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Gender differentiation in modern Japanese language

A Japanese woman, teaching at a Japanese school in New
York, looked at the textbook for the first-year children and was
surprised. On the first page of the language textbook, it says
"Boku to Watashi." Translated simply into English, it means "I
and 1" It does not make sense. These are virtually the first
words children encounter in school: gender differentiated first
person terms as an introduction to Japanese culture.

It was not so long ago that gender differentiation was
introduced to the Japanese language. Local languages, mistakenly
called "dialects" but which in fact were the vernacular language
of the locals, did not differentiate first person terms by gender.
They simply used “Ore” and “Washi” regardless of gender.

The recent rise of interest in the construction of the modern
nation-state has referred to the nationalization of language. Gender
differentiation is a part of this modern project. As national identity
is constructed by language, literature plays an important role to
promote a nationalizing project. Without exception, recent studies
have laid the blame on national history (Kokushi), national
literature (Kokubungaku), Folklore Studies (Minzokugaku) and
art history (Nihon Bijutsu) for constructing national identity.

Since this conference is focused on Ga/Zoku, I think it would
be appropriate to talk about vernacularism in language. Scholars
like Komori Y6ichi and SugaHidemi argue that vernacular reform,
known as Genbun Itchi Undo in the early Meiji period (let me
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tentatively label it “Meiji vernacularism”), played a great part in
the formation of standardized Japanese. Contemporary Japanese
language is still limited within the scope of this Meiji
vernacularism. Yet, Another shift is taking place, which I call
“Heisei vernacularism,” and which pushes beyond the limits of
Meiji vernacularism. Conservatives condemn it as disintegration
of the language. Inspired by Komori's writings on Heisei
vernacularism, arising one century after the Meiji vernacularism
movement, I would like to discuss the modern Japanese language
as a historical transition between two reforms. I will particularly
focus onhow gender plays arole in constructing and deconstructing
the standard language, as gender is itself a modern product. I will
illustrate this gender differentiation by referring to literary texts,
which I consider representative of this transition.

Meiji vernacularism and transvestite stylistics

Returning to the subject of Ga/Zoku, Japanese language has
expressed this binary opposition throughout the history. It
coincides with the dualism between written language and spoken
language. There is always a gap between the two, and when
language reform takes place, it aims at dissolving the gap by
making the written language closer to the spoken language. This
is why language reform takes the form of vernacularism.

, Prior to the standardization of the language, people from
differentregions had difficulty in understanding each other because
of the diversity of local languages. Yet written language served
as the common language of communication, a role similar to
Latin in medieval Europe. The gap between the two was taken
for granted, creating a bilingual situation for literate people. If
we include the form of Chinese known as Kanbun, some people
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were even trilingual.

In written language, gender difference was minimal. There
was no gender differentiation in first-person terms, as they used
"Ware" or "A" regardless of the gender. First-person terms in
vernacular languages at local levels were also gender indifferent.

Maeda Ai, a student of Meiji literature and a pioneer who
combined literary studies with cultural studies, was the first to
pay attention to the drastic change in writing in the early Meiji
period. He edited a volume on stylistics, or Buntai, in the series
on modern Japanese thought published by Iwanami Shoten. He
saw the change in writing as a political event. Due to Maeda’s
sudden death, his project was interrupted and taken up by Katdo
Shaichi. According to Kato, prior to the establishment of standard
Japanese, pre-modern Japanese made almost no use of punctuation
or citation marks, and did not distinguish singular subject from
collective subject. It rarely mentioned the subject, including first-
person terms, t00.

It is well epitomized in the example from Sato Kyoden, a
representative vernacularism in the Edo literature.

AARAZABDLRIENTEORS HE 5 5 ZPAITIEN DO E
BOEARAZARLLOLBITRREED 5 Lifh Lith~
BRIZHY TAL Zal b L& BhilibhbobRlcok e
RHOR ZEAT L LA 2 ESTZRBRNWEZEEhobBMiEh s
LWDE RATR HILE bARABH~EGENE D DiFh~L D
Teofanh

(R MEmEmAF . 1782) 1

' Due to the difficulty of access to the first prints or the

original publications of the references quoted in this essay, most quotes
ate from contemporary publications that are available at hand in the
form of anthologies, paperback versions, and collected works.
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Customer: You've got to have a lover among your customers,
don’t you? Courtesan: I don’t like falling in love with
customers. Customer: Then there’s no question about me.
Courtesan: About you? That goes without saying. Customer:
Not worried, huh? Courtesan: IThave only onehope. Customer:
What's that? Courtesan: I hope my favorite will come.
Customer: But you just said you didn’t have a lover!
Santo Kyoden, “Keiseigai shijohatte” (48 Techniques

for Playing With Courtesans)

In a conversation between a customer, a son of a wealthy
household, and a courtesan of the pleasure quarter, the use of
first- and second-person terms reflects status rather than gender.
The gender-differentiated first person term, Boku, now widely
established as textbook language, was merely an invention of the
Meiji period together with "Wagahai," which was popular among
the youth of the day.

The second example, from Tsubouchi Shoyo, was no different
from conventional Edo literature in its stylistics, though he wrote
about new trends among youth. Kat0 argues, "Shoy0 pours new
wine into an old bottle."

E£OE_-+=M, ERE B THBORELMF eEE. QYO
e OR RV THMOBEN 2T, AABORTE2EE DT,
BEL Y 2LARE, REFPHLTHREI Y., BEORES
LRZT, HOBOFZ 3Ty, B»rbRNIZRES
BOE~DOYFe k5720, PTTROITREDATEEDL Ao VA
EFl, 2 TBILOBBE~RTNEW ST, <=7 L. HHHOR
HBF, G BABST. EREFAVERE 5, REOHE
~RTHA. ZOBEE 5 T2, ARz 2b~Fna,
) 72 ATERRTE . BRI Z —2H 5 TREeNPR T, (f
BB PWWRRLIBZ25VHY T ELOES 2D bbb
5, (ERiEsE Fufts4sxE]l . 1886)

A young man of about twenty-three or twenty-four, wearing
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a pair of glasses with a metal frame. At a glance he appears
so vigorous, with his bare arms protruding from his sleeves,
wearing a white summer kimono worn at the ass, revealing
his white cotton underwear. The back of his head is almost
bald, maybe a memento of some pre-natal poisoning. Viewed
from behind, it looks like he is putting a kettle on his shoulder.
Oh, how hot, it’s unbearable! Listen, Sugawa, come to my
room, come on in. I've got something sweet. (Sugawa):
What've you got? Pastries again? How about coming to my
room. I bought some good peaches. Hey, Kiriyama, you
come over here. (Kiriyama): Peaches, so what! I bought a
watermelon! And he gave a punch to the watermelon.

Tsubouchi Shoyo, Tosei shosei katagi (Lives of Today’s
Youth)

By contrast, Futabatei Shimei, a leader of Meiji vernacular

reform, made created a new stylistics. The use of punctuation,
citation marks, paragraph breaks, clear markers of gender
difference (so that you can tell the gender of the narrator without
knowing the subject) made his writing fresh for the times.

PBEIAERL 5 KX EORT 2N

o koz, HEv. KW 5. 80k v KO 2E3Hh
bHVETT, |

X=X 5 BhBENCHERBYC

l=, Bflicddbv i L. |

NTHVETY, |

Me... 3has,

TABRRND, 7/ EH, |

M, |

MXEER (B235%) LIRBZLTBZRO LD EEED
T (BAEY) . MDY THITHER L LTERLT

77 BIEXERLLORBAKR DOE, .« HEoREebo
BEE.T7EERLOE.. LALEEL VI BB DR LD
7 (hEg) | (CESmE PE]. 1887)
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Oseilooked at Bunzo with amystified air and said, “‘Something
more important than my parents. Something . . . more
important than . . . my parents?. . . Yes, there is something
more important to me than my parents!”
Bunzo raised his head, “Hm! You say there is?”
“Yes, sure there is.”
“Who? Who is it?”
“It’s not a person, it’s . . . truth.”
At this Bunzo trembled, and pursed his lips. After a short
silence he ventured to say with a sigh, “Well, you certainly
are a pure, clean creature! . . . Truth is more important to
you than your parents. . . Ah, what a pure creature! But
emotions are strange things.

Futabatei Shimei, Ukigumo (Floating Clouds)

Vemacularism contrasted sharply with conventional Gabun
writing, such as that of Koda Rohan and Higuchi Ichiys. Known
as a refined writer, Rohan wrote a story in the classic style two
years after the publication of Futabatei's Ukigumo. Though it
was written in the midst of language reform, it shows no impact
of vernacularism.

T LSRR TS, B EE PP OTY ROR ORI
HA% < BOWEHT, RLRICIEORMEEY. & L TRERVWEL,
—Lilh Thhr Zhdho 2RI, BENBZZHICEL
PLEROREMICBECIh, FOERFEETHLRSE, B8
ECREDRRES BRY. ik (Boh) bBEOBICE 5 BED
EORBRELLALTREOERE LR Y., W& tEm (T
5) ¥ sz O L... HEY OHEE, EORELIED
RO D HOREE, McHAE RVEZELEHOB,E
REBOTRME BK)  (EEHEME TEFA) . 1889)

With a start, he looked up and thought he discerned in the
silence of the room, lit only from the outside by the sun
which was just at that moment sinking in the twilit sky,
statues standing in solitude . . . I thought I heard Otatsu’s
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voice. My own imaginings make a fool out of me, the folly
of hearing a voice that doesn’t even exist, to mistake you for
an angel, not recognizing that you are a fickle woman who
floats like a weed in the current just as I do, how I regret it,
putting that vain halo on you!. . . Your words are superfluous,
and what's fickle is your heart. Wondering if he were still
dreaming that illusory dream,or whether by some strange
chance it was her voice he heard, he rubbed his eyes and
looked.
Koda Rohan, Farylibutsu (A Buddha in Fantasy)

Higuchi Ichiyo, the first woman writer in print capitalism,
provides an interesting example of the construction of gender in
stylistics. Ichiyo, known as the last writer of Gabun, wrote
Takekurabe eight years after Futabatei's writing. As a mistress of
a literary salon, she was aware of the new trend in literary
journalism. Yet she was almost reactionary in transcending
contemporary language reform.

EWERMDORP Z VMWL BRI NERBIRSAHBIZBI > 03=
MEDOREE DRICE S . BHEN R LOEOERIITNM VMDN
BAEE 5 BRVWT, KEFHL AL STh L, S LI
KO ERTED KE OHE (1REE) O —3E M2
<Rj, 1895)

Looking behind, the willow leaves by the main gate to the
pleasure quarters were so long, and it almost seemed you
could grasp in your hand the noise from the third floor brothel,
whose lights were reflected in the dark canal; you guess the
unknown measure of its prosperity from the coming and
going of traffic there day and night; the name Daionjimae
(Before the Temple of the Great Sound) sounds Buddhist,
“but the people who live there call it Yoki no Machi (The
Gay Quarters) . ..
Higuchi Ichiyo, “Takekurabe” (Comparing Heights)
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Recently, feminist literary criticism has begun to reevaluate
Ichiyo's work in a new light, which contradicts the existing image
of Ichiyo as, in Soma Gyoft’s words, the "last woman of the old
Japan.” Ichiy0’s supervisor advised her not to "write as a woman,"
but rather to "write like a woman," if she ever wanted to be
successful in commercial journalism. The fact that something
was written by a woman does not in itself make it feminine. Just
as a transvestite Kabuki actor serves a model of womanhood
based in male fantasy, more feminine than actual women, women's
writing has to follow male standards in order to be seen as feminine.
Seki Reiko (Seki, 1993), a feminist literary critic, rightly labeled
it “transvestite stylistics." Thus, feminine writing signified Ichiyo
as a woman writer, giving birth to what we know as Joryi sakka.
She applied conventional Gabun, with its sophisticated elegance,
consciously, in reaction to the rise of a new standard Japanese
based on male-centered colloquial language among contemporary
youth.

A question arises: was it really vernacularism? In fact, spoken
language among Meiji intellectuals was by no means their native
tongue; it was an artificial construct based on the middle-class,
male language of Tokyo with a mixture of some Chosha dialect.?
The gap between written language and spoken language was not
really a gap; spoken language itself was created in the process of

% In arecent dialogue with a novelist, Kuroi Senji, a literary

critic, Iguchi Tokio, mentions about Meiji vernacularism and says,
“Genbun Itchi is a newly created style based on the masculine language
in a neutral guise,” (Kuroi & Iguchi, 1997). Kuroi, on the other hand,
refers to the new vernacularism (shin genbun itchitai) and points out
that it is an attempt to create a new writing style, and not a spoken
language. In other words, vernacularism as a language reform is always
areform of writing but not that of speaking.
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vernacularism. Gender difference was a part of this project.

In a feminine guise

In his study of classic literature, Motoori Norinaga made a
distinction between Masuraoburi and Taoyameburi, or masculine
writing and feminine writing. He was by no means a biological
determinist, but rather defined these two styles as strategies
available to anyone, regardless of gender. Within the long tradition
of gendered writing—XKanbun as male, Wabun as female—there
have been instances of male authors writing in feminine guise,
starting with the Tosa Nikki in the 10th century. Japanese men
and women of letters have been fully aware of the construction
of gender in writing, However, this is a trap, especially for women,
since it is a man-made construction of gender. It is always men
who can go back and forth between both stylistics, while women
are limited to a feminine writing style defined by men. In the
final analysis, it enables men to take over feminine writing as
well.

This transvestism in stylistics is inherited by modern authors
such as Tanizaki Jun'ichir0. As a translator of the Tale of Genji
into contemporary Japanese, he himself promoted vernacularism.
He wrote a couple of "I" stories in colloquial Japanese. The first
example is Naomi, a confession story by a male protagonist. The
story consists of a dialogue between a man and his lover. The
use of Boku for a first person term and distinctive features of
feminine language all construct the modern image of this couple.

Mz, 43R

L, EHZD O D XV BELOHEFATIREOM T E Uk,

Mk, 43I0, IBENOELRVERMEY IZIEES U
2. BRI E 2 RBRVA, #i3dIBERZ bhin
Y. ZOEDX 5722 Alrtreeh RAEREIIE. ..
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MCIXES LELSITEHIBY D2

Ibo5—E, MEHPLTIREAL ) ORBIRRA 5 LBV, B
BTD A LI ENT R o TR ORI RWARL k. BB
TEHORBEPORES L. BHLRVONRENAE L. ]
IBALTE-T, TRV DOEFBPRIESTHRENWERS
bl (BwE—E TREADE] . 1924)

“Say, Naomi. Why don’t we both drop this silly stubborness?
I don't know about you, but I cant take it anymore—this
cold life we've been living.”
“What do you want to do about it?”
“Let’s be a real couple again. We can't go on living in
despair like this. We .should be trying to bring back our
former happiness.”
“Bven if we try, feelings can’t change that easily.”

Tanizaki Jur'ichiro, Chijin no ai (Naomi, Tr. Anthony
Chambers. North Point Press, 1990, 164-65)

Tanizaki pays particular attention to woman's spoken
language. The second example of his "I" novels is Manji, which
he asked a native speaker to translate into feminine Kansai dialect.
Kono Taeko points out that the choice of the translator was not
appropriate in terms of class and age for the literary world he
described. It indicates that Kansai language was too alien for
Tanizaki to judge the quality of the translation. But this distance
is exactly what Tanizaki required in order to construct the woman's
world as the cultural "other." In spite of its feminine guise, Manji
carries a male fantasy of lesbianism. Femininity for him is
something alien that he longs for but can never reach.

K& bELSBRT2PVENTHS 520D TRANWELED
ATTITE, FrARBHEHOLZPENVERATTRSP 22N
FEFNZZELUICHE LEF T 2R AN VOAT, 1BA EiThi
L. ¥ TH50 LHAREHE EL S, BATZOT LML
LTECEXBD T, M0k 5 RIcE LD T, EERRRTD
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BEIPRLYLELEOATTR.... (i) THlELELD
TEDIC RERIERBERBICLONTB LENWC RS T, 2560
HRBRCTENVETRARD, (BUEHH— IHl. 1928)

Do forgive me for bothering you again, but I simply
had to see you today—I want you to hear my side of the
story, from beginning to end. Are you sure you don’t mind?
I know how busy you are with your own writing, and if I go
into every last detail it might take forever! Really, I only
wish I could put it all down on paper, like one of your
novels, and ask you to read it. ... But I hate to let you
waste your precious time for my sake.

Tanizaki Jun'ichiro, Manji (Quicksand. Tr. Howard
Hibbet. Vintage International, 1995, 3.)

K (FAR) . bel, SHET oM VENWTHZ L BRUOEL
THROELEDOTT IR Y, ThHO. IFARLELTREDL
THEPERLVERAPLDL? (HIR) © b4 ORELRIBHH
ERFWHRCBLELED LT, 2DWRRRZ LT RAE
ZELIENET DA ? (revised version by Kono Taeko)

Spoken language in post-war literature

The first transvestite "I" novel right after the war was Shay0o,
written by Dazai Osamu. In the process of democratization in
post-war Japan, Dazai wrote this story of the decline of a former
aristocrat family in the feminine spoken language of nobility.
The story was based on the journal of an aristocrat woman. In
this sense, Dazai took over feminine writing both in style and
content.

E o X HBBRANCIL- T, fEBE ORI T B LK
HRBE, DRIEOBERLOFLEELZTHWELLED,
FINZ W LIErD, VB2 LW
EREENRROE I PLBIPFRICRY LT,
Mrd, 5ALEL LTAhED)
b, BRETEEADNE>TNAENINY BNWEEZREL,
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REHOBMEXADTFLER/ENVELE,
lpok L. FhLid. EEWAHBENERATLES 21
BEBIIERT.
MU&bHRn] LB-LLWE Lz,
R M@, 194 7)

A few minutes ago I was standing on the porch, and as I
looked at the rain being blown and swirled about, I was
trying to picture what your feelings are. Just then Mother’s
voice called from the dining room, “I have finished boiling
the milk, Please come here.”

“It’s so cold today I've made the milk very hot,” she said.

As we drank the steaming milk, we talked about the artist. I
said, “He and I are not the least suited, are we?”

Mother answered tranquilly, “No, you aren’t.”

Dazai Osamu, Shayo (The Setting Sun. Tr. Donald
Keene, New Directions, 1956, 92)

Feminine writing here functioned reactionarily in response
to the new reforms in the post-war era as a symbol of deterioration.
It demonstrated a sentimentality on the patt of Dazai that was not
well-suited to the "brave new world." In fact, one year after he
wrote the story, he committed suicide. '

Mishima Yukio is also known for his sophistication in writing
about aristocratic society. Even though he knows the spoken
language of upper class woman, he did not take the first person
of a female protagonist. Instead, he takes a position of third
person, a divine eye, so to speak. This makes his story an allegory,
in which all the characters act under the perfect control of the
author. In this respect, Mishima's work is similar to 18th-century
allegories, and, accordingly, seem classic or almost old-fashioned
in comparison with his contemporaries.

iz BitLnzeizbhroTnT k] LfiTtiEdE-k. T
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HARRORBKERES BT, Eobdhb, SBIRAKET LIRS
WLTWbhEP oleb b, FNEEoTTE5WERb-
LB Dk, RWBRTET, BoTWHLEXENIZNED
AT

BT D o0, BAOHERE 2V CHAT LB OB E
EOEObYCH B, LPLZABRBARAER. WoX s fiTaR
B0 ok, LEPRELL LBk, (ZBHRR

[#RfE0krHE]. 1957)

“T know you’re busy,” Setsuko said. “But since you have an
appointment at eight, it was clear from the beginning that I
could only meet with you today untl eight. You should
have told me much earlier. It would be unfair to tell me
now, when you are angry about my coming late.
She meant to blame Tsuchiya for his sly way of manipulating
even his own anger. But Setsuko’sown resentment put her at
a disadvantage. Tsuchiya spoke to her gently.

Mishima Yukio, Bitoku no yoromeki (The Temptation
of a Woman of Virtue)

It was not until the time of One Kenzaburd that the first
language reform was made in post-war literature. When he was
awarded the Akutagawa literary prize in 1958, most critics were
impressed by his fresh writing style. However, compared with
the "new" quality of the characters and the content of the story,
his stylistics were not really "new."

REBEHERLET. LBV ok, EMORELIE—ARD

THMBLTHWETS, HEPSZHIGETUELTHEE L.
(Hg)

RAFFTOVEBEALRVDR, LRFEEBV- T,

FBiXAIZT520 Y 72 LRNTRARERS R,

IR D b, RTEMER->THDAKE L, B OEkiiZER

TnWdb,

BEDAIRIFE. LARER T,

I+ TR UL EY BB ERLBROBRIBZ 2 2ok,
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HMEOELE LI 2 VENORANROE DL 52 FL2 T TTHE -
TWie, BRI T AiRBWOL LIARENERFENTS LoKKh
DOMfc. ELBIRFHL., LETVoTe., (KB THDR
HE] . 1957)

The man said, we're going to kill 150 dogs. A dog-killing

specialist is making all the preparations and starting tomorrow,

we'll get it done in about three days [. . .]

The pay is really good, said the coed.

You plan to take the job? another student, a boy from a

private college, asked in surprise.

Sure, I'll take it. I'm majoring in biology, so I'm used to

animal carcasses.

I'll take it too, the boy said.

1 stopped at the intersection and strained my ears, but couldn’t

hear any dogs barking. The evening breeze passed through

the bare branches of the trees along the road with a whistling

sound. When I came running after the two of them, the boy

fixed me with an accusing stare. T'll take the job too, I said.
Oe Kenzaburo, “Kimyona shigoto” (A Strange Task)

The use of gender differentiated first-person terms, gendered
markers in conversation, a clear distinction between story-line
and citation... all of these conventions stay within the scope of
writing set by Meiji reformists.

The language of student activists: from left to lib

Thanks to post-secondary education on amass scale, university
students are no longer "elites" in post-war Japan. Yet they are
still the vanguard of language reform.

Shibata Sho's work, "Saredo wareraga hibi" served as a bible
for student activists in the sixties. His story is often written in the
form of confession, with deep inner reflection and self-criticism.
The first-person term, Boku, still gendered, was written in




16  VERNACULARISM

Hirakana, demasculinizing the subject.

ZHLTIOBICETHr L, AEH. —~BEIOBRN S EHLEHE
&5 LLTOWET, Wolkh, g LicEicoh, £5%x
5L, WOLDEEER LKL, ROBORA MY Ny i
. FOEITZ. HEZHBH. bbb, 2b5 OB THWE
WIEREOEBE 7. A2 TWBIXTET,
FNIF O, TTERHETA N ANRN, 25 Ly
PREFEN, ZZRETHD, ELONCESLEE5 T, C
T —FTC ZZEBoTECRRICE 2 THWoTenET
TEHEETHI D Z50WSBNR, LEELELOTET.
(A TEhCHOBEAL . 1963)

Five days have passed in this way since I came to this hotel
in the mountains. My one week holiday is running out.
What did I come here for? Thinking these thoughts, my
mind compulsively confronts the suitcase in the alcove. In
the bottom of it are the several bottles of sleeping pills I
went all over Tokyo buying at this and that drugstore before
I left.

I might be able to leave this place without touching them. A
faint desire to do just that seems to have grown in my heart
since coming here. But, on the other hand, if I leave here
and return again to Tokyo, how can I go on living there?
The thought of it weighs me down.

Shibata Sho, Saredo, wareraga hibi (Our Days, Nevertheless)

Ten years later, another confession was written by a young
woman, Takano Etsuko, at the peak of the student movement of
the late '60s. The use of the jargon of the student movement, and
the old-fashioned stylistics gives it a masculine guise. But behind
the pretentious gesture, what was written was rather naive. With
the publication of her diary after her suicide, Takano became
famous; she was popular not because she was a hero among

student activists but because she was "one of us."
— A= AN DREDENE OWIBIZEN, ELORCIE. FEAOHK



UENO 17

B 2 MR LR B —ERELTWEORE, KE. B
BRANEREROD OBHEZATHE2ER, fAiEthzikhiA
QEEFHLPH &P, BhicRvELEOoL LB R 5. (F
W)

HAES CREI ACOEEER b . LT ZOEHENRA
ETAYULE BhodbobLTELLR2/RPoT. LBL,

FnbERTLE k. §TE5.  (h1g)

Myehsdzl) . TRETHBZE] . ZhBELOZOR
DORETHD. EBHRET [ZOmoKR&A]. 197 1)

There is a huge discrepancy between individual students. A
part of me recognizes that it was natural for the police to
attack the students rioting at Tokyo University. On the other
hand, leaving aside all question of the professors’ role, I also
wonder why the students who witnessed the situation at Todai
didn’t take direct action and put a stop to the police intervention
instead of selling out to their authority. . . In the student
struggle at Todai, the autonomy of the individual
wascontinually questioned. Since Ritsumeikan faced the same
danger, I can’t avoid thinking about it as my problem too.
But right now I'm worn out. Too weak . ..

“T am solitary.” “I am immature.” From these facts I took
my starting point at the age of twenty.

Takano Etsuko, Nijusai no genten (My Starting Point
at the Age of Twenty)

In the same year as the collapse of the student power
movement, Japanese women's lib was born from its ashes as an
unexpected by-product. Contrary to the prejudiced belief that
women's lib is a female counterpart to militant leftism, it was in
fact born out of rage and disappointment with male chauvinism
among male activists. The women's struggle was more expressive
than instrumental, and feminist discourse shift the battlefield from
masculine heroism to everyday life. They introduced new language
against male-defined reason, rationality, and logic. Tanaka Mitsu,
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a representative voice of Japan's uuman ribu, even resisted to be
understood by men. Tanaka was conscious of creating a new
discourse apart from leftist jargon. It reflects women's everyday

language and was closer to spoken language with its rhythm and
breath.

FH, KF L, k< bR LS ZLEZITL. A AlEhE
BOLEB L ENBERTEILORDER D, HEEZBZL
BoDH. FIUCE SN 2 0O8PP T AT EBHHT. &
DHie LTt LW 3 RERBOKBIROPICTHMTITHRBE,
UL, KEOHE, BIEEBREMERKDLS. (P L
LW BHeLThH, BEDRS LVEATRIERVWATH T,
FZREPLTOHBADHIZ, TRATWHWokST, ELLT,
REUTEEDZOR—F L] . LEBEIL oFBWR, Flzid.
— N2 E=Z0 =y MIb 2 EE. FhBSAAPE LN
Fhi2) OSBOFRK LS LETRT, 2OFSHAK LR
VIRbNTEY LTWB S bic, I BBk EDT VAR
i2oCLESDE. (HpEER [Woboeb~] .,
1972)

People often use the word “true intention,” and so do I, but I
sometimes ponder to what extent a peson can be conscious
oneself of one’s true intentions. It’s rare, but I've been asked
now and then to give public speeches—yes, even someone
like me! So I go, not really believing it's for real, but in
most cases, the outcome is disastrous. . . However, no matter
how reasonable I am, if there is, for example, among the
audienceabout thirty percent who think “no matter what you
say, the best life for a woman is as a wife and mother,” that
thirty percent together winds up creating an atmosphere.
Buffeted by that atmosphere, I wind up feeling like a widow
struggling with all her might to no avail.

Tanaka Mitsu, Inochi no onna tachi e (For Women of
Life)

Tanaka was a contemporary of Takano Etsuko. While Takano
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followed the man-made leftist jargon, which pushed her to death,
Tanaka struggled to create a new "feminine" discourse without
getting trapped by masculine speech. In 1972, when members of
the Japanese red army were arrested and found to have murdered
their own comrades at their camp site, it came as a great shock to
the public that it was a woman leader who had passed the death
sentence. Her name was Nagata Hiroko. In a controversial manner,
Tanaka claims "Nagata Hiroko is me," and asks herself, "What
made us take different directions?" She answers, "Man-made
logic denies woman's life. This is where feminism begins."

Heisei vernacularism

A century after Meiji vernacularism, a new language reform
has risen from recent trends in feminine speech. To be more
precise, it began with the writings of transvestite male writers
such as Hashimoto Osamu. He wrote a series, Momojiri musume,
in which a high-school girl plays the protagonist in the first
person. It is written in a slangy spoken language currently used
among teenage girls and young women.

KERFULSBERRWIY, Hlel. ZOEBEH > TR LR
TRID, RoTTL, =P AAAMAEPD. (hE) £OKH
ABFRZ, WOAKE, br—2t ULTERROMH, R—
HeoT, 5o VTR LEBbIRLRobel VY, ¥HLE
5, TIVHRAMCEobRoTe b U—v, BEXLW, 92
b, ZOTNRBR AP, BESRLTABESTHEERBND
¥, Ztshi. .

7. FEARDABRDE, B—oT. (EARE THEIRD.
1977)

Listen, keep this to yourself, but lately, I've begun to get a
taste for wine. Don’t tell anyone, it's really bad. . . On that
point, sake is especially good. When your vision starts to
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blur—it’s ecstasy. What if I end up an alcoholic? Wow,
thatd be weird. Yuck, an alcoholic woman, Maybe if I
were a man, it'd be okay, but not as- a woman. But hey,
that's life, for highschool sophomores.

Hashimoto Osamu, Momoshiri musume (Peach Bottom
Girl)

Hashimoto went beyond contemporary stories, translating the
classic texts into up-to-date language on the eye-opening premise
that the ladies who served at the imperial court were the ancient
counterpart of today’s career women. He translated Seishonagon's
collected essays, Makura no Soshi , in the girlish “Momojiri
language,” and thus promoted vernacularism.

FBoTB I ' EAEABL B TRUD LS LIHBL o
Ty o POENHR EROVWTAD Y (BRE M RER
BoEF]. 1987)

Dawn in spring, no question|
As the sky gets brighter over the mountain, thin clouds of
lavendar trail off. My favorite!

Hashimoto Osamu, Momoshiri-go yaku Makura no
soshi (The Pillow Book translated into Peachbottom Lingo)

Hashimoto's contemporaries have carried out a similar
transvestism in their "I" novels. But Hashimoto makes a sharp
contrast with other writers. While others construct the female
protagonist as Other, Hashimoto's girl thinks and behaves as if
he were a she. She is as intellectual as Hashimoto himself.

Let me give you one example by Uno Koichir0, known as
the transvestite writer who first applied young women's language
in his writing. But his feminine guise betrays him. It is obvious
that the description of the body of a female protagonist as "slender”
and "well shaped” originates in the male gaze.
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Yeah, I'm an aerobics instructor.

I wear skin-tight leotards,

shouting “One, two, three, four, ei, ei, ei. .. “

I leap, stretch, wave my arms and so on. Maybe because of
that, my body’s in great shape and I can really move.

Uno Koichird, Muchi-muchi kon'yoku gyaru (A
Glamorous Girl in a Coed Bath)

Another example is found in Murakami RyQl's transvestite
writing, in which the protagonist is a girl working inan S and M
club. In spite of the feminine guise, his stylistic itself reflects his
stereotypical view of women in the sex industry, even though he
insists that he sympathizes with them.

0—7rPEBL PAL TV —F =Ry S LESTNWHLE
DENDOTE LIEFROD HEL 2% L LTLE- T K7 Ol
BRI > TLESTHTHD DL B L L DHNLBZANNTED
HO—ABHSEL 2ROTARBHEEIRET. Th, LE»-T
HIELIRELHBLT, 20LD0FERL IHORZOBMBRXLL
STCZADBRVHTSE S ZL 2R ST FII-ANWRy hDALT=Y
TEEBTOHTEANL DD ZLEY ENNTEDLEL Thi Ligh
FTHULL BRoTHATHEBEL 22008bpo T, okl
O RAIZLEWM-THTHZILTE L, fALdAK.
HbrobHbREVE, ARy VORYBHERY LFThie
LOFREOP AT, REETH—X], 1988)
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When I was putting away all that stuff like the rope, the
enema equipment, the vibrators, I dropped ared candle shaped
like a man’s cock and it rolled under the door; when I went
out to get it there were three girls younger than me and one
of them handed it to me with a look on her face like she
couldn’t figure out what it was; those girls looked like they
were dressed for a farewell party at some university, two of
them in fancy kimono and the one who handed me the candle
wearing a velvet evening gown; all three of them were much
prettier and taller than me; I felt ashamed of myself and
feeling my own cheeks burning, I grabbed the candle out of
her hand and was about to take off when the girl in the
velvet gown caught my eye, clutched my arm, and said hey
you, wait a minute!
Murakami Rya, Topazu (Topaz)

Long-running sentences with little punctuation, the use of
"Atashi" as a first person term, and slangy colloquialisms
constructs an image of the heroine as indecisive and unintellectual.
Murakami's male chauvinism is clear in his other essays as well.

Tanaka Yasuo’s award winning novel, Nantonaku Kurisutaru,
provides another example. Using the form of a diary written by a
young woman living a sophisticated urban lifestyle, he includes
exhaustive details of trendy goods and events. Because of this,
his work became a symbol of materialism among the younger
generation, and it is in fact a conscious caricature of materialism
based in self-reflection,

Ry Nie@BlexE, F2HMILTHEORF LA EDT5 THD.
HEDEZIZLVERL, F—r » F—F Rk a—Fe#Regs0
b, BRALRIEHRENRLTLES. . HEBDOTVF— -
Yay 7 TCHoTERE, BWER LESAFA VS FRIOEL
Zid, 2¥ht L vy VROFVZ NVEE E UERFRBO TH 5.
T, OO FORERABERRNE N, .08 2T, OB DN
BniewiEd. (HpESR [RAER, 2V R&0].



UENO 23
1980)

Without getting up, I stretch my arm towards the stereo next
to the bed and try to turn it on. I'm somewhat reluctant to
put a record on ‘cause T just woke up . . . On top of a
pale-colored writing desk that I bought at an antiques shop
in Shiroganedai, there’s an orange digital alarm clock (--why
is it there?). ButI can’t read the time. . . simply because my
eyesight is weak.

Tanaka Yasuo, Nantonaku, kurisutaru (Somewhat
Crystal)

His writing is somewhat unconvincing as a woman's writing,
because it is full of citations from current popular journalism.
His transvestite stylistic is more neutral than feminine, as he
does not make much use of distinctive features of feminine speech,
and in this sense in fact reflects the reality of today's woman. But
there are still some unconscious slips in his writings; the over-use
of difficult Chinese letters, which are not available to today's
youth, unintentionally shows his knowledge, but not that of the
female protagonist.

Precedentstothe Heisevernacularism
Shoji Kaoru pioneered language reform a decade before Heisei
vernacularism. He came and went like a comet in the literary
world, leaving only one award winning work, Akazukin-chan ki
-0 tsukete. This "I" novel, written in updated boy's colloquial
language, represented a coup with its witty brilliance to the so-
serious world of Junbungaku or "pure literature,”

THIEL I BRPELRREROESSH) . Lith iz
CORE] KBV o FWERER RN TILTLES b5
RVDESIFVELEE (DEVERIIE. ZH50V5E T SEN
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. MEBET D O RBNWDE) « FhEz Ak Eis
LEde, HOEL OFiCHE S THTESTHERENITTRT
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1969)

But it felt good anyway (maybe I'm a good-natured peson
after all) to feed that bunch of hungry kids and let them go
(you see, it’s not that I'm trying to deny all the bad things
people have said about me). On the contrary, I recall how
she slept just like a child on my lap and I feel like I want to
kick a stone or even whistle with joy. In other words, although
I acknowledge the bad things they've attacked me for, still
there really is something extra left out of the account that’s
all my own, though even I can’t say what it is.

Shoji Kaoru, Akazukin-chan ki o tsukete (Watch Out,
Little Red Riding Hood)

The following generation of writers, such as Murakami Haruki,
has received both implicit and explicit influences from Shoddy.
His writing was genuinely epoch-making in post-war literary
history. Compared with Shoji’s vernacularism, the seemingly
"new" writing of Oe Kenzaburs still remains in the realm of
Junbungaku in terms of conventional stylistics. Shoji's
achievement was too early and so original that he had to wait for
another decade to develop a following in the generation of
Murakami Haruki.

Katd Ten'y0, a literary critic belonging the same generation
of Murakami, tried to join the reform. He went half-way but
failed. Among male writers in his generation, it became common
to write Boku in Hirakana. Kato places Boku in the context of
political argument, giving it an intentional dissonance. Apart from
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the distinction between Boku and Watashi as gendered first person
terms, there is another distinction between men's use of Boku
and Watashi respectively assigned to the private and public spheres.
Men are not allowed to use Boku in an official statement. The
common use of Boku in literature indicates the private nature of
the writing. Kato, however, extends the use of Boku to the public
sphere. On the one hand, it can be a sign of the ignorance and
lack of discipline of the post-war generation, but on the other, it
reveals under-socialization and non-conformity in counter-cultural
discourse. Kato's use of Boku in Hirakana symbolizes his choice
of speaking from his personal self, arefusal to speak as a collective
self. In his book, "In the Shadow of America,"” he argues about
the policy of the occupation army, using Boku as a first-person
term. He was aware, unlike the young patriots in Meiji, of the
impossibility of taking a position as a “public self.” Yet even if
we were to replace the “Boku” in his writing with more
conventional words such as Watashi or Wareware, it would make
no difference. It still follows the conventions of the written
language of high culture in its use of intellectual jargon.

REER [RALRL, Z2VREZN] 21EDTWNS, (HER) T
AL, ZDZLEBOHTIEL CZO—ERIORRA N5 —%
BATHRIEOEN, ZoHSERO/NUL, ELBEE» o7,
ZOES>PFIE. T WMABI Dol HANMH & I E O
TRAROME] Thb.

ZORB BRI, EIFEHP ok,  (hIg)

7 AY Z) i3 TER] 225 U TEL E—A— ADOR HE2EHR
THhE. 20 THR) W5 BlEE R LN 2V LT
. .. EBATHD, (EsE 7 AV HOR], 1985)

Eto Jun praises Nantonaku, kurisutaru (Somewhat Crystal) .
. . Remembering that, this time I tried reading his bestseller
from last year and found that for me too, this novel by Tanaka
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Yasuo was interesting.
I picked it up because of a dialogue in the April issue of Umi
betweeen Yoshimoto Takaaki and Eto Jun on the “Ethics of
Contemporary Literature.”
I found this dialogue interesting too, of course.
Since “America” rules our interiority through the concept of
“the state,” it is powerless vis-a-vis that interiority that isn’t
penetrated by the mediating term “state.”

Kato Ten'yo, Amerikano kage (The Shadow of America)

Tanaka Yasuo's writing well epitomizes the current transition
of spoken language in written dialogue.

ICh, Hlakidxsd, REBRE2LTHSEE RN

[ZY %, BIBOFENIL, HERWE. f< T Lx SERK
2B, HBHDOEHD)
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BN, ENEEE ol
ME—ERDTWEbE. BB OBOFE—H—TR kDT

f~—} (R AL, 2V REN])

“But, you're cheating on someone with me, aren’t you?”
“Hey, I can’t help it, 'm a guy. We all have an insatiable
lust to conquer.”
“Sounds like convenient logic.”
“Well, what about you? You're cheating on someone by
having an affair with me aren’t you? I wanted to ask you
about that.”
“Jun’ichi accepts it—my dating other guys!”
G‘I_Immmm.”

Tanaka Yasuo, Nantonaku, kurisutaru

Murakami Haruki is also known as a good writer of a witty
dialogue.
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“Listen, I know I had too much and got drunk, that much I
remember. So if something improper happened, it was my
responsibility.” As she spoke, she was striking the palm of
herhand with the handle of the hairbrush in an almost business-
like manner.. Ikept quiet and waited for her to go on.
“Right?”
“I guess s0.”
“But really, the kind of guy who would sleep with a girl
who's lost control . . . He's a jerk!”
“But wait—I didn't do a thing to you.”
“Then how come I was naked?”
“You did it to yourself.”
“T dont believe you.” . . . “Can you prove that you really
didn’t do anything to me?”

Murakami Haruki, Kaze no uta o kike (Listen to the
Song of the Wind)

Still, in both cases the use of gender indicators, quotation
marks and paragraph breaks in conversation follow the rules
created by Meiji vernacularism. The stylistics are too conventional
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for dialogue that portrays changing gender relationships. It leads
us to suspect whether a young woman in the late '70s really talks
in such typically feminine speech.

Another pioneer of the Heisei vernacularism is Shiina Makoto.

HFEIIAMES ENEL, LY LY LEHIZES>TW ok,
MBrz—11]

&, BHEMEN SboeFEERY B, SHOLHLZ AR
RAAE. TRay)] LETHrETITIENEIINEN Lie,  (FIg)
HFWR AV EREL, MIRBHO LIt oTWo T,
(g T5QQ) L, IBHOWLE VTR FN Lk, &
BORNEBE LI R e, (HAR EROBICERES D
Zil. 1981)

Yoshino, watching him cautiously, tentatively trailed after
Tokita.
“Ujeeeee!” shouted Tokita in a low voice and flew into
Yoshino’s arms. “Bong,” there was a dull thud as if someone
had struck something . . . Yoshino turned around and jumped
on Tokita, . . “Uggggg,” Tokita made a weird choking sound
in his throat. Yoshino, breathing hard, now began to pant.
Shiina Makoto, Aishii no machi ni kiri ga foru no da
(Mist Falls in a Melancholy Town)

The influence of comics is obvious in his writing with its use
of unique onomatopoeia. But again, if we remove these effects,
his stylistics would be no different from anyone else's. The seeming
novelty in his writing, known as Showa Keihakutai, or light
prose, though it challenged the heaviness of Junbungaku, turned
out to be only superficial.

Young women writers and the impact of girls' comics
Heisei vernacularism began with feminine speech. In this
respect, no one denies the impact of the girls' comics. Contrary
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to the common notion of comic or Manga as commercialized
popular culture, it has been the site of great achievements,
expressing women's inner world in almost metaphysical ways
with tremendous esthetic sophistication. Many young women
writers today confess that they are influenced by comics.
Yoshimoto Banana is one of them. In some cases, the story-telling
is essentially a verbal reproduction of comics, which would
otherwise be given visual representation.

X, 2ELLEWIHBEOROBRORBEVFERINNLBOZ
LERBETHHRUNRDHE VIFEL LBV, ThH, ZOREEVON
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TeEPlk. FAxEhi [FyF0. 1988)

Never again. I don’t care for the loaded sentimentality of
those words or for the feeling of limitation they impose. But
just then they struck me with an unforgettable intensity and
authority. T intended to think them over dispassionately.
Jostled by the motion of the bus, I was determined to keep
that dirigible, so far off in the sky, in sight no matter what.
But then, overpowered by their enormous weight, I found
that tears were poouring down my cheeks and onto my blouse.

Yoshimoto Banana, Kicchin (Kitchen, Tr. Megan
Backus, Washington Square Press, 1993, 34)

Yoshimoto's simple writing serves as a litmus test of
literary taste. Her work cannot be evaluated in terms of
conventional esthetics. She writes,

"“The Tokyo sky at sunset is... awesome!"
A connoisseur dilettante in literary criticism, Kawamoto
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Saburd, pays Yoshimoto tongue-in-cheek homage, saying "no
one else has ever described the Tokyo sky at sunset like she
does."

Compared with Yoshimoto, Yamada Eimi is a skilled writer
of refined Japanese. Though both writers openly confess that
they are influenced by comics, their stylistics contrast sharply. In
spite of the air of scandal, Yamada writes romantic love stories
easily understood by older generations. Her view of sex as a
signifier of love is so classic it brings tears to the eyes.

RV 3 EP DR AORLE THH EW. ZiEL, Fhiib
Lok %, ThHoT, DTCEELT, . A DARS— Vi
PABZ LIZHESRADINTH TS Z LSSk, i b Ek
Hlicb bbb $. foNZ, EDX5iLT, ZoRH2HE
BDTNWBDPFINTEY e o7z, (LmEksE [Ry F& A1
AFPARXE. 1987)

Spoon is good at petting me. That is, he only pets my body,
never my heart. Though I can be embraced by him, I'm
never able to embrace him in return. No matter how many
times I've tried. How do other people manage to bridge that
gap? I wanted to know.

Yamada Amy, Beddo taimu aizu (Bed-time Eyes)

Yoshimoto has her predecessors in gitls novels such as those
by Himuro Saeko.
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MhEWEERE, Tibihy
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Ufu, fu, fu, fu,

Fu, fu, fu, fu, fu.

Uhu, ufu, ufu. ..

Keke, kekeke, efe, fe.

Fe,fe,fe... Fufu...

“Would you mind stopping that weird laughter, Princess?”

Kohagi said, clearing her throat and adding more charcoal to

the hibachi.

“It’s improper for a lady of your age.” ...

“Though it will be . . . tonight.”

smiled Kohagi, with a meaningful laugh.

In spite of myself I blushed, and was at a loss to reply.

What an annoying maidservant, ridiculing me like that.
Himuro Sacko, Nante suteki ni Japanesuku (How

Wonderfully Japanese)

Himuro freely reconstructs classic literature in contemporary
girls' language. In fact, her stories are a verbal reproduction of
what has already been done by girls' comic writers. In this respect,
Hashimoto is not a real pioneer. His idea of translation of classic
literature into contemporary Japanese had already been realized
in the comics. Readers were familiar enough to this world pridr
to Hashimoto's work.

Then what about the writing by comic artists? Popular comic
artists are now welcomed in the mass media as columnists and
essayists. Saibara Rieko, author of the Chikuro Y&chien series in
which alittle girl victimizes her playmates with innocent violence,
isrepresentative. Herup-to-date colloquialisms and phonocentrism
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accurately reflect contemporary language as spoken among young
women.

WS U rCIERIRERTERY., (RIKR) WEEBES. ZOm
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Therefore, I do not trust anything in printed form. . . Why
try to hide it. I, Saibara, had been a victim of blind trust in
the printed word. I trusted everything in print—books of
course, but even the pornography my father brought home.
Just remembering that I am disgusted with my stupidity. For
example:
“Startling discovery! Seven out of ten men say no to marriage
with non-virgins!”
Reading that article as a middle-school student I thought,
“Wow, I'm gonna keep my virginity until I marry!”
. . . How could I be so stupid, damn that lying magazine.
Give me back my wasted adolescence. Shit}

Saibara Rieko, Doto no mushi (A Worm of Anger)

Gender difference is almost nonexistent, as feminine speech
has become closer to masculine speech. In addition to the first
person term, Atashi, Saibara also refers to herself by her last
name, which is now common among youth regardless of gender.

Saibara's writing reflect the spoken language of female
characters in giils' comics, Yoshida Akimi's well-known comic,
Sakura no Sono, portrays the reality of today’s cool and hip
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“It’ll get out to the teachers, if she goes on like that.”
“Shit! She’s so stubborn! Ieven cried about it when I spoke
to her—why can’t she?!”

Yoshida Akimi, Sakura no sono (A Garden of Cherry
Blossoms)

Except for the gendered first-person term, Atashi, the dialogue
shows no gender difference. Some girls dare to use Boku in
referring to themselves. The current shift in girls' language often
shocks conservatives who condemn its lack of femininity. It is
only shocking to those who are unfamiliar with the everyday life
of teenagers, in which the shift has already taken place. The
shrinking gender gap can be observed in the opposite direction,
in which masculine speech is becoming closer to feminine speech.
A group of young men known as new half use transvestite speech
or Onee Kotoba by using the first-person term Atashi.

In closing, let me cite a suicide note, written by a 13 year-old
girl on the day before she killed herself, which provides a perfect
example of the absence of gender difference.
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I'll just disappear. You want me to, and so do I. So I'll
disappear, just like you want me to.

That'll put an end to your sneaking around, bullying me, and
I won't have to look at your disgusting faces anymore. It'll
happen exactly a month from now, on the 28th, my birthday.
Just remember. It's the same as if you’d murdered me.

Anonymous school girl, age 13, suicide note, Asahi
Shinbun, May 2, 1995,

She makes it clear that her death was caused by bullying, by
her classmates. At the end of her short life, she performed a
"speech act" as a curse on victimizers. It is almost pointless to
label her writing as transvestism. Some might argue that she
dared to take a masculine writing in order to take a courage to
commit suicide. Yet recent surveys support the fact that spoken
language had already been de-gendered in everyday life among
young girls,” so that we can speculate that she did not have to
take a masculine guise. Her document can be seen as an attempt
to put an end to the gender differentiation of the modern Japanese
language.

Conclusion
We might wonder if gender differentiation in speech lasted

* Asahi Shimbun reports, in the article, “Buntai sekkin”

(smaller gender difference in writing style), the result of the survey by a
linguist on the historical transformation of women’s writing that appeared
in letters from readers in the past 40 years. The survey concludes that
the gender difference in stylistics has been disappearing (Asahi Shimbun,
1996). Other socio-linguistic observations also support the similar
conclusion in everyday use of language among young women, in
particular,
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for only one century between the first and the second vernacular
reform. The standardized language as a modern product of the
nation-state constructs gender difference. As the national language
was based on masculine speech, feminine speech had to be given
gender specific markers to make it sound more indirect and
redundant. Then it is reasonable to say that the second language
reform began with women's spoken language. Gender, originally
a linguistic term, was redefined by feminists to refer to socio-
cultural gender difference. Feminists had enough reason to do so,
if gender is a construct of linguistic performance. Then it is
natural that gender changes as language changes.

Language is alive; it is in continuous transition throughout
history. Ihave no tears for lost femininity. Only the reactionaries
would bemoan the change as the destruction of a Japanese
tradition—a “tradition” that was in fact nothing but a modern
product,
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