, various options for
diversely discovered identities involving the body—*“the
queer body and the subjectivity created therefrom”™—
are suggested. The point that queer manga, as a form
of expression derived from the clashes of women and
LGBT people with society, cannot be disconnected
from the social movements that have provided support
is related to important points regarding social change
brought about by media expression. This chapter pro-
vides us with hints on the possibilities of a popular

culture open to the future.

5. Toward Resolving the Anxieties of the Body:
Future Developments

Relations Between Modern Media and the Body

Thus far, based on the “digital platform” keyword
introduced in the first section, we have discussed
Japanese popular culture from the early modern era
through the prewar and up to the modern day, focusing
on the body-media relationship. While the genres of
popular culture addressed may be limited, it is clear that
new discussions on modern digital platforms and their
structures can illuminate changes in media and the
body within Japanese popular culture of the past. That
is to say, as our methods of expression and the frame-
works of our imaginative worlds change, it becomes
possible to elucidate the specifics of the involvement of
the “body” with media. To reiterate, the body in a broad
sense includes the tools and technologies we use as well,
and thus, the anxieties of the body have expanded in
keeping with the evolution of technologies and tools.
The points made here can contribute significantly to
the consideration of culturally creative behavior, the
relationship between bodies and technology, and the
formation of new media.

This preface opened with a discussion on the height-
ened anxieties of the body, of which far more people

have become aware in the current COVID-19 crisis. In

the future, how are we to handle these anxieties?

First, based on the discussion in this book, let us raise
once again the need to rethink the relationship between
modern media and the body. The day has already
come when, without the digital platforms provided
by IT companies such as Google, we would have great
trouble leading the lives we do now. It is thus import-
ant to take stock of the advantages and disadvantages
therein. The greatest advantage of using these platforms
is convenience, while the disadvantages include being
subject to control and the mismanagement of personal
information.

Can these disadvantages be alleviated by, for instance,
improved media literacy? Unfortunately, the answer is
no. We have already been co-opted into, unknowingly,
the profit-making mechanisms of these gigantic plat-
forms in a global society. Moreover, in return for the
conveniences of life, we face dangers, such as entrusting
all our personal information to third-party corpora-
tions for control and monitoring. Naturally, it is thus
becoming ever more important to repeat the process of
deciding for oneself and choosing for oneself through
the individual body.

Second is the issue of returning to the body, as
discussed in Part 3. So far, we have indicated the pos-
sibilities of expressing the body, transposing the body,
and returning to the body through an examination of
popular culture from the perspective of the body-media
relationship. The transitional nature of this process has
been presented through the example of cosplay, where
participants delight in a different identity by dressing up
as a character other than themselves.

Here we view identity from the perspective of the
“living body”. A living body is a body that gains new
identities throughout life, including the imagining body,
the expressing body, the body participating in social
activities, and so on. This perspective resonates with
the discussion on the “potential of the queer body” in
Chapter 10 by Ernest dit Alban. Identity here is not in
the sense of a story alone: having confronted our own
bodies once again and coming to an agreement with
ourselves, we transpose and rewrite our identities along
with the body. This is the process of gaining a queer
body beyond the existing categories of male and female,
a body which is not simply an expression but an individ-

ual body living in society.

Toward Imagining the Future

We are facing the imminent recreation of the
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body-media relationship, a situation not unrelated to
the anxieties of the body discussed earlier. We might,
then, find ourselves coming to a halt or failing to think
because of these anxieties. However, in order to move
forward through relativizing these anxieties and develop
future-facing imaginative capacity, it is important to
emphasize the approach of reflecting on and learning
from the past.

In addition, let us point out here the efficacy of con-
sidering these matters in the locus of Japan. This book
has examined Japanese popular culture from diverse
perspectives, but there is no intention to suggest that
we should be confined by the boundaries of Japan. It
is also important to consider how, within the modern
global society, various societies transcend their borders
and respond to the actions of the rest of the world. That
is to say, we see “Japan” as an open field that can be used
to consider multifarious issues as we discuss the body—
media relationship in modern global society.

This preface has discussed popular culture from the
perspective of the “body” in the broader sense, utiliz-
ing the phrase “digital platforms” from modern media
theory. Chapter by chapter, this book provides a clear
view of the body-media relationship in Japanese pop-
ular culture from the early modern era through the
prewar period. The next task will be trying to under-
stand the future transformations of this popular culture
and how it will engage with popular culture worldwide.
This book should provide a range of hints for the con-
sideration of these issues as well.
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Volume 4 Preface:

1. Composite Characters

“My characters are mere composites.” This was
Margaret Mitchell’s reply regarding the discussion on the
fascinating characters of Gone with the Wind (published
in 1936), showing her awareness of the positioning of
models and of readers probing into her methods for
shaping characters.

“People have already started trying to find the real-life
models of the characters in my work. [...] People are
picking out Rhett Butlers to such an extent that I may
have a lawsuit on my hands yet for using the grand-
fathers of certain people who must remain nameless.
And I have never heard of their darned grandfather.
And Melanie has been fitted to a number of people, last
of all me.” (from a letter “to Gilbert Govan, historian
and director of the Chattanooga University Library,”
in Konosu Yukiko, Nazo Toki Kaze to Tomo ni Sarinu--
Mujun to Kattou ni Michita Sekai Bungaku [ Mysterious
Gone With the Wind--Contradictory and Conflicting
World Literature] [Shincho Sensho 20181). This letter
was dated July 8, 1936. The first edition of Gone with the
Wind was published in May of that year, with full-scale
sales starting on June 30, so this letter substantiates the
tremendous circulation and huge sensation surround-
ing the book.

Gone with the Wind, which achieved explosive sales
as a work of American popular fiction, garnered talks
of film adaptations when it was still in proofs. Mitchell
won the Pulitzer Prize the following year, and two years
later, in 1939, the feature film version became a major
hit. It won many awards. For discussion on this pro-
cess and the “character” theory of the original novel,
differing from the film, see Konosus work above. This
beautiful technicolor film was released in Japan after
the Occupation, in September 1952. *!

The year of the novel coronavirus, 2020, is 80-odd

years since the film's production, but it brought events

The Popular Culture History of
“Characters” and “Worlds”

Araki Hiroshi

surrounding this film that caused quite a stir. In June,
complaints about the depiction of slavery in the film
arose, and the US video streaming service HBO Max
took it off its platform (June 9). On June 24, “it was
returned to the streaming platform in the original
production format, with the addition of a video com-
mentary of about 4.5 minutes by African-American film
critic and University of Chicago professor Jacqueline
Stewart.” The stated intention was the “need to recog-
nize and understand history in order to build a more
just and inclusive future.” (See Asahi Shimbun article,
June 26, 2020).

In July 2020, the last major actor in the film passed
away, news of which filled the pages of the newspapers.

The Asahi Shimbun wrote, for instance, “Olivia de
Havilland, who played the role of Melanie Hamilton in
the American film Gone With the Wind, passed away on
the 26th in her home city of Paris, at the age of 104, as
reported by the US media. She died of natural causes---”
The article continued, “Born in Tokyo in 1916 to British
parents, she moved with her family to California in
1919. She was nominated for an Academy Award five
times, including for Gone with the Wind (1939), winning
the award for Best Actress twice, for To Each His Own
(1946) and The Heiress (1949)” (July 27, 2020). Other
papers ran similar articles. Beyond the feat of winning
two Oscars, she was Melanie first and foremost. This
composite character, possessing the image created by
the author and brought to life on the new complex stage
of color film, ended up overshadowing the life of a major
actress. These characters may expand the world of the
novel, or distort it; they construct vast story worlds and

connect them to the present day.

2. The “Characters” and “World” of the Tale of
Genji

Now, to invert space-time for a moment, let us
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consider what is commonly known as the world’s oldest
novel, the Tale of Genji.

The British classic Hydrotaphia (Sir Thomas Browne,
1658), an important symbol in Natsume Sosekis
Sanshird and likewise cited (in the English original) in
Benedict Anderson’s Imagined Communities, notes that in
order to depict a single image of Venus, goddess of the
ideal of beauty, beautiful women were assembled from
around Greece. The characters of Genji are also compos-
ites. The protagonist, Hikaru Genji, is born shining with
ideal beauty, the son of a monarch. He has long been
compared to the noble youth of the Imperial Family,
such as Ariwara no Narihira, Minamoto no Toru, and
Minamoto no Takaakira. However, it seems to me that
the models for his father and mother are projections
of the Chinese Tang Dynasty Emperor Xuanzong and
his wives (Consort Wu and Yang Guifei) and that the
models for Hikaru Genji included the Prince of Shou
(son of Consort Wu) and An Lushan (the adopted son
and rumored lover of Yang Guifei), an unusual Sogdian.
To add another personal opinion, Hikaru Genji may also
have been modeled after the Buddha, if the latter had
never been permitted to enter the priesthood.

The Buddha was also born a shining prince and just
like Hikaru Genji, never became king. As well as the
early deaths of their mothers and the love and attach-
ment of their stepmothers (Mahapajapati Gotami and
Lady Fujitsubo), they were both also burdened with
poor relationships with their wives (Yasodhara and Lady
Aoi), fated from their previous lives. Before entering the
priesthood, the Buddha had three wives. Hikaru Genji
was also surrounded by many women, for each of whom
he built “four-season” mansions (called “three ages” in
India and interpreted as “four seasons” in China) of
residence. Featured in multiple plots including the ful-
fillment of prophecies, the composite Hikaru Genji is
diversely colorful, possessing as well the potential for
global development. *2

Characters created in this way work to compose the
Tale of Genji within a historically factual worldview that
scholars of the medieval period call junkyo or histori-
cal context. The Kakaisho, a voluminous, authoritative
annotated 14th-century exegesis of the Tale of Genji,
starts with an explanation of the theory that Genji was
modeled on Minamoto no Takaakira, son of Emperor
Daigo, noting, “Does not the period of the tale follow
the three generations of Emperors Daigo, Suzaku, and
Murakami?” (Shimeisho Kakaisho, Kadokawa Shoten).
The interpretation applies the “world rules” of kabuki

to this purely fictional work.

To make a guess as a classical scholar, I would say that
an origin of the concepts of “character” and “world” as
discussed in this paper can be found around here. *3
However, the Tale of Genji had already proved its resil-
ience at that point, far from becoming outdated.

For example, the character of Hikaru Genji was also a
trickster. After giving birth to Genji, the excellent second
son to Emperor Kiritsubo, his mother was subject to
envy in the women’s quarters of the palace due to the
emperor’s excessive love for her: “There was someone of
not a particularly high rank, who was the conspicuous
recipient of a great deal of the emperor’s affection,” and
“there were grudges held against her” (Japanese Classics
Collection). Her health suffered, and she passed away
when Hikaru Genji was three years old.

Under pressure from Lady Kokiden, the mother of
Genjis older brother, as well as a prophecy, his father,
the emperor, dismisses Genji from the Imperial family.
However, later on, Genji has an affair with his father’s
new wife Fujitsubo, which results in a child. The emperor
is none the wiser, while Fujitsubo suffers with worry,
but the child—whose parentage goes undiscovered—
later rules as Emperor Reizei. Hikaru Genji becomes a
hidden disturbance to the order of the nation, bringing
the story into an unheard-of world.

Omitting the intermediate sections, this unprece-
dented masterpiece introduces in the 10 Uji chapters, as
its last protagonist, the ultimate anti-heroine Ukifune,
thus conducting its readers into an unresolved dystopia.

Of distant and humbly noble birth (born the child of
the Eighth Prince of Uji, Hikaru Genjis younger brother,
and the younger half-sister of Oigimi and Nakanokimi,
she is raised in eastern Japan after her mother remar-
ries), she appears as a composite in the story, as the
beloved of Kaoru and a representation of Oigimi. Then,
in a kind of composite destiny, she is torn between the
sincere loves of Kaoru and Prince Niou, two descen-
dants of Hikaru Genji, and throws herself into the Uji
River... A funeral service and 49-day memorial are held
after her assumed death, even though her remains had
not been found. In reality, she has been rescued and
revived, becoming a Buddhist nun at the foot of Mt.
Hiei, owing to the Buddhist priest who saved her.

However, toward the end of the story, Kaoru learns of
Ukifune’s survival and takes action: she is given a letter
via her master saying that she should return to secular
life and make amends with Kaoru. Even as fate toys with
her life, nothing is settled with Ukifune. A story that
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began with the birth, adultery, and the conception of a
child of one protagonist abandons another protagonist
in midstream, unwed and childless. The composite of
Ukifune was an experiment in the history of storytelling
that the Tale of Genji presented to the future.

The story ends abruptly with a focus on the foolish
Kaoru, dumbstruck in his total bewilderment in front of
the woman protagonist who has rejected him.

On the contrary, Gone with the Wind closes with the
(shall we say optimistic?) murmuring of Scarlett, “After
all, tomorrow is another day,” as she is ultimately left
behind by her husband. Nearly 1,000 years separate
these two masterpieces, but both use the technique of
leaving the story open-ended. The Tale of Genji had an
almost impossibly early maturity as a novel.

While Margaret Mitchells novel was a runaway
success, she was worn out by much criticism and the
widespread pirating of her work, dying relatively young
in a traffic accident. No sequels or new works were ever
released. Similarly, the author of the Tale of Genji was
highly praised by Emperor Ichijo, whose praise and her
colleagues’ envy bestowed on her the nickname “the
well-read court lady,” which quickly spread.

She also wrote the Diary of Lady Murasaki, which
includes, in the drunken banter of Fujiwara no Kinto,
the first reference to the Tale of Genji, on which the dec-
laration of the date of Classics Day is based. Thereafter,
however, no new stories from her brush have been
found. However, recognition of her work only increased
after her death. The author of the Tale of Genji **, with its
long history of varied and rich reception that extends to
the present day, was early given mystic status like that
of a fictional character, including praise elevating her to
otherworldly status and legends that she was a bodhi-
sattva. In the early 13th century, about 200 years after
her work was completed, the author’s image appeared
as a ghost “in someone’s dream,” saying “I am Murasaki
Shikibu. Assembling nothing but falsehoods and dis-
turbing people’s minds (referring to the excellence of
the fictional Tale of Genji), I have fallen into hell and
am suffering unbearably” (Ima Monogatari, Kodansha
Gakujutsu Bunko). This tale of hell thus led to “Genji

memorial service” literature and rituals. *°

3. The World of the Tale of the Heike

Around the time that the story was told about the
ghost of Murasaki Shikibu, author of the Tale of Genji,

another important narrative world was coming into

existence. It was called the Tale of the Heike.

While this was also called a tale, it was not a fictional
composite. The sources for this tale were the historical
facts of the Genji and Heike clan conflict during the late
12th century. However, the development of the story
and the modeling of the characters included a substan-
tial number of fictional elements.

Depictions of history in the form of pseudonymous
tales had already been achieved by this time, in works
such as The Great Mirror and Eiga Monogatari, but given
its influence, the creation of the narrative world of the
Heike amounted to a major milestone.

The Tale of the Heike has continued to provide raw
material and topics for various kinds of literature, per-
forming arts, and even fine arts and crafts, right up to
the present day; “there are probably no other “classics”
as fully a part of Japanese culture. Of course, the Tale of
Genyji is also a highly influential classic, but in terms of
its scope of influence and the volume of works created
as a result, I think the Tale of the Heike surpasses it,” says
war chronicle researcher Ohtsu Yuichi. *®

We have, then, the Tale of Genji, which dons a his-
torically factual “world of fictional characters,” and the
Heike, which develops a characterized “world of the tale
of the Genji and Heike clans *”” within the historical
reality of the clan conflict.

The narrative worlds of these two grand classics are
unified in the same topos, as physically reproducible
plays, in the performing art format of noh theater.

The role of the Tale of the Heike is especially strik-
ing. It has been said that “There is an incredibly large
number of noh plays sourced from the narrative family
of the Tale of the Heike, including 86 of the roughly 550
noh compositions with known titles from the Muromachi
period (including lost works). The Tale of the Heike itself
is the largest source of noh plays.” *® Zeami defined the
three body types as that of an old person, a woman,
and a soldier, and wrote: “The noh form of the soldier’s
body. Should the source of the character central to
the play be a famous Heike or Genji warrior, the play
should be always composed in accord with the accounts
given in the Tale of the Heike” (Sando, Survey of Japanese
Thought).

On the contrary, the Tale of Genji serves as a source
only a fraction as many times. There are several exam-
ples of “Genji noh play” * characters based on the Tale
of Genji or taking source material from the same, includ-
Yiigao (Hashitomi),”

” o«

ing “Utsusemi (Utsusemi) (Go),
“Lady Rokujo (Aoi no ue) (Nonomiya),” “Akashi no ue
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(Sumiyoshiméde),” “Asagao saiin (Asagao),” “Tamakazura
(Tamakazura),” “Ochiba no miya (Kyé no ochiba) (Darani
ochiba),” “Ukifune (Ukifune) (Kodama Ukifune),” and
“Hikaru Genji (Suma Genji) (Sumiyoshimade).” *1°
According to Yamanaka Reikos detailed chronologi-
cal analysis, related works include Genji Kuyo, as well
as “Aoi no ue,” “Ukifune,” “Suma Genji,” “Nonomiya,”
“Tamazakura,” and “Yigao” from the eras of Zeami,
Zenchiku, and Onnami, with the rest created “during
and after the late Muromachi period.” *!!

For example, in the above-mentioned Zeamis Sando,
“the male bodies include Narihira, Kuronushi, Genji,
and Yashi” as “the various body types being mimicked,”
and as such the real-life poets Ariwara no Narihira
and Otomo no Kuronushi are juxtaposed with Hikaru
Genji. According to noh researcher Amano Fumio, “if
we include lost compositions, there are about 10 noh
plays which present fantastical versions of the Genji,” in
which “characters from the tale appear as ghosts. [**-]
Basically, this was probably accepted as the characters
were considered to be real people at the time.” *1? This
is a suggestive reference to the form of the character of

Genji in the noh theater space.
4. The Taiheiki and Sekai kémoku

The Taiheiki appeared in the mid-14th century,
concurrently with noh theater. According to early
modern literature scholar Ohashi Tadayoshi, given the
constraints of the era, “compared with the Tale of the
Heike, Genpei josuiki, Soga monogatari, Gikeiki, and other
Genpei/Soga works, very few compositions drew on the
Taiheiki as a theme for classical works. The two works
showing a direct relationship to the Taiheiki are ‘Tanpu’
and ‘Shirahige.” Additionally, there are ‘Hachinoki’ and
‘Toei,” which are thought to have used source material
from the legend of H6j6 Tokiyoris journey as well. Sanari
Kentard also points out that ‘Arashiyama,’ ‘Shari,” and
‘Utaura’ are related to the Taiheiki.” However, the situa-
tion changed greatly with the dawn of the early modern
era. “In Shinyokyoku hyakuban, an early Edo period
collection bearing the bookplate of Naito Yoshimune
(1619-1685), Lord of Iwakitaira, we find that the most
central events and characters of the Taiheiki are taken
up and converted into noh songs different from older
classical music.” *13

In the words of Torii Fumiko, who picked up the dis-
cussion where Ohashi left off, “the Taiheiki was popular

reading material among samurai families from the

Muromachi era on; at the beginning of the early modern
era, it is reported to have been widely read among com-
moners as well as samurai. By the Muromachi period,
the Taiheiki had already had several different editions,
with even more different versions appearing in the early
modern period.”

“In this way, the beloved Taiheiki provided themes
for literature at the start of the early modern period,
influencing many works, including children’s books and
popular literature. In this context of the general popu-
larity of the Taiheiki, it was also frequently adapted for
the stage in noh, puppet theater, and kabuki” *** during
this period.

As kabuki began to flourish thereafter, the term

“world” became important.

The concept of “worlds” is at the root of kabuki
theater. To put it simply, “worlds” were incorpo-
rated into kabuki as the multitude of beloved stories
handed down through the ages, from ancient times
to the medieval period and then to the Edo period.
[...] The plots and characters of these stories were
all well known by people in the Edo period, a
knowledge base on which kyogen playwrights would
build to incorporate new plots and thereby create
new scripts. The Kezairoku, published in 1801,
states that “the vertical line is the world and the
horizontal line is the plot.”

(“Kabuki Yogo Annai” [Introduction to Kabuki
Terminology] Asahara Tsuneo, “What Are Worlds?” *1%)

First, in building the outline, since the world is at
work here, kyogen makes no changes to the ordinary
world. We call it the vertical line and the horizontal
line as a method of constructing the storyline. For
example, we could add Ishikawa Goemon as the
horizontal line to the vertical line of the Taikoki.
[...] The vertical line is the world, and the horizon-
tal line is the plot. (Kezairoku “Tatesuji Yokosuji no
Koto” [On Vertical and Horizontal Lines] Iwanami
Bunko)

According to Sekai komoku (Rare Book Publication
Society Series, Volume 9, 1916; viewable in the National
Diet Library digital collection), a collection created
in the Edo period, the historical “worlds” began with
Yamato Takeru and continued through the eras of
Empress Jingt, Emperor Nintoku, Princess Sotoori,

Urashima, Princess Matsuura Sayo, Prince Shotoku, the
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Taishokan, Emperor Tenji, and so on. This is where the
“60 Chapters of Genji” appear. Interesting is the note
that states, “this is the period of Emperor Suzakuin, but
Genji can be added to the story anywhere.” However,
the “roles” are limited to the so-called main part of
the book. The characters from the 10 Uji chapters are
not listed, and Ukifune’s name does not appear. This
omission is interesting as corroboration for her status
as an anti-heroine. Regarding the Tale of the Heike, it is
accompanied by “Yorimasa,” “Kiso,” and “Genpei ikusa,” as
well as “Gikeiki” among other related worlds. Of the “Izu
nikki,” which mentions Yoritomo, it says that “the roles
in this world should be combined with the character

” o«

names from the Tale of the Heike.” “Soga” of the Soga
monogatari also occupies an important position, while in
relation to the Taiheiki, works listed include “Taiheiki”

as well as the yokyoku piece “Hachinoki”.

5. Intent and Overview of This Book

The previous sections gave a brief historical discus-
sion of the premodern era regarding “characters” and
“worlds,” two key terms in this book. Here, granting
some inconsistencies in the order of the explanations,
the origins of this book are described.

This book is the fourth installment in a research series
on Japanese popular culture, planned as part of the
outcomes of the NIHU transdisciplinary project titled
Historical and International Research into Popular
Culture to Pursue New Images of Japan (2016-2022).
The topic of “characters and worlds” was also a pro-
posal from the project *1¢; and while previous activities
and discussions from the project are used as references,
there were no limits placed on the incorporation of new
discussions. This author then asked two pivotal mem-
bers of the project, Assistant Professor Maekawa Shiori
and (then) project researcher Kiba Takatoshi, to partici-
pate in the editing process. They readily agreed, helping
to move the planning of this project forward.

In preparing this book, I wrote my own purpose
statement based on the editorial meeting, and then on
behalf of all the editors, wrote to potential contributors
to request their participation. The following is an extract
of that personal request, organized and expanded for
this preface.

*

In thinking about the development of popular
Japanese culture, the existence of “characters” and their
expansion or convergence is an important research topic

that cannot be overlooked.

Even an ordinary bird’s-eye view shows us that from
the ancient examples listed in the kabuki handbook
Sekai komoku, like Yamato Takeru and Prince Shotoku,
to the current pop scene; in history and in fiction; in the
classics, and in contemporary works and phenomena
of literature; as well as in fine art, the performing arts,
manga, film, music, anime, and video games, an innu-
merable wealth of characters has arrived, taken shape,
and faded away.

Some of these characters have taken on new traits
that fit, in the literal sense, with the media and tastes of
the times and are “passed on with the era” (Shinoyama
Kishin), only to be given variations or revivals, coming
alive when mixed with international elements, and
repeating over and over a rather carefree process of
recreation and resurgence in popularity.

This installment focuses on another important term:
“worlds.” This term, of course, means “the world” (the
globe), but more specifically, in kabuki and other set-
tings, it has been invoked to refer to the world and the
plot of a play. More broadly, the term has been given
a range of meanings, including “worldview,” which is
often mentioned in discussions about anime and other
modern works.

Various characters and worldviews have accumu-
lated as common property in Japanese culture. They
have either become a part of the commons, creating
space for creative works, or they are integrated into
composite “replacements” (Michael Emmerich’s term *17),
giving birth to new groups of works and generating a
rich popular culture. In the future, for better or worse,
yet-unknown cultural phenomena will be created.

In this series, which examines pop culture’s historical
continuation (intermittence) and development, these
complementary terms “character” and “world” are the
essential core of the discussion.

We hope to grasp these subjects in a diverse and flexi-
ble way. With a firm footing in each of the authors’ areas
of expertise, the text discusses various cultural phenom-
ena from ancient to modern times from diverse points
of view, using a common basis for understanding the
history of pop culture in order to open new horizons
and create a space for interdisciplinary discussion in
the present day.

This work is based on our aim to deliver a space for
the knowledge gained in our Popular Culture Research
Project not only to other researchers, but also to a
broader general audience (including those who work

with or consume current popular culture).
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Up to this point, the text of the preface itself has
been essentially a composite of citations, but the
real substance of this volume is to come, in each of
the compositions that unfold in the coming sections.
Along with a guide for reading this book, this section
provides a simple overview of the content of the book,
as assembled under the title The Popular Culture of
‘Characters’--Tradition, Performing Arts, Worlds.

Below, the book is divided into five sections; the
central scope of the study starts from an analysis of
“character” itself, and then covers beauty, tradition,
paintings/performing arts, and the projection of char-
acter onto modern culture.

As a general discussion, Section 1 asks what “char-
acter” is. Linguist Kinsui Satoshi takes up the issue of
“Character and Personality,” while English literature
scholar Ashizu Kaoris piece is entitled “Yamato Hamlet
Kabuki” (Koizumi Kyoko!); each discusses the topic in
their own way. The American scholar of Japanese lit-
erature, Michael Emmerich, brings a new perspective
to the discussion with his article “Character and the
Possibilities of Translation.”

The subject of Section 2 is “The Beautiful Woman
Character.” Inoue Shoichi, a historian of manners and
customs, examines the realism of the beauty of form,
tracing the differences between eastern and western tra-
ditions and their commonalities with the present day, in
a piece entitled “The History of Beauty and the History
of Fine Art.” Next, art historian Nagai Kumiko discusses
postwar Japan's view of female beauty and its awareness
of the West and the US in “Discourse on ‘The World’s
Three Most Beautiful Women’ and Postwar Japan’s View
of Female Beauty: Considering the Shift from Komachi
to Helen.” Finally, from the point of view of modern
Japanese art history and the history of design, Maekawa
Shiori examines the development of the “beautiful
woman” character of Reiko in a piece titled “Reiko as
a ‘Character: A Series of ‘Reiko Portraits’ by Painter
Kishida Ryusei.”

Section 3 is “Character and the World of Tradition.”
Historian and cultural geographer Sasaki Takahiro dis-
cusses “The Worldview of ‘Shin Godzilla": Characterized
‘Malevolent Gods’ and the World of Legends.” From
the field of early modern Japanese history and the
history of thought, Kiba Takatoshi traces the repre-
sentation of thunder in “A Beast Fell from the Sky:

Thoughts on Raija.” Next, visual culture theorist Sano

Akiko discusses “Tanuki and War: The Development of
the World of Tradition in Japanese Anime Culture.”
Scholar of Japanese classical literature and traditions,
Kurushima Hajime, writes a sidebar on “The Early
Modern Reception of Zegaibo: A Reincarnation of the
Tengu Tale.”

Section 4 analyzes “Character, Pictures, and the
Performing Arts.” Modern historian Aoki Zen consid-
ers “Qing Dynasty Figures in Kobayashi Kiyochika’s
Hyakusen hyakusho.” Long-time Toei film industry pro-
fessional Yamaguchi Norihiro takes a retrospective look
at the continuity of “The Performing Arts History of
Hero Characters in Period Dramas”, from modern-day
heroes to period dramas, kabuki, and noh. Historian of
early modern literature and performing arts, Fukaya
Dai, focuses on “Kabuki and Johnny'’s: Shape-Shifting,
Surviving Cultural Traditions” to compare and contrast
these performing arts in detail.

Section 5, titled “Modern Culture Projection” using
this author’s neologism, delves into the big-picture
view of the projection/production of “characters”
and “worlds” onto modern culture. The section starts
with media critic Kondo Kazuto discussing the devel-
opment of memory media and the magazine culture
that supports it, in “Media History from ‘Yamato’ to
‘Gundam’: ‘Things to Be Remembered’ and ‘People Who
Remember’ in Anime.” Eguchi Kumi, who has a back-
ground in a wide range of specialized fields including
climatology, urban planning history, and urban engi-
neering, analyzes trends in the reception of idols while
also touching on kabuki in “Sharing and Supplementing
the Worldview of Group Idols: Examining BiS and
BiSH.” Matsui Hiroshi, who studies media and society,
rethinks characters and worlds from the perspective of
game analysis in a piece titled “Characters and Worlds
in Video Games: Discussing the ‘Super Robot Wars’ and
‘Saga’ Series.”

It is hoped that readers will explore the specific points
of each essay and savor the focused analyses and height-

ened discourse therein.

6. Modern “Characters” and “Worlds”: Concluding
the Preface

Way back in the summer of 2020, I came across a
somewhat unusual novel. Finding this book an apt
example of the comprehension (using Paul Ricoeur’s
hermeneutics’ version of the term) of “character” and

“world” in the “here and now,” allow me to close the
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preface by introducing it here. The novel is French
author Laurent Binet's The Seventh Function of Language
(Japanese translation by Takahashi Kei, Tokyo Sogensha,
2020). Although the original was released in 2015 and
the English translation came out the following year, the
Japanese translation took five years. This work features
appearances by French philosophers under their actual
names and uses quotations from their actual discourses,

but the world that unfolds is a fictional one.

No wonder it has been a struggle to translate. The
title itself, The Seventh Function of Language, does
not quite sound like the title of a novel. In fact, it
derives from the book Fundamentals of Language by
Russian-born linguist Roman Jakobson. However,
Jakobson lists only six functions of language. The
seventh function does not exist as a category. In
other words, the “seventh function of language”
only exists in the imagination of the novelist. This
novel is one of suspense that follows an unpub-
lished manuscript that Jakobson wrote about the
seventh function.

However, the issues have only just started here. In
the novel, Roland Barthes is the one who acquired
Jakobson'’s “seventh function” document. The novel’s
“hypothesis” is that Barthes’ death was not caused
by a random traffic accident, but was instead a care-
fully planned murder carried out in order to steal
the “seventh function” [...]

Roland Barthes was a real person who really
died in a traffic accident. The novel opens with
this event, using mostly real people as its charac-
ters. Prominent writers and philosophers, modern
French thought leaders who kept the world of ideas
turning in the late 20th century, are mentioned in
the novel by their real names—Michel Foucault,
Jacques Derrida, Philippe Sollers, Julia Kristeva,
Bernard-Henri Lévy or BHL, Althusser, Deleuze,
Guattari, Lacan, the list goes on. Figures from the
political world also make an appearance—Francois
Mitterand, the 21st president of the Republic of
France, as well as his original inner circle of cabi-
net ministers, and his political opponent and 20th
president, Valéry Giscard d’Estaing.

However, while this work is not a “historical novel,”
it is not non-fiction either. It is simply a novel.
(“Translator’s Afterword” from the book)

This avant-garde, ultra-historical novel may not be

so disconcerting for those of us who are already famil-
iar with “characters” and “worlds” through kabuki. The
book provides the rather specious enjoyment of seeing
the thinkers I had loved to read during my graduate
school days as three-dimensional characters, almost
like watching The Forty-Seven Ronin. The narrative also
has a mystery element. The settings flit across space—
time, from Paris, Bologna, Ithaka, Venice, and Naples
in Europe to the US, even including historical academic
conferences. Unfamiliar names and ideologies are also
no big deal. By referring to Wikipedia or other online
information sources, it is not a terribly difficult read.
Filling out the worldview is easy.

While not mentioned above, one more important (?)
role is played by Judith Butler. In fact ... According to
the translator, “How should we view the occasionally
unflattering, cringe-worthy depictions of these modern
French philosophy stars? Toronto-based arts and liter-
ature journalist Lydia Perovic put this question straight
to the author himself.
body would sue you? I think that would be the first thing
English-language publishers would worry about,” she

” o«

Did you ever worry that some-

said.

“The author replied”, “I didn't, but to be honest, the
possibility did occur to my publisher too. Nobody has
the slightest reason to believe that Barthes was really
murdered. The events I created are so unbelievable that
nobody can take them as even remotely true. So I went
into it quite confidently.” (from the above-mentioned
“Translator’s Afterword.”) Undoubtedly, this has to do
with “plot.” Even compared with Murasaki Shikibu or
Margaret Mitchell, this kind of productively ingenious
sense of adventure stands out.

As the Japanese edition’s book jacket mentions, the
real key person in this book is Umberto Eco. Regarding
the question of “What is a writer?” *!8, an issue for today
as well, Eco is still an important protagonist and char-
acter. Having discussed semiotics via the concept of the
“model reader,” Eco became a provocative bestseller
with his difficult novel The Name of the Rose (1980) and
faced readers as an author himself. When his original
novel was made into a film, he then confronted audi-
ences as part of the film-making team.

He had some interesting experiences in his exchanges
with the readers gained with the publication of another
book, Foucaults Pendulum (1988). These experiences
served as the content for a unique lecture, which
provides a record of his discussion on using the neolo-

gisms of the “model reader” and “model author” while
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comparing literary analysis to a walk in the woods. *1°
There is a twist at the end of this lecture recording. It's
the elegant glimmering of a planetarium that recreates a
day in Eco’s life. If I go into detail, I'll spoil the story. I'll
leave the pleasure of this anecdote to those who finish
reading this great work.

On the contrary, I wonder how the forest of pop cul-
ture creation and reception will look to those of you
who finish reading this book and this entire series. As
one of the editors of this series, I am proud of our work-
manship but also simultaneously a little fearful of your

response.
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Volume 5 Preface:

Introduction: An Invitation to Readers

The conventional image of Japanese wartime culture
has been one in which strict control over speech was
universally enforced by the government, with harsh
punishments awaiting any transgressors. Certainly, after
the Manchurian Incident, Japan was shaken to its roots
by major incidents such as the attempted coups d'état
of May 15, 1932, and February 26, 1936, which involved
multiple assassinations; in addition, cases of interna-
tional unrest included the Shanghai Incident of 1932,
the First Battle of Hebei in 1933, and the Marco Polo
Bridge Incident of 1937, expanding the Chinese front.
To control the populace in accordance with the situation
at home and overseas, various laws and regulations con-
trolling speech were enacted and enforced (including the
Act on Protective Observation of Ideological Criminals
[1936]; the Revised Military Secrets Protection Act
[1937]; the National Mobilization Act [1938]; the Film
Act [1939]; the Ordinance Restricting Publication in
Newspapers and the Like; the Act on National Defense
and Security; the Revised Peace Preservation Act; the
Act on Emergency Regulation of Speech, Publication,
Assembly, Organization, and the Like [all 1941]; the
Ordinance on Publishers [1943], and so on), suggesting
that media such as news, publishing, and film were left
to cower under absolute governmental monitoring.

However, over the span of numerous years, this author
and the International Research Center for Japanese
Studies, which is where this author is employed, have
collected more than 30,000 wartime publications, lit-
erary works, items of reportage, photographs, travel
guides, records, and so on. These documents—despite
possibly being in line with “national policy” in the broad-
est sense—suggest, if anything, an unprecedented
flourishing in publishing. In particular, the number
of publications related to the “Territories,” especially

China, increased exponentially to a peak in 1940

Control and Expansion: The Dynamics
of Japanese Popular Culture in Wartime

Liu Jianhui

because of consistent popular interest in the current
and wartime situations, as evinced by the lists of “Books
Concerning Wartime Mainland China” and “Songs
Concerning Wartime China” at the back of this volume.

In this sense, when reflecting on wartime culture, it is
incumbent upon us to amend the gaze thus far turned
only on Japan proper and consider the entire so-called
“Imperial” scope, including, in its wider range, the newly
occupied territories. Without such a consideration, as
detailed below, we will ultimately relegate the cultural
phenomena developed in the “Territories” across vari-
ous genres, including literature, painting, manga, film,
song, and sports, to oblivion, and thus find ourselves
unable not only to grasp the entirety of Japanese war-
time culture but also unable to achieve a true reflection
that allows us to learn from what occurred.

Over the 15 years of its duration, as symbolized by
the expression “total war,” the war shattered the con-
ventional order of life in Japan; it was an unprecedented
event in which the entire citizenry became embroiled.
In addition, because the theater of the war was centered
on the Territories, the cultural acts taking place during
the period naturally converged to a great extent on the
“populace” and the “Territories.” While the topics of each
chapter in the present volume have been determined
by their authors, the fact that nearly all the chapters
concern the Territories is a testament to the deep con-
nection therewith of wartime culture.

Therefore, although this book constitutes the final
volume of the International Research on Japanese
Popular Culture Series (which reports on the Japanese
Popular Culture Research Project: Historical and
International Research into Popular Culture to Pursue
New Images of Japan at the International Research
Center for Japanese Studies), it differs somewhat from
the previous four volumes, and from conventional
popular culture research, in its main focus on the

Territories. This book is thus characterized in part by
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its examination of the following topics, as developed
mainly in the Territories: literature (Chapter 1); songs
(Chapter 2); film (Chapter 4, Conclusion); manga
(Chapter 5); commercial advertising (Chapter 6); archi-
tecture (Chapter 7); travel (Chapter 9); and fashion
(Chapter 10). Naturally, this volume also addresses the
film (Chapter 3) and sports (Chapter 8) of “homeland”
Japan; however, even these phenomena arose in tandem
with the wartime situation and are thus by no means
unrelated to the Territories. Rather, such phenomena
are to be understood as embodying the unity of the two
regions.

Leaving aside these somewhat bold words of induce-
ment offered above, an explanation has yet to be
provided for why the Territories took the cultural lead
in wartime or why this circumstance became inevita-
ble. Below, to fulfill this obligation, is a brief discussion
of the reasons thereof, focusing on the overseas move-
ments of Japanese citizens, in particular, to mainland
China, and on examples of cultural aspects, including

literature, painting, and travel.

1. Citizens on the Move

When considering cultural trends in wartime, the
most important element is the movement of citizens into
outer territories. This includes three aspects, of which
the first is the beginning of the large-scale relocations
to “new paradises” that occurred with the expansion of
the areas being occupied by the Japanese Army. The
second is the large number of travelers to the Territories
for observation or sightseeing purposes in keeping with
the development of tourism. The third is the movement
of the military itself to various battlefields, bringing with
it many military reporters, writers, painters, priests, and
others to the front lines. Leaving the military aspect for
later discussion, let us briefly consider the immigrants

and travelers to these “new paradises.”

Immigrants to Manchuria, the largest group of all

It is widely known that upon assuming the admin-
istration of Manchuria, including the southern
(Changchun-Liishun) branch line of the China Eastern
Railway, after the Russo-Japanese War, Japan was quick
to establish the South Manchuria Railway Company
(Mantetsu) as a special corporation in 1906, beginning
its Manchurian operations. Accordingly, the Japanese

population (previously limited to a mere 5,000 or so

in open ports) boomed in Mantetsu areas such as the
Kwantung Leased Territory, the location of Dalian and
Lishun, and Mukden, rising to almost 60,000 people in
only two years. Subsequently, while the pace of the rise
slowed somewhat, the average increase still remained
at some 8,000 people per year, with approximately
240,000 civilian residents alone by 1930. However, at
this stage, over 90% of the Japanese immigrants were
urban residents of Dalian, Mukden, and so on, with the
agricultural immigrants, later to have a great impact,
only numbering around 1,000.

However, the situation changed after the Manchurian
Incident. As the war situation settled down, Manchukuo
was established in the following year, and there was
an explosion of new agricultural immigrants in addi-
tion to the existing urban residents. Naturally, the
immigration policies of the Japanese and Manchukuo
governments also played an essential role therein,
particularly the Immigration Bill from the Ministry of
Colonial Affairs, which was approved at an extraordi-
nary Diet session in August 1932; the Draft Guidelines
for Japanese Immigration, which were established by
the Immigration Department in April 1933; the Basic
Guidelines for Agricultural Immigration to Manchuria,
as announced by the Kwantung Army Command in
December 1934; the Million-Household Agricultural
Immigration to Manchuria Plan that was approved
by the Cabinet in August 1936; the Manchuria Youth
Immigration Guidelines that were created by the
Ministry for Colonial Affairs and Ministry of the
Army in December 1937; and the Basic Guidelines for
Manchurian Pioneer Policy that were announced by the
Japanese and Manchukuo governments in December
1939 and, likewise, the Second Five-Year Pioneer Plan
for Manchuria that was announced in January 1942. The
implementation of these policies brought 14 waves of
pioneer groups and youth corps to Manchuria, resulting
in yearly increases of the Japanese population through-
out Manchuria, including the so-called Kwantung
Leased Territory. Ultimately, the population reached
1.66 million (excluding military and military-affiliated
Japanese) by the end of World War II.

Immigration to Shanghai and other regions

Japanese immigration to Shanghai began much earlier
than in the case of Manchuria—as early as the begin-
ning of the Meiji era (1868-1912). Initially, however,
the immigrants consisted almost entirely of traders and

female sex workers known as karayuki-san in addition to
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extremely few diplomats and shipping company officials.
The situation changed upon China’s defeat in the First
Sino-Japanese War, after which Article 6 of the Treaty
of Shimonoseki stated that “Japanese subjects shall be
free to engage in all kinds of manufacturing industries
in all the open cities, towns, and ports of China,” sub-
sequently bringing hordes of companies of all sizes and
industries to Shanghai. In particular, textile companies
such as the Shanghai Cotton Spinning Company (Mitsui
Bussan) developed locally at an extraordinary rate
through the acquisition and construction of local fac-
tories. In accordance with the increase in these types of
major corporations along with independent businesses
such as inns, photography studios, clinics, pharmacies,
and print shops, the Japanese population of Shanghai
increased with thousands of people each year, reaching
around 35,000 by 1938, when the Second Sino-Japanese
War began. Population growth was, of course, further
accelerated by the Japanese Army’s takeover of the
International Settlement in 1941 and surpassed 100,000
by 1943.

Other areas with high populations of Japanese indi-
viduals during the war included Tianjin and Qingdao. In
Tianjin, Japanese immigrants had gradually increased
from the signing of the Tianjin Protocol on the Japanese
Concessions of 1897, largely within the Japanese
Concession, numbering approximately 17,000 when
hostilities between China and Japan began in 1937. As
with Shanghai, the population increased extremely rap-
idly; there were around 50,000 Japanese residents by
1940 and approximately 73,000 by 1943. As for Qingdao,
the Japanese population increased gradually from the
post-World War I transfer of administration from
Germany to Japan through the Treaty of Versailles; while
numbers fell in the interim, the population increased
sharply during the Second Sino-Japanese War from
around 15,000 in 1937 to 38,000 in 1943.

Toward the Empire’s “new paradise”

In this manner, over the 15 years of wartime and
through various disturbances, nonmilitary immigra-
tion to mainland China continued to increase annually,
reaching a peak population of over two million people
in early 1945. Given the over one million military and
quasi-military personnel along with transient travelers
as well, of the roughly 70 million Japanese citizens at
the time, around one person in 20 had experience in
traveling to China. This number is roughly equivalent

to the number of Japanese individuals who had traveled

abroad in the late 1980s, during the bubble economy,
albeit in an entirely different context.

Incidentally, with respect to the second aspect of
movement mentioned above, travelers to the Territories,
since the modern Japanese tourism that began in the
Meiji era largely targeted foreign visitors from its incep-
tion, it focused on contact with abroad, in particular,
Manchuria and Korea, which were the link to the Trans-
Siberian Railway, from the beginning. The Japan Tourist
Bureau (JTB), founded in 1912 with investments from
Mantetsu among others, had a branch in Dalian as
early as the following year, beginning travel services to
the Territories. Elsewhere, the Japan Culture and Tour
Association, which was launched in 1924, announced
the “introduction of the ethos and customs of Korea,
Manchuria, Mongolia, and China” as one of its goals
in its founding statement; the magazine Tabi (Travel),
which began publication at the same time and was effec-
tively the official organ of the association, ran Mantetsu
advertisements in its first issue, with blaring headlines
directly calling on tourists: “Travel season is here! To
Korea! To Manchuria! To China!”

In response to the founding of JTB and other sim-
ilar policies, there was a travel boom not only among
ordinary tourists but also, unexpectedly enough, in
the form of junior and senior high school trips to the
mainland. As part of “patriotic education” in the form
of trips to Sino- and Russo-Japanese War battlefields,
this practice continued into the Taisho (1912-1926)
and Shéwa (1926-1989) eras; by the early 1940s, a
large number of youth had visited mainland China and
experienced it for themselves on their prescribed tours.
Naturally, as the occupied areas began to settle down
after the Manchurian Incident kicked off the Second
Sino-Japanese War, railway and other transport infra-
structure was further developed, and travelers began to
visit the Imperial “new paradises.” For further details on
these tours, see Chapter 9 (Gao Yuan) of this volume,
which discusses the example of Nippon Travel Agency's

Manchurian tours.

2. The Expanding Literary Scene

Beginning from Dalian

A rough accounting of the overseas Japanese pop-
ulation as of the end of World War II comes to some
6.6 million, including military and military-affiliated

personnel. As noted earlier, around half of these
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people were scattered throughout China, particularly
Manchuria. Naturally, with such a massive number
of people, various activities thrived locally, along with
frequent coming and going between the countries. The
example of literature and the literary scene shows that
active literary work and interaction with “homeland”
writers were taking place in Dalian, Changchun, Beijing,
Shanghai, and elsewhere to varying degrees even before
the Second Sino-Japanese War broke out.

Conventionally, when discussing the connections
between modern Japanese literature and the Territories,
there is a tendency to raise examples including the
Akutagawa Prize recipients Tada Yakei (Choko Delta/
Yangtze Delta, 13" Prize, 1941 first half), Ishizuka Kikuzo
(Tensoku no koro/The Time of Bound Feet, 17% Prize, 1943
first half), Yagi Yoshinori (Liu Guangfu, 19* Prize, 1944
first half) and so on, in order to discuss the adoption of
current elements into existing literature and the literary
scene, as well as the expansion thereof overseas. The
selection of these works as prizewinners certainly carries
its own symbolic significance in the literary scene; how-
ever, as research has already amply shown, the “mutual
permeation” of the two countries had begun from far
earlier on. While the selection committee was likely
feeling their way based on the situation at the time, the
awards given to these works were no more than one
outcome along this extended historical line.

Japanese literary activity in Manchuria began from
Dalian. The rush of immigration in accordance with the
full-fledged start of “Manchurian management” became
the basis for the birth and development of Japanese-
language literary work in Dalian. The earliest work of
Japanese writers there focused on poetry, such as haiku,
tanka, and renga, and developed in a salon-like manner.
Subsequently, some groups began creating modern
poetry; among these, the experimental short poems and
prose poems published in A (Asia, founded 1924) by
Anzai Fuyue, Kitagawa Fuyuhiko, and their colleagues
had a major influence on “homeland” poetry as well,
serving as a catalyst for the Showa Modernist poetry
movement.

Although Asia ran for only three years, it was suc-
ceeded by magazines such as Junk [as in the Chinese
ship] (founded 1929) and Enjingai (Swallow Street,
founded 1930), produced jointly by Shimazaki Kyéji,
Kato Ikuya, Inaba Kyo6ji, Furukawa Kenichiro, and
others becoming active in poetry, who likewise pub-
lished brilliant collections such as Saigai shishii (Poetry
Beyond the Walls, 1930). Simultaneously, traditional

Japanese poetry activities included the founding of
the Manchuria Tanka Association, the Manchuria Folk
Art Association, the Dalian Haiku Association, and the
Dalian Senryi Group, causing the “Japanese literary
scene” in Dalian to flourish.

Following the Manchurian Incident, various creative
activities continued in Dalian, centered on the Sakubun
(Writing) group (founded 1932), but the heart of the
literary scene shifted to the new “capital” of Manchukuo,
Shinkys (modern-day Changchun). Here, the first coun-
trywide literary organization, the Manchuria Literary
Association, was founded in 1936, followed by Manshu
roman (Manchurian Romanticism) in 1938 and Manshii
bungaku (Manchukuo Literature) in 1939. In Harbin, like-
wise, the general literary arts journal Hokuso (Northern
Window) was founded in 1939.

Manshii roman, according to its editor Kitamura
Kenjiro, was founded along with coeditor Yahara
Reizaburd of the Manchukuo Film Association (better
known as Manei) as “the first general literary arts
journal in Manchuria.” To obtain the cooperation of
the authorities, the two founders called on Sugimura
Yazo, then a trustee of the Manchuria-Japan Culture
Association (which was established in 1933, and the
first president was Prime Minister Zheng Xiaoxu) and
received a prompt promise of support, leading to publi-
cation. The two editors invited Midorikawa Mitsugu and
Yokota Fumiko, members of the Japanese Romantics (a
literary group to which Kitamura had once belonged
as well) to join the group; later writers for the mag-
azine included fellow former Japanese Romantic Dan
Kazuo; Sakubun members Aoki Minoru, Hasegawa
Shun, Hinata Nobuo, Sakai Enshi, Yoshino Haruo, and
Takeuchi Shoichi; other Japanese writers in Manchuria
including Henmi Yukichi, Hasegawa Shiro, Ushijima
Haruko, Otaki Shigenao, and Ouchi Takao; and Chinese
authors such as Gu Ding, Xiao Song, and Yi Chi. While
the magazine struggled financially, it was at one time a
flourishing part of the literary scene.

The last publication of Manshii roman was its seventh
volume, the first in the “Manchurian Romanticism Series,”
“Hekido zanka” (“Traces of Song in Remote Lands”),
issued in May 1941. It was replaced in January 1942
by the large-scale general cultural monthly magazine
Geibun (Arts and Literature), founded by the Geibunsha,
a group of influential cultural personages from var-
ious fields in Manchuria. After issuing 23 volumes
through October 1943, Geibun shifted its publisher to
the Manchurian Arts and Literature League, appearing
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again in January 1944 as the institutional publication of
the League and issuing 16 volumes through May 1945
(published by the Manshit Bungei Shunjasha from
July 1944). After handing over its magazine name to
the League, the Geibunsha became the Manshii koronsha
in November 1943, and continued the Geibun volume
numbers with the launch of Manshu koron. Seventeen
issues appeared through March 1945.

Control of the literary scene and the founding of
Geibun magazine

Among the various background factors in the found-
ing of Geibun, the most significant was the intervention
of the authorities in the relatively grass-roots literary
activity of the time. Namely, the Manchukuo govern-
ments objective was to control the literary scene in
response to its rapid development, in accordance with
the “New Order movement” then being promoted within
Japan: the first step was the release of the Manchukuo
Guidelines on the Guidance of the Arts and Literature
in March 1941. In prompt response to these guidelines,
Muté Tomio, the founder and director of the Public
Relations Bureau of the General Affairs Agency, estab-
lished the Manchurian Writers’ Association in July
1941 as well as the Manchurian Band Association and
Manchurian Artists’ Association in August of the same
year, finally merging them all into the new Manchurian
Arts and Literature League. Geibun later merged with
the League’s first institutional publication, the Manshu
geibun tsiishin (Manchuria Arts and Literature Newsletter),
to be reissued as the League’s official institutional pub-
lication in January 1944; this suggests that it had been
under the supervision of the Public Relations Bureau
and the League from the start, consistently in receipt of
their directions and support.

In addition to Muté of the Public Relations Bureau,
Yamada Seizabur6 and Obara Katsumi also played a part
in the founding of Geibun. Upon coming to Manchuria
in 1939, Yamada joined the Manshu shimbun newspa-
per, and was not only appointed chair of the Writers’
Association when it was established, but also served
as an editor of the reissued Geibun. Obara, who orga-
nized the Geibunsha and became its first publisher, had
been involved in issuing the Modern Manshii magazine
(later Manshii) in Shinkyd from an early stage, offer-
ing Manshusha as a publisher when the Geibunsha was
founded.

Geibun was founded based on the Arts and Literature
Guidelines to bring about the “rise of the arts and

literature” on a wide scale in Manchuria and focused
on “comprehensiveness” and “localization” from its
inception. However, the Pacific War broke out during
preparations for the first issue, forcing the magazine to
rush a “Special Expanded Volume: Greater East Asia
War Edition” into print; from then on, while following
the original policy, they were gradually compelled to
address the circumstances of the time more often, for
example, by printing round-table discussions on various
wartime issues. As the situation became more severe,
the magazine grew slimmer with each change of pub-
lisher: by the time it reached the Bungei Shunjusha,
the original 250 pages had fallen to under 100, and it
gradually lost its “comprehensiveness.”

Nevertheless, the impact of publishing a total of 56
issues, including Manshi koron, over three and a half
years, was great. Specifically, while the magazine also
ran many works by “homeland” writers, including
Yokomitsu Riichi and Yasuda Yojaro, its policy of “local-
ization” to Manchuria also drew in not only Japanese
writers in Manchuria but also Chinese writers such as
Gu Ding and Jue Qing and even Russians like Nikolai
Baikov, making it highly significant in terms of its true
blending of the two literary scenes.

Although on a smaller scale than Manchuria, other
regions likewise accrued, with the expansion of the
areas occupied by the Japanese Army during the
war, large numbers of Japanese authors who strongly
influenced the local literary scenes. For example, the
existing literary scene in Beijing was temporarily all but
destroyed by the collapse of the Concessions and the
mass exodus of Chinese writers after the Marco Polo
Bridge Incident. Some remaining writers began creative
work once again, including the founding of the general
literary journal Shuofeng; in parallel, Japanese writers
in Beijing were active in the Japanese-language literary
journal Enkyé bungaku (Yanjing Literature). Developed
from the pre-Incident group magazine Kidoso (Loess
Layers), the founders included Ezaki Bantard, a reporter
for the Japanese Peking shimbun newspaper, and Hikita
Harumi, a former international student, with up to
30-odd participants. While strongly conscious of the
“homeland” literary scene, these participants were eager
to “discover a foundation for the creation of Northern
Chinese culture along with the Chinese” (Editor’s Notes,
Vol. 9) in their creative work. As reflected in works such
as Ezaki’s Fido ni yamu ie (A House Sick of the Climate)
and Nakazono Eisuke’s Dai-ikkai koen (First Lecture), this

created unique standpoints and characteristics among
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the Enkyo bungaku members, who straddled Japan and
China.

Cooperation and interference with the Beijing lit-
erary scene

Elsewhere, the existing writers remaining in Beijing—
particularly the Beijing University group centered on
Zhou Zuoren—followed up Shuofeng with the large-scale
literary journal Zhongguo Wenyi (Chinese Literature),
gradually recovering their pace. However, much of the
content therein consisted of belles lettres or classical
studies indifferent to the times, far removed from the
“constructive literature” promoted and desired by the
authorities. Their stance struck the Japanese literary
scene, in part, as “extremely passive in expression and
thought,” while Zhou Zuoren was criticized as a “reac-
tionary old grandee” by Kataoka Teppei.

In response to Zhou Zuoren’s attitude, the avant-
garde writers of the North China Writers’ Association
(backed by the Butoku News, founded by the North
China Garrison Army Public Relations Section) chose
a somewhat different path. This group centered on Liu
Longguang, the editor-in-chief of the Butoku News and
secretary general of the Association, who had studied
in Japan, along with Shen Qiwu, a former student of
Zhou Zuoren. Liu Longguang, in particular, cooper-
ated actively with the holding of the Greater East Asia
Literary Conferences and the founding of a unified
Chinese literary organization, sponsored by the Patriotic
Association for Japanese Literature; his promotion of
“literary patriotism” in accordance with the intent of the
authorities had a major influence on the North China
literary scene of the time.

The Patriotic Association for Japanese Literature
cooperated and, indeed, interfered with consistent
enthusiasm to develop this somewhat divided Beijing
literary scene. The Association even boasted that
the greatest focus at the Greater East Asia Literary
Conferences and so on was on (North) China. The
Patriotic Association’s stationing of writers in Beijing as
“cultural ambassadors” and the dispatch of a succession
of literary giants from the first Conference onward sug-
gests that this was accurate to some extent. This context
may also be reflected in the efforts of Hayashi Fusao
and Kobayashi Hideo to negotiate with and involve
local writers in preparation for the establishment of a
Chinese unified literary organization.

Here, we have touched only on the examples of

Manchuria and Beijing; naturally, the advance of

Japanese writers and the Japanese literary scene into the
Territories far exceeded these areas alone. Along with
the activities on the ground in other regions such as
Shanghai and Zhangjiakou, it is hardly imaginable how
many writers must have made their way to the Chinese
front or how many works on the Territories these writers
must have created, from soldiers such as Hino Ashihei
and his bestselling Mugi to heitai (Barley and Soldiers)
(1938) to special correspondents from newspapers and
publishing houses or the later “pen corps” of camp-fol-
lower writers. There is no way to introduce the whole of
this virtual mountain range of writers and works here;
fortunately, however, Chapter 1 (Ishikawa Hajime) of
this volume addresses the issue from a different angle
than that of existing research and clarifies the history
therein. Nevertheless, while still representing just the
tip of the iceberg, the list of “Books Concerning Wartime
Mainland China” at the end of this volume reflects the
situation of the time in part and should also serve as a

useful reference.

3. The Art Scene Mobilized

Everyday landscapes painted in the Territories

Similar to how many writers were sent to the front
lines, once the Second Sino-Japanese War began in
1937, the Ministry of the Army and the Ministry of the
Navy dispatched large numbers of artists to the bat-
tlefield to kindle fighting spirit and document the war,
with the number said to total over 1,000 by the time the
war ended in 1945. Their war documentary paintings
were later exhibited in the “Holy War Art Exhibit” and
elsewhere in homeland Japan, fulfilling an important
function as devices to enhance morale on the home
front.

However, only a tiny fraction of all the paintings pro-
duced were shown at these exhibitions; most of the
works produced were printed on military picture post-
cards and distributed to soldiers in the field and military
staff at home. These postcards became an important
tool for connecting the front lines and the home front.
The military post is said to have handled an average of
400 million items yearly from 1937 to 1941, of which a
sizable portion was likely composed of these postcards.

As battlefield documents painted by camp-follower
artists, who were called the “paintbrush corps” to go
along with the “pen corps,” these paintings are often

assumed to primarily comprise scenes of fighting.
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However, paintings of this kind, along with those of
soldiers’ lives in camp and their interaction with local
residents, consist of only around 40% of the whole;
the overall trend was toward Chinese customs and
landscapes.

Upon fulfilling the objective to bring peace of mind
to the home front and completing their assigned quota,
the painters, in keeping with their usual professional
practices, depicted on canvas the lives of the Chinese
people around them and the natural scenery of this new
country. This output is perhaps unprecedented in that a
massive group of painters painted and recorded foreign
scenery en masse; thus, the value of their work is over-

due for reassessment in other contexts.

Categories of military postcards and the signifi-
cance of camp-follower painters

The 3,000-odd military postcards made from these
paintings that this author has collected can be cate-
gorized by painting genre as follows: “battlefields and

fighting,” “camp life,” “pacification work,” and “scenery
and customs.” With an eye to brevity, here is a brief

introduction of each genre.

(1) Battlefields and fighting

The camp-follower painters’ major mission was to
keep the home front posted on the status of the front
lines, painting battlefields and fighting scenes for the
purpose of propaganda or documentation. Therefore,
every painter produced a certain number of canvases
showing troops going into battle or attacking, vividly
portraying the tension of the battlefield. Compared
to the paintings displayed at exhibitions within Japan,
however, the battlefield and fighting scenes used for
postcards avoid images of horror, using a composition

that emphasizes only the heroic figures of the soldiers.

(2) Camp life

Because civilians, especially soldiers’ relatives, were
interested in information about soldiers’ everyday life
in camp while deployed in the field, the painters made
active efforts to depict these aspects as well. Postcard
after postcard shows the soldiers engaged in bathing,
barbering, cooking, leisure activities, and so on, cleverly
captured and functioning as a propaganda medium of

sorts to set the home front civilians’ minds at ease.

(3) Pacification work

Pacification is a conciliation measure that is taken

in occupied territories to encourage local residents
to show cooperation rather than engaging in hostile
action. While the major duties of pacification in this
context concerned the protection of refugees and the
maintenance of peace and good order, it also inevitably
included an aspect of hearts-and-minds propaganda
with respect to the residents of the occupied territories.
To show off the results of such work to audiences in
Japan and elsewhere, the painters created numerous

images of these “friendly” relations.

(4) Scenery and customs

The camp-follower painters also turned their pro-
fessional gaze on the magnificent nature and lifestyle
customs that surrounded them in foreign countries.
This apparently appealed to them more than battle-
fields, resulting in paintings of scenery around China
that were created with an irresistible touch of curiosity.
These works perfectly demonstrate that the creators

were painters first and camp-followers second.

In this manner, while the works of camp-follower
painters may appear at a glance to fall within the scope
of the modern Japanese art of the period and to have
functioned as so-called wartime propaganda, when
this mass movement is regarded as the advance of the
Japanese art scene into the Territories, and/or a collec-
tive form of documentation and expression, the work
that these artists produced may be understood in dif-
ferent senses with regard to the Japanese and Chinese
art scenes.

First, with respect to the Japanese art scene, this
was—as noted previously—an unprecedented event
and most likely a tremendously valuable experience for
the individual artists as well. Setting the battle scenes
aside, with the landscapes of China in their original
colors in front of them, each artist discovered their own
“landscape” and transferred that moment of emotion to
the canvas. In particular, the encounter with the vast
plains of northern China and the strong light falling on
them might have enabled the artists to put into practice
pictorial effects that would never have been realized in
the “homeland.” This experience must have been deeply
significant not only at the level of individual artists but
also for the Japanese art scene as a whole. In this sense,
while these paintings are a form of propaganda, in a
broader sense, they can also be considered a treasure
trove of modern Japanese art, with their unique aspects

serving as a lesson for future painters.
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Next, regarding the Chinese art scene, when we take
into account, for example, a full view of the modern
East Asian space of expression developed from the Meiji
era onward, its deep relationship with modern Chinese
art can be confirmed in many aspects. The exaggerated
expressions of paintings depicting battles and the home
front, meant to encourage fighting spirit, fundamentally
have a great deal in common with the anti-Japanese pro-
paganda paintings of Chinese artists who had studied in
Japan around that time. In addition, because the occu-
pied territories were depicted in every detail by skilled
artists mobilized in every genre from Western paint-
ings to Nihonga Japanese paintings, woodcuts, manga,
and so on, through the special exhibits and individual
showings involving Japanese artists that were frequently
held in Shanghai and elsewhere, their works are likely
to have had a significant impact on the Chinese artists
who encountered them. In particular, the vast number
of artworks on the theme of “landscape and customs”
must have not only represented the “discovery” of these
landscapes by the Japanese artists themselves but also
encouraged the Chinese artists to “rediscover” the land-

scapes of their own country.

Conclusion: Revisiting the Meaning of 1940

Here, we have touched on literature, painting, and
travel, but in terms of connections to the Territories,
similar structures can likewise be found in various fields,
including photography, songs, film, manga, advertising,
architecture, sports, and fashion. At the risk of repeti-
tion, further details on fields other than photography can
be found in the following sections and have thus been
omitted herein: songs in Chapter 2 (Hosokawa Shiihei);
film in Chapter 3 (Yamaguchi Norihiro), Chapter 4 (Qin
Gang), and the Conclusion (Otsuka Eiji); advertising in
Chapter 6 (Maekawa Shiori); architecture in Chapter 7
(Inoue Shaéichi); sports in Chapter 8 (Suzuki Fitta); and
fashion in Chapter 10 (Wang Zhisong).

Instead of discussion of the aforementioned fields,
this author would like to present a long-term issue of
great concern that has only become more pronounced
through the editing of this volume: the problem of how
to address the turning point in time that is represented
by the year 1940. Traditionally, many commentators
have noted the various commemorative events, projects,
and publications sponsored by the Japanese government

in this year, including the so-called “2600" anniversary

of the founding of Japan” ceremonies, as well as the
Imperial perspective on history therein and its rela-
tionship to the unification of the populace. Few take
a positive view of these events. In political terms, of
course, such views are unquestionable. However, when
we reflect on the meaning of 1940 amid the cultural
history accumulated from the Meiji era onward, tem-
porarily set apart from the political elements, a different
significance comes to light. For this author, who has had
the opportunity to examine roughly 10,000 items of war-
time material from every genre, the level of the cultural
achievement of such works—albeit within the scope of
“representation”—is invariably stunning. It seems as if
all the cultural resources developed within the modern
period have converged on this point, even appearing to
form a single great peak.

At the time of writing, this author has reached no
conclusion on the question of how to relativize the year
1940, torn as it was between political “retreat” and cul-
tural “advance.” Therefore, instead, this author ventures
to present this confusion to the readers of this volume,
in the hope of finding companions with whom to grap-
ple with this dilemma, and perhaps eventually reach a
conclusion.

Finally, allow me to express my apologies for the delays
in publication caused by procrastination and indolence
on my part as the editor of this volume, as well as my
gratitude for the invaluable help I received from Inoue
Naoya in regard to editing, and from Ishikawa Hajime,
Inagaki Tomoe, and Satdo Noriko of the Nichibunken
Project.
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