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This paper examines Muro Saisei's (1889-1962) essay, "Enchi Fu­
miko: The Person Who Writes with a Golden Needle (Ogan no hari mote 
bun o tsukuru hito, 1960)."2 The aim of the paper is to delineate how 
such disparate and incongruent entities as a golden needle, a rabbit's tail, 
and the density of female body fat can be transfigured into associative 
symbols in Muro's articulation of Enchi Fumiko's (1905-1986) position 
specifically as a woman writer (jorytl sakka), and how Enchi's particular­
ized female body literally carries his unusual rhetorical tropes as the sig­
nifier for her writing, her gender, and her female sexuality. 

A brief discussion of Enchi and her work is in order before analyzing 
how the renowned male author Muro describes her, whom he considered 
as one of his close acquaintances and whose talent he recognized long be­
fore her name was on everyone's lips.3 The year 1957 marked the begin­
ning ofEnchi's illustrious career as a writer. At the age of fifty-two, she 

1This paper is based on my discussion of Enchi Fumiko's Komachi Henso 
(1965) in "Configuring Female Authorship in Japanese Cultural History: The 
case of Ono no Komachi" (Ph. D. diss., University of Michigan, 1999). The 
presentation of this paper at the MAILS Seventh Annual Meeting at Purdue 
was made possible by "Students Specializing in Japanese Studies Conference 
Travel Fund" from the Center for Japanese Studies, University of Michigan. 
2Muro Saisei, "Enchi Fumiko: 6gon no hari mote bun o tsukuru hito," in Ta­
kami Jun Enchi Fumiko sha, Gendai Nihon bungaku taikei 71 (Tokyo: Chi­
kuma Shobo, 1972), 401-408. Originally published in Fujin koron (January 
1960) with the title, "Ogan no hari: joryii sakka hyoden 1 Enchi Fumiko," 
and later included in Muro, Ogon 110 hari (Tokyo: Chiio Koronsha, 1961). 
3For Muro Saisei's appraisal of Enchi Fumiko's literary talents and poten­
tials, see Matsumoto Michiko, "Muro san no yogen" in the pamphlet insert, 
Enchi Fumiko zenshu 15 (Tokyo: Shinchosha, 1971), 3. This volume (15) 
also includes Enchi's four short essays on Muro. In "Muro sensei's no koto," 
Enchi relays her visits to his residence in Karuizawa. "Muro Saisei sensei no 
tegami" is mainly Enchi's reminiscence about the late Muro, reflecting her 
experience as a Kabuki script writer of his novels, Shita wo kamikitta onna 
(written and performed in 1956), Yamabuki (1945, performed in 1958), 
Kagero nikki ibun (1959, performed in 1960). The other two essays are "Mare 
naru hito no shi" and "Onna no mittsu no tenkei." 
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received the prestigious Noma literary prize for Onnazaka (The Waiting 
Years, 1949-1957), a novel vividly portraying the injustice women suf­
fered under by the patriarchal ideology of the early Meiji era and the resil­
ient power of silenced women. By 1960, Enchi had already gained a repu­
tation as a writer who took up traditionally suppressed and muted 
women's voices and gave them a new life imbued with vengeful power.4 

Even though she entered the modem literary scene relatively late in her 
life, Enchi became a legendary figure in her own right. Scholars, critics, 
and readers alike were in awe of the breadth of Enchi's knowledge, the 
profundity of her vision, the complexity of her literary language, and the 
seemingly inexhaustible energy that sustained her prolific writing.5 The 
critical gaze turned towards this preeminent woman writer, however, 
transgresses the usual boundaries of desire and curiosity to unveil the 
"mystic" aura surrounding the figure of Author. The formidable power of 
Enchi's writing, literally visible in the substantive body of her oeuvre 
and numerous literary awards, required an explanation-how could Enchi, 
a female author, write as she did? 

It has been said that Enchi felt compelled to write about female sexu­
ality with such unprecedented audacity because, having undergone an un­
fortunate surgery in 1946, she was no longer a "woman."6 1t was this lib­
eration from her female sex, as this account goes, together with her long­
ing backward glance towards her lost "femaleness" that engendered the 
outpouring of her libidinal energy. Moreover, scholars and critics have 
pointed out the link between Enchi and her fictional female characters 
who speak freely of their sexuality and their aging bodies as convincing 
evidence that Enchi saw her fictional characters as reflections of herself. 
Enchi, in fact, became infamous for her bold expressions such as shikytl 
ga dokiri [emphasis author's] to natta (literally, "my uterus cried out, 
'Ah!"') in Nise no en-shrli (1957) when the female protagonist recalls 
sexual intercourse with her late husband.7 Enchi was again criticized for 

4By 1960, some of Enchi's major publications include Himojii tsukihi (Poor 
Days, 1954), Onnazaka (1949-57), Nise no e11-s/117i (A Bond for Two Life 
Times-Gleanings, 1957), and Onnamen (Mask, 1958). 
5Wada Tomoko, "Enchi Fumiko nenpyo," in Hirabayashi Taiko E11chi Fumiko 
shii, Chikuma gendai bungaku taikei 41 (Tokyo: Chikuma Shobo, 1978), 
478-489. 
6 Enchi had a hysterectomy due to uterine cancer. 
7S. Yumiko Hulvey renders this line as "my very womb cried out in longing." 
S. Yumiko Hulvey, ''The Intertextual Fabric of Narratives by Enchi Fumiko," 
in Japan in Traditional and Postmodern Perspectives, eds. Charles Wei-Hsun 
Fun and Steven Heine (Albany: State of University of New York Press, 1995), 
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her uninhibited literary imagination in Komachi henso (Komachi Trans­
formed, 1965) where the image of wate1falls is provocatively rendered as a 
figure of hyperbolic, sacred, and sensual female sex at the orgasmic mo­
ment. 8 In orthodox critical discourse, the dangerously "unfeminine" quali­
ties of Enchi's writing-unfeminine precisely because of the obsessive­
ness and audacity with which she delineates the female gender-are thus 
reinscribed as the clearest expression of her inedeemable femininity. 

Enchi's literary potency, however, cannot be simply explained away 
by linking to the loss of her uterus. What contributes to the general per­
ception of Enchi as a daunting female writer-"a woman to be eternally 
feared," as one modern literary critic puts it,9-is not merely her fore­
grounding of the female gender in her writing. Rather, it is her remark­
able linguistic facility and literary vision that shape her expressions of 
the female gender. In this regard, critics and scholars routinely underscore 
Enchi's position, the daughter of a preeminent Meiji scholar, Ueda Ka­
zutoshi,10 as the major determining factor for her phenomenal linguistic 
acquisition. Enchi's privileged and extensive training in classical Japa­
nese, Chinese, French, and English appears to be almost "scandalous" in 
itself and more so because she mastered these languages in an unorthodox 
way. It is a well-known fact that she refused to go through the compul-

189. For Enchi's own comment on this particular line, see Enchi Fumiko, 
"Araremo nai kotoba: sei o do kangaeru ka." Gunzo (April 1965): 151. 
8Enchi Fumiko, Komachi henso in Enchi Fumiko shii, eds, Hirano Ken and 
others, Nihon bungaku zenshii 75 (Tokyo: Shiieisha, 1976). 
90kuno Takeo, "Enchi Fumiko ron: eien ni osorerareru onna," in Takami Jun 
Enchi Fumiko shii, Gendai Nihon bungaku taikei 71 (Tokyo: Chikuma Shobo, 
1972), 408-415. In this article, Okuno assumes that when it comes to 
rendering the image of women, female authors are no match for someone like 
Muro Saisei who has been continuously observing everything about 
Woman for a long time (Riiltf'\'*O)~< 3<1;J:*~Jll'£0)~ ?t.i:3<0Y9«-C~:il<£Fl::bt::"? 
-CJ!ki>\:lt-C~\-'QJ1:jO)f'\'*O)..'fhl::tJ•t.i:'5 blttNJ:~\. 409). Okuno, however, finds 
Enchi "fearful" precisely because she depicts the Woman unbeknownst, 
detestable, and repugnant to men. 
10Enchi Fumiko is the second daughter of Ueda Kazutoshi, one of the most 
prominent scholars and educators of Meiji Japan. He served as a professor in 
the Division of National Language and Literature at Tokyo Imperial Univer­
sity and was later appointed as the head of that division. Enchi is thus consid­
ered "well-bread" and upper-class. For Enchi's brief biography, see Yoshida 
Sei'ichi, "Enchi Fumiko: sakka to sakuhin" in Enchi Fumiko shii, eds, Hirano 
and others, Nihon bungaku zenshii 75 (Tokyo: Shiieisha, 1976). For a more 
comprehensive rendition of her life, see Kamei Hideko and Ogasawa Yoshiko, 
Enc hi Fumiko 110 sekai (Tokyo: Sorinsha, 1981 ). For a recent critical assess­
ment of Enchi's life and her work, see Furuya Teruko, Enchi Fumiko: yo no 
bungaku (Tokyo: Chiisekisha, 1996). 
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sory education system, which is, again, "scandalous," considering her 
own father's role in instituting the education system of the time. She was 
subsequently tutored at home. 

The critical attention Enchi' s education has drawn cannot be separated 
from the fact that she was a woman. Not even too many male authors of 
her time enjoyed the privilege of receiving such a highly tailored educa­
tion as did Enchi. Her access to the world of literature and intellect was 
clearly exceptional for a woman. Perhaps as a way of "naturalizing" En­
chi 's inheritance of her father's intellectual heritage, scholars and critics 
have also emphasized her connection with her grandmother, who culti­
vated and enriched Enchi's emotional sensitivity through her ongoing sto­
rytelling and their frequent outings to the Kabuki theater. 11 Thus, Enchi's 
extraordinary literary career has been explained away through her equally 
unusual upbringing, which already transgressed the gender boundaries of 
her time. 

The critical interest in Enchi's training during her formative years 
can be interpreted as a meaningful reflection of scholars' and critics' urge 
to understand how Enchi came to write the way she did. It is a com­
monly-held notion that she did not write like other women authors who 
are expected to express themselves through "sentimental lyricism and im­
pressionistic, non-intellectual, detailed observation of daily life."12 In 
fact, the very being of Enchi Fumiko, a female writer without a uterus 
but with overwhelming intellectual prowess, has been perceived to be an 
anomaly within the established and available paradigm of the women 
authors. Viewed in this light, examining conventional scholarship on 
Enchi and her writing constitutes an epistemological enterprise of deline­
ating how such critical issues as gender, knowledge, and power are played 
out in the modem Japanese cultural context. Thus, the rest of the paper 
will analyze several selected passages from Muro's essay (1960) as a slice 
of the dominant epistemology of modern Japan. 

11Enchi Fumiko's paternal grandmother, lne (66 years old when Enchi was 
born), lived with her family. It is this grandmother who first introduced her to 
the world of Edo literature through the works of Takizawa Bakin (iftiRm'-f, 
1767-1848) and Ryiitei Tanehiko (WP;Jjl:fll!~. 1783-1842), as well as the theatri­
cal realm of J5ruri and Kabuki. Enchi's first "indirect encounter" with the 
Genji monogatari, which she later translated into modem Japanese (published 
in 1972-1973), is through Ryiitei's masterpiece, Nise Murasaki lnaka Genji 
(The False Murasaki and The Rustic Genji, ca.1825). Wada, 478. 
12Joan E. Ericson, "The Origins of the Concept of "Women's Literature," in 
The Woman's Hand: Gender and Theory in Japanese Women's Writing, eds. 
Paul Gordon Schalow and Janet A. Walker (Stanford: Stanford University 
Press, 1996), 75. 
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As the title of his essay indicates, Muro characterizes Enchi as "a 
person who writes with a golden needle." It is important to note that 
Muro refers to her as hito (person), instead of onna (woman), which is a 
more common way of addressing any female writer. But, he immediately 
adds a "feminine" gender marker by identifying her writing tool as a nee­
dle. In fact, Muro begins his essay by evoking two different kinds of nee­
dles as metaphors for "gendered" writing instruments: 

:t(rmfF*IJ:;;t!fm:a:mv\_Hf .Q'ftt0)*6Jn\a H-1/-:J --Cv\.Qn\ G, 1NJt 
:a:~<O)~~--~~a~~•<, ~O)fF*~~~o~~~e:•a 
/vO).::.-t•O)iCAivr~-::ij'(jl(l,. --Cff < 0 :t(iifffF*O)JW:fi\liW:IJ:JHlli]t,)\ G 

. ~0 e:m§ O)f7tlnttiifiv\, ~ 1tntt.:ntt.:-r~ 0. ,1,me: v\ :i ~O)IJ:~ 
o ~tilvctt~~.:o e:ws < t~v\, 1J,mO)Wr!lt1Nn:a:•< z:. e: :a: 

:9;0 Gt~v\..-s~ :i-r, 1NJt'<!:f.h --c~ t., --c~-::i e:•v\--Cv\.Q:JJ;;~nttff* 
t., v\. 

Since women writers possess the fastidiousness of sewing ki­
mono, even when they write novels, they do so without sparing 
even a single stitch. Male authors, however, move along like a 
tatami maker, wielding a three inch needle with familiar­
ity-snap, snap. If we look at the backside of manuscripts, 
stitches appear all orderly in women's, while they seem uneven 
in men's. The so-called "novel" lacks delight, if it is executed 
too neatly. The secret to writing a [good] novel is to do it as if 
one were not aware of one's own writing, and it is desirable that 
a novel appear to have gained its final form, while still leaving 
[certain things] unsaid ( 40 I). 

Here, Muro likens male authors' writing to a tatami maker's rough 
stitches, carried out assuredly and expediently. When the efficiency of a 
tatami maker's needle is described in this way, the unusual length and the 
bursting energy attributed to this metaphor retain the significance of a 
more traditional and conventional writing tool, such as a brush or pen, 
whose image is unambiguously phallic. In contrast, women authors write 
with their tiny sewing needles. Muro seems to disparage their writing for 
being too much like intricate needlework, but without the tatami maker's 
needle, women's verbal stitches "naturally" lack a touch of self-assured 
looseness and freedom, the qualities of superior writing Muro finds in 
male authors' literary productions. 

Now it is clear why Muro deploys needles as the metaphor for 
writing tools. He might not have chosen this particular metaphor at all, 
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if his concerns were with male authors only. But because he is talking 
about Enchi Fumiko and because he regards a sewing needle as a ubiqui­
tous "feminine" tool, he seems to have conceived of the link between the 
needle and a female author's writing instrument. In order to underscore the 
inefficacy and unnaturalness of that feminine tool, it then becomes neces­
sary for Muro to create a new association between men and the "mascu­
line" needle of a tatami maker as the proper instrument of writing. 

The image of a female author writing with a sewing needle is telling 
of the gender ideology to which Muro subscribes. What remains unarticu­
lated but understood is his notion that a woman's "natural" task is taking 
care of domestic affairs such as sewing kimono. Thus, when she attempts 
to write, the only instrument in her possession is her inadequate "femi­
nine" needle. Even though a woman's very gesture of picking up her nee­
dle to imitate men's writing constitutes an act of transgressing gender 
boundaries, she may be excused since her writing, by definition, cannot 
be as good as that of male authors. In fact, that is exactly what Muro 
says when he upholds the "uneven style" of male writers as the hallmark 
of superior writing. According to his definition, women are incapable of 
sewing rough verbal stitches required for good writing. Instead, they end 
up with measured and well-ordered stitches, which are only good for sew­
ing kimono. 

But what happens, if a woman is holding a golden needle? How does 
the adjective, "golden," modify the connotations of an ordinary "femi­
nine" needle? Even though Muro himself does not explain the signifi­
cance of this metaphor, the image of "gold" seems to refer to Enchi's 
privileged social, cultural, and intellectual background. As mentioned ear­
lier, she is conventionally associated with the very image of ojosama, 
who has been indulged and pampered in every conceivable way. Thus, the 
precious "golden" needle Enchi holds may also signify her ineptitude for 
performing ordinary womanly tasks such as sewing. In fact, by granting 
Enchi a golden needle, Muro differentiates Enchi from the rest of women 
writers: {# G F9:!1!.r)(-T!:l:tiH:tN.:ntt.:;/Jt~.Q (However, in Enchi's writing, 
one can still sense some unevenness, 401). In so saying, Muro makes 
Enchi as someone who transgresses the boundaries that he himself has 
drawn between female and male writers. He is, however, not quite willing 
to grant Enchi the full status of a male author with a three-inch needle. 
Thus, he equips her with a golden needle as her tenuous symbolic link 
with other female authors. 

The "golden" needle, on the other hand, conveys an idea of excess. 
What can be done with a golden needle can certainly be achieved with an 
ordinary one. In other words, the intrinsic value of Enchi's needle clearly 
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exceeds the significance of the job she is about to perform. At the same 
time, there is something magical and extraordinary in the very image of 
gold. Perhaps, thanks to her golden needle, Enchi can write effortlessly, 
creating a verbal needlework that is out of this world. Or, perhaps simply 
by holding it, she can produce brilliant writing. This idea of excess and 
magic contained in the image ofEnchi's golden needle becomes more ex­
plicit and fantastical, as Muro's imagination takes flight in his essay. 

if6Q)itl:::~Ail:'v' .Q1> G GIJ>t.i: v\~Q)\il','ltt,Mi°JmQ)AQ)=fB' < G v\ 
;:::. < 7J!if6.Q G G <, if6Q)~7'J!if&;t.QQ)f.:'.C:7'J>:b.7'Jtti.:13-::i ti-Cv\f;:IJ! 
, fIJ:l1!JJtrti~f:t l'.J 1£td£t-: Gt-: I::< l:'filJlfif 'Mi< Q)f,:'. C:Ytb t-:. 
-a'FJ< 1f:~#iR-c'F'l:tl!.!~ AiC: 7::.7.. :i- t-:b~Q)*~Q)ilfietJ:>:t-;-c 

v\-C, flf:t~9v\-C J:.0ft-c=FeJ:f:l'filJ7'JlQ) tit-=~•etli" .s~ :i 1:::, 
G tdl'.t-:~-::i -C fIJ:l1!l ~ A,Q) * .Q v\Jfi ?tl:::=J"IJ!~ :b-::i t-:;:::. C: 7J!if6-::i t-: 
. m•. B*.Q*l:'l:'~~<~Q)**••~e.:t~~. ~Q)fil'.J, 
flQ)ti:Q)-CI::: ~ :b-::i f;:p:jt;)(.:Y.Q)Jli?'i;f;J:F'J < -C;k~~ G /Jl <, -5 ~ 
~ Q) J:. -5 t.i:~ G 7'J> ~ l:' if6 -::i t-: C:, t~ l:'* I:: 7'J> .:t -::i -C ~ -5 J~. v;, c -5 
~ G' p:j:11!JJ'.(-Tf;l: -5 ~ ~eiJ> G t.:'.G 1-P '5 l::::lif{ L,~ii]v\I::: G-c, ~Q) -5 
~ ~Q)-~9-:JIJ> G {ilJ7'Jlef!t7'J> ~it-Cilv\-C ..i\.QQ)l'J> I_, G C:, MtJ: 
fl C: v \ -5 ~ fj:~ .:t f;: Q) ""(:' if6 .Q 0 

... The density of Enchi's meager flesh covering her bones 
seems to be about twice as dense as that of an ordinaiy person. I 
have often imagined that it must be that flesh, which burns it­
self [when she writes], and indeed I came to the conclusion that 
Enchi Fumiko must be always writing with that drippy flesh. 
Three years ago in Karuizawa, I was walking with Enchi in front 
of a bookstore by the tennis court. I tripped and was about to 
fall. In my desperate attempt to hold on to something to main­
tain my balance, I ended up touching one of Enchi's shoulders. 
Of course, I managed to pull myself without going so far as 
grabbing her shoulder. But at that time, Enchi's shoulder under 
my left hand was so round and extremely soft. The softness of a 
rabbit-that is how I recalled that touch after returning home. 
Somehow it seems to me that Enchi must be rearing rabbits all 
over her body and that she must be writing by making some­
thing come out of the tail of each of her rabbits. This is how I 
thought, a man with many idle hours on hand (404). 

This passage reflects how Muro has come to perceive of the link be­
tween Enchi's body and her writing. His rumination on her body is not 
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that of a conceptual female body but a physical one that he himself came 
in contact with. The corporeal reality of her body and his own experience 
of it, however, lead Muro to create an imaginary female body, which he 
considers the source of Enchi' s endless writing, or "her writing libido. "13 

In fact, Muro immediately refers to Enchi's female body as her writ­
ing instrument, thus replacing the original metaphor, a golden needle, 
with which he began the essay: 

~IDAID~G~ID•m~&~~C-?T. b?c~L-~-~~~~ 
~? Tlr\.QID'"C', -t-;: '[:* ~ t~~tT'1:'9,E,!!,lr\l:ti~ld: ~ J;,5~ G IJ{j; 

? T, a;,5~ G ld:l*~~l: L-~!!.Q G L-lr\. 1J,mt::nt7ct> b? t.:fI!tl!l 
>cr~lvld:n)Gt::'"Z:'~< clr\?n)tdJ:. -/it, c:13G L-T•1t\t.:1r\ 
IDt::. 

A woman's body, being structurally different from mine, over­
flows with viscous fat. That is why an idea that passes through 
such a body also carries grease, which seems to smear right on 
to the manuscript. Though small-statured, full bodied Enchi 
Fumiko writes with her body. For the time being, I want this 
idea to be accepted (404). 

This passage reveals that Muro's fantasy about Enchi's writing life 
lies in his understanding of the biological differences between men and 
women. He reasons that a female body contains more fat than its male 
counterpart. From this scientific data, Muro seems to have built a notion 
that a female author, whose body has excessive "viscous fat," must be 
greasy. It is this notion that enables Muro to particularize Enchi's body 
as having the extraordinary density of female body fat. 

Similarly, he links her seemingly inexhaustible writing energy with 
her female sex. Like rabbits, known for their fertile reproductive capacity, 
Enchi the female author produces writing at the drop of a hat, or more 
precisely, just by pulling the tail of her rabbits. Through his imagina­
tion, Muro can see rabbits inhabiting Enchi's own body, which itself has 
taken on the characteristic attributes of rabbits-her tiny body is covered 
with skin as soft as a rabbit's fur. In fact, his private discovery of Enchi's 
affinity with rabbits seems to have fascinated him. The same discovery 
appears again in the writing of Matsumoto Michiko who worked closely 

13Mur6 does not use this expression in his essay. It is my own reading of his 
obsession with Enchi's writing energy and her female sexuality. 
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both with Muro and Enchi for Gunzo (!lfi~). one of the leading elite liter­
ary magazines of the time: 

::t"(J);:. 0:¥:1:~ /vl:.:13~vi L- --c, P'ltl!!~ /v(J)lt£~t .. d±$'.,5~ l'.J tJ!J!Jli!l!] 
i:tJ :> t.::. :¥:1:~ 1v1::Ll:™!!l!il!i:> t.::. r 1MJl§tJ:t:J{;fs:(J) c:-;:. 1:::t-1v 
tJ::r.-*Jv=¥-nt.:13£1!i o nicJi!Hi *9J c:fMt1J:> t.::c ;:., :¥:1:~ /v 
f;t p;imUJL-, e:vis~c:1:-S.t:>cPl~o:;c;~--c ri,ntJiifif;J:J: 
iR-r:-Mf!:tJ;:1,i--c1,it.:: ca', fii17'Ji(J)fJ:9JJ. l!Plll!l ~ /v(J)Jfi'/I: ~ :b:> 
--cL-*:>~;=.cffiil!i~lv-r:9J:..::t-(J)ca'~:><tJL-~lv-r:9ffi, 

F1l:!l!l~ /vf;t C:-:::>1:-\' 977J1 Jii~ L- --c*9 J:.. n < --C1''~ vi(J)l:1t 
tJttJ viJJ.t.:: vl-c'. i1-,(J))j;f7'J{, F1J:!l!l~ /v(J)X-*Jv=¥-(J):f~~H~ L- --C 

vit.:: vi"-/vtJJiil!9 J:.J c, a:: c:~tJtm-r:vi:bnt.::. 

At that time, I met with Mr. Muro and our talk touched on En­
chi's vigorous way of working. He was in good humor. When I 
asked, "Where, in her small body, do you think she keeps her 
energy?," he lowered his voice as if revealing a secret. "Some 
time ago when I was walking with her in Karuizawa, by some 
accident, I ended up touching Enchi' s shoulders. At that time, I 
was amazed. She has truly soft shoulders. They are round and 
small, but they seem to have no bones. Her shoulders-they are 
no ordinary shoulders--conceal the secret of Enchi's energy," 
said Mr. Muro with a serious face. 14 

Matsumoto's report of her conversation with Muro shows that his 
imaginary flight in his essay is not an isolated incident but a fantasy 
shared with others. More importantly, through the metaphor of rabbits, 
his myth making of Enchi's writing energy brings together her female 
sex, her female body, and her female sexuality. His discursive gesture of 
mysticizing is, however, simultaneously an act of exposing Enchi's fe­
male gender as the secret behind her extraordinary writing career. 

To grasp the significance of Muro's essay within the broader context 
of how Japanese writing women and their work have been assessed in 
modem Japanese scholarship, 15 it is necessary to examine how Enchi 

14Matsumoto, 3. 
15Chieko M. Ariga's, "Who's Afraid of Amino Kiku? Gender Conflict and the 
Literary Canon (1995)," illumines the narrow parameters of the male 
hegemonic notion that has constituted the acceptable image of women, both 
female fictional characters and female writers. Ariga' s more recent publica­
tion, "Text Versus Commentary: Struggles over the Cultural Meanings of 
'Woman"' is another thought-provoking analysis of the significance of 
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Fumiko herself negotiated and carved out her position and authority as a 
writer in the midst of a male-centered critical and literary establishment of 
modern Japan. 16 This paper is an effort to shed light on some of the as­
sumptions behind such notions as joryii sakka (women writers) and j01yii 
bungaku (women's literature) with which Enchi Fumiko and her writing 
have been conventionally identified in modern literary criticism. 17 

kaisetsu (commentary) written by well-established male critics on women 
writers' literary productions. While Ariga's scholarship is significant for de­
lineating the embedded gender-biases within critical discourses, it creates an 
impression that the voices of women authors can be completely erased at the 
hands of male interpreters. In this regard, Enchi Fumiko's "Arare mo nai ko­
toba: sei o do kangaeru ka," her response to the Gunzo review of her novel, 
Komachi henso, is an important corrective illustration of how male critics 
and scholars cannot unilaterally define and evaluate women authors, as they 
can with female writers of the past. Chieko M. Ariga, "Who's Afraid of Amino 
Kiku? Gender Conflict and the Literary Canon," in Japanese Women: New 
Feminist Perspectives on the Past, Present, and Future, eds. Kumiko Fujimura­
Fanselow and Atsuko Kameda (New York: The Feminist Press, 1995), 43-60; 
Chieko M. Ariga, "Text Versus Commentary: Struggles over the Cultural 
Meanings of 'Woman'" in The Woman's Hand: Gender and Theory in Japanese 
Women's Writing, 352-381. 
16It is, for instance, important to consider why Enchi Fumiko decided to in­
clude Matsumoto Michiko's recollection of Muro Saisei's association be­
tween Enchi's shoulders and rabbits, when Enchi compiled her own zenshii 
(complete works). Enchi's relationship with Muro is not simply as that of a 
mentor and mentee. Even though she always referred to him as "Muro sensei," 
was encouraged by him, and worked with him, there is an undeniable ambigu­
ity and ambivalence in the way Enchi depicted him in her own writing. In 
"Muro Saise sensei no koto (1962)," for instance, she mentions how she 
found it difficult to appreciate some part of Kagero nikki ibun and even 
?uesses that he himself must not have liked the work. 
7Joan E. Ericson's reading of Hayashi Fumiko includes a thorough investiga­

tion of such terms as jorya sakka and joryii bungaku in modem critical dis­
courses. Ericson, Be A Woman: Hayashi Fumiko and Modem Japanese 
Women's Literature (Hawaii: University of Hawaii Press, 1997). A similar 
investigation pertaining to Heian writing women is long overdue. To a lim­
ited extent, I deal with this topic in my dissertation. 


