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ABSTRACT 

4 

Japan has borrowed much from its continental neighbor, China: a 

writing system, ideas of government, religion and aspects of culture. The 

importation of Chinese exemplars and the strong sense of cultural 

indebtedness have been bedanced by a belief in the modem period that China 

was somehow inferior, or had lost its claim to civilizational greatness. This 

schizophrenic impression of China made it possible for Japan to invade sind 

violate China during the 1930's and 40's. Japan's contradictory view of China 

continues to this day. 

In the post-war era, novelists Inoue Yasushi, Takeda Taijim and 

Murakami Haruki have written about the legacy of World War Two and 

Japan's lingering guilt and concomitant revisionism. I intend to demonstrate 

via an examination of these authors, how World War Two, specifically Japan's 

actions in China and Manchuria, and its aftermath are portrayed. 
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1. INTRODUCTION 

The focus of this study is the representation of World War Two and 

Japan's actions in China in post-War Japanese literature. The legacy of 

World War Two profoundly affects the political and economic relationships of 

Japan and its neighbors. The failure of the Japanese government to come to 

terms with World War Two and its aftermath has had an enormous impact on 

the generation which directly experienced the war and those that were bom 

afterwards. 

Japan's evanescent guilt over World War Two, and the periodic 

embarrassing outbursts of nationalist or revisionist-minded government 

officials, have created an intellectual atmosphere which encourages 

examination of the past. Several generations of Japsinese writers have, 

explicitly or implicitly, dealt with World War Two and their personal or 

imagined connection to Japan's actions with respect to China in their fictional 

works. 

These writers have had to deal, both personally and in a collective 

sense, with the duality of realization and acceptance of Japan's war gtult and 

the revisionist pride in a renascent Japan. For the generation of writers 

which, directly experienced the war, the memories of Jap£m.'s aggression in 

China often struggle against a nostsilgie longing for societal norms and mores 

which have passed away. For the yoimger generations of writers, the war is 
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more of a second-hand inheritance, a hand-me-down of memories which 

they feel compelled in some way to chronicle. 

The memories of the war, either direct or inherited, mark a continuing 

chapter in Japan's attempt to deal with, its own past and its relationship with, 

its Asian neighbors. The consequences of the war in China on the education 

system, politics and trade of Japan and the continuing refusal of Japan's 

neighbors to forget (and forgive) the past, mean that Japanese intellectuals 

(and for the sake of my argument I will categorize novelists as such), are 

confronted with the past in a way that requires an ongoing examination of 

Japan's involvement with China. That involvement in China predated World 

War Two and it is instructive to examine the literature of Japan's 

engagement with China prior to the devastating period of the 1930's and 40's. 

Japan's interactions with China in the prewar era produced a body of 

literature which argued both for and against closer relations with China. The 

opening of relations with the West in the late 1800's also led to renewed 

contact with China after hundreds of years of incomplete and second hand 

knowledge. Writers, such as Yosano Akiko, traveled to China and returned 

profoundly affected by the experience. A whole corpus of travel literature 

sprang into existence as Japginese visitors wrote about their perceptions and 

experiences on the Chinese mainlsind.' 

' This has been documented in Joshua Fogel's, The Literature ofTravel in the 
Japanese Rediscovery of China. 1862-1945 (Stanford: Stanford UP, 1996), 267. 
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Increased contact with. China led to a serious reexamination of Japan's 

cultural legacy as it related to China. Japan, eager to be seen as an equal in 

the eyes of the European and American powers, began to attempt to distance 

itself from the contemporary China and instead chose to claim a mantle of 

superiority. The disintegration of the Chinese empire, and the weakness it 

demonstrated vis-^-vis the West, was alarming to Japanese who saw 

profoxmd similarities between their own situation and China's. At the ssime 

time, a great deal of respect remained for the shared cultural heritage with 

China, and this respect did not precipitously decline until the Sino-Japanese 

War of 1894-1895.' 

The Sino-Japanese War was marked by the "casting of the war as a 

conflict between civilization gind barbarism..."'' The Chinese quickly were 

categorized as inferiors and beasts. ® This negative characterization was, in 

p£irt, influenced by the Japanese realization that the Chinese military was a 

paper tiger and the tacit and implicit encouragement of European powers 

who saw the struggle as a battle between the forces of enlightened modernity 

' Donald Keene has chronicled the surprise felt by the Japanese when they saw 
China easily defeated by Western powers such as England. In Shively, Tradition and 
Modernization in Japanese Culture (Princeton: Princeton UP, 1971), 122. 

' Ibid., 125. 

^Carol Gluck, Japan's Modern Mvths (Princeton: Princeton UP, 1985), 135. 

'Ibid., 135. 
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versus backwards antiquarianism. ® This attitude served as a precursor to 

the equally imperialistic attitudes of the 1930's and 40's. 

With the defeat of China in the Sino-Japanese War, sind the 

subsequent modernization of Japan, the Japanese people began to see 

themselves increasingly as bearers of a cultural mission in the Orient. 

Theorists began to postulate a conception of Japan as the inheritor of China's 

lost greatness. That is to say, China had lost the "mandate of heaven" 

through its backwardness and thus deserved Japan's contempt. The war 

"enhanced national confidence and pride of empire at the expense of an age-

old cultural respect for China." ^ This idea, coupled with Japan's desire to 

emulate the West and be treated as an equal power, set the stage for 

imperialist encroachment on the Asian continent. Japan thenceforth saw 

itself as a "Western" power with all of the presumed rights and 

appurtenances thereof. This self-definition could be called an identity 

crisis. 

Japan was at once a modernizing, industrial power on Western lines 

and a nation with historic, cultural and religious ties to the older civilizations 

on the mainland. The conflict between these realities was intense. This 

crisis sparked the creation of two ways of conceptualizing China in Japan. 

°Donald Keene in Shively, Tradition and Modernization in Japanese Culture 
(Princeton: Princeton UP, 1971), 173. 

^Carol Gluck, Japan's Modern Myths (Princeton: Princeton UP, 1985), 136. 
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Many Japanese came to believe that they "could now praise ancient China as 

8in early, glorious stage of an oriental culture, and, at the same time view 

contemporary relations in the context of a progressive order led by Japan." ® 

Political theorists, such as Fukuzawa Yukichi, believed that "as civilization 

and enlightenment move against them, like a measles epidemic, the Chinese 

and Koreans resist its natural diffusion. Sealing themselves in a closet in 

order to avoid contagion, they succeed only in blocking air circulation and 

suffocating to death," ® It was with this admittedly odd-sounding metaphor 

that Fukuzawa dismissed contemporary Chinese efforts to modernize and 

absorb the cultural and technological advances of the West. At the same 

time, it must be pointed out that Fukuzawa advocated separation from a 

backwards and recalcitrant Asia. His ideas were modified and changed, and 

other theorists in favor of engagement in Asia advocated an expansionist 

philosophy which eventually won out. This led to the attitude among some 

Japanese that although "Japan was indebted to ancient China..." it (China) 

"was helpless...incompetent and misimderstanding of Japan's true aims...." " 

Four types of attitudes may be observed emerging: 

1. The Japan-China Alliance Thesis—Western pressure is seen 

®Ibid., 200. 

'Mye, The Chinese and the Japanese (Princeton; Princeton UP, 1980), 330-31. 

'"Tanaka, Japan's Orient (Berkley, Los Angeles: University of California Press, 
1993), 201. 
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as forcing Japan and China to work together, making an alliance 
expedient; 2. The Renovation of China Thesis-Since China is 
powerless as an ally, steps must be taken to renovate and 
strengthen it; 3. The Dissociation from Asia Thesis-Since the 
onset of the age of imperialism has created an emergency that 
precludes waiting for the restrengthening of China, any notion of 
concerned action should be discarded; 4. The Invasion or Trotect 
China' Thesis--The need for Japan to conform to the ways of the 
advanced imperialist powers dictates that China be seized 
necessitating a war with that nation. " 

These attitudes competed against each other, and no single attitude emerged 

as aU-powerfiil immediately. Over time, however, the fourth attitude began to 

dominate. Yet it must be observed that some intellectuals and scholars of the 

time regarded the sepgiration from Asia and imitation of the European 

powers as '^he loss of...a universe." 

Clearly, the above attitudes are elite ideas which need to be separated 

from popular beliefs. The Chinese people had long served as a familiar yet 

mistrusted Other. " Japanese referred to Europeans arriving in the sixteenth 

and seventeenth Century both as namban jin (Southern Barbarians) and 

tdjin. Tdjin basically meant "Tang Chinese." In the absence of traditional 

knowledge of foreigners besides Koreans and Chinese, it was only natural 

" Hashikawa Bunso, "Japanese Perspectives on Asia: From Dissociation to 
Coprosperity" in Mye, The Chinese and the Japanese (Princeton: Princeton UP, 1980), 337. 

"Karatani Kojin, Origins of Modem Japanese Literature (Durham and London: 
Duke UP, 1993), 43. 

'^The issue of the created Other is dealt with in great detail by Ronald Toby, "The 
'Indianness' of Iberia and changing Japanese Iconographies of Other" in Stuart Schwartz's 
Implicit Understandings (Cambridge and New York: Cambridge UP, 1994), 323-353. 
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that Japanese should refer to newly-encountered Others as tojin. After the 

expulsion of all European foreigners but the Dutch, the term tojin continued to 

serve as a useful referent to any people who were seen as outside the pale of 

Japanese civilization. In the post Sino-Japanese War era, the attitudes of 

non-intellectual Japanese "can be characterized as a mixture of two extremes: 

abundant curiosity and goodwill toward China, on the one hand; and contempt 

and prejudice on the other." " These attitude served as precursors to the 

expansionist poHcies of the 1930's. In many respects, this mixture of 

attitudes continues to the present day. Komada Shinji has noted what he 

calls "Nihonjin no Chiigoku e no akogare" (or the Japanese people's longing for 

China. T At some level, due to the linguistic, religious and cultural 

influences of China, as weU. as the dark legacy of World War Two, Japanese 

people continue to be fascinated with China. 

During the period before Japgin's expansionist empire had entered into 

China proper, it became common for Japanese writers and intellectuals to 

visit China. Much has been written of novelists such as Kawabata Yasunari 

and Tanizaki Junichiro's fascination with China. Tanizaki in particular is of 

interest to me because in so many ways he shared the latter-day Murakami 

Haruki's concomitant fascination with China and the West. Tanizaki visited 

China several times and formed deep and lasting friendships with Chinese 

"Ibid., 338. 

"Enkei to Kinkei: Chugoku. Chugoku Bunka. Nihon (Tokyo: Keiso Shobo, 1983), 3-9. 
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intellectuals. Tanizaki's exoticization. of the West was accompanied by a 

deep and abiding passion for Chinese culture. This influenced Tanizaki's 

thinking with respect to the Japanese novel. He compared Japanese 

literature to Chinese literature and found the former lacking. " Tanizaki 

beheved that the truly successful Japanese novel was often a pale imitation 

of a Chinese exemplar. Japan's sense of marginality is clearly present in 

Tanizaki's ideas. China is at once the exoticized suid romeuiticized past auid 

omnipresent reminder of Japan's inferior status vis-li-vis the West. 

Much has been written of Japan's atrocities in China during the 1930's 

and 1940's. China was, for the second time in a century, exposed to the 

humiliation of defeat by the Japanese. China's internecine strife and loss of 

control over its own borders created a situation in which China was 

essentially powerless to prevent Japan from establishing a puppet state in 

Meinchuria which they caUed Manchukuo. Japan attempted to legitimize its 

actions in Manchuria by bringing in various Japanese novelists and 

intellectuals to write glowingly of the Japanese civilizing mission in greater 

China. This included Tanizaki Junichiro's friend Sato Haruo. The writer 

Yosano Akiko visited Meinchuria and Mongolia £uid wrote interesting 

'®Inoue Kota describes Tanizaki's visits to China and the inspiration such visits 
provided to his literature in "TaishS Modan and the Cultural Logic of the Taisho Period" 
(M.A. Thesis, University of Arizona, 1995), 85. See also Joshua Fogel's The Literature of 
Travel in the Japanese Rediscovery of China. 1862-1945 (Stanford: Stanford UP). 

'^This issue of Japan's inability to construct intertwining plot strands is discussed in 
Karatani Kojin, Origins of Modem Japanese Literatvu-o (Durham and London: Duke UP, 
1993), 165-66. 
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descriptions of daily life as experienced by the Chinese people. Her 

impressions provide valuable insights to conditions at that time, and her 

writing is marked by intense fascination. At the same time, the contradictory 

nature of her work is evident. Her positive and remarkably open-minded 

attitude must be contrasted with words which seem to praise the Japanese 

expansion into Manchuria. Her seemingly strong support for the Japeinese 

war effort would seem incompatible with works like Kimi shinitamo koto 

nakare (Brother. Do Not Give Your Life) in 1904, wherein she pleaded with her 

brother to think more of his family than his obligations to die in the service of 

the Emperor. That work jfirmly established Yosano as a poet of extraordinary 

talent and presumably pacifist convictions. ® Yosano's writings in praise of 

the Pacific War and the rightness of the Imperial cause stand at odds with 

her earlier work and have been the subject of much discussion by both 

Japanese and foreign scholars. 

Japan's experiences in Manchuria and in China proper would be 

considered by authors such as Yasushi Inoue, who served in the Japanese 

Army in Manchuria, as well as by Takeda Taijun, who served in the army and 

Kved in Shanghai. The experiences of average Japanese, who themselves 

"See Joshua Fogel's The Literature of Travel in the Japanese Rediscovery of China. 
1862-1945 , (Stanford: Stanford UP, 1996), 266 and ff. 

''Ibid., 269. 

'"Steve Rabson examines this issue in some detail in "Yosano AHko on War: To 
Give One's Life or Not—A Question of Which War" in The Journal of the Association of 
Teachers of Japanese. 25:1 (1991),45-54. 
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witnessed horrific atrocities committed by their own countrymen, contrast 

sharply with the continued official Japanese failing to adequately come to 

terms with war-time Japanese deeds. This failure to directly and honestly 

confront the past has encouraged both writers who personally experienced the 

War, and yoimger ones who do not have a clear memory of the war, to focus on 

the subject of Japan's war in China. The continuing repercussions of the 

legacy of World War Two have influenced middle-aged and younger writers, 

such as Murakami HaruM, to examine the past through their fiction. 

The brief historico-cultural background outlined above reveals that 

Japanese intellectuals' efforts to engender a national debate on the subject of 

Japan's war responsibihty, especially in regard to Japan's invasion of China, 

are ongoing. My primary focus will be to demonstrate that this particular 

concern with China did not end with Japan's defeat in World War Two, or with 

various official apologies by Japanese leaders past and present, but continues 

to the present day. 

In Chapter Two, I will present a writer who had persongd war-time 

experience in China £ind examine his approach to the depiction of China £ind 

Chinese themes in that context. Takeda's introspective "A Generation of 

Vipers" and his equally inward-looking "Metsubo ni Tsuite" (On Destruction) 

deal with the author's struggle to recondle his idealism with his sense of 

complicity in Japan's actions in China. 
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Chapter Three will be dedicated to the writings of novelist Murakami 

Haruki. My focus on Murakami is not meant to be a reexamination of his post 

modernist themes, but rather his ongoing process of maturation as a writer-

one who has moved from a cursory, surface treatment of China and Chinese to 

a more detailed examination of Japan's war-time deeds. In particular, I will 

be looking at his latest work, The Wind Up Bird Chronicle , which deals in 

particular with the Nomonhan Incident of the 1930's wherein Russia and 

Japan fought briefly in Manchuria. The book also contains some disturbing 

scenes of a massacre, first of animals and later of Chinese people, in a zoo in 

the final days of World War Two. Additionally, I will be looking at his earher 

writings for signs of a concern with Japan's war deeds in China. My analysis 

will demonstrate the importance of the war and China in his writing and 

thereby argue against some writings regarding Murakami and China which 

have rather dismissively relegated the Chinese themes and characters in his 

stories to the dustbin of literary tropes. 

In Chapter Four I wiU examine the work of Yasushi Inoue. Inoue's 

historical works, often set in ancient China, are worthy of examination both 

for their allegorical content as well as an obvious refusal to deal with a more 

modem China. Inoue's conservative longing for tradition, especially 

transcendent arts, virtues and ideas, as well as his efforts to potentially 

justify Japan's war-time deeds, contrast greatly with his S5anpathetic 

depictions of nations and people caught up in the larger events of their times. 
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An examination of a selection of his works, as well as relevant critical 

Kteratore, will enable me to analyze how World War Two China and Chinese 

people are portrayed in his writing. 

While a conscious effort to directly confront Japan's war in and with 

China may not be readily apparent, these writers (Takeda, Murakami and 

Inoue) have all, in varying ways, attempted to confront the past and reconcile 

the contradictory nature of renascent nationalist feelings with the admission 

of Japan's terrible actions in the 1930's and 40's. Though each wrote works 

that are very different and set in different time periods, the commonality of 

the influence of World War Two is evident and worthy of examination. 



2. PERSONAL EXPERIENCE, HISTORY AND REMINISCENCE 

Takeda Taijun (1912-1976) 

17 

This section begins with an analysis of Takeda Taijun with the purpose 

of examining his portrayal of World War Two China and Chinese and how his 

work reflects his experiences ia the Japanese military and. his life in 

Shanghai at the end of World War Two. Along with Mishima and Oe, Takeda 

is regarded as one of the premier rank of post-war novelists. Perhaps more 

than writers such as Yasushi Inoue or Murakami Haruki, Takeda came by his 

fgisdnation with China early on. 

Takeda began to focus intensively on Chinese literature during high 

school in the late 1920's. He continued his interest in that subject by 

majoring in Chinese literatiure at ToIq^o Imperigil University. Takeda flirted 

with left wing causes while at the university (he later dropped out). He was 

called to military service in China in 1937, and he served for two years. His 

military service, and subsequent life in Shanghai prior to Japan's surrender, 

had profound effects on his writing. As the son of a Buddhist priest, he 

naturally believed that violence and killing were wrong; as a soldier he had 

violated his own moral code. ^ It was the surrender of the Japanese army 

which forced him to clearly confront the issue of his own war guilt as well as 

^"Takeda Taijun in "Sakka ni Kiku." Takeda Taiiun Kenkvu (Tokyo: Chikmna 
Shobo, 1980), 3-5. 
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the larger question of Japan's responsibility. 

Takeda focused on the idea of an individual's potential for evil. His 

characters are often aware of their own responsibility for their actions and are 

tormented by the struggle to merely exist or to confront their own or others' 

evil. The story which perhaps best represents this is "Mamushi no Sue," 

translated as "This Outcast Generation" (a better translation would be "A 

Generation [or Brood] of Vipers"). Clearly the title is a Biblical reference 

(Matthew 23:33), and Takeda is scourging himself, along with Japan, with the 

name. Just as Jesus lambasted the Pharisees with the accusation of being 

outwardly pure but inwardly full of corruption, Takeda attacked the hypocrisy 

of Japan's intellectual class which was complicit in the war in China while 

claiming to be innocent of the charge. 
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"This Outcast Greneration" 

The story "This Outcast Greneration" is somewhat autobiographical, 

being the tale of a Japanese writer who (Kke Takeda himself) has previously 

worked for the Japan-Chinese Cultural Association who is reduced to 

translating (or forging) official documents for the flotsam and jetsam of 

refugees who are seeking escape from Shanghai in the wake of the Japanese 

suirrender. The story begins with self-contemplation on the part of the 

narrator/main character, Mr. Sugi. He is lying in the sun and contemplating 

his own survival in the aftermath of Japanese defeat. The sounds aroiind biTn 

are fuU of meaning, especially the voices. "From the aUey below came the 

almost threatening voices of Chinese haggling over bargains from the 

Japanese. The voices of the Japanese were low, feeble, and confused, so their 

customers sounded even more overbearing in their abuse." ^ From the first 

then, Takeda is setting a mood-one in which the Japanese populace is 

humiliated, frightened and downcast. The Chinese population, in contrast, is 

empowered and aggressive. Takeda is impljdng that there has been a role 

reversal by meeins of the Japanese surrender. 

The first page continues with the narrator's reflection that, "You can 

lose a war, see your country coUapse. And still you can go on Uving." This 

invites the reader to ask the obvious question: What kind of life? The 

"'This Outcast Generation and Luminous Moss. Trans.,Yusaburo Shibuya and 
Sanford Gfoldstein (Rutland, Vermont and ToIq^o: Charles E. Tuttle Co., 1967), 21. 



Japanese residents of Shanghai are quick to cast themselves on the mercies 

of the Chinese Nationalist Government forces, covering their homes with 

Nationalist flags and pictures of Chiang Kai-shek. The narrator refers to 

these talismans as "a guardian angel..." ® This quite natural human desire to 

take any means necessEiry to survive takes on the form, not only of posting 

pictures of leaders one does not respect 2ind rising for national anthems one 

does not recognize, but of taking on jobs which require one to take advantage 

of the misfortunes of others. The narrator is critical of his own ability to put 

aside self-contemplation auid selfishly perform tasks that provide him with 

the money to continue to enjoy his favorite foods and drinks. He stoops to 

almost any level in order to get paid. He condones illegality and takes 

advantage of the poor and the starving. He himself acknowledges, "I never 

felt that I was working for the benefit of Japanese residents." 

The narrator does not feel sjonpathy for much of anyone. Japanese 

helplessness perhaps reminds bim of his own precarious position. He 

witnesses the theft of a Japanese man's hat by "a young delinquent" and is 

disgusted by the "sight of his helpless eyes." ® In fact, the only person the 

narrator does feel any pity for (and it is a pity tinged with lust) is the 

Japanese wife of an invalid who is being sexually abtised by a powerful man 

"Ibid., 21. 

'This Outcast Generation. 23. 

''Ibid., 30. 
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in the Japanese community. The narrator, Mr. Sugi, is hired by the couple to 

assassinate the abuser, a man by the name of Karajima. This is, of course, 

slightly outside of Mr, Sugi's general purview. Apparently his competency as 

a forger eind "fixer" lead the couple to confide in him. He agrees to hear the 

couple's pleas and it is on his return fi-om their home that he passes through a 

neighborhood and, "[f]or the first time apparently, I discovered that all these 

Chinese were living together, indifferent to me and other Japginese." ® It is 

interesting that Sugi (perhaps serving as an alternate for Takeda himself) is 

finally aware of his own lack of importance in the larger scheme of things. The 

hubris of the Japanese people in assuming for themselves an historic role to 

lead the inferior Chinese people to greatness is revesiled as empty dreams. 

The Chinese people had, and would continue to live out their daily Uves with 

little concern about the Japanese Empire. 

The narrative continues with Mr. Sugi's growing infatuation with the 

woman and a concurrent fascination with Mr. Karajima, the mem. he is to kill. 

Prior to this point he has attempted to distance himself from Karajima. 

Karajima had been an important member of the Japanese war-time 

community and had actively preached the Imperialist doctrine. Mr. Sugi 

begins to realize that he is not as different firom Karajima as he would like to 

believe. 

Throughout the story one encounters Mr. Sugi's periodic contacts with 

''Ibid., 36. 
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CMnese soldiers and commoners. For the most part, the Chinese people are 

remarkably restrained in their treatment of their former masters. The 

Chinese soldiers especially show restraint when Sugi and other Japanese 

refuse to show them proper respect or try to ride through military checkpoints 

without stopping. Sugi in particular, through his "careless or la2y" behavior, 

often breaks the rules, but he does not feel anything approaching guilt for 

refusing to comply. It is as if in the aftermath of defeat he is unable to feel 

anything at all. ̂  

The confrontation with Karajima, the man Sugi is to murder, contains 

an interesting dialogue regarding China and Chinese people. Karajima, 

perhaps in an effort to defend his actions, accuses Sugi and other Japanese of 

being parasitic in their attempts to make a living. Again we get a sense of the 

commonahty between Sugi and Karajima. Both men despise weakness. 

Karajima is unconcerned about his wsir crimes. He is more concerned with 

being respected as a powerful man. "...I won't allow them to despise me. I 

guess the3^ charge me with war crimes. Maybe the Chinese government will 

throw the book at me. But you bastards can't. You never will...," (59) These 

are almost prophetic words. In these few sentences Karajima lumps aU 

Japanese together by virtue of their collective guilt and predicts that nothing 

will happen to him as a result of any Japanese official action. 

Karajima serves to vent Takeda's feelings on Japan and Japanese 

" See This Outcast Greneration. 42-43, for examples of Sugi's irresponsible behavior. 
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intellectuals. "What the hell's this bitch of a Japan that's made up of me and 

bastards like that?...You Japanese intellectuals, what's more, are the nerve-

endings of a strange and ridiculous race." (63) Sugi emerges from his meeting 

with Karajima and imagines himself transformed into a beast. Contact with 

Karajima makes him feel "like a monster of superior physical strength 

emerging from the forest to the spot where blood was to be spiUed." (65) 

Sugi continues to awaken to feeUngs of sudden understanding for the 

city and people he inhabits and interacts with. On an excursion with the wife 

of the invalid he suddenly realizes that the sight-seeing Chinese are ignorant 

of Japan and that his only link to a people and a place is through his fellow 

Japanese. He finally is aware that his life in Shanghai and his relationship 

with China has been transitory. Japan's occupation of China and attempt to 

control China's destiny have been equally transitory. If we consider that Sino-

Japanese relations have fluctuated historically between engagement and 

isolation, the passing of Japan's imperial designs on China can be seen as 

another trsmsitory event in the long span of interaction between the two 

countries. 

Sugi's attempt to kill Karajima is successful despite his own 

inadequacy. He arrives on the scene after Karajima has already been stabbed 

by a nameless attacker. He completes the job with his axe, and, in so doing, 

realizes that Karajima was just a mgm^ a weak, fearftd man. Sugi leaves the 

scene and attempts to hide any evidence of his own involvement. Once again 
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his instinct for self-preservation takes over. 

Sugi, the invalid and the invalid's wife are soon repatriated to Japan. 

It is on board ship that the story concludes. The invalid has begun to hate 

Sugi, perhaps because Sugi had the strength to at least attempt to kill 

Karajima. The invalid hates himself for his weakness and inability to take 

action himself. Thus we have come fuU circle. The dislike of weakness and 

inability to act is universal to Takeda's characters in "This Outcast 

Generation." The narrator, Sugi, struggles with guilt for his participation in 

the murder of Karajima. He does not see himself as strong and resolute at 

all. He opportunistically took advantage of Karajima's mortal wound and 

finished the job. Opportunism is at the core of his character. Sugi is willing 

to do whatever it takes to live and is willing to violate every ethical code he 

possesses to get by. Like the real life Takeda, the narrator returns to Japan 

uncertain why he, apart from so many others, has survived. 

It is my belief that we can equate Karajima, the abusive, ultra-

nationalistic character, with Japan itself. Karajima takes advantage of the 

weakness of the woman's sick husband, much like Japan took advantage of 

China's political and economic instability. Karajima is the evil or 

exploitative side of Japan. In order to fi:ee both Japan and China firom the 

evil of this fascist character, the Japanese themselves must rid themselves of 

the darker part of their history. Sugi can be interpreted as the repentant, 

humiliated side of Japan which seeks to cut out the cancer of imperialist or 
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ultra-nationalist tendencies from the national character. Sugi's failure to kiU 

Karajima is similar to Japan's failure to purge the Japanese government and 

society of the ideology and characters who had led Japan into war. The 

unseen, unknown actual killer of Karajima is an outside force which is the 

only force able to purge Japgin of this evil. Whether we see this outside force 

as the United States Occupation forces and their short-lived efforts to rid 

Japan of the past, or whether we interpret the unseen killer to be future 

generations of Japanese who seek to free themselves from the legacy of 

Japein's war-time actions, Takeda's intent is clear. Japan has failed to purge 

its collective soul of the war-time evil. ® 

" Takeda's prescience in realizing that Japan would fail to live up to the promise of 
post-war democracy is evident. He wrote this work in 1947, before the end of the 
Occupation, when it was apparent that purged elements of the inter-war government would 
not be purged but woiild be rehabilitated due to their presumed anti-Communist 
credentials. 
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"Metsubo ni Tsuite" 

In his essay titled "Metsubo ni Tsuite" (On Destruction) first published 

in 1948, Takeda was concerned with coming to grips with the destruction of 

Japan's empire and the belief system which had, for so many Japanese, 

provided a sense of purpose. He recounts in that essay his feelings after 

Japan's surrender was annotmced. "After the war's end I lived in Shanghai 

and I had just heard the happy voices of many people of the world and I was 

tense as if surroimded by more than destruction." ® Takeda beKeved that the 

destruction of Japan's empire and the end of the war was a universal 

phenomenon. "Destruction is not only our fate, but rather it is shared by all 

Kving things. The world's countries will all at one time be destroyed. The 

peoples of the world wiH all at some point also be destroyed." ® 

The shock of suddenly going from conquering power to war crimingd was 

as difficult for Takeda as it was for his character Sugi. Takeda and a friend in. 

post-surrender Shanghai consider that suddenly they are transformed into 

criminals. They have not changed themselves, but in the eyes of the world 

they have been transformed. "In order to repulse our consciousness of this 

(realization) we forced smiles and tried to act normal." It was this 

'^"Metsubo ni Tsuite" (On Destruction) in Takeda Taiiun. Chikuma Nihon Bungaku 
Zenshu (Tokyo: Chikuma Shobo, 1992), 455. 

'"Ibid., 448. 

""Metsubo ni Tsuite", 447. 
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realization and the trouble that Takeda felt which led Him to seek comfort by 

reading The Revelation of St. John in the Bible as weU as Dostoevsky'sjCrime_ 

and Punishment. Takeda felt that Grod was "calmly looking around at all of 

these people and laughing sarcastically." ̂  Clearly, Takeda's God was a 

capricious and judgmental God, or perhaps that is the only way Takeda could 

comprehend Grod in the ruins of his belief system. 

Takeda's imagery of China is similarly harsh. He does not try to deny 

what Japan did to China. He compares China to a much divorced (without 

cause) woman who has been raped numerous times by a Japan which lusts for 

her maturiiy. ® He is referring specifically to Japan's cultural borrowing from 

China for which China gets little benefit. These are shocking words which like 

many of his other comments, level the accusation of complicity, not just at 

Japan but at Japanese intellectuals, himself included. 

Takeda's recognizes Japan's collective responsibility for its actions and 

also points to an awareness of China as having and making its own destiny. 

His portrayal of Chinese is altematingly stereotj^ed and disconnected. They 

do not seem to affect him personally. He floats through life without much 

contact with average Chinese people. Takeda is concerned with psychological 

and spiritual introspection of his own, and, by extension, all of Japan's 

complicity in the war in China. 

"Ibid., 448. 

"Ibid., 453. 
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China and Chinese people are, for Takeda, the reminders of his past 

compliance and active participation in Japan's war-time occupation forces. 

He, no less than militaristic Japanese as represented by Karajima, 

dehumanized Chinese and did not really see them. In "Metsubo ni Tsuite" as 

well as in "This Outcast Greneration" there is a sudden realization of the 

humanity of Chinese and the fact that China has existed, and will continue to 

exist, into the future despite the actions of Japan during the war. 

Takeda is quite frank in his portrayal of Japan's war-time deeds. This 

honest portrayal of Japan's past, and the failure of Japanese intellectuals to 

speak out against the war, really sets his work apart from other authors in 

his generation such as Inoue Yasushi. A realistic observation of the war-time 

past is shared by the next author in this study, Murakami HaruM. 
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3. WIND-UP BraDS, MASSACRES AND MANCHURIA 

Murakami Haruki (1949-) 

Murakami Haruki is probably not someone who immediately comes to 

mind when considering the portrayal of China and Chinese in Japanese 

fiction due to his pencheint for writing stories set in the decadent 1980's of 

Tokyo. However, his most recent work. The Wind-Up Bird Chronicle, merely 

marks the evolution of an already exteint interest in China and Chinese. 

Often categorized as a post modem writer, Murakami's novels have 

elements of detective stories, mysteries and science fiction. The traditional 

Japanese literature establishment has largely ignored his work, considering 

him too much of a "pop" novelist. However, Murakami has developed a 

tremendous public following and tremendous success. It is assumed that 

Murakami's works are useful only insofar as they possess entertainment 

value. 6e Kenzaburo refuses to consider Murakami a worthy inheritor to the 

mantle of '^"unbungaku sakka" (author of pure literature). In an essay he 

rejects Murakami as a serious writer. ^ Writers apparently worthy of Oe's 

respect, such as Takeda Taijun, wrote literature that had a purpose other 

than entertainment. Oe is incredibly blind to the less obvious messages in 

Murakami's work, and it would be interesting to see if The Wind Up Bird 

Chronicle marks the establishment of Murakami as a '^eal" author in the 

^^"Japan's Dual Identity" by Oe Kenzaburo in Miyoshi and Harootunian, 
Postmodernism and Japan (Duke and London: Duke UP, 1989), 200. 
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eyes of 6e and other critics. 

David Pollack has rejected Murakami's writing as "shallow" £tnd 

lacking in "action." ® Other authors reject the trappings of Western culture 

and music which pervade his writing. Certainly the depth and breadth of 

Murakami's passion for music of all genres can be overwhelming. His passion 

for things Western and especially American, is, to my thinking, merely a 

continuation of a long-stsinding Japanese tradition of infatuation with things 

foreign. The fact that his latest work deals so expressly with Chinese themes 

and memories of World War Two demonstrates that he is moving beyond a 

passion for the West and finding another exotic locale to examine. 

Additionally, while his earlier writings seem to be full of the disappointed 

student radical's attempts to find meaning in the aftermath of the collapse of 

the student movement of the late sixties and early seventies, The Wind-Up 

Bird Chronicle seems to hint at a desire to examine the dark vestiges of 

Japan's World War Two legacy. 

As I have mentioned. The Wind-Up Bird Chronicle is only the latest in 

a series of Murakami works which seem to deed explicitly with China or 

Chinese themes. As I did with Takeda, I will examine various examples of 

his work, beginning with "A Slow Boat to China" and concluding with The 

Wind-Up Bird Chronicle. 

^"^eading Against Culture: Ideology and Narrative in the Japanese Novel. (Cornell: 
Cornell UP, 1992), 228. 
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"A Slow Boat To China" (1980) 

Murakami's interest in China is first clearly evident in the short story 

entitled "A Slow Boat to China". Earlier references to China and Chinese 

people popped up in his books Hear the Wind Sing (1979) and Pinhall 197.S 

(1980). In those works, the references are largely limited to the nationality of 

"J" of "tTs Bar". It is in "A Slow Boat to China" that a fascination with China 

truly emerges. 

The story begins with a somewhat biographical recounting of the 

narrator's first encounter with a Chinese person. The narrator, like the real-

life Murakami, grew up in a harbor town (Kobe) which had a fairly large 

population of Chinese inhabitants. As with many Murakami works, he 

periodizes the episodes in the story in light of obscure cultural, historical 

and/or musical events. His first experience with a Chinese person occurred 

during elementary school. He regards his elementary school experiences as 

"those pathetic six years of sunsets in the heyday of postwar democracy." ® 

The narrator regards his existence and the idea of his eventual death and ties 

them together with his memories of Chinese people. As he says, "...death, for 

some reason, reminds me of the Chinese." ̂  This statement seems to point to 

an awareness of the massive destruction wrought on the Chinese people 

Slow Boat to China" in The Elephant Vanishes, trans. Alfred Birnbaum and Jay-
Rubin (New York; Vintage International, 1993), 219. 

"Ibid., 220. 
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by the Japanese government. The actual Japanese text could be trginslated 

as, "Why is it that death reminds me of things concerning the Chinese? " ® 

Murakami did not himself experience the war first hand, but the second-hand 

stories he heard and the little knowledge he has gained lead to associate 

death with China. Murakami does not go into any more detail than that. 

This statement comes at the end of a section prior to which he recoimts his 

first experience with Chinese people. He is setting the stage for a discussion 

of personal and, I believe, collective memory. The memories of his youth and 

his initial encounters with Chinese people contrast strongly with his inability 

to remember any physical characteristics about the Chinese people. 

Murakami does not overwhelm the reader with lessons which are supposed to 

be learned. Instead, he allows the reader to draw his or her own conclusions. 

It is interesting that this statement comes in the context of the 

narrator's telling of how he came to meet his first Chinese. In the period 

leading up to his first meeting with Chinese people, he is involved in a 

baseball game wherein he is injured. The significance of the baseball field 

and the dirt bears a remarkable similarity to the scene in The Wlnd-Up Bird 

Chronicle where Chinese prisoners dressed in baseball uniforms are forced to 

dig their own graves before being killed. ® Murakami has often ia the past 

See Murakami Haniki Zensakuhin (1979-1989) Volume 3, "Chugoku Yuki no 
Suroboto" (Tokyo: Kodansha, 1990), 13. 

" For more on this see The Wind-Uo Bird Chronicle, trans. Jay Rubin. (New York: 
Alfred A. Knopf, 1997), 518. 
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expanded themes and ideas from his short stories into larger novels, and this 

may be a possibility here as well, one that I shall return to in my examination 

ofThe Wind-Up Bird Chronicle. 

The narrative continues as the narrator explains in what context he 

encoiintered his first Chinese person. He is assigned to attend a Chinese 

elementary school for the purpose of taking a scholastic aptitude test. The 

Chinese principal of the school is the first Chinese person with whom the 

narrator comes into contact. The narrator's thoughts on this meeting are 

instructive. "He didn't look Chinese. But what did I expect? What was a 

Chinese supposed to look like? " Already the reader is taught an important 

lesson in Murakami's world view. Japanese and Chinese people often cannot 

be physically differentiated. The Chinese teacher's words are fuU of meaning: 

In this classroom...Chinese students the same age as yourselves 
study as hard as you do.„.Now, as you aU know, China and Japan 
are neighboring countries. In order for everyone to enjoy happy 
hves, neighbors must make friends. Isn't that right?....Of course, 
some things about our t;wo countries are very similar and some 
things are very different. Some things we understand about each 
other and some things we do not....But if you make an effort, you 
can still become close....in order to do that, we must begin with 
respect for each other,.., 

The teacher's words convey an idea that Murakami goes on to expand upon. 

People are individuals and nations are groups of individuals. It is only 

through imderstanding and making em attempt to understand others that 

"Ibid, 223-24. 



34 

these diverse individuals can live peacefully. 

The narrator goes on to state, "...there were quite a few Chinese around. 

Not that they seemed any different from the rest of us. Nor did they have any 

special traits. They were as different from each other as could be, and in that 

way they were the same as us."One of the few Japanese critics who 

specializes in Murakami's fiction has speculated that Murakami's familiarity 

with America and things Western have led Him to a belief system which 

emphasizes equality eind individusdism (at least on a personal level). 

However, what can almost be called nihilism crops up in Murakami's works--

perhaps hinting that the disenchanted young student activist in Murakami is 

clearly aware of the failure of his generation to create a truly egalitarian and 

democratic society in Japan. 

This can be seen when we consider the fact that, in this story, young 

Japanese are taking an entrance examination at a Chinese school. Why are 

the Chinese students not there? Are the Chinese students taking a similflr 

test at another school? Why are they segregated by race? These are questions 

to which Murakami does not provide answers, but taken in the context of his 

reference to the short-Kved post-war democratic experience in Japan, it would 

suggest that Japan's exploitation of China did not end with defeat in World 

"Ibid., 225. 

^^^This is Kuroko Kazuo's argument in Miirakami Haruki: Za Rosuto Warudo (Tokyo: 
Rokko Shuppan, 1989), 163-64. 
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War Two, but continues in Japan itself. 

"A Slow Boat to China" continues with Murakami's next vignette 

dealing with his contact with Chinese people. The narrator tries to begin a 

relationship with a young Chinese girl. The narrator learns that the girl has 

never been to China, Hong Kong or Taiwan. The girl is more Japanese than 

Chinese in that she barely speaks Chinese; she is in fact more conversant in 

Japanese and English than she is in Chinese. The narrator, in typically 

Murakami-esque fashion, fails to leam much more about the young woman. 

On a date with her, the narrator mistakenly puts her on the Yamanote train 

going the wrong direction (the Yamanote makes a big loop around ToJq ô; it is 

possible to get to one's destination by simply staying on the loop, but it takes 

a long time). The narrator waits for the girl at her stop where he tries to 

persuade her that it was only stupidity, not malice, that made biTn put her on 

the wrong train. While it is not spelled out, there is an imdercurrent of 

mistrust on the part of the Chinese girl. She says to him, "It's okay...This was 

never any place I was meant to be. This isn't a place for me." ^ Soon after 

this incident, the narrator loses track of the girl and is unable to find her 

again. 

What does it mean, then, that the young woman does not beheve Japan 

is any place for her? Taken in the larger context of Murakami's examination 

^^This second vignette and the quotation appear in Murakami Haruki, "A Slow Boat 
to China" in The Elephant Vanishes (New York: Vintage International, 1994), 230. 
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of World War Two and the legacy of Japanese treatment of Chinese, we can 

read this statement as a realistic understanding on the part of the Chinese 

girl that, despite her fluency, she will never fit in. Her living in Japan, her 

lack of clear connections with China itself are irrelevant; through an accident 

of birth and heritage, she is unable to fit into Japan. The prejudice she 

experiences in daily life colors even the innocent exchanges she has with the 

narrator. 

The third vignette, which brings the narrator into contact with a 

Chinese encyclopedia salesman who was a high school classmate, is 

particularly fiiU of significance. The Chinese man recognizes the narrator, 

who does not initially recognize him. The narrator teUs his Chinese 

interlocutor, "I'm sorry, I'm terrible about these things. I'm terrible with 

people's faces." 

To which the Chinese man replies, "Or maybe you'd just rather forget the 

past. SubliminaHy that is." 

This hints at a Japanese inability (at least to many Chinese and other 

nations who suffered at the hands of Japan's imperial ambitions during the 

Second World War) to contemplate Japan's collective responsibility for the 

actions of its government and military in. the past. One gets a sense that 

Murakami is playing off the ability to remember and the idea of encyclopedic 

knowledge of the Chinese, against the inability to remember and 

"Ibid., 233. 
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unwillingness to face the past of the narrator. 

The narrator mentions that he is occasionally worried by his ability to 

"remember the past in such detail." He is fearful that he will be unable to 

"make room for what's to come." ̂  However, he is remarkably philosophical 

when he suggests that memory can be both a help and a hindrance. 

Murakami himself has noted that prior to The Wind-Up Bird Chronicle, he 

had "been trying to write about the war, but it wasn't easy for me. Every 

writer has his writing technique-what he can and can't do to describe 

something like war or history. I'm not good at writing those things, but I try 

because I felt it necessary to write that kind of thing." His writing 

in "A Slow Boat to China" is representative of that fascination with China 

and with World War Two. 

"A Slow Boat to China" concludes with Murakami waxing poetic on the 

subject of the China of his mind. He reflects that his perambulations around 

Tokyo mark gin opportunity for him to learn about China. He says, 

I look at Tokyo and I see China. That's how I've met my share of 
Chinese. I've read dozens of books on China, everything from the 
Annals to Red Star Ov^r China I've wanted to find out as much 
about China as I could. But that China is only my China. Not 
any China I can read about. It's the China that sends messages 
just to me. It's not the big yellow expsmse on the globe, it's 

"Ibid., 233. 

^®See Laiara Miller's interview with Murakami in Salon Online. "The Outsider" 
December, 16, 1997. Miirakami is asked for his reasons for writing about World War II. 
My contention is that he was trying to deal with that subject in his earlier fiction, if only in 
an abstract way. 
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another China. Another hypothesis, another supposition. In a 
sense, it's a part of myself that's been cut off by the word China."^ 

Clearly Murakami is aware that China is a linguistic and ideological 

construct; the picture in his mind is just that, an image based on his contact 

with Chinese people and his own research. The word China, with aU of its 

ontological and psychological baggage, prevents Einy regd comprehension of the 

essential China. At the same time, we can interpret this comment to mean 

that Murakami is aware of being cut off from an actual imderstanding of 

China by the legacy of the war. The failure of Japan to admit its wrongdoings 

in the war affects its ability to understand China. Comprehension on any 

more than a hypothetical level is impossible in the absence of facing up to the 

past. The narrator expresses a desire to leam as much about China as he 

can. This suggests that the education system, the media and other methods 

by which a Japanese could leam about the past have failed in. some sense. In 

order to understand China, he is forced to do his own research and make his 

own peace with the memories of the war. 

Criticism by cultural anthropologist Aoki Tamotsu has relegated the 

Chinese people in "A Slow Boat to China" to the status of "milestones along 

the path taken by the narrator from the 1960's up to the 1980's." This 

"Murakami "A Slow Boat to China", 238-39. 

^®Aoki is quoted in Matthew Strecher's "Hidden Texts and Nostalgic Images: The 
Serious Social Critique of Murakami Hamki" (Ph.D. diss.. University of Washington, 1995) , 
96. 
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seems to me to be overly simplistic. Certainly the Chinese characters are 

portrayed in chronological order based on the narrator's contact with Chinese 

people. They are more than mere sjonbols, however. To fail to see them as 

real, living characters encountered by Murakami's narrative alter-ego is to 

fall into the trap of being caught up in Murakami's pop-culture references 

and '^ost modernism," and thereby missing the truths he is trjring to convey. 

In conclusion, it is apparent that Murakami's fascination with China is 

tempered with a realization that his own representation of China is uniquely 

his, £uid that his China, as part of his "Kannen no Okoku" (Kingdom of the 

Idea), has more to do with his imagination than with actual empirical 

knowledge.'® Murakami's treatment of Japan's World War Two past then 

necessarily derives from an imagined perspective. This is not to say that he 

invents situations which are so implausible as to be unintelligible to the 

reader. Rather, the power of the imagination allows Murakami to take actual 

stories, or stories which could have happened, and turn them into a fictional 

treatment of troubling subject matter. In "A Slow Boat to China", Murakami 

examines the legacy of World War Two Sino-Japeinese relations. This legacy 

includes the ongoing mistreatment of Chinese residents of Japan, the refusal 

to honestly examine the past, and the continued mistrust that Chinese feel 

towards Japanese and vice versa. In his newer work he deals with the actual 

more on this idea see Kuroko Kazuo, Murakflmi fTarnki Za Rosuto Warudo 
(Tohyo: Rokko Shuppansha, 1989), 165. 
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deeds of the Japanese during the war. The power of the imagination is still 

paramount, but actual research and stories are blended with the imagination 

to create a more powerfal image. For evidence of growth and change in 

Murakami's imagined China we must turn to The Wind-Up Bird Chronicle. 
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The Wind-Up Bird Chronicle 

Murakami's vision of China and his desire to write about China and. 

Japan's World War Two experiences become readily apparent in The Wind-

Up Bird Chronicle. This book is a blend, of styles with a blurring of reality 

and the fantastic in typically Murakami-esque fashion. The idea of memory 

again plays £in important role as Murakami uses the reminiscences of an old 

soldier who served in Manchuria and. a grown woman who fled China at the 

end of the war to both tell a story gind demonstrate how the past continues to 

affect the present. 

Murakami himself has said that he heard stories about the war from 

his father. He is aware that the legacy of the war affects his generation and 

those after it even though they did not directly experience it. 1 wanted to 

know what happened then, to my father's generation..." he said in an 

interview. "It's a kind of inheritance, the memory of it." ® For Murakami, as 

for so many in his generation and those that followed it, the knowledge of this 

inheritance, bitter though it may be, has been gained not through the schools, 

but through family connections, the media and literature. 

Admittedly, Murakami did do some research for his story, yet he 

himself admits that he did not visit Manchuria and the area of Nomonhan 

until after he had finished writing the book. "Most people go to a place to 

'"Interview with Murakami Haniki by Laura Miller in Salon Online. December 16, 
1997. 



research before writing the book, but I did the opposite. Imagination is the 

most important asset of mine, so I didn't spoil my imagination by going 

there." As I mentioned in the above section on "A Slow Boat to China", 

Murakami's "Kannen no Okoku" or "kingdom of the idea" is important to his 

writing, and he clearly wanted to preserve the fantastic elements of his story 

and allow his memory £ind imagination to tell the story. 

The Wind-Up Bird Chronicle is a dense and large work combining 

various styles and genres. Suffice it to say that the story is in large 

measure a mystery story involving an unemployed man named Torn Okada, 

who is searching for his missing cat sind his missing wife. The protagonist 

comes into contact with various unusual characters in the course of the novel. 

As I mentioned above, one of the characters is an old soldier who tells Torn 

his tale of Nomonhan. The section on Nomonhan is in two parts and deals 

with events which could have happened at Nomonhan involving a Japeinese 

army intelligence operation gind its penetration into Mongolia. Another 

character is the woman called. Nutmeg whose father was a zoo keeper in the 

city of Hsin-ching. Her story is revealed stage by stage as the novel 

progresses, providing graphic depictions of the horror meted out to humans 

and animals by desperate men in the last days of the war in China. 

The old soldier's story begins with his description of how he came to be 

in Manchuria. A Second Lieutenant, he was assigned to the Military Survey 

"Mvirakami Interview, Salon Online. December 16, 1997. 
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Corps which was part of the Kwantung Army Greneral Staff in the city of 

Hsin-ching. The lieutenant explains his own, and the larger Japanese, sense 

of determined optimism which held sway in the late 1930's. He writes, "Most 

Japanese realized that the war with China would turn into a muddy swamp 

from which we could never extricate ourselves, I beheve-or at least any 

Japanese with a brain ia his head realized this. It didn't matter how many 

local battles we won; there was no way Japan could continue to occupy and 

rule over such a huge country." ® The sheer futility of Japan's attempt to 

conquer China is revealed in this statement. The men who did the fighting, 

gind indeed the larger Japanese population, purposely ignored the warnings of 

their common sense in pursuit of ideological goals. 

In one scene, a group of soldiers discuss the war. One of the men, a 

Sergeant Hamano, who has been in China for some time, expresses "his own 

reservations about this messy war on the continent, which looked as if it 

would never end...." He goes on to recount his experiences with the Chinese 

invasion forces. He complains, 

the Chinese soldiers take their uniforms off and mix with the 
civilian population, gmd we don't even know who the enemy is. 
So then we kill a lot of innocent people.. And we have to kill our 
prisoners, because we don't have smyplace to keep them or any 
food to feed them.... ° 

'The Wind-Up Bird Chronicle (New York: Alfred A. Knopf, 1997), 137. 

" Ibid., 143. 
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The despair of the soldier fighting in a war where the normal rules of 

soldiering are not followed by the enemy recalls the firustration of American 

soldiers and Marines in Vietnam. He goes on to state that, "this is one war 

that doesn't have any Righteous Cause...! can't believe that killing these 

people for no reason at aH is going to do Japan one bit of good." ^ The 

sergeant's words are prophetic and accurate. Mureikami is hinting to the 

reader that nothing positive will emerge either firom this isolated mission or 

firom the war at-large. 

Of course, one of the perpetual questions is why the men in the 

Japanese Army, if they knew what they were doing was wrong, proceeded to 

murder innocent civilians and generally behave aggressively toward the 

Chinese people? Lieutenant Mamiya hints at an answer. "Why did we have 

to risk our lives to fight for this barren piece of earth devoid of military and 

industrial value...To protect my homeland, I too would fight and die. But it 

made no sense...." Of course the standard defense of '^"ust following orders" 

wiU not be sufficient, and Murakami seems to recognize that. As will be seen, 

fate or divine punishment seems to faU on the Japeinese soldiers in 

Manchuria, both in Lieutenant Mamiya's story and in the Zoo Massacre which 

will be dealt with later. Murakami seems to take an almost fiendish delight 

in foreshadowing their deaths. Murakami allows his Japanese military 

characters to die in similar ways to the deaths they themselves wrought. 

"^All selections are from The Wind-Up Bird Chronicle. 143 and 146. 
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Lieutenant Mamiya and his rescuer, Corporal Honda, are the only two 

of their unit to survive the war and its aftermath. Lieutenant Mamiya is 

blessed or cursed with the longest life. He survives not only the incident near 

Nomonhan, but also Soviet internment camps, to return to Japan at the end 

of the war. However, Murakami is painting a clear picture of what it was Kke 

for some of the men in the Japanese army to return home after horrifying 

experiences. Lieutenant Mamiya tells Torn Okada that after the war he was 

never really aKve again, some part of him had died, murdered by the horrors 

of war and man's inhumanity to man. His existence is a kind of penance and 

punishment at the same time. 'T[ simply performed the mundane tasks that 

were handed to me, one after gmother..." he says. "After returning to Japan, I 

lived like an empty sheU. Living like an empty shell is not reaUy living, no 

matter how many years it may go on." ® 

Murakami's Lieutenant Mamiya serves as a message bearer of 

memories that most people in Japan would rather forget. He is forced to live 

on with his memories with no one to teU them to (except Torn Okada). His 

experiences were so horrific that he doubts whether most people would 

believe them. ® The implication is that post-War Japan has rejected an 

outright contemplation of its war responsibility because the task of actually 

confronting those memories and the survivors of the war is too painful. It is 

"Ibid., 171. 

"Ibid., 209. 
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easier to reject such tales as the imaginings of old men and grudge-bearing 

foreign countries. 

Murakami includes another tale of World War Two China in The Wind-

Up Bird Chronicle which is as disturbing ia its own way as is Lieutenant 

Mamiya's tale. It is told to Mr. Okada by his some-time employer, Nutmeg. 

It concerns Nutmeg's father, who was a veterinarian/soldier in charge of the 

local zoo in Hsing-ching. Nutmeg did not actually witness what happened at 

the zoo, but apparently, through some kind of telepathic ability, she was able 

to observe the last struggles of Hsin-ching and its zoo. 

The veterinarian in charge of the zoo. Nutmeg's father, is ordered to 

assist a small group of Japanese army troops in killiTig- the larger flnimalg in 

the city zoo. Apparently the high command decided that it was both 

expedient and merciful to kill the large flninnalR who would soon starve to 

death, and to prevent dangerous animals from running loose in the streets 

should they somehow escape their cages when the city is in extremis. This 

order seems nonsensical in the face of the devastation facing the once-proud 

state of Msinchukuo. Murakami catalogues the tragedy experienced by the 

average Japanese civilians who were abandoned by their government and the 

soldiers who were supposed to protect them. ^ 

The sheer idiocy of Japan's imperial plans is laid bare when the 

"This listing of the horrors faced by the people of Manchukuo can be found on page 
403 of The Wind-Up Bird Chronicle. 
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Chinese bureaucracy of Hsin-ching "argued that [it] should be declared an 

open city and surrendered without armed resistance, but the Kwantung Army 

rejected this." ® Murakami is demonstrating yet again the apparent lack of 

common sense on the part of the Japanese military, who, even when faced 

with the certainty of defeat and death, blindly continued to fight for a lost 

cause. 

The massacre of the animals is brutal, and the soldiers struggle to 

maintain their composure as they murder the tigers, bears and wolves. They 

balk at murdering the elephants. ® One of the soldiers continuously fights the 

urge to vomit, yet he manages to do his job. As I mentioned earlier, 

Murakami provides the reader with the future outcome of some of the 

soldiers. "[T]his soldier had no idea that he would die seventeen months 

later when a Soviet guard in a mine near Irkutsk would split his skuU open 

with a shovel." The fate of this soldier is inextricably bound up with the 

violent acts that he commits G)oth with respect to the flnimalg and to the 

Chinese people he wUl soon kill). 

Murakami provides us with a sense of the relations between the 

Chinese community gind the Japanese community at this time. Much as 

'®Ibid., 403 

'®Ibid., 407, 411. The fact that the elephants are not killed should be noted. 
Murakami is fascinated with elephants, and I think the fact that elephants are spared 
relates to his love of those animals. One assumes that if kangaroos (another favorite 
Murakami animal) had been in the zoo they also would have been spared. 
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Takeda did in describing post-war Shanghai and the defeated attitude of the 

Japanese civilians Kving there, Murakami describes the relationship the 

veterinarian has with his Chinese employees. 

The Chinese workers dispose of the bodies of the "Uquidated" animals 

eind come to ask permission to take care of the dead animals in their own 

way. "Doctor" they say, 

if you will let us take the corpses whole, we will dispose of them 
for you...We wOl not cause you any problems. But in exchange we 
want the hides and meat...And though it is too late now to say 
this, we wish you had aimed only at their heads. Then the hides 
would have been worth a good deal more. The soldiers were such 
amateurs! If only you had let us take care of it from the 
beginning...® 

The doctor acquiesces because "[a]fter all, it was their country." His action is 

only natural given the circumstances. He has no means of disposing of the 

bodies of the animals. In a certain sense, a natural order is returning to the 

city of Hsin-ching. The Chinese populace have recovered their personhood. 

The follow-up to the massacre of the animals is the massacre of the 

Chinese. The same lieutenant and his men bring a group of Chinese 

Kweintung Army recruits who tried to desert their posts to the zoo with the 

purpose of executing them. The surreal scene is horrifying as the lieutenant 

and the watching veterinarian casually discuss the impending death of the 

Chinese recruits. To add to the banal imagery, the Chinese recruits tried to 

®"Ibid., 413 
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flee dressed in their baseball uniforms, as those were the only non-military 

clothing they possessed. They wait for their deaths without hope of pardon or 

reprieve. 

The massacre of the Chinese prisoners is conducted by the use of the 

soldier's bayonets. The lieutenant acknowledges that the soldiers "have 

never actually killed, a human being that way. And neither have I." 

Nonetheless, he gives the order and the soldiers follow it. The Ueutenant 

then proceeds to give a baseball bat to one of the soldiers (the same soldier 

who wQl later be killed with a shovel by a Soviet guard) and orders Htti to kiU. 

the remaining prisoner with it. He again admits that "the order stinks. 

What the hell good is it going to do to kill these guys...We've gdready killed a 

lot of Chinese and adding a few bodies to the count isn't going to make any 

difference. But orders are orders. I'm a soldier and I have to follow orders." ® 

As I mentioned in the section on "A Slow Boat to China", it seems that 

for Murakami there is a linkage between baseball, dirt, death and Chinese. 

This story is so horrific that it could be true. The juxtaposition of baseball 

and death seems to suggest that Murakami has heard a story which 

contained these elements. Just as he earher associated death with the 

Chinese after being injured while playing baseball, in this story he is drawing 

a parallel between the foolish barbarism of the massacre of the zoo animals 

®'The complete scenario of the death, of the Chinese and the lieutenant's words are 
found on pages 520-524. 
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and the massacre of the Chinese. 

Murakami is fully aware of the stupidity of the war. "Most of the facts 

were new to me" he says. "I was surprised to find that it was so absurd and 

cruel and bloody." ® The excuse of following orders is as unbelievable to Him 

as it was to the judges at Nuremburg or the court martial of William Cgdley. 

It is perhaps because of Murakami's disbelief at the actions and excuses of 

his characters that he provides clues as to their eventual fates. 

In a way, Murakami uses the character of Tom Okada to be at once 

witness and participant in the aftermath of World War Two. Toru's nemesis 

is his brother-in-law Noboru Wataya. Noboru Wataya is in some 

incompletely described way mentallj'^ continuing the evil ideas of the wEir. He 

is a Diet member who is telegenic and is rapidly gaining in national appeal. 

Tom seems to be the only one who is aware of the evil behind Nobom Wataya, 

and he is also the only one who can psychically damage Wataya, rendering 

him harmless. Tom knows that Wataya is the son of a close associate of 

General Ishiwara Kanji, head of the Kw£m,tung Army and that his ideas, 

couched as they are in fashionable rhetoric, really mark a return to the past. 

In the end, Okada is successful in destroying Wataya and, in so doing, 

rebuilding some kind of relationship with his wife. His life is still unsettled, 

but in some way, because he chose to act, the reader senses that everything 

wiU turn out all right for him. How different this ending is them the ending 

®^See the Salon Interview with Murakami Haruki, December 16,1997. 
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for Lieutenant Mamiya. He confesses to Tom that his failure to act to stop 

various evil activities, first in China, and later in the gulag, condemned him 

to a hfe of misery. His act of atonement is to shsire his story with Tom (and 

by extension, us the readers). ® 

When we compare Tom and Lieutenant Mamiya to Mr. Sugi, the 

character in Takeda Taijun's story This Outcast Generation^ a commonality 

of themes is revealed. The character Sugi returns to Japan onboard a ship 

having assisted in the death of Karajima. The invalid who asked him to kill 

Karajima is envious of Sugi whom he imagines to be capable of acting to stop 

an evil, something the invalid is unable to do. Sugi knows that he merely 

finished the job someone else started and so is troubled by the death of 

Karajima. He has not found redemption in the act of killing another. 

Compare this to Lieutenant Mamiya in The Wind-Up Bird Chronicle, who, 

through fate or luck, continuously survives, but also is unable to physically 

act to stop the evils around him. It is left to Tom Okada, who, unique among 

all of these characters, has the ability to act to stop the perpetuation of 

ancient evil in the person of Nobom Wataya. However, he too is physically 

incapable of acting. His actions occur in his mind. In the novel he has the 

abiHty to travel into em alternate reality or alternate consciousness. In so 

doing he encounters Wataya in a dark hotel room and beats him with a bat. 

®'Ibid., 568. 
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Upon returning to the '^eal world" he learns that Wataya has been injured by 

an unknown assailant. Tom is able, through the help of his estranged wife, to 

both physically and mentally extinguish Noboru Wataya and thus gain 

redemption. His wife writes to him, "I have to leave for the hospital now, to 

kill my brother and take my punishment. Strsinge, I no longer hate my 

brother. I am calm with the thought that I will have to obliterate his life 

from this world. I have to do it for his sake too. And to give my own life 

meaning." ^ We leam in the end that she has indeed kiUed Noboru Wataya. 

Murakami's increasing concern with the war may have less to do with a 

fascination with China than it does with an increasing concern for his fellow 

Japanese, Japanese authors and Hterary critics often lambasted Murakami 

for being more interested in the United States or foreign countries than in 

Japan. Murakami admits that he is intensely critical of Japanese society 

and especially of the Japanese literary establishment. Murakguni feels 

himself to be apart from the cliquish "bundein" hterary establishment. He 

notes, "...they mostly don't hke me. I don't like elitism. I am not missed 

when I'm gone." ® 

At the same time, one senses that Murakami is aware of his growing 

popularity both abroad and in Japan, and that factor allows him to retiim to 

Japan and deal with Japanese themes in his writing that he otherwise might 

" The Wind-Ub Bird Chronicle. ( New York; Alfred A. Knopf, 1997), 607. 

"Interview with Murakami. Salon Online. December 16, 1997. 
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have ignored. Murakami admits as much in his interview with Salon Online. 

Murakami discusses the Sarin Gas attack and talks about his interviews 

with the victims which he conducted in preparation for a book. He shows his 

dislike of contemporary Japanese society in his hatred of the salarjonan 

lifestyle, but nevertheless feels compassion for the victims, and, by extension, 

all Japanese who are slaves to the economic system. ® He also feels some 

sympathy for the members of the Aum ShinrilQT^o cult, in the sense that they 

are young Japanese who have chosen a different path from what is expected of 

them, and by so doing, destroyed their lives by doing the bidding of the clearly 

disturbed Shoko Asahara. 

Clearly, the criticism of Murakami as being unconcerned with some 

kind of philosophical message is unfair. Murakami appears to be trying to 

find a way to deal with many aspects of post-war Japan. He is aware of the 

continuing legaqr of the war and disenchanted by the ongoing search for 

economic prosperity. This awareness includes a conviction that the 

government's failure to provide leadership by honestly accounting for Japan's 

war-time deeds, has provided a disincentive to the Japanese society to do the 

same. The pursuit of economic prosperity is not a substitute for a societal 

catharsis. One might almost say that Murakami is concerned about the 

collective soul of Japan. 

°®Ibid. 
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4. ALLEGORY AND HISTORICAL REALISM 

Inoue Yasushi (1907-1991) 

Inoue Yasushi is weK known as an historical novelist. His writings 

reflect a deep knowledge of Chinese £ind Asian history, as well as a deep 

respect for the cultures and peoples of both China and nations on the 

outskirts of the Sinic world. This interest, bom out of his training in 

aesthetics at Kyoto Imperial University, as weU as his half-year military 

service in Manchuria, would meld bis work as a reporter with his interest in 

archaeology.Inoue's work spans the genres of historical l&ction and the 

psychological novel. His story "Obasute," for example, is at once a reflection of 

the upheaval and decline of traditional values in post-war Japan and an 

insight into the struggle a dutiful son has accepting his mother's seemingly 

irrational request to be left by herself on a mountain. Inoue's social criticism, 

self-analysis and clear insights into the mind and thought of his characters 

set in a modem time period can be juxtaposed against the somewhat dry 

reportage of his historical novels. This is not to say that the reader is not 

interested in the various characters and realms which Inoue explores, but one 

is reminded much more of a history than a novel in works like Tim Hnanpr 

Lou-Ian and Other Stories. The Roof Tile of Tempvo. and Wind and Waves. 

Many of Inoue's works deal with the peoples and cultures on the 

"^Translator's Introduction to The Roof Tile of Temnvo. trans. James T. Araki 
(Tokyo; University of Tokyo Press, 1975), xiv. 
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periphery of the Chinese nation. His stories are filled with Huns, Koreans, 

Mongols, Uighurs and other assorted peoples. The interplay of these 

"marginal" (in the sense of being on the Chinese periphery) peoples is quite 

striking when one considers Japan's status as an island nation on the 

periphery of the Chinese world. Additionally, many of Inoue's works deal with 

war and invasion. This is not only accurate historical reporting, but perhaps a 

reflection of Inoue's coming to terms with both Japan's invasion of the Asian 

mainland and the United States' "invasion" of Japan in the wake of Japan's 

surrender in World War Two. Many of his writings have to do with invaded 

nations struggling to preserve their culture and traditions in the face of new 

mores, values and ideas. 

Yet another marked theme in Inoue's writings is respect for tradition, 

religion and the past. The search for spiritusd truth and salvation from 

contemporary problems is clearly present in Inoue's work, as well as a 

nostalgic longing for the past and what could be termed a kind of historical 

revisionism. 

In examining Inoue's work I am assuming an allegorical intent. As I 

wiU show, critics such as Matsushima Koichi have found parallels between 

Inoue's fictional stories and historical events.® Like them, I see Inoue's 

repeated emphasis on themes like invasion £ind survival to be highly 

See Matsushima's essay on Wind and Waves (Tuto") in Inoue Yasushi Kenkvu. 
ed. Hasegawa Izumi (Tokyo: Nanso Press, 1974), 298. He seems to feel that a 
chronological, if not wholly allegorical, interpretation is "accurate." 
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from an archaeological or historical point of view. However, it is also 

true that he seems more interested in chronicling the rise and faU. of nations, 

great and small, than with the individual characters with which he peoples 

his books. Inoue's career as a journalist clearly made In'm concerned with 

accuratgr. Strangely, he does not seem to have carried over his reporter's 

interest in describing people in the work of fiction. In contrast to some 

Western historical fiction, Inoue's work is not a "costume romance." ® His 

historical novels do not contain the invented content or personification 

assumed by many Western historical novelists. His characters speak in the 

way that one assumes that they would have spoken in the time period in 

which they Hved. While this does wonders for presiuned historical accuracy, it 

fails to allow the reader to really identify with the individual characters. 

Inoue's concept of the historical novel led him to a debate with the 

writer Ooka Shohei, author of Fires on tbfi P1air> who disagreed with the 

methodological concept behind Inoue's work. ™ This is an understandable 

critique, considering that Ooka's work does deal in a more explicit fashion 

with World War Two historical events and seems to demonstrate some kind 

''This is discussed in more detail by Takeda KatsuHko in "Inoue Yasushi Bungaku 
Gishiki--kaigai no gakusei o taizo toshite." Inoue Yasushi Kaigai no Hvoka. 
(Tokyo: Sorinsha, 1983), 211. 

'"The famed debate between Inoue and Ooka is explained in greater detail in "Inoue 
Yasushi no Bungaku Yoshiki" by Fukuda Hirotoshi. Inoue Yasushi Kenkvu. (Tokyo: 
Nansosha, 1974), 39. 
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of entertainment purpose as well as an educational one. It is the question of 

purpose which concerns me. Certainly Inoue's works are educational, but they 

seem to have some Tilterior motive beyond challenging the reader with 

accurate historical dialogue. 

I will examine Inoue's writings piecemeal, beginning with Wind and 

Waves gind moving on to The Roof TiLe of Tempvo. Tim-TTnanfr and Lou-Ian 

and Other Stories. It is my intent to demonstrate not only Inoue's attitudes 

and representation of China (especisdly with respect to Japan's invasion of 

China), but to consider the ideas of tradition, aesthetics and beauty, as weU 

as his attempt to justify or legitimize at least part of Japan's war time deeds. 
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Wind and Waves 

In this work, Inoue recounts the struggle of the Korean kingdom of 

Koryo to maintain at least some facets of nominal independence in the face of 

overwhelming Mongol military might. The Korean kings soon learn that tacit 

independence is not too far removed from outright domination. The cruel 

demands placed on the Korean people are impossible to fulfill and each 

failure leads to a further loss of sovereignty. The parallels with Nationalist 

China and its dealings with Japan in the 1930's are compelling. Japan went 

from being an advisor and safe haven for Chinese intellectuals to being a 

bully and dangerous aggressor. 

A Japanese critic has speculated that this story may have to do with 

Inoue's fear that intellectual and personal freedom were being suppressed ia 

post-war Japan. He found the atmosphere in which he was writing the story 

similar to that of the 1930's when dissent was being systematically squelched 

by the government. " The critic believes that Inoue felt that intellectual and 

educational freedoms were under attack when he first wrote the story (1963). 

However, this reading depends too much on the chronology of the author's 

work rather than on what I feel are more evident parallels. The story contains 

themes such as war, invasion and survival, all of which apply to Japan's 

relations with China during and after World War Two. 

"Matsushima Koichi in Tuto" (Wind and Waves) in Inoue Yasushi Kenkvu , ed. 
Hasegawa Izumi (Tokyo: Nanso Press, 1974), 298. 
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Crisis ensues when the Mongol court, wishing to bring Japan under its 

rule, asks Korea's aid in persuading the recalcitrant Japanese to submit 

peacefully to Mongol overlordship. The Korean king and his court see this as 

unmitigated disaster. Failure to comply with Kubilai Khan's command to 

assist the envoys to Japan properly will result in yet more hardship for Korea. 

They are also aware that Japan is unlikely to accede to the Mongol demands 

and that an invasion of Japan wiU be necessary to force compliance. The 

prospect of invasion is terrifying because as a vassal state, Koryo must 

provide every assistance to the invading fleet. 

The Korean Chief Minister composes a letter to the prospective Mongol 

ambassador to Japan asking him to reconsider his efforts to reach Japan with 

the demand for Japanese acquiescence. The Korean and larger Chinese sense 

of Japan's insignificance is clear: "It (Japan) has had traffic with China since 

time immemorial, but it never, in any year, came forth with tributary 

offerings. China therefore did not bother with Japan...To China small 

barbarian nations are of no more significance than insects, and which among 

them would dare not submit? " ̂  The Korean effort to deflect attention from 

Japan fgdls and the King of Koryo is compelled to attempt to establish 

amicable relations between the Mongol Empire and Japan. The Korean king 

sends a missive to the Japanese which asks them to establish favorable 

^"Inoue in Wind and Waves, trans. James T. Araki (Honolulu: University of Hawaii 
Press, 1989), 33. 
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relations with the Mongol Empire because it wants "to have China known 

throughout the world as one nation comprising aU nations." ^ This statement 

has similarities with the rhetoric Japan used to justify its invasion of China 

and South East Asia. The polyglot Mongol Empire can be seen to represent 

the Greater East Asian Co-Prosperity Sphere of the Japanese empire. 

The Korean king and nobUity have little real knowledge of Japan. To 

them it is a nemesis which, will result in the destruction of the Korean people. 

The king "had been told that pine-covered hills rose steeply from the rock 

shores, against which sea waves beat insistently, gind that the rattle of 

warriors' swords and spears shattered the gentler sound of the sea winds 

passing through those forests of pines. But he needed more than this brief 

description to imagine that coxintry known as Japan." 

The language used by Inoue to describe Japan is intensely warlike. The 

beating of sea waves and wind in the pines are Kkened to the sounds of war. 

The image of Japan is of a warlike nation. The very elements of nature are 

linked to Japan's supposed savagery. If we are to read Korea as S3mibolic of 

China during the 1930's and 40's, imagery of Japan such as this only 

reinforces a negative image of Japan. Unfortimately, the allegorical rendering 

of the Mongols as equaling Japan in the 1930's and 1940's and Korea as 

China of the same period breaks down when we are confronted with the 

"Ibid., 39. 

''Ibid., 106. 
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historical Japan. However, the historical Japan of the story is never 

described in great detail. It merely serves as a foil to the ambitions of the 

Mongol Empire. To extend the allegory, perhaps we are meant to read Japan 

as the natural and geographical barriers to Japan's encroachment on China in 

the 1930's and 1940's. 

Inoue's negative portrayal of Japan is contradicted by a section where 

he uses a character to es5)ress a rationale or defense of the Mongol invasion. 

The chief administrator of the Mongol occupjdng army, Hindu, may be 

speaking with Inoue's thoughts when he saj'^s: 

You Koreans are no different from the Chinese...You think the 
world of the ancient Confucian Classics, and you worship the 
Buddha. And you look down on us Mongols...What you Koreans 
say and what you actually think are two different things.,.The 
chief business of the Mongols is conquest. And so Heaven 
detests us~or so you might think. But we aU act according to the 
mandate of Heaven, and Heaven endowed the Mongol people 
with the will to conquer and kill. Why, then, would Heaven 
detest us? In the eyes of Heaven, we're not sinful. That's why 
we've been able to enslave you Koreans and the Chinese.'® 

This is a troubling statement which can be taken in two ways. Either Inoue is 

reflecting on the xmiversality of the desire to justify one's actions or he is 

commenting on the Japanese war effort and perhaps implying that Japan's 

conquest of China was correct, according to its own lights. By referring to 

Confucian Classics £ind Buddhism, Inoue hints at the universality of the 

Chinese world. Japan believed that China had lost the mandate of Heaven in 

"Ibid., 145-46. 
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the same way that the Mongols believed they had received the mandate of 

Heaven from a decadent and decaying Sung Empire. This revisionist view of 

Japan's intentions in China can also be seen in the dichotomy which the 

Korean monarch creates between Kubilai Khan and his Korean underling, the 

traitor, Hong Tagu. 

One recurring theme in Wind and Waves is the Korean view of Kubilai 

Khan and the Korean renegade Hong Tagu. It is suggested that the two men 

serve as doubles for each other. That is to say, Hong Tagu is more than 

Kubilai's mouthpiece, he is also Kubilai's double. The morphing of the two 

individuals is interesting in that it combines a Mongol and an expatriate 

Koregin. "The two faces would alternately merge one into the other, becoming 

superimposed, then separate. When Kim heard Hong Tagu speaking, he also 

heard Kubilai speaking...But when he visualized Kubilai's benign face, the 

voice he heard would become Hong Tagu's." ® Hong Tagu may act according to 

his own desires, but he does so at the bequest and on behalf of Kubilai. 

Hatred for Hong Tagu's treachery then cannot be separated from Tagu's 

master, Kubilai. Kubilai may not actually wish the Korean people harm, but 

he is equally guilty if his emissary oversteps his authority and brutalizes the 

Korean people. Perhaps Inoue is obliquely referring to the Japanese collective 

war guilt for the actions of the Imperial Army in China. They may have had 

'®Ibid., 152. 
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benevolent intentions, but tbe actions of their representatives tarred them 

(the Japanese people) with the same guilty brush. 

The depiction of Kubilai Khan as being misled and misrepresented by 

his Korean and Mongol local representatives can also be interpreted as a 

depiction of the Japanese Showa Emperor. The revisionist reading of his war

time acts as being merely those of a puppet figure to a militarist regime, or an 

unknowing tragic figure, unaware of the treatment of his would-be Chinese 

subjects, reinforces the idea of Inoue as somewhat of an apologist for Japan's 

misdeeds. 

At the same time, critics have found evidence of some kind of poKtical 

motivation behind this novel. Fukuda Hirotoshi found some political 

consciousness in Wind and Waves with the depiction of a small coimtry 'Toeing 

trifled with" by a larger coimtry. " This is apparently related to a larger 

presumed belief in Inoue's anti-social posture. That is to say, his historical 

n o v e l s  r e f l e c t  a  p o l i t i c a l  s e n s e  r e l a t e d  t o  s o m e  k i n d  o f  s o c i a l  c r i t i c i s m . T h i s  

would seem to be in keeping with Inoue's critique of post-war Japanese 

society in his "modern" (set in the present) novels. 

The China portrayed in Wind and Waves is altematingly the collapsing 

Simg Djmasty, stripped of its power by the conquering Mongol hordes, and the 

" "Inoue Yasushi no Bungaku YoshiM" in Inoue Yasushi Kenkvfi. Ed. Izumi 
Hasegawa (Tokyo: Nansosha, 1974) 39. 

Ibid., 39. 
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collective belief system shared by Chinese, Mongols, Koreans and Japanese. 

China is both conquered and conquering. As an ideology, the power of Chinese 

thought would eventually overcome the Mongols just as they had overcome the 

Sung. The Confucian ideals (benevolence, sincerity and loyalty)as embodied 

by the King of Korea and his ministers,, can be contrasted with the 

deceptiveness, brutality and cruelty of many of the Mongols depicted in the 

novel. This hints at a very Inoue-esque theme, the preeminence of Chinese 

aesthetic and spiritual tradition contrasted with the inhumanity of man 

against man. 

If we assmne that the Mongols are World War Two Japan, then this 

would seem to contradict the earUer impression we get of Inoue as an 

apologist for war-time Japan. This conflict between a certain revisionism and 

a realization of Japan's war guilt is evident in Inoue's other works as well. 

Inoue is uncomfortable with Japan cast in the role of a villain, and this feeling 

contrasts with his love for tradition and the past as well as his pity for the 

victim. 
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The Roof Tile of Tempvo 

Inoue's interest in traditions and the origins of Japanese religious 

practice are clearly evident in The Roof Tile of Tempvo. In this novel, Japan's 

interaction with the Tang djmasty, which was to have such a profound 

influence on much of Japan's perceptions of later Chinese empires, is clearly 

documented. The desire of the Japanese state and religious forces to acquire 

the means of government and true practice of religion from their Chinese 

exemplars can be easily observed. 

The story itself was made into a motion picture, and with the story 

largely taking place in China, provided for many people knowledge of China 

and Chinese culture that they might otherwise not have been exposed to. ^ 

Indeed, the story has been translated into Chinese which has "assisted in the 

diffusion of the novel to a wider reading audience." ® Zhou En-lai 

enthusiastically received Inoue and the novel, providing official Chinese 

approval to a work of historical fiction which is seen as "an egression of 

[Chinese] cultural heritage." ® This suggests that the story was weU received 

in China (as well it might be, dealing as it does with China's contribution to 

Japan's rehgious, literary and cultural history). 

•'See Komada Shinji, Enkei to Kinkei: Chueroku. Chugoku Bunka. Nihon (Tokyo: 
Keiso Shobo, 1983), 4. 

'"James T. Araki in Inoue Yasushi Bungaku: Kaip-fli no Hvoka. ed. Takeda 
Katsuiuko (Tokyo;Sorinsha, 1983), 92. 

®'See the Translator's Introduction to The Roof Tile of Tempvo (Tokyo: University of 
Tokyo Press, 1975), xiii. 
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The Tang Dynasty, pronounced by the Japanese as To, gave the 

Japanese the name by which they would long refer to their Chinese neighbors. 

The term tdjin, as explained in. the introduction, means "Tging Chinese" and 

came to be a catch-all referent for foreigners. The mission of young Japanese 

Buddhist scholars to familiarize themselves with the best the Tang Djm-asty 

had to offer and bring back that knowledge to Japgui is familiar to Japeinese 

readers who are aware of the profound cultural debt that Japan owes to its 

Chinese neighbor. The knowledge of Buddhism, with its rituals and sacred 

texts, was imparted to Japan not only through missionaries from the 

mainland, but also through regular teams of Japanese Buddhist students 

who went to China for the express purpose of bringing back the knowledge and 

materials Japan lacked. This importation of ideas and artifacts was 

necessary to Japan's development as a Buddhist nation. It also established 

China in the minds of Japanese as a place from which desired commodities 

might be imported or, if need be, taken by force. 

The characters of the story, the Japanese monks Fusho, Yoei, Iiai3ni 

and Genro, sail to Tang China as part of an ambassadorial mission. The 

monks each have different personal reasons for attempting the voyage, but aU 

are intent on acquiring 'Svhatever is to be acquired in the vast land of 

China." ® Their arrival in China mgirks the beginning of what is to be a long 

period of residence for each of them. Early on they are confronted with the 

^'The Roof Tile of Tempvo (Tokyo: University of Tokyo Press, 1975), 15. 
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grandeur of the Tang Empire. Inoue once again hints at Japan's peripheral 

status by referring to Japan as insignificant. ® The monk Yoei speaks of 

China as being "at the height of its development.-Xeaming, government, the 

arts-everj^hing is at its zenith, surely to be followed by decline. We ought to 

take whatever can be got out of this empire, and do it now." The attitude 

that is reflected is one of opportunism. China is less a land of new peoples 

and locales than a source of intellectual knowledge or a place for profit. The 

monk Fusho believes that there is more to be found in unknown Buddhist 

texts than in roaming the countryside. ® China can be seen as something to 

be exploited. Fusho, like World War Two Japanese, saw China as the source 

of items which Japan could not easily obtain for itself fi*om other means. The 

exploitative nature of Japan's Tang Dynasty borrowings certainly pales in 

comparison with the rape of China in the 1930's and 40's, but the idea of 

China as a commodity to be used is certainly similar. 

In keeping with his split portrayal of Japan, Inoue uses the monk 

Kaiyli to criticize any ideal of Japanese uniqueness or superiority. He says, 

"I've come to detest encounters with Japanese. When a person has made up 

his mind never aggdn to set foot in his homeland, he's repelled by anything 

that reeks of his homeland." This would hint at some kind of disapproval of 

"Ibid., 21. 

"Ibid., 23. 

"Ibid., 37. 
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Japan, perhaps related to Inoue's sense of Japan's war responsibility. This is 

in contrast to the lapsed monk Genro who teUs Fusho that "I do want to 

return to Japan. I want my wife and daughters to see the country where I was 

bom and grew up." ® Genro is homesick for Japan and though, by all outward 

appearances, a Chinese, he has not forgotten his homeland. Inoue's 

characters reflect the ambiguities of his own position. Kaiyli and Genro can 

be seen as the two sides of Inoue's feelings about Japan's war responsibility. 

The disapproving Ifaiyli's decision to reject his heritage, and the lonely 

Genro's feelings of nostalgia for his homeland, express Inoue's idegdized past, 

both Chinese and Sino-Japsinese, in conflict with his realization of the 

lingering effects of his, and by extension, Japan's wartime deeds. 

Inoue's concern with antiquities and archaeology is well known. This 

story, like his other historical novels, is set far back in time, separated from 

the present both spatially sind temporally. It is interesting that Inoue 

chooses to examine such an ancient past. Inoue avoids directly dealing with 

World War Two. His historical novels may provide him with an outlet for 

obliquely discussing the recent past and its aftermath. This desire to 

examine the past is linked to a desire to discover a romanticized past and an 

eternal China which holds value for Japan. An examination of aesthetics, or 

eternal concepts, such as religion, art or culture, serve to provide Inoue with 

the means by which he can lament the passing of Japanese traditions while 

"°The Roof Tile of Tempvo (Tokyo: University of Tokyo Press, 1975), 91 and 112. 
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acknowledging the wrongs done to China and other countries during the war. 

Eternal concepts, such as aesthetics or beauty, represent the cultural 

inheritance from China valued by the Japanese. War and destruction are the 

catalyst by which change occurs. The eternal values may become dormant or 

lie hidden for centuries, but eventually they will be rediscovered. Inoue's 

beHef that too much had been thrown out in the aftermath of the war made 

him critical of Japanese society. His belief in the permanence of ideals led 

him to hope that one day Japan could reclaim its legacy. 
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Tun Huang 

Inoue YasusM's interest in Central Asia and the ancient nations on the 

periphery of China is evident in nPnn Hnanp- as well as in the short story 

collection T.mi-Ian and Other Stories. Tiin Hnanp- has to do with a young 

scholar by the name of Chao Hsing-te and his travels from Kai-feng to the 

border regions. It is an experience that he has in iCai-feng with a Hsi-hsia 

minority woman which arouses his curiosity in what lay beyond China's 

borders. He travels to the frontier of China hoping to leam more of the Hsi-

hsia people and especially their language. 

Chao is caught up in the larger events of his time. Faced with an 

expanding Hsi-hsia nation, it is only a matter of time before the Simg 

Dynasty armies are forced to react to the growing threat to their outljdng 

areas. Chao joins a caravan of Uighurs hoping to reach the Hsi-hsia capital 

Hsing-ch'ing. Chao is pressed into service in a Chinese unit of the Hsi-hsia 

army. Though Chao is a scholar, he is forced to become a warrior in order to 

survive. This is interesting in Hght of the real-hfe Inoue's journey from 

student of Central Asian history to pack-horse soldier in Manchuria. Chao is 

injured in various encoimters with Chinese and Uighurs, but he somehow 

manages to stay alive. It is in the course of his duties that he meets a young 

princess of mixed Uighur and Chinese parentage. He falls in love with her, 

but attempts to keep her existence a secret knowing that she would be fought 
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over as a spoil of war by the other members of his unit. It is at this moment 

of his growing feelings for the young woman that his unit commander decides 

to send Chao to the Hsi-hsia capital so he can leam the Hsi-hsia writing 

system and thus be more useful to the Hsi-hsia army. This is of course 

precisely what Chao has been waiting for, but he is torn between his duty and 

his concern for the young woman. He chooses to go to the Hsi-hsia capitol, but 

does not realize what his leaving will mean to the young woman or to himself. 

The Hsi-hsia capitol is full of new things, but he notices primarily the 

different writing system. "He learned that the use of Chinese characters was 

prohibited and that it was compulsory to use the newly formed nationsd 

writing system...[and] things Hsi-hsia were strongly encouraged, testifying to 

the pride and ambition of this rising country." ̂  Chao is more and more 

convinced that if the Hsi-hsia nation is left free to further develop its national 

culture, China wiU be unable to conquer it. The analogies with the pride of 

the rising nation of Japan in the prewar years are evident. The rejection of 

Chinese (and traditional Japanese) exemplars in the early Meiji and Taisho 

periods set the stage for a Japan which was increasingly willing to see China 

not as its intellectual mentor but as a weak, morally and spiritually bankrupt 

piece of real estate, waiting to be exploited. This would appear to 

demonstrate Inoue's on-going critique of post-war Japanese society's 

abandonment of traditional values and beliefs. 

"Tung Huang, trans. Jean Oda Moy (Tokyo: Kodansha International, L978), 60-61. 
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Chao's routine is disrupted when his hometown is threatened by-

invasion. The nominally independent town he is living in has revolted against 

Hsi-hsia rule and at the same moment Muslim invaders from Central Asia 

choose to invade from the West. The characters are trapped between two 

advancing armies. The ruler of Sha-chou and its sister city Kua-chou has a 

remarkably philosophical attitude. He says, 

It is impossible for one race to control this land forever. Just as 
the Turfans left, the Hsi-hsia will probably leave, too. And after 
their departure our descendants will remain, prevailing through 
it Kke indestructible weeds. Of this only are we certain. It is 
because there are more Chinese souls resting here than those of 
any other race. This is Chinese soil. ® 

This attitude of the inevitability of the Chinese people and culture's survival 

is set against the impermanence of various realms, empires eind conquerors. 

In the end, China will remain China. Perhaps this is Inoue's 

message. Despite Japan's invasion of China in the 1930's and 40's, China 

remained China. Despite changes in ruler, the intangible sense of Chinese-

ness remained. 

The novel concludes with the desperate efforts of Chao to safeguard 

Buddhist religious artifacts and writings in the famous Thousand Buddha 

Caves of the Ming-sha mountains. Chao is successful in his efforts to hide the 

Buddhist scriptures and they are interred safely until their discovery in the 

®°See Tun Huang.trans. (Tokyo: Kodansha International, 1978), 143 for evidence of 
Inoue's idea of permanence. 
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early 1900's. In this way does Inoue bring the story up to the present day with 

a brief afterward detailing the historical discovery of the scroUs and their 

importance to scholars and religious students. 

Chao Hsing-te is merely the actor by whose means the sacred scroUs 

are saved. As with other of Inoue's stories, he is less important as a figure 

than for the action he accomplishes. Just as the monks in The Roof Tile of 

Tempvo bring back Buddhist scriptures and teachings for the enlightenment 

of Kamakura Japan, Chao preserves Buddhist scripture and private 

knowledge for the benefit of modem-day archaeologists and religious 

historians. That Chao the man was Chinese is incidental to his 

accomplishment. He could just as easUy have been a member of some other 

nationality. 

Like many of Inoue's works. Tun Huang's characters are less important 

them, main ideas like truth, beauty and the perpetuity of Hfe. ® Foreign critics 

have felt that Inoue's characters are incompletely developed. " This may have 

more to do with the fact that Inoue is demonstrating in this work that the 

Buddhist scriptures preserved by Chao Hsiag-te are of value for humsmity. 

Students of Japanese may note that the "te" in Chao Hsing-te is '^oku" or 

'Virtue." One can argue that Inoue's character, Chao (at least at the end of the 

°®'Tun Huang o megutte" in Inoue Yasushi Kaiprai Hvoka (Tokvo: Sorin Press, 1983), 
211. 

"Lou-Ian to Txin-Huang" in Inoue Yasushi Kenkvu (Tohyo: Nansosha, 1974), 268. 
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story) is virtuous. It is that virtue, rather than his physical characteristics 

which survives the ravages of time, via the work he does in securing the 

Buddhist scriptures for posterity. In the end, Inoue does not tell us much at 

aU about Chao Hsing-te. Inoue does not teU us what Chao Hsing-te did after 

he hides the scriptures in. the Thousand Buddha Caves. We do not leam if 

Chao married or if he returned to China. In the end, Chao is distinguished 

only through his association with Buddhist scriptures and archaeological 

relics. 

China's cultural legacy again survives the ravages of war. Japan's 

invasion, like the earlier Mongol invasion of Central Asia, is temporary. The 

land and its people remain. Japan's depredations notwithstanding, the 

eternal qualities of Chinese civilization remain. 
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Lou-Ian and Other Stories 

The last of Inoue's works that I will examine is the collection of short 

stories, T..mi-lfln and Other Stories. This collection includes stories that fall 

into the category of psychological novels and move away from dealing with 

China. The stories that do focus on China focus more on archaeological 

remnants and stories about border states on the edges of China. 

The stories with particular relevance to China are "Lou-Ian" and 

"Princess Yung-t'ai's Necklace". The first story tells of a small city-state on 

the border of China called Lou-Ian. The small country is caught up in the 

larger affairs of its powerful neighbors the Hsiung-nu and China. The Hsiung-

nu preyed upon China, and China in turn attempted to create an alliance 

amongst the smaller peripheral states as a buffer against them. The Hsiung-

nu might represent the Western powers, acting as a barrier to Japan's 

imperialistic ambitions. To extend the allegory, China can be seen as Japan 

of the 1930's and 40's. The parallels to Japan's creation of a Greater East 

Asian Co-Prosperity Sphere to serve as an alliance against the Western 

powers are certainly apparent. Inoue's belief in Japan's civilizing mission 

once again contradicts his pity for individuals caught up by outside 

circumstances. The idea of a small nation caught up in the larger affairs of its 

time is a common one to Inoue, as we have seen in his novels Ttin-huang and 

Wind and Waves. There is a certain parallel to post-w£ir Japan's feeHng that 

it had been caught up in circumstances beyond its control and was destroyed 
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by them. 

In any case, the city-state of Lou-Ian was trapped attempting to serve 

two masters. The king of Lou-Ian says, "Mine is a small country between two 

very large countries...It cannot survive without submitting to the two of 

them." ̂  The people of Lou-Ian inevitably are forced to choose one master. In 

choosing to serve the Han Chinese they are obliged to move their town away 

from its traditional location, thus violating religious belief and tradition. 

Disasters of various kinds befall the people of Lou-Ian in their new city of 

Charkhlik. The people of Lou-Ian continue to serve their Chinese masters 

though the inevitable result of their service is abandonment. ̂  In the end, 

after decades of loyalty to China, the only reward the people of Lou-Ian receive 

is their absorption into the Wei Dynastic Empire of China. 

There are some interesting lessons here. One can find hints of Japan's 

own situation in the story. The absorption of a smaller nation into a larger 

one has parallels with Japan's creation and annexation of Manchuria. Inoue's 

long interest in Central Asian and Chinese history, as well as archaeology, 

may mean that this story is merely a narrative about a long-forgotten little 

country. On the other hand, when one compares Inoue's historical works to his 

other writings where he is plainly making social criticism about Japan and 

"Inoue Yasushi. Lou-Ian and Other Stories, trans. James T. AraM and Edward 
Seidensticker (Tokyo: Kodansha International, 1979), 17. 

"Ibid., 34. 
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analyzing himself and others, it is not difficult to imagine that there is more 

to this story than meets the eye. As in Wind and Waves, there appears to be 

some kind of political feeling under the surface. 

Some foreign literary critics have looked for evidence of Inoue's concern 

with, various modern issues in his historical novels. The story Lou-Ian has 

been linked to Japan's use of nuclear power despite having suffered the 

ravages of nuclear attack. A comparison is drawn between the city of Lou-

lan's failure to honor their tradition and religion by moving their city (which, is 

swallowed up by the desert) and Japan's pursuit of the atom (apparently 

risking Japan being turned into a nuclear desert). This criticism is based on 

the idea that if man interferes with nature he must expect to face the 

consequences. Such, interpretations seem to be based more on the chronology 

of Inoue's writing rather than on actual hints within the story itself. ® 

Japanese critics have called Inoue's historical novels evidence of his "turning 

his back on various problems of today's society..." ̂  This is clearly no more 

satisfactory than assuming a concern with the nuclear age and Japan's place 

ia it merely because the story is set in a desert landscape. This is not to say 

that there is no value to a chronological reading of Inoue's work, but I feel that 

such a reading detracts from the metaphorical or allegorical interpretation of 

'^See Joseph R. Wheeler's article in Inoue Yasushi Bun^akiir Kaip-ai no Hvoka. 
(Tokyo: 1983), 110-11. Wheeler seems to suggest that Inoue is focusing on the idea of 
harmony with nature as being necessary to maintain sovereignty and stability. 

''Ibid., 110. 



78 

his stories. 

The other short story, "Princess Yung-t'ai's Necklace," also deals with 

China. The story concerns a group of grave robbers who break into a royal 

tomb in the vicinity of the old T'ang Empire capitol of Chging-an. The grave 

robbers are described rather negatively, and given Inoue's interest gmd 

passion for archaeology, are, with a few exceptions, devoid of redeeming 

characteristics. 

The leader of the robber band is a man named Ch'en. He is apparently 

a cruel and ruthless man. Inoue's description of bim is telling. "On his face 

was the savage expression it always wore when he had decided to open a 

tomb." Ch'en's brother in comparison seems to have had some education and 

to be of a better disposition. Ch'en's brother and Ch'en's wife are having an 

affair and dream of escaping their current dangerous and unseemly way of 

life. Ch'en's wife, more than any other character, is convinced of Ch'en's evil 

and the need to kill him and escape before the others share his eventual fate. 

Ch'en's brother also is aware of the negative nature of the work. "Now they 

were robbing the tomb where the unfortunate T'ang princess slept. The work 

seemed intolerably distasteful." ® 

The younger brother is aware of the artistic beauty of the tomb that is 

being desecrated. He enjoys looking at the various murals and paintings and 

^'l^ou-Ian and Other Stories, trans. James T. Araki and Edward Seidensticker 
(Tokyo: Kodansha International, 1979), 77. 
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spends time in reverie until he is interrupted by the cold reality of having to 

assist his brother £ind the other robbers in their work. The work is 

interrupted by a nearby battle and the robbers are forced to leave their work 

£ind escape with only a handful of their desired loot. It is during this process 

that the younger brother realizes that "...he hated his brother whose blood he 

shared—hated him intensely." ® It is this hatred, and a feehng of revulsion at 

the desecration of a tomb, which finally prompt bim to shut the tomb while 

his brother is still edive inside, leaving bim to die. The narrative ends with a 

note about sirchaeologists discovering the tomb and its additional occupant in 

1960. As with Lou-Ian. Inoue brings the past up to the present through the 

means of archaeological discovery. 

I would argue that we can interpret the older brother as Japan of the 

1930's and 40's. He is interested only in profit and self-aggrandizement. If 

we are to interpret the older brother, the leader of the robber band, as Japan 

of the 1930's and 1940's, what are we to make of the younger brother? I 

beUeve that the younger brother serves as the voice of Japan's conscience. The 

realization of China's cultural eind aesthetic contributions to Japan's society 

competes against the desire to exploit the treasures of a dying empire. The 

action of the younger brother is a symbolic killing- of the desecrator and 

"Ibid., 80. 
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despoiler of beauty, art, religion eind all of the aesthetic values which Inoue 

holds so dear. The destruction of China by Japanese occupjnng forces was for 

Inoue the destruction of Japaui's own cultural antecedents. 

The commongdity in all of these stories is that some element of larger 

historical, archaeological or religious significance is preserved despite the 

ravages of time, bandits, warriors and the elements. In Wind and Waves, the 

reader is left with the knowledge that the Mongol conquest, symbolic of 

Japan's occupation of China, will be broken and that Koryu will once again be 

an independent state. The Roof Tile of Tempv6 persuades the reader of the 

historical permanence of Buddhist scriptures and Chinese cultural 

antecedents whQe exploring the historical tendencies of Japanese 

exploitation. In HTim Hnanpr. the Buddhist scriptures are preserved in. the 

Caves of the Thousand Buddhas for the benefit of later humanity. In Tinn-lan 

and Other Stories, the city Lou-Ian, abandoned by its life-giving nourishment, 

Lop-nor Lstke is once again being fed by those waters which departed so long 

ago. In the last instance a Japanese critic has noted '^he beautiful 

conclusion" in which Inoue is providing the reader with a "compelling 

viewpoint" of the survival of the heritage of the people of Lou-Ian despite their 

destruction. ^ This certainly appUes in a larger sense to aU of Inoue's 

"Inoue Hiroshi, "Lou-Ian to Tun-huang" in Inoue Yasushi Kenkvu. Izumi Hasegawa, 
ed. (Tokyo: Nansosha, 1974), 263. 
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writings. The survival of China, s3nnbolizing as it does Inoue's conception of 

aesthetics and cultural beauty, occurs despite the efforts of a misguided 

Japan to try to destroy its benefactors. By means of an onmiscient narrator, 

the reader is provided with a sense of closure and fiiljBILment. This is in sharp 

contrast to Takeda's dark pessimism in. "This Outcast Generation" which 

leaves the reader wondering whether the main character Mr. Sugi, the young 

woman or her dsdng invalid husband will ever find peace. 

The contrast between the negative view of human and national 

potential of Takeda, and the more positive viewpoint of Inoue, is clear. 

Inoue's underlying message is the survival of objects with value to all of 

himianity. In one sense, his historical novels, though accurate, are less about 

the national and personal struggles portrayed in them than they are about 

the hand of fate or destiny which preserves the memory of an admittedly 

idealized past to the present day. Inoue might agree with Takeda that all 

will eventually end in destruction, but he also might say that something of 

who we as a human civilization were will remain for future archaeologists to 

find. Japan's traditional values 2ind traditions, drawn firom China, would 

similarly survive to be beneficial for later generations. 

China finally represents an ideal past, both in the sense of Japan's 

cultural inheritance fi-om China, and Japan's own traditional values, which, 

though flawed, were preferable on certain levels to the rapidly changing 

society in which Inoue foiind himself. Respect for family and elders went hand 
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in hand with respect for government and religion. The revelation of the failure 

of government sind the misdeeds done by Japanese in the name of Japanese 

civilization moved Inoue to the kind of anti-social political stance with which 

he was fairly or unfairly linked. 
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5. CONCLUSION 

I began this work with a brief and broad examination of the ties 

between China and Japan. Since the beginning of the Meiji period, Japginese 

have had incresising opportunities for travel to and knowledge about China. 

The curiosity felt by Japanese travelers about China was soon transformed 

into exploitation of a country unable to defend itself from foreign 

intervention. This led inexorably to the dehumanizing of Chinese people and 

the brutal invasion and occupation of the Chinese nation. 

The negative attitudes and perceptions of China have, in the eyes of 

Japanese intellectuals, continued in Japan. Japan's democratic experiment 

has failed to produce the kind of egalitarian society many writers anticipated 

in the post-war period. The inequalities experienced by foreigners resident in 

Japan reveal that the kind of society-wide change necessary to truly bring an 

end to the negative actions and ideas of Japan have yet to fuUy occiu:. If 

Japanese truly wish to deal with the legacy of World War Two, they must act 

on an individual and societal impulse to honestly confront the past, to 

forthrightly admit the wrongs of the past and work to change the lingering 

wrongs in society which stiU encourage the exploitation of China and Chinese 

people even fifty years after the end of the war. 

Postwar writers like Takeda Taijun £ind Inoue Yasushi wrote about 

China from the standpoint of historicsd scholarship and personsd experience. 

As I have shown, both men were profoimdly influenced in. diEFerent ways by the 
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Japanese wartime experience in China. Takeda developed a strong sense of 

pessimism which pervades his writing. Inoue in contrast seems to have 

determined that, even if a nation's people do not survive, the nation will. The 

idea of destruction is a shared one for both writers with Takeda more 

doubtful of any escape from the hands of a vengeful fate. At the same time, 

Inoue seems to have fought a battle with himself in trying to explain away the 

actions of the Japanese military while demonstrating S5anpathy for the 

imderdog. Inoue's critique of Japanese society appears intricately linked to a 

political sensibility which, while not explicit, demonstrates an attempt to 

focus on the legacy of World War Two and Japan's role in the post-war world. 

Murakami Haruki has demonstrated an ongoing development from his 

earlier short story "A Slow Boat to China" to The Wind-Up Bird Chronicle. 

As I have shown, Murakami's socisd. concerns, whUe not explicit, are at least 

implicit in his work. Murakami's shocking portrayal of man's cruelty to man, 

gmd the subtle way he introduces criticism of Japan's war-time past and 

present, provide the reader with a clearer picture of the thought process which 

led a nation to destroy itself while destroying its neighbors. The haunting 

image of Lieutenant Mamiya, cursed with a long life alone with his memories, 

provides us with a glimpse of what life must have been like for many former 

soldiers of the war in China. Lieutenant Mamiya's failure to act to stop the 

evils he saw around him must have served as a daily reminder of his 

complicity and participation in the war. 
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The ongoing struggle of Japanese novelists and intellectuals to come to 

grips with the legacy of World War Two must be seen as a positive thing. 

Writers like Murakami, by continuing to put forward the legacy of World War 

Two, force the reading public to confront the past. It has been sedd that Japan 

lacks the cathartic experience of national guilt experienced by Germany. 

Perhaps the difference is that the Japanese (as a collective population) were 

not forced to Hve in the ruins of what they had created on the Asian mainland 

and elsewhere, whereas the German people (in some cases) were. 

Additionally, the failure of the Japanese government to purge itself of some of 

the same individuals who had been leaders during the war years instituted a 

top-down desire to forget the past sind to turn toward the necessary goal of 

nationsil reconstruction. Writers like Takeda rejected the "cover 

up" that they saw going on around them and chose to deal painfully and 

directly with themes of death and destruction. Inoue, in contrast, chose to try 

to reconcile his nostalgia for Japan's past glories with his recognition that 

Japan committed unspeakable acts during the war. Murakami seems to 

follow Takeda rather than Inoue in taking a more direct approach to Japan's 

dark history. By forcing a new generation of Japanese to confront the sins of 

their parents and grandparents, Murakami's writing represents a challenge to 

new readers who may be growing dissatisfied with the stagnant political and 

economic conditions in present-day Japan. 
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It is my hope that this study has provided a much needed examination 

of Japan's post-war reflection on its own misdeeds. It seems to me that in the 

cultural space of modem Japan another shift is coming. In the past, Japan 

turned from a respect for its Asian neighbors to an exploitation of the ssime. 

As Japan continues to advance as a regional economic force, necessity wiH 

force it to turn again to the past and to a painful but necessary reexamination 

of what constitutes Japaneseness. Such self-study will ask what Japan's role 

in the large Asian milieu is. 

Finally, I hope that more study of Japan's post-war cultural cosmos 

wiU provide keys to understanding Japan's actions in the economic and 

political spheres today. Access to Japanese popular culture and literature 

may be of great importance to understanding how the Japanese see 

themselves and how they see their Asian neighbors. The literature I have 

reviewed is just a small portion of the extant fiction dealing with China. 

Other Asian countries currently sensitive to Japan's continuing refusal to deal 

with the lingering issues of the past might take hope in the positive 

intellectual struggle conveyed by Tgikeda, Murakami and Inoue. It is to be 

hoped that younger Japanese writers like Murakami will turn from 

exoticization of the West or the simple cataloging of consumer society toward 

an examination of their heritage and the role they might play in influencing 

post-war Japanese generations in their consideration of the past. 
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