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Abstract

This dissertation discusses modern Japanese aptcdigtion in novels, manga
narratives, and animated films. It begins withoarrview of the apocalyptic tradition from
ancient times to the modern day, and reveals thys wawhich apocalyptic narratives have
changed due to major socio-cultural transitiondoduses on two themes of apocalyptic
narratives: the relationship between self and Qtired the opposition of conflicting values
such as life/death and natural/artificial. Throwgtiose study of these themes in
apocalyptic fictions in postwar Japan, it becomnearcthat such narratives primarily target
a male audience and function as a tool to staliifieelamaged identities of the nation and
the modern individual after the defeat in World War

The study focuses on the period of transition afterend of World War II: Until the
1970s, Japanese apocalyptic narratives, targedini men, attempted to bring ideals into
reality in order to reestablish the damaged natimgmtity. The failures of social
movements in the 1960s meant that it was no lopgssible for Japanese to participate in
real movements that aimed to counter the UniteteStas threatening Other. This is
reflected in the shift in apocalyptic narrativesnrthe 1980s onward toward quests for
ideals in fictional settings, targeted at youngeites.

After 1995, the Japanese apocalypse becomes tptadtynodernized and explicitly

targeted at young boys. Apocalypse after 199%ufeatcharacters who lack serious



interpersonal relationships and those who inhabgradless and changeless simulacrum
world. It becomes difficult for the youth to esligh their identities as mature members of
society, for they are increasingly losing their mections with the wider community. In the
contemporary Japanese apocalypse, there is netiimit a hypertrophic self-
consciousness.

This raises the question of whether it is posdilmeontemporary Japan to become
fully mature. Japanese postmodern apocalypti@tiaes suggest two different responses:
one is to affirm that Japan is an eternally impbggiolescent state that tries to criticize
power by subversively manipulating its relationshigth the powerful. The other is to

wait for an infinitesimal change of maturity in ndane daily life.
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Introduction

| am the Alpha and the Omega, the first and thg las
the beginning and the erd.

— The Book of Revelation

In human histories, it has long been God/gods whaaid to have created the
universe and who will end it; both G/genesis arthatlogy have belonged to the realm
of religious literature. Narratives of the begimgiand the end have been powerfully
influential, since it was believed that these st®Kame directly from an omnipotent,
transcendental being or from some other higher polewever, in the contemporary
era, when many advanced nations have become highlyarized and cosmological
explanations for the creation of the universe sagthe Big Bang theory have become
widespread, many people have come to accept sebas=zl ideas of the beginning of
the universe. As a result, non-scientific narediof the origin of the universe are
transformed into myths, and lose their impact @sent reality.

On the other hand, even in the current age of astng scientific literacy, popular
images of the end of the world/universe are inshiret by scientific theories about the
natural destruction or death of the planet EartbusrSolar System, but rather by various
crises depicted in apocalyptic fiction such agditere and movies. That is to say, even
as non-scientific stories of theeginningof human life and the universe are increasingly
understood and/or dismissed as myth, imaginativékerdhan scientific—stories of the
endcontinue to predominate.

Apocalypse is thus widely understood in terms adgmation rather than science.

! Rev. 22:13 Revised Standard Version.



There is a rich diversity of apocalyptic visiongoopular narratives from ancient folk
stories to Hollywood disaster films: natural cataghes; climate and ecological change
causing famines and plagues; and political missueh as oppression and genocide,
nuclear warfare, and chemical and biological warfaklthough many of these scenarios
are realistic or even inspired by actual eventgjeno apocalyptic narratives are typically
highly imaginative, and include such tropes asoastmical objects crashing into Earth;
artificial intelligence run amok; and attacks byraterrestrials. The beginning happened
long ago, but the end of the world/universe is €ative to the idea of personal death.
This is why apocalypse survivesfiation while genesis has already died; apocalypse is
highly malleable; we can create infinite varietidgpocalypse and imaginations of the
end, death, and what we are, reflecting various tieriods and places, and fiction can
reflect a sense of crisis more realistically anchpps more compellingly than can
science.

Apocalypticism has been one of the most powettditlical themes in the West
because of the long Judeo-Christian tradition. nEag Christianityjuareligion has lost
its dominance in the modern West, the apocalyptegination still thrives in political
movements as well as in culture: literature, fiangd art. Apocalypticism, however, is not
a phenomenon exclusive to Judeo-Christian thinkisgr. instance, it is widely found in

myths and folklores in Asia, Africa, and the Pariilands’ there is a clear apocalyptic

2 Examples of apocalyptic movements in non-Judeds@an religious traditions include
Zoroastrianism in ancient Persia; Mahdism in preenndslam; Maitreya faith in East Asia; the
“cargo” cults of the South Pacific and the Ghosh&@amovement of North America. See
Kenelm BurridgeNew Heaven New Earth: A Study of Millenarian Attgi(New York:

Schocken, 1969). Eschatologies in non-Westertiitivachre also discussed in detail in Mircea
Eliade, The Myth of the Eternal Return: or, Cosmos anddtlisttrans. Willard R. Trask

(Princeton, N.J.: Princeton University Press, 197gpanese eschatological folklore is studied in
Miyata Noboru Shimatsukan no minzokugaklhe Folklore of Eschatology) (Tokyo: Chikuma



vision in Hindu mythology, and apocalyptic flood tihy predating the story of Noah
exist(ed) in many parts of the world.

Apocalyptic themes in Japanese culture can be wéderot only in the Buddhist
notion of cyclical life but also in premodern legsnwvhich describe natural disasters such
as major earthquakes and the subsequent recredttommunities. Japanese new
religious movements in the Bakumatsu and Meijiqudsi(from the 1860s to the 1900s)
featured strong apocalyptic beliefs and advocaddtal social reform in the modern era.
The Japanese apocalyptic imagination, however, e drastic changes following the
atomic bombings of Hiroshima and Nagasaki. Theliags continue to be among the
most prominent tropes in Japanese postwar culiitle science fictioranimé
(animation) anananga(comic books) depicting future cities devastatgchibclear wars.
Japanese postwar fiction in various genres dedlsthe total destruction of the self, the
community, the nation, the Earth or the univeraesed by the misuse of advanced
technologies. The traumatic experience of defeéte Second World War has shaped
Japanese contemporary culture by destroying tditaal identity of Japan and the
Japanese people.

This dissertation focuses on the roles of apocalypgostwar Japanese literature

and the ways in which apocalyptic ideology has gedrthroughout the period since the

shoten, 1998), 27-84.

® TheEpic of Gilgameslzontains a flood myth that is considered to benfea. the 28' century
BC. Also, the sacred Hindu Brahmanas written betwtie 18 and the 6 centuries BC include
a myth detailing a devastating flood endured byMaau, ancestors of humanity. Discussion of
flood myths can be found in Kusano TakuBgikimatsu: kamigami no &matsu monjgFin de
Siécle: Apocalyptic Literature by Gods) (Tokyo: 8kigensha, 1997), 38-46.

4 Anime can refer to animated content in any gemifdms, on television, on the Internet, and in
video games.



end of World War IF The goal of my research is to reveal how apodciistion
reflects and copes with major socio-political chesxgh postwar Japan, especially
devastating changes that created serious discagtinihe national identity from 1945.
These changes created crises that are expliciflgigeincluding the death of traditional
identity and the death of the present understanadlinige world. The structure of
apocalyptic fiction reveals what is at stake inalggse societycultural continuity,
tradition, politics, ideology, reality, communitjeend interpersonal relationshipand
suggests ways to cope with these crises and visworike future, both positive and
negative.

By looking at the postwar period we can observe Bapanese apocalyptic
discourse has changed in its role as a tool acoptdi the zeitgeists of various decades.
Closely studying apocalyptic fictions in postwapda reveals that apocalyptic narratives
in this period, which mainly target a male audieriaaction as a tool to stabilize the
damaged identities of the nation and the moderivichaal after the country’s humiliating
and devastating defeat in the Second World WaiocAlyptic stories before the 1980s,
primarily targeting adult males, sought recovepyrirthe identity crisis brought on by
this catastrophic defeat. After Japan’s recovarynfthe immediate devastation of the
war, apocalyptic narratives turned to dealing wahlistic issues such creating a new
national identity and coping with Japan’s relatimpswith the United States as a

threatening Other. As real-world political effofésled, however, it became less easy to

® It is important to note that in the Japanese odrike “postwar period” has not yet ended.
Outside Japan, many understand Japan’s postwadgerhave ended with the Occupation in
1952, or with the start of the period of high eamimogrowth in 1955, or even with the opening
of the Tokyo Olympic Games in 1964, which for maiagresented Japan’s return to the world
community. For most Japanese, howesengo which literally means “after the war,” but
specifically refers to the period following the esfdWWIl—has not ended and has no
foreseeable end.



offer realistic solutions to trauma and lack of aray. Apocalyptic narratives in the
1980s therefore shifted from suggesting realisilat®ns to presenting highly fictional
ones targeting young male consumers who had abeaddbe hope of bringing their
ideals into reality and began to seek them insite&idtion.

Japanese apocalypse underwent a further changge mitd 1990s. The twin
traumas of defeat and immaturity came to be unoedsaccepted as
unresolved/irresolvable. It is difficult to buitnsensus and create meaningful solutions
in a postmodernized society lacking grand narratii@ many contemporary apocalyptic
stories targeting younger boys the apocalyptiagrnew serves as an almost incidental
trope in narratives whose main purpose is to erhérereal focus of the story: the love
relationship between the incompetent, almost ifantale protagonist and his heroic
girlfriend/mother figure. This is a stark reflewti of the difficulties younger Japanese
males face in establishing their identities as mea&nd connected members of society.

In what follows | look at the transitions in apogatic fiction in three important
time periods after World War 1, and question wlegti is still possible for contemporary
Japanese apocalyptic fiction to cope with issudsanima, identity, and maturity. | take
four steps to achieve this goal: first, | contekagaapocalyptic narratives by surveying
their trajectories in the West and in Japan; secbindce the way in which modern
Japanese apocalyptic imaginations changed in thertiant period between the end of
the war and the 1970s; third, | highlight the ratlichange in apocalyptic themes in Japan
in the 1980s; and fourth, | examine the future agtmodern apocalypticism since 1995.

Apocalypticism is widely considered an importantiaye of research, not only in

religious studies, theology, history, philosophyl diterature, but also in sociology,



economy, political studies and anthropology, sih&&s significantly influenced many
social, cultural and economic changes. In thisatigtion, | approach premodern visions
of the apocalypse in the West through historie®lgion and theories of religious
studies in order to clarify how social changes hafleenced apocalyptic movements. |
employ postmodern theories as well as Japaneselfuiat theories to discuss the
relationship between modern and postmodern apaoalyarratives and their
relationship to postwar Japanese society.

| also examine subculturally-produced fiction testsch as anime and manga.
These subculture works are important for two reasdrst, their plots and visual effects
reveal new dramatic apocalyptic imaginations thatdifferent from traditional, un-
illustrated literature, featuring imagery that Hights the overwhelming catharsis of
apocalyptic catastrophe. And second, much inflakdapanese fiction in the last twenty
years comes from these subcultural fields ratheem fhom traditional “pure literature”
(junbungak).® For instance, psychiatrist and critic $aifamaki points out that while
there are many best-selling novels in contempalapanese literature that ably depict
contemporary issues up to the year 1990, sincettieer has been no work of traditional
literature that can transcend the anime sétmsn Genesis Evangeligdiscussed in
Chapter Five) in terms of critical attention, irdhce on other producers, and economic
impact” Since the early 1990s, anime targeted at youte hacome the narrative

products that have the most impact and influencéamestic and international audiences,

® Junbungakus usually understood to refer to modern litenanyks with artistic rather than
commercial value, and is often regarded as the sigpoftaishi bungaky popular literature.
" Saib Tamaki,Bungaku no dars(Dislocation in Literature) (Tokyo: Asahi shinbinas 2008),
10-17.



not novels by renowned authors of pure literafure.

The texts addressed in this study were createchtdyrestly for men and boys.
This reflects the fact that the bulk of apocalypitition in modern Japan has been
produced by men for the consumption of a mascuaudience. The gendered aspect of
apocalypse in modernity and postmodernity is imgrdrtand many pertinent questions
have arisen throughout the course of this studgranhem: Are there apocalyptic
narratives by/for women/girls? Are they similaroiodifferent from the ones discussed
here? What accounts for the differences, if anyi@s€ questions are outside the scope of
this dissertation and indeed of any single study. next project will attempt to address
the meanings of apocalyptic narratives for wometh@iris, and the role of women and
girls in apocalyptic narratives for men and boys.

In Chapter One, | examine the histories and trajexsd of apocalyptic thought. |
begin with the origin of the term “apocalypse,” htg/changing meaning was influenced
by social change in the medieval West. In theyamms| | focus on the versatile and
everlasting nature of apocalyptic belief based bnear understanding of time. | also
look at another influential model of apocalypsattihich is based on a cyclical
understanding of time. While linear apocalypseiveel from the Judeo-Christian
tradition, is premised on historicity and the notaf a single, final end, cyclical
apocalypse presumes ahistoricity and eternitypaating circle of countless deaths and
rebirths. In comparing these two models of apqesdy | take upMirceaEliade’s

guestion of the limits of modern historical undarsting of time and the emergence of

® The economic impact of the recent best sellinggyi by Murakami Haruki1Q84 is reported

at over ¥10 billion (about US$118 million at an lkeange rate of ¥84.92 to $1). THeangelion
series and its related derivatives, on the othed hare reported to have had sales of over ¥150
billion (about $1.76 billion) between 1995 and 2008is notable thaEvangelionhas neither
sequels nor prequels.



postmodern apocalypse.

In Chapter Two, | examine modern Japanese apod@fjgtton and cultural
theories related to modern and postmodern apodalyphds in Japan. First, | explore
Japanese science fiction (SF) of the period froerstart of the Meiji era to the start of
World War 11 (1868-1939). It is usually considerthat Japanese science fiction was not
widely accepted until the 1970s. With Expo '70 eaam increased interest in science,
and popular science fiction writer Komatsu S@ikyestselleNippon chinbotsi{Japan
Sinks, 1973) created a wider audience for such svatkhat time. However, during the
prewar period there were already a number of seiéintton translators as well as writers
such as Oshikawa Shanmho is considered a pioneer in the field, pulahiglscience
fiction works in the various popular magazinedodus on a number of prewar science
fiction pieces with apocalyptic themes, especisthyries dealing with astronomical crises,
which symbolized anxiety over rapid modernizatiod &he stress of internationalization.

Then, | move to the postwar Japanese apocalypsedatg to three zeitgeists:
“the idealistic age,” from 1945 t01970; “the fiatial age,” from 1970 to 1995; and “the
animal age” or “the age of impossibility,” from 1®% the present. These distinctions in
Japanese cultural trends are advocated by sodtlosawa Masachi and
critic/philosopher Azuma HirokiDsawa claims that the idealistic age was a period in
which people tried to make ideals come true initygalhereas the fictional age was the
period when people sought ideals in fictional sgiiinstead of in reality. The current
animal age (Azuma) or age of impossibili@s@awa) is one in which people lose their
ideals due to weakening interpersonal relationsaimscommunalities. | examine how

these three periods signify and influence apocalypbught in Japan.



Chapters Three, Four, and Five concentrate onfapemits. In Chapter Three, |
investigate the way that Japanese apocalyptiofiaieflects the catastrophic experience
of World War Il and what kind of vision of the wdréfter the crisis has passed it
proposes. | explore two works by representativavear writersOe Kenzabud's
Man’en gannen no futtaiou (The Silent Cry, 1967), and Abesko’s Daiyon kanpyki
(Inter Ice Age 4, 1959), and examine how these wddal with the identity crisis caused
by Japan’s defeat in 1945, the existence of a dami@ther, and Japan’s relationship to
its traditional past, the present, and the futuralso compare and contrast the opposing
endings of these two works’ visions for the future.

In Chapter Four, | concentrate on clarifying thétdlom modern to postmodern
apocalypse by comparing apocalyptic fictional worksluding anime and manga, with
their precursors or descendants in the 1980smpape Murakami Haruki’s long novel
Sekai no owari toddo boirudo wandrando (Hard-Boiled Wonderland and the End of
the World, 1985) with its precursor, the story “Mato sono futashikana kabe” (The
Town and its Uncertain Wall, 1980), which was psibéd in the magazirigungakukai |
also attempt to discover the shift in apocalyaliealogy by examining the differences
between animated films and the original mangaitisgtired them. | look at two
representative works in the subculture of 1980adalliyazaki Hayao's animi€aze no
tani no NaushikgNausicaa of the Valley of the Wind, 1984) compangth his original
manga version, which was serialized from 1982 @4] @ndOtomo Katsuhiro’s film
AKIRA (1988) compared with his original manga story,chhivas serialized from 1982
to 1990.

In Chapter Five, | focus on another shift in postierm apocalypse which



occurred after 1995, the year when Japan expedemaemajor apocalyptic events: the
Great Hanshin (Kobe) Earthquake, which occurredanmuary 17, and the so-called
“Subway Sarin Incident,” the terrorist attack oe ffokyo subway system perpetrated by
members of New Religious organization Aum Shinsikyn March 20. These two events
deeply shook Japan, which was already sufferingp fitee collapse of the bubble
economy, led people to find horrific Others neawghin themselves, and reduced trust
in communities and societies as places that prodndesupport wider social
relationships among people. | explore the way lctv this weakening of social
relationships after 1995 influences the complet&modernization of apocalyptic fiction,
looking at the most important SF aninfNgon Genesis Evangelioand the genre of
subcultural works calleds€kaikei that are strongly influenced by it. Then | selb&
possibility of maturity in 2000s Japanese postmoa@gocalypse, comparirsgkaikei
works and Oshii Mamoru’s animated filBukai Kurora(The Sky Crawlers), and Azuma
Hiroki's SF novelKuwontamu famizu (The Quantum Familigs

In the Conclusion, | present an overview of Japamg®calypse, especially what
apocalypticism post-1945 reveals about postwarnJapd the major cultural changes it
underwent after the atomic bombings and defeataridWVar Il. | also describe the
relationship between apocalyptic fiction and th@iailties of maturity, and the way

apocalyptic fiction deals with the theme of overaogrthe “postwar” period.
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Chapter One

The Trajectory of Apocalyptic Discourse

“Apocalypse,” “the end of the world,” “millenniaim,” “millenarianism,” and
“fin de siecle” are all terminologies of ending:ldé, epochs, the world, and the
universet Among these end-related terms, “apocalypse” it@oporary usage connotes
the most complex ideas and violent, decadent, 1acgée endings, while the others
suggest more specific, limited meanings, often destructive elements, and frequently
focus on hope for the ultimate renewal of the wonldh “apocalypse” what matters is
when and how it comes and what triggers the end.

The original meaning of “apocalypseapokalypsisn Greek, literally “lifting of
the veil—has to do with revealing, uncovering, and disclgsiipokélypsisoriginally
referred to the disclosure to certain chosen peofpb®mething new or unseen/unseeable
by others. In early Jewish and Christian traditimpocalypse came to mean the
revelation of secrets by God to worthy laypeopleé apostles. Rather than something
related to the end of time or the destruction efworld, it denoted the privilege of

certain believers in God to know specific secfets.

! The termsnillenniumin Latin andchilias in Greek signify a period of one thousand years.
According to the Judeo-Christian tradition, milleaaism (also millenarism) is the belief by a
religious, social, or political movement in a cogimajor transformation of society, after which
all things will be changed in a particular way. lIstinialism is a specific form of millenarism
based on a one thousand year cycle, especiallifisagt for Judeo-Christian tradition.
Apocalypse is considered to be a form of millerigialwhich accompanies the major destruction
of the community, the world or the universe. Seailva Talmon, “Millenarism,” innternational
Encyclopedia of the Social Scien¢B®w York, Macmillan-Free Press, 1968), 349-380W.
Trompf, “Millenarism: History, Sociology, and Cre&ailtural Analysis, The Journal of
Religious History24, 1 (February 2000), 108.

2 Norman CohnThe Pursuit of the Millennium: Revolutionary Miletans and Mystical
Anarchists of the Middle Ag€sondon: Pimlico, 1993), 4-20.
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Premodern Apocalypse

From the second century A.D. onward, the meaningeterm “apocalypse”
gradually changed from the revelation of thingsdeeid to the crisis of the destructive end
of an age or of the world as we know it. In thesNestament’s Book of Revelation,
also known as The Apocalypse of John, “apocalypsased to mean the “unveiling” of
Jesus Christ as Messiah. In the second centumgver, the word “apocalypse” came to
be used to describe a specific literary genre wlit@racteristics similar to those found in
The Apocalypse of John: resurrection of the ddaglfinal war between good and evil,
judgment day, eternal life, and perditidrihese final events are considered to happen
only once; they never repeat, for Jesus died fosms only oncé. Images of crisis and
finality in apocalyptic literature were connectedhathe idea of the end, but at first this
did not merely mean the end of the world, but nathe end of an age. For some, “the
end of the age” implied that the elect would esdhpeconfinement of the given reality.
However, others understood it as the literal desivn of the Earth and/or all living
things, ending the present age of human existelncthis context, apocalypse came to
mean a spatial as well as a temporal end.

Thus the term “apocalypse” lost its original meanipocalyptic narratives
came to represent the large-scale crisis of theoétite world leading to the perfection of
eternal life. At the same time, apocalypse bectdmaeentral ideology for surviving the
oppression brought by the Antichrist. As the Roraampire became more unstable
between the second century and the fifth centyycalyptic discourse became

increasingly popular among those who longed foragadn from injustice and oppression.

3 Cohn,The Purstit of the Millenniupa, 18-26.
* Eliade,Cosmos and Historyl 43.
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However, when Christianity was eventually adoptedhe religion of the Empire and
established its authority in the fifth century, tBlkeurch began to show disapproval of
apocalyptic literature. This is unsurprising: aggptic and millenarian ideals,
representing longing for a new kingdom, are a thi@éhe maintenance of the status quo.
Therefore, the Church approved St. Augustine’swtiai The City of Godhat The
Apocalypse of John should be understood as anoajlegnd that the millenarian
kingdom had already come into existence when Ganisy was borr.

The earliest Christians longed for the actual mamoéthe end, yet these
predictions were repeatedly disconfirmed. Theydabihatthe presentwas the time
between “this moment” and the Second Coming, badggllythe presentcame to mean
the time between “this moment” and each person'sqmal death. In other words, as
Frank Kermode says, the end became not immineribbuanent already in St. Paul
and St. John we can discern a tendency to unddrtarend as happening at every
moment. This understanding of the immanent end & weight of the end-feeling onto
the present moment, and we discover crisis not ionllge larger world but also in our
personal lives; human death came to bear more tanpoe and religious signification
through the teaching of apocalyptic crisis.

Even though the imminent end of the world and gtatdishment of the
millenarian kingdom of God on Earth were repeatedjgcted by Christian dogma, the
idea of apocalypse still survived in early Christteadition’ The immanent aspect of

apocalypse survived among those in the loweststi@aterupt as an ideology of

® Cohn,The Purstit of the Millenniup.9.

® Frank KermodeThe Sense of An Ending: Studies in the TheoryatibRi(Oxford: Oxford
University Press, 2000), 25.

" Kusano Seikimatsu71.

13



insurgence in times of invasions, natural disasfarsine and plague. When the Roman
Empire collapsed in the fifth century, apocalyptieals not only in religious doctrine but
also in occultism and heretical prophecies sudsé®logy and augury became
increasingly influential. For example, Sibyllineaoles which collected the apocalyptic
words of prophetesses came to be common amongaoydieople, becoming more
influential than The Book of Revelation in the fducentury?

That the end will come is certain, and to believéhie immanence of apocalypse
made the solid goal of creating a holy kingdomhia future seem achievable; the appeal
of apocalyptic belief was that it made sense ofcth&usion of the present. As we have
seen, apocalyptic narratives in the period of tbenBn Empire (27-478D) were shaped
against enemies such as Emperor Nero and the pagaosalyptic discourse at the end
of the ancient period came to reflect the sensgisis and anxiety of the times, and it
could be encountered in various events from theoéraah individual life to the end of the
entire universe.

In the early medieval period, from the fifth centto as late as the eleventh
century, apocalyptic discourse was muted, for thygepcame to have powers equal to
those of the emperor. The Church did not desigegtroy the world over which it had
dominion, so it maintained an ambiguous stance itdsvéhe end-time: the specific date
on which the world would end could not be predidigchuman beings, it ruled, yet the
end was always nigh and therefore people weredpape for it by living virtuously.
Apocalypse thus constituted a powerful menacedattimmoners: the notion that it
could come at any time was used to cow the massesloing as they were told. The

Church also used apocalyptic ideology to fight“Meslim Antichrists” in the Crusades.

8 Cohn,The Purstit of the Millenniup22.
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However, when medieval settlements experienced aliarmhanges such as population
explosions, the growth of cities and trade, andtsiges of arable land in the twelfth
century, the traditional social structure was shakissues such as landless farmers;
unemployment in the cities; soldiers without jopsor aristocrats; and clergy without
positions created discord, and marginal people tediogxpectations of an apocalypse as a
revolutionary ideology of protest and formed in®mgies against their oppressors.
Norman Cohn’sThe Pursuit of the Millenniuraxplores the apocalyptic
movements that flourished in Europe between thesald and sixteenth centuries.
Covering the full range of revolutionary and anazects and movements, Cohn
demonstrates how prophecies of a final struggleden the hosts of Christ and the
Antichrist melded with the desire of the poor tgnove their own condition, resulting in
a flourishing of apocalyptic fantasies. Cohn ekdhat in situations of anxiety and
unrest, apocalyptic discourse comes to serve abialg for social aspirations and
animosities?® During the medieval age, commoners came to useaiyptic discourse
against various “Antichrists” such as Muslims, Jesarsd even Churches. Visions of an
apocalypse came to encompass the revolutionary memvs led by the lowest strata
which protested against the social hierarchy, unelistribution of wealth, and their own
social constraints. Apocalypticism was no longérdalen doctrine of the chosen, or
even of the uncertain end of an age or a parti@dace. It functioned now for the “un-
chosen.” It came to bear the concrete purpos#faxdtang change in real social

conditions for the lowest-ranked.

® Cohn,The Pursuit of the Millenniund9.

1% See historical examples of apocalyptic movemamth ss the movements by Franciscan,
Brethren of the Free Spirit, Thomas Miintzer, and Ranters in Cohfi,he Pursuit of the
Millennium
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During the Renaissance period, it is commonly ustded that Western society
shifted to affirm humanity and to overcome supt@osti Humanism questioned the
absolute authority of Christianity and, as a resapbcalyptic discourse seemed to lose
some of its power. However, the Renaissance veasaal age of Inquisition, witchcraft,
astrology, occultism and religious wars, a perio#hich social unease and apocalyptic
belief were still dominant or became strontfeBoia claims that we need to consider the
period from the thirteenth century to the severtteeantury as one continuum; there was
little difference between the medieval period amel Renaissance in terms of the
apocalyptic phenomenon. This period is a timerastic and unsettling change, from the
collapse of the feudal system to the establishroktiite early modern world through the
development of cities and commerce, the rise otitieen, the formation of nation-states,
the beginning of the colonial period, and majorsyas well as plagues and famifes.
The reorganization and alienation of certain sodedses, and the confusion and

instability in social transition, made apocalyii yet more colorful and appealing.

Modern Apocalypse

With the Enlightenment and modernization came miajeakthroughs in
technology, science, industry, and ideologies. r@eas still apocalyptic discourse, and
prophets and astronomers were still predicting tti@end was nigh, but the fear of
apocalypse was gone, replaced by new ideas ofgge@nd the future. Boia and
Nagayama insist that there had been no idea offtitivee” or of “progress” in the

contemporary sense before this time. Before theemoperiod, the future was seen as a

| ucian Boia,Sekai no simatsu(La fin du monde), trans. Moriya Nobuaki (Toky@ggrus,
1992), 98.
12 Boia, Sekai no simatsy 100-101.

16



time when the world would return to the originatlarchetypal; the future described in
the Bible is a return to Eden, and for Jean-JacRuoesseau, the ideal was to go back to
nature. The premodern world did not assume tleatdtally unexperienced or unknown
was of value?® Instead, people viewed the past of Greek and Rdradition as more
advanced than their own period, and hoped foriamdo this ideal. Once people
realized that modernization and its byproducts @¢dwing a totally new and unique
history, the new dimension of the future was boro.get there they invented the vehicle
of “progress.” According to Boia, the contemporarganing of the noun “progress” (the
gradual betterment of humankind) developed in &ébe ¢ighteenth century; prior to this,
the term had meant simply to go forward or incréése

It is surprising that apocalypticism survived i thineteenth century with its
emphasis on the future, progress, and evolutidre principal elements of apocalyptic
discourse were combined with a new progressivismehwvkought the establishment of a
better society organized rationally and scientifcaFor example, social theory in Saint
Simon, positivism in Auguste Comte, and Communisr{arl Marx clearly inherited
traditional apocalyptic visions and discourse.th# same time, the apocalyptic tradition
was also adopted in literature. Prior to this@arirhe Book of Revelation and other
Biblical apocalyptic literature had been proteddgdhe churches, and interpretation of
astronomical omens such as comets was the wordhofaz's. Apocalyptic scriptures had
been in effect off limits even though apocalyptiscdurse penetrated the ideology of
commoners who used it to revolutionary efitiddowever, in the early nineteenth century,

apocalyptic themes became secularized and writggarbto describe the end of the

13 Nagayama Yasudyatsukashii mira{A Good Old Future) (Tokyo: Gio koronsha, 2001), 9-10.
4 Boia, Sekai no simatsy 130-131.
15 Boia, Sekai no simatsy 150-154.
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world in their fiction. Whether people believeditnot, they could talk about, challenge,
and play with the idea of the end of world at thveilf. The world of fiction has remained
the most powerful and creative domain of apocatypiscourse into modern tim&s.

Apocalyptic discourse underwent revolutionary chlemgith the development of
the idea of the future and the secularization efapocalyptic imagination. However,
apocalyptic ideology came to be understood asra @irfictional narrative; indeed, it
seemed to disappear into the world of fiction whehas flourished since the nineteenth
century. It appeared to have lost much of its rmfluence in the fully modernized
real world. In the twentieth century, however,ipasm and progressivism came to be
seriously challenged; people realized that “progjirésought only materialistic
improvement, but not spiritual improvement, to thises. With constant progress came
pollution, ethnic and racial discrimination, colaliém, and world wars. In the twentieth
century, real-world apocalypticism was revived bg fear that human beings would
become powerful enough to bring about the end ofdnity, nature, even God. The
invention and actual use of nuclear weapons wetksigde factors in the reinstatement of
apocalyptic discourse.

SociologistOsawa Masachi claims that apocalyptic thought carebarded as
one of the most influential trends in Western pdojohy after World War I. For example,
Martin Heidegger (1889-1976) considered his timéhasnost degenerated due to the
advent of technology. In addition to Heidegg@&ng and Tim¢1927) there were
many influential books with apocalyptic themes pahed before World War I, including
Oswald Spengler$he Decline of the Weg918-1923), Karl Barth'The Epistle to the

Romang1919), Karl Kraus’s influential playhe Last Days of Mankind915-1919),

1% Boia, Sekai no simatsy 150. Nagayamdyatsukashii mirgi10-13.
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and Sigmund FreudBeyond the Pleasure Princip{@920). Since World War Il, this
apocalyptic trend has spread. Max Horkheimer amebd@or W. Adorno’Pialectic of
Enlightenmenffirst published under this title in 1947) explathat the philosophy of the
Enlightenment has paradoxically brought about gl controlling society of our time,
and expresses serious anxiety over the situatatrghlightenment, one of the most
promising modern ideologies, has increasingly ietstl the freedom of nations and
individuals. In contemporary critical theory, oren recognize apocalyptic overtones in
the works of Jacques Derrida and Michel Foucalifte interest in apocalypse and
ending seems to have reached its peak after thagpselof the Cold War; Francis
Fukuyama’sThe End of History and the Last M&992) drew considerable attention not
only from academia but also from general readferBhus, the apocalyptic thought has
been a basic philosophical trend in the West thiougthe twentieth century.

In The Sense of an Endifkgank Kermode explains why the expectation of an
apocalypse has never disappeared completely. Hbeiags, he argues, cognitively
require the sense of an ending in order to makeesehthe present life that constitutes
the middle part of the whole:

Men ...rush ‘into the middest,” imedias reswhen they are born; they also die in
mediis rebusand to make sense of their span they need ficbmeords with
origins and ends, such as give meaning to livespacalypse depends on a
concord of imaginatively recorded past and imagwedt predicted future,
achieved on behalf of us, who remain ‘in the mids

We need to have apocalyptic ideas since we alwepmgnize and make sense of the

present by validating the past and imagining theneat of individual death as our end.

" Osawa Masachkukargsei no jidai(The Age of Impossibility) (Tokyo: lwanami shote2Q08),
219-220.
18 Kermode The Sense of An Endirigs8.
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We unconsciously depend on fiction with the conaaae of a beginning, middle, and
end in order to decrease our anxieties about desttr end. Our imagination repeatedly
constructs patterns of the end that correspondtiélpast-as-beginning and the present-
as-middle. Therefore, the image of an end is neagarded as truly false, even though
predicted dates of the end have always turnedodog 50: apocalypse never dies unless
our imagination dies.

In contemporary culture, the apocalyptic imaginatiepeatedly revives and
thrives in the varied arenas of religion, sociaMements, ecology, literature, films and
popular culture. As we have seen, apocalypticadisse has been versatile and variant
enough to adapt to manifold changes in historgoWers both temporal and spatial
endings with imminence/immanence, and encompass@&eavariety of triggers such as
natural and human-made disasters, famine, plagusayjle, political changes, social
unease, astronomical phenomena, ethnic confliadisisirial and technological progress,
pollution, and degradation of humanity. Apocalgghemes have been useful for both

commoners and elites and comprise both fantasyesatgm.

Apocalypse in Non Judeo-Christian Tradition

We have seen how the term apocalypse has comedm@ass a wide range of
meanings in the West, but it must be rememberddfiacalyptic narratives predate
Judeo-Christian thought and that many other religiand cultures have their own
apocalyptic traditions. Indeed, the Judeo-Chmséipocalyptic tradition derives not from

Judaism but from Zoroastrianism, whose apocalymitatives were transmitted through
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Judaism to Christianity and Islath.Apocalyptic myths and eschatological ideas ase al
found in various tribal cultures, ancient Greeoeljd, and Northern Europe. We tend to
assume that the linear apocalypticism presentéakiiible has been the most influential
source of secularized apocalypse in our time, batreer influential form of apocalypse,
cyclical apocalypse, exists outside the Judeo-Gamisvorld. Much research on world
eschatologies refers to the major distinction betwinear historical apocalypses and
cyclical traditional apocalypsé8. One of the most influential studies on eschatypisg
Mircea Eliade’sCosmos and History: The Myth of the Eternal Returnwhich he argues
that pre-Judeo-Christian eschatology has a lomgdition and moreover that this
eschatology follows a cyclical pattern insteadh& linear pattern of Judeo-Christian
apocalypse.

The cyclical idea of time in apocalyptic narrativeshought to have developed
among ancient and tribal peoples who observedcpbienomena in nature such as the
cosmic cycle of the planets and seasonal changdanits and trees. They extrapolated
the logic of these natural cycles of death andrtielbd humanity and the world,
concluding that human beings and the Earth alseategly died and were reborn at
specific intervals. They performed rituals to eesthat time would regenerate
continuously and to return to their archetype efshacred center, the source of life.
Eliade calls this pattern “the myth of eternal rattf* In this belief system, there is no
beginning or end; time is eternal and living thirggse repeatedly reincarnated.

In ancient Greece, many believed that every evenddvoe exactly repeated in

the next cycle, and Plato’s theory of forms wasndinential cyclical discourse.

¥ Trompf, “Millenarism: History, Sociology, and C€ultural Analysis,” 108.
% Kusano Seikimatsu14-25. KermodeThe Sense of An Endir@s6.
%L Eliade,Cosmos and Historyl-34.
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Hinduism teaches that all things including all ferof life, the universe, even time itself,
end and are reincarnated at intervals of 864 hiljiears*> Such cyclical apocalyptic
narratives envision no absolute end; many of tlesges and myths envision apocalyptic
destruction at the end of each cycle, yet assuatehie world will be restored in the next
rotation. Cyclical eschatology has its end, butlioit in this ending are both restoration
and rebirth. The cyclical view of time is thus amay of expressing the notion of both
eternity and transience.

Eliade discusses the ways that cyclical time amebli time affect one another,
and how the two concepts of time treat historicifye linear understanding of time,
which originated in Judaism and was later complete@hristianity, assumes
irreversibility: God created the universe, and tinegian; the world will end at some
unpredictable future time with the Second Comingl avery event that occurs between
these points is unique and unrepeatabl€his is the most common contemporary view
of time and the one on which modern societies aii bistory is in the past, we live in
the present, and the future is unknown. We assandalepend upon the concordance of
past, present, and future.

The cyclical understanding of time, on the otherdhdunctions to abolish history
periodically by seeking transhistorical archetypeby giving it a metahistorical
meaning in the eschatological cycle. To find thasi®rical archetypes is to transform a
“historical personage into an exemplary hero ahd#eorical event into a mythical
category.?® To give events metahistorical meanings is toyai® astral and cyclical

theory to a historical event so that the suffepngvoked by the event assumes an

22 Kusano Seikimatsu17-18.
% Eliade,Cosmos and Historyl41-147.
4 Eliade,Cosmos and HistoryL42.
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eschatological meaning. Eliade points out that Rwsrin the first century frequently
considered historical incidents and actual catpbe as symptoms of the year of
ekpyrosis Ekpyrosisis the Stoic belief in the periodic destructiortlué cosmos by a
great conflagration every Great Year, and it britigsrecreation of the cosmos and the
start of the new cycle. Soon after Augustus agign died, he was deified, since the
Romans understood that his supernatural power @psred to make the Roman Empire
repeat the recreation of the cosmos. Romans tnanetl actual historical events and
people into mythical components in order to copnanxiety toward historicity.
According to this abolishment of historicity, Elmdoncludes that people tolerate the
terror of history and find their identities, whielacord with their archetypal systém.
We are apt to think, due to the spread of Chriggatihat the cyclical
understanding of time has faded. The linear madi@ken for granted in our time, but
Eliade shows that there is conflict between theseviews even today: traditional
cyclical time as archetypal and ahistorical, aredlthear time as historical. Eliade
stresses that the understanding of history viafpdication of the cyclical view of time
to historical events continued to prevail in therdauntil very recently, and this view is
still prevalent in some cultures, including theiagitural societies of contemporary
Europe®® Eliade claims that modernization brings aboutrt@eessity of creating one’s
own identity via the abolishment of the cyclicabenstanding of time and the mythical
archetype. To be modern means to place valuestoritity and the uniqueness of
events; in other words, modernization means aaug ptie totally new and unknown,

which ancient people considered as sin or faildnaditional peoples viewed the new,

% Eliade,Cosmos and Historyl41-142.
% Eliade,Cosmos and Historyl41-143.
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the unique, and the unexperienced as useless anddangerous to the archetypal model,
so they needed to abolish historicity periodicallprder to maintain the archetypal
model?’

From a modern perspective the cyclical view mayrsgelack creativity, for it
adheres to the archetype and rejects the new.e Todalern is to accept newness and the
uniqueness of events, and consequently to acceplatihgers that inhere in them.
Modernization allows each individual the free vdlbe creative and autonomous, to
make a new history and an original identity. HoerEliade points out that to be
creative and free in the modern period is, in faegrly impossible for most, since
modern society is premised upon centralized palitmd power systems which function
to unify members of the state. Modern individuzds only be free inasmuch as they
comply with order, discipline, and the law of thatss quo. On the other hand, it can be
argued, ancient people could be creative and frserme extent by renewing their lives
according to cyclical myth€ Consequently, Eliade proposes that it becomes ver
difficult for modern people to tolerate the burds#rhistoricity as the modern world
becomes increasingly repressive, and claims tleatnibre flexible cyclical pattern of

time will again prevail in our near future.

The Birth of Postmodern Apocalypse
In accordance with his theoretical theme of “refUEliade seems to return to the
original archetype witihe Myth of Eternal Returim 1949. He sensed that modern

ideologies would experience serious stagnationcbuld not foresee the new cultural

%" Eliade,Cosmos and Historyl54-156.
8 Eliade,Cosmos and History156-157.
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current of what we now call postmodernity. Thetpuslern standpoint, which
relativizes the authenticity of any ideology, makegealize that it is no longer possible
to believe in the authenticity of the concordanteme. Although the cyclical and linear
views of time understand historicity differentligety share notions of beginning, middle
and end. While cyclical time repeats the patténis concordance, linear time
presupposes one big concordance of past, presehtyre. Despite the differences,
both views rest on order, structure, universadityl clarity in the concordance.

When we can no longer believe in such concordameauestion what is the
center, the beginning, the end, and who define® ted for what purpose. We have
seen that it had long been thought that the lawkeotlivine, nature, and human
rationality as the source of order were privilegedhaping ideas of time and an end.
Since ancient times, people have tried to impoderasn the chaos of the world and to
understand the relationship between themselveshendgniverse. Yet August 6, 1945
precipitated a crucial change in apocalyptic disseu The atomic bombing of Hiroshima,
and later Nagasaki, was a shocking demonstratatrhiiiman beings themselves now
have the power to bring about the end of this wdHd wildest apocalyptic visions of
prewar science fiction had come true. When theachpf nuclear warfare was
thoroughly realized and modern progressivism feth istagnation in the 1970s,
apocalypse became part of postmodern discoursehawelong assumed the
concordance of beginning, middle, and end in odlewstanding of time and the world.
Now it can be argued that there is no basis foh sucorder, and it becomes further
possible to argue that time has multiple densities, historicity does not operate

singularly. The concordance of time has come toHadlenged by the very multiplicity
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that postmodern discourse advocates.

For example, Jean-Francois Lyotard’s famous datoten of postmodernism as
“incredulity towards meta-narratives” includes Hrgument that modern progressivism
has ended. Besides, it is clear that what thea}@ieistian tradition promisesthe
progress of history, the knowability of everythirgd the possibility of absolute
freedom—is no longer relevant in the contemporary wéfldThe social norms and ideals
of human rationality, political ideologies of modearation-states, and productivity have
become invalid in the postmodern world. The moagrocalypse of progressivism has
been sentenced to death, yet apocalypse as aif@smon; principle elements in the
traditional apocalypse narrative are again incafsat into the postmodern apocalypse.
The sense of the end of major ideologies reminds# tise apocalyptic mood of the
classical period. Fredric Jameson sees recergmaiy phenomena as postmodern,
writing:

The last few years have been marked by an invenibenarianism, in

which premonitions of the future, catastrophiceaamptive, have been

replaced by senses of the end of this or thatgtitkof ideology, art, or

social class; the ‘crisis’ of Leninism, social desrexy, or the welfare

state, etc., etc.): taken together, all of thesbayes constitute what is

increasingly called postmodernisth.

Jameson considers the end of the meta-narrativedlasary and apocalyptic, and

regards this as one of the characteristics of ppdémism. The sense of ending recurs

everywhere; it replaces modern anxiety and stagmdty covering up all the universal,

# Jean-Francois Lyotar@he Postmodern Condition: A Report on Knowlefimneapolis:
University of Minnesota Press, and Manchester: Master University Press, 1984), xxiv.

% Fredric Jamson, “Postmodernism, or The Culturajit.of Late Capitalism,” in
Postmodernism: A Readaxd. Thomas Docherty (New York: New York Univeyditress, 1993),
62.
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grand narratives. While the modern notion of thecalypse implies progress and
evolution, postmodern apocalypse celebrates thedrabthe ending of modernity. From
Jameson’s comments, it becomes clear that progigssas a modern secularized
version of apocalypse is invalid and dying. Howeapocalypse still survives and is
used to designate the postmodern mood.

Jameson insists that the advent of advanced aapitals destroyed modernism
in which the three areas of culture, politics, asdnomy were semi-independent, and
that this has promoted the commaodification of alinan activities: “culture” is
“economy” in the postmodernized world. As a conssgre of postmodernization,
Jameson points to the effacing of historicity amel past, the disappearance of the
individual subject in postmodernity, the increasumgvailability of a personal style of
expression in art, and the emergence of the schizafx feeling that the past and the
future are fused with the eternal present. Posémmziation transforms historical
collective memories into the empty images of ngséaland pastiche as postmodern
expressional modality changes historical traditign superficial simulatiori> Thus,
Jameson concludes that postmodernization nullifiesconcordance and diachronic
notion of time in order to make sense of the preard to have a vision of the future, and
emphasizes the synchronic understanding of tinrevials that there is no beginning or
end and that there is no sacred center to whicétton.

Another preeminent postmodernist, Jean Baudriligogs even further, arguing
that the apocalypse has already happened and thiregyhas already been wiped off the

map. ltis useless to dream: the clash has geakbn place everywheré® While

31 Jamson, “Postmodernism, or The Cultural Logic atel Capitalism,” 66-79.
% Lee QuinbyAnti-Apocalypse: Exercise in Genealogical Criticifdinneapolis, University of
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Jameson anBerridaassert that postmodernism itself has certain dpotiaovertones?
Baudrillard argues that postmodernity is the tinkeewthe world has already experienced
apocalypse. According to Baudrillard, there is‘maveiling” for there is nothing below
the surface: there is only surface. There is mgthiniversal but commodificatiot.
Hyperreality, the state in which it is impossilbbedistinguish the real from the fantastic,
influences contemporary life. According to thigwamnent, we are made happier and more
fulfilled by the simulation and imitation of a trsient simulacrum of reality than by any
“real” reality.

This hyperrealistic state already exists: in thetemporary world, cyberspace
fulfills the role. Fundamental parts of human itgalow exist largely or even solely in
this cyber world. Money is one example: the briaksl-mortar bank has become an
inconvenience to be avoided, a mere platform, wdtilevery moment money is being
shifted around the world electronically. Evenwaltcurrency in imaginary universes like
the massively multiplayer online role-playing gaWtMORPG) EverQueshas become
“real,” with imaginary objects in the game beinddsimr real money, and a virtual
country in the game, Norrath, becoming so ricthmreal world that it was calculated to
have a gross national product per capita higher €tg@na and Indid>

In any economic activity, the substance of an imdial is information existing in
cyberspace. Reality is also formed in this cyb&eep most human activitiesultures of

music and videos, social, political and economiilsactions-now exist in cyberspace

Minnesota Press, 1994), xxii.

% Jacques Derrida, “Of an Apocalyptic Tone Recehtlgpted in Philosophy,” trans. John P.
Leavey, Jr., irOxford Literary Revievé (1984): 3-37.

3 James BergeAfter the End: Representation of Post-Apocalysianeapolis: University of
Minnesota Press, 1999), 8-9.

35 Ania Lichtarowicz, “Virtual kingdom richer than Rjaria,” BBC News OnlingFriday, March
29, 2002. http://news.bbc.co.uk/2/hi/science/rei899420.stm.
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as well as or even instead of in the real worldi MMORPGs real people represented by
avatars in imaginary universes meet in virtual spanside online games and exchange
virtual items for real-world money. There are epeople who earn their living—their
means of real-world survival—in this way. We acelonger able to insist on one
“reality” when we talk about the concordance ofdijrfor our worlds no longer
functioning as one reality.

Political economist and philosopher Francis Fukugatso argues that we are
living in the post-apocalypse in his essay “The Bhthe History?” and in his bookhe
End of History and the Last Man

What we may be witnessing is not just the end efGbld War, or the passing of a

particular period of post-war history, but the @fdhistory as such: that is, the

end point of mankind's ideological evolution and tmiversalization of Western

liberal democracy as the final form of human goweent>°
In this argument, the end of history does not nteahthe end of ideological conflicts
between communism and democracy causes a decngaggortant historical events.
Rather, Fukuyama claims that history must be vieagedn evolutionary process; of all
the socio-political ideologies that have existettsithe ancient period, liberal democracy
has survived as the most suitable. Thereforerdieea that we have already entered a
post-historical world without major endings, for ather political system will emerge;
equality of rights, rules, and opportunities is rguieed by the liberal democratic system
and the world is increasingly becoming democrdticesthe end of the Cold WAr.

As we have seen, postmodernism has certain apadicalgptures related to the

end of grand narratives and the stagnation of nmiyerMoreover, we increasingly feel

% Francis Fukayama, “The End of Historytie National InterestSummer 1989): 3-18.
%" Francis Fukuyamahe End of History and the Last Mérondon/New York: Free Press, 2006).
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that the apocalypse has already happened: our gaanatives have been lost, and we
will not experience another major sense of endmipe future; the divine, nature,
progress, ideologies, and human rationality caplet a central role in contemporary
life. In the premodern idea of cyclical time, #nents of the end all belong to an
archetypal model. The uniqueness of each evesisumed within the concordance of
time that loops back from end to beginning. Thenmo ultimate experience of ending:
premodern apocalypse rests on eternity. In theemmodotion of linear time, each event
and each individual comes to possess uniquengshigfonodern concordance of time
allows only one end. The end is in the futureafetays near, but recognized as
something as yet unexperienced. We continuallgness towards the end, yet it is never
here or now, but lies ever ahead. However, it bexclear that the cyclical and linear
understandings of time are no longer valid in therty-first century, for the postmodern
world renounces the sacred center of the cosmoslaadf progress as the final goal of
linear history.

James Berger terms this understanding of our tjpost:apocalypse.” IAfter
the End: Representations of Post-Apocalypseexplains that modernity is preoccupied
by “a sense of crisis, viewing as imminent, perhaysn longing for, some conclusive
catastrophe® We still have this sense of crisis, but it coexigith the sense that the
major catastrophe has already occurred and tharigie is over. The ceaseless activity
in our time, and the procession of similar disastera complex form of stasis. Berger
claims that “the visions of the end that Frank Ked& analyzed in terms of a sense of an
ending have increasingly given way to visions ¢élathe end, and the apocalyptic

sensibilities both of religion and of modernism é@ahifted toward a sense of post-

¥ Berger After the Endxiii.
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apocalypse®

Apocalypse makes the promised end come true byliegesomething important
at some point in our future. But in the postmodaemdpoint, the focus is shifted to
something to comatfter the end, for the apocalyptic end has actually oecuand there
will be no end in the future. Eliade propounds thestwpe of whether one can survive
the burden of historicity according to the modenedr understanding of time. The
modern apocalypse always requires us to cope hatlerisis of facing one final end. The
postmodern apocalypse makes this question invialehistoricity of an event is no
longer singular, and there will be no major end@al to reach. If a historic event were
given an absolutely unique value and meaning, uld/be impossible to survive the
burdens of historicity. Yet suppose that the evestrelative value and is approached
with multiple expedients, and this may bring mu#ipterpretations and re-evaluation of
the event. Further, postmodern time can be thooight interactive. Accordingly, a
historic event comes to have multiple dimensior@n be juxtaposed with the present
or with the future in post-apocalyptic fiction. dpostmodern imagination can help us to
face the apocalypse in a totally different wayositive or negative-from premodern and
modern understandings of time and historitity.

In the preceding, | have looked at the ways in Whitee types of apocalyptic
time have been formed. In the ancient world, ty&ical view of time was dominant,
and apocalypse was the end of a cycle and coulddsated as many times as the cycle
itself. Apocalypse in this view of time is the jude to total renewal and the perfect

rebirth of the world and the universe. With theaaglance of Christian tradition, with its

% Berger After the Endxiii.
0 Berger After the Engxx.
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foundation of Jewish tradition influenced by Zoro@as apocalypse, the seed of the
linear view of time started to grow. As the Westetorld has modernized, progress and
the linear view of time have become widely accepf€de end of time is now understood
as the completion of the modernized society in Wigiand narratives unify nation and
populace. As previously seen, the concordancegihbing, middle, and end has been
maintained both in cyclical and in linear time.

However, since the late twentieth century, grandati@es have lost their
authenticity, and concordance in the cyclical drallinear view of time is no longer
reliable. We now experience the multiplicity oaliéy through the emergence of
cyberspace enabled by highly advanced digital telcigies. When the divine unitary
center of the cycle is distrusted, and when th&amnunderstanding of history as the past,
reality as the present, and goals as the futugadly disjointed by postmodern trends,
apocalypse is considered to have occurred alreadgr to happen again. Postmodern
apocalypse becomes the post-apocalypse, which seekgpress the aftermath of the
unprecedented destruction of World War 1l and ueekgd changes due to the revolution
of information technologies in the social/ecolodficatural/economic system. Itis a
strategy for coping with living in an endless amdaless world. Apocalypse thus has
undergone considerable diachronic changes, yksstilives and even thrives in
contemporary popular cultures.

Here | would like to expand the ordinary definitiohapocalypse that has long
been used in religious contexts: | want to distislgwpocalypse from peaceful
millenarism. Some millenaristic movements attetopteconcile with their enemies

without a catastrophic clash, while apocalypseigely understood as the process by
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which final salvation is brought by transcendenitera catastrophic crisis. However, as
we have seen, various subspecies of apocalypseehaged as it has lost its religious
meaning and been transformed by sociopolitical gaan | would therefore define
apocalypse as a story of facing a destructive esuklly an end that is never experienced
by either the protagonists of the narratives otheyr writers/readers; the story includes a
catastrophic moment of ending caused by unknoweiGtlor by unexperienced changes.
Apocalypse is formed when we feel a sense of dasisrds things or events we have
never experienced: an individual death, the eraha#poch, the disintegration of an
empire, the collapse of an ideology, the physieahtnation of the universe, or the end of
the way we conceive the world. Apocalypse dessrthe catastrophic confrontation

with such unknown others, and indicates new visipositive or negative, after the crisis.

Functions of Apocalypse

How is the role and influence of apocalypse crityjcanderstood and evaluated?
In Western academia, there have been many stutllegleo-Christian apocalypse and
millenarian movements. Many of these try to takesatral position toward
apocalypticism, or give a positive evaluation obegdyptic literature as canonical texts
of subversion which support revolutionary ideolagie the West. Catherine Keller
argues that liberation theologians such as Allaeada& and Pablo Richard regard Saint
John as a precursor of their decolonizing proj@déte famous contemporary theologian
Jiingen Moltmann gives Christian eschatology reneafidmative meanings by stating
that apocalypse is not centered on ending butrath@ope. He argues that Christian

eschatology is all about hope as forward-lookimgl therefore it leads to
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“revolutionizing and transforming the presefit.”

Others take a clear anti-apocalypse position, teggiit as a discourse: an
ideological tool that the powerful use to contto powerless. It is not widely known
that British novelist D.H. Lawrence wrote on Theogplypse of John in the 1920s and
emphasized the fact that the book is filled witkré@d, enmity, and desire for hegemony
over the oppressor. Since Christianity took halthie West, Lawrence insists,
apocalypse has long functioned to justify peopde'sire for power and contrl. Among
recent studies, feminist postmodern philosopherQemby claims in heAnti-
Apocalypsedhat apocalyptic discourse thwarts freedom andateaty. She reviews the
relationship between power, truth, ethics and dgpsa using Foucault's genealogy, and
asserts that apocalyptic doctrine is the urge tty,ul0 homogenize and to dualize. It
disavows questioning of existing truth, discregdkspticism, and discourages challengers
of the status qu®’

Yet this anti-apocalypse stance always faces thgeteof falling into the very
binary system which it criticizes. When anti-aggp#cism strongly deplores a
fundamentalist understanding of apocalypse as $ongethreatening to our freedom, it
is not totally free from the value-laden binarytsys; it may end up counter-demonizing
the Other aggressively. Keller points out that-apbcalypse is a double bind for it
“must continuously confess its indebtedness topisosite, and at the same time . . .

disavow any righteous inevitability of The Erf."Furthermore, when we look outside

*1 Catherine KellerApocalypse Now and Then: A Feminist Guide to the drthe World
(Boston: Beacon Press, 1996), 16-17.

*2D.H. LawrenceApocalypséLondon, New York: Penguin Books, 1996), Introdoict

3 Quinby,Anti-Apocalypselntroduction. See also Lee Quiniillennial Seduction: A Skeptic
Confronts Apocalyptic Cultur@thaca, London: Cornell University Press, 1999).

* Keller, Apocalypse Now and Theto.
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Biblical tradition and influence, for example, tadigenous myths, Hindu and Buddhist
tradition, and Greek mythology, it becomes cleat #pocalyptic narratives in non-
Judeo-Christian culture do not always rely on glgicenter of power and a value-laden
dichotomy between good and evil, although thesénegbssess characteristics of the
end of the epoch, the world, and the universe.hpod- and anti-apocalypse standpoints
in Judeo-Christianity fall short of explaining h@pocalyptic phenomena function in
other parts of the world, such as Japan. As we Baen above, apocalypse is versatile,
and its context, proportion, rhetoric and influeneey greatly.

It is very difficult to evaluate worldwide apocatyptraditions in terms of “good”
or “bad” effects; the influence of the apocalyptiagination is very versatile. Therefore,
| prefer to pay attention to the functions of tip@ealyptic phenomenon rather than its
moralistic value. The focus is to look at what basn revealed through apocalypse at
various times, especially during major transitiopatiods; apocalypse in the original
Greek signifies lifting up the vell to reveal/digse/uncover the otherwise hidden truth. |
am interested here in how apocalyptic narrative® eorked as a tool: what kind of tool,
for what kind of audience, and in what circumstance

In particular, | focus on two functional characséigs in apocalyptic narratives:

apocalypse encompasses opposing values, and apeeay a system always reveals
what comes after the end. First, apocalypse enassgs opposing values such as birth
and death, beginning and end, creation and destn,ctycle and line, beauty and
ugliness, joy and sadness, eternity and tempardliyinance and subjugation, and
decadence and morality. This does not mean thapatalyptic narratives construct a

binary system and either always takes one sidermtibn dualistically. Rather,
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apocalyptic stories and ideology narrate the matatip between two opposing values,
and by examining this opposition, it becomes clelaat is at stake. While some
apocalyptic narratives are based on a clear bimatrplace more value on one side or the
other, other apocalyptic stories function to dig@anbiguities, simultaneously
incorporating opposing values.

In The Book of Revelation, for example, Satamdysi decadence, injustice and
oppression to the righteous. However, after aleseseals are opened, Armageddon
comes and amoral empires and Antichrists are destroAfter Christ’'s perfect thousand-
year reign, Satan revives temporarily and triggieesfinal war. With the final judgment,
the Kingdom of Heavenly Jerusalem is eternallylmeied*® The Book of Revelation
seems to function according to opposing values agachrtue versus vice, temporality
versus eternity, and decadence versus moralite stdry is based on binary oppositions,
but with one side of the binary clearly valued othex other. In fact, however, the
apocalyptic ideology in this book is used much nmardiguously. As Keller points out,
The Book of Revelation is always favored by thedisaantaged; it has supported
religious minorities and exploited people in tHeght against the dominant. Yet at the
same time, it has authority as part of the carfom;dmega” of the Bible. Despite its
highly abstract content, its rhetoric has been stbpy the elite eager to protect their
supremacy® Indeed, it is well known that The Book of Reviglatwas used to justify
religious wars such as the Crusades. The fundii@pocalypse in this book is both for
power and the powerless, having revolutionary idesawell as conservative ones. The

Book of Revelation thus contains a binary systentsistory but its function is more

5 Kazama Kenji, “Apocalypse Nowfureka: Poetry and Criticisr81, 2 (February 1999): 126-
135.
“ Keller, Apocalypse Now and Theto.
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ambivalent.

On the other hand, a similar opposition of valuesd ambivalence can be
observed in non-Judeo-Christian traditions. Buslthas representative of the cyclical
view of time has a dynamic ambiguity in its apopaly. Buddhism does not define the
time of the beginning or the end of the world, yettycle includes both nothingness and
creation. This cycle of the creation and destaictf the whole universe repeats itself:
Buddha appears and brings the righteous rule ondiay, virtue, enlightenment; after
Buddha dies, it becomes gradually more difficulathieve enlightenment. Buddha’s
teachings are maintained as scriptures, yet thébauof followers decreases so that
enlightenment becomes impossible. This periodliedmap (in Japanese) and its
epoch represents shallow understanding of scdbarmony with nature, decadence,
and conflicts among followef¥. The time ofmapp does not directly mean the final end
time as in the Christian apocalypse, for the cgoletinues, but its narrative vibrates
between the ambivalence of perfection and detditoran one Buddhist cycle of life.

While traditional apocalypses tend to deal morénthe opposition of values and
to emphasize the oppositional relationship betwesnconflicting ideas, apocalypse in
the postmodern world places more importance omdomdaries of two opposing values.
In particular, these boundaries of opposing vaaresvell illustrated in science fiction.
For example, the modern technological apocalypseayd presents the usefulness of
technology and then contrasts it with the crise tomes when we misuse it or when we
lose control of our creations. The postmodern-ggabcalypse, on the other hand,

focuses on the way in which the artificial begiosrteld with the natural, as well as how

*" Michele Marra, “The Development of Mapfhought in Japan (I), Japanese Journal of
Religious Studie€l988 15/1): 25-54.
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nature becomes unable to survive without help atetference in the form of the
artificial. Yet at the same time, the artificidvays carries the potential of becoming
uncanny and harmful to human beings. This illusgd@he complex reality of the
contemporary world in which the artificial and thatural have become indistinguishable.
The threat of ecological apocalypse, which has badaly predicted since the late
twentieth century, features similar boundaries faistbns between two poles of
purification and contamination, protection and feeenpetition, destruction and rebirth.
The boundaries between the poles in the ecologmatalypse, such as the artificial
protection of nature and non-interference witheébelogical system, are sometimes very
complex and cannot be easily defined. Often tieeaetime when boundary issues in
these two opposing values cannot be immediatetindisished. Postmodern apocalypse
thus has a tendency to explore the ambiguous boesdz opposing values, and to
reveal the possibility of hybridization of opposinglues.

When the composition of opposing values is consdiétom a different angle, it
can be argued that the function of this compositioapocalyptic narratives is profoundly
related to confrontation with the Other in a tinfesis. Apocalypse, in other words, is
a narrative about what one opposing value saystarmther, and the way in which
people respond and react to the Other in a tinsggoificant sociocultural changes.
Apocalypse is the dynamics between the self andtkaown in a time of crisis; this
unknown is often a threatening Other, includingliint of our imagination.

Accordingly, apocalypse is often used to addressalnhe identities as a response to a
crisis brought about by an unknown Other, andtgrofttempts to restabilize them by

offering affirmations and visions of a better fugur
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The most representative opposing value pair in@ypse is life and death.
Death is understood as absolutely separate frenail experienced as totally Other
when we are alive; we cannot experience death wetidlie, yet death is ever close by,
for every living beingnustdie. When one must face death, apocalyptic naesatan
describe the relationship between life and deaghrbl; one story may emphasize the
contrast between the two or declare the impossilafireconciliation between them,
while another may emphasize the ambivalence oflife death, or the connection and
continuity between life and death. The trajec®péthe opposing values in apocalyptic
narratives can show what Otherness means. Atiine $§me, the apocalyptic situation
brings understanding of the self and helps to ktatfluid identities by contrasting them
with the Other.

The second functional characteristic in apocatypérratives is that apocalypse as
a system always reveals what comes after the etiie@vent, the world, or the universe.
We have seen that postmodern apocalypse mostly déal the post-apocalyptic
situation, yet in any apocalyptic narrative catlsaadways follows destruction or
complete annihilation. The characteristics of @giles have varied as apocalypse has
changed in the course of time. For example, inBbek of Revelation, righteous people
chosen by the final judgment will live in the newaljhJerusalem that is descended from
Heaven, finding the total victory of the sacred #melrighteous, and feeling sublime after
catharsis. This perfect world is considered astimpletion of utopi&® In Hindu
mythology, everything in our universe is happenmyishnu’s dream; Brahma, the
creator of the universe, is born from a lotus grayin Vishnu'’s navel. When the

universe is destroyed, Vishnu absorbs Brahma; gde ends at this moment. In the

8 Kazama, “Apocalypse Now,” 126-135.
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next step, Vishnu goes back to sleep and the oreafithe universe begins anew. The
apocalyptic end in Hindu myth shows eternity, onotgmce, infinity, unconsciousness
and immensity and leads us to think of ourselves jgart of this grandiose cycle and one
immense life"?

Epilogues in traditional apocalyptic myths mostgsdribe the happy or promised
“ending” of the stories, yet modern apocalypticraives are often tragic and hopeless.
H. G. Wells'The Time Machin€l895) describes the complete destruction of hutyan
and the Earth, and no hope is left at the endeokthry. The main character, a time
traveler, speaks of his experience journeying éoyar 802,701 A.D. and subsequently
to thirty million years from his own time. In tiséory, humans continue to evolve and
reach their peak of perfection. But after thiskydmiman beings experience a
differentiation and begin to degrade, becomingaasmgly primitive. The Earth
experiences the same thing: it stops rotating,udiimately becomes a dead plant.

Wells wrote a number of highly influential and irvadive SF works, often
explicitly criticizing capitalism and evolutionisnHowever, his works were abandoned
by his contemporaries in the 1920s. After thetfWerld War, progressivism came to be
seen as uncertain and suspect among intellectliasstrue that Wells’ works take a
negative position towards progressivism, yet theyenbased on the premisesafentific
progress. In that sense, Wells still believed thahan beings are creatures of progress.
His visions of what would come after catastrophresoften hopeless, for he was unable
to reconcile the gap between reality and the idéplogress.

After World War 11, post-apocalyptic science fiatigtarted to boom, for people

* Kusano Seikimatsy58-69.
¥ H.G. Wells, Taimu mashir{The Time Machinetrans. by Ishikawa Toshi (Tokyo: Kadokawa
shoten, 2002).
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had experienced apocalypse in the Holocaust andttimieic bombings. The main theme
of apocalyptic fiction shifted from destructiondorvival and revival in the aftermath. In
Britain, a genre of post-apocalyptic science fictaalled “cozy catastrophe” emerged
after World War 1. Works in this genre describe emergence of new civilizations
following destruction. Usually the main charactars able to safely observe the disaster
which happens in a limited area. Most works ingkare describe the challenges of the
survivor, the horror of dystopian high-tech so@stwith tight surveillance, or strife in
destroyed civilizations. Regardless of their sgti the narratives seek ways to cope
with the experience of existing between life andtbeto speak the unspeakable, and to
unveil what is hidden in such crises.

Some postmodern post-apocalyptic fiction, on theeiohand, deals with special
situations such as thack of major change; highly postmodern apocalypsenasumes
that there are no more major changes to come. é/Xh#racters in cozy catastrophes
merely observe the destruction, characters in dsgaapocalyptic narratives often
experience it directly; the impact of the shock wemain forever, like the impact of the
atomic bombs. The conflicts caused by the opposif ideologies are gone forever, and
all that remains is the barren realization thathaee to live in a world without major
endings, as influential Japanese sociologist Miy&taji argues in his “Live in the
endless daily life,” and as writer Tsurumi Watalairos in his famou&anzen jisatsu

manuaru(Complete Suicide Manual}. We have to live in this endless time when it is

*1 Miyadai argues that the leader and followers ainfperpetrated the sarin gas attack on the
Tokyo subway because they could not endure entifflesgithout the sense of an ending. See
Miyadai Shinji,Owarinaki nichip wo ikiro: Aum kanzen kokufuku manyudkive in the Endless
Everyday: the Perfect Manual for Conquering Aumgkyfo: Chikuma shoten, 1998). Also
Tsurumi’s book begins with the declaration thar¢heill be no big ending in our life. See
Tsurumi WataruKanzen jisatsu manyuaf@Complete Suicide Manual) (TokyGta shuppan,
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not obvious what is right or wrong. When apocaltyparratives are influenced by the
postmodern changeless/endless worldview, they toeddal with something opposite to
progress, change, growth, and maturity. We neeéaiize that conventional hope after
apocalyptic crisis no longer exists in postmodarrative, and apocalypse itself comes
to mean something very different.

As we have seen, apocalypse has a versatile reatdrehanges according to
epoch and place; apocalypse is still alive evenrvthe concordance of beginning,
middle and end is distrusted in the postmoderndvofipocalypse is no longer a mere
end-time story. Rather, | argue that the structdir@pocalypse implies the changes of
certain relationships in the time of crisis andradeg it concerns the relationship between
the self and a new and unknown Other; apocalypserithes the crisis of facing a totally
unknown opponent or environment, destructive confietween self and Other, and
implies a new relationship between the two. Thloegperiencing these changes,
apocalypse can offer to solidify one’s unstablentdg in times of crisis, and to create
new relationships with others. Regardless of tmenf the date, and the cultural
background, the relationship between two opposalges and what comes after
apocalypse are two important keystones which avaya present in any apocalyptic
narrative. Through these two elements of apocalyatrratives, the way the fiction
defines otherness and copes with it becomes cled@hapter Two, | examine patterns
and changes in Japanese apocalyptic narrativalso look at the way in which the
composition of opposing values and the visiong difte crisis function in Japanese

apocalyptic stories.

1993) for further details.
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Chapter Two

Apocalypse in Japan

This chapter mainly deals with theory and criticisfrapocalyptic thought and
narrative in modern Japan. | divide the modernmafour periods according to
important events and transitions in society: frad68.to 1945 (the beginning of the Meiji
period to the end of World War Il); from 1945 to7D9(Japan’s defeat in World War 1l to
its recovery from defeat); from 1970 to 1995 (tihghheconomic growth period to the
collapse of the bubble economy and social stalilégd from 1995 (the beginning of the
long decline) to the present. In this chaptestdss apocalyptic trends and narratives of
the Meiji and pre-World War 1l eras, and | concatdgron apocalyptic thought and
criticism in the postwar period; | analyze specdi@amples of apocalyptic fiction in the
periods after 1945 in Chapters Three, Four and.Five

Before moving to discussion of the modern peribts hecessary to look at
apocalyptic thought and movements in premodernnla@anerally speaking, it is safe to
say that apocalyptic thought was not as prevateptemodern Japanese culture as it was
in the Judeo-Christian tradition. While apocalgptiyths are common in cultures all
over the world, there is no specific apocalyptidimgssociated with ancient Japan. The
oldest collection of Japanese mytlike Kojiki(collected in 712 AD), includes myths
concerning the creation of the world and of JapBme Kojikicontains explanations of
the births of various Japanese deities, theirioglahips and conflicts, and the divine
ancestry of the emperors, but it does not includees about catastrophes or the end of

the world, and it is difficult to ascertain whethisr stories reflect a cyclical or a linear
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view of time! This is because present reality is more impottzam the past or the
future in Japanese myth. Ancient Japanese mytiaedeto affirm the world, nature, and
human beings as they wereEven after the importation of Buddhism in thétfi€entury,
with its cyclical approach and (in some forms) sap&ural beings, apocalyptic thought
was not the central ideology in premodern Japateseght.

Although apocalyptic thought was not common in prdern Japan, there were
three historical periodsthe late Heian period (eleventh and twelfth cees)tithe mid-
Kamakura period (late twelfth and thirteenth ceilet); and the mid- to late Edo period
(mid-seventeenth and eighteenth centurieh)ring which apocalyptic ideologies were
widespread. In the late Heian period, the apod@lyguddhist worldview known as
map prevailed; it taught that perfection would/couleldttained in the Pure Land, but
not in this world® In the Kamakura period, new Buddhist reformensaexied and
introducedmap@ thought—which had been exclusively taught in the upperselds the
regional warriors and farmers, and in an innovatanner applied the theory to this-
worldly issues like social problems in order toveothem in reality. In the Edo period,

apocalyptic discourse spread into the lower swatawnspeople and farmers, and

! Kurano Keniji ed.Kojiki (Tokyo: lwanami shoten, 1963), 13-209. See alswa{alayao,
Shinwa to nihonjin no kokor@yth and Japanese Mind) (Tokyo: lwanami shot€&93}, 21-104.
2 Tamura Yoshis, Nihon bukkgshi nyimon(Introduction to the History of Japanese Buddhism)
(Tokyo: Kadokawa shoten, 1969), 29.

® Mapps (the Last Dharma Age) is part of the Buddhist tiiexs the Three Ages, which also
includessivbo (the True Dharma Age) armdbo (the Imitation Dharma Age)Shobo is the period
of five hundred years after Buddha's death durimdcty followers can attain enlightenment
through DharmaZabg is the period of five hundred to one thousand yeftershobo; though
followers cannot attain enlightenment in this péyithe teachings of Dharma continue to exist.
Mapp is the period ten thousand years aftdys, when people are unable to attain
enlightenment through Dharma, and society beconwgaliy corrupt. The Dharma itself remains
true, but in the age ohap@ even priests cannot understand and exercisergatty. See Marra,
“The Development of MagpThought in Japan (1),” 25-54.
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movements such as the new religion caffefika;” riots ofyonaoshi ikkP and fiction by
joruri playwright Chikamatsu Monzaemon (1653-1725) indbmestic genresewa
mongd which deals with double suicides, reflected tie Bpocalyptic trenf.

The apocalyptic trend in the Heian period was esteckito the upper class (the
aristocrats), but it gradually widened its scopgl unrencompassed not only the middle-
but also the lowest classes in the Edo period, nikelthe Western apocalyptic trend.
As apocalyptic ideology spread, its functions clehgvhile Heiamap@ thought
depended on the binary distinction between thespeifleal of the afterlife and the
imperfect, hopeless, defiled this-life (which isstay reality), Kamakura Buddhism and
Edo apocalyptic movements attempted to achieve idheals in the present reality, or to
act against the existing power through apocalygtastrophe. Japanese apocalyptic
thought began to seek the connection between dppudivalues and between self and
unknown Other, offering more concrete ideas of winatild come after the end.
However, unlike Western apocalyptic thought, thesenodern Japanese apocalyptic
movements were not powerful enough to become dutweoary ideology which could

reform society. This may be because the traditidapanese worldview values the

* Fujiko, derived from the esoteric mountain Buddhism, tped into a popular religious
organization for townspeople in mid*18entury Edo. It taught that a better age woulneo

when the poor and defiled age would end, and Heatransition would occur when the balance of
yin and yang was right. It also warned that wheogte are attached to worldly desires, lust,
greed and idleness, apocalyptic events such asahdtsasters will occur and the world will face
its end. See Tamurhlihon bukkgshi nyimon 178-180.

® Yonaoshi ikkiefers to riots aimed at ending social inequalitiyich often included violent
destructive attacks on wealthy merchants and faxmBetails are discussed in Sasaki Junnosuke,
Yonaosh{The Reform of Society) (Tokyo: Iwanami shoten, 297

® The theme of double suicide in Chikamatsu’s pfapstions as a protest by the powerless
against the mainstream values of the warrior cldssh valued hierarchy and loyalty. See
detailed arguments in Steven Heine, “Tragedy ameb8an in the Floating World: Chikamatsu’s
Double Suicide Drama as Millenarian Discoursehée Journal of Asian Studié8, 2 (May

1994); and Shinoda Masahi®hiny: ten no amijimgThe Love Suicides at Amijima) (Tokyo:
Kamensha, 1970).
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present as it is, or it may be because people gieqpected the natural renewals of
stagnant social conditions that the cyclical vidimme presupposes. In either case,
despite being taken up by various social movemamisalyptic thought did not have a

powerful sociocultural impact in premodern Japan.

Apocalypse in Modern Japan: from Meiji to the end ¢ World War Il

Stories and folklore on apocalyptic phenomenati&eiral disasters have existed
in Japan since the Heian period, and they mostigem actual instances of earthquakes,
volcanic eruptions, fires, tsunamis, plagues, &ed¢storation of the community after
such events. In the premodern period, apocalygaticatives in Japan resembled myths
of Heaven and Hell or simple records of naturaasliers rather than narratives of world-
wide devastatiofl. Apocalyptic stories in the Edo period were basedhe opposition
between the powerful and the powerless based distreaircumstances, not fiction.

The idea of the future is necessary to createntfagjinary space for apocalyptic fantasy;
therefore it was not until the early Meiji peridtht apocalyptic narratives came to be
fully-fledged fictional imaginations, as modernipat brought the ideas of progress and
the future to a newly modern Japan.

Apocalyptic imagination in the modern period widértlee scope of the end from
that of the community to the end of the world oemvthe universe. This expansion of
imagination was also related to the fact that Jdy@ahre-joined the international
community after nearly two hundred years of selpased isolation. While for many
Edo people the area within the borders of Japand@aesented “the world,” in the Meiji

period even commoners were keenly aware of théesde of lands and peoples beyond

! Miyata, Shimatsukan no minzokuggk6-50.
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their country. The opposing Other to the poor faror the masterless samurai in the
apocalyptic movements of the Edo period was alveagemestic power, such as the rich
merchant or powerful lord. In the Meiji period,gontrast, the opposing Other became
explicitly nondomestic: Western power, the modeatian-state, and the modern
autonomous subject.

As a popular slogan during the Meiji periaeakon ysai (Japanese spirit and
Western technology), implies, it was a dauntindgs fas Meiji intellectuals to maintain
Japanese traditions while importing Western thoagldt technologies; their challenge
was to reconcile Japaneseness and modernity (Westeon) in order to keep at least
part of their traditional identity. Just pgibungakunovels were strongly influenced by
the theme of modernization and the new Japanesgecsivity, apocalyptic fiction in the
Meiji period also came to encompass a wide vaonéthemes influenced by the influx of
foreign particularly Westerculture. New findings in astronomy, geology angsbs,
as well as Christian, particularly Protestant, owagi of apocalypse became sources of the
new apocalyptic imagination in the Meiji and Taigferiods (1868-1926).

During the late Edo and early Meiji eras, astroreahphenomena such as comets
and newly discovered planets were often consideotehtial causes of world-wide
destruction, for it was understood that there veaseschance that such celestial bodies
could bring ecological changes on Earth. Comedsltvag been regarded as omens, but
the idea that they could bring world-wide apocaltyptatastrophe developed in the late
nineteenth century along with the importation armirgh in popularity of science fiction.
The new science fiction works in this period, imedias they were by modern science,

were all based on a linear understanding of tikieerary critic Nagayama Yasuo has
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identified a common pattern of the ending in sceefiction novels that describe the
peculiar avoidance of the absolute end of the wiarfogrewar modern Japan; in the
following | analyze three novels introduced by Ngayaa in his book.

Nakagawa Kaj's Sekai metsub(The End of the World), written in 1898, was
inspired by the real-life warning by an Austriatrasomer that a massive comet would
crash into the Earth in November of 1899. &apovel begins with a scene in which a
professor at Tokyo Science University warns ofithpending collision of a comet with
our planet, and panic ensues. Another profesgmiearagainst this speculation, yet the
comet indeed appears and the prediction comes &ggoup of scientists escape into
space on a special ship, and as they do they withesmoment that the comet hits and
realize that the world faces its ehd.

Translations of science fiction works were alreadgnmon in this early modern
period; a novel tittedhe End of the Wor]dvritten in 1903 by the influential American-
Canadian astronomer Simon Newcomb, was translatedapanese and published as
Ankokuse{the Dark Planet) in 1905. The novel was inspbgdhe latest astronomical
science, and had a considerable impact on Japartebectuals. The novel is set ten
thousand years in the future, when the culturdsiaiankind are flourishing with
advanced science and technologies. One day, @tistidiscovers a mysterious dark
planet approaching our solar system at incredipded. He calculates that this dark
planet will crash into our Sun and that this cradhcause the Sun to expand one
thousand times, heating up the Earth and causegxtinction of all living things. The

scientist, aiming to be a sort of second Noahdswain underground shelter stocked with

® Nagayama Yasuo, “Nijusseiki no owarikata (How twiEhe Twentieth Century)Eureka:
Poetry and Criticisn81, 2 (February 1999): 168-179.
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food and seeds. Following the crash and the sulesgglestruction, the few people who
had taken refuge in the shelter return to the sarta build a new society. However, they
discover that the dark planet has turned the Sioreimebuld.

Another influential science fiction nové{onoyo wa ika nishite owaruk@&ow
Will This World End?), was translated in 1923 frdime novelLa fin du mondgewritten in
1893 by French astronomer Camille Flammarion. Rianon’s 1891 short story “The
Last Days of the Earth” had previously been traeslanto Japanese by novelist
Tokutomi Roka, so Flammarion was already knowraijpah in late Meiji and his work
had considerable influence on intellectuals inThisto period’® The first part of the
book describes the crashing of a huge comet idetrth in the twenty-fifth century,
which kills many people. Most of the developedrmoes are not affected by the comet.
The second part of the book illustrates the fauriitten million years after this event,
when human civilization has peaked and begins ttirde for the Earth is reaching the
end of its life. The planet gradually cools and Moon begins to change its orbit. The
Sun shrinks and the solar system itself beginseo Humans lose their procreative
instinct and in the end a single woman and a simgla are the only people left. They
meet on the final day and try to reestablish huniailization.**

Besides these three examples, many science fistaries on astronomical
themes were published in Japanese popular magahinieg the prewar period. Prewar
high-culture literary circles, made up solely oflenauthors, dealt mainly with

shislvsetsy autobiographical narratives describing realidetails of the author’s

° Nagayama, “Nijusseiki no owarikata,” 171-173.

10 Camille Flammarion, “Sekai no matsuijitsu” (The LBsys of the Earth), trans. Tokutomi
Roka,Kokumin no tom@The Nation’s Friend) 11@ay 1891): 32-34.

! Nagayama, “Nijusseiki no owarikata,” 173-175.
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personal life and thoughts, targeting male intéllatreaders. On the other hand, science
fiction in popular literature was full of chimeridanaginations, targeting a wider adult
and older teenage male readership. Although popgualance fiction was concerned only
with imaginative themes and was thought to lacloserreflection on the rapidly
modernizing society, the themes in SF narrativab®period keenly reflect the social
and cultural changes that Japan faced at the thkséNlagayama points out, it is
interesting to note that most of these narrativeduding the three examples above, stop
short of depicting ultimate destruction and anaitidn. In his study of apocalyptic
novels from the mid-nineteenth century to the etwgntieth century, Nagayama
concludes that most avoid a final termination,édeample by the device of making
apocalyptic events take place in a main charactikeam. This applies not only to works
originally written in Japanese; in translated wokkgen when the original ends with
world annihilation, the translated version safellegates the destruction to a dre’gm.

This may be because the idea of time in Japandrapdeen cyclical while in the
West it had long been linear. Traditional Japameseatives prefer to describe both the
end and the subsequent birth of the new cycle rétla@ simply declaring an absolute
end. A yet more fundamental reason lies in thectire of opposition in these
apocalyptic stories. We have seen that there@yesng ideas and values in apocalyptic
narratives and that the opposing poles had begncesicrete. For example, theapm
apocalypse contrasted the heavenly Pure Land alhdaHe apocalypse in the Edo lower
strata had been framed as opposition to the relagses.

On the other hand, science fiction in the prewaiogentroduced the idea of

outer space as a totally new unknown as never defbinese narratives presented space

12 Nagayama, “Nijusseiki no owarikata,” 179.
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as ambivalent in nature, a new concept and fyblossibilities for new discoveries but at
the same time uncontrollable and potentially treeeig. Unknown enemies, in the form
of comets, extraterrestrial aliens, planets, ahe@roastronomical phenomena, implied the
threat presented by foreign powers to a newly modapan. Apocalypse in early
modern Japanese narratives thus encompassed ¢ignfand alien. Like galactic
phenomena, the foreign Other, especially in thenfof Westernization, was new and
attractive but also mysterious, powerful, and cépabbringing devastating change to
traditional Japan. Yet like a comet on a collistmurse with Earth, for Japanese people
in the Meiji period the Westernization of Japanmsee ineluctable. | suggest, therefore,
that apocalyptic narratives of the prewar periadyeting men who were facing an
identity crisis brought about by inevitable andsc&pable modernization, functioned as a
tool to escape total obliteration in the form ofdemization and Westernization, a way to
escape the reality of a rapidly modernizing society

Since modernization was a must for the creatiaim@hew Japan, the structure of
opposition becomes unclear; the modern West stoo@position to prewar Japan, yet
Japan longed to both preserve the historical coityirof its identity and to become a
fully modern power. Therefore, apocalyptic namesiin the prewar period lose the
power of conviction. While Edo apocalyptic idedkgyamong the lower classes
implicitly and explicitly resisted the status gearly modern apocalyptic narratives
suffer from the difficulty of establishing the sabfivity of the modern individual and a
modern nation. Farmers and merchants in the Edodplead solid identities, albeit ones
that were imposed and fixed. Commoners in theiNdeijiod, on the other hand, faced

the challenge of establishing a new, autonomouslenmoidentity. At the same time, they
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had to contend with the contradiction inherentia identity policy established by the
Meiji government, which urged individuals in Jagarestablish their modern subjectivity
but also prevented them from doing so, for the M&gnstitution explicitly designated all
Japanese as the children of the father-Emp@rdust as the ideas of a modern self and a
modern nation remained ambiguous, there was no @&dionship between self and
Other described in prewar apocalyptic sciencedicti

Since the relationship between self and Other wasvell described, there was
no vision for the future after the apocalyptic iishe more clearly the tension and
opposition between self and Other is composednibre concretely the vision of the
world after the crisis is presented. After thgondestruction in these stories, characters
are often allowed to survive and rebuild a communiBut in most cases, there is no
description of the new world. Alternatively, aftte complete extermination of all living
things and even the universe, it is revealed ti@apocalypse actually happened in a
dream, and ordinary daily life continues when tharacter wakes up. It can be argued
that early modern apocalyptic narratives heighbendescription of complete destruction
and annihilation, since observing the conventiamdér being destroyed and being
involved in unexpected changes overlaps with wieapje actually experienced in a
rapidly modernizing society. However, it is cléaat apocalyptic science fiction could
not fully accept modernization and Westernizatibayoided the description of realistic
destruction, instead returning to conventionalitgall his shows that it was difficult, in
the major upheaval of the transition to a modetionastate, to have a stable vision for

the future and to establish a new identity in madeiciety.

13 Sharalyn Orbaugh, “The Problems of Modern Subjjectl “The Nation and the Nationalism,”
in The Columbia Companion to Modern East Asian Litegted. Joshua Mostow (New York:
Columbia University Press, 2003), 24-41.
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Apocalypse in the Postwar Period

World War 1l fundamentally changed apocalyptic disse. Before modern
weapons were introduced, winning wars depended mmaek on the number of soldiers
each side could deploy, and on the soldiers’ &msliand, to some degree, luck; armies
consisted largely of mercenaries, and civiliansenesually kept at a certain distance
from the battleground. With modernization came meghnologies of war including
highly effective weapons capable of large-scaleérdeson; new developments in land-
based and maritime transport and armaments; anebiged ability to engage in aerial
combat; all of these were fully deployed for thestftime in the Second World War.
These new technologies represented a revolutiararfare. They brought an
exponential increase in damage to the natural lmathiiman-built world, a rise in the
number of civilian and military casualties, andtiaaccelerated consumption of
ammunition and fuels. The sheer scale of World Walso meant increases in costs, and
defeat for the loser meant a correspondingly lafggation in compensation. To an
extent never before seen in human history, notgoktiers or mercenaries, but also every
adult and child citizen was thus forced to partgin the total war to support the nation
and to pay for the costs of war/compensation, hrsdarought the war and apocalyptic
crisis closer than ever before.

The Holocaust had a considerable impact on apotalypaginations. The
ideological illusion of the Nazis led to hithertoprecedented genocide: more than ten
million people were slaughtered. The victims in@d Jewish, Polish, Roma, Sinti, and

Slavic civilians, gay men, Soviet prisoners of waligious minorities, people with
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disabilities, and of course those who dared to epgbe Nazi regime. Many were
imprisoned in concentration camps and/or subjetieduel medical experiments. They
were killed not by conventional attacks with weapbnt by vile means, the majority by
so-called public euthanasia in gas chambers. Tdleddust is a particularly disturbing
example of one man’s imagination inducing wholesglecalyptic catastrophe.

The Second World War also influenced the apocatyiptagination in Japan.
Battles in the early part of the war took placesalg Japan, but direct attacks on
Japanese territories increased as the war wordnathe Battle of Okinawa in 1945, the
largest amphibious assault of the Pacific War, exprately 110,000 Japanese soldiers,
100,000 Japanese civilians, and 12,500 Americatiessldied. The widely reported
incidents of mass suicide after the Battle of Okiaahow how civilians experienced the
crisis of defeat? The war began to encroach on the lives of civilian the mainland of
Japan, and the protracted bombing of Tokyo reduoest of center of the city to ruins.
The so-called Great Tokyo Air Raid of March 9 arfig 1945, the most destructive in
history, destroyed one third of central Tokyo ré&aglin the deaths of some 100,000
people in the ensuing conflagration, more thanrtimaediate deaths caused by the
atomic bombing of Nagasaki.

The atomic bombing of Hiroshima and Nagasaki hadigue influence on

1t is still a subject of debate whether the massides in Okinawa were voluntary or forced by
the Japanese army, and in any case it would bediigult to prove who gave the order. This
controversy led to a long court trial o@e Kenzabus's Okinawa mto (Okinawa Notes, 1970)
and lenaga Sabais Taiheiyp seng (The Pacific War, 1968). It is, however, cleattthe

suicides were catastrophic and destructive actsnticated that people could not cope with the
uncertain future of defeat.

!> The number of immediate deaths due to the Nageahb is estimated as 74,000 people,
mostly civilians, mostly women, children, and théegly. The number of immediate deaths due
to the Hiroshima bomb, on the other hand, variesming to the source. The city of Hiroshima
officially estimated that 140,000 people died betwAugust 6, 1945 and the end of the year.
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apocalypticism. The invention of nuclear weaporsnt that it was now within
humanity’s means to destroy itself. Whereas betoeeentity with the power to bring
about apocalypse had long been understood as {sapesal, it was now human. The
only nation to have experienced a nuclear attagbad continues to suffer from its
impact; the atomic bombs made real the kind of ajyptic vision and power that had
never before been seen. Blinding light and radwatt from fireballs burning at nearly
four thousand degrees centigrade turned two hestaties into corpse-filled ruins; near
the point of explosion, known as ground zero, eteng that could burn burst into flame,
sand vitrified, and humans were either vaporizethstantly turned into carbon. Never
before had such an apocalyptic sight or such desteupower been experienced.

Atomic bomb survivors, known dsbakushahave a unique view of apocalypse:
they have experienced it first-hand. Not only iy withess the extraordinary
destructive power of the unexpected bombings, iy tontinue to survive their
aftermath: their own deteriorating health and tbgvsleaths of hundreds of thousands of
other survivors who gradually succumbed to radmtilated diseases. These are the
first people to have experienced bodily the ultenadwer that can destroy not only
humanity but also the Earth.

John Whittier Treat emphasizes the specialnedsechtomic bomb experience and

atomic literature inNriting Ground Zergpin which he compardsbakushawith victims
of other bombing raids:

The terror of Hiroshima and Nagasaki lies not im tlumber of their dead. The

fire bombings of Japan and Europe killed hundrddbausands, too. What must

be accounted for in our definition of contemporeisglization is that the people

of two cities were, and some still are, forcedite in a compromised state of
both life and death at the same time; that thatigat consequence of having
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barely survived a deliberate and methodical human fo eliminate them; and
that we today potentially face the same desfiny.
What makesibakushadifferent from survivors of other horrors is tllagir experience
of apocalypse never ends. While millions died migifVorld War 1l due to conventional
bombing, torture, and genocide, those who survitiede atrocities were released from
the immanence of death and the fear of torture whenvar was over. Fdibakusha
however, the experience of the atomic bomb neves;ahcontinues to affect their lives
and their health, as well as their descendants, [teal communities, their cities and
even the country as a whole. They continue totfeeimmanence of death forever.
The atomic bombings fundamentally changed apodalggcourse in Japan.
Referring to Treat’s discussion bibakushawriting and Frank Kermode’s statement that
we cannot endure the continuation of time withowdieg, the everlasting impact of the
atomic bombing is explained as follows:
For atomic survivors, the act of writing can hawe fpurposes: attempting to
make norhibakushaunderstand the horror of having to bear a padrcpérsonal
timeline that has no conceivable meaningful end;taying, by keeping the issue
of the atomic bombs alive, to keep open the pdgsgibif eventual public
“meaning” of some kind. To impose an “end” on #temic experience, to
surrender to the historical narratives written wetference to that “end,” would
render thenibakushaexperience meaningless, contrary to Kermode'sstant:’
It is clear that, for th@ibakushathe ultimate apocalyptic experience of the atomic

bombings paradoxically forever deprives them oérase of ending. They must suffer

physically and mentally from its aftereffects foetrest of their lives, yet they also bear

16 John Whittier TreatWriting Ground Zero: Japanese Literature and themic Bomb(Chicago:
The University of Chicago Press, 1995), 8.

" Sharalyn Orbauglapanese Fiction of the Allied Occupation: VisiBmbodiment, Identity
(Leiden: Brill, 2007), 16.
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the burden of making others understand the entiesse brought by this catastrophe,
even if this task is nearly impossible. Hence,attempts of nomibakushao make the
hibakush& experience rational and historical by attemptmgmpose an ending on it are
both undesirable and unhelpful for the survivalapanese atomic apocalypse came to
paradoxically signify endlessness; although apgtaiynarratives are generally stories of
ending the atomic bomb experience brought suffentpoutend.

As Sharalyn Orbaugh points out, the period of Oatiop between 1945 and
1952 was a time of major upheaval, and people wressl and told personal stories of
their immediate, everyday physical experiencefiefwtar and its epistemic dislocation.
This is because it was impossible for writers teroceme the war and the consequences
of the defeat and because consensus about thengeariithe war had not been
established. The events were simply too extraarglifor the Japanese to digest, and
they thought that the ongoing experience of theamarthe defeat should not be regarded
as something already ended. However, when thendapaconomy and social structure
had recuperated in the late 1950s, “a coherentiemudete set of interpretative narratives
about what and how the war signified” was establistwriters in various political
positions generally share this common paradignm@funderstanding of the war in the
1960s:*

Fiction in the 1960s, especially narratives witlhegyptic themes, often tends to
discuss the historical meaning of the war andelation to the identity of Japan as a
nation, for the defeat functions as a major disooitty in the history and identity of
Japan and its people. Apocalyptic discourse m pleriod functioned as a tool to

comprehend the overall meaning of the defeat aisia and to solidify unstable national

18 Orbaugh,Japanese Fiction of the Allied Occupatjdr8.
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and individual identity. Common interpretative raives about warfare, which describe
issues such as Imperialism, invasions of othespdrAsia, the atomic bombings, the
aftermath of the defeat and the Occupation, weegrated into the apocalyptic crisis in
order to recreate the ideological order after stathstrophes. Accordingly, the unknown
Other in modern Japanese apocalypse in the 196Q=iHy foreign, especially
American, and ambiguous values such as traditiodémozation, dominance/
subjugation, victory/defeat, communism/capitalismd victim/victimizer are opposingly
displayed in the narratives. During this periadernationally renowned authors such as
Ibuse Masuiji, Mishima Yukio, Abe #0, andOe Kenzabus wrote stories with
apocalyptic themes of the war and its aftermathitidude the relation between the past,
the present, and the future in the new larger pgnad® From the end of the war to the
end of the 1970s, apocalyptic narratives worked ta®l to restate what happened in the
war and the aftermath of the atomic bombings, anedefine the meanings of the
defeat; they attempted to rehabilitate the damadgatities of the nation and its people,
especially men. Apocalyptic stories sought a watyad the traumatic memories and

discontinuity of the defeat.

Apocalypse in the Idealistic Age and in the Fictioal Age
While postmodernism has gradually spread amongaffesbuntries since the
1960s, it also began to influence Japanese cutime 1970, the year of the Osaka Expo.

According to critic and philosopher Azuma Hirolhgtterms postmodern and

19 Kuroi ame(Black Rain, 1966) by Ibuse Masujifsukushii hosh{Beautiful Planet, 1962) by
Mishima Yukio,Daiyon kanpyki (Inter Ice Age 4, 1959) by Al€6bo, Man’en gannen no
futtoboru (The Silent Cry, 1967) andozui wa waga tamashii ni oyobiThe Floodwaters Have
Come Unto My Soul, 1973) bye Kenzabus are examples of fiction with apocalyptic themes
from this time period.
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postmodernity are often used to designate cultteabls since the 1960s or 1979s.
Forty or fifty years ago, the conditions which aeficulture changed drastically in highly
advanced capitalist societies in Europe, North Acagiand Japan, and many cultural
genres were transformed. The rise of rock musm,dpecial effects, pop-art,
hallucinogenic drugs like LSD, the personal computes decline of politics and
literature, and the death of the avant-garde syinddtthe decisive discontinuity of our
contemporary cultural situaticn.

While Western countries experienced a gradual iiandrom modern to
postmodern from the end of the First World War 914 to the end of the Cold War in
1989, Azuma claims that, in extreme contrast, Jap@erienced an explosive shift from
modern to postmodern in the 1970s. During theogerof restoration and rapid
economic growth after the end of World War Two,alapeeded to consolidate
ideological social structures such as educatiorsitutions and corporate systems. It
needed to revive its national goals and a granchtiae in order to overcome the crisis of
the defeat. Efficient economic growth in the egbgtwar period was in fact supported
by the remains of the wartime political and legatems, which were still essentially
modern. Azuma considers that this consolidatiawgled in the 1970s so that Japan
could legitimately move into its postmodern peridg@onsequently, the postmodern trend

quickly spread through all cultural genres in Jaffan

%0 Azuma makes a clear distinction between the tépmstmodernity” and “postmodernism” in
Japan. The former generally refers to culturahgea since the1960s or 1970s, while the latter
has both a more ideological mien and a more linstpe, referring to things like the critical
trend led by Asada Akira and KaratarijiQ, or the literary movement of Shimada Masahikad a
Takahashi Gen’ichir. See Azuma HirokiQtaku: Japan’s Database Animatsans.Jonathan E.
Abel, and Kno Shion (Minneapolis: University of Minnesota, 20016-17.

! Azuma,Otaky 7-8.

?2 Azuma,Otaky 107-108.
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SociologistOsawa Masachi also finds cultural discontinuity besgw the period
from the end of the war to 1969, and the periochfd®70 to 1995. He terms the
zeitgeist from 1945 to 1969 “the idealistic agas¢ no jidai) and the zeitgeist from 1970
to 1995 “the fictional agekyolo no jidai). While the idealistic age indicates a period in
which meta-narratives such as political ideologies still valid and functioning in reality,
the fictional age is a period in which such metaataves are regarded as invalid in the
real world, and ideals are quested for in ficti@dsawa examines the success of Tokyo
Disneyland and the development of Shibuya in tH#0%9arguing that these are fictional,
hyperrealistic spaces that thoroughly exclude tyealn postwar Japan, order is shaped
through the relationship between reality and tleaidiuring the idealistic age; political
movements and student movements in the 1960s dubgepeople tried to realize their
political and ideological ideals in real societyowever, in the fictional age, order comes
to be shaped through the relationship betweentyesid fiction*

Osawa locates the turning point around 1970, thegef student activism such
as theAnpoandZenkyts movement$? TheAnpostrife (1959-1960 and 1970) and the
student movements of the mid 1960s were postwaiqabimovements challenging the
lack of ideology in the status quo. These movemesyiresented the idealistic age trying

to realize its ideals in the real politics of Jap&towever, in 1970, the secoAdpo

% Osawa MasachKyoks no jidai no hatgThe End of the Fictional Age) (Tokyo: Chikuma
Sholp, 1996), 38-51.

24 Zenkyits is an abbreviation afengaku kit kaigi, meaning “the conference of all acidic
dispute.” Zenkyté movements occurred between 1965 and 1970; inatiereperiod they were
successful, but they later degenerated into vialkErshes between students and police with no
clear goals.Anpois an abbreviation afichibei anzerkosho joyaku Treaty of Mutual
Cooperation and Security between the United Statdslapan. Tha&npostrife or movement
refers to the anthnpg anti-war movements that occurred twice: in 196%6d again in 1970.
Like theZenkyto movements, they were successful at first, but kae¥e marked by violence
without concrete goals. They remain the biggestipal movements in Japanese history.
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movement by leftists and students came to denyibdethlogies. Some even lynched
their own comrades; these murders, knowsokatsy?® were justified as necessary to
make members more active revolutionaries. Ahpomovement in the late 1960s lost
its ideological justification and fell into violeac Art critic Sawaragi Noi also considers
the year 1970 a crucial turning point for Japarmnfoag out the following important
incidents; while Expo '70, the first Asian World®air, was underway, the Japanese
Communist League-Red Army Faction hijacked a domesfcraft to create a stronghold
in North Korea, and Mishima Yukio staged his ritaaicide by disembowelment. In the
next few years, a series of terrorist bombinggakyo, and U.S. President Nixon’s
suspension of the gold standard and introductigchefluctuating currency exchange
system provoked the “dollar shock.” Meanwhile, iiternational oil crisis (the “oil
shock”) caused spiraling inflation. Sawaragi claitihat the year 1970 represents the
turning point in Japanese cultural/sociologicahttg after World War If°

Osawa'’s theory has in common with Azuma'’s and Sagvararguments that
1970 was the year in which there was a major allithrange in Japan from modern to
postmodern. It can be said that the idealisticrafects the late modern spirit, while the
fictional age reflects the start of the postmodedsawa compares these two ages and

concludes that the 1972 Asama Sainsident’ represents the ultimate limit and collapse

% S5katsumeans to summarize, but the United Red Army camisé this word to encourage
their members to self-criticize and to become retvohary through violent actsSokatsubecame
one of the justifications for the violence and narsdengaged in by the organization.

% sawaragi Noi, “On the Battlefield of ‘SUPERFLARubculture and Art in Postwar Japan,”
trans. Linda Hoaglund, ibittle Boy: The Arts of Japan's Exploding Subcwdtwd. Murakami
Takashi (New Haven: Yale University Press, 2008Y,-205.

%’ The Asama Sandncident was a hostage crisis and police siegerountain lodge near
Karuizawa, Nagano that lasted from February 19turrary 28, 1972. The rescue operation on
the final day of the standoff was the first marathige broadcast in Japan, lasting ten hours and
forty minutes. The incident began when five memlwé#ithe United Red Army, following a
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of the idealistic age, whereas the Aum sarin ga€labn the Tokyo subway in 1995 (the
incident will be discussed in detail below and ima@ter Five) functions as the ultimate
end and collapse of the fictional &fe.

The Asama Sandncident and Aum sarin gas attack, the former edusy radical
political activism and the latter by a new religsaarganization, do not on the surface
seem connected. Yet Azuma dbshwa, as well as Japanese subculture critic andanan
artistOtsuka Eiji, who studies female members of the WhRed Army Reng sekigu,
agree that they differ mainly in the perpetratbedief in contrasting narratives: one the
well-known meta-narrative of communism, and thesofictional doctrines drawn
mostly from subcultural contextS.Among these subcultural phenomena in postwar
JapanQsawa points out that the fictional imagination pbealypticism became
widespread from 1970. Not only New Religious orgations but also cultural genres
such as anime, manga, and popular literature dethitapocalyptic themes, and this
apocalyptic imagination was therefore not limiteddligious believers but was also
shared among the wider public. For example, Gofgea'sThe Prophesies of

Nostradamusvas published in 1973 and became highly influént#édso, popular

bloody political purge that left fourteen membefshe group plus one bystander dead, broke into
a holiday lodge below Mount Asama, taking the wafehe lodge-keeper hostage. On February
28, police stormed the lodge; two police officerravkilled in the assault, but the hostage was
rescued and the five perpetrators were taken untody. The incident contributed to a decline in
the popularity of leftist movements in Japan. feother information, see Sassa Atsuyukeng
sekigun asama sadgken (The United Red Army: The Asama Sariscident) (Tokyo: Bungei
shunjisha, 1999) for commentary by the police side arkd@achi HiroshiAsama sans1972 2
vols. (Tokyo: Sairysha, 1993) for commentary by a member of the Urited Army.

% Osawa Kyoks no jidai no hate40.

2t is well known that Aum Shinrikys leader Matsumoto Chizuo was influenced by battioh
(including animations such &pace Battleship YamadmdNausicaa of the Valley of the Wjnd
and esoteric Buddhism as well as the prophecié®sfradamus. Se&esawa MasachKyoko no
jidai no hate 48-49, andDtsuka Eiji,Kanojotachi no reng sekigun: sabukaruchto sengo

minshu shug{Women in The United Red Army: Subculture andRlostwar Democracy) (Tokyo:
Kadokawa shoten, 2001) for further details of #lationship between The United Red Army and
Aum.
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animations such &8pace Battleship Yama{p977)° Nausicai of the Valley of the Wind
(1984), andAKIRA(1988) are all set in places that have experiemggtiwide nuclear
war and describe the process of the real finaliw#reir narratives; in other words, these
apocalyptic fictional works are based on post-ajypti& settings: worlds that have
already been destroyed.

Osawa explains that the reason apocalyptic imaginatbecame powerful and
widespread in the 1970s and 1980s is because nempyeoin this period longed for the
complete destruction of the existing order rathantfor reform and adjustmetit.In
addition toOsawa’s explanation, it can be considered that tfiesenal works implicitly
repeat the experience of World War 1l and its afigh in order to accept it as a real
historical event. Or it could be argued that thegsecalyptic works attempt to show the
limit of modern idea of time through apocalypticttaction®?

Let us turn now to how apocalyptic discourse fumtdias a tool. While modern
apocalyptic works in the 1960s and the 1970s tangeidult men sought recovery from
trauma, the recreation of the ideological orded #re reconstruction of identity in a
realistic setting, apocalyptic stories in the 1980andoned the aim of making such ideals
real and chose to address them instead in ficteetéings. The failures of political
movements such as tA@poandZenkyto movements underscored America’s
continuing influence on Japanese politics everr #fiee Occupation. Young males, who

grew up after the failures of these political moeents, consciously or unconsciously

%0 Space Battleship Yamaimusually considered a classical animation sines released more
than thirty years ago. However, it has recentlyegienced a resurgence in popularity; five
animated films have been released from 1977 to ,28@9a live action film will be released in
Japan on December 1, 2010.

3 Osawa Kyoks no jidai no hate75-76.

% Osawa Kyoks no jidai no hate73-88.
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absorbed the difficulty of dealing with the powéttlme United States and the trauma of
the defeat. Instead of fiction that proposed séialsolutions to trauma and unstable
identity, young Japanese males turned to storagiéscribed the imagined community
of post-nuclear war survivors or that depicted mesions of the post-crisis future in
fictional settings. In these fictions these youthend meaning in their stagnated lives
and a bright, promising, albeit fictional, future.

Grand narratives were lost in the 1970s, but thesschot mean that society
suddenly became fully postmodern. When it becdes that modern ideals could no
longer be realizeah this reality, people tried to compensate for this loss by orgat
fiction that would offer a similar worldview; ideologieere reconstructed in fiction.
Apocalyptic narratives were used to take over sirand narratives, for their structure
usually incorporates both the destruction and ¢leegation of the world. In the 1970s,
apocalyptic fiction was used to re-establish lgang narratives. For example, we can
see the re-created order and grand narratives oiv&pace Battleship Yamateven
though the story is science fiction, the plot isesgially a retelling of the imperial order
and sublime goals of World War II: the series thefiected the realistic visions people
had held twenty years previously.

However, people in the 1980s gradually realizedd#@nstruction of various
ideologies that supported the postwar society,semsed that a new age had come.
Apocalyptic fiction, then, functioned to reflecetlend of modern ideologies and the birth
of postmodernity. As the trend of the fictionakdgecame widespread in the early 1980s,
the emphasis of apocalyptic narratives gradualifgeshfrom recreation of the realistic

order and morality to the quest for ideals in esiff fictional settings. This shift can be
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clearly observed in apocalyptic works with prequelsequels written during the 1980s

and early 1990s, and will be addressed in det&llhapter Four.

Japanese Apocalypse since 1995

The fictional age that seeks its ideals in fictioaets its limit in 1995; many
critics of Japanese literature, sociology, and papeulture consider that 1995 marks an
important shift in Japanese cultural trends. &t glear there were two important
apocalyptic events that widely influenced societg aulture. The first was the Great
Hanshin Earthquake (the Kobe Earthquake as it i€ mommonly known outside Japan),
which occurred on January 17 in the southern dattyogo Prefecture. Over six
thousand people died and nearly 44,000 were inju@d houses made of wood
collapsed, and infrastructure such as highwayksyags, electrical systems, gas and
water supplies, and the telephone network werelwealed severely damaged. More
than 300,000 people were left homeless. This wpanls worst natural disaster since the
Great Kand Earthquake of 1923, causing some ten trillion iyetlamage, equivalent to
2.5% of Japan's GDP at the tiffe.

This was also the year in which Japan began towsdyi suffer from the bursting
of the 1986 to 1990 asset price bubble in whichestate and stock prices had been
greatly inflated. The economic collapse had stdgpe stable economic growth of the
1970s and early 1980s, and Japan now faced itssansus decline since World War Il.
Against this social and economic background, thbekBarthquake shook the image of

the stable and safe society of postwar Japan.apbealyptic devastation of the

33 For more detailed statistics, see
http://sinsai.fdma.go.jp/search/abstract.php? TOSIBOGNO0000025&DATA_ID=0001&LEGAL_ON=1
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earthquake caused discontinuity between the pasth@present. The lives of those who
experienced it were decisively changed by thisnyatic event, just as were the lives of
those who survived the atomic bombings and thosehveard the Emperor’s voice for
the first time on the radio in August 1945.
In his diary, psychiatrist An Katsumasa terms tunditionriaru-byo or “reality
syndrome,” and explains the change in his own thmkn this way:
As | experienced the earthquake and continued/¢oiti the disaster area . . . |
realized that my sense of value and my way of hgehas gradually changed. Let
me temporarily term it “reality syndrome” . . . Theerwhelming experience of
the earthquake and visions of devastated landscipered me of words. Even
though various emotions arose, | could not put tiremwords—I felt like such
emotions would become lies if | verbalized themedlized that realityrfaru na
mong is merciless and deprives us of words. In myegas | am deeply caught
by real events, | begin to refuse empty words aedries. | cannot stop thinking,
“such empty things will be destroyed once anotleetheuake comes*
An’s remarks indicate that the earthquake manitete power of reality. Ideals in the
fictional age appear meaningless in the face obtteewhelming power of the real. He
saw the interpretation of the event as equal tmhovhen compared to the reality of the
earthquake. The reality of the Kobe Earthquakeatad the fragility of ideals in the
fictional age. Asawa claims, this earthquake brought the end didtienal age
zeitgeist that had obtained since the early 1970ss fictional age had functioned well,
despite its fictive nature. However, for thoseefhavith the reality of the earthquake,
ideals in fictional settings became simply tooifietto accept. Consequently, the
communities and societies that had offered ficiileals and critical theories lost their

significance and power for people who experienbedeiarthquake. The Kobe

Earthquake became a trigger to weaken the idealistions and the significance of

3% Qtd. in Sais, Bungaku no dari 203. My translation.
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communal space that offered such visions.

The Kobe Earthquake also brought a different undeding of Otherness. The
earthquake was a brutal reminder that human life emal abruptly. It is always possible
for natural disasters to bring sudden apocalypsii Is easy to forget this since death is
mostly hidden from our daily life in postmodern mg. Osawa claims that the
contingency of sudden death is very similar to acamny Other who may suddenly
disrupt our lives. For exampl@sawa refers to the comment by one survivor who felt
that “everything looked like a weapon” after he esipnced the earthquake. In other
words, a state of emergency can produce the agegestl of an uncanny Other

This Other cannot be specified as a certain egighimg or person, for this
Otherness is what the contingency of death itgeljepts externally. In 1990s Japan it
was understood that one’s identity was locatediwitfie anticipated course of one’s life;
the majority of Japanese people lived in an agehich they rarelyif ever,confronted
sudden, deadly dangers like wars, plagues, anchtamithe possibility of the sudden
death of large numbers of people had been forgattédre reality of 1990s Japan, yet it
revived as a totally uncanny Other found within $leff. Thus, the immanent quality of
the apocalyptic earthquake crisis led to the redisry of the contingency of sudden
death realized within the self. We have seenithapocalyptic fiction before 1995 the
Other was variously imagined as an enemy, a mamnsfareign power, a mysterious
extraterrestrial phenomenon, modernization and éwestatus quo. Apocalyptic stories
tried to describe the relationship between the omknOther and the self, and how to
react to the unknown in times of crisis. But th&€ was also discovered within the self

through the apocalypse of the Kobe Earthquake.

% Osawa Kyoks no jidai no hate12.
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The second important apocalyptic event in 1995 tvasarin nerve gas attack on
the Tokyo subway (known in Japan as the Subwayn$acident), an act of domestic
terrorism perpetrated by members of Aum Shirrikp March 20. Aum Shinrildy now
rebranded Aleph, is a New Religious organizatiat thcorporates leader Matsumoto
Chizuo’s idiosyncratic interpretations of yoga witttets of Buddhism and Christianity,
and even the writings of Nostradamus. The pohdeily said that the attack was an
attempt by the cult to hasten the apocalypse, whileng the subsequent trial of those
responsible the prosecution said that it was irgdrid bring down the government and
install Matsumoto as the emperor of Japan. Tleeltivas directed against trains passing
through the Kasumigaseki and Nagatadrstricts, home to the Japanese government. In
five coordinated attacks during the morning rusbrhmembers of Aum released sarin
gas on several lines of the Tokyo Metro. At leadbzen people died on that day and in
the ensuing days, while over five thousand weraéck at hospitals, including some fifty
with severe to critical injuries and nearly a thend who suffered temporary vision
problems. Several of those affected, includingspagers on other trains, subway and
health care workers and bystanders, were sickepéelping others who had been
directly exposed. This was and remains the maogiuseattack to occur on Japanese soil
since World War £

The Kobe Earthquake and the sarin gas attack wehedpocalyptic, catastrophic
events because they destroyed the myth of seamdysafety in modern Japan; Japanese
in the 1990s believed that their modernized soaiatly its advanced city planning, well-

maintained infrastructure, and efficient socialtegss, including the police and Self

% D. W. BrackettHoly Terror: Armageddon in Toky@®ew York: Weatherhill, 1996), 1-8.
Matsumoto Chizuo is also known as AsaharakSh
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Defense Forces, could secure their lives againsthaeat, including natural disasters and
social unrest. These two incidents revealed thgilfty of this actually very fictive view,
and threw into sharp relief the reality that sonmeglor someone uncanny and unknown
can bring total destruction even in the most pad@afd highly modernized society.
These two incidents, however, functioned in alnopgiosite ways to the trend of the
fictional age: the cruelty of reality in the Kobarthquake destroyed the fictive, hyper-
realistic trend of the time, while, like the Holosd, the Aum incident was the
crystallization of the ultimate fictional vision @6 leadef?’ However, they share the
important feature of triggering the disintegratafrthe fictional age. The attack by Aum
Shinrikyo also raises two important issues that are sirtoléinose in the Kobe
Earthquake: the problem of reliance on societytardelationship between self and the
unknown Other.

Aum Shinrikys is considered the most paradigmatic example afioels
movements in the fictional age since 1970. Inidealistic age, that is, from 1945 to
1970, Japan made its best effort to make its id&akscovery, stability, progress, and
prosperity come true in reality. During that tildew Religious organizations saw a
resurgence in popularity; these groups had a glealrof relieving their followers of
“hin-byo-s0” (poverty, sickness, and conflict) and to bringriinclose to ideals of this-
worldly happiness. The organizations promoted camahsupport and harmony

between their followers, making salvation in thedlistic age a this-worldly benefit in

%It is significant that Murakami Haruki combinepogtage of the Aum incident with non-
fictional interviews in hisAndagraundo(Underground) antfakusoku sareta basho @&t the
Promised Land) (Tokyo: Bungei shaspa, 1998), whereas he juxtaposes the Kobe Eakbqua
with fiction in Kami no kodomotachi wa mina odof@fter the Quake) (Tokyo: Shinokha,
2000).
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reality®

However, New Religions established after 1970 arg different in terms of their
doctrines, systems of organization, and motiveshabthey are categorized as “new”
New Religions ghin-shinskikys).>® Religious studies scholar Shimazono Susumu
identifies six characteristics of new New Religiorihe first is a change in motives for
joining the organizations; reasons for joining Nieeligions used to include liberation
from poverty, sickness, and conflicts in realityt bow the reasons have become more
abstract, such as escape from “vanity in life."e Becond characteristic is that they
emphasize the spiritual world and a quest for dapafrom reality. The third is that they
promote mysterious and transcendent experiencegbrabout by techniques of
controlling body and mind. The fourth is increasedphasis on individual responsibility
rather than on communal relationships betweenv@ts. The fifth is that their
teachings include apocalyptic ideologies and massia The last is that the followers
belong to the younger generatith.

As Osawa explains, Aum Shinrikynot only had all the characteristics of new
New Religions, but had them to an extreme degFex.example, Aum promoted a
radical type of apocalyptic thought and questedtftirorough detachment from reality.
It is notable that the followers of Aum in 1995 wemnostly educated, privileged people in

their twenties and thirties. Aum Shinrikyhus can be considered as the archetype of

38 Representative new religions from 1945 to 1970Saka Gakkai, RisshiKaseikai, and the
Perfect Liberty. See Shimazono Susumu, “Aspecti®Rebirth of Religion,” ifReligion in
Japanese Cultureed. Tamaru Noriyoshi and David Reid (Tokyo, Nesvkvand London:
Kodansha International, 1996), 170-174.

% Examples of new New Religions other than Aum Skyrir are Agon no Sy the Unification
Church, and kfuku no Kagaku. See Shimazono Susumu, “AspedieoRebirth of Religion,”
174-177.

9 Shimazono Susumu, “Shin shini&ld no tokucls” (The Characteristics of New New
Religions), inShin shin sikyo to shikyo bizmu (Tokyo: lwanami shoten, 1997), 23-50.
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new New Religions in the fictional age. Howevewas Aum Shinrikg itself that
bought the end or collapse of the fictional ageriaking their fictive ideals of
apocalypse come true through terrorism.

In the 1980s, Aum Shinrikyhad a weak but definite vision of what the world
would look like after the apocalypse; Matsumotenfteferred to the ideal Tibetan
Buddhist state calleSambhala. He believed that there would be a firel between
pagans and his followers followed by an apocalygdi@strophe, after whiddambhala
would be established by the chosen survivors. Heweas he gained more and more
followers, this ideal ofambhala disappeared from his teachiffgghe ultimate shift
was the failure of Matsumoto’s bid to get electedhte House of Representatives in 1990.
Matsumoto had established a political party andiwnaanty-five candidates for election,
including himself. The result was a humiliatindes# with Matsumoto earning only
about a thousand vot&$.This incident resulted in Aum abandoning its Id&fanaking
Sambhala come true in reality, and made the grourerand more hostile to society.
They increasingly stressed detachment from reafity renunciation of the world,
creating a pseudo-cabinet within the organizaion criticizing the Japanese political
system. Accordingly, their vision of apocalypsstlall hope for renewal as they began
instead longing for the destruction of soci€tyBetween 1990 and 1995, Aum’s ideal
gradually came to be the destruction of the exgsteality that rejected their fictional

doctrines. The fictional age that quested for Isl@afiction thus came to its limit

*1 Osawa Kyoks no jidai no hate35-36.

2 Osawa Kyoks no jidai no hate77-79.

*3 Matsumoto was not a joke candidate; he was veiguseabout this election, and had been
totally confident of winning the election by gaigisixty thousand votes. Sésawa,Kyoks no
jidai no hate 196-198.

* Osawa Kyoks no jidai no hate198.
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through terrorism; before 1970, the ideal of thevNReligious organizations had been to
transform the existing society, but in 1995 Aundsal was to nullify if®®

The Aum sarin incident is similar to the Kobe Egttake in terms of the
discovery of uncanny Otherness within oneself1987, Murakami Haruki published
Underground: The Tokyo Gas Attack and the JapaRsgehe a non-fiction collection of
interviews with survivors of the attack on the Tolgsubway. In his afterword titled
“Blind Nightmare: Where are we Japanese going?”dldami mentions that he had a
very strong hatred and an uncanny feeling about Aahevers from the first moment he
met them during the election campaign in 1990.phicularly wanted to avoid looking
at Aum followers dancing strangely in their elephlaaits and white costumes, and he
noticed that most people around him seemed talieedame way. However, Murakami
realized that he usually did not have such an okelwing hatred toward New Religious
organizations; he usually regarded them as totedhglated to his life. After the sarin gas
attack, Murakami recalled this hatred, and condutiat ordinary people including
himself have something “Aum-ish” within them, sofmag that must be consciously
excluded, for we tend to have unconscious and setéatred toward projections of
negative images of ourselv&sIn other words, Aum followers explicitly represen
something uncanny that exists within ourselves.

Osawa explains this uncanniness within oneself taidelt was well known that
Aum Shinrikys believed in a number of fanciful conspiracy thestithey declared, for

instance, that the whole world including Japan e@srolled by Jewish capitalism and

5 Osawa Kyoks no jidai no hate35.

6 Murakami Haruki, “Blind Nightmare: Where are wepdaese going?” ibnderground: The
Tokyo Gas Attack and the Japanese Psyithas. Alfred Birnbaum and Philip Gabriel (London
Vintage, 2002), 197-199.
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Freemasons, and that the Japanese authoritiegamdlty police, America and the CIA
were minions of the Jews. Aum members believeyd Were under attack by these
conspiring forces. Believing in conspiracy thesrig often a sign that people cannot
accept the reasons for unacceptable disorder iatgowhich they project onto some
external Other who longs for the disorder that @ast desire. At the same time, Aum
members began to believe that many of their owloviers were police spies, and began
to surveil each other to ferret out these impostor®rdinary people had difficulty
understanding these paranoid beliefs, and the madg scoffed at Aum’s too-fictional
worldview.

However,Osawa argues, the beliefs of ordinary people—thatds-Aum
members—can be seen as similar to the outlandigtfdef Aum Shinriky.
Understandably, following the sarin attack peopleght to discover and explain the
motives behind the cult’s attempt to destroy thgad@se social order. The mass media
published and broadcast many highly dubious claimsAum had secretly planted its
members in the police and Self Defense Forces &l i the media itself, leading to
widespread fears that this small group represemgisgithan 0.01% of the Japanese
population had infiltrated the very core of Japanssciety’® In these alarmist news
stories it becomes clear that Aum Shingikyas not the only thing to be feared: every
Japanese was potentially suspect, and the truerhsrthat the uncanny Other is never

far away: it never can be, because within us.

*" Osawa Kyoks no jidai no hate21-28.
8 Osawa Kyoks no jidai no hate29.
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The Birth of SekaikeiFiction

As apocalypse in the 1980s gradually shifted toesgfor ideals in the fictional
settings of fictional narratives, the communal gpt@at nourishes and offers such grand
narratives weakened. Benedict Anderson callsciigept of a communal space in
which ideologies are supported and social normsl@fieed “imagined communities,”
that is, virtual communal spaces in which individuean meet others and which exceed
the limitations of existing village communities; éerson explains that cultural
imaginations create such communal space. Gramdtivaxs such as ideologies and
cultural/political movements have been shared bipua types of imagined
communities’? Until the 1970s, people communicated in a mogemmunal space
supported by modern ideologies that forced eachlmemo share the reality created by
grand narratives or worldviews. However, onceptemise of grand narratives was no
longer trusted in the 1980s, it became increasiddficult to communicate by relying on
consensus in these imagined communities. The pwoadyptic incidents of 1995
decisively made Japanese society as an imaginethaaity insecure and unreliable.

Critic and playwright Betsuyaku Minoru refers tastctommunal space as the
middle ground, and claims that its role in fictioas changed. Whereas the distance that
one can touch/feel is the foreground, the distaéinaerefers to something very far away,
such as the world/universe or transcendence, isdbkground. It can be argued that the
role of the middle ground, which mediates betwdmnféreground and the background,

weakened in the late 1980s, and people startednoect issues in the foreground with

*9 Benedict Andersor§szs no kydatai (Imagined Communities), trans. Shiraishi Saya and
Shiraishi Takashi (Tokyo: NTT shuppan, 1997), 18-28
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issues in the background, bypassing the middld.ifel

Azuma explains this phenomenon of loss of commspate where one can meet
others outside of limited communities as the wealgnof the Symbolic in Lacanian
psychoanalytic terms. He comments that Japanasgh yend to focus on their families
and love relationships and on apocalyptic catab&op the world or universe, but rarely
on society or the wider community outside theirseloelationships. According to Lacan,
a close relationship belongs to the world of thadimary, and a far-off and abstract issue
such as the end of the world belongs to the wdrthe@Real. The world which mediates
the Imaginary and the Real is the Symbolic, amslutsually represented as larger
communities, societies and nation-states. Azumiansl that the imaginations of the
younger generation combine “the Imaginary” direstith “the Real.®® In fact, the
weakening of the Symbolic or the middle ground gsithe birth of a new apocalyptic
imagination called sekaikéei in Japan after 1995.

Sekaikeiroughly meaning “the motif of the crisis of thend,” is a neologism
referring to subcultural works of animation, mangames and light novéfson the

combined theme of apocalyptic crisis and schoolaiee>® Works in thesekaikeigenre

* Betsuyaku Minoru, “Ciikei no $shitsu” (The Loss of the Middle Ground),lima ni notta
tange sazefiTokyo: Libroport, 1986), 10-13.

*1 Azuma Hiroki, “Yabinteki fuantachi” (Postal Anxieties), Mibinteki fuantachi# Tokyo: Asahi
shinbunsha, 2002), 61-64.

°2 Raito nobery(light novel) is a genre of novels born in contemapy Japanese subculture.
They are entertainment novels primarily targetegntigers and young adults, usually published
asbunkobonand often illustrated by popular manga artistsrecent years, light novel stories
have been popular choices for adaptation into meaargene, and live-action films. In 2007, it
was estimated that the market for light novels alasut ¥20 billion ($166.7 million at ¥120 to
the dollar) with about 30 million copies publishethually.

%3 Sekaiin the wordsekaikeis usually written in katakana. Translator JoaatE. Abel and

Kono Shion explain the tergekaikeias “the kind of plot in anime and video games irichtihe
small group of characters act as if their thougimis actions can affect the fate of the entire
world.” See AzumaQtaky 124. The definition of the tersekaikeils still under debate, but
generally speaking there is a broader and a narrdefeition. The broader definition considers
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increased after the boom of the animafiteon GenesiEvangelior®* andsekaikei
continued to be one of the main motifs in Japasabeulture in the 2000s. Many see in
thesesekaikeworks the unmistakable influenceE¥angelion so thesekaikei
phenomenon is also referred to as the Post-Evamg8lyndrome. In Chapter Five, |
undertake a detailed analysis of seveedaikeistories includindevangelion

In a narrow sensegkaikeworks deal with situations in which the foreground
(love between the always male protagonist and éneiihe) is directly connected to the
background (apocalyptic crisis and the end of tbddy without the mediation of the
middle ground, such as communities and sociefié& apocalyptic crises depicted are
usually wars with the potential to end the worlcegen the universe, and the actions and
crises of the protagonist and the heroine are sgnéted with this fate. Society, nations,
states, or international institutions are largddgent or even non-existetit.Not only the
middle ground, but also ambiguity and Othernessaagely absent frorsekaikeffiction;
heroines in the narratives often play the role ofhrar to the protagonists; and the love of
the empowered heroines for the adolescent malagwaotsts is often depicted as
unconditional. There is no real “Otherness$eakaikeffiction; secondary characters are

mirrors or shadows of the protagonist, whom thexenseriously confront. Also, the

sekaikeito consist of Japanese fictional works from thie E290s and 2000s that describe the
self-consciousness of youth (especially young memj,that make use obtakutype” genre
codes such as robots, battling beauties, detecavesschool romances. The narrower definition
refers to subcultural works of animation, mangamgs and light novels in late 1990s and 2000s
Japan that feature the combined theme of apocalgpsis and school romance, with situations
in which the “foreground” (love between the alwayale protagonist and the heroine) is directly
connected to the “background” (apocalyptic crisid the end of the world) without the
mediation of the “middle ground,” such as commusitind societies. | use the narrower
definition of sekaikein this project.

> TV seriesNeon Genesis Evangeliodirected by Anno Hideaki and produced by GAINAX
(Tokyo: TV Asahi, October 4, 1995-March 27, 1996).

%5 Kasai Kiyoshi, Introduction iShakai wa sonzai shinai: sekaikei bunka¢®here is No

Society: the Theory dbekaikelCulture), ed. by Genkai 8etsu kenkgjo (Tokyo: Nan'un@,
2009), 5-6.
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reasons for the apocalyptic crisis are rarely arplhat all insekaikeistories, and there
are almost no detailed explanations of wars. Charain the narratives do not know
what is righteous or evil, for moral norms cannetstructured without the presence of or
reference to the Symbolic.

We have seen that apocalyptic narratives have aothgtfunctioned as a tool of
solidifying unstable identity through the catastrimpcrisis after World War 11, but their
target audience has changed according to the s##tgas previously discussed, works of
apocalyptic fiction mainly targeted adult maleshe 1960s, and male youth in the 1980s.
After 1995, they came to target even younger boystheir identity crises. While
apocalyptic narratives from the 1960s to the 19888stically or fictionally sought a
way out of the traumatic memories of war, defeat lass of identity, in the 1990s they
began to suppress actual historical trauma. Apptalnarratives after 1995 could not
cope with these issues directly, since a commoguage and ideology via which to
discuss defeat and trauma had been gradually destbly postmodernization. The latent
trauma of the failure and unstable identity of Jegs® youth are described as something
never resolved. Instead of coping with histortcalima, apocalyptic narratives after
1995 deal instead with the disappearance of thdlmiground, and the endlessness of
immaturity. Manysekaikeworks depict the protagonist gaining affirmatibnough a
maternal figure rather than from social relatiopshsuggesting that society/communities
and interpersonal relationships that are usuallyisbed in the middle ground can no
longer give social affirmation to young boys. dtnot only real societies that have
disappeared: imaginative communities no longer maganing for youth; they long like

infants for total affirmation of the incompetentfd®y the mother. Thus they never
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encounter the truly Other, and consequently renmainstate of suspended adolescence,
unable to form independent identities.

Azuma Hiroki explains that the birth s€kaikeiapocalypse without middle
ground, ambiguity, Otherness, or hope is due taileeof a new zeitgeist after the
fictional age. As discussed previoughgawa Masachi terms the period from 1945 to
1969 in Japan the idealistic age and the periad ft670 to 1995 the fictional age. The
fictional age having met its limit with the Greaahkhin Earthquake and the Subway
Sarin Incident in 1995, Azuma argues, Japan enterexlv period he terms the animal
age>®

The idea of animalization is taken from Alexandmgé<e’sIntroduction to the
Reading of Hegel’ Kojéve explains that the difference between th@én and the
animal lies in the difference between desire aretineumans have desires as well as
needs while animals have only needs. The wordd’hleere means a simple thirst that
can be fulfilled via its relationship with a certaobject or action: when an animal is
hungry, this need is satisfied by eating. Needstion in the circuit between lack and
satisfaction. Humans are also driven by such negedsiumans have another type of
craving called desire. Desire, however, does rsatpphear when the object of desire is
obtained and the lack is fulfilled. Kojéve takbe £xample of the male’s sexual desire
for the female. The male desire for the femaleoisfulfilled even after he has a partner:
rather, it increases. This is because sexualalbag “a complex structure, wherein the
desire of the other is itself desiretf.”A man who obtains a woman wants others to react

with jealousy just as he jealously wants to obthat which the other desires. Thus

° Azuma,Otaky 86.
>" Alexandre Kojévelntroduction to the Reading of Heg@lew York: Basic Books, 1969).
*% Azuma,Otaky 86.
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desire is never satisfied.

Azuma emphasizes Kojeve’s point that humans aferdiit from animals
because they have inter-subjective desind,his distinction is a grand premise of
modern philosophy and thought from Hegel to Laca&nimalization, therefore, means
the condition in which humans lose their inter-gahiye relationships and live in the
circuit of lack-satisfaction. Kojéeve originallydeled post-war American consumer
society animalistic, but this is also applicabletmtemporary Japan, where society has
been standardized and media-ized with a meticufousli-kept distribution management
system. Consumer need in Japan can be immedatdlynechanically satisfied without
the intervention of the Other. Objects of dedwa previously could only be had with
social communication, such as food and sexual selezan now be obtained both readily
and with little or no communication, via the fagbfl and sex industries. Azuma
concludes that in this way Japanese society hpsiieen going down the path of
animalization since 1995. Japanese subculture tried to fabricate granchtiees in the
1970s and early 1980s, but after 1995 it abandtmead. The zeitgeist in Japan moves
from the partial postmodern in the 1980s to thaltpbstmodern after 1995: the
animalization of people living in the animal age.

Some may argue that the consumption style of aicegeneration of male

otak® fans of manga, computer games, and light novelistigpplicable to the whole

% Azuma,Otaky 87.

% Otakuis generally understood to refer to people witkasisive interests, particularly in popular
culture products such as anime, manga, or videagarnm recent years, however the word
“otakd’ has been used in broader contexts, leading fitidry to refine its meaning. Critic
Okada Toshio definestakuculture as the active of enjoyment of a populdtuce work with
artistic, sophisticated views and detailed stuggychiatrist and critic Saiffamaki considers the
essence of thetakuculture to be sexuality—specifically a sexualttat can find real appeal in
2-dimensional animated characters. Azuma Hirakine thaiotakuculture is profoundly related
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Japanese cultural field, but Azuma disputes thiss@ibcultural works and their
consumption revolves around issues of Japan’slityatn come to terms with war defeat,
of the American cultural invasion of Japan, anthefdistorted social conditions brought
about by modernization and postmodernization. dthkusubculture is in fact more
related to political and ideological issues thdiirst appears; it is the place where the
unresolved, distorted problems of postwar Japaexgobcitly expressed as they are.
Azuma insists that this cultural phenomenon islinoted to Japan only, for Japanese
subcultural products have become popular and spveddwide. The trend of
animalization in which one comes to process ematiaativities nonsocially, in solitude,
can be applied to the worldwide entertainment itrgusuch as Hollywood films and
techno music. Azuma argues that the rise of Jggasigbculture needs to be considered
in relation to the worldwide trend of postmodertiaa.®
While Azuma terms the zeitgeist after 1995 the ahiage based on the
postmodern consumption and production of Japandsmikural fiction,Osawa
Masachi takes a different angle to understand dinéemporary period. In his 2008
bookFukarvsei no jidai(The Age of Impossibility), he names the conterappr
zeitgeist “the age of impossibility.” In this bqadksawa refers to the two totally
opposite directions of the social and cultural drenJapan after 1995: one is towards
the return to the real, and the other is towarg@esstictionalization. The first direction
reflects people’s desire to experience reality, ihappears that some are eager to
escapento reality rather than to escafjemit. This reality,Osawa argues, is often the

ultimate realistic situation, such as apocalypatunal disasters, terrorism, and war.

to Japanese subcultural trends since 1960s. Heng study, | will rely primarily on Azuma’s
understandings aftakuculture in Japan.
®t Azuma,Otaky 10.
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This direction can be seen in recent domestic pinena such as the increase in self-
harming and in the enthusiasm among youth for @ekenng in disaster areas or visiting
war zone$? The vogue for body modification, the popularifyreality television
shows, and violent nationalist movements are iatigonal examples of this direction.
Osawa claims that the rise of fundamentalism is afsaleological expression of this
direction. Escaping into reality helps peopledeacognize their identities and to bring
realistic realizations of life through violence atahgef?

The other directio®sawa identifies is the desire for super-fictioraian of
reality, the inclination of the fictional age esatald and concentrated into the indulgence
of a super-fictionalized reality without violencedanger. Her@sawa borrows Slavoj
Zizek’s idea of decaffeinated coffee, which he sethe best example of this direction.
There are infinite varieties of this inclinationpnoducts ranging from sugar-free soft
drinks, alcohol-free beer, and non-fat milk to wak sex in computer games and online
worlds and wars conducted from afar or even witleadgily identifiable targets, such as
the Irag War and the War on Terrorism. These e}esmre the manifestation of the
cultural direction that tries to eliminate the dangnd risks that give realistic meaning
to reality; this desire makes reality even moreahghly fictionalized than that in the
fictional age. Osawa insists that these two opposing directiortkércultural trend
since 1995 sever the fictional age. He termsdtest zeitgeist the age of impossibility
because these two contradicting vectors are reepdasomething impossible to

directly identify or recogniz&

®2“Risuto Katto, sh-chii-ko sei ni kyizo (The Increase of Wrist-Slashing among Elementary,
Junior high, and High School Student$jlainichi shinbun 15 August, 2007.

8 Osawa,Fukargsei no jidaj 4-5.

% Osawa,Fukargsei no jidaj 81-83.

81



Osawa suggests that this “something impossible’oea®therness in
contemporary Japanese culture. As | will discassore detail shortly, influential
subcultural fictional narratives suchB&gangelionand works in theekaikeigenre
depict characters whzrave profound relationships, especially communication o
cohesion with others, yet they want these relaliggsswithout risk or danger because
they fear conflict and the possibility of hurtinglzeing hurt by others in inter-subjective
relationships; they want to be connected with athéthout “Otherness®®

For Osawa, the important characteristic of the contemmyazeitgeist is the
something impossible that exists at the centewoftotally opposite vectors in recent
cultural trends, while for Azuma it is the animalion of a society lacking inter-
subjective relationships. However, both agree shrate 1995 Japan has moved from
partially to totally postmodern, and that Japan mosates cultural trends without
meaningful confrontation between opposing valueswarknown Others, although
people continue to desire them. The meg&Witngelionseries and the emergence of
sekaikeapocalypse indicate a world where the Symbolicomgér functions properly;
these fictional works lack the middle ground tha&dnates the background/the Real and
the foreground/the Imaginary. Without meaninghier-subjective relationships and
confrontations there can be no substantial comnesnénd societies sustained.
Japanese contemporary apocalypse has thus paraltiorstablished itself as
apocalypse without Otherness, ambiguity, and nmigtutiseems headed for endless

post-apocalypse.

% Osawa Fukargsei no jidaj 192.
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Similarities and Differences

We have followed the trajectory of apocalyptic tgbuand fiction in Japan from
the ancient period to the present and examinedtttte of modern apocalyptic
narratives. There are three main ways that Japapscalypse up to the modern period
resembles Western apocalypse. First, apocalypsetinthe premodern West and
premodern Japan was originally found in religiceeschings or scriptures that were
available to the upper classes, but the emphasisgfrom other-worldly issues to this-
worldly issues as it gradually spread to the lowlasses, where it often functioned as a
revolutionary ideology. In both Japan and the Végsicalyptic ideology was thus first
in the hands of the privileged, but gradually tieckdown to the lower strata and came
to be supported by poor farmers and merchants.

Second, themes of the relationship between oppadéaas such as life/death,
heaven/Hell, creation/destruction, dominance/sudijog, and morality/decadence
gradually changed as time went by. In both the gttod and in medieval Europe,
apocalyptic movements came to deal with more raglisolitical aspects of the present
situation and they were formed to act against guiiteologies. Apocalyptic thought
brought the conscious representation of oppostogrower. The culture of the
powerless was based on the profound understandlihg ®ther as powerful, and the
powerful could not ignore the apocalyptic ideoladfythe powerless. The relationship
between the two was interactive, while opposingi@alin apocalyptic myths in Heian
Japan and in the Book of Revelation had been yosaltelated and reconcilable,
teaching that the Pure Land/Heaven existed iatherworld which could not be

reached from this world.
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Finally, apocalypse in the modern West and in modapan now encompasses
the idea of progressivism and apocalyptic narrathave became full-fledged science
fiction. We tend to think that human beings halveags tried to foresee the future and to
create visions for it, but as we saw in Chapter,@meidea of a future brought by
progress is relatively new. In premodern Japanekas in the premodern West there
was little belief in improvement, novelty or progsethe premodern ideal was to go back
to a previous golden age such as the Asuka pariddpan or the Roman Empire in
Europe, and to profess a desire to return to tinie period was to be powerfully virtuous,
particularly in the context of premodern Japaner€fore, it is only since the modern
period that apocalyptic narratives have come torjmarate visions of the post-
apocalypse, for the concept of new ideals and ngye$ are products of progressivism.
Also, it is the modern period in which scienceifintwith apocalyptic themes was
established as a genre both in the West and Japan.

Japanese apocalypse is also different from Wesaigwnalypse, however. There
are four main differences: first, throughout themy’s history, Japanese apocalyptic
phenomena have been unable to bring decisive sdwaalge or to suggest long-term
hope or new visions that can overcome difficultreseality, whereas apocalyptic
movements in Europe often brought major socialrmefoand revolutions. This may be
because the traditional Japanese worldview is basedfinity with nature and the
present, or because the cyclical view of time datifrom Japanese Buddhism
presupposes the regular natural renewal of stagyisaigal conditions. Apocalyptic
movements and ideologies were relatively powerfuhe Edo period, yet a number of

scholars agree that they did not bring change ¢rakstructures: Edo apocalypse often
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ended up causing strife within rather than betwaasses.

Second, Japan experienced the significant disaaityiof total defeat in World
War Il, and especially the atomic bombings andrtatermath, as ultimately apocalyptic
events. As discussed in Chapter One, while posapacalyptic science fiction in the
West often describes atomic catastrophes fromsppetive of a far-off safe distance,
they are very real events for Japanese apocalgpsgice fiction in the prewar period
avoided total annihilation by relegating apocalyutatastrophes to dreams, but it is
impossible for postwar Japan to avoid depictingnimenent of total destruction. Just as
the atoms in the A-bombs were forced to split taseathe explosions, Japan was forced
to split itself from the past; prewar ideologiesladeals were totally negated by a
powerful foreign other. This discontinuity was matlely discussed or digested by the
public until the 1960s, as restoration of the ecoyp@and social structure were the
primary issues for Japan after the Occupationadege modern apocalypse in the 1960s
and 1970s thus explored the identity of Japanregtian and attempted to recreate other
ideologies or grand narratives to support the na®a whole.

Third, the postmodern trend spread quickly in Jagfter the 1970s and
apocalypse became postmodern and especially postigptic after 1995, whereas the
West postmodernized gradually starting in 1918e fidstoration of Japan was supported
by the remnants of wartime political and legal egst in the 1950s, and this
consolidation unraveled in 1970; Japan could tkegitimately move into its postmodern
period. Apocalypse in the 1960s still attemptethtke a bridge between ideologies of
the past and present. Apocalypse in the 19808henther hand, sought ideals not in

reality but in fiction, for it had become difficuib recreate lost ideologies in reality.
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Many apocalyptic fictional stories in the 1980s aadly 1990s are set in post-
apocalyptic worlds in which the major catastrophe already passed, and deal with the
difficulties of reconciling the present with thespand tradition.

Fourth, since 1995, the year in which Japan expeei@ both the Kobe
Earthquake and the Aum subway attack, Japanesalgpse has moved to total
postmodern post-apocalypse; it paradoxically dbssra world without Others, without
ambiguities or endings. Apocalypse in the 1980sden post-apocalyptic settings, but
the stories were still seeking some sense of finajuesting for reconciliation between
the past, the present, and the future. Howevecapptic stories after 1995 increasingly
depict the post-apocalypse of an endless, tim&lesds without confrontation. Also,
contemporary postmodern post-apocalyptic fictiotargeted at a young male audience
in Japan, while apocalyptic novels and films in\est often target a more general
audience. The establishment of fekaikeigenre is also unique since its narratives
totally lack society, governments, and larger comities (that is, the Symbolic), while
contemporary Hollywood apocalyptic and disastendildo not.

In the following chapters, | look at the ways inigfhthe specific cultural changes
we have seen in this chapter affect apocalyptiofial works in the 1960s, 1980s, 1990s,

and 2000s

86



Chapter Three

Apocalyptic Fiction from 1945 to the 1970s

From the early days of Japan’s modern period, dppita narratives warned of
problems caused by progressivism and modernizatiopiogical change, economic gaps
between advanced and undeveloped nations, expoitatt the lower classes, conflicts
between different religious beliefs and ethniciti€uch distrust toward progress, new
scientific findings and technological developmeggpened at the end of World War I.
With World War Il came the shocking realizationtthamanity had created weapons that
could literally wipe out human life. After the atec bombings, modern apocalyptic
discourse in Japan underwent a crucial changeh#&ofirst time humanity displaced the
astronomical unknown as the force that could dggtre world.

Moreover, Japan’s defeat in the Second World Wdrisnsubsequent occupation
had a tremendous impact, as the country was oatineisveen 1945 and 1952 by the
very nation that created the atomic bombs thatsteted Hiroshima and Nagasaki. At
the same time, Japan had to deal with the redldyit had been a victimizer as well as a
victim, and the country’s former colonial territesiin Asia began to publicly protest
Japan’s war crimes. This discontinuity of Japarmestiral identity penetrated the world
of literature, and the realistic experience ofdbecalyptic catastrophe by atomic bomb
also influenced apocalyptic fiction.

Apocalyptic science fiction in popular literaturetbe prewar period implicitly
described the overwhelming wave of modernizatiosaugh the metaphor of threats from

outer space. As | have shown, this apocalyptiersa fiction always avoided depicting
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ultimate devastation. Although it was realized tin@dernization/Westernization was
unavoidable following the Meiji Restoration, toasish a modern Japanese identity,
both for individuals and for the nation, was notemsy task. That most novelists avoided
describing the aftermath of the apocalypse indgcttat it was difficult even for science
fiction writers to imagine the future and to esisiibla new identity for modernizing Japan
in a time of heretofore unimaginable transition.

In the Taisl and early Séwa periods (1912-1945) Japan reimagined itself as
Imperial Japan by becoming rapidly modernized aadike. However, the country’s
defeat in World War 1l collapsed this identity. dhort order, Japan experienced its first
loss in an international war, the catastrophe efatomic bombings, the shame of
occupation, and the loss of its colonial territerid®ostwar Japanese identity came to be
defined by humiliation, embarrassment, misery, sgdion, and loss of pride and
confidence. Even after the occupation ended,ghsidns of the Cold War had a strong
impact on Japanese politics: Japan was forcedltmfohe United States in order to
survive in the new and complicated internationahar The atomic bombings and their
continuing aftermath now made it impossible foralegse apocalyptic narratives to avoid
describing realistically the catastrophe of apoettysituations. Avoiding reality by the
conceit of relegating the apocalyptic to a dreams n@longer possible, for an
apocalyptic reality had now actually been expereihclapan was forced to face both its
past and the uncertain future.

After the occupationunbungakuauthors began to deal with national apocalyptic
themes targeting a male audience according todimmon paradigm of the war that

formed in the 1960s. Postwar apocalyptic narrattherefore revolve around the identity
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and continuity of Japan, and deal with the ambivedebetween the traditional and the
modern, and the past, the present and the fuliwe. representative authors of postwar
Japanese pure literatu@e Kenzabus and Abe Kbo, each wrote a number of novels
with apocalyptic themes. In the following sectibdjscussDe’s The Silent Cryand

Abe’sInter Ice Age 4

Oe Kenzabue’s The Silent Cry

Born in 19350e Kenzabus, winner of the 1994 Nobel Prize for literaturepise
of the most influential authors in postwar Japhiie. is known for exploring themes of
war experience, postwar democracy and Imperialesmwyell as the theme of
marginalized people including his own developmeéytisabled son, HikariOe often
explores apocalyptic catastrophes and total ddgiruim his novels and also in
documentary essays suchrigoshima Noteg1965) andOkinawa Note$1970).

Man’en gannen no futtaiou (Football in the First Year of Man’en, 1967; Eng.
trans. The Silent Cry)s representative @e’s work on apocalyptic themes before 1970.
The Silent Cryhowever, is not a clear example of apocalypsesaally defined: it does
not contain world-ending destruction, whereas (@sa8 Napier points out) his 1973
novelKaozui wa waga tamashii ni oyopirhe Floodwaters Have Come Unto My Soul)
has a strong apocalyptic tone, a vision of salvatamd an ending with “both an
apocalyptic floocand a nuclear holocaust.”l have chosen to examifiée Silent Cry
here for two reasons; first, the events depictatlisnovel are allegories for the larger

issue of the national identity crisis after Worl@diM; the story in this novel, especially

! Oe Kenzabus, Man’en gannen no futt@bu (Football in the First Year of Man’en) (Tokyo:
Kodansha, 1988).
% Susan Napiefnime from Akira to Princess Mononoféew York: Palgrave, 2001), 195.
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the confrontation between the brothers and th¢ioakship between the past and the
present revolves around the issue of re-estabisbentities after the apocalyptic crisis
of the war. In particular, the revolt against Kerean proprietor known as “the Emperor
of the Supermarket” by a cornered Japanese youtteddrom a rich apocalyptic
tradition, despite being set in an isolated ruiéhge. Accordingly, | consider this
personal, individual destruction and the communiaiof the villagers symbolically
apocalyptic, paralleling the personal crises ofititvidual and private history in the
1960s and the crises of the nation and nationtdtyisfter the war.

Second, this novel, published in 1967, is tempyprEbser to Abe’snter Ice Age
4, which was publisheoh 1959. As discussed above, the common paradigm f
discussion of World War Il was formed around 196w the Japanese social system and
economy had largely recovered from the damageeofiéieat. Many writers in this
period undertook the task of examining the largeanings of the war within this new
modern national frameworkThe Silent Crydescribes events that take place in the early
1960s, so both this novel ahter Ice Age delong to the idealistic age when people
tried to make ideals and ideologies come true atitge making it much highly suitable
for this discussion.

The Silent Cryvon the prestigious Tanizaki Prize in the same yasas
published, and was among the works named videwas awarded the Nobel Prize. This
apocalyptic story intentionally (re)arranges anchfals the ambivalence between
tradition and modernization in Japan as it dessrthe relationship between two brothers
in the early 1960s. The complicated relationsk@meen Japan and the United States is

a backdrop to the characters’ lives which arediligth tensions caused by a number of
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complex oppositions such as modern/traditionalanftural, conservative/radical,
power/weakness and destruction/creation throughisgtery of the family. The narrator
Mitsusabus, or Mitsu, and his wife Natsumi, have been throagieries of crises; unable
to take care of their physically and mentally haagped baby, they have left him in an
institution. Natsumi has become an alcoholic duthé shock of their baby’s condition.
Mitsu’s best friend has committed suicide. In thielst of these crises, Mitsu’s younger
brother Takashi (Taka), who failed in tAepomovement, returns to Japan from the
United States, where he had joined a drama troonpeeld by reformednpoactivists

and toured around the U.S. with a play called “Sbame.” He suggests that they all try
to start their lives afresh, so the three travehwbrothers’ home village, set in a hollow
in a forest on Shikoku.

As Michiko Wilson points out, the brothers haveathyt different, almost opposite
personalities and form a “thesis-antithesis” relaship: Taka is active and even violent,
whereas Mitsu is passive and often contemplathleo there is ambivalence within
Taka’s personality, which has both violent and fartial sides. Due to their differences,
they have different memories and opinions aboutikisterious deaths of three of their
family members: their great-grandfather’s youngeither (their great-great uncle), who
had led a peasant revolt in 1860; their brothevl® was killed in a raid on the Korean
settlement near the village; and their youngeesistho committed suicide. The truths
of these mysteries are revealed little by littl¢leesstory progresses.

In addition to the individual quests of two broth&he Silent Cryalso explores

the quest for collectivity. Wilson points out thiaére is a strong connection between

® Michiko N. Wilson, The Marginal World oDe Kenzabura: A Study in Themes and Techniques
(Armonk, New York: M.E. Sharpe, 1986), 50.
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1860 and 1960 in terms of the relationship betwksgran and the United States. In 1860,
the first year oMan’en” the Edo bakufu was forced to open up to the West a
consequence of the arrival of Commodore Perry anblack ships and the commercial
treaty between two countries that had been signed/éars earlier. In 1960 the Japanese
government signed the renewal of the Treaty of Mlu@poperation and Security
Between the United States and Japan, commonly kes#npa Both these events
caused unresolved feelings among Japanese pedplendfation, compromise, and
resignation against the United States as a powkrfeign Other.The Silent Cry
implicitly recalls these events in its exploratiointhe trajectory of the identity of the
nation-state of Japan and its relationship withihéed States.

Mitsu and Taka'’s family haslkara-yashikj a traditional storehouse, and one
reason Taka wants to return to the village is thitsecontents to “the Emperor of the
Supermarket,” a Korean man who was originally taikethe village as a slave but who
has now gained a position of economic dominanceéeMMitsu discovers that Taka has
also agreed to sell all the family’s land he isdus, but his wife Natsumi sides with his
brother. Taka begins to organize the youths o¥iliege into a group, at first for football
practice but soon, after he finds out that manthefyouth are dispirited due to the
recession and unemployment, to lead an uprisinosigdie “Emperor” and to loot the
supermarket and distribute the goods among thel@edpka also begins a sexual
relationship with Natsumi, which he confesses tésili The excitement of the uprising
continues in the village but the sudden deathgflan Taka’s group causes discord.

Taka, who claims that he had intended to rape teetded up killing her because she

* Man’enis the name of a reign year cycle in the pre-Msjitem of dates arMan’en gannerin
the title of the novel means the first yeaMdn’en that is, 1860.
> Wilson, The Marginal World ofe Kenzaburo, 49.
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resisted, expects the villagers to lynch him. Mitsowever, does not believe the story
and says that Taka is using the girl's accidergalld as a way to engineer his own
execution to expiate his sin. During the argum&aka reveals the secret of their sister’s
death, but Mitsu claims that Taka’s confession éety an attempt to elicit forgiveness.
Taka then shoots himself, writing as a final staetn“l told the truth.” This apocalyptic
climax leads to the revelation of all the familgiscrets.

Critic Kato Norihiro argues that the year 1967, wi@awrote this novel, was a
time when opposing ideas and positions that had iméermingled ambivalently in
modern Japan became gradually independent andrsptittheir opposites. In this
period, Kojima Nobuo wroteloyo kazokwEmbracing Family, 1965), and@&iun
completedSeijuku to 8shitsu(Maturation and Loss, 1966Hoyo kazokudescribes the
destruction of the family caused by an affair betwan American soldier and the
protagonist’s wifé’. Seijuku to &shitsuis a critical work which deals with the important
guestion of how to live in a modern Japanese spuibere the nation-state as father
figure is absent and nature as mother figure isl deBoth writers deal with
contemporary Japan two decades after the war wdpgamése society had baeformed
by Americanizatior!. Their works represent resignation and anxietgeisfly in the
period of the mid 1960s when it became impossibl@sist such rapid change.

Oe, however, discovers connections in these oppasitbetween the traditional
and the modern, and bridges the two poleBha Silent Cry The first part of the story

contrasts the differences in the personalitiepa$give) Mitsu and (active) Taka, the

® Kojima NobuoHays kazoku(An Embracing Family) (Tokyo: &dansha, 1988).

" Et6 Jun,Seijuku to &shitsu: “haha” no hokai (Maturation and Loss: Collapse of Motherhood)
(Tokyo: Kodansha, 1993).

® Kato Norihiro, “Man’en gannen kara no koe” (The Voicerh the First Year of Man’en), in
Man’en gannen no futt@lu (Tokyo: Kodansha, 1988), 465-468.
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lifestyles of (modern) Tokyo and the (traditionailjage, the economic gap between (rich,
explicitly foreign) Korean capital and the (pooisativantaged) indigenous people, and
the differing attitudes of the (conservative) ofdigreformist) young villagers. In
particular, the story contrasts the two brothertlty different understandings of their
family members’ deaths. Mitsu sees his great-giaale as a traitor, since he alone
survived and escaped ta&hi prefecture following a failed revolt in the Ederiod,

while his followers were executed. Taka, on tHeeohand, considers the man a hero for
resisting conservatives like their great-grandfativtio wielded considerable political
and economic might in the village. Taka also $kes older brother S as a brave leader
of raids on the Korean settlement near the villagele Mitsu remembers him as the
weakest, most cowardly young man in the villagepafreed to be killed in payment for
the death of a Korean during the first such raMhile Mitsu sees his retarded sister’s
suicide as mysterious, Taka, who was close tosleems to know the secrets behind the
incident.

Oe attempts to connect these opposing ideas andesrthgpugh an apocalyptic
insurgence that parallels the rebellion that tlegH®rs’ great-great uncle had led one
hundred years previously. Taka stirs his footteslm to attack the Emperor of the
Supermarket in retaliation for their misery, uneayphent and the depression. This
revolt not only links to their great-grandfatherébellion but also to their brother S’s
anti-Korean raid. The rebellions at the end oftde period, the raids and violence after
the war, and thé&npostrife in 1960 are symbolically united in this raive.

Taka explains that the motive for the revolt liedhis ambivalent self image; he

tells Natsumi that he wants to restore his splfttsereliving the experiences of his
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heroes, his great-great uncle and S. On one hanapuld like to affirm his own violent
nature; he has intentionally continued to do viokehy joining not only th@&npostrike
but also the ultra-right-wing gang. At the sanmegtj he wants to be punished; he joined
the drama troupe for reformédpoactivists and repented for his violence. He ubiss t
revolt to both justify and unify his split identitfHowever, he eventually chooses to
punish himself by falsely confessing to murder,vidtwich he hopes that the villagers will
either lynch him or sentence him to death. Mifsuthe first time, confronts the self-
destructive Taka. Mitsu thinks that Taka is unoimssly seeking a way out and that his
confession of an incestuous relationship with thester is a lie designed to trick Mitsu
into accepting his sinful brother so that Taka ezstore himself. Further, Mitsu warns
that Taka should not have childish illusions allustheroes: they were actually very
cowardly people.

Takashi’s split self symbolizes the status of paestdapan which did not know
how to reconcile its actions in World War Il angl &ftermath. Japan had insisted that it
wanted a Pan-Asian community to act against thencal West, but then subjugated
Korea and part of China, enslaving many of itsofglAsians in the process. Imperial
Japan committed serious war crimes, yet tried taceal them and to ignore the
consequences, just as Takashi told his sistettbgitcould continue their sexual
relationship if they did not make it public. Ortbe war was over, Japan began to suffer
for these war crimes, and faced the decision tdessnor deny its actions; some Japanese
thought that they needed more self-criticism, wbileers wanted to justify the war and
Japanese tradition. Taka's contradictory attitdeleves from this incongruity with which

Japanese people were still wrestling in the 196@dka’s attempt to unite his split self by
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reliving the experiences of his ancestors and asinfig to Mitsu fails and the story
comes to its apocalyptic climax: Taka commits slecishooting himself in the face to
intentionally damage his eyes.

It seems that the attempt to seek connections leatttee end of Edo, the ending
of World War 11, and the year of thnpostrife has completely failed. However, Taka’s
self-blinding and his last words, “I told the triitheveal other mysteries. In the last part
of the novel various secrets are revealed—sigmftibacause, as we recall, the original
meaning of “apocalypse” is “revelation.” For iaste, when the demolition of tkara-
yashikibegins, a secret basement is discovered in wheelyrimat-great uncle had spent
the rest of his life hiding after his failed relh@ti. This shows that he never abandoned
his political stance, and he punished himself ferfailure by confining himself in this
basement: he was not a traitor after all. Furtloeemit becomes clear that the great-great
uncle actually led a successful rebellion in theyadeiji period, ten years after the first
one. The villagers wanted their political headdsign from his post, for they opposed
him regarding the abolition of thensystem and the establishment of the prefecture
system’ Their great-great uncle used all of the wisdoinegh from his ten years’ self-
criticism to lead a successful rebellion. Aftee guccess, he returned to his basement
where he remained until his death, thereby maimtgihis identity as a consistent resister.
Mitsu realizes that Taka, who has endured his oglhds their great-great uncle did, has
the courage to tell the truth of his sin. Taka caarcome his fear of death and conquer

his hell through the punishment of killing himsel§ their great-great uncle punished

® The Abolition of the Han System and Establishnurihe Prefecture System was an act of the
new Meiji government in 1871 to replace the traditil feudal domairh@n) system and to
introduce a centralized government authority (prefiees). This was the most significant reform
of the Meiji Restoration in that allaimyo(feudal lords) were now required to return their
authority to the emperor.
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himself with self-imposed isolation. In this apbygdic catastrophe, we find thée
suggests not only the reunification of Taka’s spdilf but also the synchronization of
Taka and his family’s spirits, including those bétgreat-great uncle and his brother S.

The post-apocalyptic vision here, then, is restonat The details of the death of
S are also revealed by the Korean supermarket gWwaeavitnessed S in the violent
conflict beaten to death by both the Koreandthe Japanes&,but his death restored the
peaceful relationship between the two groups. Heunbore, Taka’s rebellion, which
seemed to have failed completely, becomes a catalghange the political dynamics in
the village: one of the former members of the faditteam will be elected as a member
of the town council. Taka’'s attempt to create anstion among the younger
generations helps these youth to act against the obnservative villagers. Taka
becomes a legend in the community; he is made bt willage’s ghost spirits, and will
be honored by the villagers in a ceremony everynsam The story ends with the
reconciliation of Mitsu and Natsumi; they deciddi#e together again, along with their
handicapped baby and Takashi’s child, whom Natssiwarrying. Mitsu decides not to
return to his old job, instead taking up an oftemork as a translator with a wildlife
expedition to Africa.

As we have seen, ifihe Silent CryDe presents various ambivalences in
modernity centering on the split identity of théiwvidual and the nation after Meiji; the
story shows how the catastrophic violence of odévsidual against a group, as well as

the violence of one nation against other countaesates profound anguish that can

19 3's death is highly ambiguous, and is best desdrits a Christ-like sacrifice which ultimately
ended the conflict between the two groups. Accaydd the story, the Japanese and the Koreans
were all fighting when S entered the fray unpragdand without fighting. He was thus beaten to
death in the general mélée without being specifitatgeted by either side.
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damage the consistent identity of the self or tgon. Taka’s reaction to thnpo
movements and the United States, and the villagegger against the Korean proprietor,
indicate the unresolved feelings of the Japanessechby World War Il and its
consequences. A split self caused by a senseaaieshsin, and suffering increases the
tensions between self and othée uses apocalyptic uprisings and rebellions to eohn
the past to the present; catastrophic revelatibtrsiths overcome separation and the
opposition of conflicting values. Mitsu and Natsisnchild is the catalyst for their
destruction, but a new baby plays the role of reeating the two. The aftermath of the
catastrophe restores the consistency and unitetitide of the individual, the community,
and the nationOe makes his ideal of postwar democratic ideologgetrue in his

novel: the revelation of wartime violence agairtsteo nations, self-criticism for
Imperialism, new symbiotic relationships, the parof political movements to benefit
the collective rather than the privilege@e successfully bridges the past and the present,
and revives the destroyed post-apocalyptic wotid anhopeful, restored world with new

democratic vision.

Abe Kobao'’s Inter Ice Age 4

While Oe’s works often deal with domestic history and Jasa identity, the
themes of Abe Bbo’s work are very cosmopolitan. Abe (1924-1993nedi
international recognition following the successSoha no Onn&VNoman in the Dunes,
1962), in which he deals with themes of alienafiod loss of identity and captures the
negative impact of Japan’s rapidly urbanizing, glowentered corporate society on the

individual. Abe’s earlier novdDaiyon Kanpyki (Inter Ice Age 4, 1959, which | examine
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below), and his latdakobune Sakuramar{The Ark Sakura, 1984) are particularly
apocalyptic.

Abe’s surreal and often nightmarish explorationghefindividual in
contemporary society earned him comparisons todgafnd his influence extended
well beyond Japan, particularly with the succestheffilm version oMoman in the
Dunesat the 1964 Cannes Film Festivalinter Ice Age 4written in 1959, is considered
one of Abe’s most radical works of science fictidhwas the first major SF story that
Abe published, and it gained considerable attenti®usan Napier argues thater Ice
Age 4is a landmark novel for a man previously knowm agiter of pure literature, as
the two genres were considered quite separate gintie’

The story begins with an advanced information systamed Moscow |, created
by the USSR, which can foresee the future. Praotizg®r. Katsumi of the Institute for
Computer Technique (ICT) in Tokyo is appointed évelop a similar machine for Japan,
and his team successfully develops a computer né@ed. Subsequently, the USSR
announces that it has forecast that the whole weitidsoon become communist. Due to
this forecast, tension between the USSR and theet&tates heightens, and the
government of Japan decides to stop its ICT-1 exyat. Dr. Katsumi and his assistant
Tanomogi decide to use the machine for crime ingagon instead, but they themselves
become suspects in a murder. At the same timsuKatbegins to receive threatening

phone calls from a mysterious man. In additioth&se troubles, someone who sounds

1 william Currie, Sogai nakozu: AbeKobs, Beketto, Kafuka nohgsetsu(The Composition of
Isolation: the Stories of AbEobo, Samuel Beckett, and Franz Kafka) trans. Anzasuaet
(Tokyo: Shirchosha, 1975), 7-38.

12 Abe wrote the screenplay for the movie versioSfia no onnéWoman in the Dunes, 1964),
which was directed by Teshigahara Hiroshi.

¥ Susan J. NapieT,he Fantastic in Modern Japanese Literature: Thev@usion of Modernity
(London, New York: Routledge, 1996), 199.
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like Katsumi telephones Katsumi’s wife and instsulcér to have an abortion, and her
fetus is subsequently stolen from the hospital.

Meanwhile, it is revealed that the machine hasdasean impending apocalyptic
climate change in which the polar ice caps williheg melt, threatening to submerge the
continents and destroy their inhabitants. To cwple this, a secret group of scientists
whose leader is Katsumi’s assistant Tanomogi hageil work on a daring plan to save
terrestrial life through the use of controlled bgical mutation on animal and even
human fetuses. Their ultimate goal is the creaticen undersea nation that will survive
the predicted destruction of Japan by a tidal wakanomogi reveals that Katsumi’s baby
is alive and will be genetically modified with git-he will become one of a new species
of underwater humans called aquans. Katsumitimielssrupt the plan, aiming to kill his
fish-child, but the group has already foreseendttsmpt using ICT-1. Katsumi is told
that he is going to be killed, and the story ersl&atsumi hears the assassin arrive at his
door.

Inter Ice Age 4eflects the political circumstances of the [atéd€9 The Berlin
crisis erupted in 1958. The tension between thigedrStates and the USSR deepened
even though the death of Stalin in 1953 had soft¢he opposition for several years. On
the nuclear weapons front, both the United Stateslae USSR pursued nuclear
rearmament and developed long-range weapons witthvitiey could each strike the
territory of the othet? In August 1957, the Soviet Union successfullyntzhed the
world’s first intercontinental ballistic missile dmn October they launched Sputnik, the

first Earth satellite. The launch of Sputnik pptEted what became known as the Space

1 Yomiuri shinbun nijusseiki shuzaihan elijusseiki Reise(iThe Cold War in the Twentieth
Century) (Tokyo: Cho koron shinsha, 2001), 77-85.
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Race, which culminated in the Apollo Moon landinghich astronaut Frank Borman
later described as “a battle in the Cold War.”

The fact that in this time period Abe briefly joththe Japanese Communist Party
seems to have influenced the inclusion of desomgtiof communism and the USSR in
his work, but his novel features no real ideoloptttails. Rather, Abe is very careful
about describing the effects of the Cold War aasdntluence on Japan. The race to
develop the forecasting machinelmer Ice Age 4eflects the real-world race to develop
nuclear weapons and space technologies. Thegablitse of the forecasting computer in
the novel becomes problematic in Japan’s relatipnsith the United States, so that
Katsumi needs to suggest a non-political use femtlachine. The unstable situation in
which Japan always has to consider its positiaelation to the United States leads to
the consequent problem that the protagonist mayhasjob and be forced to abandon
the machine he created. Katsumi mistakenly thih&sthe ICT-1 will save him by
allowing him to foresee the futures of individuals.

While Oe’s The Silent Crypresents the tension of opposition between
conservative and progressive, tradition and moteramd then tries to unite thednter
Ice Age 4describes the nightmarish mysteries that correptbtagonist and reveal the
irreconcilable gap between opposing values. Ti@dgrbehind these mysteries are
revealed when the protagonist is told that he Iset&illed. All the mysteries of the
murder case, the phone call, and the kidnappirigeofetus come from the future
predictions of Katsumi himself. The person whofasas Katsumi is Katsumi himself,

who knows everything that he will do: the enemthis self who knows his future.

!> Michael Klesius, “To Boldly Go,Air and Spacg¢December 18, 2008).
http://www.airspacemag.com/space-exploration/TodBeGo.html.
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Katsumi’s present self and his future predictiomiofself are separate and irreconcilable,
for his prediction data eventually fails to save life just as, implicitly, the Japan of 1959
was irreconcilable with the Japan of the future.

The latter half ofnter Ice Age 4eveals further cruel separations between the
commonplace of daily life and a totally differeabmost chimerical future plan, and
depicts the decisive discontinuity between preaedtfuture. The members of the
submarine colony team at first plan to make Katsjoimithem; they decide to forecast
what Katsumi will do when he learns about theinpl®ne of the members tells
Katsumi:

To, put it simply, sir, you couldn’t stand the freuthat was predicted. In

other words, you're able to envisage the future asla continuation of day-

in, day-out life. With that limitation, though yglaced such great

expectations on the forecasting machine, you weable to accept a rapidly

evolving future, one which may well destroy, dehg present-a severed

future!®
The members of the team consult with Katsumi’s joted value—that is, the future
Katsumi himself, who | will call Future Katsumion whether there is a way to avoid
killing Katsumi. Future Katsumi decides to givet&ami a chance to accept the future.
It is revealed that the team contrived to make aisuspect in the murder case to prevent
him from relying on the police. Future Katsumiaalsts Katsumi know the facts about
the kidnapping of the fetus, and allows him to eigrece a tour of the underwater aquan
breeding facility. In these ways, the team creaséuation in which Katsumi cannot rely

on other people, and also prepare him for the daatithat underwater hybrid-humans,

including his own son, are already being developeadtsumi, however, decides to Kill

18 Abe Kabo, Inter Ice Age 4trans by E. Dale Saunders (New York: Tuttle, 79730.
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his son, who has been “crippled” by the plan, atehapts to reveal the secret to the
public. Katsumi is sentenced by his own predictath in the forecast machine, “you’re
a dyed-in-the-wool reactionary who bears no resanta to the designer of the
forecasting machine. A really amazingly reactigrmaan.™’

After Katsumi learns that he is to be killed, thembers of the underwater colony
team show him the modified humans, including his. sbhese aquan children are
different from land people in a number of waysyteiemmunicate by clacking their teeth
like Morse code; their tear glands are atrophiethabthey do not/cannot cry. Moreover,
the member scientist explains, they do not haveymathe emotional expressions of
land humans since the emotions depend largely msasens in the skin and mucus
membranes. Bodily sensations such as “zotto dfreézing), “zarazara” (rough),
“nebatsuku” (sticky), and “muzumuzu suru” (ticklingan describe our feelings and
atmospheré® Aquans do not have such bodily sensations, soalse lack typical
emotional expression.

The members of the underwater colony team andgharachildren represent a
total Other to the protagonist Katsumi. The meralger not question the reliability of the
forecasting machine. They buy human fetuses @teteuman-animal hybrids and
murder the fetus-brokers to keep their work seened, soon they will kill Katsumi too.
For Katsumi, they are insane criminals. He findsaquan children horrifying. They do
not appear to have emotions or to act like humidres;, look more like animals, though
they are highly intelligent. All Katsumi can thik is to oppose this monstrous plan.

In The Silent Crythe oppositions between self and Other, betwearearvative

" Abe, Inter Ice Age 4153.
'8 Abe K6bo, Daiyon kanpyaki (Tokyo: Shinchdsha, 1970), 243. My translations.

103



and progressive, and between modernization anditradare presented in the first half
and they are confronted in the apocalyptic rebelirothe climax. Irinter Ice Age 4s
well, the latter half of the story reveals thatrthare oppositions between Katsumi in the
present and Future Katsumi, between the land peouléhe aquans. However, there is
no crucial clash between the Katsumi who clingth&opresent and his future self,
between Katsumi and the members of the colonywlanh is devoted to the future, or
between humans and aquans. Katsumi has the wébil against the plan but is
powerless: he has been cornered and is to be killed humans will have to rely on the
aquans; soon they will have no other option. Thaationships are not equal: there is
profound severance between the two positions.

When the time of his death comes near, Katsumidslenly informed of the
impending apocalyptic climate change. Scientistssler the reasons for the increasing
activities of underwater volcanoes in the Pacifce@n and the rise of the sea level as the
end of the fourth Inter Ice Age, which lasted fiftyllion years. In the near future, the
sea level will be over three thousand feet highantt is now. Specialists and
governments decide to conceal this catastrophizdutom the public so as not to cause
panic. Since there are always constant shiftaradese governments, a kind of
countermeasure committee for the underwater colmmtered around the financiers, is
created. In spite of knowing this forecast, Katsaamnot accept the future of
underwater life even though he himself knows th®ieacy of the forecasting machine he
created; he cannot stop clinging to the existiagesdf things despite knowing the future.

Facing his own death, Katsumi realizes he can ngdobelieve in himself; he

has lost his sense of honor, justice, respect ahgeyv At the very last moment, he hears
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the machine predicting that land humans will Idsgrthomes to the rise of the ocean and
the government will retreat underwater. At fits¢ humans will manage to maintain
some power but eventually all political power gtethe aquans. Original humans will
be kept in zoos and their cultures exhibited inrtheseums of the underwater Japanese
government.

Inter Ice Age 4epeatedly insists that there will be seriousah$iquity between
the present and the future. The story illustratégture that destabilizes present reality
and values currently assumed to be unchangealtle.ciims that our common sense is
not absolutely reliable and that it is likely teediway when major changes occur. Critic
Isoda Koichi explains the frailty of our common sense ascdéed in this story thusly:
when apocalyptic climate change comes, there @timer way but to create humans who
can survive in the water. Life is reconsideredrfrine process of generation, and there
will be no other way but to become non-human. €@umnmon sense tells that we cannot
stand such a horrible change, yet it is only theaag who can survive in the water,
establishing their own worldviews and values irehiiy different from our own?

Abe’s intention in writing this novel was to considhe future as something
which judges the present rather than the preseandidg whether the future is affirmative
or negative. The purpose of depicting the futarexplained in a postscript:

The future gives a verdict of guilty to this usaahtinuity of daily life. |

consider the problem an especially important themnikese critical times.

Thus | decided to try to grasp the image of a fithat intrudes on the

present, a future that sits in judgment. Our useake of continuity must

give way the instant it faces the future . . . Westrbe clearly aware that there

is real evil in the every commonplace order of gisimve call everyday
living.?°

9 1sodaKsichi, Commentary iDaiyon kanpyoki written by AbeKobs, 276-278.
% Abe, Inter Ice Age 4226-227.
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Abe understands that the future is uncanny anéiytatareachable from our common
sense and daily values. While tries to connect the past and the present argkstgja
vision of the future via reconciliation and neweliAbe emphasizes that there will be
decisive severance between the present and the fatud the new life of Katsumi’s fish-
son marks the crucial separation between the two.

The outcomes of the apocalyptic catastrophes sethevels are totally opposite.
Oe tries to reestablish the continuity and identitya modern self and a modern nation-
state of Japan, which was once destroyed by deldsd.catastrophic opposition of Mitsu
versus Taka, rural versus urban, tradition versodemization, victim versus victimizer,
conservative versus progressivall are reconciled in the ende seeks the collective
salvation of commoners via postwar democratic iogpwhich criticizes and acts
against the powerful; Taka’s football team produag®uth who will join the town
council, and the young people of the village becpaidically active after the riot.

Mitsu and Natsumi are reunited with their child dhd new life created by Taka and
Natsumi.

Abe, on the other hand, believes that the possilmfiJapanese traditional
identity and its continuity were thoroughly dest&dyby the country’s defeat in the
Second World War, and assumes that the futurepainkse society will be—indeed, can
only be—decisively different from its past; the legement of the ruling world above
with the submarine world reflects the experiencdeajeat. The submarine world to
which his own son will belong is a completely di#fat, uncanny place for the

protagonist Katsumi, reflecting the reality thabiles born after the war are almost a new
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species: completely new beings without the expedeaft the past, Imperial Japan or the
misery of the war.

As well, the situation of the cornered and isoléfadisumi is in sharp contrast to
Oe’s protagonist Mitsu; Katsumi is abandoned by Boshcolleagues and his future self,
he is despised by his wife, and tries to kill hignason. There is no reunion or
reconciliation following the catastrophe; ther@@sway for Katsumi to communicate
with his aquan son. Thus, Abe successfully expsetite crisis of the isolated individual
in a highly modernized society. The novel warnshagadividual against being buried in
daily life during the reconstruction period whennpgeople indeed tended to turn away
from the fact of defeat and concentrated on thegmereality of rehabilitation of the
Japanese econominter Ice Age 4duggests the significant possibility that thougg t
apocalyptic catastrophe of the defeat may ultingdtelaccepted in the future, some may
yet avoid facing the miserable past and the desligishanged future vision, as the
protagonist Katsumi does in the story.

There are those who assert timter Ice Age 4inally achieves a particular
political ideology. Thomas Schnellbacher, for epanclaims that ocean-based figures
in postwar Japanese science fiction works arenmes@ay associated with Japanese
national identity, specifically with pre-1945 Japaa imperialism and the idea of Japan
as a Pacific sea pow&r.While some science fiction depicts the restoratibthis power,
Inter Ice Age 4s the antithesis to both territorial and natioc@hcerns, which are
implicitly critiqued in the submersion of all majland masses in the story.

Schnellbacher concludes that the novel is “remensof works from a transnational

21 Thomas Schnellbacher, “Has the Empire Sunk Ye#Hdxific in Japanese Science Fiction,”
Science Fiction Studi€29, 3 (November, 2002): 382-396.
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socialist canon depicting a post-national and postan (though not post-organic)
world,” for the future submarine world is depictsiborderless albeit not nation|éSs.

Although Abe is frequently considered an avant-gardvelist, many of his works
include postmodern elements; his novels often desthe crisis of an individual who
suffers a profound sense of alienation caused layivieed worldviews.Inter Ice Age 4
has definite postmodern overtones in that theivetation of traditional values and
commonsense prove that the characters’ values, rahel thoughts are not absolute.
However, | would argue that this novel is not dyfplostmodern work but is instead
highly moderndespite its postmodern leanings. The novel isnsatworld where grand
narratives such as political ideologies are sti#eive. Abe could have written a science
fiction novel about a future submarine world withdescribing the Cold War; instead, he
used the tension between the USSR and the UniggdsSind the forecast of the future
dominance of communism as a turning point of hig.pl

| argue that the story is modern because, crucidléyprotagonist Katsumi never
accepts the future, which appears almost fictibtmaim—he has many opportunities
before his death, yet he never concedes anythatgtintradicts his worldview, and
ultimately (the story suggests), he dies. If heepted the future, he could save his life,
yet he sticks to his commonsense notions of howamubeings should be, and cannot
imagine a world outside his values. If the stosreva truly postmodern work, it would
be possible for the protagonist to accept the dutale of the underwater world;
postmodernity is premised on the condition thét &lways possible that one’s common
sense and values of life are relativized.

These two apocalyptic postwar works take oppogifgaaches to the identity of

2 schnellbacher, “Has the Empire Sunk Yet?” 389.
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JapanOe hopes that it will be reunited with tradition, ileéhAbe sees it as irretrievably
changed after the defeat. However, they have omermon standpoint: that the novel
should function to help ideals and visions come trureality. Oe’s work functioned to
promote a particular ideology of postwar democradpe 1960s. And although Abe’s
work is a highly imaginary story based on sciencgoin, it criticizes the reality of late
1950s Japan that blindly rushed into reconstruditer war without fully considering
the meaning of defeat. Abe himself states thatafrtlee purposes of this novel is “to
make the reader confront the cruelty of the futpreduce within him anguish and strain
and bring about a dialogue with himsélf.”In other words, Abe hopes his readers will
take a critical view toward their daily lives.

Both works seek a deepening of the understanditigegbast, and a critical
approach to the present and to present visiongj\@er negative, of future reality; these
two apocalyptic stories use the modern linear wstdading of time in order to
comprehend the present reality and to construaiarvof the future. They aim to
influence the reality of postwar Japan by presentineir philosophical stances. Mainly
targeting adult males, modern apocalyptic narratlike these function as a tool for
resolving the identity crises of the nation andititividual. Both Abe an@e declare
that the most important readers of these two naelsontemporary Japanese, and both
writers try to mediate between their reality aneittvisions®* However, these
ideological visions through apocalypse began tappsar when apocalyptic narratives in

the 1980s gradually come to depict their visionsimoeality but in fiction. In the next

% Abe, Inter Ice Age 4228.

4 Oe says that he writes for Japanese audience, aipéoi people of his own generation. See
Kazuo Ishiguro an@®e Kenzabus, “The Novelist in Today's World: A Conversatiobundary
2,18, 3 (Autumn, 1991), 116.
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chapter, | will look at how ideals in apocalypttoses moved from reality to fiction in

the 1980s.
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Chapter Four

Apocalyptic fiction in 1980s Japan

As discussed in Chapter Two, it is frequently stdbet the year 1970 marks a
turning point in Japanese cultural tren@sawa terms the period from 1970 to 1995 the
fictional age, when Japanese culture graduallyesthiirom struggling for change through
political movements to seeking ideals in fictiorattings. This shift is particularly
evident in major apocalyptic fiction narrativesrfrahe 1980s and 1990s, especially those
with prequels or sequels. An influential liter@yample from the 1980s is Murakami
Haruki's Sekai no owari toddo boirudo wandrando (Hard-Boiled Wonderland and the
End of the World; 1985) and its precurddachi to sono futashikana kalga Town and
its Uncertain Wall; 1980). In the subcultural gernthe apocalyptic animation filkaze
no tani no NaushikéNausicaa of the Valley of the Wind; 1984) by Mag&i Hayao (b.
1941) was serialized as a manga until 1994, anchdega narrative differs from that of
the animation. Another internationally renowneda@gyptic animationAKIRA (1988)
by Otomo Katsuhiro (b. 1954), was also serialized amaga until 1990, and the manga
version of this story also has a different mesg$ega the film version.

All three of these works have apocalyptic themeabsamilar settings. However,
there is discontinuity between the prequels andalsmr manga and animated versions
of each. Examining the differences between diffeversions of a given narrative
highlights the shift from modern to postmodern, arght modern apocalypse and
postmodern apocalypse convey. By closely compdha@mbiguities in apocalyptic

narratives and their visions of what the world W like after the crises have passed, we
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can also see how the relationship with the otlarstiormed in 1980s and 1990s.

Murakami Haruki’'s Hard-Boiled Wonderland and the End of the World

Murakami Haruki (b. 1949) is an extremely populiad &ritically acclaimed
writer of fiction and non-fiction. His fourth longovel,Hard-Boiled Wonderland and the
End of the WorldhereafteHard-Boiled Wonderlang was written in 1985, and won the
Tanizaki award that yearlt is considered one of the most popular of Maraks early
novels. The success of this novel brought theaaytbpular attention, and in 1987 his
Norwegian Woodold millions of copies in Japan and turned hito i national celebrity.
AlthoughHard-Boiled Wonderlanavas not a best seller it has been widely refer@nce
since it deals with the core issues of the postmuozed world.

The novel consists of parallel narratives: the addibered chapters are set in a
place called Hard-Boiled Wonderland, in near-fuflim&yo, while the even-numbered
chapters are set in the End of the World, an iedl&dwn surrounded by a forest and a
wall. The narrator of the odd-numbered chaptess@alcutec, a human data processor
who has been trained to do shuffling, data coneariat uses his subconscious as an
encryption key. The Calcutecs work for the quasiegnmental institution called the
System, while the criminal Semiotecs, generalliefalCalcutecs, work for the Factory.
These organizations compete for information; thie@acs protect data while the
Semiotecs steal it.

The odd-numbered chapters begin with their narsatasit to a mysterious

scientist who is exploring “sound reduction” inaddratory hidden within an

! Murakami HarukiSekai no owari toddo boirudo wandrando (Hard-Boiled Wonderland and
the End of the World) (Tokyo: Shingsha, 1985).
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anachronistic version of Tokyo’s sewer system. 3dientist asks the protagonist to
calculate some data with a shuffling system thatGalcutecs have for some time been
forbidden to use, but the scientist has officiaihpgsion from the top of the System. The
protagonist has no reason to refuse this speajakes, but this precipitates an attack on
the scientist’s office by the Semiotics after tlacalation is done, and both the data and
the scientist disappear. Two days after the calmr, the protagonist is able to meet the
scientist, who has escaped and is hiding in a sengerground hollow. Here, the
scientist reveals a shocking truth: he inventedsthdfling system when he used to work
for the System years ago. When he installed th#lsig system in the protagonist’s
brain, he also secretly reorganized his subcons@od implanted it as an artificial world.
Moreover, the scientist confesses that he activiisctircuitry with the recent shuffling
execution: he was curious to collect data on thixenscious world, for the protagonist
is the only Calcutec survivor with this shufflingibty. However, the data in the
protagonist’'s subconscious world is stolen by temidtics, and the protagonist is
informed that there is nothing he can do to sasdif@; the scientist tells him that his
subconscious world will soon take over his conssi@ality. The protagonist learns that
he is destined to live permanently in his own suscus.

Meanwhile, the narrator of the even-numbered chiggan the process of being
accepted into the fairytale-like town called thedEr the World. Because residents of
the town are not allowed to have a shadow, theat@rs shadow has been “cut off.” The
gatekeeper of the Town tells the narrator thashedow must remain in the shadow
grounds where it is not expected to survive theavinShadows represent mind or

memory in this town, and the residents do not mwels. The narrator is assigned
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guarters and a job as dream reader, whose taskesiove all traces of mind from the
town. He goes to the library every evening whassjsted by the Librarian, he learns to
read dreams from the skulls of unicorns. Thesstegassively accept their role of
carrying people’s memories out of the town; they sent out at night to their enclosure
where many die of cold during the winter. The ator's shadow senses that there is
something wrong with this town, and suggests they teave before the shadow dies.
The narrator at first agrees; he saves his shadwow the shadow grounds and they
decide to leave.

As the story progresses, it becomes clear thattbealifferent worlds are
interrelated: the subconscious world of the protégidn Hard-Boiled Wonderland is the
End of the World. The story comes to its climaxewlthe narrator in the End of the
World learns that there is a fatal weak point ia thwn where every unresolved emotion
is forced onto the weakest animal, which then diise peace and perfection of the town
is artificial, for it cannot exist without sacrifigy the lives of the unicorns. At first, the
narrator decides to regain his shadow and triésatee the town, but he later declares that
he has decided to stay in the woods with Librariemthe end, his shadow leaves without
him.

The precursor tblard-Boiled Wonderlandthe mid-length noveVachi to sono
futashikana kab€éThe Town and its Uncertain Wall) was publisheth@ magazine
Bungakukain 1980. Murakami calls this story a completédufia, and the novel has not
been included in any of his collected wofk¥he Town and its Uncertain Walbes not

have a particularly strong apocalyptic theme comegbavithHard-Boiled Wonderland

2 Bungakukai special editioéurakami Haruki bukkMurakami Haruki Book) (Tokyo: Bungei
Shunjisha, April 1991), 42.
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but it offers a useful comparison to its successor.

The plot of the story is as follows: when the pgataist, known only aboku(l),
is eighteen years old, he hears the story of a sawrounded by a high wall from another
character, a girl known &mi (you). She says that the “self’” he sees is hadeWw,
while her real self lives in the town. Soon heaidbw dies, and the protagonist enters the
Town by cutting off his own shadow—asHtard-Boiled Wonderlandone needs to cut
off one’s shadow to be accepted by the town. Hetswhe “real” girl in the town library
and is assigned to be a dream prophet. Theiige&dtip gradually develops, but he
discovers that he cannot feel any emotion for langio does not have a shadow. Later,
the protagonist succeeds in releasing the old dsearthe library, and feels profound
sorrow. Eventually, he decides to regain his shaaiod leave the towh.

Hard-Boiled Wonderland and the End of the Wasldlearly based ofhe Town
and its Uncertain Wall The two novels share the same setting of tHatesth walled
town as well as its beasts, its residents, anehwsronment. While the protagonist in
Hard-Boiled Wonderlands a “dream reader” who reads old dreams in thédiskf the
unicorns, inThe Town and its Uncertain Wdie is a “prophet” who reads old dreams
from egg-shaped objects. His dream-reading ralleeésame, as is the role of the
Librarian. Even thoughlard-Boiled Wonderlandhas a more complex setting, the idea of
the Town is very nearly identical. Also, the matarylines ofThe Town and its
Uncertain Walland the End of the World portion Hfard-Boiled Wonderlandre very
similar. In both stories, the protagonist suff@isense of loss when he meets the

shadowless girl and once he decides to regairhadosv and leave the Town.

3 Murakami Haruki, “Machi to sono futashikana kalg€he Town and its Uncertain Wall),
BungakukaiTokyo: Bungei shunisha, September 1980): 46-99.

115



Despite these similarities, the stories have stgki different endings. lihe
Town and its Uncertain Walthe protagonist realizes there is something wmababout
the town, and chooses to return to reality withgimadow. Even though he loves the
Librarian, he chooses to live apart from the shddssvgirl and to leave the perfectly
peaceful world in which there is neither desire @motion. In the early part of the story,
the protagonist is told by the gatekeeper thaaaeWw is a weak, dark heart filled with
hatred, worries, frailty, vanity, self-pity, angand sorrow. People in the town, including
the girl, do not have shadows so they do not stiften troubled emotions. The
protagonist considers staying in the peaceful taxth the girl forever, but he realizes
that he cannot be himself without his shadow/heaet though it is often filled with dark
emotions.

While the shadow is depicted here as mind or emptiee old dreams the
protagonist reads symbolize the histories and dleative memories of the larger
community and the nation. The old dreams in theaty represent lost memories or
suppressed dark histories, whereas the heartlegdepa the Town live peacefully,
protected by the wall. Just before the protagatesides to leave the town, he awakens
all the old dreams; they are supposed to be coslplsecured by the egg shaped objects
and by the Wall, but they suddenly radiate lighd &degin to talk. He goes down a hole
with the dreams and comes to the place where dwegyis lost and dead. Thousands of
old dreams march like soldiers and guide him alofgthe old dreams march on, time
goes by and the protagonist finds his body gragutdtaying. When the process ends,
the dreams begin to lose their light and softlyttathe ground.

Some of these dark memories and histories of thell@dams are the failures and
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suppressed emotions of the protagonist himselégles remnants of his past memories
along the road as he marches. At the same tirasettireams are also of the bigger
collectivity. Old dreams are collective memorigsch as national memories of war and
crisis. The image of the headless marching arrmbsjyizes the suppressed memories of
the deceased, while the wall symbolizes authdrithe power of the authorities absorbs
all the dark negative memories from the people exymerienced war and suppresses
them into their subconscious as dreams, much gsotevar government avoided facing
the defeat and its responsibilities directly sd theould set the goals of reconstruction of
the nation and economic growth instead, in orddxetiter control the people.

The protagonist therefore questions the wall abfm@imeaning of the town; he
challenges authority as an Other that does nowvalkeople to keep their past memories
or to have consistent identities. He prefersuwe With his lost memories and dark
emotions rather than suppressing them. The protsigoonfronts the wall, declaring that
the words that describe the past, memories, anori@s are dying every second, for they
will be given different meanings as the time pasdés wants to leave the town so that
he can describe the past with these dying wordsdéstined that every memory will be
gradually re-edited and reconstructed, yet hefstlls it is necessary to live with them
rather than to suppress them. He is not sure whé&thving the town was the right thing
to do, but he does not regret his decision. Timicoity of his identity and community,
and the wholeness of his memories and life aresaeliwhen he leaves the town. Even
though he is surrounded by decayed and re-editedomes, he can regard himself as a

whole person with a heart filled with dark memoesl negative emotions. Although

* Murakami has long used the image of walls as apietr for authority, the powerful, and the
system, and he has declared that he sides wittejbahat breaks against it.” See his Jerusalem
Prize remarks on February 15, 2009 at http://wwwnedrs.jp/4 7topics/e/93880.php.
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the wall and its town remain, they no longer infloe him. Consistent identity,
belonging to the collectivity, and moralistic catsia are achieved in the reality to which
the protagonist returns at the end of the stdiye Town and its Uncertain Wadl not an
apocalyptic story but rather a story of integratioml reconversion. This novel reflects
the spirit ofOsawa’s idealistic age; the ideals of establishing'®own identity and
facing the collective continuity of history are aaled in the end.

In Hard-Boiled Wonderlangdon the other hand, it is clearly stated thatttiven is
a world in the protagonist’'s subconscious thathdeen edited and added to his brain by
the old scientist, and the town is called the Enthe World, where all things the
protagonist has lost exist. When the protagosiabie to meet the old scientist again in
the underground maze, the scientist tells the gootist that his consciousness in reality
will be lost and then he will live eternally in lssibconscious. The scientist says that
there are two choices left for the protagoniscdmmit suicide, or to live peacefully in
his subconscious world. While ithe Town and its Uncertain Wahe protagonist can
choose whether or not he will leave the town ofdws will, the protagonist in Hard-
Boiled Wonderland does not have a choice which alitiw him both to save his life and
keep his identity in reality. This difference slwates the importance of the change from
modern to postmodern society reflectedHerd-Boiled Wonderland The insuperable
power of authority infringes on the significantlyaker citizens in postmodern societies:
exclusive elites manage advanced technologies @nmbenies with which the rest have
little or no contact. They function totally outsidf the commoners’ consciousness, yet

have enormous impact upon it. When important anéasir lives are outside of our
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control, we are in an acculturative situation; va@énto learn new rules to live By.The
protagonist in Hard-Boiled Wonderland world does kimw what has been added to his
brain, he does not fully understand his shufflingyky and there is nothing he can do to
save his life in reality. Even though he insigtdiging his own life, he is actually
powerless to do so.

Moreover, the hidden truth about the social/matraicsure in the novel is that
there is actually only one person behind both tyste®n and the Factory; the seeming
opposition between the two is designed to genéhnatenost profit through their
competition. As Matthew Strecher points out, tearfuture Hard-Boiled Wonderland
world is a society that can control one’s idenstypplant one’s original identity, and
“replace it with an artificial, externally constted identity designed for optimum state
control.” Strecher also stresses the fact that the ErftedMorld, that is, the
subconscious of the protagonist, is not a creatfdhe protagonist, but “an artificially
constituted approximation of his inner self” madette old scientist. Consequently, in
the latter part of story it becomes clear thate¢hsralmost no hope for the protagonist to
protect his own identity.

While the protagonist in the “reality” of Hard-Bed Wonderland is forced to go
into his subconscious world, his other self in Emel of the World vacillates between two
choices: to go back to reality with his shadowaolive in the town forever in return for
the loss of his shadow. His shadow tells the gianast that the town is incomplete and

wrong; there is no war, hatred, or desire therengéher is there true joy, happiness, or

® Ted Daniels, Introduction iNillennialism: An International BibliographyNew York: Garland
Publishing, 1992), xxv-Xxxvi.

® Matthew Strechepance with SheeAnn Arbor: University of Michigan Press, 2002}L,.4

" StrecherPance with Sheep2.
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love. The shadow insists that we cannot feel joyavithout despair, disillusionment,
and sorrow. The cost of the perfection of the tesvihe death of the unicorns; they take
people’s hearts outside its walls and die becatideonveight of the ego of the heart.

When he learns that the sacrifice of these weaslig what makes the town
perfect, the protagonist decides to escape witkhmslow. However, when the
protagonist begins to sing, the melody from long giyes him a sudden realization that
all things in the town are created by himself, ethenLibrarian. This realization enables
him to access the lost heart of the Librarian whiets scattered among the skulls of the
unicorns in the library, and he promises to discolre shadow/mind she lost in the past.
It is destined that people who are not able to thee mind completely have to live in
the forest outside the town. The protagonist annes to his shadow that he will remain
inside the wall and live in the forest with the taban; he decides to stay because he
feels responsible for what he has created: the tas/wall, the people, the beasts and the
river. The story ends when the protagonist seestiadow leave the town and ventures
to protect some of his own identity and autonomgrem the marginalized place in this
highly controlled world.

This ending perfectly reflects postmodern apocatygtaracteristics. First, the
work clearly symbolizes the fictional age in whigk cannot have the ideal in reality so
we quest for it in fiction. The protagonist faitspreserve his own identity in reality; he
has no choice but to move into his eternal fickubconscious which has been implanted
by the scientist. He decides to take respongitfihit what he created and live in the
forest in order to recollect the lost memoriess o longer in reality that he seeks the

ideal, but in fiction. Further, the range of respibilities two stories describe is reduced
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from a certain collectivity to the subconsciouoé individual. Whereabhe Town and
its Uncertain Wallsticks to the quest for social and individual idea the real world,
Hard-Boiled Wonderlandescribes the subversive challenge of questinthordeal on a
fictional, individual level. This realization inchtes that it became increasingly difficult
to share the idea of grand narratives in real $seidings after the 1980s, and ideals are
more experimentally quested for in our imaginations

Second, right and wrong are uncertain and ambiguotiss novel compared to
its precursor. As we have seen, apocalyptic naesteal with opposing values such as
life/death, good/evil, hope/despair, heaven/heldl finite/infinite. Premodern
apocalypse tends to emphasize the binary oppodigbmeen the two poles, and modern
apocalypse the dialectical use of such ambiguigading to progress. In postmodern
apocalypse, however, the distinction between tleegates of ambiguity becomes blurred.
Strecher points out thétard-Boiled Wonderlandoes not fulfill our moral fantasies such
as reaffirmation of life over death, or of clarégd truth over mystery and dodbt.

Moral standards in the social system are ambigudte. System and the Factory
are controlled by one privileged person, destahijand problematizing the ground of
morality. The protagonist’s choice to live etefpaharginalized in the forest rather than
going back to reality with his shadow is shockingrethough we know it is impossible
for the protagonist to remain alive in the reatifyfHard-Boiled Wonderland. Whereas
there are clear distinctions between ambiguitigssiprecursorHard-Boiled Wonderland
blurs the distinction between the two poles. Theehdescribes how difficult it is to find
clear solutions and make right decisions in posenodociety where morality has lost its

firm ground and there is absolute but often investdppressive control of the status quo.

8 StrecherPance with Shee@5-46.
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As Strecher points out, to peripheralize onese#iuch a gray area is one of desperate
way of resisting the indomitable power of postmodgtate ideology.

Third, the vision of the world after the apocalgptrisis has passed in the novel
indicates a different relationship between self @tlder as collectivity. Usually,
apocalyptic fiction describes the reestablishméwirder or the possibility of rebirth and
reconstruction after catastrophhere is at least some hope. Time Town and its
Uncertain Wal] the protagonist goes back to the real world awid#®s to recollect all the
details of the town; there is continuity betweerathe is and what he used to be. His
identity and memories of the collectivity remairtla end of the story. Idard-Boiled
Wonderlandin contrast, the protagonist discovers thatifesih reality is about to end
and no one can save him. Not only that, but hagldeill impact no one. He has no
choice but to become a new self in his own subdonsdy daring to choose to stay in
the forest with the Librarian. The forest is a gmaal place in which those who cannot
lose their shadow completely must live, and thdfesdrom a heavier workload than the
residents of the town. Despite the harsh envirartrokthe forest, the protagonist is able
to re-collect his lost memories of himself and tlodectivity with his incomplete heart in
his subconscious rather than to lose everything.

To remain in the town which was re-organized anplamted by another is to lose
his original authentic identity, yet the protagamisooses to be a new self who possess
some uncertain memories of his past and the coligct However, his desperate
resolution of facing his past does not have angoeidn reality. This ending is often
understood to be an allusion to the failure of alotiovements in Japan in the late 1960s

and the early 1970s; to have an ideal and to mdiappen in reality is longer possible,

? StrecherPance with Shee@6.
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and the relationship between the self and the bigg@munity is not depicted as
something agreeable. To live in a society wheeeltas only weak bonds is the
postmodern post-apocalyptic future Murakami suggest

As we have seen, five years after Murakami wiidte Town and its Uncertain
Wall, he completetiard-Boiled Wonderland and the End of the Warith a totally new
vision. With the intervening time came a more ptofd realization that Japanese culture
had shifted from modern to postmodern. Murakarscdbes this postmodern society as
a place where people have fewer bonds and auth@#ynvincible power. Mainly
targeting youth, Murakami’s apocalypse dares t@ssfgthe solution of peripheralizing
oneself as a subversive means of keeping one’sademntity and of acting against

authority in a postmodern world.

Miyazaki Hayao’s Nausicaa of the Valley of the Wind

Kaze no tani no Naushik&lausicaé of the Valley of the Wind) is an anindate
film written and directed by Miyazaki Hayao, the sheepresentative Japanese postwar
animator® The film was distributed bysho in 1984, winning numerous domestic and
international awards, and has been translatechimiamber of foreign languages. The
mangakKaze no tani no NaushikhereafteNausicad was written and drawn by
Miyazaki Hayao and serialized in the manga and ammgazinénimagebetween 1982
and 1994. The anime is based on the first twomekiof the seven volume manga.
Among fans it is known that the film version ané thanga version have different

settings, plots, and themes, but the film verssomuch more widely known.

19 Kaze no tani no Naushikiausicaa in the Valley of the Wind) (1984), diliyazaki Hayao
(DVD, Buena Vista Home Entertainment, 2003).
! Miyazaki HayaoKaze no tani no Naushika vols (Tokyo: Tokuma shoten, 1987-1994).
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The film takes place one thousand years after 8®¥é&n Days of Fire,” an
apocalyptic war which destroyed human civilizataomd most of the Earth’s original
ecosystem. Scattered human settlements survotates from one another by the Sea of
Decay, a jungle of giant plants and fungi swarmrtip massive insects such as the
Ohmu. Everything in the Sea of Decay, including dlir, is deadly. The protagonist,
Nausicad, is a charismatic young princess of tlaegfel Valley of the Wind. She has an
unusual gift for communicating with the giant insgeshe is kind to humans as well as
animals and plants, and she is a brave and skigater. Inspired by her mentor Lord
Yupa, a wandering warrior possessed of great wisddansicaa frequently explores the
Sea of Decay to discover the origins of the toxacld

One day, an airship from the powerful kingdom oliffekia crashes near the
Valley of the Wind, and its cargo turns out to b@&iant Warrior embryo, one of the lethal
weapons used in the ancient war. It is later rexktnat the Warrior embryo was
unearthed by the Pejite Kingdom, but it was stdigmthe more powerful Tolmekia.

While transporting the Warrior back to their reatite Tolmekians were attacked by
insects and landed in the Valley. The next dag,Tillmekians, under the leadership of
princess Kushana, invade the Valley to kill Naugisdather, the king of the Valley, and
to secure the Warrior, explaining that the God V@amwill be used to burn the Sea of
Decay.

Kushana attempts to return to Tolmekia with Naus@s a hostage, but her airships
are attacked by a Pejitan gunship and forced teeraakemergency landing in the Sea of
Decay. Nausicaa ends up in the strange (non-taadyd below the Sea of Decay. She

realizes that the plants in the Sea of Decay pthéypolluted topsoil, producing clean
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water and sand which remain hidden in the undergtavorld; she finds the truth that
the toxic forest actually purifies the polluted gomment.

Nausicaa escapes from the underground world anesrat Pejite. Soon, she
learns that Pejite is trying to lure the insects ihe Valley of the Wind to recapture the
Warrior. To save her people, she heads to theydut along the way she encounters a
herd of enraged Ohmu who are following an injuradyoOhmu; the Pejite have
intentionally injured it to lure the herd to thely. Meanwhile, the Tolmekians revive
the Giant Warrior and attempt to burn the herd bimD, yet the Warrior collapses
because it is premature. Nausicaa releases tlyeQiahu and stops the herd, but is
mortally wounded in the process. The Ohmu use tfedden tentacles to revive her.
Nausicad’s dress is stained blue by the bloodebdby Ohmu-sheturns out to be the
mythological “man” in blue for whom Yupa has longem searchintf

The setting oNausicadis a futuristic post-apocalyptic world that hapestenced
the total devastation of war. Human civilizaticasideclined to the level of the medieval
period. Frightened by the enlargement of the $&xeoay, people have begun to reuse
the remains of the past civilization. In the bexgng of the story, the crucial conflict
between human civilization and nature is presenteadvanced technologies have
severely damaged both the ecosystem and humadbiitg. thousand years later, people
are still trying to take control of nature by figig against it. Nausicaa discovers that the
Sea of Decay and its insects are not hostile todmsprather they function to purify the
Earth which has been polluted by humans, and ses symbiosis with the seemingly

toxic. She tries to stop the war and to save #ewe@ Decay and its insects. The ending

2 For a thorough and insightful analysis of Nausias@n example of apocalyptic narrative, see
Napier,Anime from Akira to Princess Monono92-204.
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of the film indicates the reconciliation betweemtans and nature, and hints at hope for
reconstruction. The moral fantasies in this filra #0 discover the mysteries of The Sea
of Decay, to stop the war, and to establish a sgtithielationship between humans and

nature; inNausicadhese three goals are all satisfied in the end.

There are two elements that make this film extriaany: one is that the
protagonist is a charismatic teenage girl who ogint as well as men and communicate
with insects: a legendary hero. At the story’snelk, Nausicaa sacrifices herself to stop
the angry herd of Ohmu. Her courage, love, artifidness move the Ohmu and they
revive her. Nausicaa is thus also a classical ime$igure. The other is that the story is
based on Miyazaki’'s profound insight into the coexgies of the ecological system.
Despite these two innovative points, the apocatygetting in the film is very traditional:
the oppositional clash between humans and natuxgaly other is brought to the
dialectical process via the sacrifice of a girld geaceful symbiosis is promised after the
apocalyptic catastrophe. The structure of the Rlausicaéis very similar taDe's The
Silent Cry since both works deal with contradictions andficotations between binary
ideas, make them clash in the apocalyptic catasérajpen reunite them after the crisis.
The film Nausicaéthus satisfies many elements of modern apocalyiption.

On the other hand, it took twelve years to complleéemanga version, which has
major differences from the film. The differencetive stories is apparently disturbing for
some fans of the film® The story in the manga is of course not only modlger but
also much more complex, describing war betweenpawerful nations, struggles for

power within a nation, the lives of marginal peogleh as the insect trainers and the

13 Otsuka Eiji and Sasakibaras@Kyaya to shite no manga, aninf€omic Books and Animations
as Culture) (Tokyo: Kdansha, 2001), 153-157.
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forest dwellers, and the quest for the truth aleowironmental corruption. Miyazaki
himself says that the film version Nhusicaas based on his understanding of the world
in the early 1980s, stating that “the real worldds this thin and simple"®

The manga narrative has more complex subplots ettidgs; while the film does
not describe the relationship between the variousities, the manga illustrates the
politics and power relationships between the natiodausicaa in the manga is the leader
of her peripheral state, and her people becomalgssthe Tolmekian king and are
obliged to send forces to help when he decidesvade the neighboring Dorok Empire.
The Tolmekians have a strong conventional militant, the Doroks have developed a
genetically modified mould from the Sea of Decayhwihich to overwhelm the invaders.
But when the Doroks introduce this mould into letil multiplies and mutates resulting
in a phenomenon calledlaikaistb” which spreads across the land and draws thetsmisec
into the battle. As a result, the Sea of Decagags across most of the Dorok nation,
killing vast numbers of civilians and rendering rhokthe land uninhabitable. The
Ohmu and other forest insects respond to this dewednt but, as Nausicaa finds out,
they do not battle but in fact sacrifice themselepacify the rampant mold.

Also, the manga narrative has a central themewvaaleng the complex mysteries
of the toxic environment and its ecological systefhe seemingly hostile environment
of the forest and its insects are not a dangeutoam beings. Rather, Nausicaa senses
that this toxic environment was created by humemrghedaikaisib suggests that nature
can be manipulated and used as a weapon. Nausavats deeper into Dorok territory

to seek those who are responsible for manipulahiagungus, recruiting the Giant

4 Kiridoshi RisakuMiyazaki Hayao no sek#éThe World of Miyazaki Hayao) (Tokyo: Chikuma
shoten, 2001), 305.
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Warrior found in Pejite. Despite the loss of sash@er companions, she is eventually
able to reach Shuwa, the Holy City of the Doroks] anters the Crypt, a giant
construction from before the Seven Days of Firber€ Nausicaa learns the truth: the last
scientists of the former civilization had forese¢lea end of their age and created the mold
and the Sea of Decay to clean the land. Theyealteuman genes to cope with the
pollution, stored their own recreated “moral” huniaings inside the Crypt, and waited
for the day when they could reemerge. Learning $bret, Nausicaa confronts the
Master of the Crypt, who is regarded as a god byk#epers of the Crypt. Then
Nausicad is confronted with the ultimate choice stust decide whether or not to
destroy the eggs of the new improved humans.

There are crucial differences between the mangdhenfilm. The first is that
opposition and reconciliation between nature anddmcivilization are not depicted in
the manga story: the notion that a purified, bdtiarre will come when human beings
choose to cooperate with nature is absent fronmiduega narrative. At the end of the
manga story it is revealed that all of the natthie¢ats such as tluaikaishy, insects,
fungi, and the Sea of Decay were intentionally imedy privileged people in the
previous civilization. Moreover, human beings tisehaes were genetically modified to
survive in the toxic environment. Due to this nfmdition, the present humans, including
Nausicad, will be unable to survive if the envir@mnis purified completely. In the
Crypt, the intelligence and technology of the poe world, including the eggs of newly
modified “better” human beings, have been stored tie day the purification of Earth
is complete. Thus, in the manga version, the adnf not between nature and humans

as in the film, but between idealistic progresssenotion by those in power in the past
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and the incomplete present reality of Nausicadhemmadtontemporaries. This conflict,
however, remains unresolved; in fact it leads todbmplete denial of the ideals of
progress that were set by the past authority arleesna decisive break with such modern
ideals.

This secret in the manddausicadis very close to that in Abelster Ice Age 4
the powerful elite have covertly created new, “ioy@d” human beings in response to
apocalyptic crisis. Accordingly, there is littlegsibility that the old species can survive
in the coming new world that is supposed to ber#ipd, more moralistic place. Both
stories suggest that the older generation to witnetprotagonists belong is destined to
decline. However, the striking difference is ieithpositions: Katsumi learns that there
are new genetically modified humans; his own samisquan, but he himself is not. On
the other hand, Nausicad and the people in herggme have already been secretly
modified, and she and all her contemporaries veilubable to survive in the perfectly
purified world. While Katsumi remains an authentidginal human being to the end,
Nausicaa realizes that she cannot insist uponutheaticity of the human species. The
plot of Nausicaddepicts the post-apocalyptic realization thatapecalyptic crisis of
human modification has already been brought abptité privileged few. There is no
way to escape this modification, just as the promggj ofHard-Boiled Wonderland
cannot escape his manufactured subconscious. ifféeedce between the settings in
these two narratives is also related to the attitosvard the discontinuity of time.
Katsumi never accepts the discontinuity of the @nésnd the future, leading to his death.
However, Nausicaéd accepts the discontinuity ot modification; she accepts that it

has happened and thinks only of the future.

129



The second difference is that ambiguous valuesragghasized in the manga
narrative. While the film does not deal much vwathbiguities and portrays a black-and-
white kind of morality, the manga story stressed thost things have ambiguous values;
there are no totally wrong/bad beings, nor theeeparfectly right/good beings. For
example, the Giant Warrior in the film can be relgaras a metaphor for the atomic
bomb. However, when the Tolmekians attempt toitisels too premature to be born; its
rotten, immature body crashes into the ground. Giaat Watrrior is depicted as a
destructive and uncanny being which will harm peopl

However, in the manga version, the Giant Warriggadrayed as a more humane
and complicated being; Nausicaa can communicateim, and in order to destroy the
Crypt, she decides to take on the role of his mothen naming hifdma, meaning
“innocence” in the ancient language of her triBes. soon as she gives him this name, his
intelligence grows, and he informs her that heoisamly a warrior but also an arbitrator;
the Giant Warrior is a dangerous being, yet astmae time, he can help by mediating
conflicts of values. Nausicaa feels guilty thas shishes for him to die despite being his
“mother.” Oma dedicates his life to destroying the Crypt,Nausicaa as his guardian
clarifies his mission as arbitrator. The mangaer places the emphasis on humans’
responsibility for dealing with technology and agimus powerOma is depicted as
innocent despite his enormous power; his body taslia poisonous radioactive light
which is harmful to Nausicaa and the environmdittis recalls and suggests the
ambivalent nature of nuclear power, which can teslue kill as well as to heal. It falls
upon humans to use this double-edged power morally.

Another example is in the confrontation betweendizaéa and the Master of the
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Crypt. Near the end of the manga story, the Mastédre Crypt suggests that they should
purify humans and replace them with wiser and calmnes. Without his help, he warns,
the human race will be extinguished by the envirental pollution. Nausicaa protests
that human beings are destined to come out frorddheness and go back to it.
According to her, life is both purity and contantioa. She insists that agony, tragedy
and stupidity are part of being human and they ealitinue to be so even in the purified
world. Human beings always need to experiencengmdand light, tragedy and comedy,
agony and bliss, virtue and vice, beauty and ugéine

This is remarkably similar to what the shadowHiard-Boiled Wonderlandells
the protagonist; it tries to persuade him to letineetown because, as it explains, life
becomes meaningful when it has death as its emldwarcannot experience bliss without
despair. The protagonist, however, remains witlhéntown’s wall even though he knows
a life without ambiguity is wrong, unnatural anceawnhealthy. Instead of returning to a
reality full of ambiguities or remaining within tliewn itself and losing his emotions
completely, he chooses to be responsible for tbennplete town his secretly and non-
consensually implanted subconscious has creatbd.piiotagonist chooses to become
marginalized by living in the forest outside thevtoand collecting past memories and
ambiguous emotions forever.

The protagonist in the End of the World portiortlug Hard-Boiled Wonderland
narrative has two major choices: (i) reality: reing to the reality of Hard-boiled
Wonderland, or (ii) fiction: living eternally in &fictional walled town. Within option
(i1), he has two further choices: (a) to live irtéternally peaceful mindless town, or (b)

to live in the marginalized forest area with incdatp memories. Nausicad, in contrast,
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has two simple choices, but whereas the choickeoptotagonist itHard-Boiled
Wonderlands personal and will affect his own life, Nausisaghoice will affect all of
humanity and indeed all living things and the Eahlf: she can save the Crypt, and
choose a perfect purified world, or destroy it, amaintain an ambiguous, impure one.
She believes that life is full of ambiguities aheére will be always negative values in the
future. Rather than achieving the perfect purifaraand reformation of humanity,
Nausicaa chooses to let nature/the Earth decidéheshthe human race will survive,
demonstrating that the lives of humans are conddotand dependant upon the whole
ecosystem. She decides to destroy the eggs afidkddéied humans, albeit with some
guilt. Nausicaéa chooses to be responsible fomtiperfect people in the incomplete
present world full of ambiguities rather than fllifig the past modern ideology of
constant progress.

These differences from the film make a clear bifeak modern apocalypse;
Nausicada’s choice to destroy the Crypt and to raarthe world with its existing
imperfect humans indicates a discontinuity fromphset and its ideals of constant
progress. Nausicaa does not dismiss these ideateaningless, yet she finds more
value in a life that includes death, agony anddiityt for these seemingly negative
characteristics give meaning to life. She findsnbhatural to focus on one pole of
ambivalence and to fundamentalize it. In the filension, the theme of purification is
portrayed as positive, but in the manga narrattve,described as harmful as well. In
destroying the eggs of purified descendents, Naédiceaks with the past.

In addition, the manga story successfully distunesmoral standard of modern

fantasies characterized by non-contradiction, Seiipl constructiveness, and order. The

132



moral fantasy in this story is to discover the rayists of nature and to stop war. It turns
out, however, that behind it all there is one powles Crypt containing the knowledge of
the past. What the Master of the Crypt as the symibcentralized power offers is an
end to war, sickness, pollution, even death, acldbaice to save humanity. Nausicaa
rejects this offer, and chooses instead towith death, for she believes that it is not
human beings but the Earth itself that must dewsidether humanity will survive or
perish. Miyazaki implicitly denies that we can tiane to rely on progressive ideals
centered around or privileging human beings ovéureaand other beings, and shows us
the reality that life is full of uncertainty and aiguity, and that the natural environment
as Other still has the power to influence humaediv

Otsuka Eiji and Sasakibaradx@omment on the shifts in Miyazaki's apocalyptic
narratives. Before the manga versiorNalusicaé the endings of Miyazaki’s works were
purely entertaining and Disneyesque: the righteansevil dies, mysteries are neatly
resolved—viewers’ emotions are released by such cathaBi$.the manga version of
Nausicaadepicts contradictions as they are and refusesstve thent® The ending of
the manga does not satisfy common moral fantasiearsmony and unity but does
successfully convey the fact that the idealistie eagmpletely ended in the early 1990s.

While it can be regarded that the ending of thegaarersion oNausicaa
presents the limit of the idealistic age, it doesaescribe a clear shift to the fictional age.
We have seen that Hard-Boiled Wonderlandhe protagonist chooses to enter the
fictional world. InNausica&in contrast, there is no such solution suggestdak only
goalNausicaéasets on the very last page of the mangkmeba “we have to live.” The

manga focuses on the conflict between ideal andy@ad emphasizes the limit of the

!> Otsuka and Sasakibardyaya to shite no manga, anim&56-157.
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idealistic age, so it ends without concrete hopetfe future.

The vision of the future after the crisis has pdssdhe manga version is not
clearly indicated either. While the film ends witte peaceful symbiotic relationship
between human beings and nature, the manga naraatly states that a certain chronicle
says that Nausicad went back to the Valley of tledVéfter living with the Doroks and
that another legend tells that she eventually weetite forest people. Then it adds that it
is heard that Kushana governed Tolmekia by deputyiteeventually became a nation
without a king. While this short comment on tHeiture suggests that there was peace
and that Tolmekia changed from an imperial system republican one, there is no firm
evidence provided.

This ending shows that there was not a clearenpudgrn/post-apocalyptic
worldview in Miyazaki’s work than in Murakami’s. HIs may be because many of
Miyazaki’'s works emphasize moral confrontations enttran their consequences. At the
end ofHard-Boiled Wonderlandhe protagonist chooses the ideal in fiction. kHews
that there are more complex ambiguities of lifehwdeath, virtue with vice, profound joy
with sorrow in reality outside of the wall, but bleooses to marginalize himself in the
forest—within the wall but outside the town—sineaewkishes to protect some parts of his
identity. This demonstrates that we can never detely avoid the power of authority;
we have to comply with the power of the status iquarder to live. To keep one’s
identity and to be free from tight control and sible oppression, Murakami suggests
marginalizing oneself and gaining partial freed@ther than remaining in a seemingly
perfect town and being under the total controhef powerful. The protagonist wants to

be responsible for the town he has created, andsthize place where he can keep some
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of his original identity. Murakami does not deimg tambiguities in the real world, but he
premises an acculturative situation where it ialift for people to secure their identity
and to live according to their own free wills. h®rk supposes that people have already
moved on to the post-apocalyptic world where imgatrareas of our lives are totally
outside of our control.

On the other hand, Miyazaki presents the limitabbthe idealistic age, and
shows that solutions based on modern progressi@gmot function in our reality.
Through the changes from the filkausicaéto the manga, we see that the ideal of
guesting for only one side of binary values suchidse, purification, and harmony is
too simple. Miyazaki stops at the point of sugmesthat we need to realize that the
world has more complex, diverse values and dyngmibge Murakami emphasizes that
such a complex world is invisibly controlled by tevileged few and there is almost no
way to escape that control. It is difficult to gelwhether Miyazaki still believes in the
small possibility that we may come to have a commdeal which can come true in
reality. Yet, he presents neither an ideal inditias Murakami does, nor a totally post-
apocalyptic world without major endings. While Mkami’s solution is to marginalize
oneself, even in a fictional setting, to maintaistahce from the controlling society,
Miyazaki’s solution to living in the world after ¢hcatastrophic crisis has passed is
represented by the phrase “we have to live.” HaAathe grand narrative has died, but
does not suggest how to live without it. Howeweispite of the lack of clarity of the
future vision of the world, the difference betweba film and the manga versions of
Nausicadindicate a split from the continuity of the pastiahe idealistic age, and show

what was at stake in 1980s Japan.
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Otomo Katsuhiro’s AKIRA

Written byOtomo Katsuhiro and initially serialized in the page#Young
Magazinebetween 1982 and 199QKIRAwas published in a six volume collection upon
its completion® An eponymous anime adaptation with a shortenetivas distributed
by Toho in 1988%" While most of the character designs and basimgstwere taken
from the first two volumes of the manga epic, thstructured plot of the film differs
considerably from the print version, eliminatingchwof the last half of the manga. The
manga takes place in a larger timeframe than time iinvolving a wider array of
characters and subplots. Both versions have bedyaccepted by foreign as well as
domestic audiences, and a live-action remak&kdRA has long been in the planning
stages in Hollywood®

The series won a great deal of recognition in tigleistry, including the 1984
Kodansha Manga Award for best general manga. ltalmsnominated for the Harvey
Award for Best Graphic Aloum of Previously Publidh#&/ork in 2002. In her bookhe
Fantastic in Japanese LiteratyrBusan Napier describes the film version as “a
combination of visceral and aesthetic thrills” antho-holds-barred enjoyment of
fluidity and chaos The work is credited as having introduced botimgasand anime
to Western audienceAKIRA cementedtomo’s reputation and the success of the

animated feature allowed him to concentrate on fdther than the manga form in which

16 Otomo KatsuhiroAKIRA 6 vols (Tokyo: Kdansha, 1984-1993).

7 AKIRA (1988), dir.Otomo Katsuhiro (DVD, Bandai Visual, 2002).

18 Actor Leonardo DiCaprio announced the productiba live-action version oAKIRAin 2008,
and the film was scheduled to be released 200%veMer, the project was abandoned due to the
resignation of the director.

!9 Napier,The Fantastic in Modern Japanese Literati2&9.
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his career began.

The film version ofAKIRAwas released in 1988 when the first four volunfes o
the manga were complete, but its plot and settiadaken mostly from the first two
volumes. The film begins in the year 1988, whekybas destroyed by an apparent
nuclear explosion that leads to the start of Wavlt 11l. Thirty-one years later in Neo-
Tokyo, a megalopolis built on an artificial islamdTokyo Bay, the teenage protagonist
Kaneda leads his motorcycle gang, including his fsEsd Tetsuo, in a gang war against
another biker group. As Kaneda and Tetsuo baitle their enemies on a highway,
Tetsuo almost runs into a mutant child and is eguwvhen his bike explodes. Soon after
the crash, armed soldiers appear and take bothdlated the child away. Kaneda and
his gang are also taken in for questioning by tleee, where Kaneda unsuccessfully
flirts with a young girl named Kei, but they ar¢diareleased.

Meanwhile, Tetsuo, under watch by the Colonel andtBrOnishi in the army
hospital, is discovered to have mental frequengiiedar to those of Akira, a boy with
unique abilities. It is revealed that Akira was ttause of the explosion that started
World War 111 in 1988. Aware that another giftelild, Kiyoko, has foreseen visions of
Neo-Tokyo’s destruction in the same horrific mantiee Colonel orders the doctor to kill
Tetsuo. Sensing danger, Tetsuo escapes from Hpgtélp but he begins to suffer painful
hallucinations of Akira.

That night, Tetsuo is attacked by the three muthitlren, Takashi, Kiyoko and
Masaru, who are trying to kill him before he groaczustomed to his new powers.
However, this only increases his powers, and he tisamn to damage the hospital. In the

mutant children’s room, Tetsuo learns that Akire young boy whom Tetsuo has been
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seeing in his hallucinations, is in cryogenic sterédelow the new Stadium being built
for the upcoming 2020 Olympics. The Colonel, Kaigd Kaneda learn that Tetsuo is
flying to the Stadium to meet Akira.

At the Stadium, Tetsuo unearths the Akira chamhdrfends it empty except for
Akira’s organs stored in glass jars. The Colonektto shoot Tetsuo using an orbiting
laser weapon called SOL, but manages only to da@gaight arm. Tetsuo takes off into
orbit and destroys the satellite, then forges hihasaew arm from inorganic material.
The Colonel pleads with Tetsuo to return to the kalt Tetsuo attacks him. When the
Colonel fires back, with Kaneda joining the fragtJuo is unable to keep control any
longer, and his body begins to transform into agtg baby-like mass. The mutant
children realize the only way to stop Tetsuo isdb forth Akira. Akira’s manifestation,
however, causes another explosion; studying theelgagths of the explosion, Doctor
Onishi concludes that it is the beginning of a neniverse.

Taken into the mass of Tetsuo’s field, Kaneda depees Tetsuo’s and the mutant
children’s past memories, including Tetsuo’s twdsfieendship with Kaneda and how the
children obtained their powers. The mutant chitdemove Kaneda and tell him that
Akira will be taking Tetsuo away. The explosiorgealis nearly the whole of Neo-Tokyo,
and as it ends a small flake falls on Kaneda’'s pathich radiates light, then disappears.
Kaneda joins Kei and his friend, and they drive yivam the ruined stadium and the
dead city. The credits begin with a Big Bang aetsitio saying three last words, “I am
Tetsuo.”

The film AKIRAhas many postmodern features. The story is gbeipost-

apocalyptic Neo-Tokyo of a dystopian near futufé&e main characters are teenage gang
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members abandoned by their parents or mutant ehildho have been separated from
their families because of experiments. As Susgnédgoints out, there is almost no
kinship described in the story, there is no resgm@sdult figure except the Colonel, and
past memories are seldom referred to until thecdrde narrativé’ The former capital
Tokyo, which was devastated in World War 11l in 898as been left as it was for thirty-
one years, but the remains will be swept away sormee ground zero will be the site of
the new Olympic stadium.

There is a new and different relationship betwdenpiast and the present in the
setting of the filmMAKIRA While the works of Murakami and Miyazaki deatiwihe
continuity from past to presemiKIRAbegins with a setting in the present that has a
certain distance from the past. Progress in teelpangs conflict in the present in the
film Nausicaa and life with past memories is at stak@'lre Town and its Uncertain Wall
The past in these works is something related t@tbsent situation. Yet iIRKIRA the
past is equivocally situated; ground zero will beanstructed for the Olympics, and
Akira, who represents power developed in the pa$tpzen and secreted under the
stadium next to the (re)construction site. The pagely exists, but it has been covered
up and rendered invisible and thus unknowableAKIRA, there is a deeply ambiguous
relationship between the present and the legatyeopast; the present, both literally and
figuratively, intentionally conceals and buries fieest.

The power of Akira himself is the creation of pasthnology, which triggered the
Third World War. He has been cryogenically frozenthirty-one years, and is revived
by the mutant children in order to take Tetsuo atway different universe. In other

words, Akira, who once destroyed Tokyo, now sateskira symbolizes the past and

% Napier,The Fantastic in Modern Japanese Literati2&7.
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has tremendous power to influence the presentidig not portrayed as hostile to the
present or the future. In fact, Akira is depictsda small boy, not seemingly monstrous
at all despite his tremendous power. In addithdra is mostly silent in the film (he
speaks a few words in the manga narrative); tlustmgests suppression of the past.
But although Akira’s name is also the title of #tery, he is not depicted as a target
against which to fight: the main target in the filnletsuo, who wishes to release the
power of Akira and the traumatic past. Akira doesappear in the film until the very
end, but people fear him because of his past.

Susan Napier compares Akira with the monster irl®t6 filmGodzilla
Godzilla is a mutation created by nuclear fall@ugl is a symbol of fear and horror
because of his monstrous appearance and uncohteoflawer. Eventually he is killed
by Japanese scientists and the evil past of aauel@eriment is corrected by the
righteous present: the film has a clear moral caitipm. INAKIRA Napier argues, the
past is something frozen, and it is difficult talge by his appearance whether or not
Akira is truly dangerou$' It is true that he has tremendous power, butéhsons why
such power was developed in the past, and why Adeaipitated WWIII, are never
clearly explained. The role of Akira in the naivatindicates the twisted relationship of
the past with the present of the 1980s.

This also relates to other ambiguities in the stétg we have seen, apocalyptic
narratives contain ambiguities such as death &mdevil and good, despair and hope, the
distinction between the poles becomes blurrederptbstmodern apocalypse. AKIRA

there are many examples of coexisting ambiguities. example, the mutant children are

L Susan J. Napier, “Panic Sites: The Japanese latagirof Disaster from Godzilla to Akira,”
Journal of Japanese Studi&8, 2 (Summer, 1993): 327-351.
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unique in that their skin resembles that of thegydwhile their other features remain
childlike. Tetsuo’s new arm, forged from inorgamaterial, represents the birth of a
cyborg, a hybrid between the natural and the eidifi The disappearance of Akira,
Tetsuo, and the other mutant children is not thetiual death; rather they are reborn into
the new world. The boundaries of ambiguities aseucbingly blurred and challenged in
the narrative.

Another postmodern feature, the highly advancedrotiimg power of the
authority over each individual, is manifested ia fitim AKIRA Tetsuo and the mutant
children do not wish to develop psychic power thelves; as irHard-Boiled
Wonderlandand the manga version Rhusicaé it is the authority that is responsible for
modifying the main characters. Tetsuo and the mudiaildren do not have the ultimate
right to decide or control their own lives for thegnnot live without medical intervention,
especially drugs. The power of the status quocbamge the lives and identities of the
individual living in a controlling society. Yetéhreason for government interest in the
development of the supernatural powers of taleakéldren is not explained much in the
film. AKIRA Hard-Boiled Wonderlandand the mangiausicaado not fully illuminate
the hidden power behind the troubles in their rieves.

At the end of the film is presented the vision dfawvwill be after the apocalyptic
catastrophe: Akira takes Tetsuo, Kiyoko, Masarul, Bakashi out of the real world and
creates a universe in another dimension. Justddéie final credit roll begins we are
shown the Big Bang, the ancient universe, the padl the memories of life, and the
words “l am Tetsuo.” The fillrAKIRA suggests the creation of a whole new possibility.

This indicates that the film has totally departeshf the idealistic age and externalizes
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the fictional age; ideals of freedom, empowermet ismmortality are suggested in the
new fictional universe rather than in the realisgtting of the existing world where
Kaneda and Kei remain. This does not mean thifidias no impact on reality.
Fictional ideals ilAKIRAleave both the characters in the film and vieveéithe film the
positive expectation that the past is gone andineginations will come: this new world
is not created by the independent, mature, and ifolkvbut by children. The brief
exchange between Kiyoko and Masaru at the endedilth (“It will come to us
someday.” “So has it already begun”) brings a teeapectation to the viewer that
something new, a new age and a new understandithg o¥orld, will come to them.
The film AKIRA celebrates the birth of the postmodern age abfi¢cpresenting a
new relationship with the past, reality, and theeife. On the other hand, the manga
version was serialized over a period of almostytsars, so it could expand various
themes that became important during the 1980s:rpyb&, juvenile delinquency, drug
culture, psychic awareness, social unrest, theofisew religions, the reactions of the
United States and USSR towards Japan. ComparbdhveNausicadseries, the
storyline of the film and the manga narrativef\&fiRA are not as different. The film
AKIRAIis already a very postmodern story, while the tNawsicaés a conventional
modern story. However, the mangiIRAreflects in more detail the political situation
of the 1990s, developing subplots of the establesttrof the Great Tokyo Empire of
Akira, the rise of new religious organizations, thasibility of World War 1V, opposition
and cooperation between the United States and 8&RJ Among the differences
between the film and manga, the most interestinhasapocalyptic catastrophe at the end.

In the film version, the catastrophe happens becthesrevived Akira takes Tetsuo to a
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different universe with the other mutant childraithen Kaneda is asked whether Tetsuo
is dead, he answers ambiguously. On the other, vatioe manga version, Tetsuo’s
power is used to neutralize Akira’s energy and remiieate him. The mutant children use
Kei as a catalyst, gathering all their psychic poineher, and finalize Tetsuo’s power to
make it equal to Akira’s. Miyako says that Akirg@ewer has the power of “plus,” and
Tetsuo’s finalized power the power of “minus.” Tplan is to maximize Tetsuo’s power
and then collide with Akira so that Akira’s powearccontract.

This is very different from what happens in thentil The creation of a new
universe through catastrophe in the film is one wlagxpressing the zeitgeist of the
fictional age. The resolution in the manga, howetakes another feature of the ideal in
fiction by suggesting movements of absorption amtraction. Akira symbolizes the
monstrous remains of the past, especially the assabdernity, which has been
promoted as “positive.” Modern ideals includeiterral expansion, the diffusion of
ideologies, and the amplification of production.odiérnity is thus characterized as a
movement of expansion with centrifugal force. Akras radiated tremendous energy
from himself and he cannot control his power, whiels destroyed his identity. This
implies that the proliferation of modernity is aftcontrol. This process also can be an
allegory for modern prewar and wartime Japan’séasing aggression, colonial
expansion, and war crimes.

To resolve this uncontrollable state, the mutartodn decide to use Tetsuo to
stop the power of diffusion. They grow Tetsuo’sveo to equal Akira’s, and ask Akira to
absorb Tetsuo’s power so that these two monstrowgis can be offset. Tetsuo’s power

reflects the international situation of Japan & lte 1980s. Japan became the second
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most economically powerful nation in the world afeffering both defeat and the loss of
national identity. It has been very difficult fdapan to develop and maintain its self-
confidence as an independent modern nation-stathwhn influence the world. But
Japan realized in the 1980s that it had gained pane influence since its absolute
defeat in World War Il. This sudden empowermemeftected in Tetsuo. The orphan
Tetsuo lacks self-confidence, and even his bemtdrKaneda treats him as a younger
brother. This suddenly changes when he developsreus psychic power and
overcomes his miserable past. The vanity and mideercoming the past/modern,
however, eventually leads him to lose his groundedtity; his body begins to transform
into a gigantic baby-like mass taking Kaneda in®field. Akira’s absorption of Tetsuo,
therefore, may suggest that there is a possiltiay Japan in the late 1980s truly
confronted and accepted the suppressed memorydémmdapan. In the film, Akira and
the mutant children take Tetsuo to a new univdygeAkira’s incorporation of Tetsuo is
not described. On the other hand, in the mangakira’s absorption of Tetsuo
indicates Japan’s confrontation with defeat anddtseptance of the non-restorable
discontinuity of tradition.

It is often said that contemporary Japanese cuisuséll influenced by the
experience of World War 11, the atomic bombings] a@efeat. The post-traumatic
experience of defeat implies that Japan has coslplktst its traditional identity, and
continues to influence various cultural forms irsfyear Japan. For example, art critic
Sawaragi Noi insists that postwar Japanese contempart had stayed in a “bad field,”
a limited condition which was defined by defeatiluthie 1980s. This “bad field” has no

history, and is filled with countless foolish rejiens. Sawaragi argues that artists began
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to face this limited condition in the 1998sAzuma Hiroki also claims that Japan did not
begin to deal with the contradictions caused bydifeat and subsequent economic
growth until the 1980s, and postponed their sohstiontil after the 19905,

| would argue that Akira’s absorption of Tetsudhe manga version’s ending
suggests the possibility that Japanese societylraag a chance to confront the meanings
of the apocalyptic catastrophe and defeat objdgtiee the first time since the war; until
the late 1980s, Japan could not fully absorb oestithe past. In the previous chapter,
we saw that Oe'$he Silent Cnattempts to pursue the reconciliation of the traddl
past, the present, and the future; the story gtsatbee continuity of identities of nation
and individual by bridging the end of Edo peridtk time of the defeat, and the present.
Oe’s intention is achieving the continuity of thadition and the present. In Abdvger
Ice Age 4the narrative points out that there is a posgitithat the future will be totally
different from the present, yet the protagonisteneccepts this discontinuity; he clings
to his common sense that has derived from thegmakshould be maintained in the
future. On the other hand, the manga versioAKIRA first emphasizes the destruction
of identity and the discontinuity of tradition bygsenting Akira as an emotionless,
speechless child whose identity was destroyed leezould not control his power;
Otomo recognizes that the past and the defeat hese $evered from our present already.
Then the plot makes Akira absorb Tetsuo and conttadoes not repeat the same
expansion with centrifugal force as Akira. Insteiddigests the past. | would argue that
the ending of the manga versionAKIRA therefore, implies there is a possibility that

Japan in the late 1980s can objectively acceptayabt the modern sufferings of the

22 sawaragi NoiNihon, gendai, bijuts@Wapan, Contemporary, Art) (Tokyo: Shidsha, 1997),
12-26.
8 Azuma,Otaky 15.
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defeat as major discontinuity.

When Kaneda is taken into the expanding field déde, he views the memories
of Tetsuo and the mutant children and learns ttssipdity of the new evolution of
human beings. After Akira absorbs Tetsuo, Kanetiarms to reality to join Kei. While
in The Town and its Uncertain Wahe protagonist returns to his ordinary realitg an
reconciles with past memories, Kaneda and Kei dehoose to go back their old reality;
every building is reduced to piles of rubble, bain€da, Kei and his friends declare the
continuance of the Great Tokyo Empire of Akira.eYfattempt to expel all the invaders,
claiming that Akira is still alive within them. Emanga ending reflects Japan’s wish to
become truly independent in international relationwants to be treated as a fully grown
up, independent nation which rejects unnecessé&yfémence from other powerful states.

Of course, Kaneda'’s vision of the future seems wddficult to make real. Ideals
in the manga version &KIRAstill remain in the realm of fiction since, @sawa insists,
creation of an imaginary state (meaning indepenel&en reality) is the core of
cyberpunk ideolog$® The Great Tokyo Empire is an isolated commumitiependent
from the norms set by others, so it will not beegted as a nation-state which must
comply with minimum international norms. Consedugerit is difficult to imagine that
the ideal of establishing the independent staté®fsreat Tokyo Empire will come true
realistically even in fiction. The mang&IRArepresents the spirit of the fictional age,
yet it shows that something new may start—evenisf fictional in nature—when one
truly confronts the past, understands the discaitjirbetween the past and the present,
and has a vision for the future. The new univefsBetsuo is created outside of reality in

the film version, but in the manga Kaneda decl#émasAkira, Tetsuo, and the mutant

4 Osawa Kyoks no jidai no hate49-50.
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children continue to live within himself and higefnds. While the film celebrates the
very fictional ideal of the possibility of a newiuarse, the manga explores the fictional
ideal of gaining independence and (re)creatingvamegional identity in a more concrete
way.

In the last scenes of the manga, as Kaneda amhgsride through the city, the
buildings reconstruct themselves, and the ghostetsio and Yamagata riding their
bikes appear on either side of Kaneda and KeiS#égan Napier mentions, the story
leaves us to decide whether this is a dream omatomorrow” The audience decides
whether the fictional ideal proposed in the mangaative of becoming independent and
mature even in a fictional community can have injpacour reality or not.

As we have seen, the film and the manga presdetélitt ideals: the film
successfully expresses the discontinuity betweemést and the present, and suggests
the birth of a totally new world. On the other Hathe manga does not have the same
time limitations as the film, so it expands sucscdntinuities further and takes the
opportunity to present a challenge to the fictiadakl of overcoming the discontinuity
of the past and the present. Among the works we Baen so far, the manga version of
AKIRAwas written in 1990s while the others were creatde 1980s, showing that
Sawaragi’s argument that artists came to facer¢harta of war directly in the 1990s is
equally applicable in the world of fictional nafkags.

As we have seen, these three popular works of 1@8€sture, film and manga
manifest a shift from modern to postmodern apocdydemonstrating changes in the
ways ambiguities are depicted and what visionsiefworld after the apocalypse are

presented in that period.heTown and its Uncertain Wadind the filmNausicagattempt
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to reconstruct a meta-narrative and consistentitgen realistic settings through
apocalyptic crisis, but the manga versiormNalusicagpoints out the impossibility of
making these ideals come true in realidard-Boiled Wonderland and the End of the
World and the film version aAKIRArecognize the discontinuity of the past and idgnti
and present the new possibility of having ideala mew fictional world. The manga
version ofAKIRA accepting the discontinuity of time and identities to establish a
new identity and vision that is fictional yet coets through apocalyptic catastrophe.
The difference between modern and postmodern agumsmis manifested in the
understanding of time. While the modern apocalyd$@e and Abe is based on the
linear understanding of time, some postmodern dppsa begins to introduce different
schemes.TheTown and its Uncertain WadlndNausicaéstill operate according to the
linear understanding of time, whitéard-Boiled WonderlandndAKIRA explore multiple
linear timelines, presenting time both in realibdan newly created worlds.

The shift from modern to postmodern apocalypseatsm be observed in the
changing functions of apocalypse as a tool. Thess target younger males more than
do modern apocalyptic stories, although the wofkdurakami and Miyazaki attract a
considerable female audience. These apocalyptiksaelp the younger generation who
have already observed failure of political moversentthe 1960s and 1970s to face
issues of trauma and defeat. It seemed that Jegghrecovered from the damage of the
war by the 1980s, yet the country still remainedarrthe influence of the United States
and the unstable conditions of the Cold War. Reakpolitical movements that
attempted to regain some political independenam titee United States and the self-

criticism of Imperialism in the war period couldtnmprove the position of Japan in the
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ongoing tension in international relationshipss@bilize the fluid identity of Japan and
young Japanese males who no longer had the opggrtagoin major political
movements. Consequently, apocalyptic fiction i 1880s began to offer new visions to
cope with the trauma of the defeat in fictionalspaeing responsible for one’s own
inner world; abandoning efforts to make modern Igleéprogress come true; and
guesting for ideals even in a new virtual-realistmrld can be ways of acting against

power and of reevaluating the new identity of Jagaah its youth in the 1980s.

The Weakening of “the Middle Field”

As ideals and visions move from reality to fictianother important change follows.
Through these works we have discussed, a new idineict the relationship between self
and other is indicated. These apocalyptic fictiamarks quest for an ultimately direct
communication between self and OthEliard-Boiled Wonderlands the least direct in
this regard for it does not incorporate supernaelements in its plot. However, the
ending, in which the protagonist lives eternallgide himself, shows that there is no
space of Otherness in his last stop. His worldasle of his subconscious, and the others
in his town are part of himself. He learns to rédallost memories and emotions of the
Librarian little by little through the skulls of iaorns. He eventually decides to live with
her in the forest, recovering her lost memoriesratelling them to her, and it is
indicated that their relationship will be much @do# the forest it was in the town.
However, the Librarian, who appears to be an ingmr©ther to the protagonist, is in
fact part of his memory.

Nausicadexhibits a more obvious tendency for direct comicatron with others.

149



The heroine Nausicaa is a human being who can caoneate with the Ohmu and other
insects. In the manga version, she has telepalflity, reading the minds of other
humans and animals. The Ohmu, the monks of thekDand the forest people can read
her mind and help her out of danger, and telepatimemunications between Nausicaa,
her friends, and the insects save her life on albrauraf occasions. The story depicts a
world where every living thing can communicate &iwed harmoniously as the ultimate
ideal, rather than the world of new purified, imped human beings who are
programmed to be moralistic. To achieve this gdiaéct communication helps to
mediate between humans and other living things.

AKIRAcan be considered the clearest example of theediesidirect
communication. In the ending of the manga verdkaneda sees the memories of the
mutant children by being absorbed into the magskof/Tetsuo and learns how they
were included in the experiments of developingrteepernatural power. When Kaneda
asks them whether their power brings only unhagsira the cost of their ordinary life,
Kiyoko replies that their power enables them tondgaie friends with whom they can
communicate without language. They can understactl other with their direct
communication by reading minds. Miyako explain&ameda that this is the new choice
for human evolution.

The desire for direct communication in 1980s apgatad fiction may be a
reflection of the boom in interest in the superratin Japan in the late 1970s and early
1980s and the influence of the worldwide New Agevement that seeks the “one-ness”
of the universe. It might also be argued thatdbgre for direct communication is a

Buddhist ideal. However, when we consider that tipe of communication was often
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described not in the context of a religious or abgiovement but in apocalyptic fiction
in the 1980s, the most plausible reason for thebe related to changes in the
community of postmodernized Japan; when visionshiféed from reality to fiction, the
influence of societies and communities that offereality became gradually weakened.
This tendency of the withering of middle ground/coomities and societies can be
detected in these three major works in the 198@sthiey at least depict society. As
discussed in Chapter Two, however, the middle gitashess and less visible in
apocalyptic fiction after 1995. Further, it is Wonoting that the trend of the desire for
direct communication is now becoming realized mmfield of contemporary technology;
there is ongoing research on things like non-vecbaimunication through human
neurons and contact lenses with database functoissome of these technologies will
soon be in actual u$é. These developments show that we are increasiosjlyg the
influence of the Symbolic in the real world we wadl in our imagination. When the
Symbolic becomes absent, we leave the fictionabatend and enter the new zeitgeist
after 1995, the zeitgeist Azuma terms the animalaglOsawa terms the age of
impossibility, and encounter the new trendekaikeiapocalypse. This trend will be

explored in the next chapter

% “Next World: Future Super-HumangChikyi DoramachikkuThe Dramatic Earth) (Tokyo:
NHK, July 22, 2010).

151



Chapter Five

Apocalyptic fiction after 1995 —sekaikeiworks

Two apocalyptic events in 199%he Kobe Earthquake and the sarin attack
revealed the fragility of the Japanese infrastmg&cand emergency system that had
previously been thought inviolable, secure and dmated, and that human lives can
come to a sudden, violent end even in a highly modeciety. These revelations led to
the manifestation of the uncanny Other within tbk and the limitation of the fictional
age. We have seen that from the 1970s to the 288§s, apocalyptic fiction portrayed
the quest for ideals in reality in order to soldigfrand narratives and to maintain the
concordance of beginning, middle, and end; theyngflly reflect the idealistic age,
relying on a linear understanding of time. From thid 1980s, however, apocalyptic
fiction shifted to describing ideals being soughfictional settings; it no longer strove
for the recreation of ideals and grand narrative®ality, and instead set them in
explicitly fictive space by introducing multiplenkar timelines. In what ways, then, was
apocalyptic fiction changed by the experience ekéhtwo incidents in 1995 and
subsequent social issues? In seeking the answag dapanese cultural critics refer to

one of the most influential animations in contengpyprJapan.

GAINAX’s Neon Genesis Evangelion
Broadcast in 1999Yeon Genesis Evangeliamiginally consisted of twenty-six
television episodes first aired on the TV Tokyowmk from October 4, 1995 to March

27,1996. The original story was produced by thienation studio GAINAX, and
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directed by Anno Hideaki. It was later aired asrdapan by the Anime Satellite
Television Network. The series won the AnimagemaiGrand Prix prize twice: in 1995
and 1996. Three animated filmshé¢on Genesis Evangeliogirected by Anno Hideaki

(b. 1960), were released in 1997 and 1998 throwgh, &nd attracted a considerable
audience despite for the most part retelling thev&ksion! The animation was

extremely successful, drawing a large audiencermational as well as domestic, and has
spawned countless derivative works including figoreducts, game software, derivative
manga stories/novels, and eyechinkomachineg. It also influenced subcultural
creators and inspired a number of imitators.

Twelve years after the original animation was boaest, a new animated film
series consisting of four movies calledbuild of Evangeliofsic] is currently in
production. The first three movies will be an aiede retelling of the TV series,
including new scenes, settings, backgrounds, aarchcters, and the fourth will have a
completely new conclusion. The first of the newvme was released in Japan on
September 1, 2007 &vangelion: 1.0 You Are (Not) Alon@he secondsvangelion: 2.0
You Can (Not) Advanatebuted in theaters on June 27, 2009. The geessnues of
Evangelion 1.Qotal some twenty million yen, despite its simitatio the original TV
series’

Evangelionis still considered one of the most powerful caotsan Japanese

! The first two films,Shin seiki Evangerion ge&ipan: Shito shinsgiEvangelion: Death and
Rebirth) andShin seiki Evangerion ge&ipan: Air/magokoro wo, kimi r{iThe End of
Evangelion) were directed by Anno Hideaki and distied by Tei in 1997. The third filmShin
seiki Evangerion gekifban: DEATH (TRUEJ/Air/magokoro wo, kimi njRevival of
Evangelion) combines the first two films and wa®died by Anno and distributed bgdi in
1998.

2The TV series has so far been aired in twenty-diventries.

® Detailed information on the success of the neveseran be found at
http://www.evangelion.co.jp/
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subculture. The television series establishednalyan of recognizable features for the
franchise: a stock set of distinctive charactefscas on philosophical, psychological,
and religious themes; and an idiosyncratic vocalguwésymbols and allusions drawing
heavily on Christian and Kabbalistic symbolism, Bogm, and Japanese subculture.
Due to its techno-mechanical SF focus, the animatijorimary target was teenage to
young adult males, but its charming charactersvanidus themes also attract female
fans. In this chapter, | concentrate on examitivegoriginal TV series aired in 1995-
1996 and the filnShin Seiki Evangerion Ge#ipan: Air/Magokoro wo, kimi nfThe End
of Evangelion, 1997) which contains alternate eésoor a “real world” account of the
twenty-fifth and twenty-sixth episodes of the T\Vfiss.

In the year 2000, according to tBegangelionstory, came the Second Impact, a
global cataclysm which almost completely destrofathrctica and led to the deaths of
half the human population of Earth. It caused\eadtating change in the Earth’s axial
tilt, leading to climate change, geopolitical urtréise nuclear destruction of Tokyo®1,
and a crisis in the international economy. Theseaumas ostensibly a meteorite hitting
Antarctica, but in fact the cause was contact @it experimentation on the first of what
are collectively called the Angels: Adam. Angels monstrous extraterrestrial
antagonists who continue to regularly attack ToBya-militarized civilian city which is
intended to become the new capital. The mysteamassinister organization Seele and
the paramilitary organization Nerv, which is heaadered in Tokyo-3, are conducting
research on the Second Impact. Nerv’s centraliomss to locate the remaining Angels

and to destroy them to save humanity.

* Tokyo-1 is the original Tokyo, now in ruins. Thew capital of Japan, located in Nagano
Prefecture, is called Tokyo-2; the government ratied there after the destruction of Tokyo-1.
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In 2015, as the first episode of tAeangelionTV series opens, Tokyo-3 is under
attack by Angels. Conventional weapons prove aatiive, largely due to the Angels’
projected force field, the AT Fiefd.Nerv takes command of the battle, and is able to
defeat the Angels using biomechanical mechas cBNeaigelions (Evas). Not knowing
why lkari Gen@, his coldly distant father and commander of theviNlkas summoned
him, fourteen year-old Ikari Shinji arrives in Taky just as the third Angel attacks the
city. Gen@ orders Shinji to fight, and Shinji reluctantly ags to pilot Evangelion Unit
01. After the battle, Shinji moves in with Capt#&latsuragi Misato, who takes the role of
his older sister/mother. He and Ayanami Rei, atémn year-old girl, battle the
successive advances of the Angels together andtargoined by SoryAsuka Langley,
pilot of Unit 02.

The first sixteen episodes in the television saiteel mainly with the adventures
of Shinji and the other pilots as they battle tmgéls: in other words, they are
conventional robot anime. After the sixteenth eges howeverfzvangelionshifts to
explore more psychological themes, mainly Shimjitser conflict and identity crisis.
The later episodes center on Shinji’'s unstable at@oindition, while gradually revealing
the ultimate plan of Nerv and Seele: the Humarrdmséntality Project. The purpose of
this project is to force the completion of humanlation; they plan to break down the
AT fields that separate individual human beingsrider to reduce all people to one
entity: a supreme being, the next stage of humagigting all conflict, loneliness and
pain brought about by individual existence.

In the last two episodes of the TV series, it i#dul that Gengland Rei initiate

® Near the end of the film version it is explainbdttevery human being also has an AT field,
which is the wall that separates the mind of onkvidual from another. These AT fields become
important later in the story, as discussed on the page.
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the Human Instrumentality Project, but the actwaings are not fully described. Instead,
the stories continue to focus on Shinji's innerghsjogical world. The ending concerns
Shinji's conflict over his identity and a brief ertude depicting an “alternat&vangelion
universe with the same characters but apparentlygischool comedy genre. Finally,
Shinji concludes that life could be worth livingdatinat he does not need to pilot an Eva
to justify his existence. He says farewell tofather and mother, and is congratulated by
all the characters in the final scene. Importamtbwever, this whole sequence of the
affirmation of his identity has only happened withis mind; the story ends without
revealing what actually happens.

Neon Genesis Evangeliampart of the genealogy of super robot/mecha ahon
that includesviazinger Z(known outside Japan &sanzor 4 in the 1970s anMobile
Suit Gundanin the 1980s. A super robot or mecha is a meelednvar vehicle,
generally a large humanoid robot—in most cases ith@ye by walking, frequently
bipedally, and have arms with prehensile hands—wisicriven by a pilot, most often a
boy, who fights enemies. However, while ordinaryatma stories describe the growth and
maturation of the young protagoniByangeliondoes not explicitly portray Shinji's
growth. Rather, it emphasizes the dark, bleakcspd the process of growth; it
foregrounds his withdrawal from conflict with higther and from his responsibility to
save the world, and the psychological collapseuffers as a result of the ensuing
trauma’

Evangelionis also in the tradition of apocalyptic storieatthave been popular
since the 1970s. Conventional SF anime usuallJag$the reason for the apocalyptic

crisis affecting the world, and provides a visidrte world after the crisis. The TV

® Otsuka and Sasakibandyoyo to shite no manga, anim@&0, 189.
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seriesEvangelion in contrast, dispenses with explanation everuohdasic things as
why the enemies are called Angels and why theglattamans. The latter episodes do
describe Shinji's inner world, but crucially not atractually happens in the Human
Instrumentality Project, and what will result frahve apocalyptic catastrophe. In this
senseEvangelionis an unconventional work based on conventiorahs and motifs of
apocalypse.

We have seen that an apocalyptic system usualac@nopposing values.
Premodern apocalypse tends to emphasize the pagsition between the two poles,
while modern apocalypse sees the dialectical useaf conflicting values leading to
progress. In postmodern apocalypse, however,igti@ction between opposing values
becomes blurred. The endings of premodern apotalyiories promise the
reaffirmation of life over death, and the maniféista of clarity and truth over mystery
and doubt. Modern apocalypse uses the binarymystdring progress and unification
or to critically reconsider the present and theret As we have seen in narratives from
the 1980s likeHard-Boiled Wonderland and the End of the Wptlee manga version of
Nausicad andAKIRA, however, such a binary system is inconsequent@bstmodern
apocalypse, where moral standards and social etrecsebulous, equivocal, and
problematic.

In Evangelion this binarism is further deconstructed. For epl@nsociety is
insignificant in the story, and moral standards sodial ethics are increasingly
unimportant. Questions of what is good/evil, wisgture/dirty, and the difference
between life and death are not presented in thg stod community and society as the

foundations of morality are very weak. Insteackl8@and Nerv are depicted as
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representing society and larger communities. HawneSeele is a privileged, secretive
society and its reason for pursuing the Human unséntality Project is obscure. Nerv’'s
reason for cooperating with Seele is similarly alvsec These organizations have the
extraordinary power to control information, andioedy people, even those, like Shinji,
who work for Nerv, rarely know the reasons for thises presented in the narrative. In
addition, both organizations are international, dagan as a nation is seldom depicted in
the story.

Conversely, irHard-Boiled Wonderland is at least clearly described what the
System/the Factory does and for what purpose. clhheacteristics of the nations and the
cause of the war are fully explainedNilausicad and the intentions of the Japanese
government and the anti-government guerrillas kz@ ¢nAKIRA On the other hand,
Evangeliondoes not reflect a national frame at all, andgib@ls and intentions of
international organizations remain mysterious. &atdience is never afforded the means
to judge what is good or bad, what leads peopliv¢ocor die, and what facilitates or
impedes progress. Moreover, these organizatiothshesir plans totally disappear in the
last two episodes of the TV series, along withradication of what is happening outside
Shinji’s inner world.

As the relationship between self and society besdess clear, the relationship
between self and Other becomes increasingly impbrtdhinji reluctantly agrees to pilot
an Eva but he does so in order to feel worthy astang and to gain his father’s
recognition, not to save the world or the injuresl.RHe continues to pilot the Eva since
he has nowhere else to go, not because he desiestroy the Angels—indeed, Shinji

does not even know why they are attacking, or whydther is so deeply involved in
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this crisis. He cannot find meaning in his lifecegt in his special status as an Eva pilot.
In AKIRA Tetsuo’s personality changes when he is empowesadhji, however, does
not appear to change much even after he becomagepilot charged with saving the
entire world: difficulties in his relationship withis family and friends are more Shinji’s
concern.

For Shinji, Others in the story include his fathes colleagues Asuka and Rei,
and the Angels. Kasai Kiyoshi argues that it igiobs thatEvangeliondoes not aim to
depict a modern narrative of maturation whereinral®ecomes an adult by symbolically
killing his father. The Freudian Oedipal model woas follows: the father controls
access to the mother’s body and frustrates thes st@sire for her. The boy rebels against
the father, but does not achieve union with thehmigtinstead he obtains a woman of his
own and becomes fully independent and maturehigncase, in contrast, the father
actually forces a complete physical and spirituabo between mother and son: Shinji's
mother Yui, it emerges, was the creator of Evaadit], her soul and body were merged
into it. Thus Shinji and his mecha have an “am#i” mother-son relationship. The
relationship may be “artificial,” but in fact Shifjas a closer relationship with his
mother than most: every time Shinji is orderedytackironize with his suit, he enters into
an increasingly complete and perfect union withrhather.

In Freud’s analysis, it is very difficult for a bag move to adulthood if he is not
forced to acknowledge the power of the Symboligepgsesented by the power of his
father to forbid access to the mother’s body/miodls Shinji cannot mature because his
father does not play the proper Oedipal role. Qarger scale, the Human

Instrumentality Project is attempting to bring thelution of all humans from
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incomplete individuals to one complete, all-absegdbeing. Kasai claims that this is the
imaginary hypertrophy of non-separation of a motret an infant. He concludes that
the society disappearing froBvangelionis modern society. In other words, the story
fails to envision a modern society where a son tm&soan adult by symbolically killing
his father and becoming his social equal.

We have seen that apocalyptic narratives are storiehich one faces a totally
different other. IrEvangelion however, every Other Shinji faces turns out t@ lpart of
himself: since Geriwinever allows himself to be “killed” by his son,i§hcannot
become an adult; Geademains Shinji's father, a part of Shinji. Shibgcomes close to
Ayanami Rei, who initially appears to lack humanogioms but gradually shows her
feelings to him, and comes to love her, but it $upat that she is a clone of his mother,
Yui. As an Eva pilot, Shinji battles the mystesoAngels, a truly monstrous Other. But
at the very end of the series it is revealed thatHvas are not really “robots” at all: they
are cloned Angels onto which mechanical componamdused as a means of restraint
and control. Thus while the Angels are Shinji'eenes, they are also part of him: Eva
Unit 01, with which he has a physical, spirituatiandeed a blood connection, is a
hybrid comprising his enemy and his mother/his sdcself.

Moreover, as the story develops, it is revealet $fénji has in his DNA some of
the original Angel, Adam, which hit earth when Sihivas still in the womb. This is the
reason why the Eva pilots are all fourteen yeadstbley can pilot the Evangelions
precisely because they share DNA with them. Toplmate matters even further, while

most Evas are cloned from the first Angel, Adama{Bt is cloned from the second

" Kasai Kiyoshi, “Sekaikei to reigaifai” (Sekaikeand the Exceptional Condition), 8hakai wa
sonzai shinai: sekaikei bunkaro?l-28.
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Angel, Lilith.? Shinji can pilot the mecha because he sharesAstm’s and his
mother’s DNA. In a very real sense, then, thiseggmgy completely eliminates Shinji’s
father. Shinjis Adam/the father, and Eva-01, with whom he has &epephysical and
spiritual union is Lilith, his wife/mother. The msiohorrific, uncanny, grotesque enemies
are thus closely related to Shinji—even a partiofSelf. The relationship between self
and Other irEvangelionhas in common with the Kobe Earthquake and the Aanm
attack the shocking discovery that the uncannyrathe be so close that it may literally
be within us.

In the film AKIRA it is explained how Akira got his power: the govaent
developed mutant children in order to cause a nawam evolution. This allows us to
understand how Akira as an other becomes what hBusinEvangelionit is revealed
that the first Angel Adam caused the Second Imaadtthe subsequent devastation and
atomic bombing of Tokyo-1, but it is never explalwehy the Angels come to Earth and
for what purpose. The Angels as Other remain aammy, never resolved mystery.

The final episode of the TV seriévangelionends with Shinji saying farewell to
his parents and discovering his identity as moaa #in Eva pilot. While apocalyptic
fiction usually provides a vision of what the fuguwill be like after the crisis has passed,
the TV series oEvangeliondoes not. It might be argued that the last egigdves that
Shinji has matured in some sense—even just infgrA&lut since this maturation only
occurs in his inner world, it is impossible to knaether or not Shinji undergoes the
ceremony of maturation like the others; it is alspossible to know whether Shinji will

fulfill his responsibility in the Human Implementa. This is not the conventional style

® In Jewish legend dating to the Middle Ages, befewve, Adam had another wife named Lilith.
In this myth, Adam and Lilith, not Adam and Eveg #ine sources of all human life.

161



of apocalyptic ending offering the discovery of soatear truth, and many fans were
very disappointed by it. According to an interviexth Evangeliondirector Anno
Hideaki, this was the originally planned conclusidfowever, amidst a storm of protest
it was decided to create a film series with thé ta® episodes rewritten. In this new
version of the filmThe End of Evangeligrshinji will be united with Lilith and the two
will become one being without anxiety, sufferingrefusal, precisely according to the
Human Implement Plan.

As we have seen, the idea of new human evolutidharHuman Implement Plan
is not unique in apocalyptic fiction. In the mangasion ofNausicaéthe Crypt stores
the eggs of the calmer and wiser human beings,hahilt be used to put an end to
barbaric humans and create new, improved onethelmangaKIRA Kiyoko explains
to Kaneda that the government gathered childreh sypecial supernatural powers and
tried to explore the possibility of a new humanlation. These two plans aim for the
evolution of each human individual and their comities and the world as the spaces to
which they belong. The Human Implement Plan, heteg an attempt to destroy the
boundaries of each individual and to remake them siagle entity. Communities,
societies, nations, and the we#h other words, interpersonal relationshipsill no
longer be necessary.

In this film version, Shinji finally chooses the dabwhere the Other exists, and is
left lying on the shore with Asuka. The world Bvdstated by an apocalyptic catastrophe,
and only these two seem to have survived. Eveugindie has chosen to live with the
Other, Shinji tries to strangle Asuka out of fearedusal. While he is strangling her,

Asuka touches Shinji's cheek, and Shinji stopslaegins to cry. The film ends with

162



Asuka’s words, “I feel sick of you.” Shinji fearsjection, but he dares to choose to live
with the Other despite the potential to be huitisichoice, however, leads to the cruel
reality of refusal. There is no hope or restoraadter the apocalyptic catastrophe either:
there is a bleak post-apocalyptic situation of clatgpdespair, endless failure, and
disillusionment. In the endings of both the TViesand the films, there is no vision
similar to the protagonist’s desperate but futhaltenge of reserving some of his own
identity against the status quoHiard-Boiled Wonderland There is no possibility of a
new dimension to the universe as in the endingp®fitm AKIRA nor the presentation of
the limitation of binary oppositions as in the erglof the mangélausica&d This

strongly suggests the harshness and cruelty oidiwiith the Other in reality.

Evangelionpresents a very different, difficult, innovativelstof new apocalypse.
Usually apocalypse deals with opposing values amgivaalence, and we find the
distinction between conflicting values becomingaasingly blurred in the late 1980s.
In Evangelion it becomes difficult to judge what relationshiye topposing values have,
for communal spaces such as local communitiesegesj and the state, where values are
created, are not a significant part of the st@kinji cannot find meaning in fighting to
protect Tokyo-3 or in living a life that is so ceoto death. He cannot know what makes
the Angels his enemies and what makes Seele aridetivenhis allies.

As for visions of the future after the crisis hasged, there are new challenges
and directions suggested in the apocalyptic stafi¢lse 1980s, but there is little positive
vision in any of th&evangelionfeatures, which only suggest the inevitable ditties
and hopelessness in dealing with the Other. Thednés ends within Shinji's

consciousness, since he finds it difficult to relet the Other, such as his parents and
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friends, although they do not confront or challehge; they are part of himself, in some
cases literally. Shinji in fact has very few inrgeibjective relationships.Evangeliors
power and popularity stem from precisely thisuitslinching depiction of the difficulty
of becoming mature in a contemporary society withtba Symbolic, by portraying the
reality of living in a world where one can neitimeet true Others nor establish inter-

subjective relationships.

The Birth of Sekaikei

Despite its complicated and ultimately hopelessydine, Evangelionremains
immensely popular and its narrative style becanméragkto thesekaikeigenre. As
previously explainedsekaikeffiction consists of settings in which the foregndylove
between the male protagonist and the heroineyeésitly connected to the background
(apocalyptic crisis and the end of the world) withthe mediation of the middle ground,
such as communities and societiés Uno Tsunehiro would have it, these are narratives
that envision the kind of world in whidBvangeliors Shinji is not refused by Asuka in
the end™® That is,sekaikeinarratives avoid cruel realistic rejection by @#her, and
instead offer total affirmation, especially by tieroine who can play the twin roles of
perfect girlfriend and mother.

Representativeekaikeworks according to this definition include theraation

Hoshi no kogThe Voices of a Distant Star; 2002) by Shinkakita (b. 1973) the

° The only exception is Shinji’s relationship witls ftaptain, Katsuragi Misato, with whom he
lives. As explained above, Katsuragi is a mothgrister figure for Shinji, and dies before the
Human Implement Plan is executed.

12 Uno TsunehiroZero nendai noazsryoku(The Imagination in 2000s) (Tokyo: Hayakawa
sholo, 2008), 83.

" Hoshi no koe — The Voices of a Distant $24002), dir. Shinkai Makoto (DVD, Comics Wave,
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mangaSaishi heiki kanojo(Saikano: The Last Love Song on This Little Pla2e00-

2001) by Takahashi Shin (b. 1967)and the light noveliya no sora, UFO no natsu
(Iriya's Sky, Summer of the UFOs; 2001-2003) byyakna Mizuhito (b. 1971)° These
works are profoundly related to the infantile psylolgical theme of omnipotence and the
adolescent psychological theme of matufitypMoreover, they are both targeted at and
consumed mostly by a young male audience, whileapgptic stories such &pace
Battleship YamatdNausica& and the novels of Murakami also have a sizeateafe
audience. The audienceB¥angelionspans several generations, both male and female,
though male fans are predominate. The audienamdstsekaikeiworks is the young

so-called ttaky”*®

though the live-action film version &aikanatargets a young female
audience too.
Sekaikeworks offer themes and settings tailored to tiieung male target

audience. The main charactesgkaikeworks is typically a male student who meets a

2006). Voices of a Distant Stawas highly acclaimed because it was written, tee@and
produced entirely by one individual on his Macitt@®mputer (friends provided the voices and
the soundtrack). This animation won important alsan 2002, such as The Award for Image
Design in the Entertainment Category in the Digitahtents Grand Prix, and The Highest Award
of Public Offering Category at the 2002 Tokyo Imi@ional Animation Fair 21.

12 Takahashi ShirSaishi heiki kanojo(Saikano: The Last Love Song on This Little Pljni&t

vols. (Tokyo: Skhgakukan, 2000-2001). Man&aishi heiki kanojowas originally serialized in
Shogakukan'8ig Comic Spiritsnagazine. Later, the manga story turned into Mearimation

in 2002, original video animation in 2005, and likie-action film in 2006.

13 Akiyama Mizuhito,Iriya no sora, UFO no nats(Iriya's Sky, Summer of the UFOs), 4 vols.
(Tokyo, Media Works: 2001-2003). The series waseamominated for the Seiun Award, a
Japanese science fiction award for the best Skgthit was originally published as light novels
targeted at teenagers. Later, it turned into palgiideo animation in 2005, two video games for
the Nintendo DS in 2007, and a manga series itettre boys’ magazinBengeki Ma& in 2007.

1 Kasai, “Sekaikei to reigabfai,” 21.

15 According to Azuma’s argument, majeakuculture can be divided into four generations: the
first generation was born around 1960 (those whichealSpace Battleship Yamatahe second
generation was born around 1970 (those who watktadille Suite Gundajnthe third

generation was born around 1980 (those who watileeth Genesis Evangeliprand the forth
generation was born around 1990 (those who arestmoed to the Internet). In this section on
sekaikeffiction, the main target audience is usually cdased to be the fourth generation of male
otaku
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girl, the heroine, who is an invincible warrion $aikang for example, protagonist §jn

is in love with Chise, an ordinary high school gwho, it turns out, is the ultimate
biological weapon, developed by the Japan Self4sfd-orces without her knowledge
or consent in order to defend the world from imminavasion. InThe Voices of Distant
Stars Noboru is an ordinary junior high school studehb is in love with his classmate,
Mikako, a seemingly ordinary girl who, it is sud@ierevealed, has been chosen as a
mecha pilot for the United Nations Space Army whidh fight a group of aliens who
attacked humans. Iniya's Summerprotagonist Asaba Naoyuki meets heroine Iriya
Kana, a biological weapon made to fight space iev&dIn all three stories, the heroines
are extraordinarily empowered as biological weapmnsecha pilots. Also larger
communities, society, and the national frame ofdagre largely undescribed (although
there may be brief descriptions of the United Naijdor example), and the reasons for
the war or impending crisis are not explained latBlangelionincorporates some

middle distance such as society and communityestdbes the UN forces, Seele, and
Nerv as international organizations, as well asottagnary junior high school attended by
Shinji, Rei, and Asuka. However, the middle distars largely absent frosekaikei
works; even though the main characters are studethisr students and teachers do not
play important roles in the stories.

The heroines in these stories fight apocalyptisesriwhile the male protagonists
are in love with these empowered girls but plajelitole in the fight. Rather, these boys
recognize that they are just observers of the soffeneroines, and loathe themselves for
their own incompetence. Evangelion Shinji is a (somewhat reluctant) fighter, but

sekaikeiprotagonists do not even get this far. Indeedyyntd the main male characters

166



in sekaikeiffiction declare that they would ratheot save the world to protect their
heroines, but the appeal of their love makes theihes decide to protect the world for
theboys sake (although they do not always suceeatlthe end oBaikang for example,
the heroine chooses to become a spaceship-liketdbjsave her boyfriend Sjnfrom
the dying Earth). To be loved by the competentiney, the passive protagonist
indirectly gains the power to control the worldhiFis a form of the “super-fictionalized
reality without violence and danger” discusseddsawa Masachi following Slavoj
Zizek; the protagonists want to be involved in mpaortant fight without actually fighting,
to encounter the Other without risk or stress, tangbtain power without facing dandér.

In Evangelion Shinji's Others, such as his parents, his frieodshe Angels, are
still described even though they turn out not tdadially Other for him in the end. These
Others at least create tension and confrontatitimmghinji. A father, albeit an
incomplete/unnecessary one, plays an importantmdlee series. On the other hand, in
sekaikeworks, there is no true Other who creates suc$idan It is also notable that
there are no fathers or father figuresakaikeistories, and that the figures of enemies
are not described at all, even when they attacledréh. Visible enemies and symbolic
Others have long represented a threat in apocalgptratives; especially after the war,
the atomic bombings and the United States oftey thla threatening role. ekaikei
stories, though, there are neither illustrationsdescriptions of enemies: we never know
what they are, what they look like, and why thetaekt, just that they bring an end-of-
the-world crisis.

Instead, there are heroines who truly love theggamists, and who are

empowered to fight for the world and brave andlestfenough to give their lives to save

1 Osawa,Fukarssei no jidaj 81-83.
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the protagonists. These heroines act almost dsarsptwith unconditional love for the
protagonists, and in fact a remarkable numbeseghikeistories end with the theme of
returning to the womb, with boy characters showingsigns of growth or maturatiedn
Saikang as mentioned, the heroine transforms into a sp@zdike object and encloses
her boyfriend within herself to protect him. Theare no death battles or serious conflicts
with the Other depicted in these stories. Thigragly suggests that the boy characters in
sekaikeiare seeking a kind of mother-infant relationshipg indeed some commenters
are harshly critical o$ekaikeiworks for this very reasol. Sekaikeapocalypse
establishes itself without inter-subjective relatibips and visions for the future.
Baudrillard says there is no “unveiling” in the pusdernized world since there is
nothing under the surface. This is particulanietof thesekaikeigenre; in these stories,
there is nothing but the hypertrophic self-conssiass of the protagonist.

Why hassekaikeffiction become so popular among young males iretréy
2000s? One explanation is that the attractiosetfikemworks is related to the
phenomenon of acute social withdrawal knowhi&gomorithat began to be recognized
as a serious social problem in Japan in the 1a@@4.Hikikomori (literally pulling away,
used to describe both the phenomenon and its stdjarefers to the phenomenon of
individuals choosing to completely withdraw fronced life, often seeking extreme
isolation and confinement. The dominant nexulikikomoricenters on the
transformation from carefree youth to the respahis#s and expectations of adult life.
When Said Tamaki conducted a major study on the phenomamd@998 he estimated

the number ohikikomoriat around one millioA® but by 2005 the number had grown to

" Uno, Zero nendai noazoryokuy, 83.
'8 Saib Tamaki,Shakaiteki hikikomorfSocial Withdrawal) (Tokyo: PHP, 1998), 3-8.
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1.6 million, sixty to eighty percent of them maléhe most recent study btkikomori
the first nation-wide study by the government,raates the number dikikomoriat
around 700,000, with an additional 1.55 millionczdted semhikikomori™®

Another social problem, the worsening employmetuiagion for youth since the
bursting of the asset price bubble, is also reladdtiesekaikeworldview. Between the
late 1990s and 2005, downsizing and unemploymentased and the number of people
seeking jobs exceeded the demand for employees. sithation led to an increase in the
number of young freeters and NEETs. Freeter apardese term for people between the
ages of fifteen and thirty-four who lack full-tineenployment or are unemployed,
excluding homemakers and students; they may alsiederibed as “permanent part-
timers.” These young people do not start a caafter high school or university but
instead usually live with their parents as so-chffgarasite singles,” and work at low-
skilled and low-paid jobs. The low income theyrearakes it difficult for freeters to start
their own families, and their lack of qualificat®makes it difficult for them to get full-
time jobs later in their lives. It is estimate@thhe number of freeters in 2005 was
around two million. It is true that some young pleowillingly chose more flexible
work-styles, including part-time and freelance ops. But this was mainly because the
government at that time period could not offer cete policies to alleviate the
unemployment and underemployment of yotith.

NEET was originally a United Kingdom governmentagym for people

currently “Not in Education, Employment or Trainihgn Japan, the classification

9 «seven hundred thousamikikomori” Yomiuri shinbun24 July, 2010. Statistics on the
number otikikomorivaries depending on the source, but it is widelieked to be increasing.
“cCharles Hugh Smith, “Japan’s Economic Stagnatid@@réating a Nation of lost YouthsJaily
Finance(June 8, 2010). http://www.dailyfinance.com/stoaykers/japans-economic-stagnation-
is-creating-a-nation-of-lost-youths/19580780/.
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comprises people aged between fifteen and thirty+fcho are unemployed, unmarried,
not enrolled in school or engaged in housework,ratdeeking work or the technical
training needed for work. It is estimated thatréhwere about 847,000 NEETSs in 2006.
The increase in NEETs means that there are langexs of noriikikomoriwho are not
willing to work or prepare for independertce.

Thehikikomoriphenomenon and the increase of freeters and N&#&oWs that it
is difficult for Japanese youth, especially matesaccept their social role as adults; they
cannot attain proper social status as mature mendbaiociety. Japanese commentators
have offered analyses of thikikomoriphenomenon suggesting distinct causal
relationships between the modern Japanese soaditioms of anomieamaeand
atrophying paternal influence in the nuclear fanaihg child pedagody. Sometimes
referred to as a social problem in Japanese disegukikomorihas a number of
possible contributing factors. Young males may éeerwhelmed by contemporary
postmodern Japanese society, or be unable td thkilr expected social roles as they
have not yet formulated the sense of pershoaheandtatemae—“true self’ and “public
facade”—necessary to cope with the paradoxes of adulthdbése analyses can be
applied to the increase in freeters and NEETsgtlyesith are supported by their parents,
and do not have a firm intention to become indepathdnd mature. These complicated
factors led Japanese youth in the mid-1990s todnail from social relationships and
from establishing mature identities as memberooiesy.

According to Lacan, children mature as they lehat they are not omnipotent: in

L Genda Yiji, “Jobless Youths and the NEET Problem in Jap&agial Science Japan Journal
10, 1 (2007): 23-40.

22 Amaeis the word referring to the Japanese psycholbgmastruct of passive object love in
Freudian terms, typically of the kind between mothed infant. SeBoi Takeo,The Anatomy
of Dependencdrans. by John Bester (Tokyo: Kodansha Internatid?001).
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other words, one becomes gradually mature as areptscone’s lack of power and
experiences resignation and I63sSekaikeivorks circumvent this process of becoming,
and seem instead to affirm withdrawal and refu$ahaturity. In this regard, it is natural
thatsekaikeibegan to appear in conjunction with tikikomoriphenomenon and the rise
of freeters and NEETSs in late 1990s Jap&akaikeworks satisfy the desire of
omnipotence by allowing their protagonists to iedtty control the world through their
empowered girlfriends and negate the experiencessajnation, refusal and loss.
Considering the social issuestokikomoriand the increase in freeters/NEETs
from the late 1990s, and the advent of the newgeisits such as “the animal age” or “the
age of impossibility,” it is unsurprising that abgpse in postmodern Japan comes to
include no meaningful social interaction or OthesieAccordingly, most stories with
apocalyptic themes do not describe the world afftercrises have passed, for they do not
deal with change through growth. There can berowihp and maturity without
committing to engagement with the Other and withemrtnecting with a bigger
community. Sekaikeworks perversely insist on remaining in a statadiflescence and
present pure love stories enhanced by end-of-wonidgs. The motif of the apocalyptic
crisis no longer has a substantial impact; it FEalne a mere trope, a device that offers
no visions related to the meaning of life. Apogaiy stories in the 1980s still struggled
with themes such as the past memories of Japaststha subjectivity of self in society
or of the nation state in international relatiopshithe total Other such as the United
States, and the future of morality. On the ottardisekaikeiapocalyptic stories
repeatedly express themes such as absolute affimfedm the heroine as mother figure,

the difficulties of relating to others, and withdr@ from social relationships.

% 3aib, Shakaiteki hikikomoyi206-207.
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As we saw in Chapter One, humanity has long beanezaed with endings.
Some traditions, like Hindu mythology, have undaosttime as cyclical, repeating a
given cycle of beginnings and ends endlessly. Gthi&e the Judeo-Christian tradition,
have understood time as linear, with one beginamdjone final ending. Now, however,
both patterns are challenged by postmodernitytifeffirst time in human memory,
people are actually living in the post-apocalypey have already experienced the end,
and will never experience another one.

Fiction in the 1960s is not post-apocalyptic, sin@ny apocalyptic works have
some sense of ending and offer visions of the éustfirer the catastrophe has passed, such
as we have seen (e and Abe’s worksThe Silent Cryresents the positive vision of
reconciliation after apocalyptic crisis, wheréair Ice Age Dbffers the ruthless vision of
a totally new future. Fiction in the early 1980€ls as the film version dfausicadand
The Town and its Uncertain Walte not really post-apocalyptic; they have a sefise
finality and seek restored visions. However, vgarkthe late 1980s such ldard-Boiled
WonderlandandAKIRA are post-apocalyptic since they are based on thezegadns that
the world has already experienced an apocalypsesand that transcendence or grand
narratives are gone forevetvangelionin the 1990s andekaikemworks in the 2000s are
fully post-apocalyptic works; they describe a coetglly hopeless, visionless reality that
does not change at all after the apocalyptic aatalsé has occurred. As society and
culture become fully postmodernized, apocalypiicies become post-apocalyptic.

We have also seen a transition in the understarafitijme in apocalyptic fictions;
the modern apocalypse is based on one linear timathereas postmodern apocalypse in

the late 1980s and early 1990s begins to incorpanatltiple linear timelines by
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introducing fictional space. Totally postmoderctitin after 1995, on the other hand,
does not seem to adhere to a single linear timedhimangelionhas two: the timeline of
reality and the independent timeline of Shinji'®sonscious. Amongekaikeworks,

The Voice of Distant Starscorporates multiple linear timelines, wheredseotwvorks

have simple single linear timelines. Even thouggdity in thesekaikeffiction is based

on a linear timeline/timelines, the stories enddtyrning to the beginning: the
protagonists do not grow or change even after tisesc Their timelines are not

explicitly repetitive, but it can be said that theiessages are closer to the cyclical
worldview proposed by Eliade. However, the cenfdhe cycle lacks anything sacred or
archetypal; it has only the hypertrophic self-caogsness of adolescence.

Youth become mature when they have the abilitydpato grand narratives,
regardless of whether they admit or deny thoseatiaes. When there are no grand
narratives or transcendence to share in contempsoaiety, it is difficult for younger
generations to learn the common cultural languag®ewhich to communicate with
others who are distant or different from themselvEsey tend to be satisfied with living
in small communities where they can share interesis their relationships are fluid
since they can easily withdraw from these commesiivhenever they lose interest.
Consequently, they do not take full responsibiidythe choices they make in their own
lives or in their relationships with others. Thasvhatsekaikeworks describe:
characters who are either concerned with the gkels¢ionship of love or fighting a world
crisis but who do not have grand narratives to whihey adapt or react. All the
important decisions are made by the heroine mditpares.

In the previous chapters, we have seen that agmsmlyas provided a frame for
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narrating stories of the end, describing the retetihips between opposing values and the
confrontation with the Other. However, contempgrdapanese apocalypse narratives
paradoxically become storigsthoutthe sense of an ending, conflict between opposing
values, or confrontation with the Other. Consedyesekaikeifiction seems to be one of
the best examples of representing long-term, oosimever-ending adolescence in
Japanese youth. This raises the question: doémpdsern post-apocalyptic fiction
function only to affirm and celebrate its changs)esdless, and immature state? Is it
possible for Japanese contemporary apocalyptiofi¢o offer a sense of ending and
certainty in an age without a sense of endings @rtruly an icon of Japanese cultural
neoteny?* Are there any possibilities left for 2000s apgpét fiction to reach the Other
or to give a vision of maturity? This also leadshother question: whether Japan will
continue to understand “postwar” to mean the empigreod between the end of World
War Il and the present, a habit which appears torligue to Japan. As Carol Gluck
points out, the Japanese “postwar” period seerhawe no particular ending, despite the
government having several times declared the penied®> Have the Japanese
overcome the defeat and their own war crimes? Wihdtof indication for maturity is

suggested in the fiction of the 2000s, nearly syesrs after the war?

24 Neoteny refers to the retention of juvenile owvédifeatures in adults. A detailed discussion of
the relationship between neoteny and humanity esiodnd in Ashley Montagu&rowing
Young(Westport, Connecticut: Bergin & Garvey, 1989).eTarm is often used to refer to
Japanese contemporary art and subculture prod@nime such a#stro Boy Doraemon and

Chibi maruko charand works by internationally renowned artists Néwahitomo and Murakami
Takashi are examples of Japanese cultural neotees.further details in Uchida Mayumi and
Kojima Yayoi ed.Neoteny Japan: Takahashi Collectififokyo: Bijutsu shuppansha, 2008).

% As discussed in the Introductissengditerally means “after the war,” and refers to fregiod
between World War Il and the present. Carol Gluskusses Japanese postwar longevity in “The
End of Post War: Japan at the Turn of the MillemmiuPublic Culture10, 1(1997): 1-23.
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Possibility of Maturity in Post-apocalyptic Fiction in the 2000s

| would argue there is a possibility of maturitypastmodern post-apocalyptic
fiction in the 2000s, except in tisekaikeigenre. There have been a number of
influential Japanese post-apocalyptic works in28@0s. For instance, the 2008 anime
Sukai kurora(hereafteThe Sky Crawlejdirected by Oshii Mamoru (b. 1951), based on
Mori Hiroshi’s novel series of the same name, dspacchallenge for realistic hope.In
a number of interviews, Oshii stresses that time fdrgets young people who cannot find
positive meaning in life. He says that he wantseilod a message to them by showing
them “true hope?

The Sky Crawlers set in a post-apocalyptic world where, althotighworld is
at peace, in order to ease the tensions of a popalecustomed to war and aggression,
private corporations contract fighter pilots toggga@ombat operations against each other
for show. The pilots are calldgrudoreor kildren, and they live eternally in adolescence
until shot down in battle. They are clones, repble beings without a decisive
end/death, but the kildren themselves do not kriosy &ind it is not explicitly indicated
that this warfare is a show; it appears that itsdoat matter for the kildren whether or not
it is real.

Protagonist Kannamiddchi is one of the kildren, a battle plane pild. the
novel version, he introduces himself thus: “I ara ghlot of a battle plane. My daily job

is to fly the plane and kill people. Today | usg hand to . . . eat a hamburger as well as

%8 Mori Hiroshi’s novelThe Sky Crawlerseries has six volumes including a collectiontudrs
novels. The first volumélhe Sky Crawlersvas published in 2001, and the last voluBgkai
ekuripusu(Sky Eclipse), in 2008. The filffihe Sky Crawleris based on the story in the first
volume.

" Oshii Mamoru, interview itYomiuri shinbun28 April, 2008.
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to erase the lives of two peopf& "The catastrophic crisis of war is a daily occnoein
this novel; Kannami experiences various dangerdares death every time he flies his
plane, but these crises never end. This is thmaitie post-apocalyptic novel.

Near the end of the story, Kannami learns thatdselleen cloned from the former
pilot of his plane, Kurita Jis;, who was in love with Kusanagi Suito, also a pilot
Kusanagi shot Kurita to death on his request; gineeal to do so since she loved him and
could not bear to continue to lose him repeatellysanagi and Kurita believed that his
death would be permanent if he was shot, but Kinatabeen reproduced as Kannami;
the warfare company needs to maintain his excetlemtbat skills. Kusanagi longs to be
killed by Kannami since she feels the profound despf eternal life without permanent
death.

While Mori Hiroshi’'s novel version ends when Kannamoots Kusanagi, it
emphasizes the reality of endless despair. Oghirisversion, however, has a different
ending. Kannami asks Kusanagi to live until she daange things, and dies battling the
invincible ace pilot called “The Teacher” on theemy side, the sole adult male pilot in
this show-warfare. The film ends with the scene/imch a new pilot, a clone of
Kannami, is appointed under the command of Kusankagihis film, death no longer
functions as an absolute end; the visionless fith@kildren, eternal adolescence
without maturation, repeats as a sort of cruel ioop. In fact, existing cloning
technology in our own world makes it at least tle¢ioally possible that human beings
could be cloned, meaning that someone much likeebwgs could live on after our death.

The idea of cloning helps to enhance the feelingtefnal repetition in contemporary

%8 Mori Hiroshi, Sukai kurora(The Sky Crawlers) (Tokyo: @b koronsha, 2004), 245-246. My
translation.
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culture.

Neither the novel nor the narrative of the filmg®et hope explicitly, even though
Oshii says that he wanted to do so, and a numbartmfs agree that the film is far from
encouraging for youth. Kannami challenges an icible enemy, the ace pilot called
“The Teacher,” the sole adult pilot in the show fase who has never lost in combat, a
clear symbol of patriarchal power and the authtivksadult society. Also, “The
Teacher” can be read as a symbol of the UniteeStéte film does not give the
locations of the battles or the nationalities @& gnivate military companies, but the
names of the airplanes in the company to which ldemrand Kusanagi belong are all in
classical Japanese, while the names of the airplamdeacher’s side are all English, and
their airplanes resemble those used by the UnitaigSin World War 1.

The film’'s ending—in which Kannami loses a batthela new pilot, a clone of
Kannami, is appointed under the guidance of Kusaregyeals that death cannot offer a
sense of ending. Even though Kannami asks Kusaoagintinue to live until she can
change things, and Kusanagi agrees, the entirathaiseems to represent a profound
stagnation. There is almost no difference betwéeand death, for death in this film
can no longer end eternal life. In addition, tterysshows that youth always lose against
the world of the mature adults, and symbolicallyigates that Japan cannot escape the
influence of the United States; there is no spaftddr Japan as a nation and for Japanese
youth to avoid their inferiority, immaturity, anchperfection. It seems cruel and
discouraging to suggest to young people that theuld find hope in the subtle
difference between life and death.

However, another possible interpretation is thatftlm positively affirms this
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very difference. We live in a world where life adélath are remarkably close; indeed, for
those who cannot find meaning or value in life ¢heray be no real difference between
life and death. Accordingly, @3sawa mentions, some youth venture to visit warsatea
get a sense of life through proximity with deaffhe film The Sky Crawlergdicates

that visiting dangerous war zones or attemptingidaioffers no escape from endless
reality; true hope is an incredibly subtle chanigklén in our banal daily life.

It may appear cruel to suggest that there is almostifference between life and
death and that one has to find hope within suahalglifference. However, Oshii
claims that “true” hope is to find very ordinarysians, subtle values and small changes
in our seemingly endless life; true hope is nahmdreamy, dramatic future visions that
are often depicted in juvenile fiction, but is mthvithin quiet, delicate, small indications
of change in our life without the sense of an egdifhe meaning of life as defined by
this film is to keep looking for such indicationstil something changes or we di€he
Sky Crawlergleclares that youth cannot win against adultstaadJapan cannot escape
from the influence of the United States; theredsiacisive salvation or sense of an
ending in our postmodern post-apocalyptic lifet the story also shows that there may
be a path to maturity beyond stagnation by accutimglauch small changes; at the very
end of the film, Kusanagi stops her hand over & phcigarettes in front of Kannami’s
clone, though she has smoked frequently beforas i$la small sign of rejection of
dependence and seeking for what a subtle chandericen The film thus ends with a
very small but certain change that shows Kusarnegkiag independence and maturity.

Another postmodern post-apocalyptic fiction in #@0s that can indicate the

way to maturity iKuwontamu famirzu (hereafteiThe Quantum Famili@swvritten by
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Azuma Hiroki in 2009 (b. 197 TheQuantum Familiess the first novel by Azuma, a
philosopher and critic. The novel is science dictbased on the quantum theory that
claims the possibility of a multiverse, for an ¢éten and an atom can be a particle as
well as a wave at the same time in the micro woflte protagonist, Ashifume Yukito
age thirty five in the year 2007, is a novelistal as a university lecturer; he studies
Murakami Haruki and wrote a thesis Hard-Boiled Wonderland and the End of the
World. He married Yurika in 1999 but they have no ¢ghitat Yurika has refused to have
sex with him since 2005. One day, he gets an ¢froan his daughter dated 2035. This
future daughter invites Yukito to visit her in Aoiza; he goes to see her, but she is not
there.

When he returns to Japan, he enters another redigye a different Yurika and
his three year old daughteiiko live. The story explains that as of the 202f&aced
“trans-worlds” technology makes it possible to conmicate with other worlds. Yukito
gradually learns that he has a daughtekok-in this parallel world A. In his original
world, he learns that he will rape Yurika and comsunicide a year later, and a son named
Riki will be born after his death. In parallel i@dB, he finds out that he will be a
terrorist and will commit suicide during a terratagk. In parallel world C, he will lose
his memory and commit double suicide with a yourmgnman. From four different worlds,
Yukito and his family are gathered by Yurika, whaldngs to parallel world C and the
year 2036.

This parallel world C is headed for catastrophigretion due to a disease called
“Retrieval Identity Disorder.” This disorder isused by the ability to travel between

worlds: people go insane since they cannot distghgiineir own original memory from

9 Azuma Hiroki,Kuwontamu famizu (The Quantum Families) (Tokyo: Shiha, 2009).
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the memories of their other selves in the paral@llds. The population of sufferers
explodes in 2033, and people begin to avoid comaation with the parallel worlds.
Then, the advanced civilization degenerates tgtamodern level.

Sixty-nine year-old Yurika (whom | will call “agedurika™) gathers all her family
members in this apocalyptic world C in 2036 to malanfession. She tells them that
she has been extremely jealous about the relaipbsgitween Yukito and a young
woman called Nagisa. In the original world angbarallel worlds A and B, this young
woman is a fan of Yukito’s work. In parallel wor@@ she takes care of the Yukito who
has lost his memory, and the two eventually conawmitble suicide. However, all four
worlds share in common a past incident in whicthtgghool student Yukito attempted to
rape elementary school student Nagisa. Yurikasheate is also profoundly jealous of
their relationship and hidden secret, and want®tdess that such profound desire and
hatred can transcend the parallel worlds and destteers.

After listening to Yurika’s confession, Yukito ddes to live with aged Yurika,
adult Riki, adult ko and toddler &o as a family in the dying parallel world C. Yti
destroys the possibility of sending Rikijke and himself back to their respective worlds
and of saving the dying world. At the end of thary it is hinted that he dies in world C
but at the same time, he enters his unconsciouls wath aged Yurika, adultiko, three
year old ko and adult Riki. He decides to live his own lif@t is “fake, but only one
life, full of mistakes but with no restart"”

However, the book does not end with Yukito’s de#@thas one more short chapter
titled “Outside The Story.” This chapter descrilies issue of Yukito’s sin; Yukito

confesses to Yurika that he attempted to rape [dagmeteen years ago, and promises to

% Azuma,Kuwontamu famizy, 359. My translation.
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turn himself in to the police. Yurika decides tamy him if he atones for his sin against
Nagisa, but she says that she will not accept mti lie goes to the police. When three
and a half years have passed since his confessikito realizes that Yurika has never
forgiven him; they have not had sex since the dake@confession. The side story ends
with Yukito deciding to go to the police in ordercontinue to love his wife.

It is interesting that the theme of sin permedtéesdcience fiction world with its
physics, computer science, and network theoridg story is about a world that has the
most advanced technologies, yet the core of thrg @bout a family relationship,
fatherhood, and the idea of sin. At the end ofrtfagn narrative, Yukito declares that he
will give his children a piece of advice as a fatfoe the first time, even though “this
Yukito” never had a child in his original realityukito tells the children that they can
sacrifice Yukito or Yurika if they cannot come aitthe repeated spell of hatred that their
family carries in every universe; he decides t@tak the consequences of his past sin as
a father. Also, in the extra chapter, Yukito figadecides to take responsibility for his
past sin to regain his wife Yurika’s trust. Thergtrepeatedly insists that we have many
choices in a multiverse like the one depicted,dbedrly this does not mean that we can
escape from real responsibility or past sin: thetens tied to these are never erasable.
Even in facing an apocalyptic crisis, one cannoaps from interpersonal relationships
and the profound emotions that arise within andiagdachem.

This is an extended metaphor for Japan, its wanoresbility, and its “postwar
period”; the war left indelible mental and physisahrs on people in Asia, and the defeat
left Japanese people, who had dedicated their fovése nation and a god who became

merely a man, confused and despondent. Even thtajggm was revived by its long
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period of economic success and has establishedraglgmeaceful relationships with
other Asian nations, the scars tear open wheneagle begin or are forced to remember
the past, as is evident from the protests of ddsean countries which erupt over visits

by various Japanese officials to the controveiaaukuni Shrine. Uno Tsunehiro has
declared that theengoperiod is over since the grand narratives thahddfcommunal
Japan have been Io%t.Yet, there remain people who suffer from the meesoof

violence, disillusionment, despair, sorrow andrdst of the war, and people continue to
be directly or indirectly influenced by the shodiklre defeat and Japan’s hidden war
crimes.

The Quantum Familiedemonstrates the reality that such distrust neugr
disappears in relationships with others. Wheneagét-wing Japanese intellectuals try to
bowdlerize history textbooks to soften their distass of Japan’s war crimes—which
they do with some regularity—angry protests anmsether Asian nations. International
sporting events are often disrupted by anti-Japasestiment; in fact, Japanese and
Korean youth often turn to virtual violence viadmet hacking and denial-of-service
attacks. The Quantum Familieshows that in order to come out of the loop otedpd
violence and misdeeds there is no choice but t® fidkresponsibility. To become a
father in this novel means to become a person akestresponsibility for his deeds both
past and future; Yukito chooses to be a fathertar® mature at the high cost of his
physical life in reality, even though his familyediake. He chooses to live with his
fictional family for they are the only family thhe has and he understands that he must
be responsible for them.

There is another possible approach to understartbisgnovel as well: the meta-

31 Uno, Zero nendai noazsryokuy, 280.
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fictional standpoint of the protagonist. Yukitosheeen three different parallel universes
and his own future in his original world; in one riebhe lives a happy life with his wife
and daughter, and in another he is a terrorisstillnanother, he has lost all his memories,
and he will commit suicide in the future of hisgnal world. In the parallel universes he
has numerous different lives and choices. Yukittally decides to go back to his
original world, accepting thatiko and Riki will go back to their original worldsd.
However, after Yurika’s confession, he decidesve With aged Yurika, adultitko,

toddler Riko, and Riki in the dying world; he realizes he cawer escape his
relationships with them even in thousands of déffeversions of his life.

The choices Yukito faces recall those faced byptiseagonist at the end of
Murakami’sHard-Boiled Wonderland and the End of the Wpvitho chooses to stay in
the fictional subconscious world rather than gdiagk to reality with his shadow; he
ultimately chooses to leave the seemingly perfaehtand go to the forest, but he still
remains both in the fictional world and inside loé tvall. In fact, there are frequent
references télard-Boiled Wonderlanth The Quantum Familiegnd the latter is clearly
influenced by the forméf While Hard-Boiled Wonderlangjives its protagonist two
major choice®f reality or fiction The Quantum Familiegives its protagonist three:
reality, fiction, or a hybrid. Yukito can go battkhis unhappy original world, or he can
stay in the parallel world with Yurika and threeayeld Riko where he is the most
successful and happy. Instead, he chooses twittaehis family members from all the
different worlds in a bleak, visionless post-apgpat world. From one point of view

this might be considered stupid or even crazytleiimportant thing is that the answer

% In the ending oThe Quantum Familieshere are two bold lines saying, “Hard-boiled
Wonderland is not righteous/ we live in the Endhef World.”
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to the larger questions the narrative deals withlafound neither in the “happy ending”
of returning to reality nor the eternal game of-sehfinement in fiction. The answer—
indeed, the only real choice—is to accept respaditgibrukito does not know whether

he will be happy or unhappy with his multi-univdriamily. His choice is not realistic—
at least, not for his family members, each of whas his or her own different reality—
but neither is it totally fantastical: Yukito coutéive chosen a happier and more
promising world. However, he positively affirmsetpresent situation in his choice to
live with them. Azuma argues that the contempopamstmodern world is meta-fictional
and game-liké® As | explain in my discussion of virtual onlinerds in Chapter One,
just as there is really no “outside” of this gankeiworld, there is really no “inside”
either: we cannot fully confine ourselves withinfdr this game is not absolute, but at the
same time so much of human life is technologicalgdiated and indeed located within
virtual spaces that the two are interconnectetiéqbint that ultimately there is no
meaningful difference between them. Therefor&reQuantum Familiesuggests, we
need to recognize the fact that our world is gaikednd that there are numerous other
choices and consequences available. However,tddgpwing these facts, we still need
to affirm the moment of choice-making as reality.

We long have met Others through apocalyptic crigesugh opposing them,
fighting them, or reconciling with them we learnlitee with them. Also, as we have seen,
various values clash and thereby create new visiadshope through the crisis.
However, when there is no Other and no oppositfaralues, the result is an endless,

futureless world. Japanese apocalyptic fictiothan2000s illustrates the possibilities of

% Azuma Hiroki,Gemuteki riarizumu no tanj(The Birth of the Game Reality) (Tokyo:
Kodansha, 2007), 287.
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such a meta-fictional worldvievithe Sky CrawlerandThe Quantum Familiesake use
of what | call the spiral concept of time—a hyboidcyclical time and multiple linear
time. In these stories, time repeats endlesshyjtlalso spirals subtly upward. While
sekaikeiapocalypse refuses growth and interpersonal oelstips, other apocalyptic
works in the 2000s challenge their circular apphoaed indicate directions for the
development of maturity. To affirm one’s choiceldrecome responsible for it, | argue,
will lead to the way of encountering the unknowften fictional, but always meaningful

Other.
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Conclusion

I am still a child,

and sometimes, my right hand kills people.
In turn,

someone’s right hand will kill me.

Until then,

without being bored,

| need to continue to live

as a child*

—NMori Hiroshi, The Sky Crawlers

We have seen that there was an apocalyptic traditipremodern Japan, but that
it was less influential than the Western apocatyfridition. In Japan, the cyclical idea
of time, which was introduced by Buddhism, domidadbecause transience became the
central ideology in premodern Japan. Early Jagaapscalyptic thought often included
binary oppositions such as heaven and hell, vaheevice, eternal and temporal, and
there was no confrontation between them. Othernsadsscribed as something distant
and unreachable, such as another world or the lRun@. As time went by, apocalyptic
thought gradually developed into a subversive idgpko counter opposing values and
dominant others such as powerful authorities.hninEdo period there emerged several
apocalyptic movements that sought social reforraugh destructive action, and people
tried to act against the powerful by establishimgitown values and aesthetics. Here,
the Other was something reachable and contestablggh the relationship between self
and Other was not always equal.

Modernization, the first major discontinuity in Zaq@se history, brought to

Japanese apocalypse the linear concept of tima amare specific and concrete Other:

! Mori Hiroshi, Sukai kurora124-125. My translation.
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the West. Imported science fiction began to famushe astronomical theme of the end-
of-the-world crisis. “Modernization” in the Meipieriod for most practical purposes
meant “Westernization”: it was brought by a forefgrce, and it was extremely rapid and
abrupt compared, for example, to the gradual shifolitical power from the Heian
period (794-1185) to the Kamakura period (1186-13338eiji and Taish science fiction
often depicted an overwhelming crisis as the syrobbotescapable modernization.
However, the majority of the endings of these waksided final devastation by
relegating the apocalypse to dreams, suggestingt tivas very difficult for people in

this period to reconcile modernization or Westeahan with Japanese traditional identity.
Visions of the world after the catastrophic crigegrefore, were also carefully avoided in
narratives of the period.

The 1945 atomic bombings and their aftermath, he@wewade it impossible to
continue relegating apocalyptic events to dreadagpan had now become the first nation
to experience a nuclear attackhe facts that humans had the power to destewtrld
and that this awful power had been deployed agdasin fundamentally changed the
Japanese apocalypse; the impact of the bombiregglisss, for they destroyed the
identity and tradition of Japan as a nation. Thike first time that Japanese apocalypse
paradoxically comes to connote an endlessness¢vart returns to the sacred center.

However, the modern apocalyptic fiction from thé&Q9 that we have looked at
takes a simple linear timeline and still attempta¢hieve concordance of the past as

beginning, the present as middle, and the futuendshrough confrontation of opposing

%It is often claimed that Japan is the only coutdrpave experienced nuclear war; this is
incorrect: World War Il was the human speciestf(end to date, only) nuclear war; Japan
remains the only country to have suffered a nu@#ack while the United States is the only
country to havaeployedhuclear weapons during war, but many countries posgess nuclear
weapons stockpiles.
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values: it still struggles to incorporate the megmof the defeat and the atomic aftermath
within its historical continuum. By introducingeltonflict of opposing values such as
past/present, rural/urban, and Japan/D8.Kenzabus tries to unite the past, the present
and the future of Japan and its identityf'tme Silent Cry On the other hand, Abeokic
describes the fundamental discontinuity betweesgieand future by contrasting the
untenable present and the undesirable futlmer Ice Age Znvisions the future as
explicitly different from the present: it presunsgsne sort of progress, which may not be
positive. It also does not place the future ircadnal setting: the flooding, the aquans,
the retreat of governments below the waves angadled on a continuum with the

novel’s present reality, a concordance of beginnmigldle, and end.

Apocalyptic fiction in the 1980s, however, gradyaltifted apart from this
concordance of time and the confrontation of opppsialues as Japanese society moved
into the fictional age. In the fictional age, wiss of the future do not belong to the real
world, and opposing values become relativized. [8Mkiurakami Haruki’s protagonist in
The Town and its Uncertain Walhooses to go back to reality and reconcile Wwithgast
in the end by regaining his shadowHard-Boiled Wonderland and the End of the World
the protagonist chooses to stay in his subconseuaulsl forever. This town and its story,
however, have been artificially modified and imp&hby a scientist, and are therefore
fictional. The shadow of the protagonist as botheDand the past chooses to leave the
town by itself; there is no reconciliation or unibatween the two. There is no realistic
vision in the end.

In subcultural genres in the 1980s, apocalyptigdicunderwent a similar change.

For example, Miyazaki Hayao's film version ausicaa in the Valley of the Wil
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firmly in the perfect apocalyptic archetype. Oe tither hand, the manga version
dismisses past ideals of purification, progresssamdbiosis, and instead affirms the
contaminated and contradictory and abandons theaxgbntrol the future by leaving the
future of humanity to nature or fate. The mangaatae shows that human ideals of
progress and purification can no longer be soughgality, although the story does not
explicitly present the shift from the idealisticeaiy the fictional age. The film and the
mangaAKIRAby Otomo Katsuhiro are clearer examples of celebrdtatipnal ideals

and the birth of the postmodern apocalypse; théraotation between Akira and Tetsuo,
both morally ambivalent identities, brings a newwerse, multiple linear timelines, and
new political subversiveness. The works do noicizie realistic visions for the real
future after the catastrophe, yet they successfultgent vivid visions for the new-born
fictional world. Thus, Japanese apocalypse inl®®&0s gradually moves away from the
concordance of time and confrontation of opposialges, reflecting the postmodern
trend that deconstructs the meanings of reality.

In 1995, Japan experienced two major apocalypticlents that revealed the limit
of the fictional age as a zeitgeist and enteredéve total postmodern zeitgeist. The
animal age, or the age of impossibility, is ongvhmnich inter-subjective relationships and
dialectic confrontations of values begin to disappeven though we long for them. The
most influential subcultural fiction of the 1990¢0n Genesis Evangeliodirectly
connects apocalyptic crisis to the inner worldtsffourteen year-old protagonist, Shinji.
We gradually come to realize that there is no @hkr who confronts him, and that there
is no obvious opposition between values, sincedghsons for the enemy'’s attacks and

the secrets of the organizations that battle themmarn opaque. Further, the vision of the
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future after the crisis has passed is abandonkdtimEvangelionseries. The film Shinji
faces the total disapproval and rejection of theine. He is destined to remain in an
eternal adolescence without interpersonal relatiqss

Sekaikefiction, the genre of love stories in which théefaf the apocalyptic
world crisis and the romantic relationship arernod@nected, emerged aftevangelion
and targets a younger teenage male audience. BAralegelionhas a hopeless but
realistic ending in which the male protagonistefised by the heroinsgkaikeffiction
perversely seeks the complete affirmation of théerpeotagonist by the heroine, who
plays the somewhat disturbing hybrid role of thefgu girlfriend/mother. There is no
real Other irsekaikeinarratives, only the love relationship betweenrtizde protagonist
and the empowered heroine who fights the enemy 1d$s of the Symbolic and the
disappearance of society as the middle field iseadhan inEvangelion sekaikei
narratives feature almost no references to or tlepg of society or community, and
there is no international organization or natioat ttean explain the reason for the
apocalyptic crisis which drives the narratigekaikeapocalypse thus establishes itself
without Otherness as post-apocalyptic narrativlout endings or maturity.

Sekaikefiction in the form of light novels, anime, mangad video games is one
of the most powerful genres in 2000s Japanese Kuleu Thesekaikeworldview
represents endless adolescence without progresatarity. Despite the growing
popularity ofsekaikefiction there are still Japanese apocalyptic wahled seek some
sense of change in our postmodern and post-apdicalype. Oshii Mamoru’s anime
The Sky Crawlerdepicts the ultimate endless world of eternallyrygkildren who can

never truly die because they are clones, and Azdimoki's The Quantum Families
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presents the endless variations of life by allowtegharacters to move between parallel
worlds. Both works see the post-apocalyptic waddendless, immature, and visionless.
However, by proposing the realistic “true” hopenditing for subtle changes or of taking
full responsibility in relationships, these posbeglyptic stories suggest a way to find a
small change that leads to maturity. These stoldasot present time as cyclical. Rather
they depend on what I have called the spiral movemktime; although the characters
are living in the endless cyclical patterns of,liteey wait for a small change that can
lead to upward movement, forming the impetus fdependence and maturity.

As discussed, Japanese apocalypse has changdéedtion of and in response to
major social and cultural changes that createddisauities of identity for the nation.
Apocalyptic stories attempt to deal with the thes@g symptoms of major changes in
order to make sense of the present situation,dcedse anxiety, and to create clearer
visions of the future; authors and readers tryrid meaning in social unrest, difficulties
and upheavals brought by various changes througimgvand reading apocalyptic
fiction. Apocalypse has revealed what is at stakenes of major socio-political
change; the Other in apocalyptic narratives is sbimg or someone unknown, or
something or someone that brings decisive chanteetpresent situation. The
apocalyptic story clarifies such unknown thingsfigsi and the dynamic between self and
Other. For example, Otherness has long impliedsad death and the afterworld in
contrast to life and this world. Otherness in abggatic fiction gradually widens its
scope from death to something theidsto death, such as catastrophic disaster, plague,
famine, war, or climate change. In the modernqukras the threat of catastrophic

natural disasters decreases, wars between natiessts confrontations between
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international Others increase. Consequently,tlir@atening Other symbolically comes to
be the powerful: the United States and (its) destre nuclear weapons. Modern visions
of apocalypse dealt with the crucial crisis of otdl and social discontinuity brought
about by contacts with these symbolic powerful @he

Since the end of the Second World War, apocalyttides have attempted to
rehabilitate Japanese national as well as indiviflnale) identities that were destabilized
by the defeat, the Occupation, and the threate@ihgr of the United States. Analysis of
postwar Japanese apocalyptic fiction reveals thatayptic discourse has changed its
role as a tool according to the zeitgeists of wagiperiods. Primarily targeting adult
males, apocalyptic stories before the 1980s saughediate recovery from the identity
crisis of catastrophic defeat. After recoverimgnfrthe devastation of the war, they
attempted to deal with realistic issues such asnavision of national identity and
Japan’s relationship with the US as threateninge©OtBy retelling the catastrophic
aftermath of the World War 11, apocalyptic storggsight a way out of the trauma of
defeat; they attempted to reconcile the presert thit traditional past and to rebuild a
stable national identity and a modern individualg) identity.

However, even when the Japanese economy was fimgis the 1970s and
1980s and Japan appeared to have recovered frodefthat, the influence of the U.S.
and the shadow of defeat still remained; even panJeapidly gained second place in the
international economy, it remained unable to wialtependent power in the
international political arena. It became diffictdt Japanese society in this time period
to offer either a clear solution to this traumadaright vision of the future, and

apocalypse in Japan moved from the realistic tdithienal arena, targeting male youth
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in their teens or twenties. These young males, gvbwr up after the failure of the
political movements of the 1960s and 1970s, lorfgedtories that imaginatively
described survival of crises; they gave up the hafpraking their ideals reality and
began to seek them instead in fiction. To facectiss of the end of the world gave
meaning to their stagnated lives and the possilmfireconsidering the defeat and
historical discontinuity, even though in storieshwiictional settings and solutions.

When society becomes highly postmodernized afeentld 1990s, major social
changes are less frequent, and we no longer feglrétssence of death in our daily lives.
When our connections with our larger communitiesopee weaker due to the loss of
grand narratives, we begin to see the horrifyingeDtn ourselves rather than in the outer
world. What is at stake is the loss of the mida#el—common social languages,
communalities, local communities, direct humantrefeships, and the decline of the
power of the Symbolic. In contemporary Japan ltesoming increasingly easnd
increasingly naturafor people to live in isolation from their localmonunities, and to
shop, eat, and even satisfy their sexual desirdmuti the intervention of the Other.
Virtually anything can be purchased readily andhiitle or no communication online,
while fast food outlets and the sex industry olevitie need for human communication or
for anything deeper than a vendor-client relatigmsh the real world.

Along with this transition, the Japanese apocaly@sechanged its scope and
audience again. The target audience is now yooms, lincluding junior high school
students, who can find no connection with the “ospace” of society and community,
and the apocalypse has come to deal only withniheriworld, using the underlying

theme of the world-ending crisis. Since the mi@ds it has increasingly become
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difficult for young people to become fully indepemd, legitimate members of society; it
is difficult for them to join society as maturespensible adults. To join a community
and survive even in fictional settings, therefaseno longer a choice for these youth in
establishing their identities. Many apocalyptimr®s in contemporary Japan have come
to deal with romantic love stories that affirm ingoetent boys with the almost incidental
enhancement of an end-of-the-world crisis. Thesealyptic stories no longer bother to
seek solutions for the trauma of defeat, and ngdoihother to seek maturity, instead
withdrawing completely from meaningful social redatships.

Thus Japanese postwar apocalypse reveals how pespéially male youth,
gradually have lost their connection with societgd @ommunity and remain in eternal
adolescence, totally lacking a way out of the sapped traumatic memories of the defeat
and the atomic bombings. Works ©g and Abe seek to rehabilitate the damaged
identities of the nation and the individual, andegdyptic fiction in the 1980s and 1990s,
especially the manga versionAKIRA tackle the serious discontinuity of the defeat an
ongoing trauma by presenting protagonists witlttioinal but concrete will to become
independent and mature. However, the trauma asuduliinuity are avoided in the
contemporary Japanese apocalypse; the world heedglbeen destroyed, but we never
find out why or by whom.

There are two ways suggested for coping with tises¢emporary crises in
Japanese apocalyptic narratives of the 2000s. i$Xoeause the everlastingly incomplete,
immature state as a means of inversion. Postwpandse culture has long been
preoccupied with how to become fully mature after defeat; Japan has struggled with

Douglas MacArthur’s characterization of the natiori951 as being like a twelve year-
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old boy by the standards of modern civilizatfoieith Vincent points out that there have
been two major discourses to explain the immatwftyapan after the war: one sees the
defeat and the occupational period in terms ofraish, making Japanese culture
impotent and childish, while the other suggests Japan became a maternal society of
absent working fathers and smothering stay-at-hmwoigners who impose their desires on
their children? To cope with this immaturity, critics such a$ Htn in the 1960s and
Kato Norihiro, Asaba Michiaki, and folklorigbtsuki Takahiro in the 1980s offer various
ways to become fully matureOn the other hand, in the 1990s Miyadai Shirgjuad

that Japan can no longer be mature, since theitmaali society that could offer
normative values was completely lost in the 198@kthe new postmodernized society
cannot offer the normative meanings of life andueaf Contemporary Japan must
remain in a state of cultural neoteny forever.

However, Japanese contemporary art has appropaatedubverted this theme of
cultural neoteny, creating new genres and artibits mave won international attention.
Among these, artist Murakami Takashi is particylarvare of the immaturity in
Japanese popular culture, claiming that it derfv@® the trauma of the atomic bombings

and Japan’s long dependence on the US after tleatdeflowever, instead of criticizing

% Here, MacArthur compares Japan to the metaphbyrittaty-five year-old Euroamerican West.
While this statement (delivered several weeks difitetriumphant departure from Japan, on the
occasion of his firing by President Truman) wasintgnded to be hostile, it is nonetheless
revealing, wrapped up as it is in issues of ragsmnhtific racism, religion, colonialism, and
paternity. Unpacking all its possibilities is fa@yond the scope of this dissertation, but suffice
to point out that it underscores the father-soati@hship between the (metaphorically) 45 year-
old MacArthur/America and the 12 year-old son, dapslacArthur’s absence, that is, his
departure from the still occupied Japan, and Hisaguent firing, made it forever impossible, in
Freudian terms, for Japan to reach maturity by @ming this father.

* Keith Vincent, “Nihonteki miseijuku no keifu” (Th&enealogy of Japanese Immaturity), in
Nihonteki $zoryoku no mirai: lgru japanoroj no karései(The Future of Japanese Imagination:
The Possibility of Cool Japanology), ed. by Azumeoki (Tokyo: NHK shuppan, 2010), 21-22.
® Uno, Zero nendai noazoryoku, 225-227.

6 Miyadai, Owarinaki nichip wo ikiro, 168-170.
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this immaturity, Murakami joyfully uses it to coemtWestern cultural authorify.It

might be argued thaekaikeiworks have some similarities to Murakami’s arth&lugh
manysekaikeifictions depict adolescents in a state of powsrless and insecurity,
avoiding serious contact with unknown Others aradifg failure in relationships, as
Karatani Kojin argues inThe Origin of Modern Japanese Literatutee confession of
being incomplete and immature can paradoxicallg b&rategy for maneuvering power.
| do not see theekaikeigenre having reached a stage where it can be eedia
meaningful tool for inversion, however. For onath unlike Murakami Takashi and his
consciously immature art, it does not seem sk&tikewriters have any intention to be
subversive or internationally relevant, and | amhaware of any indication thaekaikei
consumers read the narratives in those ways eifftes is not to say that thgossibility

is not theresekaikeifiction couldbe used to send the political message that Jagmaitsh
own definition, style, and speed of maturity andisra form of resistance against the idea
of maturity defined by Western ideolog$ekaikenarratives’ cyclical approach to time,
and their total lack of growth, however, undermtnis possibility.

On the other hand, another way of coping with thegses is to wait for a chance
to be mature even though the chances of growtkexdremely small, and to be
responsible for one’s relationships even thougly #re fictional in natureThe Sky
CrawlerandThe Quantum Familieslso postulate that we have already entered the pos
apocalyptic age without major conflicts and endjreged claim that it is difficult to seek
growth when endlessness and multiplicity dominagedultural trend; the eternally

young kildren and the reproduction of the protagom The Sky Crawlersnplies the

"Vincent, “Nihonteki miseijuku no keifu,” 28.
® Karatani Ksjin, Origins of Modern Japanese Literatyteans. by Brett de Bary (Durham, N. C.:
Duke University), 77.
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obsolescence of maturity. That the protagonigtha Quantum Familieis a father only
in parallel worlds shows that fatherhood is no lemgaturally achieved. The ending,
which some read as the protagonist being able tofather to his fictional children only
in his subconscious, symbolically implies the imgbgity of achieving realistic maturity.
Also, loss in combat with “The Teacher”Tine Sky Crawlerand the failure ifQuantum
Familiesof a terror attack against the United States m@drby Yukito in parallel world B
allegorically show that it is almost impossible étmmtemporary Japanese to overcome
the trauma of defeat.

However, these works still do not give up a re@lisbpe of coping with
stagnation; these stories indicate the small pisgibf becoming mature by waiting for
subtle changes and by taking full responsibilityatationships, albeit fictional ones. The
Japanese contemporary apocalypse indicates theastagfeelings of endlessness and the
difficulty of maturity due to the loss of the mi@diield and the Symbolic; it presents
unending repetition without interpersonal relatitips or confrontation. However, some
of the works still function to challenge readersrteet the (possibly fictional) Other and
to wait for the banal but realistic hope of thecdigery of a maturity not imposed by the
West but defined by contemporary Japanese. Welimewn a world where there is
virtually no difference between first and last, imegng and end. Moreover, technology
has blurred the boundaries between real and figtiohhe contemporary Japanese
apocalypse can no longer provide a decisive ertdtsygnagination is able to reveal the
fact that there is a possibility that Japan witldats past trauma and its future identity

with its own style, speed and definition of matyrit
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